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ABSTRACT 

This research explores sight-reading in the context of Greek Conservatoire music 

education, leading to the creation of the first resources for sight-reading developed in 

Greece, focusing on the piano. Two books have been created to support teachers and 

piano beginner learners in Greece in developing sight-reading skills, addressing the 

absence of sight-reading resources and curriculum. An examination of formal 

regulation documents of Greek Conservatoires revealed no references to sight-

reading except for assessment in the advanced levels, and there is no sight-reading 

curriculum available for any instrument in this context. 

  A preliminary survey, informed by sight-reading literature, explored the 

perceptions of instrumental teachers from one specific Greek Conservatoire. Building 

on findings from previous personal research with pianists, this provided insights 

towards practices for further instruments; the need for resources and curricula was 

also highlighted. A comparative analysis of sight-reading within the piano syllabi of 

international examination boards revealed parameters of a structured sight-reading 

curriculum. The principles and pedagogical underpinnings of my material were also 

informed by a review of piano sight-reading publications and by interviews with 

authors of sight-reading resources, who reflected on their creative experiences. Two 

sight-reading books for piano beginners were created and appraised by piano teachers 

in Greece and beyond, through an evaluative survey. 

The different steps of the research contributed to creating a systematic 

framework and curriculum for developing sight-reading skills, from the beginner levels 

upwards. The pedagogical considerations of the devised resources, and the inclusion 

of cultural elements and music by under-represented composers, extend the 

discussion concerning equality, diversity, and inclusion, to sight-reading. The material 

addresses the pertinent need for resources and curriculum, initiating change in sight-

reading pedagogy in Greece, with implications for the development of further material 

for the piano and other instruments, as well as for the Greek context and the wider 

domain.   
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CHAPTER 1: INTRODUCTION AND CONTEXT 

In this chapter, the research context is introduced and discussed in relation to my 

previous experience as a learner and as an active instrumental music teacher in a 

Greek Conservatoire, where part of the present research was undertaken. The 

research purpose is explained, and the research context (a music Conservatoire in 

Greece) is introduced. The operating regulations of Greek Conservatoires regarding 

sight-reading are examined, justifying the necessity for further research in the field 

and the need for sight-reading resources. 

1.1 Introduction of the researcher and research focus  

The focus of my research is to investigate practical parameters related to sight-reading 

in practice, within the context of Greek Conservatoire music education. My main 

interest is to explore sight-reading teaching within this context, aiming to develop 

relevant teaching resources for sight-reading, addressed to music teachers and piano 

learners in Greece.  

My interest in this field was first sparked as a music learner, during my piano 

studies in a local music Conservatoire. As a music student, I was never taught sight-

reading, despite it being described as a compulsory module of piano studies within 

the formal Conservatoire operating regulations (further details on the regulations are 

provided in section 1.3.3 and in Appendix 1). Despite of this lack of guidance and with 

little to no preparation, I was assessed in sight-reading through a relevant examination 

which took place approximately six months before the final exams for my degree in 

piano performance1. 

 My interest in this topic persisted during my postgraduate studies at the 

¦ƴƛǾŜǊǎƛǘȅ ƻŦ ¸ƻǊƪ ŦƻǊ ŀ aŀǎǘŜǊΩǎ ŘŜƎǊŜŜ in Music Education, in the course Music 

Education: Instrumental and Vocal Teaching, which I commenced having had two 

years of experience in private piano teaching. During my studies, I became familiar 

 
1 In the Greek Conservatoire system, a student is eligible for exams leading to a (piano) performance 
degree after completing the required years of study, as described in Table 1.1 in section 1.3.2 of this 
Chapter. 



 
 

21 

with approaches to sight-reading which were far from what I had experienced as a 

learner. I was surprised to realise that the development of sight-reading skills was an 

integral part of music tuition, and that sight-reading teaching seemed to be provided 

from the very first levels of instrumental studies in the UK, supported with sight-

reading curricula and resources, ranging from graded books to digital material such as 

sight-reading apps. The plethora of available sight-reading publications with or 

without links to music examination boards (e.g. skill development material and 

specific examination board sight-reading specimen test books) was particularly 

astonishing, as I was not aware of any sight-reading resources in my home country. 

The necessity for further research on sight-reading in this context became 

evident to me through personal reflection on these two vastly contrasting 

experiences: my experience as a postgraduate student and piano teacher in the UK, 

where sight-reading teaching is facilitated and supportedΣ ŀǎ ƻǇǇƻǎŜŘ ǘƻ Ƴȅ Ψƴƻ-sight-

ǊŜŀŘƛƴƎ ǘǊŀƛƴƛƴƎΩ experience as a piano learner. In order to acquire some 

understanding of this area of Greek Conservatoire education, I explored Greek piano 

ǘŜŀŎƘŜǊǎΩ ǇŜǊŎŜǇǘƛƻƴǎ ŀƴŘ ŀǘǘƛǘǳŘŜǎ ǘowards sight-reading through a small-scale 

research project during my MA studies2. This exploration of Ǉƛŀƴƻ ǘŜŀŎƘŜǊǎΩ ǾƛŜǿǎ 

indicated strong feelings of uncertainty regarding their role in sight-reading teaching. 

Teachers attributed this uncertainty to the content of the operating regulations 

relating to sight-reading, as no guidelines in terms of methods, curriculum, resources 

and teaching and examination processes are provided. In addition, the lack of any 

Greek sight-reading resources, such as books containing sight-reading pieces or sight-

reading method books, was a significant issue mentioned by the piano teachers, 

highlighting the necessity for the development of relevant educational material. 

My engagement with this topic through practical research strengthened my 

interest in the field and led to the establishment of a sight-reading class addressed to 

advanced piano students in the Conservatoire in which I became a piano and theory 

 
2 This research was undertaken for my assessment for Module 3 in the University of York MA Music 
Education: Instrumental and Vocal teaching, for which I undertook an original research project 
ŜȄǇƭƻǊƛƴƎ Ǉƛŀƴƻ ǘŜŀŎƘŜǊǎΩ ǇŜǊŎŜǇǘƛƻƴǎ ǘƻǿŀǊŘǎ ǎƛƎƘǘ-reading in the same Greek Conservatoire and 
elements of sight-reading teaching in individual piano lessons, through interviews with the piano 
teachers and non-participant observation of the lessons. A copy of this submission can be accessed 
online. 

https://bit.ly/3uIybES
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teacher and accompanist, after my return to Greece. This was a personal initiative 

ǿƘƛŎƘ ǿŀǎ ƛƴŦƻǊƳŜŘ ǘƘǊƻǳƎƘ Ƴȅ ƻōǎŜǊǾŀǘƛƻƴ ƻŦ ŀŘǾŀƴŎŜŘ ƭŜǾŜƭ ǎǘǳŘŜƴǘǎΩ ƭŜǎǎƻƴǎ 

during the above-mentioned research project. In the observed advanced lessons, 

sight-reading was barely included; time limitations, focus on repertoire, lack of 

resources and of practical and methodological guidelines, were acknowledged by the 

piano teachers. Therefore, I proposed the provision of sight-reading training to the 

three piano students who were learning the piano with other piano teachers and were 

in their second year of their advanced studies at the time, in order to facilitate the 

development of sight-reading skills in preparation for their sight-reading assessment 

in the subsequent (final) year of their study. These three advanced students received 

specific sight-reading training from me for approximately one and a half academic 

years, through both group and one-to-one lessons which took place initially every 

other week and later, during the final term before their sight-reading assessment, on 

a weekly basis. In this initiative, the overall level of sight-reading skills and confidence 

in this area was initially observed as low, but students demonstrated significant 

individual progress throughout the course of the training. Although this does not 

intend to imply that they became experts in sight-reading, the development of their 

sight-reading skills was obvious by the end of the intervention, and they did receive 

preparation in aid for their sight-reading exam, as opposed to my personal experience 

as a learner.  

My experiences, as described above, led me to a more detailed examination of 

the existing operating regulations of Greek Conservatoires which generated various 

questions, arising from the philosophy and the content of sight-reading statements 

within the regulations. As illustrated in the present Chapter (section 1.3.3), although 

sight-reading is stated as a compulsory module of instrumental studies, it is mentioned 

mainly as part of the curriculum of the advanced levels of study, suggesting that no 

previous teaching for the training of relevant skills, or sight-reading assessments, are 

provided. In addition, the absence of any further statements in terms of practical 

aspects of sight-reading, in agreement with those mentioned by the piano teachers, 

creates a vague context in terms of sight-reading teaching with potential impact on 

iƴǎǘǊǳƳŜƴǘŀƭ ǘŜŀŎƘŜǊǎΩ ǇǊŀŎǘƛŎŜǎ ŀǎ ǿŜƭƭ ŀǎ ƻƴ ƛƴǎǘƛǘǳǘƛƻƴŀƭ όConservatoire) policies. 
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Further details on sight-reading in practice and the necessity for further research are 

discussed in section 1.4. 

1.2 The research purpose  

Based on the above personal experience as a piano learner, postgraduate student, and 

Conservatoire teacher, and through insights developed from previous personal 

research and discussions with colleagues in my home country and in the UK, the 

purpose of this research is to develop educational material for piano sight-reading in 

the Greek context. Considering in particular the absence of resources in my home 

country and the framework for sight-reading in Conservatoire music education in 

Greece according to the operating documents (detailed in section 1.3.3), I arrived at a 

primary, overarching aim (a):  

(a) To create sight-reading material addressed to piano learners in Greece, to 

support learners and piano teachers in the process of developing their/their 

ǇǳǇƛƭǎΩ ǎƛƎƘǘ-reading skill, starting from the early levels of piano studies. 

To achieve this overarching aim, the following further aims were established: 

(b) To acquire an in-depth understanding of the existing framework in Greek 

Conservatoires. 

(c) ¢ƻ ŜȄŀƳƛƴŜ ƛƴǎǘǊǳƳŜƴǘŀƭ ǘŜŀŎƘŜǊǎΩ ǇŜǊŎŜǇǘƛƻƴǎ ƻŦ ǇǊŀŎǘƛŎŀƭ ŀǎǇŜŎǘǎ ƻŦ ǎƛƎƘǘ-

reading tuition in this context.  

(d) To explore the creative experiences of international authors3 of sight-reading 

publications to inform the process of my material creation. 

(e) To review existing publications of sight-reading material, as well as the sight-

ǊŜŀŘƛƴƎ ǎǇŜŎƛŦƛŎŀǘƛƻƴǎ ǿƛǘƘƛƴ ƛƴǘŜǊƴŀǘƛƻƴŀƭ ŜȄŀƳ ōƻŀǊŘǎΩ Ǉƛŀƴƻ ǎȅƭƭŀōƛ ǘƻ 

acquire insights concerning relevant principles and criteria. 

(f) (After creating the material) to collect feedback on the devised sight-reading 

material, also identifying areas for improvement within this material. 

 
3 The term ΨŀǳǘƘƻǊ(s)Ω has been utilised when referring to the creators of sight-reading publications 
within this thesis, instead of ΨŎƻƳǇƻǎŜǊǎΩ, as it encompasses the variety of material in their books, 
thus including non-musical material as well as the compositional content 
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To achieve these aims, three research projects have been deployed alongside a 

comparative analysis of sight-ǊŜŀŘƛƴƎ ƛƴ ŜȄŀƳƛƴŀǘƛƻƴ ōƻŀǊŘǎΩ Ǉƛŀƴƻ ǎȅƭƭŀōƛ and a 

review of piano sight-reading publications: Study 1 explores Greek Conservatoire 

ƛƴǎǘǊǳƳŜƴǘŀƭ ǘŜŀŎƘŜǊǎΩ ŀǘǘƛǘǳŘŜǎ ǘƻǿŀǊŘǎ ǎƛƎƘǘ-reading; Study 2 explores international 

ŀǳǘƘƻǊǎΩ ǊŜŦƭŜŎǘƛƻƴǎ ƻƴ ǘƘŜƛǊ ŜȄǇŜǊƛŜƴŎŜ ƛƴ ŎǊŜŀǘƛƴƎ ǎƛƎƘǘ-reading material, to inform 

my creative process; Study 3 is an evaluative survey where Greek and international 

piano teachers reviewed the sight-reading material ɹ devised for this thesis (the two 

sight-reading books presented in Appendix 6). The three studies are presented in 

greater detail in Chapter 4. The research questions of the present thesis, to which 

these studies are aligned, are detailed in Chapter 2. 

The following section (1.3) details the research context, introducing the 

Conservatoire where part of this research has been undertaken (1.3.1), explaining the 

levels of instrumental studies (1.3.2), and specifying the operational regulations 

relating to sight-reading (1.3.3). Within this framework, the necessity for further 

research on the topic is also analysed (section 1.4.). 

1.3 The research context  

The following sections explain the research context. In section 1.3.1, the Greek 

Conservatoire is introduced, where part of the present research has been undertaken, 

while section 1.3.2 details the different levels of instrumental studies in Greek 

Conservatoire education. The specifications relating to sight-reading within the 

operating regulations of Greek Conservatoires are also outlined (section 1.3.3) in 

order to create a more holistic perspective towards sight-reading within this context. 

1.3.1 The Conservatoire  

In contrast to UK Conservatoires which are selective institutions for high level talent 

development in their junior and senior departments, Conservatoires in Greece are 

more widespread and more regional institutions, providing music education to 

learners of all levels and ages. 

Part of the present research was conducted with instrumental teachers 

working in a Greek Conservatoire situated in the region of Crete, where I am also 

teaching the piano. While the conservatoire might be identifiable due to my position 
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as a music teacher and online presence due to the online activity of the institution (i.e. 

in social media), I have endeavoured to ensure that the reputation of the 

Conservatoire would not be compromised in any way through the research, and 

participants were assured of their anonymity within this research. Ethical 

considerations and my reflection on my position as an insider-researcher in the 

Conservatoire are explained in Chapter 4. 

The Conservatoire was founded in 2013, by its owner and Principal, who is a 

conductor, composer, and former member of the Greek Composers Union (GCU). 

Similarly to all music Conservatoires in Greece, this Conservatoire operates with 

permission of the Greek Ministry of Culture and Sports and applies the operating 

regulations presented in the following section (1.3.3). The Conservatoire has around 

200 students each year, who can participate in both formal and informal performance 

recitals with ensembles including Youth Orchestra, Junior Orchestra, Woodwind 

Ensemble, Brass Ensemble, String Ensemble, Advanced Guitar Ensemble, Junior Guitar 

Ensemble and the Children and Youth Choir. Further collaborations are organised by 

teachers or students (such as duets, trios, chamber music), or solo performance 

opportunities. Teaching staff includes teachers of various Western as well as Greek 

and Cretan traditional instruments, who provide weekly individual lessons within the 

conservatoire facilities. Group theory, harmony and music history lessons are 

provided, separately to the ƛƴǎǘǊǳƳŜƴǘŀƭ ƭŜǎǎƻƴǎΣ ŘŜǇŜƴŘƛƴƎ ƻƴ ǎǘǳŘŜƴǘǎΩ level of 

instrumental studies.  

At the start of the present research, the teaching staff of the Conservatoire 

consisted of the following active instrumental/vocal teachers: five piano teachers, two 

violin teachers, one cello teacher, two flute teachers, one clarinet teacher, one 

trumpet teacher, four classical guitar teachers, one vocal teacher, one percussion 

teacher (for modern drums and traditional percussion), one mandolin teacher 

(traditional), one bouzouki teacher (traditional), one Cretan lyra teacher (traditional), 

one electric keyboard teacher, one electric guitar teacher and one accordion teacher. 

Further teachers have had occasional collaboration with the Conservatoire (visiting 

from Athens) for instruments such as the viola, the oboe, the bassoon, and the 

trombone; however, there were no students of these instruments at the time. 
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1.3.2 Levels of instrumental studies  

In Greek Conservatoires there are four levels of instrumental studies: Junior Beginner, 

Senior Beginner, Intermediate and Advanced (as translated by the researcher). The 

ƴǳƳōŜǊ ƻŦ ȅŜŀǊǎ ǇŜǊ ƭŜǾŜƭ ƻŦ ǎǘǳŘȅ ŘƻŜǎ ƴƻǘ ŘŜǇŜƴŘ ƻƴ ǇǳǇƛƭǎΩ ŀƎŜ ŀƴŘ ƛǎ ƴƻǘ 

standardised for all instruments. It is possible for a pupil to remain in the same level 

for more years than those stated in the regulations, depending on their progress and 

on their exam results. After completing their advanced instrumental studies, learners 

are eligible for Degree exams in performance and, for those who opt for studies 

beyond the degree, for Diploma exams. In some cases, mainly regarding orchestral 

ƛƴǎǘǊǳƳŜƴǘǎΣ ǘƘŜ ŀǿŀǊŘ ƻŦ ŀ ΨŘƛǊŜŎǘ 5ƛǇƭƻƳŀΩ in performance is also possible, without 

obtaining a performance Degree first. Table 1.1 illustrates the years of study per level 

as stated within the regulation documents in order to facilitate a more detailed 

understanding of instrumental studies within this context (Royal Decree 1957/229; 

Ministerial Decision 1987/500; Ministerial Decision 2007/1913). 

Table 1.1 Years of study per instrumental level for each instrument 

Type of Years of study per instrumental level 

Instrument 
Junior 

Beginner 
Senior 

Beginner 
Intermediate Advanced 

Piano / Violin / 
Guitar 

2 years 3 years 3 years 3-4 years 

Viola / Cello 2 years 2 years 3 years 3-4 years (viola), 3 years (cello) 

Flute / Clarinet / 
Horn 

1 year 2 years 2 years 3 years 

Oboe / Bassoon  1 year 1 year 2 years 3 years 

Saxophone 1-2 years 2-3 years 2-3 years 3-5 years 

Double Bass 1 year 1 year 2 years 3 years 

Trumpet / Tuba /  
Trombone  

1 year 1 year 2 years 3 years 

Percussion 
bƻ ƭŜǾŜƭǎ ƻŦ ǎǘǳŘȅ ƳŜƴǘƛƻƴŜŘΣ ƻƴƭȅ ǘƘŜ ǎǘŀǘŜƳŜƴǘΥ Ψн ȅŜŀǊǎ ƻŦ ǎǘǳŘȅΩ 
(Royal Decree 1957/229, s.3, para. 226, p. 1753) 
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1.3.3 Sight-reading within Greek Conservatoire operating regulations   

This section provides an overview of the current operating regulations of Greek 

Conservatoires. In Greece, instrumental and theoretical music tuition within music 

Conservatoires has been determined since 1942 through a series of Royal Decrees, 

legislative Decrees and complementary legal frameworks released in later years, with 

further clarifications on specific aspects. The first example of formal operating 

regulations for Greek Conservatoires is the 1942 legislative Degree, regarding the 

ΨƻǊƎŀƴƛǎŀǘƛƻƴ ŀƴŘ ŦǳƴŎǘƛƻƴ ƻŦ ¢ƘŜǎǎŀƭƻƴƛƪƛ /ƻƴǎŜǊǾŀǘƻƛǊŜΩ ς ǘƻŘŀȅ ƪƴƻǿƴ ŀǎ Ψ{ǘŀǘŜ 

/ƻƴǎŜǊǾŀǘƻǊȅ ƻŦ ¢ƘŜǎǎŀƭƻƴƛƪƛΩ ό[ŜƎƛǎƭŀǘƛǾŜ 5ŜŎǊŜŜ мфпнκмппрΣ ǎΦнΣ ǇǇΦ ууп-888), which 

focuses on administrative and general matters, such as administration or teaching 

staff qualifications, without referring to processes or instrumental teaching practices.  

Following this, the 1957 Royal Decree established the internal regulations of 

the same institution, addressing practical aspects of instrumental and vocal teaching, 

such as elements of the curriculum for each instrument, general modules of study and 

examinations (Royal Decree 1957/229, pp. 1735-1756). Regarding private music 

Conservatoires (meaning, Conservatoires which are not owned/operated by the state 

but are private enterprises, such as the institution described in section 1.3), the 1966 

Royal Decree sǘŀǘŜǎ ǘƘŜ ŎƻƴŘƛǘƛƻƴǎ ŦƻǊ ΨǘƘŜ ŜǎǘŀōƭƛǎƘƳŜƴǘ ƻŦ ǇǊƛǾŀǘŜ ƳǳǎƛŎ ƛƴǎǘƛǘǳǘƛƻƴǎΩ 

(Royal Decree 1966/16, s.1, pp. 35-39), where brief references to aspects of music 

tuition are included, such as a list of the general modules for the students of any 

instrument. Finally, for aspects ǎǳŎƘ ŀǎ ŜȄŀƳƛƴŀǘƛƻƴǎΣ ŀǘǘŜƴŘŀƴŎŜ ŀƴŘ ǎǘǳŘŜƴǘǎΩ 

responsibilities, it is stated that the regulations of the 1957 Royal Decree for the 

Thessaloniki Conservatoire apply (Royal Decree 1966/16, s.1, para. 13(2), p. 38). 

According to the 1957 and 1966 operating regulations of Conservatoires, sight-

reading ς also understood by the term prima vista ς is one of the general, compulsory 

modules of instrumental studies. More specifically, in the 1957 Royal Decree, sight-

ǊŜŀŘƛƴƎ ƛǎ ƳŜƴǘƛƻƴŜŘ ŀƳƻƴƎ ǘƘŜ ŦƻƭƭƻǿƛƴƎ ΨƎŜƴŜǊŀƭΩΣ ΨŎƻƳǇǳƭǎƻǊȅΩ ƳƻŘǳƭŜǎΥ ΨaǳǎƛŎ 

theory, Solfège, Music dictation, Harmony, History of mǳǎƛŎ ώΧϐΣ aǳǎƛŎŀƭ ŦƻǊƳǎ ŀƴŘ 

ŀƴŀƭȅǎƛǎΣ /ƻǳƴǘŜǊǇƻƛƴǘ ώΧϐΣ tƛŀƴƻΣ Sight-readingΣ ¢ǊŀƴǎǇƻǎƛǘƛƻƴ ώΧϐΩΦ όwƻȅŀƭ 5ŜŎǊŜŜ 

1957/229, s. 1, para. 1, p. 1736). Along the same lines, the 1966 Royal Decree states 

that: 
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ŀƭƭ ǎǘǳŘŜƴǘǎ ώΧϐ ŀǊŜ ƻōƭƛƎŜŘ ǘƻ ŀǘǘŜƴŘ ǘƘŜ ŦƻƭƭƻǿƛƴƎ ƳƻŘǳƭŜǎ ƻŦ ƎŜƴŜǊŀƭ 

ŜŘǳŎŀǘƛƻƴΣ ƛǊǊŜǎǇŜŎǘƛǾŜ ƻŦ ǘƘŜƛǊ ŀǊŜŀ ƻŦ ǎǇŜŎƛŀƭƛǎŀǘƛƻƴ ώΧϐΥ мύ aǳǎƛŎ ¢ƘŜƻǊȅΣ 

2) Solfège, 3) music dictation, 4) sight-reading (prima vista), 5) harmony, 

6) history of music, 7) piano (to an intermediate level), 8) practical 

teaching. (Royal Decree 1966/16, s.1, para. 10(2), p. 37). 

