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ABSTRACT

Solungga LiuAdvisor

Theuse of ontemporarymusicin music teaching is no new topic, with the literature
coveringit dating back at least to 195Dwo importantapproacheavailable to piano teachers
who wish toprovide their students with a wethunded education are assigning contemporary
pieces to their students and commissioning pieces for Wémte there is literatureavailable
detailing the benefits of each approach, | have found no scholarly worksvibstigate howhe
experience ofearning commissioned piecescanaffest udent sdé perception of
music incomparison to thatf learning publishedontemporary workslChe purpose of t
research conducted for tidecumentvasto investigate how learning newly commissioned
pieces affects collegiate pi anoloactomgighthis,d 6 per
commissioned three pieces three undergraduattudents at Bowling Green State University.
The studentspartci pating in this study hadTwestgaumed s e
Preludes for PianpOp.41. | interviewed the studerasd their piano instructeegarding thi
experiences learning and performimgth sets of pieceéfter analyzing the aa, | concluded
thatt earning commi ssioned pieces had a greater
contemporary musithan learning published contemporary woiksaddition, | found that
commissioned works offer benefits to the students which aravadable through published
works, such as the possibility of having a piece tailored to their needs andos&plsring an
original performance of a piece free from anycpreceptions, anthe opportunity to
communicate closely with the composaitogether, | believe that these make commissioned

music a viable and efficient tool for introducing piano students to contemporary music.
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INTRODUCTION
The use of contemporary music in music teaching is no new topic, with the literature
covering it dating back at least to 19859his study ornrhe Availability of Contemporary
American Music for Performing Groups in High Solsoand Collegegshe composeand

educatoPhilip Gordonwrote

Contemporary American music is a reflection of the thinking and feeling of people in our

time, communicated through works in artistic form created by men and women in our
midst. It is an esswial part of the culture in wbh and by which we live. If education is
concer ned liwngtniusictedudation st be closely and purposefully
concerned with todaydéds music.

More recent literatureontinues tsupport the importance tie must of today in

teaching musicAs Jessicdohnson arguespr students live in the twentfjrst century and

supplementing their studies with contemporary repertoire provides them with the skills they need

to becomewell-roundedpianists? Having experiencelaying contemporary music is especially
important in terms of developing a career. New York Times critic Alannn explains thafi | f
they [young musicians] are going to have caréarseven a field to have careers ithey
cannotkeep playing the pars of the standard canon over and over, spectacular though those
wor ks i pthebveords) being proficient in as wide a range of styles as possible will
make a pianist stand out among other pianists. Firtéligtin Elgersmashows that prforming

contemporary music encourages pianists to develop a more personal interpretagon of

1. Philip Gordon,The Availability of Contemporary American Music for Perform@rgups in High
Schools and Collegébdlew York: Bureau of Publications Teachers College Columbia University,)1850

2Jssica Johnson, 0ACoxtprpararyi Periprmaheeil ecBniques fdrsheColiege
St u d AmefricardMusic Teachéd, na 5 (2005): 2934.

B AlanKozi nn, fASear chi ng, New YorkMimgdDeeembie@d, 20k0e e per s
https://www.nytimes.com/2010/12/29/arts/music/29repgrtdmihttps://www.nytimes.com/2010/12/29/arts/music/
29repertory.html?refmusic.



compositionghey perform? To me this is the most important aspect of all. When playing
contemporary music, students are not weighegrdby centuries of performanpeactice and
have more freedorno developa critical sense that can be applied to performing other
contemporary pieces as well as more standard repertoire.
As ThereseCostes suggestene of the best ways to engage studetits contemporary
music is to asign contemporary pieces for them to learn and perff@iwo of the possibilities
which she offers are assigning existing contemporary pieces and commissioning new works.
While there is literature available showing the emef each approach, | haveuiod no
scholarly works that investigate hdiae experience déarning commissioned piecean affect
studentsé perception of contemporary music 1in
contemporary workdn addition, tke literature concerning commissied piano pieces in piano
teachingoften aims at remedying a gap in the available pedagogic repertoire. Therefore, the
purpose of this document is to investigate how learning newly commisg@ts affects
collegiate pia 0 s t patceptidn sf@ontaporary musicSecondary research questions
which guided this study were: The secondary questions were:
- boes | earning a published piece affect the
2- How much knowledge anekperience do students have concerningemporary music?
3- What are their perceptions about it?

a. Did their perceptions change over the course of this study?

4Kristin Elgersma and Madi son Mc Car MT&lAkeJoummdlew Musi c
February3, no. 3 (2012): A2, accessed October 6, 2021
http://www.mtnaejoural.orgpublication/?m=7797&i=100597&p=4

55 Therese Costes, ANew Music: How MusiMusiEducators Ca
Educators Journa®2, no. 2 (2005): 564.



b. Did the presence of techniques from reference pieces from standard repertoire in the
commissioned pgices affect their learning experiences?

4- How did the studentsd opi ni tachirmdhangetaftec ont empor a

performing commissioned pieces compared to after performing published contemporary works?

| comparel the experiencef learning acommissioned pied® that of learning polished
contemporaryorksunder the hypothesis that commissioned works are better suited to introduce
students to contemporary music, as they dftarefits which are not as prevalent through
learning published caemporary piecesnlthis researchfbcused on collegiate students because
this is the age group and level with which | am the most familiar and because of the availability
of research subjects t h BawningBGreem$tatealbhersitys or 6 s pi a
(BGSU).

My hope is that this reaech may provide teachers with insight into some of the

advantages and disadvantages of assigning published contemporary works and commissioned
worksto studentsallowing them to make more informed decisiofsis research caalsoshow
teachers and studts that contemporary music is not an insurmountable obstacle, to be dealt
with only after one has mastered the repertoire of previous centuries, but rather, a tool to be used

alongside older repertoiretoimproves dent sd | ear ni ngawarengse.r i ence a

Terminology

Contemporary Music: For this research | will leave this definition deliberately broad to
reflect the wide variety of styles existing in twerdynd twentyfirst-century music.

Standard Regrtoire: Music composed following stylestablished prior to the beginning

of the twentieth century.



Limitations and Boundaries ofthe Study

In this document ¢lid not research children and higbhool students because the variables
involved in such a wide age group would be unmanageabko tal not research gradudésel
students because at this stage students are expected to be independent and kn@avledgeabl
enough to choose repertoire (including contemporary) on their own. To avoid interfering with the
studio objectives of other BGSU pia faculty, the students invited to participate in this research
were from the studio of my advisor, Dr. Solungga Liu. ehggaduate students were selected
because they are the next generation of performers and teachers. As such, it is important to gauge
how they perceive contemporary music to better understand how to work with students at this
level. Regarding the commissiexh pieces, they were restricted to techniques performed on the
keyboard, as the complexity involved in the use of electronics, prepeneo, or advanced

extended techniques, might interfere with their practice process and with the results of this

researh.

Chapter Outline

In Chapter 1 of this documenthighlight the literature available on the topics of teaching
contemporary musi@ontemporary music in piarteaching and commissioned music in piano
teaching In Chapter 2I present the method used for conducting this research. Chapter 3
contains aroverview of the compositions involved in this study. Chapter 4 contains an analysis
of theresults of thenterviews conducted with the participating students, concerning their
experiences learning published contemporary pieces and commissioned wotkspterG |

discusghe results, while in Chapter 6 | present my conclusions.



CHAPTER 17 REVIEW OF LITERATURE
In thischaptey | present review ofthe research that is available regarding the use of
contemporary music in teaching music. The literaisidivided into the following categories:
teaching contemporary music, contemporansic in piano teaching, and commissioned music

in piano teaching.

1.17 Teaching Contemporary Music
The inclusion of contemporary music in music teaching is not a new topic. In 1964 the
composer and educator Charlene Archibeque conducted a studyhtiviDavid Ward
Steinman taught weekly seminars on contemporary music to a s€vadthclas§ Thepurpose
of the study was to verify if students who studied contemporary music displayed a greater
acceptance and understanding of it when compareddoteotgroup of students who did not
take the seminar3he results revealed that students from botlugs preferred contemporary
musicover thatof earlier periods regardless of education, perhaps dheg¢ots t agge nt s 6
Although teaching contemporamusic is important, it is not always easy to find level
appropriate repertoire. Christopher Keyes shahat one way to overcome this is through
improvisation! He explains that improvisation makes it possible to adapt to specific
instrumentation and le¥ needs, while allowing students to experiment with various performance
techniques. He proposes deymhg a piece such as his colldgegel Improvisations ko provide
a structured framework for students to explore sounds and create expressive inpngvisat

starts with few constraints, to encouraging exploration, with constraints such as rhythm,

6. Charlene Pauline Archibeque iDevel opi ng a Tast dourfalofResgaranine mpor ar y

Music Educatiorl4, no. 2 (1966): 14247.
7.Christopher Keyes, fATeachkemg ulrnypMusibiGdsrastrsidaumal a n d
86, no. 6 (2000): 1-22+50.

Twe



dynamics, or range, being added as the piece progresses to provide more structure. The benefits
for the students are increased musical fluidity, intrinsaeustanding of contemporary idioms,
and improved improvisation skills.

One of the challenges of usingntemporary music in teaching is not knowing where to
begin. According to Therese Costes, a good place to start is assigning contemporary pieces for
stucents to perform, as it allows them the time to become familiar with the styles and sounds of
this must . Other ideas she offers are inviting a composer to visit the studio or classroom,
studying different genres, inviting contemporary music performeisiwonstrate innovative
techniques on their instruments, and commissionimgyavork.

Laura Sindbergonducted one such commissioning project for her eigrdtde students
as she wanted them to experience the excitement of premiering a piece and tanchtieest
process involved in composing a pi€c@he startedvy selecting composers, introducing thean
the students, and conducting class activities connected with the commission, such as learning
about the composer s6 mu s ovidedthiblugea gnaatxdonaterts,e p, f u
and fundraising projects. According to the author, the publipitvase should start three months
before the premiere, through invitations, newspaper articles, posters, and phone calls. The
premiere may be followed by aaeption for the students, composers, and families, after which
she recommends conducting an assessof the experience. From assessment questionaires,

she learned that the experience was equally enriching for the composers and the students.

8. Therese Cds e s , ANew Musi c: How Mu saingg eE ceuc Mbtpicercs eGam Save
Educators Journa®2, no. 2 (2005): 564.

99Laura K. Sindberg, AThe Story o fMusihEducaioesdduma | Bands
91, no. 3 (2005): 228.



Micah Ewingshares his own experience with commissioning music and composer
residencies? He defines commissits as the act of requesting or inspiring a composition from a
composer and residencies as any amount of time during which a composer is engaged with
performes or students. According to the author, the benefits of commissioning music outweigh
the ease ofsing existing music, as it provides students with unique learning opportunities and a
sense of pride and ownership towards the piece. Similarly, the pensonigsioning the piece
gains insights into the composition process and new professional relgigrgimposers have
their works, and the musical community gains a new work, possibly for underrepresented genres
and difficulty levels. Ewing recommends getf to know the composers and their music, setting
clear goals for the project, considering and mamicating the parameters and deadlines for the
commission, documenting any agreements and performances, and being flexible. In addition to
conducting selevaluation at the end of the project, he recommends starting anew, as the benefits

of such projectare amplified through repetition and experience.