In addition to the above extracts, any statements within the formal documents of 

regulations regarding instrumental sight-reading are presented in ǘƘŜ ǊŜǎŜŀǊŎƘŜǊΩǎ 

translation in Table 1.2 below, categorised per instrument, to provide a clearer idea 

of the philosophy of the principles regarding sight-reading. Further details on the 

relevant sections as well as on the compulsory modules of each instrument are 

presented in Appendix 1.
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Table 1.2 Sight-reading within the Greek Conservatoire formal regulations 

Sight-reading within the Greek Conservatoire formal operating regulations  

Instrument 

General 

Module (GM)/ 

Not stated (NS) 

Mentioned 

specifically 

(Yes/No) 

Starting point/  

Not stated (ς) 
Statements within the regulations 

Piano GM Yes 
Advanced level: 

Year 2 
ΨсΦ {ƛƎƘǘ-ǊŜŀŘƛƴƎ όŦǊƻƳ ǘƘŜ ǎŜŎƻƴŘ ȅŜŀǊ ƻŦ ǘƘŜ !ŘǾŀƴŎŜŘ ƭŜǾŜƭ ƻŦ ǎǘǳŘȅΩ 
(Royal Decree 1957/229, s. 3, para. 91, p. 1744) 

Organ GM Yes 
Advanced level: 

Year 2 
ΨсΦ {ƛƎƘǘ-reading (from ǘƘŜ ǎŜŎƻƴŘ ȅŜŀǊ ƻŦ ǘƘŜ !ŘǾŀƴŎŜŘ ƭŜǾŜƭ ƻŦ ǎǘǳŘȅύΩ 
(Royal Decree 1957/229, s. 3, para. 100, p. 1745) 

Harp GM No ς 
General modules: ΨǎŀƳŜ ŀǎ ǘƘŜ ǇƛŀƴƻΩ 
(Royal Decree 1957/229, s. 3, para. 112, p. 1746) 

Violin GM Yes 
Advanced level: 

Year 2 
ΨсΦ Sight-ǊŜŀŘƛƴƎ όŦǊƻƳ ǘƘŜ ǎŜŎƻƴŘ ȅŜŀǊ ƻŦ ǘƘŜ !ŘǾŀƴŎŜŘ ƭŜǾŜƭ ƻŦ ǎǘǳŘȅΩ 
(Royal Decree 1957/229, s. 3, para. 122, p. 1747) 

Viola GM No ς 
General modules: ΨǎŀƳŜ ŀǎ ǘƘŜ ±ƛƻƭƛƴΩ 
(Royal Decree 1957/229, s. 3, para. 133, p. 1747) 

Violoncello GM No ς 
General modules: ΨǎŀƳŜ ŀǎ ǘƘŜ ±ƛƻƭƛƴ studiesΩ 
(Royal Decree 1957/229, s. 3, para. 142, p. 1748) 

Double 

Bass 
GM No ς 

General modules: ΨǎŀƳŜ ŀǎ ǘƘŜ ±ƛƻƭƛƴΩ 
(Royal Decree 1957/229, s. 3, para. 151, p. 1749) 

Flute GM Yes ς 
ΨрΦ {ƛƎƘǘ-ǊŜŀŘƛƴƎΩ 
(Royal Decree 1957/229, s. 3, para. 160, p. 1749) 

Oboe GM Yes Advanced level 
ΨрΦ ŜȄŜǊŎƛǎŜǎ ƛƴ ǎƛƎƘǘ-ǊŜŀŘƛƴƎ ŀƴŘ ǘǊŀƴǎǇƻǎƛǘƛƻƴΩ 
(Royal Decree 1957/229, s. 3, para. 168, p. 1750) 

Clarinet GM Yes Advanced level 
ΨфΦ ŜȄŜǊŎƛǎŜǎ ƛƴ ǎƛƎƘǘ-reading and ǘǊŀƴǎǇƻǎƛǘƛƻƴΩ 
(Royal Decree 1957/229, s. 3, para. 177, p. 1750) 
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Sight-reading within the Greek Conservatoire formal operating regulations  

Bassoon GM Yes Advanced level 
ΨсΦ 9ȄŜǊŎƛǎŜǎ ƛƴ ǎƛƎƘǘ-ǊŜŀŘƛƴƎ ŀƴŘ ǘǊŀƴǎǇƻǎƛǘƛƻƴΩ 
(Royal Decree 1957/229, s. 3, para. 186, p. 1751) 

Horn GM Yes 
a. Intermediate ŀΥ ΨуΦ 9ȄŜǊŎƛǎŜǎ ƛƴ sight-ǊŜŀŘƛƴƎ ŀƴŘ ǘǊŀƴǎǇƻǎƛǘƛƻƴΩ 

b. Advanced 
ōΥ ΨрΦ 9ȄŜǊŎƛǎŜǎ ƛƴ ǎƛƎƘǘ-ǊŜŀŘƛƴƎ ŀƴŘ ǘǊŀƴǎǇƻǎƛǘƛƻƴΩ 
(Royal Decree 1957/229, s. 3, para. 194, 196, p. 1751) 

Trumpet GM Yes 
a. Intermediate ŀΥ ΨрΦ 9ȄŜǊŎƛǎŜǎ ƛƴ ǎƛƎƘǘ-ǊŜŀŘƛƴƎ ŀƴŘ ǘǊŀƴǎǇƻǎƛǘƛƻƴΩ 

b. Advanced 
ōΥ Ψу. Études for sight-ǊŜŀŘƛƴƎ ŀƴŘ ǘǊŀƴǎǇƻǎƛǘƛƻƴ ŦƻǊ ƻǊŎƘŜǎǘǊŀΩ 

(Royal Decree 1957/229, s. 3, para. 203, p. 1751; para. 205, p. 1752) 

Trombone GM No ς 
DŜƴŜǊŀƭ ƳƻŘǳƭŜǎΥ ΨǎŀƳŜ ŀǎ ǘƘŜ ŦƭǳǘŜΩ 
(Royal Decree 1957/229, s. 3, para. 215, p. 1752) 

Tuba GM Yes Intermediate 
DŜƴŜǊŀƭ ƳƻŘǳƭŜǎΥ ΨǎŀƳŜ ŀǎ ǘƘŜ ŦƭǳǘŜΩ  

ΨоΦ Sight-ǊŜŀŘƛƴƎΩ όǿƛǘƘƛƴ ǘƘŜ ƛƴǘŜǊƳŜŘƛŀǘŜ ƭŜǾŜƭ ŘŜǎŎǊƛǇǘƛƻƴύ 
(Royal Decree 1957/229, s. 3, para. 221, p. 1753) 

Percussion GM Yes ς 
ΨнΦ {ƛƎƘǘ-ǊŜŀŘƛƴƎΩ 

(Royal Decree 1957/229, s. 3, para. 227, p. 1753) 

Guitar 

NS ς part of 

curriculum in 

each level 

Yes 

a. Junior Beginner ŀΥ Ψ5. PRIMA VISTA performance on guitar of the current Solfège 

ŜȄŜǊŎƛǎŜǎ ƛƴ ǘƘŜ ǘǊŜōƭŜ ŎƭŜŦΩ 

b. Senior Beginner b: ΨрΦ {ƛƎƘǘ-performance on the guitar of the current Solfège exercises 

in the ǘǊŜōƭŜ ŀƴŘ ōŀǎǎ ŎƭŜŦǎΩ 

c. Intermediate c: ΨрΦ {ƛƎƘǘ-performance on the guitar of the highest level Solfège 
exercises in all clefs ςincluding treble, bass, alto, tenor and mezzo 
ǎƻǇǊŀƴƻ ŎƭŜŦǎΩ 
(Ministerial Decision 1987/500, s. 8, para. 3, 5, 7, p. 4980) 

Saxophone GM Yes ς 
ΨсΦ {ƛƎƘǘ-ǊŜŀŘƛƴƎΣ ƻƴŜ όмύ ƭŜǾŜƭΩ 
(Ministerial Decision 2007/1913, s. 2, para.3, p. 27205) 
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The regulation statements presented in Table 1.2 demonstrate a lack of a 

uniform policy or rationale towards sight-reading tuition across the various 

instruments, combined with an absence of articulated educational purposes. For some 

instruments, such as the piano and the violin, the starting point of sight-reading is 

specified ς ΨŦǊƻƳ ǘƘŜ ǎŜŎƻƴŘ ȅŜŀǊ ƻŦ ǘƘŜ !ŘǾŀƴŎŜŘ ƭŜǾŜƭ ƻŦ ǎǘǳŘȅΩ όRoyal Decree 

1957/229, s. 3, para. 91, p. 1744; para. 122, p. 1747). However, for other instruments 

such as the remaining strƛƴƎ ƛƴǎǘǊǳƳŜƴǘǎΣ ǘƘŜ ǎǘŀǘŜƳŜƴǘ ΨǎŀƳŜ ŀǎ ǘƘŜ ǾƛƻƭƛƴΩ ƛǎ 

mentioned in terms of the general modules (Royal Decree 1957/229, s. 3, para. 133, 

p. 1747; para. 142, p. 1748; para.151, p. 1749), thereby leading to the assumption that 

the starting point of sight-reading is the same as the violin, namely the second year of 

advanced studies. The same applies to the trombone and the tuba, where general 

modules, including sight-ǊŜŀŘƛƴƎΣ ŀǊŜ ŘŜǎŎǊƛōŜŘ ŀǎ ΨǎŀƳŜ ŀǎ ǘƘŜ ŦƭǳǘŜΩ ŘŜǎǇƛǘŜ 

significant differences between these instruments in terms of construction (brass ς 

woodwind), technique, timbre, artistic function (bass ς treble instruments), and 

repertoire needs, among other factors (Royal Decree 1957/229, s. 3, para. 215, p. 

1752; para. 221, p. 1753).  

In addition, discrepancies are evident in terms of the level in which sight-

reading starts. For most instruments this is mentioned during the advanced level of 

studies (piano, organ, violin, strings). Similarly to the piano, for woodwind 

instruments, sight-reading is included within the advanced level of studies (except for 

the flute, for which this is not specified), along with exercises in transposition (oboe, 

clarinet, bassoon). Sight-reading and transposition exercises are also stated for the 

horn and the trumpet, where reference to sight-reading is made in both the 

intermediate and the advanced levels. For the tuba, sight-reading is mentioned only 

in the description of the intermediate studies, without being included in the advanced 

levels. In the later set of regulations (1987), performance at sight for the guitar is 

mentioned within the curriculum for every level of study (Junior, Senior Beginner and 

Intermediate); however, sight-reading is not stated for the advanced level, and it is 

also not specified as a general module; for the saxophone there are no relevant 

explanations besides that sight-reading lasts for one level. Finally, no statements are 

included in the official regulation documents relating to the assessment of sight-

reading for different levels. 
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This generates numerous questions regarding the rationale underpinning the 

ǊŜƎǳƭŀǘƛƻƴǎΣ ŀƴŘ ƛƴǎǘǊǳƳŜƴǘŀƭ ǘŜŀŎƘŜǊǎΩ ǊƻƭŜ ǿƛǘƘƛƴ ǘƘƛǎ ŎƻƴǘŜȄǘΥ ǿƘȅ ŀǊŜ ǘƘŜǊŜ 

discrepancies between instruments and how are these justified? Does the inclusion of 

sight-reading within the curriculum of early levels of the guitar (1987) reflect change 

in the philosophy of the regulations in terms of sight-reading provision? Are the 

teachers aware of any underlying principles, as these are not included within the 

regulations? And if so, how are these communicated to teachers, considering the 

absence of resources and sight-reading curriculum? Are there specific educational 

purposes and aims implied through the relevant statements? Why are there no 

statements regarding sight-reading assessment, considering that this is a compulsory 

module? Who is responsible for these and how is the teaching and the examination 

process determined and carried out? 

Such questions highlight the necessity for research in the field of Conservatoire 

ƳǳǎƛŎ ŜŘǳŎŀǘƛƻƴ ƛƴ DǊŜŜŎŜ ƛƴ ƎŜƴŜǊŀƭΣ ŜǎǇŜŎƛŀƭƭȅ ƛƴ ǘŜǊƳǎ ƻŦ ƛƴǎǘǊǳƳŜƴǘŀƭ ǘŜŀŎƘŜǊǎΩ 

practices within this context. This seems particularly pertinent in relation to sight-

reading, due to lack of a uniform policy, curriculum, and rationale, as reflected in the 

various formal regulation documents. These regulations are not particularly 

informative for instrumental teachers, as no clarifications are provided in terms of 

educational purposes, teaching methodology, curriculum, and material, or expected 

outcomes in relation to the development of sight-reading skills. Potential confusion of 

instrumental teachers might be justified, as their teaching approach to sight-reading 

seems to depend largely on personal interpretation of the statements provided for 

each instrument.  

To the best of my knowledge, some Conservatoires in Crete occasionally 

operate as examination centres for external (UK) exam bodies, such as ABRSM or 

Rockschool, primarily for learners who are studying privately rather than in 

Conservatoires, although one system does not exclude the other. However, from my 

relevant experience and from discussions with colleagues throughout Crete, this does 

not seem to be very frequent; questions arise in relation to the understanding and 

practical application of the expected levels of such alternative systems and the 

accessibility and usability of relevant resources (for example, due to the language 

barrier). Finally, although this lies beyond the purposes of the present research, 

https://gr.abrsm.org/en/
https://www.rslawards.com/rockschool/
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review and update of the regulations currently in application seems imperative, since 

these were established more than sixty years ago, thereby leaving out a significant 

amount of music by contemporary composers, as well as substantial research findings 

within the field of music education. The following section focuses on Conservatoire 

sight-reading in practice, and on questions which suggest the necessity for further 

research in this context. 

1.4 Sight-reading in practice: The necessity for further research  

According to the operating regulations for the Greek music Conservatoires, sight-

reading is one of the compulsory, general modules of instrumental studies (Royal 

Decree 1957/229; Ministerial Decision 2007/1913), with the exception of the guitar 

where sight-performance is mentioned within the curriculum description of each level 

(Ministerial Decision 1987/500, para. 3, 5, 7, 10, p. 4980 ς Appendix 1).  

Regarding the piano in particular, sight-reading is formally described as part of 

the general piano studies of advanced students, being stated as a compulsory module 

ƻŦ ǘƘŜ ǘǿƻ Ŧƛƴŀƭ ŀŘǾŀƴŎŜŘ ƭŜǾŜƭǎ ƻŦ ǎǘǳŘȅΥ ΨсΦ {ƛƎƘǘ-reading (from the second year of 

the !ŘǾŀƴŎŜŘ ƭŜǾŜƭ ƻŦ ǎǘǳŘȅύΩ όwƻȅŀƭ 5ŜŎǊŜŜ мфртκннфΣ ǎΦ оΣ ǇŀǊŀΦ фмΣ ǇΦ мтпп ς

Appendix 1). As an outcome of this statement, and due to absence of further 

clarifications within the regulations, or curriculum, the formal documents can be 

interpreted to indicate a lack of need for Conservatoires to provide sight-reading 

assessments and, therefore, sight-reading training, in any other levels. Sight-reading 

is often only assessed prior to the piano degree examination, usually as a separate 

test/exam, while in many cases any relevant training, seems to remain dependent on 

ǘƘŜ ǎǇŜŎƛŦƛŎ ǘŜŀŎƘŜǊǎΩ ŘŜŎƛǎƛƻƴ, intuition, and previous experience.  

Thus, practically, sight-reading provision and training seems to depend largely 

on the internal ς less formal ς policy of each Conservatoire and on the understanding 

and interpretation of the regulations by instrumental teachers. Absence of any further 

pedagogical instructions within the regulations along with a lack of formal guidelines 

regarding the curriculum, subject matter, methodology, educational purposes, 

teaching material and resources, create an unclear context in which sight-reading is 

required to be provided, not only by piano teachers, but also by music teachers of any 
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instrument. How do music teachers perceive sight-reading and how do they interpret 

ǘƘŜ ǊŜƭŜǾŀƴǘ ǊŜƎǳƭŀǘƛƻƴǎΚ ²Ƙŀǘ ŀǊŜ ƛƴǎǘǊǳƳŜƴǘŀƭ ǘŜŀŎƘŜǊǎΩ ŀǘǘƛǘǳŘŜǎ ǘƻǿŀǊŘǎ ǎƛƎƘǘ-

reading and how do they act within this context, in relation to the provision of sight-

reading training? Despite the formal statements that sight-reading is a compulsory 

component, no guidance is provided within the regulations in relation to the 

curriculum, nor to assessment, which generates both practical and philosophical 

questions: how are students are assessed and by whom? What should the level of the 

examined pieces be? Which are the assessment criteria? Why are these aspects not 

clarified through the regulations? Are these statements still relevant in the present 

day? Is there potential to facilitate change in the regulations on a national or an 

institutional level? In addition to this, who would be responsible for making changes 

to the current curriculum? Would the Principal have the power to decide on new 

processes to be applied within the specific Conservatoire, or must everything be 

ratified by the relevant Ministry? Further research could provide valuable insights on 

the existing context and on ways in which both teachers and learners are coping with 

this currently un-researched area of Greek Conservatoire education. 

Further to this, the introduction of sight-reading in the curriculum at advanced 

levels seems to suggest that the development of sight-reading skills is perhaps not 

facilitated in earlier years of tuition and that a level of ability at sight-reading is 

something which advanced instrumental learners are expected to be able to achieve 

without any prior preparation and development of skills. Thus, underpinning sight-

reading skills from foundational to more advanced levels is imperative, to enable the 

development of these skills as an uninterrupted continuum from the beginner to the 

advanced levels, through a systematic approach. Focusing on the piano, my creation 

of research-informed teaching material to support the development of beginner piano 

ƭŜŀǊƴŜǊǎΩ ǎƛƎƘǘ-reading skills in the Context of Greek Conservatoire music education, 

will contribute decisively to this direction.  

1.5 Summary  

This Chapter provides an introduction to the present thesis and the research context. 

¢ƘŜ ǊŜǎŜŀǊŎƘ ŦƻŎǳǎ ƛǎ ŜȄǇƭŀƛƴŜŘ ŀŦǘŜǊ ǘƘŜ ƛƴǘǊƻŘǳŎǘƛƻƴ ƻŦ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊΩǎ ǊŜƭŜǾŀƴǘ 
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background, as well as the purpose of the research; the overall primary and secondary 

research aims are also stated. The context of a Greek Conservatoire is described, 

where part of the present research was undertaken, outlining the years of study per 

level for each instrument within this context. The documents of the operating 

regulations for Greek Conservatoires are also overviewed in relation to sight-reading 

statements and specifications for the piano as well as for other instruments. The need 

for further research and for the development of sight-reading resources is proposed, 

supported with critical observations concerning the regulations and practical 

implications on instrumental (piano) teaching. The subsequent chapter (Chapter 2) 

discusses literature concerning parameters linking to sight-reading pedagogy; the 

emergent research questions and the thesis structure are also outlined. 
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CHAPTER 2: LITERATURE REVIEW 

This chapter discusses sight-reading in relation to research and music pedagogy 

literature. After establishing sight-reading as an important musical skill (section 2.1), 

key concepts relating to the complex sight-reading process are explained, focusing on 

the visual elements of perception (the eye function and movements), the eye-hand 

span and chunking (section 2.2). Parameters relating to the acquisition of sight-

reading skills are also discussed, such as an early start of skills development and the 

distinction between sight-reading and instrumental skills (section 2.3). Strategies and 

involved musical skills are also explained, including rhythmic skills, aural skills, 

prediction, and ensemble skills, as well as further processes involved in the sight-

reading process: observation, pattern recognition and looking ahead (section 2.4); 

sight-reading resources, keyboard awareness and playing speed are also considered 

(section 2.5). Finally, the emergent research questions are presented alongside the 

structure of the thesis (sections 2.6 and 2.7 respectively). 

2.1 Introduction  

In order to describe the process of playing music at first sight, various terms are 

encountered in research literature and in music pedagogy publications, with the most 

ŎƻƳƳƻƴ ǘŜǊƳǎ ōŜƛƴƎ ΨǎƛƎƘǘ-ǊŜŀŘƛƴƎΩ ƻǊ ǘƘŜ Lǘŀƭƛŀƴ prima vista (Lehmann & Kopiez, 

2016), both of which are utilised in the present thesis (the term prima vista is used 

within the Greek Conservatoire regulations, as presented in Chapter 1). Various 

definitions of sight-reading are found in literature (Kopiez & Lee, 2008; Lehmann & 

Kopiez, 2016 Waters et al., 1998), according to which sight-reading requires for the 

ǇŜǊŦƻǊƳŜǊ ǘƻ Ǉƭŀȅ Ψƴƻƴ- or under-rehearsed music at an acceptable pace and with 

ŀŘŜǉǳŀǘŜ ŜȄǇǊŜǎǎƛƻƴΩ ό[ŜƘƳŀƴƴ ϧ YƻǇƛŜȊΣ нлмсΣ ǇΦ рпуύΣ ΨǿƛǘƘ ƭƛǘǘƭŜ ƻǊ ƴƻ ǇǊŜǇŀǊŀǘƛƻƴΩ 

(Waters et al., 1998, p. 123).  

 Research as well as music pedagogy literature on sight-reading agree on the 

importance of this musical skill, for learners as well as music professionals (Lehmann 

& Kopiez, 2016; Rosemann et al., 2016; Macmillan, 2015; McLachlan, 2015; Gordon, 

2014; Spanswick, 2014; Zhukov, 2014a; Hallam & Gaunt, 2012; Cooke, 2011; Katz, 

2009; Wristen, 2005; Rosen, 2004; Harris & Crozier, 2000; Kostka, 2000). More 
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specifically, Kopiez and Lee (2008) describe sight-ǊŜŀŘƛƴƎ ŀǎ Ψŀ ŦǳƴŎǘƛƻƴŀƭ ǎƪƛƭƭ ǿƘƛŎƘ ƛǎ 

essential for all musicians involved in particular fields of western classical music 

ŎǳƭǘǳǊŜΩ όǇΦ пмύΣ ǿƘƛƭŜ ƛǘ ƛǎ ŀƭǎƻ ǇŜǊŎŜƛǾŜŘ ŀǎ Ψŀ ǳǎŜŦǳƭ ŎǊŀŦǘΩ ό[ŜƘƳŀƴƴ ϧ YƻǇƛŜȊΣ нлмсΣ 

p. 5пфύΣ ŀ ΨƴŜŎŜǎǎŀǊȅ ǎƪƛƭƭΩ όaŎ[ŀŎƘƭŀƴΣ нлмрΣ ǇΦ мофύΣ ŀƴŘ ŀǎ Ψŀƴ ƛƴǘŜƎǊŀƭ ǇŀǊǘ ƻŦ ǘƘŜ 

ƳǳǎƛŎŀƭ ŜȄǇŜǊƛŜƴŎŜ ŦƻǊ ŀƭƭ ƳǳǎƛŎƛŀƴǎΩ ό²ǊƛǎǘŜƴΣ нллрΣ ǇΦ ппύΦ DƻƻŘ ǎƛƎƘǘ-reading skills 

are often an expectation or prerequisite for music professionals, such as performers 

in orchestras and accompanists, music theatre musicians and commercial recording 

musicians (Lehmann & Kopiez, 2016; Hallam & Gaunt, 2012). In addition, Spanswick 

(2014) perceives sight-ǊŜŀŘƛƴƎ ŀǎ Ψŀ ǎƪƛƭƭ ƻŦ ƛƳƳŜƴǎŜ ƛƳǇƻǊǘŀƴŎŜ ŦƻǊ ōƻǘƘ Ǉƛŀƴƛǎǘǎ ŀƴŘ 

Ǉƛŀƴƻ ǘŜŀŎƘŜǊǎΩΣ ŀƭǎƻ ŜƳǇƘŀǎƛǎƛƴƎ ǘƘŜ ƴŜŜŘ ŦƻǊ ǎȅǎǘŜƳŀǘƛŎ ǘǊŀƛƴƛƴƎΥ ΨƛŦ ǿƻǊƪŜŘ ŀǘ 

ŎƻƴǎƛǎǘŜƴǘƭȅΣ ƛǘϥǎ ŀǊƎǳŀōƭȅ ǘƘŜ Ƴƻǎǘ ǳǎŜŦǳƭ ǘƻƻƭ ƛƴ ŀ Ǉƛŀƴƛǎǘϥǎ ǘƻƻƭōƻȄΩ όǇΦ нмύΦ 

 The importance of sight-reading appears to be connected to the benefits of 

good sight-reading skills to the overall process of music learning. One of the stated 

benefits is that good sight-reading skills can speed up the process of learning new 

repertoire: the first approach towards a new piece becomes more effective, and a 

quicker move from the first steps of learning the notes towards the more musical 

elements of the piece is facilitated (Macmillan, 2015; McLachlan, 2015; Zhukov, 

2014a; Cooke, 2011; Harris & Crozier, 2000ύΦ [ŜŀǊƴŜǊǎΩ ƛƴŘŜǇŜƴŘŜƴŎŜ ƛƴ ŀǇǇǊƻŀŎƘƛƴƎ 

new pieces is also promoted (Harris & Crozier, 2000) as well as a better musical 

ǳƴŘŜǊǎǘŀƴŘƛƴƎΥ Ψit is by far the most effective way of learning how to assimilate and 

ǳƴŘŜǊǎǘŀƴŘ ƭƻƎƛŎΣ ǇŀǘǘŜǊƴǎ ŀƴŘ ǇǊƻƎǊŜǎǎƛƻƴǎ ƻŦ ŜǾŜǊȅ ƪƛƴŘΩ όaŎ[ŀŎƘƭŀƴΣ нлмрΣ ǇΦ мофύΦ 

Sight-reading is also viewed as a means to become acquainted with new repertoire, 

allowing the exploration of the seemingly endless repertoire possibilities of keyboard 

music, in an attempt to experiment with and to significantly increase awareness and 

ƪƴƻǿƭŜŘƎŜ όwƻǎŜƴΣ нллпύΦ wƻǎŜƴ όнллпύ ǎǳǇǇƻǊǘǎ ǘƘŀǘ ΨǘƘŜ ƳƻǊŜ ƳǳǎƛŎ ƻƴŜ Ŏŀƴ 

ŀŎǘǳŀƭƭȅ ǊŜŎǊŜŀǘŜ ŦƻǊ ƻƴŜǎŜƭŦΣ ŜǾŜƴ ƛƴŦƻǊƳŀƭƭȅΣ ǘƘŜ ǊƛŎƘŜǊ ƻƴŜΩǎ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǘƘŜ ŀǊǘ 

ōŜŎƻƳŜǎΩ όǇΦ фрύΣ ǘƘŜǊŜōȅ ǾƛŜǿƛƴƎ ǎƛƎƘǘ-reading as a useful tool to expand on 

engagement with repertoire, which in turn enriches musical experience.  

 The ability to sight-read effectively is also linked to ensemble participation and 

collaborative musical activities, where being able to play without previous rehearsal 

is often necessary (Katz, 2009; Wristen, 2005). Zhukov (2014a) parallels fluency in 

literacy to good sight-ǊŜŀŘƛƴƎ ǎƪƛƭƭǎΣ ǎǘŀǘƛƴƎ ǘƘŀǘ Ψŀǎ ŀ ŎƻǊŜ ǎƪƛƭƭ ƛƴ ƳǳǎƛŎΣ ǎƛƎƘǘ-reading 
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Ƙŀǎ ǘƘŜ ǇƻǘŜƴǘƛŀƭ ǘƻ ƛƳǇǊƻǾŜ ǎƪƛƭƭǎ ŀƴŘ ǘƘƛƴƪƛƴƎ ƛƴ ƳǳǎƛŎ ǇŜǊŦƻǊƳŀƴŎŜΣ ǎǳŎƘ ŀǎ ώΧϐ 

increased participation in music-ƳŀƪƛƴƎ ŀŎǘƛǾƛǘƛŜǎΣ ώΧϐ ŀƴŘ ƭƛŦŜƭƻƴƎ ǎŀǘƛǎŦŀŎǘƛƻƴ ŀƴŘ 

ŎƻƴŦƛŘŜƴŎŜ ŀǎ ŀ ƳǳǎƛŎƛŀƴΩ όǇΦ тлύΦ CƛƴŀƭƭȅΣ ŦƻǊ ƳǳǎƛŎ ŜŘǳŎŀǘƛƻƴ ŎƻƴǘŜȄǘǎ ǿƘŜǊŜ ǎƛƎƘǘ-

reading is an assessed component, good sight-reading skills can contribute to better 

marks in music performance exams (MacLachlan, 2015; Harris & Crozier, 2000).  

2.2 Sight-reading: A complex procedure  

Academic literature describes sight-ǊŜŀŘƛƴƎ ŀǎ Ψŀ ŎƻƳǇƭŜȄ ǘǊŀƴǎŎǊƛǇǘƛƻƴ ǘŀǎƪ ƛƴǾƻƭǾƛƴƎ 

ŀ ǎŜǊƛŜǎ ƻŦ ƻǾŜǊƭŀǇǇƛƴƎ ǇŜǊŎŜǇǘǳŀƭΣ ŎƻƎƴƛǘƛǾŜ ŀƴŘ ƳƻǘƻǊƛŎ ǇǊƻŎŜǎǎŜǎΩ ό²ŀǘŜǊǎ Ŝǘ ŀƭΦΣ 

1998, p. 123). For the purposes of this section, the discussion will focus on the visual 

elements of perception and the processes associated with the function of the eyes 

and the initial grouping of the collected input and received visual information. 

Research has explored eye movements during the process of sight-reading and has 

sought to interpret these motions in relation to sight-reading accuracy (Lehmann & 

Kopiez, 2016; Rosemann et al., 2016; Penttinen et al., 2015; Penttinen & Huovinen, 

2011; Madell & Hébert, 2008; Furneaux & Land, 1999; Truitt et al., 1997; Goolsby, 

1994a, 1994b; Sloboda, 1977, 1974).  

The eye function and the initial processing/grouping of information appears to 

be of great importance for the sight-reading process, with significant differences 

observed between expert and novice sight-readers (Lehmann & Kopiez, 2016; 

Goolsby, 1994a, 1994b). Specifically, the backwards and forwards eye movements 

(saccades) and rests (fixations) executed per second, which synthesise the image of 

the surrounding world, have been linked to the level of sight-reading expertise: fewer 

fixations have been measured for expert sight-readers, compared to the greater 

quantity and longer fixations of novices (less-skilled readers) (Lehmann & Kopiez, 

2016; Goolsby, 1994a, 1994b). Goolsby (1994b) also found that the skilled readers 

ΨƭƻƻƪŜŘ ŦŀǊǘƘŜǊ ŀƘŜŀŘΣ ǘƘŜƴ ōŀŎƪ ǘƻ ǘƘŜ Ǉƻƛƴǘ ƻŦ ǘƘŜ ŀŎǘǳŀƭ ǇŜǊŦƻǊƳŀƴŎŜΩ όǇΦ ммрύ ŀƴŘ 

that they perceived note groups, rather than fixating on individual notes; peripheral 

vision is also a source of perceived information (Goolsby, 1994b).  

These findings link to the concept of the eye-hand span, which estimates the 

number of notes between the point of the eye position and the hand position 
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(Furneaux & Land, 1999; Sloboda, 1977, 1974). Expanding on findings about novice 

and expert sight-readers, Furneaux and Land (1999) found differences in the note 

index (namely the number of notes maintained in memory before their execution on 

the instrument), with skilled sight-readers having a larger note index than less-skilled 

readers. The obtained information is then categorised, through the process of 

ΨŎƘǳƴƪƛƴƎΩ (Furneaux & Land, 1999, p. 2435), into meaningful units which guide the 

visual processing of the score, also affecting the eye-hand span (Lehmann & Kopiez, 

2016; CǳǊƴŜŀǳȄ ϧ [ŀƴŘΣ мфффύΦ /ƘǳƴƪƛƴƎ ŜƴŀōƭŜǎ ǘƘŜ ǇŜǊŎŜǇǘƛƻƴ ƻŦ ΨƳǳƭǘƛǇƭŜ ŘŜǘŀƛƭǎ ƻŦ 

ǘƘŜ ƳǳǎƛŎŀƭ ǎŎƻǊŜ ŀǎ ŀ ǎƛƴƎƭŜ ǇƛŜŎŜ ƻŦ ƛƴŦƻǊƳŀǘƛƻƴΩ ό²ǊƛǎǘŜƴΣ нллрΣ ǇΦ пфύ ŀƴŘ ŦŀŎƛƭƛǘŀǘŜǎ 

ŀ ŎƻƴǘŜȄǘǳŀƭ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ŀƴŘ ŀ ΨǘŜƭŜǎŎƻǇƛŎ ŀǇǇǊƻŀŎƘΩ ǘƻǿŀǊŘǎ ǘƘŜ ƳǳǎƛŎ 

(McLachlan, 2015, p. 140) by translating single items into grouped items, for example 

by perceiving note groups (such as a scale, or arpeggio pattern) rather than single 

notes (Macmillan, 2015; McLachlan, 2015; Spanswick, 2014; Fisher, 2010; Wristen, 

2005). Sloboda also identified musical phrases as such meaningful units, finding that 

research ǇŀǊǘƛŎƛǇŀƴǘǎΩ ŜȅŜ-hand span tended to expand within the boundaries of a 

phrase (Sloboda, 1977). The eye-hand span is also linked to the strategy of looking 

ahead on the score, beyond the point of execution, which is discussed in section 

2.4.5.3. 

In addition to the eye function in the perception of visual information, the 

overlapping (motoric, cognitive and perceptual) processes which take place during 

sight-reading also relate to further skills utilised during that perception of musical 

notation, such as aural skills and the ability to create auditory representations, 

prediction skills, pattern recognition and problem-solving skills, amongst others 

(Lehmann & Kopiez, 2016; Mishra, 2014; Kopiez & Lee, 2008; Waters et al., 1998; 

McPherson, 1994). 

2.3 Sight-reading skills acquisition  

Researchers and educators have long debated whether good sight-reading ability is 

due to an inborn talent or a skill that is acquired through teaching; this is a significant 

question, due to its direct implications on the teaching and learning process: can sight-
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reading skills be developed through practice and training, or is sight-reading ability an 

inborn trait?  

Notions that good sight-reading is an inherent trait can be found in literature, 

including pedagogical books, in which good sight-reading skills are viewed as an innate 

characteristic of the selected few. For example, Kornicke (2021) makes the assumption 

that sight-reading is an inherent skill, and Westney (2003) perceives sight-reading 

ŀōƛƭƛǘȅ ŀǎ ŀƴ ƛƴƴŀǘŜ ǘǊŀƛǘΣ ǎǳǇǇƻǊǘƛƴƎ ǘƘŀǘ ΨǎƻƳŜ ǇŜƻǇƭŜ ŀǊŜ ōƻǊƴ ǿƛǘƘ ŀ ǎǇŜŎƛŦƛŎ ƪƴŀŎƪΥ 

ǘƻ Ǉƭŀȅ ƳǳǎƛŎ ŀǘ ǎƛƎƘǘ ǿƛǘƘ ŜŀǎŜ ŀƴŘ ǿƛǘƘ ƛƳǇǊŜǎǎƛǾŜ ǊŜǎǳƭǘǎΩ ό²ŜǎǘƴŜȅΣ нллоΣ ǇΦмооύ.  

Research in the fields of both music education and music psychology has 

sought to explore whether sight-reading is an inherent trait or an acquired skill 

(Williamon, 2004; Lehmann & Ericsson, 1996). Although sight-reading involves some 

components that are inherent, such as the working memory capacity, which is 

influenced by genetic factors (Meinz & Hambrick, 2010, p. 915), the majority of skills 

involved in sight-reading appear to be practice-related. This means that these skills, 

such as aural skills, mental representations, and prediction skills, can be developed 

through training, by incorporating appropriate strategies into teaching (Zhukov, 

2014a, 2014b; Macmillan, 2010; Meinz & Hambrick, 2010; Kopiez & Lee, 2008; Kopiez 

et al., 2006; Lehmann & Ericsson, 1996). Even for inherent components such as the 

working memory capacity which may influence the level of sight-reading skills, 

relevant training and deliberate practice can still contribute to the development of 

sight-reading skills, even if it may not guarantee the complete overcoming of potential 

ƭƛƳƛǘŀǘƛƻƴǎ όaŜƛƴȊ ϧ IŀƳōǊƛŎƪΣ нлмлύΦ !ǎ YƻǇƛŜȊ ŀƴŘ [ŜŜ όнллуύ ǎǳǇǇƻǊǘΥ Ψ9ȄŎŜƭƭŜƴŎŜ 

in sight reading is, therefore, the result of a combination of components assumed to 

be practice-related (sight-reading expertise and inner hearing) and practice-unrelated 

όǎǇŜŜŘ ƻŦ ƛƴŦƻǊƳŀǘƛƻƴ ǇǊƻŎŜǎǎƛƴƎύΩ όǇΦ пмύ. These authors propose considering 

ΨǊŜƭŜǾŀƴǘ ŦŀŎǘƻǊǎ ŦǊƻƳ ŀƭƭ ƭŜǾŜƭǎ ƻŦ ƛƴŦƻǊƳŀǘƛƻƴ ǇǊƻŎŜǎǎƛƴƎΣ ƛƴŎƭǳŘƛƴƎ ǾŀǊƛŀōƭŜǎ 

influenced by training as well as those independent ƻŦ ǇǊŀŎǘƛŎŜΩ όYƻǇƛŜȊ ϧ [ŜŜΣ нллуΣ 

p. 44). 

Emphasising the potential for sight-reading skills to be developed, Lehmann & 

aŎ!ǊǘƘǳǊ όнллнύ ŘŜǎŎǊƛōŜ ǘƘŜƳ ŀǎ ΨƘƛƎƘƭȅ ǘǊŀƛƴŀōƭŜΩ όǇΦ морύΣ ǎǳǇǇƻǊǘƛƴƎ ǘƘŀǘ ǊŜƭŜǾŀƴǘ 

experience, engagement with repertoire and overall knowledge can explain relevant 

differences between learners with different levels of competence (Lehmann & 
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aŎ!ǊǘƘǳǊΣ нллнύΦ ¢Ƙƛǎ ƛǎ ƛƴ ŀƎǊŜŜƳŜƴǘ ǿƛǘƘ [ŜƘƳŀƴƴ ŀƴŘ 9ǊƛŎǎǎƻƴΩǎ όмфф6 & 1993) 

previous research conclusions highlighting a positive correlation between the amount 

of time spent in sight-reading activities and the development of relevant skills, leading 

gradually to higher levels of accomplishment and expertise (Lehmann & Ericsson, 

1993, 1996). 

2.3.1 Starting early  

Considering the above findings which support that aspects of the sight-reading ability 

are positively influenced by training, questions may arise in relation to the appropriate 

starting point for relevant ǘǊŀƛƴƛƴƎΦ YƻǇƛŜȊ ŀƴŘ [ŜŜ όнллуύ ƛŘŜƴǘƛŦƛŜŘ ŀ ΨŎǊƛǘƛŎŀƭ ǘƛƳŜ 

ǿƛƴŘƻǿ ŦƻǊ ƻǇǘƛƳŀƭ ǘǊŀƛƴƛƴƎΩΣ ōŜŦƻǊŜ ǘƘŜ ŀƎŜ ƻŦ мр όYƻǇƛŜȊ ϧ [ŜŜΣ нллуΣ ǇΦ рсύΦ 5ǊŀǿƛƴƎ 

connections to similar considerations in the domain of language development, the 

researchers found that sight-reading achievement can be reliably predicted by the 

amount of accumulated sight-reading practice within this time window, arguing that 

Ψǎƪƛƭƭ ŀŎǉǳƛǎƛǘƛƻƴ Ƙŀǎ ǘƻ ǎǘŀǊǘ ŜŀǊƭȅ ƛƴ ƻǊŘŜǊ ŦƻǊ ǘƘŜ ǇŜǊǎƻƴ ǘƻ ōŜŎƻƳŜ ŀƴ ŜȄŎŜƭƭŜƴǘ ǎƛƎƘǘ 

ǊŜŀŘŜǊΩ όYƻǇƛŜȊ ϧ [ŜŜΣ нллу, p. 56). Although this should not be interpreted as a 

limitation for older or adult learners, it demonstrates how an early start is considered 

as particularly beneficial. In addition, Arthur, McPhee and Blom (2020) found a 

positive correlation between sight-reading expertise and an early development of 

relevant skills. As their research findings support, amongst the traits of expert sight-

ǊŜŀŘŜǊǎ ŀǊŜ ΨŎŜǊǘŀƛƴ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎǎ ǊŜƭŀǘŜŘ ǘƻ ǘƘŜƛǊ ƳǳǎƛŎŀƭ ŜŘǳŎŀǘƛƻƴ ώΧϐΣ ƛƴŎƭǳŘƛƴƎ 

ŜŀǊƭȅ ŀƎŜ ƻŦ ǎƪƛƭƭ ŀŎǉǳƛǎƛǘƛƻƴΩ (Arthur et al., 2020, p. 543). This idea of an early start for 

sight-ǊŜŀŘƛƴƎ ǎƪƛƭƭǎ ŘŜǾŜƭƻǇƳŜƴǘ ƛǎ ŀƭǎƻ ŘƛǎŎǳǎǎŜŘ ƛƴ ƳǳǎƛŎ ǘŜŀŎƘŜǊǎΩ trade publications 

(Spanswick, 2014), recommending relevant training from the first/beginner levels of 

music studies. 

2.3.2 Sight-reading skills v ersus performance skills  

Literature makes a distinction between sight-reading skills and instrumental 

(performance) skills (Penttinen et al., 2015; Lehmann & Ericsson, 1996; McPherson, 

1994). Good performance skills can be helpful for the sight-reading process, for 

example due to good command of the instrument, while relevant limitations may also 

influence the sight-reading ability (Lehmann & Kopiez, 2016). The level of general 
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performance skills appears to be perceived as the maximum level of sight-reading 

potential, while sight-reading practice determines the proximity of the two distinct 

ƭŜǾŜƭǎΦ !ŎŎƻǊŘƛƴƎ ǘƻ [ŜƘƳŀƴƴ ŀƴŘ YƻǇƛŜȊ όнлмсύΥ ΨƻƴŜ Ŏŀƴ ƴŜǾŜǊ ǎƛƎƘǘ-read beyond the 

level of rehearsed performance, but how close to this level one sight-reads or sight-

ǎƛƴƎǎ ŀǇǇŜŀǊǎ ǘƻ ōŜ ŀ ƳŀǘǘŜǊ ƻŦ ǘǊŀƛƴƛƴƎΩ όǇΦ ррсύΦ 

The process of developing sight-reading skills is also not considered similar to 

the acquisition of performance skills, due to the differences in the context where they 

occur (long practice versus no practice) and the expectations for each (clear idea of 

practised repertoire, compared to the unknown elements of sight-reading pieces) 

(Lehmann & Ericsson, 1996). For beginners, in particular, McPherson (1994) 

emphasises that the sight-ǊŜŀŘƛƴƎ ŀōƛƭƛǘȅ ΨǎƘƻǳƭŘ ƴƻǘ ōŜ ŎƻƴǎƛŘŜǊŜŘ ǎȅƴƻƴȅƳƻǳǎ ǿƛǘƘ 

ǘƘŜ ǎǘǳŘŜƴǘΩǎ ƻǾŜǊŀƭƭ ŀōƛƭƛǘȅ ǘƻ ǇŜǊŦƻǊƳ ŀ ǊŜǇŜǊǘƻƛǊŜ ƻŦ ǊŜƘŜŀǊǎŜŘ ƳǳǎƛŎΩ όǇΦ 228). For 

non-beginners, advanced performance skills do not guarantee equally developed 

sight-reading skills; therefore, performance of well-rehearsed repertoire is also not 

indicative of sight-reading performance (Lehmann & Ericsson, 1996). This is also 

supported ōȅ ½ƘǳƪƻǾΩǎ όнлмпōύ ǊŜǎŜŀǊŎƘ ƻƴ ŀŘǾŀƴŎŜŘ ǇƛŀƴƛǎǘǎΣ ǿƘƛŎƘ ŦƻǳƴŘ ǘƘŀǘ ǘƘŜƛǊ 

sight-reading skills were relatively low, in comparison to their highly developed 

ǇŜǊŦƻǊƳŀƴŎŜ ǎƪƛƭƭǎΦ Ψ5ŜƭƛōŜǊŀǘŜ ŜŦŦƻǊǘǎ ǘƻ ŘŜǾŜƭƻǇΩ ŀǊŜ ǘƘŜǊŜōȅ ƴŜŎŜǎǎƛǘŀǘŜŘ ǘƻ ƭŜŀŘ ǘƻ 

sight-reading excellence (Lehmann & Kopiez, 2016, p. 556). 

2.4 Strategies and musical skills involved in sight -reading  

Sight-reading literature proposes strategies to enhance the effectiveness of time 

spent on sight-reading activities, as well as contexts which seem to enhance the 

development of relevant skills, in order to facilitate the development of habits for an 

efficient approach to playing at sight (Lehmann & Kopiez, 2016; Macmillan, 2015; 

McLachlan, 2015; Gordon, 2014; Spanswick, 2014; Zhukov, 2014a; Cooke, 2011; 

Fisher, 2010; Macmillan, 2010; Harris & Crozier, 2000; Sloboda et al., 1998; Waters et 

al., 1998; Lehmann & Ericsson, 1996; McPherson, 1994; Booth, 1971). The following 

sections (2.4.1-2.4.5) detail some of the most commonly proposed skills and strategies 

linked to sight-reading skills development. 
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2.4.1 Rhythmic skills  

Research has identified a strong association between good rhythmic skills and rhythm 

perception with effective sight-reading, and rhythm training strategies have been 

proposed to facilitate rhythm realisation in performance at sight (Zhukov et al., 2016; 

Zhukov, 2014a, 2014b, 2006; Macmillan, 2015, 2010; Cooke, 2011; Fisher, 2010; Harris 

& Crozier, 2000; McPherson, 1994; Booth, 1971). In addition to good rhythmic skills 

being an important part of general musical skills, sight-reading has been found to be 

positively influenced by rhythm training (Zhukov, 2006; McPherson, 1994), which has 

been proposed as a ǎƛƎƴƛŦƛŎŀƴǘ ǇŀǊǘ ƻŦ ŀ ΨƘȅōǊƛŘ ŎǳǊǊƛŎǳƭǳƳΩ ŦƻǊ ǎƛƎƘǘ-reading, 

combined with style training and participation in collaborative activities (Zhukov et al., 

2016, p. 157). Not only do good rhythm skills enable sight-reading accuracy 

(McPherson, 1994), but they also contribute to achieving a primary objective of 

effective sight-reading, which is to maintain musical flow and continuity while playing 

at sight (Zhukov, 2014a, Fisher, 2010; Macmillan, 2010; Wristen, 2005; Harris & 

/ǊƻȊƛŜǊΣ нлллΤ .ƻƻǘƘΣ мфтмύΦ aŀŎƳƛƭƭŀƴ όнлмлύ ŜƳǇƘŀǎƛǎŜǎ ǘƘŀǘ ΨǊƘȅǘƘƳƛŎ ǇǳƭǎŜ ŀƴŘ 

Ŏƻƴǘƛƴǳƛǘȅ ŘƛǎǘƛƴƎǳƛǎƘ ƎƻƻŘ ǊŜŀŘŜǊǎ ŦǊƻƳ ōŀŘΩ όǇΦ улύΣ ǿƘƛƭŜ ŎƻƴǘƛƴǳƛǘȅΣ ƭŀŎƪ ƻŦ ǎǘƻǇǎ 

and musical flow have been viŜǿŜŘ ŀǎ ΨƳƻǊŜ ƛƳǇƻǊǘŀƴǘ ǘƘŀǘ ǘƘŜ ŀŎŎǳǊŀŎȅ ƻŦ ǘƘŜ ƴƻǘŜǎΩ 

ŘǳǊƛƴƎ ǇŜǊŦƻǊƳŀƴŎŜ ŀǘ ǎƛƎƘǘ ό.ƻƻǘƘΣ мфтмΣ ǇΦ мннύΦύ ¢ƘŜ ƛƳǇƻǊǘŀƴŎŜ ƻŦ ΨƳŀƛƴǘŀƛƴƛƴƎ 

ŦƭǳŜƴŎȅΩ (Harris & Crozier, 2000, p. 47) is also recognised as one of the challenges 

encountered during sight-reading (Harris & Crozier, 2000; Wristen, 2005).  

2.4.2 Aural skills & auditory representations  

The ability to create auditory images through visual representations, also encountered 

ŀǎ ΨƳŜƴǘŀƭ ƘŜŀǊƛƴƎΩΣ ΨƳŜƴǘŀƭ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴΩΣ ΨƛƴƴŜǊ ƘŜŀǊƛƴƎΩΣ ΨŀǳŘƛŀǘƛƻƴΩΣ ƻǊ ΨƳŜƴǘŀƭ 

ǊŜƘŜŀǊǎŀƭΩ ƛǎ ŀƭǎƻ ǇƻǿŜǊŦǳƭƭȅ ŎƻƴƴŜŎǘŜŘ ǘƻ ǘƘŜ ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ ǎƛƎƘǘ-reading skills 

(Mishra, 2014a, 2014b; Hayward & Gromko, 2009; Kopiez et al., 2006; Waters et al., 

1998; McPherson, 1994; Gordon, 1989). This refers to the ability to look at the music 

and imagine how it sounds (Gordon, 2014; Watkins & Scott, 2012; Cooke, 2011; 

Hofmann, 1976). Research suggests that aural representations contribute to sight-

ǊŜŀŘƛƴƎ ŀŎŎǳǊŀŎȅΣ ŀǎ ǘƘŜȅ ŎǊŜŀǘŜ ΨŀǳŘƛǘƻǊȅ ŜȄǇŜŎǘŀǘƛƻƴǎΩ ό[ŜƘƳŀƴƴ ϧ YƻǇƛŜȊΣ нлмсΣ ǇΦ 

552): the more the aural representation resembles the music, the more accurate is 

performance at sight likely to be (Lehmann & Kopiez, 2016; Waters et al., 1998; Scripp, 
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1995; McPherson, 1994). Aural skills are, therefore, strongly connected to sight-

reading achievement, as these facilitate the creation of mental representations 

(Lehmann & Kopiez, 2016; Hayward & Gromko, 2009).  

Sight-reading pedagogy sources recommend providing opportunities for 

ƭŜŀǊƴŜǊǎ ǘƻ ǇǊŀŎǘƛǎŜ ǘƘŜƛǊ ΨƛƴƴŜǊ ƘŜŀǊƛƴƎΩΣ ōȅ ǊŜŀŘƛƴƎ ǘƘŜ ǎŎƻǊŜ ǎƛƭŜƴǘƭȅ ŀƴŘ ǘƻ ǘǊȅƛƴƎ ǘƻ 

ƘŜŀǊ ƛǘ ƛƴ ǘƘŜƛǊ ƘŜŀŘΦ ¢ƘŜ ŀƛƳ ƛǎ ǘƻ ŎǊŜŀǘŜ ŀ ƳŜƴǘŀƭ ƛƳǇǊŜǎǎƛƻƴ ƻŦ ǘƘŜ ǿǊƛǘǘŜƴ ƳǳǎƛŎΣ Ψǘƻ 

hear (ǘƘŜ ƳǳǎƛŎύ ƛƴ ǘƘŜƛǊ ƳƛƴŘΩǎ ŜŀǊΩ όCƛǎƘŜǊΣ нлмлΣ ǇΦ 127), by imagining how the music 

sounds (Gordon, 2014; Watkins & Scott, 2012; Cooke, 2011; Fisher, 2010; Hofmann, 

1976). The process of creating auditory representations is also implemented during 

the course of sight-reading performance, while simultaneously scanning the upcoming 

musical sections (Huovinen et al., 2018; Wristen, 2005; Furneaux & Land, 1999; Truitt 

et al., 1997; Goolsby, 1994a, 1994b) ƛƴ ǇǊŜǇŀǊŀǘƛƻƴ ƻŦ ǿƘŀǘ ƳƛƎƘǘ Ŧƻƭƭƻǿ ΨŀƘŜŀŘ ƻŦ ǘƘŜ 

ŎǳǊǊŜƴǘ Ǉƻƛƴǘ ƻŦ ŜȄŜŎǳǘƛƻƴΩ όtŜƴǘǘƛƴŜƴ et al., 2015, p. 38). 

Literature has linked mental rehearsal of specific parameters of sight-reading 

pieces, such as rhythms, challenging bars or even the entire piece, to sight-reading 

efficacy. More specifically, Waters, Townsend and Underwood (1998) showed that 

ΨǎƛƎƘǘ-ǊŜŀŘƛƴƎ ŀōƛƭƛǘȅ ƛǎ ŘŜǇŜƴŘŜƴǘ ƻƴ ǘƘŜ ŦŀŎƛƭƛǘȅ ǘƻ ǳǎŜ ŀǳŘƛǘƻǊȅ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴǎΩ όǇΦ 

147): the closer the resemblance of the internalised aural representation to the music 

to be performed, the higher the level of accuracy of the sight-reading performance 

(Waters et al., 1998; Scripp, 1995; McPherson, 1994). Aural skills are, therefore, 

strongly connected to sight-reading achievement, as these facilitate higher levels of 

efficiency in the process of creating mental representations of the written music 

(Lehmann & Kopiez, 2016; Hayward & Gromko, 2009). Developing such skills (for 

example through aural training) has been viewed as a helpful tool contributing to 

more effective sight-reading (Mishra, 2014b; Fisher, 2010; Macmillan, 2010; Wristen, 

2005; McPherson, 1994). 

2.4.3 Prediction skills  

The ability to predict and anticipate what might follow within a sight-reading piece 

seems to be a positive predictor of sight-reading effectiveness. Sloboda (1976) 

demonstrated the strong effect of previous knowledge on the creation of expectations 

during sight-reading performance by identifying proof-ǊŜŀŘŜǊΩǎ ŜǊǊƻǊǎ ƻŦ ǎƛƎƘǘ-readers 
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who corrected notes which had been melodically altered by the researcher 

intentionally, because these alterations violated their musical expectations (Sloboda, 

1976). Similarly, Lehmann and Ericsson (1996) proved the powerful impact of 

expectations based on previous knowledge through an experiment in which pianists 

successfully created sequences to fill in gaps in the printed music while sight-reading 

ΨōŀǎŜŘ ǎƻƭŜƭȅ ƻƴ ǘƘŜ ŎƻƴǘŜȄǘ ƻŦ ǘƘŜ ŎǳǊǊŜƴǘ ǇƛŜŎŜΣ ǘƘŜƛǊ ǎǘƻǊŜŘ ƎŜƴŜǊŀƭ ƪƴƻǿƭŜŘƎŜΣ ŀƴŘ 

ǘƘŜƛǊ ŜȄǇŜŎǘŀǘƛƻƴǎΩ (Lehmann & Kopiez, 2016, p. 553). 