1.27 Contemporary Music in Piano Teachng

In a study on the role of contemporary American music in the gilyeurriculum,
Kristin Elgersma and Madison McCarney conducted a survey witludi8@rsity piano
professors?! The results showed that most university students do not learn much contemporary
American music, with 62.6% of students spending less thanof 1B&ir time on works after

1970, with an additional 23.6% spending no time abralihis repertoire. Elgersma warns that

10. Micah Evi n g , -Infipatt Exgeriences Through Commissioddd r ks and Composer Res.|
Music Educators Journdl05, no. 3 (2019): 335.

11LKristin El gersma and Madi son McCarMI®AkeloumdNew Musi c
February3, no. 3 (2012)2-12, accessed October 6, 2021,
http://www.mtnaejotnal.org/publication/?m=7797&i=100597&p=4



the effect of this is an ewémcreasing disconnection between pianists and new music. She
concludes that, because piano instructerds to follow a chronologic order, students view
contemporary music as somethiiogearn only after working with music of earlier periods. As a
solution, she proposes that instructors spend a more proportional amount of time developing their
s t u d endetrswriding of contemporary music.

In a chapter oEtudes for Piano TeacherSewart Gordon addresses the accusation
piano teachers face that they do not include enough contemporary music in their teaching and
offers suggestions regarding how to intgrit with good consciend¢éHe comes to piano
teacher sé def etnhseei rb ya cpcoui snetrisndg noaurtr ow def i ni ti ¢
(usually restricted to avaigiarde styles), the incorrect assumption that contemporary music has
the right to be hear(tlisregarding the quality of the pieces), and the misconception that repeated
listening is enough to generate appreciation for it. To countermand this, he proposes that teachers
make an honest effort to learn contemporary pieces for themselves firgt,withihen give
them the tools to judge the quality of the pieces they assitpeitostudents and to teach them.
He finishes by urging teachers to not hesitate to discard a piece if, after a period of teaching it,
they find it ineffective.

Chiefamonghe benefits of assigning contemporar )
is providng students with the skills they need to interact with the music of their owritBie
highlights how contemporary elements appear in contemporary works foolfrge panists
and offers suggestions on how students can practice each piece. Joguoesritat, by using

contemporary pieces to supplement standard repertoire, teachers can help their students prepare

l12Stuart Gordon, fAConEteump®s afrgyr Chiaddn @ ngfega dhems: Ref |l
Art (New York: Oxford University Press, 1995), 1064.

13Jessica Johnson, fAExpl oyPéeroromantedechnisees farthe Belldge nt e mp o r
St u d AmeticardMusic Teachéd, no. 5 (2005): 2384.



for their future as twentfirst century musicians.
Accord ng to William Budai, Ross Lee Finneyods
for introducing intermediate students to contemporary niidice pr e s e nlhventidhg nney 6 s
Thirty-two Piano GamesandY o ut h 6 s Chghlighting theocharacteristicg each
collection. Such characteristics include tone rows, clustappvisation, hexachords, tricky
rhythms, and singing while performing. The benefits for the students lie in the diversity found in
each collection, as well as the introduction theyj® to compositional techniques commonly
found in more difficult repeoire.
Although it may seem countartuitive due to time constraints, prepared piano can also
be a viable introduction to contemporary music. Hayden Coie discusses the benefitsdaigncl
intermediate works for prepared piano in lessons and the apedlémvolved® He argues that
stylistic diversity is developed and solidified at the intermediate level and that prepared piano
pieces can help students develop their awareness antivitgrtsi the tone color potential of the
piano. This in turn can pively affect how they perform their other pieces. In addition, teachers
can use these pieces to help create an explorative and imaginative atmosphere in piano lessons
and prepare studenfor future encounters with twentietientury music. Because it &ktime to
prepare a piano for a performance, he suggests that teachers work with several students until they
have mastered the notes and then schedule a group session where thegaséltheepiano
together and perform several pieces.
Keum Ju Bang angtes collegd e v e | wor k s Suited®@lldaGeBger t o k 6 s

Ger shieludegss Ar nol d Kahesteak®pe.r g3d3sa, and B8ladmu e | Ba

14. Willam Budai @ The Pedagogi cal Wuanerican Mosic TERahé&lsnol3ee Fi nney
(2021): 2124.

155 Hayden Coi e, APr eop:arPirnegp atrheed PRiaannoo Satnuddchétickne | nt er me
Music Teacher1, no. 1 (2021): 227.
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to demonstrate how analysis cammemn c e a st ud e Aftérsanalyzing emah piece,t at i o
the author concludes that these works provide the student with the opportunity to develop various
techniques, such as the use of sostenuto pedal, weight transfer between fingers, fingst and wri
staccatos, and offbeat accents. She argues that the analysisesfgan generate understanding

of the construction of the pieces, leading to more informed, personal, and meaningful

interpretations.

Arguing that collegedevel materialson contemporarmusic are too advanced for non
professional musicians, studio tbacs, and high school students, Ellen Reed Thompson wrote
Teaching and Understanding Contemporary Pidhim this book, she describes how
contemporary composers use melody, rhythm, meémony, tonality, modality texture, and
form, including innovativenotation and piano sounds. Fachtopic she includes representative
pieces at the early, intermediate, and advanced levels, as well as reading, listening, and
composing assignments, magithis an invaluable resource for teachers who want to use
contemprary pieces in the studio or for students who want to explore it.

One of the challenges in teaching any music is making it relevant to the students.
Teachers can overcome this difficulty taking advantage of the diversity that contemporary
music offes . I n the col umn Ankocan Miligic Tdaohgpiéano?eachdrssr o m
Matthew Palumbo, Desireé Gonzéaliler, Nancy Breth, and Minju Witte share that, through

contemporary music,dbh college and private studio students are able to perform rhasic t

16Keum Ju B dudygof RefrebdnimtiveSTwentieth Century Piano Compositions Appropriate for
Use in Contemporary Col | e gadisfertation,cCollmbib @niverdityy 1987125, asses 0 |
accessetrebruary7, 2022 https://www.proquest.com/docview/303573Ppg
origsite=gscholar&fromopenview=true.
17. Ellen Reed Thompsof,eaching and Understanding Contemporary Piano M(San Diego: Kjos
West, 1976), 1224,
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celebrates their diverse cultural heritd@&hey explain that, if students have a personal
connection to the music, they are more likely to appreciate the meanings associated with the
pieces. A further benefit is that it can help students copetitanxiety of performing before
live audiences as COVHD9 restrictions are reduced. Because contemporary music is not as
well-known as standard repertoire, students are can perform duwiteing afraid of
comparisons, making the experience more etylgytor them. Finally, they highlight the lasting

effect that a teacherods attitude towards piec

1.37 Commissioned Musidn Piano Teaching

Kristofer Rucinskiconsiders how commissioning can benefit students and suggests steps
for developing a successful studio commissioning prdfestcording to him, participating in
the creation of a new work can help students regain a sense of wonder, whichlosaylbeto
familiarity with existing repertoire. In addition, he argues that students feel a sense of
achievement from learning pieces written for them. During the planning and preparation phases,
Rucinski recommends that teachers consider the pararoéthespeces to be commissioned, as
well as which students will participate in the project. The next step is contacting student
composers through local university composition programs or professional composers through
organizations such as American Congrgg-orun. He then suggests drawing a contract
stipulating the parameters for the works, stu
rights. The final steps are fundraising, through crowdsourcing campaigns, and reflecting on the

project once it iginished.

18. Matthew Palumbo, Desireé Gonzalda | | er , Nancy OO6 Neal Breth, and Mi
YouBet Students Excited Ab o AnericaneMugiciTéanhgrl, Doi 2/(20215®. Reper t o

19.Kri stofer Ruofndlew, MGsShealGi Experience: Creating a
Piano Magazind 2, no. 5 (2022021): 3235.
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Studio commissioning projects can be an especially useful tool to help students become
familiar with works by underepresented composers. For instance, Penny Lazarus worked with
students in her piano studio to commission arrangements by wanmgroses for young
studentg® They hired student composers from Berklee College of Music to write arrangements
of melodies by Hildegard von Bingen, Wilhelmine von Bayreuth, Elisabetta de Gambatrini,
Fanny Mendelssohn Hensel, Clara Schumann, Amy Beachinadath@herd, and Florence
Price. The project added to the literature for beginner and intermediate students while providing
the students with an opportunity to learn about women composers and actively engage in the
commissioning process. She also said ithaenefited the student composers, as it was their first
time composing on commission.

Gaps in pedagogical repertoire can be remedied by commissioning new pieces. Noticing
that many of the contemporary pieces are written for advanced pianists by mpleseos
Annie Jeng commissioned pedagogical intermediate works from nine women comp8sers.
asked them to compose focusing on feathered beaming, open meter, sympathetic resonance,
extended techniques, repeated cells, singing or speaking while pegoprgrared piano,
improvisation, graphic scores, and indeterminacy. As she analyzed each piece, she also
suggested beginner, intermediate, and advanced repertoire which used similar techniques. She
concluded by contending that contemporary music can ssraenspiring outlet for students,

leading them to collaborate with composers, improvise, and create their own pieces.

200Pemy Lazarus, fABecoming Weavers: Piano Students an
byUnderRepr esent ed Wo RianoMaGazineh20ne.& (2622021): 3642

2LAnni e Jeng, fABreaking Boundar i es: atéRianistsomtruci ng Con
Commi ssioned Works and Suppl ement al Repertoi-i58,0 (doct o
accesse@ctober 7, 2021https://deepblue.lib.umich.edu/handle/2027.42/151495.
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According to Ana Maria Orduz, commissioning new piano pieces can not only remedy a
lack of pedagogical contemporary pieces, but edp ésablish a national voic& As the author
explains, Colombian idioms are not represented in the pedagogic materials used in her home
country. In response to this, she commissioned seven pedagogical piano pieces from four
emerging Colombian composeasking them to draw on ethnomeiogy for their
compositions. After highlighting the importance of contemporary music in piano pedagogy, she
does the same regarding world music. She then does an overview of Colombian music history,
followed by a descriptin of her experience during themmissioning process. Finally, she
discusses the contemporary and folkloric elements in the commissioned pieces, the technical
challenges which each possesses, and offers suggestions on how students should practice each

piece.