 The importance of overall musical knowledge and its influence on the sight-

reading process is reinforced by literature. Aspects such as technical capabilities on 

the instrument (Hayward & Gromko, 2009; Sloboda et al., 1998), theoretical 

knowledge (Arthur et al., 2020; Wolf, 1976), or familiarity with diverse musical styles 

and stylistic characteristics (Zhukov et al., 2016; Zhukov, 2014a, 2014b; Madell & 

Hébert, 2008; Kopiez et al., 2006), are viewed as of great importance. Emphasis is 

placed upon theoretical knowledge, including awareness of music theory, harmony, 

structure and form, and stylistic/historical considerations, as they can influence the 

generation of relevant predictions for the music to be played at sight (Arthur et al., 

2020; Lehmann & Kopiez, 2016; Mishra, 2014b; Lehmann and Ericsson, 1996; Sloboda, 

1976). Arthur et al. όнлнлύ ŀƭǎƻ ǎǳƎƎŜǎǘǎ ǘƘŀǘ ǘƘƛǎ ΨƳŀȅ ōŜ ǿƘŀǘ ŦŀŎƛƭƛǘŀǘŜǎ ǘƘŜ 

άŎƘǳƴƪƛƴƎέ ƴŜŎŜǎǎŀǊȅ ŦƻǊ ƛƴŎǊŜŀǎŜŘ ŜŦŦƛŎƛŜƴŎȅ ƛƴ Ǿƛǎǳŀƭ ǇǊƻŎŜǎǎƛƴƎΩ όǇΦ проύΦ  

2.4.4 Ensemble skills and participation in collaborative activities  

Literature underlines the significance of participation in ensembles and in chamber 

music activities for facilitating sight-reading (Wristen, 2005; Lehmann & Ericsson, 

1996). Various collaborative contexts are proposed for the development and practical 

implementation of sight-reading skills, ranging from sight-reading duets between 

similar-grade students (Macmillan, 2015, 2010; McLachlan, 2015; Fisher, 2010; Booth, 

1971) and teacher-student duets (Watkins & Scott, 2012; Fisher, 2010; Macmillan, 

2010; Harris & Crozier, 2000), to group lessons (Watkins & Scott, 2012; Fisher, 2010), 

and participation in wider ensembles or accompanying activities (Zhukov et al., 2016; 

Macmillan, 2015; McLachlan, 2015; Zhukov, 2014b; Spanswick, 2014; Cooke, 2011; 

Fisher, 2010; Macmillan, 2010, 2015; Kopiez et al., 2006; Keyworth, 2005; Lehmann & 

Ericsson, 1993, 1996; Wristen, 2005; Hofmann, 1976).  
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[ŜƘƳŀƴƴ ŀƴŘ 9ǊƛŎǎǎƻƴΩǎ όмффоΣ мффсύ ǊŜǎŜŀǊŎƘ ŜȄǇƭƻǊŜŘ piano accompaniment 

ŀǎ Ψƛǘ ǊŜǇǊŜǎŜƴǘǎ ŀ ǎǘŀƴŘŀǊŘƛȊŜŘ ǎƛǘǳŀǘƛƻƴ ǘƘŀǘ ŎŀǇǘǳǊŜǎ ǘƘŜ ŜǎǎŜƴǘƛŀƭ ŘŜƳŀƴŘǎ ŀƴŘ 

constraints on expert sight-ǊŜŀŘƛƴƎΩ ό[ŜƘƳŀƴƴ ϧ 9ǊƛŎǎǎƻƴΣ мффоΣ ǇΦ мунύΦ ¢ƘŜ 

researchers found that individuals who had greater experience in accompanying and 

collaborative activities tended to be better sight-readers than those who primarily 

engaged in solo performance. Their research findings identified accompanying 

experience as a good indicator of sight-reading achievement (Lehmann & Ericsson, 

1993, 1996). Zhukov (2016) further supports this argument by proposing a sight-

reading curriculum, in which participation and collaborative playing activities form 

one of the three main areas of relevant training, alongside rhythm and style training. 

Most recently, Arthur, McPhee and Blom (2020) also found that differences in 

performance experiences, such as experience in solo repertoire, accompanying 

activities or ensembles, lead to differences in the development of sight-reading skills. 

Although the researchers did not conclude a strong correlation between collaborative 

playing and sight-reading expertise, they recognised that participation in such 

activities may play a significant part in the development of sight-ǊŜŀŘƛƴƎ ǎƪƛƭƭǎ Ψŀǘ ǘƘŜ 

ōŜƎƛƴƴŜǊ ƭŜǾŜƭΩ ό!ǊǘƘǳǊ Ŝǘ ŀƭΦΣ 2020, p. 453).  

 In addition to the contribution of collaborative participation to the 

development of sight-reading skills, relevant benefits have been identified in relation 

to the actual process of playing at sight. More specifically, participation in ensembles 

and collaborative activities has been claimed to contribute to a better sense of 

continuity and musical flow during performance at sight (Keyworth, 2005; Kostka, 

2000). Keyworth (2005) suggests that ensemble playing and chamber music activities 

can contribute to the achievement of continuity and musical playing, resulting in fewer 

hesitations and corrections of note errors. This is further supported by Fisher (2010), 

who further supports that collaborative sight-reading activities allow for collaborative 

ǊŜŦƭŜŎǘƛƻƴ ŀƴŘ ŦŜŜŘōŀŎƪ ƻƴ ǇŜǊŦƻǊƳŀƴŎŜ ŀǘ ǎƛƎƘǘΣ ǘƘŜǊŜōȅ ƭŜŀŘƛƴƎ ǘƻ Ψŀ ōǊƻŀŘŜǊΣ ƳƻǊŜ 

ǘƘƻǊƻǳƎƘ ǇŜǊǎǇŜŎǘƛǾŜ ǘƘŀƴ Ŏŀƴ ōŜ ƻōǘŀƛƴŜŘ ōȅ ŀ ǎƛƴƎƭŜ ǎǘǳŘŜƴǘΩ όǇΦ суύΦ {ƛƎƘǘ-reading 

while playing with someone else can require further attention and alertness (Cooke, 

2011), as it also demands careful listening and adapting to what others are playing 

(Macmillan, 2015).  
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Positive psychology-related effects have also been addressed in relation to 

sight-ǊŜŀŘƛƴƎ ƛƴ ŎƻƭƭŀōƻǊŀǘƛǾŜ ŎƻƴǘŜȄǘǎΣ ŦƻŎǳǎƛƴƎ ƻƴ ŀǎǇŜŎǘǎ ƻŦ ŎƻƴŦƛŘŜƴŎŜΥ Ψ{ƛƎƘǘ-

reading practice as part of group lessons can make beginning readers feel safe: notes 

lost by somŜ ǿƛƭƭ ōŜ ǎŀǾŜŘ ōȅ ƻǘƘŜǊǎΩ ό²ŀǘƪƛƴǎ ϧ {ŎƻǘǘΣ нлмнΣ ǇΦ млфύΦ Benefits 

concerning motivation and enjoyment are also discussed, suggesting that the social 

environment and the creative context of collaborative playing may facilitate higher 

motivation than individual sight-reading tasks (Fisher, 2010; Macmillan, 2010; Booth, 

1971). Macmillan (2015) supports that sight-reading thus becomes an experience of 

ΨƳŀƪƛƴƎ ƳǳǎƛŎ ǘƻƎŜǘƘŜǊ ŦƻǊ ŜƴƧƻȅƳŜƴǘΩ όǇΦ нлύΣ ǿƘƛƭŜ ŎƻƭƭŀōƻǊŀǘƛǾŜ ŀƴŘ ŜƴǎŜƳōƭŜ 

ǇƭŀȅƛƴƎ ƛǎ ŀƭǎƻ ǇŜǊŎŜƛǾŜŘ ŀǎ ΨƳƻǎǘ ŜƴƧƻȅŀōƭŜ ŀƴŘ ǾŀƭǳŀōƭŜΩ ƛƴ ǊŜŎŜƴǘ ǊŜǎŜŀǊŎƘ ό!ǊǘƘǳǊ 

eǘ ŀƭΦΣ нлнлΣ ǇΦ проύΦ CƛƴŀƭƭȅΣ aŎ[ŀŎƘƭŀƴ ŀǊƎǳŜǎ ǘƘŀǘ ΨǘƘŜ ōŜǎǘ ǿŀȅ ƻŦ ŀƭƭ ǘƻ ŘŜǾŜƭƻǇ 

excellent sight-ǊŜŀŘƛƴƎ ƛǎ ǘƻ Řƻ ƛǘ ǿƛǘƘ ƻǘƘŜǊ ƳǳǎƛŎƛŀƴǎΩ ŀƴŘ ǘƘŀǘ ǇƭŀȅƛƴƎ ΨǳƴŦŀƳƛƭƛŀǊ 

music with others is a suǊŜŦƛǊŜ ǿŀȅ ǘƻ ǎǘƛƳǳƭŀǘŜ ȅƻǳǊ ǊŜŦƭŜȄŜǎΩ όaŎ[ŀŎƘƭŀƴΣ нлмрΣ ǇΦ 

141). 

2.4.5 Further processes  

This section focuses on the processes of observation, pattern recognition and looking 

ahead, which have been strongly associated with effective sight-reading and concern 

ǘƘŜ ǇŜǊŦƻǊƳŜǊΩǎ ŀǇǇǊƻŀŎƘ ǘƻ ǘƘŜ ƳǳǎƛŎ ōŜŦƻǊŜ, during and after performance at sight. 

2.4.5.1 Observation  

Careful observation of the music to be played at sight in advance of performance has 

been proposed by research and music pedagogy literature as a helpful strategy which 

can positively affect performance at sight (Macmillan 2015, 2010; Gordon, 2014; 

Fisher, 2010; Keyworth, 2005; Wristen, 2005; Meffen, 2001; Harris & Crozier, 2000; 

McPherson, 1994). Different terms are encountered for this stage before the delivery 

of sight-ǊŜŀŘƛƴƎΣ ƛƴŎƭǳŘƛƴƎ ΨƻōǎŜǊǾŀǘƛƻƴΩ όDƻǊŘƻƴΣ нлмпύΣ ΨǇǊŜǇŀǊŀǘƛƻƴΩ ό²ǊƛǎǘŜƴΣ нллрΤ 

Harris & Crozier, 2000; McPherson, 1994ύΣ ƻǊ ΨǇǊŜǾƛŜǿΩ όCƛǎƘŜǊΣ нлмлύΦ  

Lƴ aŎtƘŜǊǎƻƴΩǎ όмффпύ ǊŜǎŜŀǊŎƘΣ ǎƪƛƭƭŜŘ ǎƛƎƘǘ-readers were found to exhibit 

ΨǘƘŜ ŀōƛƭƛǘȅ ǘƻ ǎŜŜƪ ƛƴŦƻǊƳŀǘƛƻƴ ǊŜƭŜǾŀƴǘ ǘƻ ŀƴ ŀŎŎǳǊŀǘŜ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ǇǊƛƻǊ ǘƻ ǘƘŜ 

ŎƻƳƳŜƴŎŜƳŜƴǘ ƻŦ ǘƘŜ ƳǳǎƛŎŀƭ ǇŜǊŦƻǊƳŀƴŎŜΩΣ ǿƘƛŎƘ Ƙŀǎ ōŜŜƴ ǾƛŜǿŜŘ ŀǎ ǘƘŜ ŦƛǊǎǘ ǎǘŜǇ 

of a self-regulatory approach in sight-reading tasks (p. 229). Their preparation 

included observation of the key or the time signature, singing silently (in their head) 
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and identifying patterns, as well as considerations related to their instrument 

όaŎtƘŜǊǎƻƴΣ мффпύΦ Ψ{ǘǳŘȅƛƴƎ ǘƘŜ ǎŎƻǊŜ ŀǿŀȅ ŦǊƻƳ ǘƘŜ ƪŜȅōƻŀǊŘΩ Ƙŀǎ ŀƭǎƻ ōŜŜƴ ǳǎŜŘ 

to describe the same process (Meffen, 2001, p. 121). Meffen recommends this in order 

to collect information in advance, which would help the performer to acquire a first 

impression of musical elements to be performed, as well as an idea of physical aspects 

of playing. 

Depending on level, this purposeful preparation may include paying attention 

to elements such as the key, the time signature, dynamics, expression markings, 

articulation, patterns, rhythmic and melodic elements, as well as to clues which reveal 

the character of the music (Macmillan, 2010; Keyworth, 2005; Wristen, 2005; Harris & 

Crozier, 2000; McPherson, 1994), while identifying potentially challenging 

passages/elements and thinking about ways to achieve them is also suggested 

(Wristen, 2005). Through silent reading, careful observation of the score before 

playing at sight can also facilitate the creation of a mental (auditory) representation 

by imagining how the music may sound (Gordon, 2014; Keyworth, 2005; Harris & 

Crozier, 2000). In alignment with the above, Fisher (2010) acknowledges the value of 

this preparatory stage before sight-reading performance and advises to establish a 

ΨǎȅǎǘŜƳŀǘƛŎ ǎƛƎƘǘ-ǊŜŀŘƛƴƎ ǇǊŜǾƛŜǿ ǊƻǳǘƛƴŜΩ όнлмлΣ ǇΦ мнуύΦ  

2.4.5.2 Pattern recognition  

As stated previously, the identification of patterns is an important parameter of 

preparation, as it is directly linked with the processing of visual information (Lehmann 

& Kopiez, 2016; McLachlan, 2015; Furneaux & Land, 1999). The ability to identify 

patterns influences sight-reading efficiency (Spanswick, 2014; Fisher, 2010; 

Macmillan, 2010; Sloboda et al., 1998; McPherson, 1994), as it contributes to the 

ǇǊƻŎŜǎǎ ƻŦ ΨŎƘǳƴƪƛƴƎΩ ƻŦ ƛƴŦƻǊƳŀǘƛƻƴ ƛƴǘƻ ƳŜŀƴƛƴƎŦǳƭ ƎǊƻǳǇǎΣ ǊŀǘƘŜǊ ǘƘŀƴ ǎƛƴƎƭŜ ǳƴƛǘǎΣ 

and therefore to visual processing prior to and during sight-reading (Macmillan, 2015; 

McLachlan, 2015; Spanswick, 2014; Fisher, 2010; Wristen, 2005). Due to the positive 

effect of pattern perception on the sight-reading process, the literature generally 

encourages the development of strategies relating to the ability to identify patterns. 

More specifically, Fisher (2010) emphasises the importance of this ability, stating that 

Ψƛǘ ƛǎ ŜǎǎŜƴǘƛŀƭ ŦƻǊ ǘƘŜ Ǉƛŀƴƛǎǘ ǘƻ ōŜ ŀōƭŜ ǘƻ ŘƛǎŎŜǊƴ ǇŀǘǘŜǊƴǎΩ όǇΦ мнтύΦ ¢ƘŜǎŜ may include 
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melodic or rhythmic patterns, note patterns such as arpeggios, accompaniment or 

scales patterns, or even repeated sections of music, which are then perceived as 

groups, rather than as single pieces of information (Spanswick, 2014; Fisher, 2010; 

Macmillan, 2010). Pattern recognition is also connected to fingering patterns, as 

ΨŦǊŜǉǳŜƴǘƭȅ ƻŎŎǳǊǊƛƴƎ ǇŀǘǘŜǊƴǎ όŜΦƎΦΣ ǎŎŀƭŜǎ ŀƴŘ ōǊƻƪŜƴ ŎƘƻǊŘǎύ Ƴŀȅ ƘŀǾŜ ŎƻŘƛŦƛŜŘ 

ŦƛƴƎŜǊƛƴƎǎ ǇǊŜǎŎǊƛōŜŘ ƛƴ ǇŜŘŀƎƻƎƛŎ ǘŜȄǘǎΩΣ ǘƘŜǊŜōȅ ŀƭǎƻ ƛƴŦƻǊƳƛƴƎ ǘƘŜ ǎŜƭŜŎǘƛƻƴ ƻŦ 

appropriate and effective fingering or finger combinations (Sloboda et al., 1998, p. 

185).  

2.4.5.3 Looking ahead 

Ψ[ƻƻƪƛƴƎ ŀƘŜŀŘΩ ǊŜŦŜǊǎ ǘƻ ǘƘŜ ǎŎŀƴƴƛƴƎ ƻŦ ǘƘŜ ǳǇŎƻƳƛƴƎ ǎŜŎǘƛƻƴǎ ƻŦ ǘƘŜ ǎŎƻǊŜΣ ŀƘŜŀŘ 

ƻŦ ǘƘŜ ŎǳǊǊŜƴǘ Ǉƻƛƴǘ ƻŦ ŜȄŜŎǳǘƛƻƴΣ ōȅ ƪŜŜǇƛƴƎ ΨǘƘŜ ŜȅŜ ƳƻǾƛƴƎ ǎƭƛƎƘǘƭȅ ŀƘŜŀŘ ƻŦ ǘƘŜ 

ŀŎǘǳŀƭ ƳǳǎƛŎΩ ƛƴ ƻǊŘŜǊ ǘƻ ǇǊŜǇŀǊŜ ŦƻǊ ǿƘŀǘ ƳƛƎƘǘ Ŧƻƭƭƻǿ όDƻǊŘƻƴΣ нлмпΣ ǇΦ пфύΦ !ǎ 

mentioƴŜŘ ǇǊŜǾƛƻǳǎƭȅΣ ΨƭƻƻƪƛƴƎ ŀƘŜŀŘΩ ƛǎ ƭƛƴƪŜŘ ǘƻ ǘƘŜ ŜȅŜ ŦǳƴŎǘƛƻƴ ŀƴŘ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ 

the eye-hand span (Huovinen et al., 2018; Penttinen et al., 2015; Wristen, 2005; 

Furneaux & Land, 1999; Truitt et al., 1997; Goolsby, 1994a, 1994b). Research involving 

skilled and novice sight-readers has also identified differences in the length of forward 

eye movements, linking the ability to look further down the score and to retain in 

memory more notes ahead of the point of playing on the score to the level of sight-

reading expertise, therefore suggesting that this may be a trainable skill (Arthur et al., 

2020; Ylitalo & Puurtinen, 2018; Arthur, 2017; Penttinen et al., 2015; Furneaux & Land, 

1999; McPherson, 1994; Sloboda, 1977, 1974; Booth, 1971). Arthur et al. (2020) 

emphasises the importance of background and contextual knowledge to support the 

chunking process of visual information by making the chunks more meaningful, 

ŀǊƎǳƛƴƎ ǘƘŀǘ ΨǎƛƳǇƭȅ άƭƻƻƪƛƴƎ ŀƘŜŀŘέΩ Ƴŀȅ ōŜ ΨŎƻǳƴǘŜǊǇǊƻŘǳŎǘƛǾŜΩ όǇΦ ппфύΦ  

¢ƘŜ ǎǘǊŀǘŜƎȅ ƻŦ ΨƭƻƻƪƛƴƎ ŀƘŜŀŘΩ ƛǎ ŜƴŎƻǳǊŀƎŜŘ ōȅ ƳǳǎƛŎ ǇŜŘŀƎƻƎȅ ƭƛǘŜǊŀǘǳǊŜΣ 

ōŜƛƴƎ ǇŜǊŎŜƛǾŜŘ ŀǎ Ψŀ ƎǊŜŀǘ ǘŜŎƘƴƛǉǳŜΩ όWestney, 2003, p. 134) and a necessary 

strategy: Ψŀƭǿŀȅǎ ǊŜŀŘƛƴƎ ŀƘŜŀŘΩ ό{ǇŀƴǎǿƛŎƪΣ нлмпΣ ǇΦ ннύΤ ΨǇǳǇƛƭǎ ǎƘƻǳƭŘ ōŜ 

ŜƴŎƻǳǊŀƎŜŘ ǘƻ ǊŜŀŘ ŀƘŜŀŘΩ όIŀǊǊƛǎ ϧ /ǊƻȊƛŜǊΣ нлллΣ ǇΦ пфύΤ ΨǊŜŀŘ ŀƘŜŀŘ ŀǎ ŦŀǊ ŀǎ ȅƻǳ 

ǎŀŦŜƭȅ ŎŀƴΩ ό/ƻƻƪŜΣ нлммΣ ǇΦ мофύΤ Ψƭƻƻƪ ŀƘŜŀŘ ƻƴ ǘƘŜ ƳǳǎƛŎ ς at least to the next beat 

ƻǊ ōŀǊΩ όaŀŎƳƛƭƭan, 2010, p. 80). Keyworth (2005) suggests the use of covers moving 

along the score to hide musical parts which have just been played, thereby making the 
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eyes move forward. However, this approach is criticised by Harris and Crozier (2000), 

who argue that although this indeed makes the eyes look ahead, at the same time it 

ƛǎ ΨǊŜǎǘǊƛŎǘƛƴƎ ǘƘŜ ǊŜƎǊŜǎǎƛǾŜ ƻǊ ōŀŎƪǿŀǊŘ ƎƭŀƴŎŜǎ ǘƘŀǘ ŀǊŜ ǾŜǊȅ ƳǳŎƘ ǇŀǊǘ ƻŦ ǘƘŜ ƻǾŜǊŀll 

ǎŎŀƴƴƛƴƎ ǇǊƻŎŜǎǎΩ όǇΦ пфύΦ !ǎ explained in section 2.2, these regressive eye movements 

also contribute to the creation of an overall picture of the music, additionally including 

the information obtained through the peripheral vision (Goolsby, 1994b). The authors 

ŀƭǎƻ ŀǊƎǳŜ ǘƘŀǘ ΨŀƭǘƘƻǳƎƘ ŜȅŜ ƳƻǾŜƳŜƴǘ ƛǘǎŜƭŦ Ŏŀƴƴƻǘ ōŜ ǘǊŀƛƴŜŘΩ όIŀǊǊƛǎ ϧ /ǊƻȊƛŜǊΣ 

2000, p. 46), eye movements are the result of reading habits, which can be developed 

to contribute to effective sight-reading. 

2.5 Further considerations  

This section discusses further considerations, concerning sight-reading resources 

(section 2.5.1), keyboard awareness (section 2.5.2), and playing speed during 

performance at sight (section 2.5.3). 

2.5.1 Resources of sight-reading material  

Appropriateness of the resources and material used for sight-reading is emphasised 

by literature (McLachlan, 2015; Pentinnen et al., 2015; Gordon, 2014; Spanswick, 

2014; Cooke, 2011; Fisher, 2010; Macmillan, 2010; Harris & Crozier, 2000; Lehmann & 

Ericsson, 1996). This concerns not only the level of the material, but also the types of 

ǊŜǎƻǳǊŎŜǎ ŀƴŘ ŎƻƴǎƛŘŜǊŀǘƛƻƴǎ ƻŦ ƭŜŀǊƴŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴΦ 

 Careful selection and the grading of the sight-reading materials is advised and  

ŀŘŀǇǘƛƴƎ ǘƘŜ ƳŀǘŜǊƛŀƭ ǘƻ ǎǘǳŘŜƴǘǎΩ ǊŜŀŘƛƴƎ ǎƪƛƭƭǎ ƛǎ ŎƻƴǎƛŘŜǊŜŘ ƻŦ ǳǘƳƻǎǘ ƛƳǇƻǊǘŀƴŎŜ 

(Gordon, 2014; Fisher, 2010; Harris & Crozier, 2000). Appropriate selection and 

ŎƻƴǎƛŘŜǊŀǘƛƻƴ ƻŦ ƭŜŀǊƴŜǊǎΩ ƻǾŜǊŀƭƭ ƭŜǾŜƭ ƻŦ ǎƪƛƭƭǎ Ƴŀȅ ƴƻǘ ƻƴƭȅ ŘŜŎǊŜŀǎŜ ŀƴȅ ΨǇƻǎǎƛōƭŜ 

discomfort for sight-ǊŜŀŘƛƴƎΩ όDƻǊŘƻƴΣ нлмпΣ ǇΦ 49), but it might also result in better 

quality in sight-reading performance, allowing for improved flow and higher level of 

accuracy (Gordon, 2014; Fisher, 2010; Harris & Crozier, 2000).  

 Regarding the level of the sight-reading material, pieces at the same or at a 

ǎƭƛƎƘǘƭȅ ƭƻǿŜǊ ƭŜǾŜƭ ǘƘŀƴ ǘƘŜ ƭŜŀǊƴŜǊǎΩ ƻǾŜǊŀƭƭ ƛƴǎǘǊǳƳŜƴǘŀƭ ǎƪƛƭƭǎ ŀǊŜ ƎŜƴŜǊŀƭƭȅ ǾƛŜǿŜŘ 

as appropriate, especially in beginning stages (McLachlan, 2015; Pentinnen et al., 

2015; Gordon, 2014; Fisher, 2010; Macmillan, 2010; Harris & Crozier, 2000; Lehmann 
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& Ericsson, 1996). Pentinnen et al. (2015) suggests using simpler material, of a lower 

ƭŜǾŜƭ ǘƘŀƴ ǇŜǊŦƻǊƳŀƴŎŜ ǎƪƛƭƭǎΣ ǎǳǇǇƻǊǘƛƴƎ ǘƘŀǘ ΨǳƴŘŜǊǎǘŀƴŘƛƴƎ ǘƘŜ ǇǊƻŎŜǎǎŜǎ 

underlying sight-reading performance does not necessarily have to start with musical 

material matŎƘŜŘ ŦƻǊ ƛǘǎ ŎƻƳǇƭŜȄƛǘȅ ǿƛǘƘ ǘƘŜ ώΧϐ ǳǎǳŀƭ ƭŜǾŜƭ ƻŦ ǇŜǊŦƻǊƳŀƴŎŜΩ όǇΦ пфύΦ 

In addition, the sight-ǊŜŀŘƛƴƎ ǎƪƛƭƭǎ ƻŦ ǇŀǊǘƛŎƛǇŀƴǘǎ ƛƴ [ŜƘƳŀƴƴ ŀƴŘ 9ǊƛŎǎǎƻƴΩǎ όмффсύ 

research appeared to have developed with a gradual advancement of the musical 

ƳŀǘŜǊƛŀƭΣ Ψǎǘarting with easier pieces early in their musical development and 

ǇǊƻƎǊŜǎǎƛƴƎ ǘƻ ƳƻǊŜ ŘƛŦŦƛŎǳƭǘ ƻƴŜǎ ŀǎ ǘƘŜ Ǉƛŀƴƛǎǘ ŀǘǘŀƛƴǎ ƘƛƎƘŜǊ ƭŜǾŜƭ ƻŦ ƎŜƴŜǊŀƭ ǎƪƛƭƭǎΩ 

(p. 23).  

Relevant suggestions from music pedagogy literature are aligned with research 

findings. Starting with sight-reading pieces at a level of difficulty which is low enough, 

featuring elements that the learners are familiar with, is advised in order for the task 

to feel more achievable (Gordon, 2014; Fisher, 2010; Macmillan, 2010). Gordon (2014) 

ŜƳǇƘŀǎƛǎŜǎ ǘƘŀǘ ΨǘƘŜ ƪŜȅ ǘƻ ƛƳǇǊƻǾŜƳŜƴǘ ƛƴ ǘƘƛǎ ŀǊŜŀ ƛǎ ǘƻ ŎƘƻƻǎŜ ƳǳǎƛŎ ǘƘŀǘ ƛǎ ŜŀǎȅΩ 

όǇΦ пуύ ǎƻ ǘƘŀǘ ƛǘ ǿƻǳƭŘ ōŜ ǇƻǎǎƛōƭŜ ǘƻ ǊŜŀŘ ΨǊƘȅǘƘƳƛŎŀƭƭȅΣ ǿƛǘƘƻǳǘ ōǊŜŀƪƛƴƎ ŘƻǿƴΣ and 

ǿƛǘƘ ŀ ƘƛƎƘ ŘŜƎǊŜŜ ƻŦ ŀŎŎǳǊŀŎȅΩ όǇΦ пфύΦ CƛǎƘŜǊ όнлмлύ ǊŜŎƻƳƳŜƴŘǎ ǘƘŜ ǎŀƳŜ ŀǇǇǊƻŀŎƘ 

for ensemble sight-reading contexts as well. Appropriate level of material may also 

ƘŀǾŜ ŀ ǇƻǎƛǘƛǾŜ ƛƳǇŀŎǘ ƻƴ ƭŜŀǊƴŜǊǎΩ ŜƴŎƻǳǊŀƎŜƳŜƴǘΣ motivation, and overall attitude 

towards sight-reading (Gordon, 2014; Macmillan, 2010; Harris & Crozier, 2000).  

Lƴ ŀŘŘƛǘƛƻƴΣ ƛƴǎǘǊǳƳŜƴǘŀƭ ǘŜŀŎƘŜǊǎ ŀǊŜ ŀŘǾƛǎŜŘ ǘƻ ŦŀŎƛƭƛǘŀǘŜ ǎǘǳŘŜƴǘǎΩ 

involvement into the selection process of sight-reading material, as this can have 

positive effects on psychology-ǊŜƭŀǘŜŘ ŀǎǇŜŎǘǎ ƻŦ ƭŜŀǊƴƛƴƎΣ ǎǳŎƘ ŀǎ ƻƴ ƭŜŀǊƴŜǊǎΩ 

engagement, motivation, interest, and confidence (Gordon, 2014; Macmillan, 2010; 

Renwick & McPherson, 2002; Booth, 1971). Supporting lŜŀǊƴŜǊǎΩ ƛƴƛǘƛŀǘƛǾŜ in selecting 

material for sight-reading is also advised (Cooke, 2011), while Spanswick (2014) 

emphasised the importance of ŎǊŜŀǘƛƴƎ ŀ ǇƻǎƛǘƛǾŜ ƳǳǎƛŎŀƭ ŎƻƴǘŜȄǘ ŦƻǊ ǎǘǳŘŜƴǘǎΩ ǎƛƎƘǘ-

reading activities by providing positive motivation, by selecting enjoyable and diverse 

musical material, by considering their preferences and by allowing space for 

imagination and curiosity; as Spanswick argues, ΨƳŀƴȅ ǊŜŀŘƛƴƎ ǘŜǎǘǎ ŀǊŜ ǎƻƳŜǿƘŀǘ 

Řǳƭƭ ŀƴŘ ƭŀŎƪƛƴƎ ƛƴ ƛƳŀƎƛƴŀǘƛƻƴΩ όǇΦ 21). 

In relation to the types of resource recommended within the literature, these 

include graded sight-ǊŜŀŘƛƴƎ ǇǳōƭƛŎŀǘƛƻƴǎΣ ƎƻƻŘ ǉǳŀƭƛǘȅ ƳǳǎƛŎŀƭ ƳŀǘŜǊƛŀƭΣ ŀƴŘ ΨǊŜŀƭΩ 
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music (Macmillan, 2010, p. 81) from composers of different musical eras (MacLachlan, 

2015; Spanswick, 2014; Macmillan, 2010; IŀǊǊƛǎ ϧ /ǊƻȊƛŜǊΣ нлллύΦ wŜǎƻǳǊŎŜǎ ΨǿƛǘƘ 

ŀŎŎƻƳǇŀƴȅƛƴƎ ǊŜŎƻǊŘƛƴƎǎΩ ŀǊŜ ŀƭǎƻ ǇǊƻǇƻǎŜŘ όaŀŎƳƛƭƭŀƴΣ нлмлΣ ǇΦ унύΣ ŀǎ ǿŜƭƭ ŀǎ ŘƛƎƛǘŀƭ 

material, such as sight-reading apps (Pierce et al., 2021; Bovin, 2018). Focusing on 

ŘƛƎƛǘŀƭ ƳŀǘŜǊƛŀƭΣ .ƻǾƛƴΩǎ όнлму) research identified an increase in the sight-reading 

development of eighth-grade band students (US) who used one specific web-based 

sight-reading app consistently within their band rehearsals, as opposed to the control 

group who did not use the app. The researcher recommends the use of this app for 

Ψŀƭƭ ƳǳǎƛŎ ǘŜŀŎƘŜǊǎΣ ōŜȅƻƴŘ Ƨǳǎǘ ōŀƴŘ ŘƛǊŜŎǘƻǊǎΩ όǇΦ мппύΣ ōŀǎŜŘ ƻƴ ǘƘŜ ŦƭŜȄƛōƛƭƛǘȅ ƻŦ ǘƘŜ 

app and the possibility to generate customised sight-reading pieces for any level and 

with any musical parameters.  

In addition, Pierce et al. (2021) ǳǎŜŘ Ψŀ ƴƻǾŜƭ ŜǾƻƭǳǘƛƻƴŀǊȅ ŀƭƎƻǊƛǘƘƳΩ ǘƻ 

produce sight-ǊŜŀŘƛƴƎ ŜȄŜǊŎƛǎŜǎΣ ΨǳǎƛƴƎ ƳƻŘŜƭǎ ōŀǎŜŘ ƻƴ ŜȄǇŜǊǘ ŜȄŀƳǇƭŜǎΩ όǇΦ мύΦ ¢ƘŜ 

ƳƻŘŜƭǎ ƛƴŎƭǳŘŜŘ ΨǇǊƻŦŜǎǎƛƻƴŀƭƭȅ ǿǊƛǘǘŜƴ ǎƛƎƘǘ-ǊŜŀŘƛƴƎ ŜȄŜǊŎƛǎŜǎΩ όǇΦ мύ ŀǇǇŜŀǊƛƴƎ 

within relevant sight-reading publications4, which served as templates for the 

researchers for detailing the technical parameters within their levels of interest 

(Grades 1 and 2, for the flute). This algorithm operates by generating exercises based 

on the quantified technical parameters. Although such musical examples may cover 

the requirements of these levels, limitations are also evident, in particular relating to 

aesthetics and musical style. In addition, as acknowledged by the researchers, the 

algorithm generates monophonic melodies and therefore is limited. Further 

limitations concern the appropriateness of the generated combinations of note 

pitches: due to the increasing of pitch range, the produced combinations may lead to 

ΨǇƛǘŎƘ ǎŜǉǳŜƴŎŜǎ ǿƘƛŎƘ ŀǊŜ ŀŜǎǘƘŜǘƛŎŀƭƭȅ ƻǊ ǘŜŎƘƴƛŎŀƭƭȅ ƛƴŀǇǇǊƻǇǊƛŀǘŜΩ όtƛŜǊŎŜ Ŝǘ ŀƭΦΣ 

2021, p. 10). Similar limitations concern the use of rests, which may affect phrasing 

and the overall structure of the music. Even though it can be argued that the use of 

technology may be perceived as enjoyable, particularly for younger learners, 

irrespective of the type of material selected for sight-reading, consideration of quality, 

 
4 !ŎŎƻǊŘƛƴƎ ǘƻ tƛŜǊŎŜ Ŝǘ ŀƭΦ όнлнмύΥ ΨCƻǳǊ ōƻƻƪǎ ƻŦ ǎƛƎƘǘ ǊŜŀŘƛƴƎ ŜȄŜǊŎƛǎŜǎ ǿŜǊŜ ǎŜƭŜŎǘŜŘΣ ǊŜǇǊŜǎŜƴǘŀǘƛǾŜ 
of the curricula of the Australian Music Examinations Board (AMEB), Associated Board of the Royal 
Schools of Music (ABRSM), and Trinity College. Grade м ŀƴŘ н ŜȄŜǊŎƛǎŜǎ ǿŜǊŜ ŜȄǘǊŀŎǘŜŘ ŦǊƻƳ ŜŀŎƘ ōƻƻƪΩ 
(p. 3). 
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ƎǊŀŘŜŘ ǊŜǎƻǳǊŎŜǎ ǿƘƛŎƘ ǇǊƻƳƻǘŜ ΨǎȅǎǘŜƳŀǘƛŎΩ ŀƴŘ ΨƘƻƭƛǎǘƛŎΩ ŀǇǇǊƻŀŎƘŜǎ ƛǎ ŎƻƴǎƛŘŜǊŜŘ 

of utmost importance (McLachlan, 2015, p. 141). 

2.5.2 Keyboard awareness  

For pianists in particular, keyboard awareness also influences sight-reading efficacy, 

as it is associated with the manipulation of the instrument without needing to look at 

ǘƘŜ ƘŀƴŘǎ ǿƘƛƭŜ ǇƭŀȅƛƴƎΦ ¢ƘŜ ǘŜǊƳǎ ΨƪŜȅōƻŀǊŘ ǘƻǇƻƎǊŀǇƘȅΩ ƻǊ ΨƪŜȅōƻŀǊŘ ƎŜƻƎǊŀǇƘȅΩ 

are frequently encountered in literature, describing the keyboard layout and the key 

patterns (Fisher, 2010; Wristen, 2005). Research supports the importance of good 

awareness of the keyboard in sight-ǊŜŀŘƛƴƎΣ ŀǎ ƛǘ Ŏŀƴ ŎƻƴǘǊƛōǳǘŜ ǘƻ ǘƘŜ ǇŜǊŦƻǊƳŜǊΩǎ 

ability to play without disrupting their focus on the score by looking at their hands 

(Wristen, 2005; Lehmann & Ericsson, 1996; Banton, 1995). According to Lehmann & 

Ericsson (1996), keyboard players need to be able to move their hands and fingers 

ŀǇǇǊƻǇǊƛŀǘŜƭȅ ǿƛǘƘƻǳǘ ƎǳƛŘŀƴŎŜ ŦǊƻƳ Ǿƛǎǳŀƭ ƛƴǇǳǘΣ ŀǎ ΨǊŜƭƻŎŀǘƛƴƎ ŀ ŎǳǊǊŜƴǘ Ǉƻǎƛǘƛƻƴ ƛƴ 

ǘƘŜ ƳǳǎƛŎ ŀŦǘŜǊ ƭƻƻƪƛƴƎ ŀǘ ǘƘŜ ƪŜȅōƻŀǊŘ ŀƴŘ ǊŜŦƻŎǳǎƛƴƎ ǘƘŜ ŜȅŜΩ όǇΦ рύΣ ΨǿƻǳƭŘ ōǊŜŀƪ 

the visual access tƻ ǘƘŜ ǎŎƻǊŜ ŀƴŘ ŘƛǎǊǳǇǘ ǘƘŜ Ŏƻƴǘƛƴǳƻǳǎ ŜƴŎƻŘƛƴƎ ƻŦ ǘƘŜ ƳǳǎƛŎΩ όǇΦ сύΦ 

In addition, Wristen (2005) emphasises that, alongside mastering basic motor 

patterns, ΨƎŀƛƴƛƴƎ ŦŀƳƛƭƛŀǊƛǘȅ ǿƛǘƘ ǘƘŜ ƎŜƻƎǊŀǇƘȅ ƻŦ ǘƘŜ ƪŜȅōƻŀǊŘ ŀǊŜ ǘƘǳǎ 

prerequisites to sight-ǊŜŀŘƛƴƎΩ όǇΦ прύ ŀƴŘ ōŀƭŀƴŎƛƴƎ the need to look at the score with 

the need to look at the hands is also emphasised (Wristen, 2005). 

 Music pedagogy literature also recognises the importance of keyboard 

awareness in sight-reading and encourages the inclusion of activities which promote 

ǘƘŜ ƭŜŀǊƴŜǊǎΩ ŦŀƳƛƭƛŀǊƛǘȅ ǿƛǘƘ ƪŜȅōƻŀǊŘ ǘƻǇƻƎǊŀǇƘȅ όaŎ[ŀŎƘƭŀƴΣ нлмрΤ DƻǊŘƻƴΣ нлмпΤ 

Cooke, 2011; Fisher, 2010; aŀŎƳƛƭƭŀƴΣ нлмлύΦ CŀŎƛƭƛǘŀǘƛƴƎ Ψŀ ǎƻƭƛŘ ǎŜƴǎŜ ƻŦ ƪŜȅōƻŀǊŘ 

ƎŜƻƎǊŀǇƘȅ ŀƴŘ ǘƻǇƻƎǊŀǇƘȅΩ ƛǎ ŜƳǇƘŀǎƛǎŜŘ ŀƭƻƴƎǎƛŘŜ ŀ ΨƪƛƴŀŜǎǘƘŜǘƛŎ ŀǿŀǊŜƴŜǎǎΩ ƻŦ 

hand and finger positions and movements on the keyboard (Fisher, 2010, p. 129). 

Reminders highlighting the need to avoid looking at the hands while playing at sight 

ŀǊŜ ŀƭǎƻ ŜƴŎƻǳƴǘŜǊŜŘΣ ǘƘǊƻǳƎƘ ǊŜƭŜǾŀƴǘ ǎǳƎƎŜǎǘƛƻƴǎ ŦƻǊ ǘŜŀŎƘƛƴƎΣ ǎǳŎƘ ŀǎ ΨƪŜŜǇ ȅƻǳǊ 

ŜȅŜǎ ƎƭǳŜŘ ƻƴ ǘƘŜ ǇǊƛƴǘŜŘ ŎƻǇȅ ǊŀǘƘŜǊ ǘƘŀƴ ƻƴ ȅƻǳǊ мл ŦƛƴƎŜǊǎΩ όaŎ[ŀŎƘƭŀƴΣ нлмрΣ ǇΦ 

мплύΤ ΨƪŜŜǇ ȅƻǳǊ ŜȅŜǎ ƻƴ ǘƘŜ ƳǳǎƛŎΩ όaŀŎƳƛƭƭŀƴΣ нлнлΣ ǇΦ улύΤ ΨŘƻƴΩǘ ƭƻƻƪ Řƻǿƴ ŀǘ ǘƘŜ 

ƪŜȅōƻŀǊŘ ŀƴȅ ƳƻǊŜ ǘƘŀƴ ȅƻǳ Ŏŀƴ ƘŜƭǇΩ ŀƴŘ Ψƭƻƻƪ Řƻǿƴ ƻƴƭȅ ǿƘŜƴ ŀōǎƻƭǳǘŜƭȅ 

ƴŜŎŜǎǎŀǊȅΩ ό/ƻƻƪŜΣ нлммΣ ǇΦ мофύΤ ΨŀǾƻƛŘ ƭƻƻƪƛƴƎ ŀǘ ƻƴŜϥǎ ƘŀƴŘǎΣ ƻƴƭȅ ōǊƛŜŦƭȅ ƎƭŀƴŎƛƴƎ 
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ŀǘ ǘƘŜƳ ŘǳǊƛƴƎ ƭŀǊƎŜ ǎƘƛŦǘǎ ƛƴ ǇƻǎƛǘƛƻƴΩ όCƛǎƘŜǊΣ нлмлΣ ǇΦ мнфύ ŀƴŘ ΨŦƛƴŘ ƴŜǿ ƘŀƴŘ 

Ǉƻǎƛǘƛƻƴǎ ǿƛǘƘƻǳǘ ƭƻƻƪƛƴƎ ŀǘ ǘƘŜ ƪŜȅōƻŀǊŘΩ όDƻǊŘƻƴΣ нлмпΣ ǇΦ пфύΦ CƛǎƘŜǊ όнлмлύ ŀƭǎƻ 

proposes various activities to promote this awareness, such as playing with the eyes 

closed, in order to enhance the feeling of moving on the piano keyboard without visual 

ŀŎŎŜǎǎΦ aŀŎƳƛƭƭŀƴ όнлмлύ ŀƭǎƻ ǇǊƻǇƻǎŜǎ ōƭƻŎƪƛƴƎ ǘƘŜ ǇǳǇƛƭΩǎ ǾƛŜǿ ōȅ ƘƻƭŘƛƴƎ Ψŀ ǎƘŜŜǘ 

ƻŦ ǇŀǇŜǊΩ ƻǾŜǊ ǘƘŜƛǊ ƘŀƴŘǎ όǇΦ улύΦ IƻǿŜǾŜǊΣ ǘƘƛǎ ǎǳƎƎŜǎǘƛƻƴ ŘƻŜǎ ƴƻǘ ŀǇǇŜŀǊ ǘƻ ōŜ 

consƛǎǘŜƴǘ ǿƛǘƘ .ŀƴǘƻƴΩǎ όмффрύ ǊŜǎŜŀǊŎƘ ŜȄǇƭƻǊƛƴƎ ΨǘƘŜ ǊƻƭŜ ƻŦ Ǿƛǎǳŀƭ ŀƴŘ ŀǳŘƛǘƻǊȅ 

feedback during sight-ǊŜŀŘƛƴƎ ƻŦ ƳǳǎƛŎΩΣ ŀǎ ǘƘŜ ŦƛƴŘƛƴƎǎ ǎǳƎƎŜǎǘŜŘ ǘƘŀǘ ƳƻǊŜ ŜǊǊƻǊǎ 

were made under conditions of complete visual access to hands and fingers, 

compared to controlled visual access (Banton, 1995).  

2.5.3 Playing speed 

Research has explored the relationship between playing speed and sight-reading 

efficiency. Lehmann and Ericsson (1993) did not identify a reliable correlation 

between pianistsΩ selected tempi and sight-reading accuracy. However, their findings 

also indicated that a slower playing speed was employed even by skilled sight-readers, 

Ψƛƴ ƻǊŘŜǊ ǘƻ ŜȄǇƭƻǊŜ ŀƴŘ ǳƴŘŜǊǎǘŀƴŘ ǘƘŜ ǎǘǊǳŎǘǳǊŜ ƻŦ ǘƘŜ ƳǳǎƛŎΩ ό[ŜƘƳŀƴƴ ϧ 9ǊƛŎǎǎƻƴΣ 

1993, p. 193). Lehmann and Kopiez (2016) also claimed that playing at a fast speed 

ǊŀƛǎŜǎ ΨǘƘŜ Ǌƛǎƪ ƻŦ ƳŀƪƛƴƎ ƳƻǊŜ ƳƛǎǘŀƪŜǎΩ όǇΦ ррлύΣ ǉǳƻǘƛƴƎ ŦƛƴŘƛƴƎǎ ŦǊƻƳ ƻǘƘŜǊ ǊŜǎŜŀǊŎƘ 

(Kinsler & Carpenter, 1995; Lannert & Ullman, 1945), which identified that a slower 

speed resulted in more fixations and fewer errors (Lehmann & Kopiez, 2016, p. 550). 

In addition, Wristen (2005) recommends selecting a slow tempo when sight-reading 

tasks appear to be of greater difficulty or complexity, as ǘƘƛǎ ΨǿƻǳƭŘ ŀƭƭƻǿ ǎǘǳŘŜƴǘǎ 

more time both for cognitive processing and to enact the appropriate motor 

sequences without unduly tŀȄƛƴƎ ǘƘŜ ōƻŘȅΩ ό²ǊƛǎǘŜƴΣ нллрΣ ǇΦ птύΦ 

In addition, a correlation has been identified between the playing speed and 

ǘƘŜ ǘƛƳŜ ƛƴŘŜȄΣ ƴŀƳŜƭȅ ΨǘƘŜ ƭŜƴƎǘƘ ƻŦ ǘƛƳŜ ōŜǘǿŜŜƴ ŦƛȄŀǘƛƻƴ ŀƴŘ ǇŜǊŦƻǊƳŀƴŎŜΩ 

(Furneaux & Land, 1999, p. 2435). Specifically, faster playing speed was found to 

reduce the time that the information needed to be retained in memory up to the point 

of execution, while slower speed increased the time index, for any level of skill 

όCǳǊƴŜŀǳȄ ϧ [ŀƴŘΣ мфффύΦ !ǎ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊǎ ŜȄǇƭŀƛƴΣ ΨǘƘƛǎ ƳŜŀƴǎ ǘƘŀǘ ǘƘŜ ƭŜƴƎǘƘ ƻŦ 
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ǘƛƳŜ ǘƘŀǘ ƛƴŦƻǊƳŀǘƛƻƴ ƛǎ ǎǘƻǊŜŘ ώΧϐ ƛǎ ǊŜƭŀǘŜŘ ǘƻ ǇŜǊŦƻǊƳŀƴŎŜ ǘŜƳǇƻ ǊŀǘƘŜǊ ǘƘŀƴ ŀōƛƭƛǘȅΩ 

όǇΦ нпорύΣ ΨŦƻǊ ŀƭƭ ǎƪƛƭƭ ƭŜǾŜƭǎΩ όCǳǊƴŜŀǳȄ ϧ [ŀƴŘΣ мфффΣ ǇΦ нпофύΦ 

 Music pedagogy literature also counsels against playing at a high speed while 

sight-reading. Specifically, selecting an appropriate playing speed is advised, in order 

to be able to achieve flow, continuity and accuracy, which would also allow players to 

cope with potentially challenging passages more effectively (Gordon, 2014; 

Spanswick, 2014; Fisher, 2010; Harris & Crozier, 2000). Opting for a slower than 

optimum tempo is also encouraged, acknowledging the possibility of playing at sight 

at a slower speed (Spanswick, 2014; Taylor, 1994). Spanswick (2014) emphasises that 

ŀƴ ΨŜȄǘǊŜƳŜƭȅ ǎƭƻǿ ǎǇŜŜŘ ƛǎ ǘƘŜ ƪŜȅ ǘƻ ŜǾŜƴǘǳŀƭƭȅ ǳƴƭƻŎƪƛƴƎ ǎƛƎƘǘ-reading skills and 

ōŜŎƻƳƛƴƎ ŦƭǳŜƴǘΩ όǇΦ ннύΣ ŀƴŘ ŦǳǊǘƘŜǊ ŜƭŀōƻǊŀǘŜǎ ƻƴ ǘƘŜ ƛƳǇƻǊǘŀƴŎŜ ƻŦ ǇƭŀȅƛƴƎ ǎƭƻǿƭȅ 

by referring to some benefits of this approach. These include having more available 

time to look at the score while playing, making fewer mistakes, and achieving better 

continuity; the psychological benefit of the sight-reading task feeling less discouraging 

and more achievable is also identified (Spanswick, 2014). 

2.6 The emergent research questions  

Considering the findings and pedagogical considerations emerging from literature, as 

well as the relevant parameters of the Greek Conservatoire context detailed in 

Chapter 1, the gap of resources relating to sight-reading may well be also recognised 

by current instrumental (piano) teachers in this context. Since I conducted my 

previous research (2016), I have continued to be involved in the same context as a 

Conservatoire piano teacher; I have also continued to engage in frequent, ongoing 

discussions with colleagues (piano teachers and instrumental teachers) in this 

Conservatoire and in further music education settings. It is noteworthy that nothing 

seems to have changed in recent years in relation to sight-reading in terms of formal 

regulations, curriculum, resources, and, potentially, practices, which has strengthened 

my belief that support is needed for and would benefit teachers and learners alike. 