22Ana Maria Orduz, i1 n tleeMusicalnto QurglreaChing: Discospian orathey  Wo r
Pedagogical Value and Performance Practice of Seven Commissioned Pieces by Four CQamfnigno s e r s 0
(doctoral essay, University of lowa, 2011141, accessetlovember 28, 2021
http://citeseerx.ist.psu.edu/viewdoc/download?doi=10.1.1.854.8890&rep=repl&type=pdf.
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CHAPTER 2i METHOD

To fulfil the purpose of this study, | asked my advisor, BGSU piano faculty member Dr.
Solungga Liu, to recommend three undergraduate piano students as possible participants in this
study.To avoid interfering withothgs r o f e s s or s 0 ,Ishose thé studeatom Drv i t i e s
Li u 6 s.Thketsubgdt pmol was also restricted to thetseentsvho had learned selections
from Ler a TwentgaunPelodesosPiang Op.41so that the potential effects of
learnng a commissioned piece could be compared with tbbksarning a published
contemporary piec€ This comparison would allow me to verifyat such effects stemmed from
learning acommissioned piece and not simfrigm learning a contemporary piece. Adualitally,
all threestudentsvere about to begin their senior yeéicollege.l contacted the students by
email and gave them the opportunity to participate or not, with the understanding that refusing to
participae and ceasing participation at any tinmel for whatever reason would not result in any
penalty. | provided them with the IRB Consent Forms and, to protect their identities, labeled
them as Student 1, Student 2, and Student 3 in this dissertation. lorgdti#y each agreed to
give me two inteviews, one pertaining to their experience learning a published contemporary
piece, and another pertaining to their experience learning pieces which | would commission for
them.

At the same time, | asked BGSU camsfiion faculty member Dr. Marilyn Shrude
recommend three BGSU student composers to participate in this study. The two requirements
were that the students be qualified composers and skilled pianists. She provided a list of
composers, of whom the follong agreed to participate in my study: Béylander, a graduate

student, who was paired with Student 1; Steven Naylor, an undergraduate student, paired with

23. | often refer to these preludes by the term published pieces in this dissertati
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Student 2; and PablodBezEstévez, a doctoral student, paired with Student 3. As with the
piano stulents, | contacted them via email andey#ivem the opportunity to participate or not
and to cease participation with no penalty, along with IRB consent forms. In the forms, they
consented to allow me to print their names and the pieces they would cdombseresearch
in the final version ofthis dissertation.

One of the great advantages of commissioning piecesudents is the possibility of
askingcomposerso compose withirguidelineshat are tailored te t u d &bititiessaiddneeds.
It was important that the students be able tanltlaeir pieces with relative ease during the
Summer of 2020, so as not to interfere with their preparations for the Fall semester. This meant
that the pieces had to be relatively short and dbssas al® vital that the students reap
pedagogical benefifsom participating in this studylherefore, | asked each of the composers to
write a piece lasting five minutes or less, using piano technigies Dr. Liu wanted her
students tamprove during the Fabf 2020.Dr. Liu chose lhese techniqudsom piecesfrom
standard repertoinehich the students were learning at the tiffiteese pieces then served as
referencefor each composerstheycomposed the commissioned pieé&Ehe reference piece
forNylancke r wa s F rTareeXontert Etades $44, 0. 3, AUn Sospiro, o
write a piece using arpeggiated runs interspersed with melodic pitches with the hands crossing
over each other. Nay | or Sixwsangs Witbout WwdseOp.R3@ No. x Me n d
6, AVeneti an B aea focuSng ang lydcal melodic lmd iretheaight hand
accompanied by a steady Ktind arpeggio ptern. GOmezEstéveavas to have as reference
Sergei PPRiam& Swriaia dloz,®p. 14,and the chosen piano technique was the creation

of forte andfortissimosounds. To certify that the pieces were at the appropriate difficulty level

24. |1 oftenuse the term reference pieces when talking about these indhis dissetation
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for each student, | arranged to me&th the composers periodically starting in June of 2020 to
discuss drafts of the compositioi@&iven these parameters, Nylander posedEtude
Tumultueuxor Student 1Naylor composelouded Nighfor Student 2, and @nezEstévez
composedMucho Con Dmasiada(this is a Dominican expression, which mearst with too
much for Student 3Upon evaluating the pieces, Dr. Lldetermind t hat Nayl or 6s i n
was too difficultfor Student 2 to learn within the allotted time. Therefore, he submitted a
modified, shorter version of th@ouded NightCopies of the pieces, including both versions of
Nayl or 6s compoesinAppeadixA® are avail abl
After the composers had startedting the pieces, Student 1 decided not to participate in
this research. Fortunately, Dr. Liu had already recommended an understudy to take her place. |
refer to her as Student 1 hereafter. She was abatart her sophomore year in the Fall of 2020
and was learning Camille Sai®n s Biano ConcertoNo.,2 Op. 22. Thi s becam
reference piece. As Sailttn s 6s concerto and Lisztds etude cc«
did not have to chraye the composition parameters for Nylander. fiddally, | asked Student 1
to | earn Auer bachd Jwentfaurdteluddsefa PidhpQp. 41 vehictowas r o m
her first experience learning a contemporary piece.
The composers and | agreed oty 21 as the deadline for submitting final drafts.
Because composition is such a complex process, it was not possible to maintain the deadline. |
sent final drafts of the pieces to Student 1 on July 30, 2020, to Student 2 on July 9, 2020, and to
Student 3n Juy 11, 2020. After this, | met with each composer to interview them about their

musical background and the pieces they wrote for this research.

25. | often refer to these pieces as the commissioned pieces in this dissertation.
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On July 3, 2020, | met with Students 2 and 3 for the first round of interviews. During
these interviewsheir provided information about their education background, their experiences
l earning and performing Auerbachds preludes n
perceptions about contemporary music. The first round of interviews for Student 1 happened o
November 10, 2020. This delay was necessary because on July 3 Student 1 had not yet learned
and performed Auerbachdés APrelude No. 10.0 Th
for them on October 26, 2Tha& GgalsaweniStndgntDr . Liubd
performedAuer bac hdés P rfelrud d @NNbviemideftll, 20ROmeonducted
the second round of interviews, concerning their experiences learning and performing the
commissioned pieces.

In addition to interviewing the stlentsand the composers, | interviewed Dr. Liu
regarding her perception of the studentsdé exp
commissioned pieces, as well as her thoughts of contemporary music ingaiahiog As with
the students, | adactal her by email and gave her the opportunity to decline to participate in
this study, without penalty.

This isqualitative researcltonducted using unstructured interviefl.interviews were
conducted on Zoom, recorded, and downloaded tpasgwaod-protected personal computer. |
also collected the appropriate IRB Informed Consent forms, which are likewise stored in a secure
location. After transcribing the interviews, | analyzed them using a combination of Microsoft
Excel and Word to idengfanyimportant themes that arose during the conversatfdPertions
of the interviews with the composers areCinapter3, where | discuss the reference pieces, the

Auerbachdés preludes Nos. 10, 11, and sidob , and

26Sol veig Osborg Ose, fAUsing EXxc elourmahofiAppedrSdcialt o St r u
Sciencel0, No. 2 (2016): 14162.
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the student sd an dChdpted, with a disdussion falloweng v iCraptess. | n

The interviewquestionsare avdable in AppendixB.
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CHAPTER3T1T OVERVIEW OF WORKS

The purpose of this research is to ascertain howitgaencommissioned piece affects
studentsé6é perception of contemporary musi c.
commissioned works which the students performed and served as the basis feplilesir
during the interviews concerning their exeaces of learning published and commissioned
contemporary pieces. The first group of piece
APrelude 11,0 and fAPrel ude 1¥Ypieoes Btldentsh, 2,aamde t he
3 performed, respectivelfhe second group consists of the pieces commissioned from the
BGSU student composers, namElyide Tumultueyby Benjamin NylandeGlouded Nightby
Steven Naylor, anMucho con Demasiaddy Pablo GmezEstévez. | provide a brief overview
of the Auerbah Preludes that each student learned, as well as an outline of how each composer
incorporated the required techniques from the standard pieces in their own compositions and the
pedagogic benefits of el piece. My discussion of the commissioned piecessloa interviews

with the composers. A list of the pieces involved in this research is available in3Tlable

Published Commissioned Piece Reference Piece
Contemporary Piece
Student 1 | Lera AuerbachTwenty | Benjamin Nylander, | Franz Liszt,Three Concert
Four Preludes for Piano | Etude Tumultueux EtudesS. 144, No. 3 (1845
Op. 41, No. 10 (1998) | (2020) 49) / Camille SainSaés,
Piano Concerto No.,20p.
22 (1868)
Student 2 | Lera AuerbachTwenty | Steven Naylor, Felix MendelssohrSix
Four Preludes for Piano| Clouded Nigh{2020) | Songs Without Word®©p.
Op. 41, No. 11 (1998) 30, No. 6 (18334)
Student 3 | Lera AuerbachTwenty | Pablo GOmezEstevez,| Sergei ProkofievPiano
Four Preludes for Piano| Mucho con Sonata No. 20p. 14 (1912)
Op. 41, No. 16 (1998) | Demasiadd2020)

Table 3.1. Published and commissioned pieces students learned for this research and pieces
from standard repertoire used as reference for theomposers.
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3.17 PublishedPiecesi Selections fromTwentyfour Preludes for Piang Op. 41

Lera Auerbach is a prominent contemporary composer and pianistkmeiin for her
performances of standard and contemporary works, including her own musicags@n in
the Soviet Union and defected to the United States at the age of seventeen. Afterdeaneiesg)
in piano performance and composition from the Juilliard School of Music, she attended the
Hochschule fir Musik in Germany.

Auer bachoés ¢yl has besnidescribed aslpolystylistic due to her blending of
multiple stylistic characteristic3 his makes her music easily accessible and an excellent choice
for introducing collegiate pianists to contemporary music. The students participating in this
research each | earned and publicly performed
APrdee uNo. 10, 0 Student 2 | earned fAiPrelude No.
Their experiences with these pieces informed their responses irsthredind of interviews |
conducted with the students.

Prelude 10 is fourteen measures long imaby form. The first part contains an ostinato in
the bass while the two upper voices are written in canonic style (Music Exarpln the
second part, #roles change the middle voice now contains longer notes, while the top and
bottom voices play duet, with intermittent half notes and quarter notes at the extremities of the
keyboard (Music Exampl&.2). The study of this piece can help students devb®pbility to
play multiple voices of varying phrase length and entrance points. In conttashevgolid,
grounded atmosphere of the first part, the student will have the opportunity to practice creating

ethereal timbres starting in measure 7.
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MusicExample3. 1. Lera Auer bach, Tivéhtyfeur Rrelueesfoo. 10, o f
Piano, Op. 41 (Hambug: Sikorski, 1998), mm. 23.
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Music Example3. 2 . Lera Auer bach, TidhyfodrPrelugesféoo. 10, 0 f
Piano, Op. 41 (Hamburg: Sikorski, 1998), mm. 910.