Therefore, creating the proposed piano sight-reading material seems imperative in 

initiating change in terms of sight-reading pedagogy and the production of relevant 

resources in the Greek context. 
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Connecting to the literature considerations highlighted previously, the 

overarching pedagogical aims of this material would be:  

(g) to support the viewpoint that sight-reading is a skill which can be gradually 

ƳŀǎǘŜǊŜŘΣ ǊŀǘƘŜǊ ǘƘŀƴ ŀ ΨƻƴŜ-ƻŦŦΩ ŎƘŀƭƭŜƴƎŜΣ ŘƛǎŎƻƴƴŜŎǘŜŘ ǿƛǘƘ ƻǘƘŜǊ ŀǎǇŜŎǘǎ 

of the instrumental music lesson,  

(h) to provide support to piano teachers and learners through educational 

material utilising a systematic approach towards the development of sight-

reading skills and strategies,  

(i) to encourage teachers to perceive the development of sight-reading skills as 

a continuum starting from the early levels and evolving continuously in all 

subsequent levels, rather than as a musical skill only relevant to advanced 

learners, as it currently appears within the Greek context, 

(j) ǘƻ ŦŀŎƛƭƛǘŀǘŜ ǘŜŀŎƘŜǊǎΩ ŀƴŘ ƭŜŀǊƴŜǊǎΩ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ŀƴŘ ǇǊŀŎǘƛŎŀƭ ǊŜŎƻƎƴƛǘƛƻƴ 

of the co-dependent relationship of general music skills and sight-reading 

skills, and the mutual benefits of the development of one contributing to the 

development of the other.  

This holistic continuum would thus need to be supported with relevant curriculum, 

facilitating the building of sight-reading skills throughout the course of the music 

(piano) studies, while being integrated within the overall musical knowledge and 

instrumental skills of piano learners at each level. Consideration of these points in 

conjunction with relevant literature, as well as considering the relevance and 

hierarchical importance of the questions in relation to the cultural context to which 

they are addressed, led to the following overarching research question, Research 

question 1; the context-relevant pedagogical considerations and related aims noted 

above in points (a)-(d) underpinning the three studies within this thesis, which have 

informed the further specific research questions (Research questions 2-5), below: 

 

Research question 1 (overarching aim):  

What would a resource need to contain, in order to support beginner piano 

learners in developing sight-reading skills in the Greek Conservatoire context?  
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Research question 2:  

How is sight-reading presented in the piano syllabi of international exam 

boards, and how is progression developed within the first grades? 

Research question 3:  

How do instrumental teachers perceive sight-reading in the Greek 

Conservatoire context, beyond piano teachers? (Study 1) 

Research question 4:  

What are the processes involved in creating sight-reading material, from the 

perspective of expert authors of existing sight-reading publications? (Study 2) 

Research question 5:  

How would piano teachers evaluate sight-reading material, the creation of 

which has been informed by literature and by the findings of the previous 

research questions? 

As stated previously, the overarching aim of the thesis (Research question 1) 

concerns the development of sight-reading resources for beginner piano learners in 

Greece. In addition to the considerations from literature, the research questions are 

aligned to support the overarching thesis aim and explore further parameters relating 

to the creation of such material. The significance of sight-reading and sight-reading 

skills development is supported by the structure and curricula/syllabi of international 

music exam boards, where sight-reading is an assessed element of performance 

exams for all instruments. Focusing on the piano, sight-reading is a compulsory 

component of graded music performance examinations of various boards, starting 

from the very beginner levels, and up to the diploma levels. Zhukov (2006) assumes 

that sight-reading teaching is more likely to take place within the lessons of less 

advanced learners, probably to support their assessment in relevant exams. This led 

to Research question 2, exploring sight-reading within the piano syllabi of 

international exam boards, and the progression of the sight-reading elements within 

the first grades.  

The discrepancy between the approaches of exam boards and the Greek 

Conservatoire regulations presented in Chapter 1 could support the argument that 

sight-reading appears to vary across different cultures and music education contexts 
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in terms of its pedagogy and emphasis placed within the curriculum. Therefore, this 

question could be illuminating in facilitating a deeper understanding of elements 

which could support sight-reading teaching in the Greek Conservatoire context, by 

exploring the approaches and underpinnings of systems, such as music examination 

boards, which offer a structured curriculum to support the development of sight-

reading skills and relevant assessments. 

The research findings detailed in this Chapter support a clear distinction 

between general playing skills and sight-reading skills and the acquisition of each, and 

propose an early start to the facilitation of sight-reading skills development through 

relevant training. This seems to contradict the sight-reading content within the Greek 

Conservatoire operating regulations, where limited references are made for sight-

reading in earlier levels of instrumental studies. For the piano in particular, sight-

reading skills are only stated as assessed skills in the final advanced levels of piano 

studies, with no further considerations in previous levels, which suggests that learners 

are expected to be competent sight-readers due to their advanced instrumental skills. 

This led to Research question 3, which concerns Conservatoire instrumental ǘŜŀŎƘŜǊǎΩ 

perceptions regarding sight-reading in the Greek context. This exploration would 

ǇǊƻǾƛŘŜ ǳǎŜŦǳƭ ƛƴǎƛƎƘǘǎ ŀōƻǳǘ ƛƴǎǘǊǳƳŜƴǘŀƭ ǘŜŀŎƘŜǊǎΩ ŀǘǘƛǘǳŘŜǎ ŀƴŘ ǇŜǊŎŜǇǘƛƻƴǎ 

towards sight-reading, their understanding of the relevant regulations and potentially 

their approaches. In addition, considering literature which supports that sight-reading 

ǘŜŀŎƘƛƴƎ Ƴŀȅ ŦǊŜǉǳŜƴǘƭȅ ōŜ ōŀǎŜŘ ƻƴ ǘŜŀŎƘŜǊǎΩ ƛƴǘǳƛǘƛƻƴ ŀƴŘ ǊŜƭŜǾŀƴǘ ŜȄǇŜǊƛŜƴŎŜ 

(Lehmann & McArthur, 2002), exploring instrumental ǘŜŀŎƘŜǊǎΩ ǇŜǊŎŜǇǘƛƻƴǎ ƛǎ 

envisaged to expand my understanding initiated from my previous (MA) research with 

piano teachers, as explained in Chapter 1. 

The final research questions (Research questions 4 and 5) are envisaged to 

support the creative process of the sight-reading material by exploring further 

parameters relating to the creation of such resources. Whilst considering specific 

elements highlighted by literature which would be supportive of sight-reading skills 

development, insights from the creative experiences of authors/composers of 

available sight-reading publications would further inform my material creation, 

alongside awareness gained from sight-reading curricula of established exam boards. 

The pilot testing process would collect feedback of the devised sight-reading material 
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from piano teachers in Greece and beyond. The following outline of the thesis 

structure explains how each of the above research questions are approached and 

presented within the thesis. 

2.7 Thesis structure  

After discussing literature related to sight-reading processes and pedagogical 

underpinnings which led to the specific research questions in the present chapter, the 

theoretical framework of the research design is explained (Chapter 3), followed by 

methodological and ethical considerations of the research (Chapter 4), including my 

reflection on my role as an insider-researcher for part of this research, as well as an 

outline of the different studies undertaken for the purposes of this thesis. 

 Chapter 5 contextualises sight-reading by exploring the views of instrumental 

teachers within a Greek Conservatoire, focusing on teaching methodology, strategies 

and practical issues arising from their understanding of the existing regulations and 

conservatoire policies, as well as from their own experiences as music learners and 

teachers. This research builds on findings from my previous research with piano 

teachers in the Conservatoire during my MA studies (section 1.1), gaining insights into 

perceptions and approaches of instrumental teachers beyond the piano, thereby 

providing illuminating insights relating to the Greek conservatoire context which 

extend beyond those which could have been achieved through restricting the 

potential participants to the small number of piano teachers operating in this context. 

This study unveils elements which inform the subsequent design of my pedagogical 

sight-reading material within this context. 

 Chapters 6 and 7 have informed the creation of my sight-reading material. In 

Chapter 6, resources of published sight-reading material are reviewed and the 

experiences of international authors of sight-reading publications are explored; 

focusing on observations obtained from the reviewed sight-reading resources and on 

considerations which guided the ŀǳǘƘƻǊǎΩ creative processes in terms of the building 

of content and the progression of the musical material amongst others, valuable 

insights have been gained towards aspects related to the informed creation of my own 

sight-ǊŜŀŘƛƴƎ ƳŀǘŜǊƛŀƭΦ Lƴ /ƘŀǇǘŜǊ тΣ ŀ ŎƻƳǇŀǊŀǘƛǾŜ ŀƴŀƭȅǎƛǎ ƻŦ ŜȄŀƳ ōƻŀǊŘǎΩ Ǉƛŀƴƻ 
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syllabi is presented combined with an appraisal of the stated marking criteria; the 

sight-reading specifications and musical elements of the different exam boards have 

also been explored, focusing on grades from the preparatory, up to ABRSM Grade 3. 

The findings of the above research projects and analyses have informed the 

development of my sight-reading material, namely two devised books for beginner 

Ǉƛŀƴƻ ƭŜŀǊƴŜǊǎΦ /ƘŀǇǘŜǊ у ŜǎǘŀōƭƛǎƘŜǎ ǘƘŜ ƳŀǘŜǊƛŀƭΩǎ ŎǊŜŀǘƛǾŜ ǇǊƛƴŎƛǇƭŜǎΣ ŜȄǇƭŀƛƴǎ ǘƘŜ 

rationale for various creative decisions and outlines the progression of the devised 

material, as well as the envisaged future material, per level. Chapter 9 contains a 

detailed analysis of the different components and activities which are featured in the 

books and illustrates these through specific examples from the devised material. 

Chapter 10 presents feedback on the devised books collected from Greek and 

international piano teachers through an evaluative survey; the two books can be 

accessed in Appendix 6 and are presented in the version in which they were sent to 

the piano teachers for appraisal5. The final chapter, Chapter 11, summarises the 

research by addressing the research questions and outcomes, and analyses the 

devised model for curriculum design which has been developed as a result. Elements 

of originality of the research are also identified, alongside implications arising for the 

material, the research context, and the domain. Future developments are addressed, 

as well as the potential for further research, dissemination, and research impact; 

limitations of the research are also acknowledged. 

2.8 Summary  

This chapter contextualised the concept of sight-reading through literature from 

research and music pedagogy sources. The importance of sight-reading as a musical 

skill is established and relevant processes are discussed, including involved skills, 

strategies, and further considerations. The emerging research questions are outlined 

alongside the thesis structure. The next chapter (Chapter 3) details the theoretical 

framework of the research design for the purposes of the present thesis. 

 

 
5 Greek piano teachers were provided with equivalent versions of the books in Greek, translated by 
the author. 
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CHAPTER 3: THEORETICAL FRAMEWORK OF THE RESEARCH 

DESIGN 

This chapter presents the philosophical foundations underpinning the present 

research on sight-reading which produced educational material for piano learners in 

the context of Greek Conservatoire music education. After an introduction to the 

philosophical foundations of research (section 3.1), the theoretical framework of the 

research design is provided, based on the ontological position of Constructionism 

(section 3.2) and on a post-positivistic epistemology (section 3.3). The subjectivist 

conception of social reality is discussed (section 3.4), as well as the interpretive 

perspective; risks and potential impact of this approach on the research are also 

acknowledged (sections 3.5). The employment of practitioner research is also 

discussed, alongside considerations relating to transferability, generalisability, 

validity, and reliability (section 3.6). Finally, parameters of qualitative research are 

presented, concerning research questions, data collection methods and data analysis 

(section 3.7). 

3.1 Philosophical foundations  

The philosophical foundations of research include any underlying assumptions and 

philosophical ideas which underpin the overall research approach, from the research 

questions and methodology to the data analysis and conclusions (Denscombe, 2010). 

Varied perspectives towards the social world are represented by different 

philosophical assumptions and alternative perspectives, which are often 

ΨincompatibleΩ with each other (Denscombe, 2010, p. 117). Due to the implications of 

this background on the research processes and on the nature of the knowledge 

produced by the specific research, it is essential for researchers to understand and 

specify the philosophical foundations of a research project (Denscombe, 2010).  

Through the identification of the research philosophy, the perspective towards 

the research topic is described in detail in this chapter. Not only does the philosophical 

background influence the research questions, methodology, the nature of data and 

data sources, but it also has an impact on the data analysis and the results. More 
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ǎǇŜŎƛŦƛŎŀƭƭȅΣ ƛǘ ǎŜǘǎ ΨƭƛƳƛǘǎ ǘƻ ǿƘŀǘ Ŏŀƴ ōŜ ǎŀƛŘΣ ŀƴŘ ǿƘŀǘ Ŏŀƴƴƻǘ ōŜ ǎŀƛŘΣ ƻƴ ǘƘŜ ōŀǎƛǎ ƻŦ 

ǘƘŜ ŜǾƛŘŜƴŎŜ ŀǊƛǎƛƴƎ ŦǊƻƳ ǘƘŜ ǊŜǎŜŀǊŎƘΩ ό5ŜƴǎŎƻƳōŜΣ нлмлΣ ǇΦ 136) and determines 

ǘƘŜ ƴŀǘǳǊŜ ƻŦ ŎƻƴŎƭǳǎƛƻƴǎ ΨǘƘŀǘ ŎŀƴΣ ŀƴŘ ŎŀƴƴƻǘΣ ōŜ ŘǊŀǿƴ ƻƴ ǘƘŜ ōŀǎƛǎ ƻŦ ǘƘŜ 

ƛƴǾŜǎǘƛƎŀǘƛƻƴΩ ό5ŜƴǎŎƻƳōŜΣ нлмлΣ ǇΦ 117). For this purpose, concepts related to 

research ontology and epistemology are presented below in order to establish the 

philosophical foundations of the present research. The considerations for a researcher 

are outlined in respect to each paradigm; subsequently the specific and appropriate 

position for this research is defined and discussed. 

3.2 Research Ontology: Constructionism  

Ontology involves the studying of being and of what exists. In the social sciences, 

ontology examines the nature of reality and of the social phenomena under 

investigation, along with the researcherΩs beliefs about the nature of social reality 

(Denscombe, 2010; Cohen et al., 2002). Through consideration of the principles of 

each of the two main, diametrically different, ontological positions, Realism and 

Constructionism, the ontological stance of the present research seems to accord with 

the characteristics of the Constructionistic perspective.  

/ƻƴǎǘǊǳŎǘƛƻƴƛǎƳ όŀƭǎƻ Ψ/ƻƴǎǘǊǳŎǘƛǾƛǎƳΩύ ǾƛŜǿǎ ǘƘŜ ǿƻǊƭŘ ŀǎ Ψŀ ŎǊŜŀǘƛƻƴ ƻŦ ǘƘŜ 

ƘǳƳŀƴ ƳƛƴŘΩ ό5ŜƴǎŎƻƳōŜΣ нлмлΣ ǇΦ 119). In contrast to Realism, which considers 

reality as an objective, external world, where ΨƻōƧŜŎǘǎ ƘŀǾŜ ŀƴ ƛƴŘŜǇŜƴŘŜƴǘ ŜȄƛǎǘŜƴŎŜ 

ŀƴŘ ŀǊŜ ƴƻǘ ŘŜǇŜƴŘŜƴǘ ŦƻǊ ƛǘ ƻƴ ǘƘŜ ƪƴƻǿŜǊΩ ό/ƻƘŜƴ Ŝǘ ŀƭΦΣ нллнΣ ǇΦ 6), in 

Constructionism reality is perceived as the result of human cognition and consists of 

ΨǇŜƻǇƭŜΩǎ ŎƻƴǎǘǊǳŎǘƛƻƴǎ ƻŦ ǘƘŜ ǿƻǊƭŘΩ όDŜǊƎŜƴΣ нлммΣ ǇΦ 184), shaped by individual 

perspectives and interactions (Craine, 2013). Unlike the natural world ς which involves 

observable events, measurable parameters and properties, structure and consistent 

(causal) relationships which can be predicted and reproduced ς social reality cannot 

be determined by scientific concepts and methods, since it is constantly changing due 

to the complex nature of human behaviour and communication (Thomas, 2017; 

Blaikie, 2011a; Gergen, 2011).  

Unlike Realism, which accepts one ultimate and definitive reality, 

Constructionism ǊŜŎƻƎƴƛǎŜǎ ΨƳǳƭǘƛǇƭŜ ǊŜŀƭƛǘƛŜǎΩ ŀƴŘ multiple perspectives towards the 
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ǿƻǊƭŘΦ ¢ƘŜ ƴŀǘǳǊŜ ƻŦ ǘƘŜ ǎƻŎƛŀƭ ǿƻǊƭŘ ƛǎ ΨƘƛǎǘƻǊƛŎŀƭƭȅ ǎƛǘǳŀǘŜŘΩ όDŜǊƎŜƴ, 2011, p. 184), 

depending on the cultural background, place, and time, and may vary between 

different groups, and therefore ΨǿƘŀǘ ƛǎ ǘǊǳŜΣ ǊŜŀƭΣ ŀƴŘ ƎƻƻŘ ǿƛǘƘƛƴ ƻƴŜ ǘǊŀŘƛǘƛƻƴ Ƴŀȅ 

ƴƻǘ ōŜ ǿƛǘƘƛƴ ŀƴƻǘƘŜǊΩ όDŜǊƎŜƴ, 2011, p. 184). From this viewpoint, knowledge is a 

social construct, which is not transmitted or transferred, but is built through social 

processes such as communication, negotiation, and interaction (Thomas, 2017; 

Baskaran, 2013; Gergen, 2011). This ontological position is related to ΨǇƻǎǘ-positivismΩΣ 

as well as to ǘƘŜ ΨǎǳōƧŜŎǘƛǾƛǎǘΩ approach towards social reality, which are further 

elaborated in sections 3.3.2 and 3.4 respectively. 

3.3 Research Epistemology 

Epistemology is a philosophically established theory of knowledge. It refers to the 

human ability to acquire knowledge of the surrounding world and to the ways in which 

ƛǘ ƛǎ ƻōǘŀƛƴŜŘΦ Lǘ ƛǎ ŎƻƴŎŜǊƴŜŘ ǿƛǘƘ ǘƘŜ ΨōŀǎŜǎ ƻŦ ƪƴƻǿƭŜŘƎŜΩΣ ǎǳŎƘ ŀǎ Ψƛǘǎ ƴŀǘǳǊŜ ŀƴŘ 

ŦƻǊƳǎΩΣ ƳŜǘƘƻŘǎ ƻŦ ƪƴƻǿƭŜŘƎŜ ŀŎǉǳƛǎƛǘƛƻƴ ŀƴŘ ŎƻƳƳǳƴƛŎŀǘƛƻƴ ǘƻ ƻǘƘŜǊǎ ό/ƻƘŜƴ Ŝǘ ŀƭΦΣ 

2002, p. 6). Research epistemology has significant implications for educational 

research, as it affects the process of appropriate scientific procedures in order to lead 

to valid and reliable knowledge (Denscombe, 2010; Cohen et al., 2002). The 

epistemological position of the researcher has an impact on their role, which is 

differentiated according to the principles of each of the two epistemological 

assumptions, Positivism and Post-positivism. 

3.3.1 Positivism  

Positivism supports that knowledge is objective and tangible and can be acquired 

through the methods of natural science. It can be directly observed through the 

processes of scientific research, which involve empirical investigation of phenomena 

through the senses, observation, and experiments. Facts occur through the 

investigation of hypotheses and theories which are valid only if they can be confirmed 

through empirical observation and can be reproduced. For this reason, use of reliable 

tools is necessary for data collection, in order to achieve accurate measurements. The 

main aim is to extract general conclusions and produce knowledge which is consistent 

and universally applicable (Thomas, 2017; Denscombe, 2010; Cohen et al., 2002; Beck, 
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1979). Positivistic epistemology is related with the ΨObjectivistΩ approach towards 

social reality, and with quantitative research methodology.  

Positivism assumes that the social world is similar to nature, with patterns, 

regularities, causal relationships and a specific order, which can be identified and 

analysed. Similar to the natural world, social reality is perceived as external, 

independent of ǇŜƻǇƭŜΩǎ ƛƴŘƛǾƛŘǳŀƭ ǇŜǊŎŜǇǘƛƻƴǎΣ ŀƴŘ ƛǘǎ ǇƘŜƴƻƳŜƴŀ ŀǊŜ ŘƛǎŎƻǾŜǊŜŘ 

and analysed ς but not created ς by people. Processes of scientific research are utilised 

in order to investigate social phenomena, due to the successful explanation of the 

natural world by scientific methods.  

Lƴ ǊŜƭŀǘƛƻƴ ǘƻ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊΩǎ ǊƻƭŜΣ ǎƛƴŎŜ positivistic research should be 

objective, it requires an impartial researcher, with a neutral role in the research 

process. The researcher should be an external, detached observer of the examined 

phenomena of social reality, who is non-participant to the research process in order 

to maintain an objective perspective. This need for objectivity is also present in the 

data analysis process, which should remain uninfluenced by any personal feelings, 

views and beliefs (Denscombe, 2010; Cohen et al., 2002; Giddens, 1975). 

3.3.2 Post-positivism  

In contrast to positivism, ΨPost-positivismΩ holds a more human-centred perspective 

towards knowledge. It proposes that knowledge is personal and subjective and is the 

result of individual consciousness shaped by relevant experience. Post-positivistic 

research is not as absolutist as positivism-oriented research and is largely 

characterised by subjectivity, taking individual differences into consideration and 

ŀŎƪƴƻǿƭŜŘƎƛƴƎ Ψŀ ǇƭǳǊŀƭƛǎǘƛŎ ǾƛŜǿ ƻŦ ƳǳƭǘƛǇƭŜΣ ŎƻŜȄƛǎǘƛƴƎ ǊŜŀƭƛǘƛŜǎ ǊŀǘƘŜǊ ǘƘŀƴ ŀ ǎƛƴƎƭŜ 

ǊŜŀƭƛǘȅΩ ό/ƻƘŜƴ Ŝǘ ŀƭΦΣ нлмм, p. 27). This is also reflected in the methodology and the 

means of data collection, which include participant accounts, interviews, and 

observation, amongst others.   

Along these lines, perception of social reality is subjective, ŀƴŘ ΨǘƘŜ ǎƻŎƛŀƭ ǿƻǊƭŘ 

Ŏŀƴ ƻƴƭȅ ōŜ ǳƴŘŜǊǎǘƻƻŘ ŦǊƻƳ ǘƘŜ ǎǘŀƴŘǇƻƛƴǘ ƻŦ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭǎΩ ό/ƻƘŜƴ Ŝǘ ŀƭΦΣ нллнΣ ǇΦ 

55). Society is perceived and interpreted by people in a personal way, by attributing 

different meanings to the various parameters of the social world, leading to the 

existence of different interpretations of social reality (Cohen et al., 2002; Beck, 1979). 
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Post-positivistic ŜǇƛǎǘŜƳƻƭƻƎȅ ǎƘŀǊŜǎ ŎƻƳƳƻƴ ŜƭŜƳŜƴǘǎ ǿƛǘƘ ǘƘŜ ΨŎƻƴǎǘǊǳŎǘƛƻƴƛǎǘΩ 

ƻƴǘƻƭƻƎȅ όǎŜŎǘƛƻƴ оΦнύΣ ǘƘŜ Ψ{ǳōƧŜŎǘƛǾƛǎǘΩ ŀǇǇǊƻŀŎƘ ǘƻǿŀǊŘǎ ǎƻŎƛŀƭ ǊŜŀƭƛǘȅ όǎŜŎǘƛƻƴ оΦпύΣ 

ǘƘŜ ΨInterpretive ǇŀǊŀŘƛƎƳΩ όǎŜŎǘƛƻƴ оΦрύ ŀƴŘ qualitative research methodology 

(section 3.7).  

In this context, since post-positivistic research is largely subjective, the 

researcher needs to be more involved in the research processes. This requires a non-

detached, participant researcher who is involved in the process and with the subjects. 

Through interaction with the participants, the researcher aims to achieve a deeper 

understanding of thŜ ǇŀǊǘƛŎƛǇŀƴǘǎΩ individual interpretations of the world. However, 

there would still be a need for objectivity within the data analysis process to avoid 

personal bias influencing the results (Cohen et al., 2002; Giddens, 1975). 

3.3.3 Critical approach and epistemological position  

Although positivism-related methodologies have proven successful in the explanation 

of natural phenomena, they do not appear to be ideal as a means of research involving 

people, as human subjects should not be treated as experimental objects. In addition, 

they seem to lack sufficiency in explaining the complexity of human behaviour, as 

intangible elements of social reality cannot be fully perceived by empirical observation 

or measurements (Denscombe, 2010; Cohen et al., 2002). Due to the complexity of 

human nature, social phenomena are in contrast to the order and predictability of 

natural phenomena, and this is even more intense in the context of education ς and 

within this, in the context of music education ς where the relationship between 

teacher/student and the process of teaching/learning are challenging and difficult to 

predict.  

Although the potential lack of an absolute and universal answer to the research 

questions and absence of statistical analyses might create the impression that 

subjective research lacks rigour (Denscombe, 2010, p. 124), post-positivistic 

epistemology seems to lead to a more human-centred way to approach defining and 

understanding reality. In contrast to experimenting and creating hypotheses, the 

points of focus in post-positivist approaches are individuals and their perspectives. 

Individuals are examined as wholes, taking into consideration their views, values, 

motives for action and creativity, while multiple perspectives of the world are 
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recognised (Thomas, 2017; Gergen, 2011). This can lead to a more holistic 

understanding of the investigated phenomena, reinforced by the direct involvement 

of the researcher in any examined experience. This more humanitarian view of the 

world seems to be more fitting to the social aspect of the human nature, as social 

reality is viewed more as the result of a human initiation and actions rather than as 

the result of imposed, outer factors governed by general external regularities. 

Therefore, a post-positivistic perspective along with elements of 

constructionism-related ontology have been considered appropriate for the purposes 

of the present research, the focus of which concerns aspects of practical instrumental 

music teaching. Individual perspectives and experiences will be analysed in an attempt 

to examine relevant phenomena from multiple perspectives, in order to acquire a 

deeper and more pluralistic understanding of sight-reading, which will subsequently 

helpfully inform the creation of relevant educational material. A subjectivist approach 

within an interpretative context will also be attempted, through the utilisation of 

qualitative elements and means, which will be discussed further in the relevant 

following sections. 