Prelude 11 is the shortest piece in the set, with only one measure. There is noamelody
harmony in the traditional sense, as the prelude consists of the overtone series starting with BO
and B1 played together, and continuingta the 18 partial, played in whole notes resonating
for the duration of the piece (Music Exam@I8). Whilest d ent s mi ght be tempt e

this it?06 at a first glance, they will Itfind t
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is impossible to produce a sustained sound at the piano as on the violin, for instance, because any
sound produed at the piano quickly decays into silence. In order to perform this piece, the
student must develop a sensitive touch and precise setisengf. These are essential to

creating slow phrases using long notes.
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Music Example3. 3. Ler a Au e rNo.dbrom Twentydour &réledes for
Piano, Op. 41 (Hamburg: Sikorski, 1998), mm. 1.

Nezhdanov&®Cunni ngham pl aces ifmoetil udemdndi 160 ¢ a
her pedagogic analysis of the PreluéfeShe divides it into three parts. The firsiain
introduction with a Bb whol@ote octave (present in most of the piece) in the left hand and half
note dyads in the right hand. The mady of the prelude maintains the pedal tone while the
right hand plays a sequence of chords broken down intesittinote arpeggios in etude
fashion (Music Exampl8.4). As the piece progresses, the roles of the hands are inverted so that
the left had plays the sixteenth notes and the right hand the whole notes. Auerbach returns to the
original handvoice organizaon towards the Coda. In practicing this piece, the student has a
unique opportunity to practice performing arpeggios with musical measimgll as playing

repeated notes. In this way, this prelude is uniquely suited to help the student develojsthe skil

27.ElenaV.Nezhdanov&cCunni ngham, #APer for mance Guide for 24 Pr
Auerbachd (DMA dissertation, Uni ver,sadcassedpol22, 2009t t h Car ol |
https://www.proquest.com/docview/1927470776®pigsite=gschole&fromopenview=true.
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required to perform a mor Etudeirn € mimpOp.R%E Nopliece, s

which uses similar techniques.
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Music Example3. 4. Ler a Auer bach, Tivéhtyfeur Rrelueesfoo. 16, 0 f
Piano, Op. 41 (Hamburg: Sikorski, 1998), mm 2-3.

3.27 Commissioned Pieces

In addition to learning selected published works, the piano students participating in this
research each learned pieces which | commissioned for them. Their experiences learning and
performing these pieces informed theplies during the second roundiaterviews | conducted
with them. | draw on interviews with the composers to show how they integrated the techniques

requested by Dr. Liu and taken from pieces from standard repertoire into their own compositions.

3.2.17 Benjamin Nylander

Benjamin Nylawler is an American composer and was a graduate student at BGSU at the
start of this research and graduated in 2021 with a M.M. degree in composition. He began
learning piano with his mother and, between the ages of thigiee sixteen, he took piano
lessans in high school, where he also played the saxophone and the clarinet. During his high
school years, Nylander had his first contact with twenttethnt ur y musi ¢ t hr ough
Rite of Springwhich led him to writea piano concerto for wind ensembi¢e later heard

Ra ut a vPamaorCangesto No.,10p. 49 and was captivated by the novelty of keyboard
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clusters. Nylander attended Susquehanna University, where he studied composition and piano
before joining the graduatcomposition program at BGSU. Meote his first commissioned

pieces shortly after. These include several pedagogical piano pieces for early learners, a flute
quartet, a piece for carillon bells, aftude Tumultueysxor solo piano, commissioned for this

research.

3.2.1.1i Etude Tumutueux
When Nylander started writin§tude Tumultueyxhe was drawing on techniques found
i n L UrsSogpiéo¥Vvhen Student 1 was replaced by another student, the reference piece
changed to Saifs a + Rianéd Concerto Na2, Op. 22. Thankfully, the techoies on which
Nylander was focusiréy arpeggiated runs (in red) interspersed with melodic pitches (in blue)
and crossing hands over each odharere present in both pieces (Music Exam@é&sand3.6).
Nyl and n otteoddthosdit@olreqyirensentsandfa pt ed t hem] . Il haveeés:
my piece], but theydre alternating hand arpeg
other and] right hand and [the] XTeist hand for

combnation of requirements is evideinom the opening bars of his piece (Music Exan®g.

28. Unless specified otherwise, all quotes by Nylander are from Benjamin Nylander, Zoom interview with
author, 28July 2020.
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Music Example 3.5. Franz Liszt, Three Concert Etudes, S. 144, No(Baris: Durand,
Schoenewerk et Cie., 1875), mm-&.

Music Example 3.6. Camille SaintSaénsPiano Concerto No. 20p. 22 (Paris: A. Durand
et Fils, 1891), mm. 1.
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Music Example 3.7. Benjamin Nylander, Etude Tumultueux(Unpublished engraving,
2020), mm. 12.

In both the Liszt and the SaiB&aéns pieces, the challergs inexecuting the arpeggios
while highlighting a melodic element (often crossing hands). Because Nylander constructed his

piece as an etude, the student can practice the same technique over and over in varying harmonic
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contexts and dynamics. Additidha in using irregularly grouped tuplets for the arpeggios he

helps the student learn to maintain a steady tempo when playing arpeggios of varying sizes. This
aspect of the pi ece RisasConcerte Ho. 10O 45 (Nugic HRaanplé a v a a r
38.ltiseasy to see how practicing Nylanderds pi e

preparation for current and future performances of pieces containing arpeggios.
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Music Example 3.8. Einojuhani Rautavaara, Piano Concerto No. 10p. 45, (Wiesbaden:
Breitk opf & Hartel, 2000, mm. 1.
3.2.21 Steven Naylor

Steven Naylor is an American composer and is in his final year of undergraduate studies
at BGSU. He started taking piano lessons at the age of ten and started learning mmaguosit
his own soon afteracmp | et i ng his first composition a yea
beginning [I] was just finding music that | enjoyed and emulating the styles of that music. A lot
of [my] pieces [from that period] are based off of videage mu %8 This i@térestn
videogame music soon deepened into a passion for classical music, especially that of Ravel.
Once in college, Naylor encountered twentie¢imtury music for the first time through the
BGSU New Musi c Fe s tdewrdihg piecBsaoy doramigki startedkdprimg hise n

freshman year in college, with an art song fo

29. Unless specified otherwise, alligtes by Naylor are from Steven Naylor, Zoom interview by Jonathan
de Oliweira, 15 July 2020.
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include several art songs commissioned by BGSU graduate students, a song cycle based on a
discarded micrabpera,and a lengthier piece for g@no and one saxophonist playing multiple

saxophones.

3.2.2.11 Clouded Night

Clouded Nighwas t he first piece Naylor wrote for
person who ever plays myWowhi pgahor picecebenb
step forward for me in that sense. o0 As he exp
all owing [another pianist] to come into my mu
comfortable with that. [Itfjisagod t hi ng. 0O

The reference piecerfClouded Nighivas Fel i x Mendel ssohnés fAVe
from Six Songs Without Word®p.30. The main technical challenge | asked Naylor to focus on
was playing a steady leftand arpeggio accompaniment while playanlyrical melodic line in

the right hand (Music Exampl&.9).

Allegretto tranquillo .
:‘7 1v.4 o t{:% 0 G+
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Music Example 3.9. Felix MendelssohnSix Songs Without WordOp. 30, No. 6 (Leipzig:
Breitkopf & Hartel, 1874-82), mm. 15.

The arpeggiosiiVe net i an Boat Songoregeidngthe plagissto a f ul
creatdong phrases with the left hand. Naylor applied the same concept to his own piece. The
notes in his arpeggios can be grouped into sections based on the pattens they form, the

composer 6s suggest ed etveembgss clef ta tgeble. Basphe t he chang
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subdivisions, each arpeggi o must sound | i ke
piece. To create this effect, the student must restrain the downward motion of the thumb when
transitioning from the firsto the second group of the aggé (shown in red and blue,

respectively, in Music Examp&10). Using too much rotation when playing the thumb in this
section will result in an undesired accent which will cause an audible subdivision of the
arpeggio. Wiile the first and second partktbe arpeggio can be played without opening the

palm of the hand, the performer must use an outstretched palm combined with rotation and

lateral movement of the wrist to play the third section of the arpeggio.
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Music Example 3.10. Steven NaylorClouded Night Version B (Unpublished Engraving,
2020), mm. 13.

As the piece develops, so does the complexity or the arpeggios in terms of fingering. For
instance, in measure nine, the pianist could continue to use th@saupag of notes as in
measure ned two notes, four notes, four notes (Music Exantlel). However, doing so would
require the use of the thumb to play on Gb, followed by the fourth finger on Bb. While such a
fingering is possible, it is quite uncomfortatho play using the first anddiath fingers on black
keys in sequence. A more adequate grouping would be four notes, two notes, and four notes,
with the third finger playing Gb and the second finger playing Bb for the first group. The fourth
and secondifigers could then play the notesthe second group of notes (in blue) while the

pianist uses fingers five, three, and one to play the last group. Practicing arpeggios in the variety
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of contexts which Naylor provided can be invaluable to Student 2 fela®ag both a

consistent tone ahsense of meter when playing such figurations.
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Music Example 3.11. Steven NaylorClouded Night Version B (Unpublished Engraving,
2020), mm. 79.
3.2.31 Pablo GémezEstévez

Pablo GémeEstéveas a Dominican composer and is in the second yetreoDMA
program at BGSU. The composer6s music educat.i
age of ten. When he was fourteen, he started to explore composition more avidly, recording his
musicali deas on a cel | phon e ng|[thd melady anlthe pianeloror d [ my
playing the chords and $%in g ir regne[myeist fifishédad yj ] , 0
piece started at a Good Friday celebration at church. | just santp]tthe phone and that was a
seed [ of tdrsudyng maneahd compdsitidn at Luther College in lowa, he went on
to achieve his Master of Music degree in composition from BGSU, where he studied under Dr.

Mikel Kuehn and Dr. Christopher Dietz.

3.2.3.11 Mucho con Demasiado
Mucho com Demasiadsaswr i t t en wi Piano PonatakNo.Zp.€l4 a& a

reference. The technical aspect which Gofastevez was asked to highlightvMucho con

30. Unless specified otherwise, all quotes by Goresetevez are from Pablo GomEstévez, Zoom
interview by Jonathan de Oliveira, 5 August 2020.
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Demasiadavas the production dbrte andfortissimosaunds, especially chords. One of the main
concerns wheplayingforte and louder dynamics is that the performer will use muscle strength

to play, resulting in a harsh sound. The countermeasure to this is to play using the weight of the
arms, directed throdmgthe fingertips, to produce a sonorous, pleasanhdng tone for notes
playedforteand | ouder . One such occurrence in Proko
opening theme comes to an end with thirds in both hands leading @prte @hordin the right

hand and a third in the left hand, playadre than two octaves apart (Music Exangle).
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Music Example 3.12. Sergei ProkofievPiano Sonata No. 20p. 14 (New York: E.F.
Kalmus, ca. 1960), mm. 8.