3.4 Subjectivist conception of social reality  

9ƭŜƳŜƴǘǎ ƻŦ ŀ ǊŜǎŜŀǊŎƘŜǊΩǎ ƻƴǘƻƭƻƎƛŎŀƭ ŀƴŘ ŜǇƛǎǘŜƳƻƭƻƎƛŎŀƭ Ǉƻǎƛǘƛƻƴ ŀǊŜ ǊŜŦƭŜŎǘŜŘ ƛƴ 

their conception of social reality. The selection of an approach is highly indicative of a 

ǊŜǎŜŀǊŎƘŜǊΩǎ philosophical background and has an impact on the choice of 

methodology, means of data collection and analysis (Cohen et al., 2011). In this 

research, a subjectivist approach towards social reality has been considered 

appropriate. This approach is linked with the ontology of Constructivism, the 

epistemology of Post-positivism, and the Interpretive paradigm, which will be further 

elaborated subsequently. Unlike Objectivism, where social reality is external, 

objective, and universal, subjectivists propose a human-created world, where multiple 

perspectives lead to different understandings of the world. Reality is not viewed as an 

ordered, independent natural world, where deterministic cause-and-effect 

relationships form regularities which allow for prediction (Cohen et al., 2002; Burrell 

& Morgan, 1979; Mouly, 1978). In contrast, reality is perceived as the result of the 
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subjective experience of individuals and is unique and personal. The environment is 

shaped by human actions, which are the product of ƛƴŘƛǾƛŘǳŀƭǎΩ initiative, free will and 

creativity; these determine if and how people will operate (Cohen et al., 2011, 2002). 

Therefore, the uniformity observable in natural phenomena cannot be equally present 

in the social world, which is constantly changing due to multifaceted human 

interactions (Cohen et al., 2002). 

In opposition to Objectivism, where knowledge is considered reliable when it 

can be proven by empirical evidence through observation and scientific measurement, 

in the subjectivist approach emphasis is placed on understanding the different 

interpretations of the world and discovering their subjective meanings, through 

individual cases examining individual or joint actions. The aim is to reveal meaningful 

relationships of elements relating to the social world, which shape human actions 

according to the individǳŀƭǎΩ Ǝƻŀƭǎ ŀƴŘ ǾŀƭǳŜǎ όCohen et al., 2002; Burrell & Morgan, 

1979). This represents a relativist reality, where the existence of multiple truths and 

sometimes conflicting values is possible due to multiple perspectives. Instead of 

seekinƎ ǘƻ ŘƛǎŎƻǾŜǊ ƎŜƴŜǊŀƭ ƭŀǿǎ ƻŦ ǳƴƛǾŜǊǎŀƭ ŀǇǇƭƛŎŀōƛƭƛǘȅ ǘƘǊƻǳƎƘ ΨƴƻƳƻǘƘŜǘƛŎΩ 

methodology, a subjectivist approach seeks to gain understanding of individual 

interpretations by adopting ŀƴ ΨƛŘƛƻƎǊŀǇƘƛŎΩ methodology, which is based on 

individuality, and is accepting of diversity and of multiple perspectives (Barrett, 2014; 

Cohen et al., 2002). 

3.5 An Interpretive perspective  

The Interpretive paradigm, an alternative to Positivism, relates to the subjective 

perspective towards social reality and to the ontology of Constructionism. 

Interpretivism views reality aǎ Ψŀ ǎƻŎƛŀƭ ŎǊŜŀǘƛƻƴΩ ό5ŜƴǎŎƻƳōŜΣ нлмлΣ ǇΦ мнмύ ǿƘƛŎƘ Ψis 

ŎƻƴǎǘǊǳŎǘŜŘ ŀƴŘ ƛƴǘŜǊǇǊŜǘŜŘ ōȅ ǇŜƻǇƭŜΩ ό5ŜƴǎŎƻƳōŜΣ нллнΣ ǇΦ 18). Social reality is 

perceived ŀǎ ΨǘƘŜ ǇǊƻŘǳŎǘ ƻŦ ǇǊƻŎŜǎǎŜǎ ōȅ ǿƘƛŎƘ ƘǳƳŀƴ ōŜƛƴƎǎ ǘƻƎŜǘƘŜǊ ƴŜƎƻǘƛŀǘŜ ǘƘŜ 

meanings of actions and situationsΩ (Blaikie, 2011c, p. 767). Knowledge of the world is 

not something external to be discovered, but is the result of human conceptual ability, 

and ƛǎ ǎǳōƧŜŎǘƛǾŜΣ ǎƛƴŎŜ ƛǘ ǊŜƭŀǘŜǎ ǘƻ ǇŜƻǇƭŜΩǎ ǇŜǊǎƻƴŀƭ ōŜƭƛŜŦǎΣ ǾŀƭǳŜǎ ŀƴŘ ǇŜǊǎǇŜŎǘƛǾŜǎ 

and occurs through individual interpretative processes. Therefore, it is possible for 
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many interpretations of the same thing to exist, which leads to the presence of 

multiple realities (Blaikie, 2011c; Denscombe, 2010).  

The concept of action is central to the interpretative paradigm. Action 

combines ōŜƘŀǾƛƻǳǊ ŀƭƻƴƎ ǿƛǘƘ ƛǘǎ ǎǇŜŎƛŦƛŎ ƳŜŀƴƛƴƎΣ ǎƘŀǇŜŘ ŀŎŎƻǊŘƛƴƎ ǘƻ ƻƴŜΩǎ 

motives, values and intentions. The main objective of research is to achieve a deep 

ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǇŜƻǇƭŜΩǎ ŘƛŦŦŜǊŜƴǘ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴǎ ƻŦ ǘƘŜ ǿƻǊƭŘ: Cohen et al. (2002) 

ƳŜƴǘƛƻƴ ǘƘŀǘ ΨǘƘŜ ŎŜƴǘǊŀƭ ŜƴŘŜŀǾƻǳǊ ƛƴ ǘƘŜ ŎƻƴǘŜȄǘ ƻŦ ǘƘŜ ƛƴǘŜǊǇǊŜǘƛǾŜ ǇŀǊŀŘƛƎƳ ƛǎ ǘƻ 

ǳƴŘŜǊǎǘŀƴŘ ǘƘŜ ǎǳōƧŜŎǘƛǾŜ ǿƻǊƭŘ ƻŦ ƘǳƳŀƴ ŜȄǇŜǊƛŜƴŎŜΩ όǇΦ 22). Thus, the individual is 

the focus of research, and the researcher aims to examine things from ƛƴŘƛǾƛŘǳŀƭǎΩ 

perspectives and ultimately, to achieve an internally informed understanding 

(Thomas, 2017; Cohen et al., 2002). In this sense, Interpretivism is described as 

ΨƛŘƛƻƎǊŀǇƘƛŎΩ (Cohen et al., 2002, p. 7), since it is oriented towards discovery of the 

ǎǇŜŎƛŦƛŎ ƻǊ ƛƴŘƛǾƛŘǳŀƭΣ ƛƴǎǘŜŀŘ ƻŦ ǎŜŜƪƛƴƎ ǘƻ ƛŘŜƴǘƛŦȅ ƎŜƴŜǊŀƭ ΨƴƻƳƻǘƘŜǘƛŎΩ ƭŀǿǎ (Barrett, 

2014; Taber, 2011).  

3.5.1 Origins of Interpretivism  

¢ƘŜ Ǌƻƻǘǎ ƻŦ LƴǘŜǊǇǊŜǘƛǾƛǎƳ ŀǊŜ ŦƻǳƴŘ ƛƴ ǘƘŜ ǿƻǊƪ ƻŦ ²ŜōŜǊ ŀƴŘ {ŎƘǸǘȊΣ ǿƘƻ ΨǎƻǳƎƘǘ 

to establish an objective science of the subjective with the aim of producing verifiable 

ƪƴƻǿƭŜŘƎŜ ƻŦ ǘƘŜ ƳŜŀƴƛƴƎǎ ǘƘŀǘ ŎƻƴǎǘƛǘǳǘŜ ǘƘŜ ǎƻŎƛŀƭ ǿƻǊƭŘΩ ό.ƭŀƛƪƛŜΣ нлммōΣ ǇΦ 509). 

²ŜōŜǊ ǳǎŜǎ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ΨVerstehenΩ ǘƻ ŘŜǎŎǊƛōŜ ƛƴǘŜǊǇǊŜǘƛǾŜ ǳƴŘŜǊǎǘŀƴŘƛƴƎΣ ǿƘƛŎƘ 

is viewed as an intellectual process (Bouterse, 2014; Roulston, 2005; Crotty, 1998).  

Regarding the interpretation and explanation of phenomena, a distinction is 

made between natural events and human actions. More specifically, prediction is a 

process which can be applied widely in terms of natural phenomena. Since they obey 

specific universal regularities, it is possible to foresee the course of events, as well as 

various potential effects. However, the same does not seem to apply to the 

understanding of human actions, due to their dependence on the motives and values 

of the individuals. According to the concept of Verstehen, human actions can be 

understood when the specific motives which led to them are reproduced internally 

and relived empathically (Blaikie, 2011b). Empathy, in particular, is an essential part 

of the process of interpretation, since an inner experience alone does not lead to 

understanding ŀǎ ΨƪƴƻǿƭŜŘƎŜΩ by someone else, in the sense that the other does not 
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feel the same as the one directly experiencing the situation (Bouterse, 2014). 

Individual values are also significant to the interpretive process. A deeper 

understanding can be achieved by those who have similar value orientation, due to 

their value-ǊŜƭŀǘŜŘ ǊŜƭŜǾŀƴŎŜΦ ¢ƘǳǎΣ ƛƴŘƛǾƛŘǳŀƭǎΩ ǾŀƭǳŜǎ ŀǊŜ ǾƛŜǿŜŘ ŀǎ ΨƛƴǎǘǊǳƳŜƴǘǎ ƛƴ 

the service of understanding, which is here the causal interpretation of the actions of 

ƻǘƘŜǊǎΩ (Bouterse, 2014, p. 579). 

3.5.2 Justification of the Interpretive perspective  

For social research, and in particular when exploring an educational context, the 

interpretive perspective appears to be the appropriate focus. Although the 

assumptions of the normative paradigm and of positivism might provide sufficient and 

accurate accounts regarding the natural world, they appear to be less appropriate to 

explain aspects of the complex social world. The view of human behaviour as the result 

of external factors of the past shapes a causality-focused approach towards events. 

This forms a reality which indicates a rather deterministic philosophy with focus on 

pre-determined facts, shaped by detached previous events which remain 

unapproachable, and thereby away from the social complexities, multiple 

connections, and relationships. 

Furthermore, it might be worth considering to what extent the achievement 

of objective knowledge could indeed be possible within a social, or in this case an 

educational, context. Due to the participatory and subjective nature of social and 

educational research, it seems relatively unlikely for it to guarantee absolute 

ƻōƧŜŎǘƛǾƛǘȅΦ CƻǊ ŜȄŀƳǇƭŜΣ ŎƻǳƭŘ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊǎΩ ǾŀƭǳŜǎ ŀƴŘ ŜȄǇŜŎǘŀǘƛƻƴǎ ōŜ ƛǎƻƭŀǘŜŘ 

and extracted from the process of study to such a level that it would guarantee an 

impartial, objective view on the matter? Since researchers themselves are part of the 

ǎƻŎƛŀƭ ǿƻǊƭŘ ǳƴŘŜǊ ƛƴǾŜǎǘƛƎŀǘƛƻƴΣ ΨƻōǎŜǊǾŀǘƛƻƴǎ ŀƴŘ ŜȄǇƭŀƴŀǘƛƻƴǎ ƻŦ ǘƘŜ ǎƻŎƛŀƭ ǿƻǊƭŘ 

are inevitably coloured by expectations and predispositions that are brought to the 

ǊŜǎŜŀǊŎƘΩ ό5ŜƴǎŎƻƳōŜΣ нл10, p. 122-123). 

In contrast, regarding the production of knowledge, interpretive research aims 

to reveal various aspects of a multifaceted reality, as informed by the interpretation 

of the multiple perspectives of human behaviour. Research data emerges from direct 

experience with the topic of investigation. Relevant data includes the specific 
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meanings which underlie individual behaviours in specific times and places, making 

any knowledge locally and temporally determined. Thus, a basis is provided for 

comparison of relevant behaviours in various situations and contexts (Thomas, 2017; 

Cohen et al., 2011, 2002). Therefore, the present research will approach examined 

phenomena from an interpretative viewpoint, taking into consideration any 

limitations or potential impact on research-related aspects which might occur due to 

its subjective nature. These will be further discussed in section 3.5.3. 

3.5.3 Considering risks of Interpretivism and potential impact on 

research  

Denscombe (2010) identifies possible risks from the employment of an interpretive 

approach. The predominantly subjective nature of interpretive research creates issues 

of uncertainty and relativism in terms of the produced results. More specifically, since 

ǘƘŜ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ Řŀǘŀ ƛǎ ōŀǎŜŘ ƻƴ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊΩǎ ǎǇŜŎƛŦƛŎ ǇŜǊǎǇŜŎǘƛǾŜΣ ƛǘ ǎŜŜƳǎ 

to lead more to partial, rather than general conclusions. Examination by a different 

researcher and, therefore, from a different perspective, might lead to a different 

interpretation of results. This means that within interpretive rŜǎŜŀǊŎƘ ΨǘƘŜǊŜ ƛǎ ǎŎƻǇŜ 

ŦƻǊ ŀƭǘŜǊƴŀǘƛǾŜ ŀƴŘ ŎƻƳǇŜǘƛƴƎ ŜȄǇƭŀƴŀǘƛƻƴǎΣ ŜŀŎƘ ƻŦ ǿƘƛŎƘ Ŏŀƴ ŎƭŀƛƳ ǾŀƭƛŘƛǘȅΩ 

(Denscombe, 2010, p. 123). In addition, due to its flexible design, which is constantly 

reformed throughout the course of research depending on the emerging findings 

instead of being fully determined beforehand (Robson, 2011), this type of research 

ƳƛƎƘǘ ōŜ ǇŜǊŎŜƛǾŜŘ ŀǎ ƭŜǎǎ ǊƛƎƻǊƻǳǎΦ IƻǿŜǾŜǊΣ Ψgood interpretivist research actually 

Ŏŀƭƭǎ ŦƻǊ ŀƴ ŀǇǇǊƻŀŎƘ ǘƘŀǘ ƛǎ ǾŜǊȅ ǎȅǎǘŜƳŀǘƛŎ ŀƴŘ ǊƛƎƻǊƻǳǎΩ ό5ŜƴǎŎƻƳōŜΣ нлмл, p. 124). 

Finally, the participatory form of interpretative research might allow for impact on the 

results, since participants ς including the researcher ς might react to the knowledge 

produced by altering their behaviour accordingly, in order to confirm or contradict the 

initial assumptions (Denscombe, 2010).  

These risks need to be acknowledged and taken into consideration in order to 

reduce potential impact on my research process. As a researcher, I strive to approach 

subjectivity critically, aiming to recognise any preconceived ideas, personal biases or 

expectations that may be affecting my perspective towards a situation. Therefore, 

careful design of data collection processes, including data triangulation, in 
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combination with enough control over the means of data collection, for example 

through semi-structured interviews with open-ended, rather than totally free 

questions, are seen as necessary to safeguard data authenticity and validity (Cohen et 

al., 2002).  

In addition, the consideration of language seems to be of utmost importance, 

since its use as a means to express and represent meaning can have a significant 

impact on data collection. For example, I recognise that the language used in 

responses is only representative of people at a specific place and time and it is highly 

possible that one person might not use the same words or way of phrasing when asked 

the same questions on different occasions. According to Matthews and Ross (2010, p. 

ноύ ΨƪƴƻǿƭŜŘƎŜ Ŏŀƴ ƻƴƭȅ ōŜ ǇŀǊǘƛŀƭΩ ŀƴŘ ƛǘǎ ƳŜŀƴƛƴƎ ƛǎ ƴŜƎƻǘƛŀǘŜŘ ǿƛǘƘ ƻǘƘŜǊǎ ǘƘǊƻǳƎƘ 

language. Therefore, I strove to use non-subjective language, which would not lead 

participants towards a specific answer, but rather invite them to express their opinions 

in depth, while also allowing space for the unplanned and the unexpected 

(Denscombe, 2010; Cohen et al., 2002). Further considerations, also connected to 

ethical aspects of the research and my position, are detailed in Chapter 4. 

3.6 Practitioner research  

Educational research is essential, as it allows for a better understanding of the process 

of learning.  According to van Ernst Ψall educational research should, in some way, help 

practitioners to better understand the process of learningΩ όǾŀƴ 9ǊƴǎǘΣ мффпΣ ǇΦ псύ. In 

fact, it has been ŎƻƴǎƛŘŜǊŜŘ ŀ ǿŜŀƪƴŜǎǎ ƻŦ ŜŘǳŎŀǘƛƻƴŀƭ ǊŜǎŜŀǊŎƘ ǘƘŀǘ ΨƳŀƴȅ 

researchers are no longer practitioners and do not translate their research findings 

ƛƴǘƻ ǇǊŀŎǘƛŎŜΩ όǾŀƴ 9ǊƴǎǘΣ мффпΣ ǇΦ 46). Similarly, applied research is also essential in 

the field of Music Education, aiming towards the Ψdirect improvement of practiceΩ 

(Bresler, 1996, p. 7). 

Roulston (2005) identifies different terms which are used to describe applied 

ǊŜǎŜŀǊŎƘ ƛƴ ŀ ǘŜŀŎƘƛƴƎ ŎƻƴǘŜȄǘΣ ǿƛǘƘ ǎƻƳŜ ƻŦ ǘƘŜ Ƴƻǎǘ ŎƻƳƳƻƴ ƛƴŎƭǳŘƛƴƎ ΨŀŎǘƛƻƴ 

ǊŜǎŜŀǊŎƘΩ όZeichner, 1993; 9ƭƭƛƻǘǘΣ мффмύΣ ΨǘŜŀŎƘŜǊ-ǊŜǎŜŀǊŎƘΩ ό/ƻŎƘǊŀƴ-Smith & Lytle, 

мфффΤ aŀŎ[Ŝŀƴ ϧ aƻƘǊΣ мфффύΣ ΨǇǊŀŎǘƛǘƛƻƴŜǊ ǊŜǎŜŀǊŎƘΩ ό½ŜƛŎƘƴŜǊ ϧ bƻŦŦƪŜΣ нллмύΣ 

collaborative inquiry (Bray et al.Σ нлллύ ŀƴŘ ΨǎŜƭŦ ǎǘǳŘȅΩ ό.ǳƭƭƻǳƎƘ ϧ tƛƴƴŜƎŀǊΣ нллмύΦ 
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The common elements shared among the various definitions and terminology include 

the acknowledgement of the importance of critical reflection and the orientation of 

educational research towards positive change. The process and significance of 

reflection has been described extensively by Schön (1983), who identified three stages 

of reflection: before, during and after action. This continuous reflective process is 

proposed as a prominent feature of educational research, in order to enhance the 

effectiveness oŦ ǇǊŀŎǘƛǘƛƻƴŜǊǎΩ ŀŎǘƛƻƴǎ ŀƴŘ ŀƛƳ ŦƻǊ ƛƳǇǊƻǾŜƳŜƴǘΦ 

However, a debate seems to have been present among researchers, regarding 

the validity of teacher research as a means to contribute to academic knowledge. This 

discrimination between practical research conducted by teachers and by academic 

researchers implies that knowledge is hierarchically rated and classified, which might 

disregard the various positive effects of applied teacher research and the benefits of 

an insider6 perspective (Roulston, 2005, p. 182) in favour of research conducted by 

expert researchers rather than practitioners. Roulston (2005) also mentions that 

ƴŀǊǊƻǿ ŘŜŦƛƴƛǘƛƻƴǎ ƻŦ ǊŜǎŜŀǊŎƘ ŀǎ ŀ ǘŜǊƳ Ψdiscourage practitioners from engaging in 

teacher-research and prohibit the development of a practitioner-based stock-of 

ƪƴƻǿƭŜŘƎŜ ƎǊƻǳƴŘŜŘ ƛƴ ǘŜŀŎƘŜǊǎΩ ƪƴƻǿƭŜŘƎŜ ŀƴŘ ŜȄǇŜǊƛŜƴŎŜΩ όǇΦ 167).  

Arguments against practitioner-research have various central areas of focus, 

including the methods of research and the produced knowledge. The belief that 

ǇǊŀŎǘƛŎŀƭ ƪƴƻǿƭŜŘƎŜ ΨŘƻŜǎ ƴƻǘ ŎƻƴǘǊƛōǳǘŜ ǘƻ ǘƘŜ ǇǊƻŦŜǎǎƛƻƴŀƭ ƪƴƻǿƭŜŘƎŜΩ ƛǎ ŀ prevalent 

criticism against practitioner research (Robbins, 2014, p. 200), according to which 

general theoretical knowledge is considered as more significant than knowledge 

which is related to and occurs from the detailed examination of a specific case 

(Flyvbjerg, 2011). Qualitative practice-related methodology, research techniques, 

ǎŀƳǇƭŜ ǎƛȊŜǎ ŀƴŘ ǘƘŜ ǇǊŀŎǘƛǘƛƻƴŜǊǎΩ ǉǳŀƭƛŦƛŎŀǘƛƻƴǎ ǘƻ ǳƴŘŜǊǘŀƪŜ ǊŜǎŜŀǊŎƘΣ ƘŀǾŜ ōŜŜƴ 

challenged in terms of scientific significance and validity (Travers, 1958; Hodgkinson, 

1957). Knowledge produced through these methods can be viewed as relatively 

informal and practice-oriented, rather than theory-oriented and, therefore, can be 

perceived ŀǎ ƭŜǎǎ ŀŎŀŘŜƳƛŎ ΨǿƛǘƘ ƭŜǎǎ ǊƛƎƻǊƻǳǎ ǎǘŀƴŘŀǊŘǎΩ ό½ŜƛŎƘƴŜǊ ϧ bƻŦŦƪŜΣ нллмΣ ǇΦ 

299). In addition, applied teacher-research is claimed not to lead to scientifically 

 
6 Relevant considerations are discussed in relation to my research in Chapter 4, sections 4.7 and 4.8. 
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valuable results due to lack of relevant expertise of the practitioners in the field of 

research (Zeichner & Noffke, 2001; Cochran-Smith & Lytle, 1999). 

On the other hand, advocates of practical educational research support not 

only its means and methodology, but also the significance of their questions and of 

the knowledge produced. Practitioner research is thereby ǾƛŜǿŜŘ ŀǎ Ψƴƻǘ less than but 

different from ǘǊŀŘƛǘƛƻƴŀƭ ǊŜǎŜŀǊŎƘΩ όwƻōōƛƴǎΣ 2014, p. 200). More specifically, Robbins 

(2014) supports that teacher-researchers should seek to examine significant questions 

which are directly related to practical issues. TŜŀŎƘŜǊǎΩ ŜȄǇŜǊƛŜƴŎŜ ƛǎ ƻŦǘŜƴ ŎƻƴǎƛŘŜǊŜŘ 

a powerful means to gain valuable practice-related knowledge; practitioner-

researchersΩ ŀŎŎƻǳƴǘǎ ƛƴŘƛŎŀǘŜ ǘƘŀǘ ǘƘŜȅ are close to and often involved in the lived 

reality of practical teaching, creating a bridge for the gap between isolated research 

and the actual complexity of the teaching process (Finney & Laurence, 2013). Thus, 

teacher-research contributes by exploring new paths through empirical investigation, 

which is informed by and strongly connected to existing relevant theory. In order to 

produce any knowledge, appropriate and rigorous methodological design is 

employed. Careful consideration of methods, systematic measurements or 

observational processes, adequate data analyses and detailed methodology 

description strengthen the research validity by enhancing data reliability, supporting 

the findings and allowing for replication (Roulston, 2005; National Research Council 

[NRC], 2002; Bresler, 1996). 

3.6.1 Transferability, generalisability, reliability, and validity  

Practitioner research can provide insights into specific teaching contexts, aiming to 

find solutions to problems, which might be transferrable to similar situations in 

broader contexts (Barrett, 2014; Onwuegbuzie & Leech, 2010). Transferability of 

results does not seem absolute in music education, since it depends on the level of 

detail in the explanation provided by the researcher and, ultimately, relies on the 

ǊŜŀŘŜǊǎΩ ŀōƛƭƛǘȅ ǘƻ ŎǊƛǘƛŎŀƭƭȅ ŀǇǇǊŀƛǎŜ ǘƘŜ ǊŜǎǳƭǘǎ ŀƴŘ ŜȄŀƳƛƴŜ ǘƘŜ ŜȄǘŜƴǘ ǘƻ ǿƘƛŎƘ ŀƴȅ 

elements might be transferrable to other similar cases (Thomas, 2017). It is envisaged 

that some of the findings from this research might be of relevance and/or transferable 

to other institutions in the context of Greek Conservatoire music education, and that 

the devised material (as sole resources) could be utilised for the development of piano 
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ƭŜŀǊƴŜǊǎΩ ǎƛƎƘǘ-reading skills within the present context, as well as beyond, for example 

by being of interest to users from other cultural backgrounds (such as the piano 

teachers of Study 3). 

Lack of generalisability is another criticism regarding practitioner research 

results. It is commonly claimed that an idiographic case focused on individuals cannot 

allow for nomothetic generalisations and broad conclusions (Barrett, 2014; Robbins, 

2014; Flyvbjerg, 2011; Cochran-Smith & Donnel, 2006). Thomas (2017) supports that 

due to the restricted size of a sample in practitioner research, broader generalisations 

are not advisable, since gaining detail does not guarantee that the same findings are 

necessarily true for any other similar case. Therefore, any general conclusions within 

these studies have been drawn in a descriptive and analytic manner, in relation to the 

research theoretical framework, while it is acknowledged that there is limited scope 

for generalisations due to the site-specific nature of this research. However, the basis 

of any general points has been rationally explained, allowing for potential extension 

of findings from the specific site to similar situations within a broader region of 

reference (Barrett, 2014; Cohen et al., 2002).  