GomezEstéveancorporated the production of loud chorddVincho con Demasiada
sectionscontaining repeated chords starting at softer dynamics and buildindargetMusic
Example3.13). Because the composer employs a crescendo made of repeated chordsnthe stude
must work with extra care when performing this passage to avoid tensidogutortunately,
GomezEstévez ends sections containing repeated chords with long notes. This provides the
performer with arrival points for each section of the phrase, thdsguhe performer to relax
and release any builip tension. The result ofithrelease of tension will be a beautiful, weighted
forte. This piece can help Student 3 learn to gauge the loudness of each chord throughout the
crescendo so that the firfakte is louder than thenezzo fortat the beginning of the phrase, but

not so laud as to be equal to thertissimoandfortississimaterations of the chords, which will
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follow later in the piece. It can also help him learn to create different levig@tlynamics,

while maintaining tone quality. This can be achieved by pragtitiaforte, fortissimqg and

fortississimasections in sequence, making clear distinction between dynamic levels. Once the

student has taken note of how loud each dynamic shaylidhey can return to practicing each

loud section in context.

A

A

3 Driving, passionate (J.=144)
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Music Example 3.13. Pablo Gémezstévez Mucho con DemasiadgUnpublished

Engraving, 2020), mm. 139146.

The

sel ect i on Iwehtyfoormrelddesor PaaocOp.&tE and the pieces

commissioned for the students participating in this research both contsicaichallenges that

can help them further develop their musicianship. However, the commissioned pieces are

especially suited for this task, astheywasemep o s ed t o f

t

t

he

student s ¢

supplement their pedagogical needs. They are alsp@m that they are aimed at proving the
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students with the opportunity to focus on specific technical challenges in a variety of musical

contexts.
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CHAPTER4 - RESULTS
In this chapter | analyze thiesults of thenterview responses of the three pianalstis

and their teacher, Dr. Solungga Liu.

4.17 The Piano Students
The studentsd replies in the firstg set of
published contemporary pieces, were often related to information they provided in the second

set,about performing the commissioned pieces. Therefore, | present the analysis of the responses

as they pertain to the following categories: information aboate st udent s, st udent
about contemporary musi c, s thlisieeedamd condmissidnedu g ht s

pieces, effects of learning the published and commissioned pieces, techniques from reference

pieces in the commissioned works, andtemporary music in piarteaching

4.1.17 Information About the Students
In this section, | pesent the information the students provided regarding their education
and experience with contemporary music prior to participation in this study. Attbefithe
first interview, Student 1 was a sophomore with 10 years of piano experience, whiletSgide
and 3 were seniors, with thirteen and nine years of piano experience, respectively. Students 1 and
2 were Music Education majors with the piano asrthemary instrument and Student 3 was a
piano performance major.
Although all three students hadtensive piano training before participating in this study,
they reported having had little to no experience with contemporary music. The first time Student

1 ever performed a contemporary piece was while participating in this research. Meanwhile,
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Studen2 had | ear ne dThA@atanththe¥Mougd921 hadddSsudent 3 had
perf or med Ro dBassoOsthht@®6&)dooth pridr © learning thuerbach
preludes. In addition, Student 2 had played the alto saxophone for several contempdeary wo
with the University Band and Student 3 had performed contemporary pieces accompanying
singers.

Their experiences listening to contemporary music wendasly sparse, being limited to
the BGSU New Music Festival, piano recitals, and studio classofilgeexception was that
Student 3 had heard contemporary piano pieces at a piano summegrarngpentering
college When | asked if they listenedto¢co® mpor ary musi c in private,
l ot , 0 ANot typicallsy,icc adndnufsNat. 6a sl hmwc s aasd dlt
been introduced to contemporary music or that
it. Student 1 added that it requires focused listening, whereas most of the time she listens to
music as a déckground for another activity.

One of the situations in which the studemfsortedistening to contemporary music was
during classes in college. At thene of the interviews, Student 1 said that she had not taken any
classes on contemporary music hessathey had not been offered. Students 2 and 3, on the other
hand, had taken Music Theory IV and Music History 3. From their descriptions, Theory IV
seemsd have been focusedontwelveo ne t echni que, whi cety Student
confusing at firsf é ] . motetmatisematical than anything [eldéjnakes a little bit more
sense the more you | ook i ntcooniftusStodegt.3dhedst | i s

some | ight on what made it diffi &nowit[lastwell] | i st e

31. Student 2, Zoonnterview by Jonathan de Oliveira, 3 July 2020.brackets usedh thisdocument
were added byge Oliveira.
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as classical [music]. [€é] | tos 3% beliege hemeanse w an
that, because it sounds so née,does not know what to expect, resulting in some confusion. As
Student 1 heard more and more contemporargicrat BGSU, she said that her perspective of
beauty in music changed. Al think itéds not ne

A [ Bmdre about the musical ideas that are being portrayed and the feelings that the sound

brings ot of you.o

412iStudentsé6 Thoughts About Contemporary Musi
One of the important tasks in interviewing the participating students about contemporary

musgc was understanding their perception of contemporary music at the beginning of this

research. Rather than gigeclear definition, the studerdsscribed contemporary music by

sharingtheir perceptions of the differences between contemporary music addrstaepertoire.

Student 1 said that AComparing it tosimgee mor e

mel ody [oré] following a pattern or a form [ &
explorative, exploring how you can make difiere s ounds wi t3hStutent® i nstr un
expressed a similar view of coranytmasiopresenéssthg mu s i

O6beyonddé and 3 Dissonamgeedharmanit eomtentivéatso importantn their

descriptions. fA[ltdéds about] not *moeStudemt2af r ai d

1]

Someti mes it doecqétthehenadked about this, Student Y saie that t

=]

You have to change vy o u diffdrentshe armonicgonteréis foomb e c a u

32. Student 3, 3 July 2020
33. Student 1, 10 November 2020
34. Student 1, 10 November 2020
35. Student 2, 3 July 2020
36. Student 1, 10 November 2020
37. Student 2, 3 July 2020
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that of standard repertoif®.

When | noticed that the students were describing characteristics rathgiingra
definition, | attempted another approach, asking for names of composers they associated with
contenporary music. None of the students were able to name more than three composers besides
Lera Auerbach. Student 1 named Gyorgy Ligeti, Student 2 n&aexh Copland, and Student 3
named Phillip Glass, Lowell Lieberman, and Rodion Shchedrin. This does notoheaurse
that these are all the composers they krigythe time ofthe first round of interviewsStudents
2 and 3 had taken the Theory IV dag BGSU, during which they both said they heard music
by various composers. However, they admitted not knowing roamposerdeyond those
whose pieces they heard in studio class or recitals.

From the data siwn, the students mostly agreed in their \8ef/what constitutes
contemporary music. Based on the pieces they had heard, the classes they had taken, and the few
pieces they had played, thegncludedhat contemporary music is dissonatifficult to listen to
and to understandses unfamiliar hanony and structure, different techniques, is either

rhythmically complex or lacks a pulse, and is analy@calmathematical.

413iStudentsé Thoughts About Learning the Publ
Sudent 1 |l earned AuendtalypbBtudd Bm@tseuxd e No. 1

simultaneously. When | asked her to compare the process of learning the prelude to that of

learning a standard piece, she shared that the approach was similar to learning &Beethov

sonata. She started by reading the preaideslow tempandchecking the fingeringshen

increased the temp8he saidhiere were very few technical difficulties atitthe main

38. Student 3, 3 July 2020
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challenge was understanding how to perform it in a way that comnbehicar musical
intentions. She explainedthwh en per f orming a piece from stan
things that | have | ear ned *HoweverthelackpSuchg ot her
previous experiences to draw wrade it more difficult to learn how to perform Aub a ¢ h 6 s
APrel ®dd. 10. 0 The main advantage of | earning
opinion was the availability of recordings of previous perforreanwhich could serve as a
reference to help the student understand the music. The main disadvarganme havinglirect
access to the composer.

The lack of previous experience affected Student 1 as she |dzuroE Tumultueuas
well. As she had nevégarned anything like it before, she had to modify her approach to
l earning it. fABebtogk Itevenhatdayedsitt [ é] dow
piano, 0 she remembered, Al doing] a | ot of mat
noes were going to fit on e#Theseboadaand.thirdséeps That
were more ommonplace learning the notes and hand positions at the piano, then working
with a metronome, starting slowly and increasing the tempo. When comgiaiegperience of
learningEtude Tumultueuwi t h t hat of | earning thentlAuer bach
explained that ABenbés [piece] was definitely
so | had to focus o n ]lthinkfiglringeoet themetpdyevds machl ot mo
simpler in the Auer bach. itmédsemsaenoflfaniliaritywithnhe t her
Auerbach than [with] Benbés piece. [€é].0 The b
commissioned piece was beingab target a specific technique, which would help her

approach similar techniques in other pieces.&@ée@ said that the fact thitude Tumultueux

39. Student 1, 10 November 2020.
40. Student 1, 11 November 2020.
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was writtenfor her boosted her confidence in her ability to leaemdmade the experience

more special han t hat of | earning Auerbachdés fAPrelud
Like Student 1, Student 2 had difficulty learningahtm express her musical intentions in

her own Auerbach prelude, because the piece had no traditional melody and harmony. Instead,

iTher e wanse jluisnte tohfe noot es a fi'@espith thetsmall ausnber df , © s h

notes i n A PS$teénu2deon idadized thatithee was more to work on besides the

not es. Al héald stio elnecaer ni s[ tohkaaty , beocaese[ Edmandt
calm down during [a performance]. [é]le I |l earn
wasndét much on the page. Thereds a | ot more o

experience to that of learning a piece from standard repersbie explained that with a piece by
Bach she would normally spend more time solving technical isesaadnying to understand
how to communicate her musi cal i deas. When | e
opposite happened, and she spent a lotaf working on how to perform the piece. Student 2
shared that the most positive aspect of learninglAwec h 6 s fAiPr el ude No. 110
presented her with new musical concepts, such as the use of silence in music. She also said that
the experience hegéd her think more about how to incorporate her own views in her
interpretation.
According to Student learning to perfornCloudedNight was a lengthy procesS.| t
took a little bit [of time] to really get what | wanted to do for it and how | wante@timpn
[ it], 0 sP8Eheexuslead ntehdee same process as for | ear
Sog. 6 That is, she | earned the |l eft hand first

according to her, was coordinating triplets in the laftcdhwith the duplets in the right hand.

41. Student 2, 3 July 2020
42. Student 2, 11 November 2020.
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When | asked how the experience compared to that of learningadeeltb6 s A Pr el ude No.
replied that the fact that there was a clearer melo@janded Nighthan in the preludmade it
more enjoyable. For Stlent 2, the advantage of learning a commissioned piece was the
opportunity to communicate with the compioseoffer feedback and ask questions about the
music. She also said that having techniques f
CloudedNight helped her learn the commissioned piasavell asmprove her performance of
Me ndel s s ohn 6 shepadiddhatdecauseithera wals o, recorditdooided Night
she could fAiHave a | ot more freedomnwith perfo
commi s s i o4 odevgr,iste @lso.saw the fact that nobody had performed the piece as a
disadvantage,drause there were no reference materials to learn from.

Student 3 said that he did not fiewude it dif
No. 16. 0 AThe harmonies made sense, 0 he expla
maybe alitlebt Bar oque, so it YHLikehiHcblleagies, lee saivghata h ar d
the main challenge | ay i mcaueWheanh eptaged [thepeceh b t h e
t hought &éSomethingds not ther e, Gifiedbthatwhit coul dn
was missing was an understanding of how the voices moved within the piecel d¢ked how
it compared to learning a piefrem standard repertoire, he replied that, when learning the
Auerbach prelude, he was not able to rely on prewdiasined expectations. He went on to
explain that, despite this setback, he ubedsamestrategies which he would have used for
learning sindard repertoire, such as analyzing the structure and chord progressions. Student 3
did not name any advantagesdor sadvant ages of | ear nphutgsaidduer ba

that the experience made him more interested in contemporary music.

43, Student 2, 11 November 2020.
44, Student 3, 3 July 2020
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While Sudent 3 enjoyed learnifgucho con Demasiadte said that it was some time
bef ore he under slikes togut ety diffegent, funcennectddp seediion® [next
t o] e ac hrenmtkdd®ir1,t0 jhuest t ook me a whsialitteebit o under
[ chall enging] in the beginning, but after hav
He explained that, during a meeting w@bmezEstévezthe composer showed him that he had
to AStop and | i sten nt o ot hteh es onuenxd asnedc tti hoenn. omowh
compare the experience of learniMgcho con Demasiado that oflearm g Auer bachoés
APr el ude eNiodaedzihétthe firshatlowed him to show more of his own personality
than the latterasit was writen specifically for him. He said that one of the advantages of
commissioning a piece is that the composer candeotlements which the performer likes.
Anot her advantage was that haviRagoSorraeNs2a me t e
and Gome-E s t ® Wechotcan Demasiadeelped him learn the commissioned piece faster

than he normally would. Finally, haid that experience of performimgucho con Demasiado

hel ped him become more interested i n abaunt empo
contemporary musi c. Because before, Il didnot
maybe [expantig] my reper tfoire closer to it.o

All three students expressed enjoymergrdhe freedonthey found in performing
contemporary musidothpublishedandcommissionedi Cont empor ary musi c gi
freedom to play whatever you want rather than trying akerit sound like a Classical piece or
somet hing from the RdMMRar Btudents 2 and &ekdom was rethtedSt u d e n

to the timing of the piece. AThere was no r hy

45, Student 3, 11 Naamber 2020
46. Student 3, 1November2020.
47. Student 1, 11 November 2020.
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iPrel udénNbe 1 & highpyou[wanted te[play the piece] was very up to you.

[It] was very free [in terms of] tempo and rhythrmoéth not es. 06 As Student 3

the contemporary [ pieceseél] | definitely have

alwayspraci ce with a metronome. Yo*uStujent2tvashlsove t o |

excited that she got to exraent withClouded Nightandcoulddecide on her own how to play

it. AThis is the first ti MBEV 6wy gttetceen |tdo ed

has al ways had a previous recording and O0Thi s

how you should do it. 6 ColldediNigité ar hihegeapavapenbd

ot her peopl e wer eStuddntl3ex pgroe scsoanp aa es it Miuchat r. of e el |

con Demasiadowas written for me, | sort of can bring out my own playing a little bit. But

[ when playing published pieces], | havel® to do
The studentslso elabaated about the descriptive quality of mugccording to Student

3, A[Classical music] is different than conte

to tell some story in pi &iVaencomparing gexperiam@es un us u

of | earning Auer bacClddedNigitr Slt wdle nfo .2 5hd damndiat

|l ittle more melody to it, so | could create m

piece than | coul &Aludughrshenitly sa shat boditsmpprangisice . 0

is moredescriptivethan pieces from standard repertoire, she recognized the descriptive character

of Mendel ssohndéds AVenetian Boat Songo as wel |l

contemporary repertar she likes igces that are descriptive.

48. Student 2, 3 July 2020.

49. Student 3, 3 July 2020.

50. Student 2, 11 November 2020
51. Student 3, 11 November 2020.
52. Student 3, 11 November 2020.
53. Student 2, 11 November 20.
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4.1.471 Effects of Learning the Published and Commissioned Pieces

Student 1 said that | earning APrelude 100
she did before because the experience helpestba@nnect emotionally witthe act of
performing music. fAltds al most | i ke | 6ve deve
she explained, ASo | almost canodét find that e
become mor e *8hereealad thaie rnovelg of the piece made playing the piano
exciting again, while the darkness and depth she perceived in the prelude resonated with her own
struggles on the path towards personal maturity. She found the experience so inspisimg that
planned to include contgporary piano music in her senior recital.

Regarding the experience of learning and perforriingle TumultueyStudent 1
asserted that Al was definitely a | ot more ex
Auerbachpecause | knew that this peehad never been performed before, and it was really cool
that it wa s> Besides theextiterhamtrof bairey alde to brag about commissioning
to her friends and family, she felt a positive sense of urgency toHéade Tumultueuand
performit well.

Performing a published piece helped i mprov
musi c. iltds not | ike | [ever] Sdilgl ijuesd [wasntn
very appeal i ng ingAuerbach, my épjnionichandearlittledand iy appealed
to me a l|little bit more.o

Student 2 showed more excitement about lear@iogded Nightthan about learning

iPrelude No. 11.0 #fAl enj oysehded¥@latr nwedgornsh &y en o

54, Student 1, 10 November 2020.
55. Student 1, 11 November 2020
56. Student 2, 3 July 2020.

57. Student 211November 2020
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[ ] and whate$twdsi hno She said that this mad
with Auerbachdés APrelude No. 110 was, in her
According to her, this difference in experience madeni@e likely to want to play
contemporary after learninQlouded Night han af t er | ear nltisg Auer bach
important to note tha@tudent Zeported enjoyingerformingC o p | arhedCatsand the Mouse
slightly more tharClouded Nighbecaus®f its descriptive character. Irddition, she mentioned
feeling a high sense of achievement gierformingThe Cat and the Moudecause of how
difficult the piece was.

Student 3 was the only one who claimed to prefer performing published péeen after
learningMucho con Demasiadd he reasome offeredvas thattomposers whose works are
publishedi Have more experience, |ike Shchedrin or

[ €] They are closer® to the romantic [style]. o

4.1.517 Techniques from Reference Pieces in the Comssioned Works

Student 1 said that the technical similarities betwiteide Tumultueuand SaiSa + ns 6 s
Piano ConcertdNo. 2 Op. 22did not come to mind when practicing the etut@s was
possibly becauséy the time she started learniitude Tumultuey she had stopped working
on the concerto, as the College of Musical Arts concerto competition had been cancelled due to
COVID-19.Nonet hel ess, she ar gynant conttastifttudéy | ander 6 s
TumultuewtiHelped]me learn and practice how taryy the melody out and make sure that the
accompani ment has value too. [ €] Things |i ke

repertoire | play. o

58. Student 3, 11 November 2020
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Student 2 s étieduspiclorathatCloudediNaghitmight [have been] based
on [AVBoati 8ongo], b ut>Shetexplaines thal the readonher c 1 ear . 0
suspicionwas that Naylor used a similar left and rigjiaind relationship as is found in
Mendelssoh 6 s pi ece. Another giveaway, acaadbydi ng t
the two pieces.

Student 3 noticed the presence of techniques taken from a reference piece more readily
than his colleagues. During a meeting with him and Gelistevezhe remarked that the
composer seeatit 0 qu ot e PRmo&anatd NogZWpd Blin Mucho con Demasiado

In summary, Student 3 was the most aware of the technical similarities between the
commissioned piece and the reference piece, while Studehyt 8uspecteducha relationship
and Student 1 did not notice itatall. Fronhe st udent éds remar ks, the <c
sets of pieces does not seem to have made much difference in their experiences learning the
commissioned works, with the exqation of Student 3, who said it helped him |esliucho con

Demasiaddaster.

4.1.61 Contemporary Music in Piano Teaching

Because this research involved the use of contemporary music in an educational setting, |
thoughtitimportant o under st and what the studentsé opin
teaching | was alsonterested iearningif and how their opinionsn this topicwould change
afterperformingthe commissioned pieces.

In both interviews Student 1 said that she thought contemporary pieces should be used

early in a student 6s higwouldtpaovidestndents®iithea e x pl ai ned

59. Student 2, 11 November 2020.
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comprehensive understanding of music and would allow them to make music everditithey

yet have the skills to play standard pie@sealsobelieves that there is more diversity among
contemporary composers than argahose of standard repertoire, making them more relatable
fortwentyfirst-:c ent ury st udent s .tint@wew,ishedten 8xpresdeel thata 1 6 s f |
general belief exists thabntemporary musiis solely for advanced pianists and thasit

diffi cult to find levelappropriate pieces for beginner or intermediate pianists. In her second

i ntervi ew, Thkehnetiorstlaai cdnteingoary musif is only for performance majors,

for grad student s®Hecalse thenposaibility obmmissoring a gieeed 0

overcomes the absence of leaplpropriate repertoirdlthough the second meetitgppened

only a day after the first, it seems that the simple change in topic from published piece to
commissiord piece may have been enough to triggehiftin opinion.In her second interview,
shealsosaid that she believes a commissioned piece would be the bestfoneicest udent 6 s |
contemporary piece. The reason was that the experience would be less stressful and more

personal for the studéthan learning a published piece, asitcouldbetaile d f or t he st u
needs.

Like Student 1, Student 2 believes that contemporary music provides unique learning
opportunities, which can change ostreseédthatper cept
she would delay using it until the student ipadsed the method book level, and even then,
woul d defer to ftBkeesatgdeesowi i ht8redéest 106s p

commi ssioned work as a st udusiabedasse dfthepsrsonal or ay

60. Student 1, 11 November 2020.

61. An example of thiswouldbe Bae r 6 s P i a nRasicAvitthoglwhichuis designed for students
of ages 7 to 11 and has eight levels. The method starts by teaching finger numbers, note names, and basic rhythms,
and ends with.evel 5, which thenethod classifies as being for internstdistudentsHal Leonardi Basi ¢ Pi ano
Ad v e n taccessedFebduary 1, 2022https://pianoadventures.com/browse/libraries/piadeentures/basic
piancadventures/.
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connection the studentwd d have to the piece. fA[] Stadent s]
contemporarypiecdj ecause it sound$? weBud, 0Of sheuekpVais
connection and [ ¥fiomagaommsemthea | thinktsdentslwauld [bd]a
little bit more invested in it.o She added th
make the student feel special but would highl
the student.

Student 3 was of a different opinion than his aajlees. In his first interview, he said that

he would use contemporary music in teaching, but that it would depend on the age of the student.

Alf 1 tds a young st udent ,assicahamccontempotary jpiecesh a b | y

justtotryoutsom t hi ngs and see i f%Heexplained Fouadernt ] | i ke
students, however, he said that he would | eav
the piece commissioned fori m, St udent 3 amendeodtentporady opi ni on
[ music] is for ma%muBeec anwssd cfiiarnsst, 0t theey shaawvde t o

things and then move on to bigger stuff. It really depends on the piece, but | think théy need
|l earn some [ é] st laaditemn, e favoeed the useoofiplisked pidcass t . 0
over commissioned ones because he said he would feel more comfortable assigning awrks by

established composers thayone he did not know very well.

4.2 Replies from Dr. Solunggal.iu
Il n this section | analyze Dr. Liubs replie

the studentsd experi ences TwestdoaurPielndgsoisPeahoe ct i on s

62. Student 2, 11 November 2020.
63. Student 3, 3 July 2020.
64. Student 3, 11 November 202
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Op. 41and the commissioned pieces. Heplres fall into the following at egor i es: Dr . I
experience with contemporary music, contemporary music in péaobing and effects of

teaching the commissioned pieces.

4. 2.1 Dr . Liués Experience with Contemporary N
Dr. Liu first encounteredontemporary music as a gradeigtudent at Eastman School of

Music. During her time there, she performed and commissioned contemporarymagkidion

to becoming dounding member of Alarm Will Sound, one of the most prominent active

contemporary musiensembles of our timeAs a eachershe works with students at the

undergraduate level and above.

4.2 2 Contemporary Music in Piano Teaching

Dr. Liu finds great value in using contemporary music in piano lessons and frequently
assigns pieces by Béla Bak, Gyorgy Kurtag, and Lera Auerbach to her studetigbelieves
that the teacherdéds attitude towar dsenmnctobnst empor
perception of i1 t. #A[lt] wildl change ehow t he s
explained. #fA[ é] | Il ove [the] pieces [l assign
such a g r®sShendvaratedhate bedudse she intluces contemporary pieces in this
manner, her students have been quite open about learning them.

According toDr. Liu, one of the benefits of including contemporary music in piano
teaching s t hat fA[] St ud e Ainded, ardeheycstaretoatme [tha] life ip ron

just about Bach, Beet hoven thewdrkshbyotleseicamposersAl t h o

65. Unless otherwise mentioned, quotes are from Solungga Liu, Zoom interyi@anhthan de Oliveira, 1
April, 2021.
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asbeingfoundational to musicianship, she emphasizes the importance of the learning

opportunities which arise from performing piecesiljng composers, with whom students can

communicate. She added that, after learning a contempueas, students often notice details

in their standard repertoire which they had n

composeruse such[an]effé¢ or rul es here?d So, they- begin

opening experience forthedte nt s and for myself too. O
Teachingcommissioned musicisot wi t hout iits challenges. A

more difficult to teach commissioned piec8sandard repertoire is the easiest because [there are]

a | ot of [ref er enlwjhve meardiegs of thd pshlishdd @i¢cesrmdyou| a

have more [references] to rely on. [é] But <co

needtof gur e everything out [myself] as if | were

4.2 3 Effects of Teaching the Commissioad Pieces

Dr . Liu saw dramatic i mprovement in the st
process, due to learning the commissioned pitrdhis regarch According to herlearning
Etude Tumulueugncouraged Student 1 to group running notes grehgios more efficiently
andtaughtthe studenhow to calculate the physical gestures needed for performing them just by
looking at the scoréAccording to Dr. Liu, it also made Student 1 more curious about
cont empor ar y BypthesSpring Senseri(2021) [Stydent 1] already started doing
pieces by Florence Pri ce, 0 -gbrde.piedesauall, bt shais k e d .
nov 6 Ah! Pieces that are not standard but are
st a r Dr.did &lso said that, Wile studyingClouded NightStudent 2 learned to deal with

unconventional arrangements owtorearangesher As Dr .
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fingering. At the same time, her interpretation [improved] as &velthich chord or what spo
would require a different color to decorate or to enhance a specific sound. So, interpretation,
technique, and overall musicianship [improved}r. Liu did not mention specific improvements
for Student 3.

Given the improvements thBrr. Liusaw inthe@m r t i ci p atmusiganship udent s o
during the period of this researddr. Liu said that, if circumstances allowed, she would prefer
that her sident® fekperrice with contemporary mubie through a commissioned piece
rather than an existiigne As s he expl ained, ACommi ssioned pi ¢
and inspire them way more. They get a lot more curious, because the pieces/babe e
performed before, so they feel that Inherbs t hei
opinion, thepossibiltyof t ai | or i ng a p iisamdneporfardadvardagesof udent s 6
commissioning musidHowever, she didotthink that having techniques from reference pieces
in the commissioned ones affectbd studentélearnng processkor instance, Ise believedthat
the speed of learning the pieceas affected by thedifficulty levels, with the Awerbach

preludes being the easiest, followed by the commissioned pieces, and then the reference pieces.
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CHAPTER 5- DISCUSSION
In this chaper | discuss the dataanalyzed in the previous chapt&€he discussion is
organized intdhe followingsectionscollegiate piano students and contemporary music,
published and commissioned learning experience compatemmiques from reference pieces
in the commissioned pieces, contemporary music in geahing andeffects of learning

published and commissioned pieces

5.17 Collegiate Piano Students and Contemporary Music
The information which the participatinguskents providedevealedhat trey had little to
no experience or knowledgegarding contemporary music prior to their participation in this
research. Eveafter startingcollege, their contact with contemporary music was limited to the
music they hearduting recitals, studio class, ptayed in university ensembles. Dr. Liu said that
her experience was similar, only having had contact with contemporary music when she began
her graduate studies. This is consistent with the findingsisfin Elgersma andladison
McCarney, who found thaollegiate piano students in the United Stai@sot study much
contemporary musit®
Part of the reason for the studentsoé | i mit
classes are often crafted in chronological order. This leaves very fitdedr covering the vast
amount of music written in the twentieth and twefitgt centures. Another reason might be a
di screpancy between the studentsd reported am
classes and the amount of contact theyydad. The classes are offered to students of various

instrumentsandit is reasonableotassume thahe professors covered repertoire ranging from

66. Kristin Elgersma and Madison McCarney fiv Nesic and the American Pianjs®lusic Teachers
National Association-dournal3, no. 3(2012):4.
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music for solo instruments targe ensemble§Vhile the studentikely learned about various
contemporar composers, they may not have studied about thesic for thepiano. It may be

that, kecause my research concerns piano music exclusively, they named only the contemporary
composersvhom they knew composed for the piaaeen thoughhey knew of other

composers. A third possibility is that they knew the names of more composers but,eynce th
dondt | isten to contempor ar yupamteguesterhagsifyy of t en
had conducted writteimterviews,they would have had more time tortkiand could have

remembered more composers.

The studentsd per c esipatihetime a their frst mtereiewgoor ar y m
this research was that contemporary music is dissonant and difficult to listen to and understand,
containing unfamiliar hanonies, different techniques, and is mathematitaday be that this
was becausdasel on the descriptions of Students 1 and 2, the Theory IV wlassostly
aboutmusic written using twelwone technique. Although the students were aware thatithere
a large variety of contemporary music, their descriptions of it revealed a limitedstamtling
and knowledge of this diversity. Student 1 in particular frequently mentioned the concept that
this music is out of reach for all but advanced pianistse&itaat the focus of the doctoral
program at BGSU is contemporary music, the majorityomtemporary pieces she heard at the
College of Musical Arts were likely performed by doctoral students, professors, or guest artists.
Perhaps this is the beginningatycled a piano student only sees advanced pianists play
contemporary music, concludiégt all contemporary pieces are too difficult for her, and does
not try to learn any until she is a graduate student, at which point the cycle restarts for the
younger generation of pianists, who see her, an advanced pianist, performing contemporary

musck, and concludes that they have to be at the graduate level to be able to Baanmciuding
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contemporary music in their gsbouedaharscandelpeducat i

break this cycle.

5.27 Published and Commissioned.earning Experience Comparison

Although all three students described contemporary music as being very different from
standard repertoire, the tactics they used for learning Auégsbechpr el udes and t he
pieces are the same as those commonly insedrningpieces fronstandardepertoire Such
tactics include reading the pieces slowly, checking the fingerings and hand positioning, studying
the score without a piano, andapticing with a metronome, starting slovai/first, then
increasingthegse ed i ncrementally. This approach is 1in
learning contemporary music is no different than learning standard repertoire and should be
undertalen just as carefully and methodically. If the strategies the students stuty used to
learn their contemporary pieces are the same as for learning standard repertoire, that means that
teachers do not require specialized training to introduce thigiests to contemporary music.
Working with contemporary music can be @pportunity for both teacher and student to gain

knowledge and experience as they explore it together.

5.37 Techniquesfrom Reference Pieces in the Commissioned Pieces

The interviav data showed that, while Student 3 was able to identify quotes from
Prokoi e iam SonataOp. 14, No. 2n the piece written for him, Student 2 only suspected a
relationship betwee@louded Nigha n d Me n d &Mersettan Boat &@&ng.Student 1, on
the other hand, did not notice any similarities betwEtnle Tumultueuand the reference

pieces. One possible explanation for this is that, because the reference piece was changed so
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many times, the final piece had no direct relationshigny of the piees she was learning at the
time of its completion. As the students barely noticed that the techniques used in the
commissioned pieces were taken from reference piesgasihot possible to ascertairthiir
presence had any effect oeth s t u d eimgtexpérienceBegzand the improvement of

technique, whiclDr. Liu reportedduring her interview.

5.47 Contemporary Music in Piano Teaching
The students participating in this study had varying opinions regarding the use of

contemporarynusic in piandeaching In both interviews, Student 1 said that she would use it

from the very beginning of a studentds musi ca

wait until a student was beyond the method book level. Student 3 said thaghteive a young

student both contemporary and standard pieces side by side as an experiment, but in his second
interview expressed the opinion that contemporary music is best left to experienced students.

Both he and Student 2 agreed that the studentdhawme a solidechnical basis before learning
contemporary pieces. The opinions of Students 2 and 3 seem to be based on a chronological view
of music, in which one learns to play the piano before learning contemporary music. To
counterbalance this, Studeé 1 6 s, suppwrited by ®m Lipis based on a holistic musical
educationwhich uses a wide variety of musical styleagree with Student 1 and Dr. Liu

their belief thatcontemporary music can and should be taught from the very begiR@sgarch

by authors sth asKevin RichmondTherese Costes, afdgersmgprovidesnumerousesources

and suggestion®r teachers who want to do this. Why not use such materials alerstaitiard
repertoir® As Dr . Liu suggested, such atomuasipgghbr oach

possibilities beyond the restraints of standard music.

\
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557 Effects of Learning Published and Commissioned Pieces

According to the results of the imgews, both the experience of learning a published
piece and that of learning a commissidnepi ece produced a noticeabl e
perception of contemporary music. Despite their scarce contact with contemporarypmnaouga
their partici@tion in this studyall three students reported enjoying their experiences of learning
the Auerbach preludes. Student 1 said that it helped her reconnect emotionally with piano
performance, and Student 2 said that learning the piece helped improve lvatitpand her
performance skillsin addition Students 2 and gharedhat the experiencmadethemmore
interested in contemporary musihese reportshow that learningublished contemporary
pieces cartbe a positive experience for thiidentsone which can change theglationship with
contemporary music fronmvariness and caution toterestand curiosity.

The interview data showed that the positive effects of learning contemporary music can
beeven more pronounced when students learn pieces commissioned for them. The experience of
participating in this research lead Student 1 to setkrmdilearn pieces by Florence Piilc¢he
Spring of 2021. Since then, she has gone on to Ramu t a vPamm@orCangesto No. 10p. 45
andeven commission a piece in the Spring of 2@&ause Student 1 learned both published
and commissioned piecasthe same time artertwo interviewshappened withia day of each
other,one might argue thatis not posible to say with certaintyhich piecepiqued her interest
in contemporary musicthe mogtu er bac h és @ P Etade TumaltueNsHowevdr,0 6 o r
based onthe enthusiasm she displayegarding the fact thdylandercomposed a worfor her,
as wel |l as Dr Ibelievetbabtle canmisseosed piegeft & more significant
i mpression on St udent Student2alsodisplayedgreateRmugidsm d e No .

about having a piece written for h@ihisseems to have incread hein interest in
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contemporary musibeyondwhat was accomplished through learning r e | ud.ed No. 1
However,it is possible that at least part of this oba is due simply to the fact thabouded
Nightwas morecomplext h a n A P r & |Aua draer oNpoefererice based amlifference in
level of complexty of the piecesvould be consistent with the writings Daniel Berlynewho
identified the complext of amusicalcomposition as an arousakreasing devicé’ This
concept might also explain in part why siigoyed performingc o p | arhedCatsand the
Mousemore tharClouded Nightas he first is significantly more complex than the latter
Perhapshewould havefelt differently if she had learned Version A@fouded Nightwhich is
a longer and more complex versitian the one she studied for this reseatddwever,Version
A did not fulfil therequirement ohow longit would take Student 2 to leathe piecelt took her
six months to learithe Cat and the MousAs she only had one month to le@ilouded Night
it was imperative thaghe learn the easief the two versions of the piece.

Even after learning a commissioned piece, Student 3 requeéztring pulished pieces
to commissioned onek.may be that, aperformance majohe mayhave beemore interested
in the challenge of mastering a difficult piece tlathe creation of new repertoire

One of the main advantages of learnirgpemissioned pieceaccording to the students
and Dr. Liu was the opportunity for the students to interact with and learn from the composers.
This type of learning opportunity was one of the main reasons Students 1 and 2 said that they
would chooseacomssined pi ece over a published piece f
contemporary music. Dr. Liwas of the same opiniosaying that in her own experience she

learned the most when commissioning pieces fronpéers

67. Daniel Berlyne Aesthetics and Psychobioloffyew York: AppletonCenturyCrofts 1977, 149.
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CHAPTER 61 CONCLUSIONS
The purpseof this study was to investigate how learning commissioned works affects
coll egiate piano student s & hemaincesgarthiqoestionrabout ¢
which guided this studwas:
1- How does |l earning commi s s eraption df contermpérary af f e c

music?

The secondary questions were:
2- Does | earning a published piece affect the
3- How much knowledge and experience do students have concerning contemporary music?
4- What are theiperceptions laout it?
a. Did their perceptions change over the course of this study?
b. Did the presence of techniques from reference pieces from standard repertoire in the
commissioned pieces affect their learning experiences?
5 How did t he st ucbetempaadmusipin piandeachingchbaoge after
performing commissioned pieces comparedfter performing published contemporary

works?

6.17 Conclusions

Based on the datagathered and analyzed in this research, | concludedéspite the
partidpatingstudat s 6 | i mited knowledge and experience
beginning of this study, learning commissioned pieces increased their enthusiasm for it. Due to
several factors, the students, who once perceived contemporary music amgpanaytial,

and distant, began to perceive it as accessible music which they can understand, perform, and
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thoroughly enjoy. Because the pieces were written for the students, they were well within each of
their skill levels. This showed the studentattbontempony music is not solely for very

advanced performers as some of them believed prior to participating in this study. They can learn
it as well . | f they canét find repertoire tha
commission new pias. In this gidy, they were able to explore how they wanted to perform the
commissioned pieces, free from any preconceptions of how they should be performed. They
were each able to have a meeting with the composers to clarify any questions they hémkabout
pieces ad offer feedback. In addition, they were the first to ever perform these pieces and, for

the first time in their lives, their renditions became the standard by which other performances

will be judged. These experiences are unigue to commessionusic andan create a deep,

personal connection with the music. As Dr. Liu observed, the students displayed an increased
sense of commitment towards the commissioned pieces, which inspired the students, especially
Student 1, to further explore contemgay music.

The studentsd enthusiasm for contemporary
performance and into that of piateaching Both Student 1 and 2 stated that, based on their own
experiences, they woul d | i ktevithtcéntenporaryanwsictof ut ur e
be through commissioned pieces. As they said, the people are often reluctant to work with
unfamiliar music, but they are more likely to do so if they have the type of relationship with the
music and the composer that comes fammissionig a piece.

Of course, this does not mean that learning a published contemporary piece is without its
merits. As Student 3 pointed out, a composer whose pieces are widely published, such as
Auerbach or Liebermann, has more experience thacott@osers wheomposed for this

research. The fact that the piece has been published attests at least to some extent to its quality,
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especially if it has been recorded by an established pianist. These facts can help a performer or
even a teacher select igl-quality gece even if they do not know the composer very well. As

with a commissioned piece, it is possible to contact the composer of a published piece, although

it may take longer to receive a response than it would from the composer of a commiissione

piece. It & also possible to be inspired by a published contemporary piece, as was the case with
Student 1 and Auerbachés APrelude No. 10, 0 wh
of performing. In addition, there are contemporary piecesdoous levés of students and

performers, even if such pieces are not as widely known as more difficult pieces. Resources
promoting such pieces can be readily found in journals sudmasican Music Teachemnd

Music Educators Journahs well as academdissertatbns onteachingcontemporary music

From a pedagogical perspective, teachers can ask composers to address specific needs
that a student may have. This makes commissioned pieces especially helpful for introducing
students to contemporary musas, it allowsstudents to become accustomed to working with
contemporary music of increasingly complex styles. Teachers can also involve their students in
commissioning projects from the very beginning of the process. This will help strengthen the
bond betveen student o mposer, and teacher, and increase
contemporary music.

In summary, this study showed that published and commissioned pieces are both capable
of inspiring students to explore contemporary music. They bothdaetudentsvith unique
opportunities to explore and develop their musicality. They are both available, though it might
require varying amounts of effort and time to get pieces. While they share qualities,
commissioning a piece has the distinct pedagbgeantagethat the piece is tailemade, and

that the student can be a part of the composition process.
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6.27 Shortcomings of the Research Design

There were several shortcomings to the design of this study. The first was that the
participating studentseachleard a di f f er ent pPwertyoar Pfeludesior Auer b a
Piang, Op. 41, resulting in radically different experiences. While Studerpé&rienced an
emotional reconnection with music through APr
understandingwhta t her e was to | earn from the sparse 7
same prelude to each student would have resulted in morstem$earning experiences.

Secondly, the preludes the students learned for this study were all easier tharethe piec
commissioned for them. While this disparity in difficulty level did not seem to bother Student 1
and Student 3, it may have been animpoant f actor in Student 26s p
commissioned piece over the published piece. In addition, the coronadpieces were
significantly easier than reference pieces fr
uniformity in the diffiaulty levels of the published, commissioned, and reference pieces would
have provided for more stable contexts in Wi collect and analyze the data. However, this
was an impossibility, as it would have required the same amount of time for the stadeats t
the published and commissioned pieces as it took for them to learn the reference pneces
semester.

The thrd shortcoming was that the students were not directly involved in the
commissioning process. As the country was in lockdown due to CQ¥9] would not have
been difficult to arrange periodic meetings with the students and the composers to evaluate the
difficulty levels of the pieces and offer feedback to the composers. This would have enhanced
the pedagogic value of the commissioned @eés it happened, the students only met with the

composers once, after the students had already learned the pieces.
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Finally, the change in Student 1 at the beginning of this research was another
shortcoming, along with the inevitable change in refer@meee for the commissioned piece.
The result was that Nylander had to use two different pieces as referencegpfanthiechnique
he would use, neither of which Student 1 was learning by the time she received the
commissioned piece from the composerc&ese of this, Student 1 did not even notice that the
techniques were similar, whereas Students 2 and 3 noticeabbaleesemblance between the
published and the commissioned pieces. The results may have been more uniform if the change

in Student 1 hadot occurred.

6.317 Recommendations for Future Research

Given the shortcomings of this study, further researdhath@ids these issues is
warranted. As much uniformity as possible is desired in such a study. All students should be of
the same skill le#l and learn the same published contemporary piece. Each student should also
actively participate in the commissiogiof one piece per student, written following the same
stylistic parameters and for the same difficulty level as their published coutgefifaa aim of
such a standardization would be to reduce as much as possible the number of variables in the
studyanpr oduce more accurate results. However,
personal preferences. One way to reduce issuegpvatarence would be to have students select
the published contemporary piece from a list of works, as well as dlkw to select the style

of the commissioned pieces.
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6.47 Closing Remarks
As shown in this study, the commissioning of new pieces eanttemendous tool in the

hands of instructors who want to introduce their students to contemporary music. lonaditi

being a wonderful learning experience for the students, a project like the one conducted for this

research can be an enriching expece for teachers, whether they are expert contemporary

music performers or not. In the words of Dr. Liu,
Through yaur research | learned a lot too, and | learned in a very systematic way.
Because usually you do things tgnd Bjuus ty oduadrv
me | earn about how | teach contemporary mu
course]l wono6ét become a dogmatic person, but f
contemporary pieces to my students, wheghalished or commissionetiwill think of
this research®
Contemporary music is our music. It is the music which our composer counterparts a

writing, and which our students will inevitably encounter in their careers. Piano instructors have

the responsibility to train them feuch events as early as possible. Commissioning a piece is a

great place to start.

68. Solungga Liu, Zoom interview by Jonathan de Oliveira, 1 April, 2021.
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APPENDIX AT COMMISSIONED PIECES

Benjamin Nylander i Etude Tumultueux(2020)

Etude Tumultueux

commissioned for the Doctorate Thesis of Jonathan Taylor de Oliveira

Appassionata J=90 LH Benjamin T. Nylander

—

N
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Steven Naylori Clouded Night (2020)1 Version A

clouded night

Commissioned by Jonathan Taylor de Oliveira for his doctoral dissertation

at Bowling Green State University

Steven Naylor
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