 The notions of validity and reliability are also discussed in relation to qualitative 

research. According to Cohen, Manion and Morrison όнлммύΣ ΨǘƘŜ ŎƻƴŎŜǇǘǎ ƻŦ ǾŀƭƛŘƛǘȅ 

and reliability are multi-ŦŀŎŜǘŜŘΩ ŀƴŘ ǘƘŜǊŜ ƛǎ ŀ ŎƻǊǊŜƭŀǘƛƻƴ ōŜǘǿŜŜƴ ǘƘŜƳΥ ΨǊŜƭƛŀōƛƭƛǘȅ 

is a necessary but insufficient condition for validity in research; reliability is a necessary 

ǇǊŜŎƻƴŘƛǘƛƻƴ ƻŦ ǾŀƭƛŘƛǘȅΩ όǇΦ млрύΦ 5ŜƴǎŎƻƳōŜ όнлмлύ ŘŜǎŎǊƛōŜǎ ǾŀƭƛŘƛǘȅ ŀǎ ŀ ΨǾƛǘŀƭΩ 

concern for the research and explains that it is closely connected to the accuracy of 

data and their explanations (Cohen et al., 2011; Denscombe, 2010), in order to ensure 

ǘƘŀǘ ΨǘƘŜ ǊŜǎŜŀǊŎƘ ƛǎ ƴƻǘ ōŀǎŜŘ ƻƴ ǇƻƻǊ Řŀǘŀ ŀƴŘ ŜǊǊƻƴŜƻǳǎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴǎΩ 

(Denscombe, 2010, p. 143). Due to the interpretive nature of qualitative research, 

considerations about validity are different from the context of quantitative or 

ǎŎƛŜƴǘƛŦƛŎ ǊŜǎŜŀǊŎƘΦ ¢ƘƻƳŀǎ όнлмтύ ŜƳǇƘŀǎƛǎŜǎ ǘƘŀǘ ŀŘŘǊŜǎǎƛƴƎ ǾŀƭƛŘƛǘȅ ΨŎŀƴ ōŜŎƻƳŜ 

ƘƛƎƘƭȅ ǇǊƻōƭŜƳŀǘƛŎ ǿƘŜƴ ǿŜ ŀǊŜ ŘƛǎŎǳǎǎƛƴƎ ŀƴȅ ƪƛƴŘ ƻŦ ƛƴǘŜǊǇǊŜǘŀǘƛǾŜ ǊŜǎŜŀǊŎƘΩΣ όǇΦ 

145). ¢ƘƻƳŀǎ ŦǳǊǘƘŜǊ ǊŜǇƻǊǘǎ ǘƘŀǘ ǉǳŀƭƛǘŀǘƛǾŜ ǊŜǎŜŀǊŎƘŜǊǎ ƻŦǘŜƴ ΨǉǳŜǎǘƛƻƴ ǘƘŜ ǿƘƻƭŜ 

ƴƻǘƛƻƴ ƻŦ ǾŀƭƛŘƛǘȅΩ ό¢ƘƻƳŀǎΣ нлмтΣ ǇΦ мптύΤ ƛƴǎǘŜŀŘΣ ƛƴ ǉǳŀƭƛǘŀǘƛǾŜ ǊŜǎŜŀǊŎƘ ƛǘ ƛǎ ŀŘǾƛǎŜŘ 

to consider validity as a means to reflect on whether the research leads to new 

knowledge, through meticulous data collection from an appropriate sample, richness 
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of data and accurate data analysis (Thomas, 2017, Cohen et al., 2011). The 

ǊŜǎŜŀǊŎƘŜǊΩǎ ƻōƧŜŎǘƛǾƛǘȅ ƛǎ ŀƭǎƻ ŜƳǇƘŀǎƛǎŜŘ ό/ƻƘŜƴ Ŝǘ ŀƭΦΣ нлммύΣ ŀǎ ǿŜƭƭ ŀǎ ǘƘŜ ƴƻǘƛƻƴ 

ǘƘŀǘ ǾŀƭƛŘƛǘȅ ƛƴ ǉǳŀƭƛǘŀǘƛǾŜ ǊŜǎŜŀǊŎƘ ƛǎ ŀƭǎƻ ŘŜǘŜǊƳƛƴŜŘ ōȅ ǘƘŜ ΨŀǎǎŜǎǎƛƴƎ ŎƻƳƳǳƴƛǘȅ ƻŦ 

readeǊǎΩ ό¢ƘƻƳŀǎΣ нлмтΣ ǇΦ мпу). 

 Similarly to validity, the notion of reliability is also stated as ΨunworkableΩ for 

interpretive, qualitative research (Cohen et al., 2011, p. 119), as it concerns the ability 

for the research method to reproduce the same results (Thomas, 2017; Cohen et al., 

2011). Denscombe (2010) explains that reliability concerns the data collection 

ƳŜǘƘƻŘǎ ŀƴŘ ǘŜŎƘƴƛǉǳŜǎΣ ǿƘƛŎƘ ƴŜŜŘ ǘƻ ōŜ ΨŎƻƴǎƛǎǘŜƴǘΩ ŀƴŘ ǊŜǇƭƛŎŀōƭŜ ό5ŜƴǎŎƻƳōŜΣ 

2010, p. 144). In other words, in order for a research study to be viewed as reliable, it 

would need to yield the same results by following the same research process. 

Although this is applicable in scientific (quantitative) research, in interpretive research 

ǘƘƛǎ ƛǎ ƴƻǘ ŜƴǘƛǊŜƭȅ ǇƻǎǎƛōƭŜΤ ŀǎ ¢ƘƻƳŀǎ όнлмтύ ŀǊƎǳŜǎΣ Ψȅƻǳ ŀǊŜ ƛƴǘŜǊǇǊŜǘƛƴƎ ƻƴ ǘƘŜ 

basis of you being you, interviewing someone else being them. ώΧϐ ¸ƻǳǊ άǇƻǎƛǘƛƻƴŀƭƛǘȅέ 

ώΧϐ ǿƛƭƭ ŀŦŦŜŎǘ ǘƘƛǎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴΣ ŀƴŘ ȅƻǳ ǿƻǳƭŘ ƴƻǘ ŜȄǇŜŎǘ ǎƻƳŜƻƴŜ ŜƭǎŜ ǘƻ ŜƳŜǊƎŜ 

ǿƛǘƘ ǘƘŜ ǎŀƳŜ ƛƴǘŜǊǾƛŜǿ ǘǊŀƴǎŎǊƛǇǘǎ ŀǎ ȅƻǳΩ όǇΦ мпрύΦ ¢ƘŜǊŜŦƻǊŜΣ ƛƴ ǉǳŀƭƛǘŀǘƛǾŜ ǊŜǎŜŀǊŎƘ 

reliability relates to ΨŎƻƴǘŜȄǘ- and situation-specificity, authenticity, 

comprehensiveness, detail, honesty, depth of response and meaningfulness to the 

ǊŜǎǇƻƴŘŜƴǘǎΩ ό/ƻƘŜƴ Ŝǘ ŀƭΦΣ нлммΣ ǇΦ мнлύΦ  

 Within the present research, I strove to ensure that the research process is 

underpinned by validity, in terms of the research design, the methodology, the data 

collection process and the analysis, and that the emerging findings are reliable, 

detailed, and authentic to the specific research context. For all studies, data has been 

acquired from participants who were actively involved in the research context and 

who were representative of the examined population, through data collection 

processes (interview ŀƴŘ ǎǳǊǾŜȅ ǉǳŜǎǘƛƻƴǎύ ǿƘƛŎƘ ǎǘǊƻǾŜ ǘƻ Ǝŀƛƴ ǇŀǊǘƛŎƛǇŀƴǘǎΩ ƛƴ-depth 

and honest responses. Findings have been discussed in relation to relevant literature, 

acknowledging the site-specific nature of the research, while the analysis of findings 

has been underpinned by constant reflection upon my position as a researcher and 

personal biases. Considerations relating to my positionality as a researcher, objectivity 

and reflexivity are discussed in Chapter 4 (sections 4.7 and 4.8). 
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3.7 Qualitative approach  

The employment of qualitative principles has been considered appropriate for the 

purposes of the present research. Qualitative research is associated with various 

terms which describe this approach in contrast to quantitative research. These include 

ΨƛƴǘŜǊǇǊŜǘƛǾŜ ǊŜǎŜŀǊŎƘΩΣ ΨŘŜǎŎǊƛǇǘƛǾŜ ǊŜǎŜŀǊŎƘΩΣ ΨŦƛŜƭŘ-ōŀǎŜŘ ǊŜǎŜŀǊŎƘΩ ŀƴŘ ΨŎŀǎŜ ǎǘǳŘȅΩΣ 

among others, each of which can underpiƴ Ψǘhe study of music education in its natural 

contextsΣ ŘǊŀǿƛƴƎ ƻƴ ǇŀǊǘƛŎƛǇŀƴǘǎΩ ƪƴƻǿƭŜŘƎŜ ŀƴŘ ŜȄǇŜǊƛŜƴŎŜǎΩ (Bresler, 1996, p. 5).  

For interpretive research, the main purpose is to acquire in-depth 

ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ƛƴŘƛǾƛŘǳŀƭǎΩ ƳŜŀƴƛƴƎǎ ŀǘǘǊƛōǳǘŜŘ to particular experiences, by 

examining them from various theoretical perspectives. Such research is also often 

described as naturalistic, phenomenological, hermeneutic or constructivist, since 

knowledge is constructed from the multiple interpretations of individuals regarding 

specific phenomena, as they occur within their natural context, as detailed in section 

3.5 previously. Research purposes may also be emancipating, seeking to create change 

by viewing the world through particular perspectives, or may be deconstructive, 

aiming to question and critically examine assumptions that are considered universally 

true (Roulston, 2006). 

Unlike quantitative research methodologies which usually reflect positivistic 

epistemological assumptions, qualitative research has a post-positivistic worldview. 

As discussed previously, qualitative research views the world as a human construction, 

which is based on and influenced by the cultural and personal background of 

individuals. Denzin and Lincoln (1998, p. 3) describe qualitative research as a 

ΨƴŀǘǳǊŀƭƛǎǘƛŎΩ ŀǇǇǊƻŀŎƘ ǿƘƛŎƘ ǎŜŜƪǎ ǘƻ ŜȄŀƳƛƴŜ ƛƴŘƛǾƛŘǳŀƭ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴǎ ǿƛǘƘƛƴ ǘƘŜƛǊ 

original context and environment. Contrary to quantitative research, qualitative 

methodology primarily uses data sources in text form, rather than numbers, in order 

to achieve a more in-depth understanding of elements of the complex social world. 

Therefore, relevant means of data collection, many of which have been considered 

appropriate and utilised within the present research, include observation, journals, 

reflective notes, and interviews, among others. Further to this, the researchers 

themselves are inseparable from the research context, each carrying their own value 

ǎȅǎǘŜƳ ΨŦǊƻƳ ǿƘƛŎƘ ǘƘŜȅ ƻōǎŜǊǾŜ ŀƴŘ ƛƴǘŜǊǇǊŜǘΩ ό.ǊŜǎƭŜǊΣ мффсΣ ǇΦ 6). A variety of 
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means are considered necessary in order to achieve a better understanding of the 

various meanings and perspectives of the participants, focusing on empirical and 

observational processes of data collection. Any data is analysed in detail and 

knowledge is constructed through inductive reasoning processes (Thomas, 2017; 

Roulston, 2006; Flinders & Richardson, 2002). 

Inductive reasoning is one of the two main types of reasoning, with the second 

one being deductive reasoning. Deductive reasoning or top-down logic is mostly found 

in quantitative research and is based on general rules which are assumed to be true. 

If these premises are true, then the argument is considered valid; if not, then it is 

considered invalid. During inductive reasoning or bottom-up logic, specific 

information acquired by the researcher through ŜȄǇƭƻǊƛƴƎ ǘƘŜ ǇŀǊǘƛŎƛǇŀƴǘǎΩ 

experiences can act as evidence which leads to more general principles; this type of 

reasoning is frequently used in qualitative research. Although more information 

increases the credibility of the argument, knowledge emerging from inductive 

reasoning is not necessarily universally true since what is true for a specific case might 

not be true for any other case. Therefore, inductive arguments are described as strong 

or weak, rather than valid or invalid. Regarding social research, knowledge is 

ŎƻƴǎƛŘŜǊŜŘ ΨǇǊƻǾƛǎƛƻƴŀƭΩ, acting as a base for further expansion (Thomas, 2017, p. 126); 

this would also be true in educational research. 

3.7.1 Qualitative research questions, methods of data collection and 

data analysis  

In qualitative research three different types of research questions are employed, 

depending on the focus of the study: descriptive, analytic, and theoretical questions. 

Descriptive questions aim to facilitate the acquisition of a detailed description, an in-

depth portrayal of an event, view, or phenomenon. Analytic questions examine the 

meaning of specific elements, aiming to reveal links, connections and relationships 

between them, ways in which they have an effect on each other and common or 

unshared aspects among different perspectives. Theoretical questions aim to create a 

better explanation and deeper understanding of a phenomenon by attempting to 

interpret specific events through various perspectives and to identify potential 
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association with other fields, through social, psychological, or economic extensions, 

for instance (Roulston, 2006; Rossman & Rallis, 2003). 

In qualitative research, data may be collected through a variety of methods, 

such as interviews, accounts, observation, and qualitative questionnaires, amongst 

others (Cohen et al., 2011). Depending on the research purpose, the researcher needs 

to decide which methods όΨƛƴǎǘǊǳƳŜƴǘǎΩύ of data collection would be most appropriate 

in order to explore their research questions (Cohen et al., 2011). Literature on 

research methodology identifies strengths and limitations of the different data 

collection tools, also drawing connections to the types of data which may be acquired 

and the data analysis. The notion of ΨneutralityΩ is emphasised in relation to the 

employed data collection instrumentsΣ ǎƻ ǘƘŀǘ ǘƘŜȅ Řƻ Ψnot bias the results obtained 

using the particular data collection techniqueΩ ό5ŜƴǎŎƻƳōŜΣ нлмлΣ ǇΦ мрлύΦ Considering 

such parameters in advance is advised, in order to enable the researcher to make 

appropriate decisions and to devise the appropriate data collection tools for the 

purposes of their research (Thomas, 2017; Cohen et al., 2011). The data collection 

methods employed for this research are detailed in Chapter 4 (section 4.3). 

Qualitative data analysis processes are viewed as pertinent to the present 

research. Any data collected with the appropriate means are then analysed in an 

attempt to provide informative and accurate descriptions of the various aspects of the 

examined phenoƳŜƴƻƴΦ CƻǊ ǘƘƛǎ ǇǳǊǇƻǎŜΣ ΨǘƘƛŎƪ ŘŜǎŎǊƛǇǘƛƻƴΩ (Denscombe, 2010, p. 

133) and thematic interpretative analysis are often utilised (Thomas, 2017; 

Denscombe, 2010). Thematic analysis includes systematic coding and categorisation 

of words and concepts which are encountered consistently, for example, within 

interview transcripts, in order to form perceptually related umbrella-themes. These 

are then further edited and reviewed creating sub-categories, to construct a thematic 

ΨƳŀǇΩ ό¢ƘƻƳŀǎΣ нлмтΣ ǇΦ нпсύΦ Lǘ ƛǎ ŀŘǾƛǎŜŘ ǘƻ ƛƴŎƭǳŘŜ ƛƭƭǳǎǘǊŀǘƛǾŜ ǉǳƻǘŀǘƛƻƴǎ 

(complementing or contrasting) for each theme, while considering connections of 

ideas across different themes (Thomas, 2017). In interpretive research, the processes 

of analysis of findings and discussion are likely to occur alongside each other, by 

meaningfully synthesising emerging ideas (Thomas, 2017). It has also been considered 

important to identify any implications of results on the specific field of research, or on 

other disciplines, as well as to propose ways in which the research results might be 
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utilised as a starting point for future research (Thomas, 2017; Denscombe, 2010; 

Conway & Borst, 2001). 

3.8 Summary  

Within this chapter the theoretical framework of the research design is presented, 

focusing on my philosophical position of a constructivist approach with a post-

positivistic epistemology. The interpretive perspective of the research is explained, 

considering risks and potential impact of this approach on the research. Aspects of 

qualitative research have also been discussed, along with parameters such as 

transferability, generalisability, validity, and reliability, which link to methodological 

and ethical considerations of the research, as presented in Chapter 4. 
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CHAPTER 4: METHODOLOGICAL AND ETHICAL CONSIDERATIONS 

OF THE RESEARCH 

This chapter focuses on methodological and ethical considerations of the research. 

The methodological considerations emerge from the theoretical framework of the 

research design detailed in Chapter 3, including the three developed studies, data 

collection methods and data analysis. Ethical considerations link to my experience as 

a researcher and my position in the music Conservatoire where part of this research 

was undertaken (Study 1), including positive aspects and potential challenges, and my 

reflection on my experience as a researcher in this context. The deployed processes 

of obtaining participantǎΩ ƛƴŦƻǊƳŜŘ consent are also detailed. 

4.1 Methodological considerations  

The methodological considerations of the research presented in this chapter are 

aligned with the theoretical framework of research design detailed in Chapter 3. The 

following sections focus on parameters such as the three studies which emerged from 

the research questions (section 4.2), the employed data collection methods (section 

4.3) focusing on interviews (section 4.3.1) and survey (section 4.3.2), including 

relevant considerations, and encountered challenges (section 4.3.3), and the process 

of data analysis (section 4.4). 

4.2 The present studies  

In order to achieve the aims of the research and to explore the research questions 

(outlined at the end of Chapter 2), three research projects were designed, utilising the 

theoretical framework of research design presented in Chapter 3. Studies 1 and 2 

focus on the identification of elements to support the overarching aim of developing 

sight-reading material for Conservatoire piano learners in Greece by informing my 

creative process. In Study 3, the devised material was evaluated through a survey 

review from piano teachers.  

1. {ǘǳŘȅ мΥ Ψ/ƻƴǘŜȄǘǳŀƭƛǎƛƴƎ ǎƛƎƘǘ-reading through the views of instrumental 

ǘŜŀŎƘŜǊǎ ƻŦ ǘƘŜ DǊŜŜƪ /ƻƴǎŜǊǾŀǘƻƛǊŜΩΦ 
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2. {ǘǳŘȅ нΥ Ψ/ƻƴǎǳƭǘƛƴƎ ŎǊŜŀǘƻǊǎ ƻŦ Ǉƛŀƴƻ ǎƛƎƘǘ-ǊŜŀŘƛƴƎ ƳŀǘŜǊƛŀƭΩΦ 

3. {ǘǳŘȅ оΥ Ψ!nalysis of Ǉƛŀƴƻ ǘŜŀŎƘŜǊǎΩ evaluative survey reviews of the devised 

ƳŀǘŜǊƛŀƭΩ όtwo sight-reading books for piano beginners). 

{ǘǳŘȅ мΣ Ψ/ƻƴǘŜȄǘǳŀƭƛǎƛƴƎ ǎƛƎƘǘ-reading through the views of instrumental 

ǘŜŀŎƘŜǊǎ ƻŦ ǘƘŜ DǊŜŜƪ /ƻƴǎŜǊǾŀǘƻƛǊŜΩΣ ōǳƛƭŘǎ ƻƴ ŦƛƴŘƛƴƎǎ ŦǊƻƳ ǇǊŜǾƛƻǳǎ ǇŜǊǎƻƴŀƭ 

research focusing on piano sight-reading in the Conservatoire, by extending the 

research to various instruments. As explained in Chapter 1 (section 1.1), in my 

ǇǊŜǾƛƻǳǎ ǿƻǊƪΣ L ŜȄǇƭƻǊŜŘ όǘƘǊƻǳƎƘ ƛƴǘŜǊǾƛŜǿǎύ Ǉƛŀƴƻ ǘŜŀŎƘŜǊǎΩ ǇŜǊŎŜǇǘƛƻƴǎ ŀƴŘ 

attitudes towards sight-reading in the same Conservatoire and observed elements of 

sight-reading teaching in individual piano lessons (through non-participant 

observation). Through Study 1, the exploration of similar aspects of instrumental 

sight-reading has enabled the development of my findings from the previous research, 

revealing further insights beyond the piano, linking to other instruments and 

ƛƴǎǘǊǳƳŜƴǘŀƭ ǘŜŀŎƘŜǊǎΩ ǇǊŀŎǘƛŎŜǎΣ ǿƘƛŎƘ Ƙŀǎ ƛƴŦƻǊƳŜŘ ǘƘŜ ǇǊƻŎŜǎǎ ƻŦ ŎǊŜŀǘƛƴƎ Ƴȅ ƻǿƴ 

sight-reading material (presented in Appendix 6). The findings of Study 1 are detailed 

in Chapter 5. 

{ǘǳŘȅ нΣ Ψ/ƻƴǎǳƭǘƛƴƎ ŎǊŜŀǘƻǊǎ7 of piano sight-ǊŜŀŘƛƴƎ ƳŀǘŜǊƛŀƭΩΣ was developed 

after reviewing existing piano sight-reading publications, in order to further inform 

the framework of developing my own sight-reading material by deepening my 

understanding of procedures, considerations, and limitations as well as creative 

processes involved within the generation of this type of educational material. This 

qualitative research project has involved interviewing creators of existing sight-

reading resources. Their professional experience in the field has been considered 

valuable and their advice has been viewed as particularly enlightening, especially in 

relation to practical aspects of the educational material creative process. For the 

purposes of this specific study, interviews with sight-reading material creators have 

been considered appropriate as a means to acquire as comprehensive and deep 

understanding of their experiences and processes as possible. The findings from Study 

 
7 As explained in Chapter 1, the term ΨŀǳǘƘƻǊ(s)Ω has been utilised when referring to the creators of 
sight-reading publications within this thesis, instead of ΨŎƻƳǇƻǎŜǊǎΩ, as it encompasses the non-
musical material as well as the compositional content of their books. 
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2 are presented in Chapter 6 and discussed in relation to the connections that the 

ŎǊŜŀǘƻǊǎΩ experiences made for me and my own creative process. 

Study 3Σ ΨAƴŀƭȅǎƛǎ ƻŦ Ǉƛŀƴƻ ǘŜŀŎƘŜǊǎΩ ŜǾŀƭǳŀǘƛǾŜ ǎǳǊǾŜȅ ǊŜǾƛŜǿǎ ƻŦ ǘƘŜ ǘǿƻ 

ŎǊŜŀǘŜŘ ōƻƻƪǎΩ, utilised a survey through which the devised sight-reading material of 

the thesis was appraised by Greek and non-Greek piano teachers. This survey was 

designed as an adaptation to the Covid-19 restrictions which prevented the pilot-

testing of the devised sight-reading books with piano learners. The survey aimed to 

collect feedback on the different components and pedagogical approach of the books, 

gaining insights towarŘǎ Ǉƛŀƴƻ ǘŜŀŎƘŜǊǎΩ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘƘŜ ǇǳǊǇƻǎŜ ŀƴŘ 

underpinnings of the material. The collected feedback is analysed in Chapter 10. In 

addition, the process of developing my own material necessitated the establishment 

of relevant creative principles as a basis guiding my creative approach. In order to 

develop an informed framework and set of principles, a comparative analysis of sight-

reading specifications and relevant marking criteria within the piano syllabi of 

international music examination boards was undertaken, focusing on the first grades 

of piano studies. Findings from Study 2 also contributed to this approach (as discussed 

in Chapter 6, sections 6.5-6.6); the comparative analysis is detailed in Chapter 7. 

4.3 Data collection methods  

Data collection methods of this research were selected according to the purpose and 

research questions of each study. The employed data collection methods included (a) 

interviews, and (b) a survey. These methods were considered appropriate, with a view 

to acquiring as detailed data as possible in relation to the research purpose and the 

questions explored through each study. As illustrated in Table 4.1, for Studies 1 and 2, 

data was collected through semi- structured interviews with instrumental teachers of 

a Greek Conservatoire, and with international authors of sight-reading publications, 

respectively; Study 3 collected feedback on the devised sight-reading material 

(presented in Appendix 6) from piano teachers in Greece and beyond, through a 

qualitative survey review. 
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Table 4.1 Data collection methods 

STUDIES PARTICIPANTS 

DATA 

COLLECTION 

METHODS 

MODE OF 

DELIVERY 

Study 1 Instrumental teachers 

of the Conservatoire 

Interviews 

(semi-structured) 
In-person 

Study 2 Authors of sight-

reading publications 

Interviews 

(semi-structured) 
Online 

Study 3 
Piano teachers 

(In Greece and outside) 

Survey  

(Qualitative survey 

reviews) 

Online 

The following sections detail the ways in which interviews (section 4.3.1) and 

survey (section 4.3.2) have been utilised in the present research alongside relevant 

considerations and encountered challenges, focusing on transcription and translation 

(section 4.3.3). 

4.3.1 Interviews  

For the research purposes of Study 1 and 2, semi-structured interviews with the 

participants were considered as appropriate tools for the exploration of the research 

ǉǳŜǎǘƛƻƴǎΣ ƛƴ ƻǊŘŜǊ ǘƻ ŦŀŎƛƭƛǘŀǘŜ ŀ ŘŜŜǇŜǊ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ǘƻǿŀǊŘǎ ǘƘŜ ǇŀǊǘƛŎƛǇŀƴǘǎΩ 

perspectives. In addition to this, qualitative interviewing was a method with which I 

was familiar through previous research I conducted during my MA studies8, and felt 

that this experience would support me in my role as a researcher in this context. After 

obtaining ethical approval from the Arts and Humanities Ethics Committee of the 

University of York before the commencement of each study, informed consent was 

sought and gained from potential interview participants and survey respondents 

(further information about ethical concerns of this research is provided in section 4.9). 

 
8 (a) How is sight-reading perceived in a Greek Conservatoire and which sight-reading strategies are 
ƛƴŎƻǊǇƻǊŀǘŜŘ ƛƴ Ǉƛŀƴƻ ǘŜŀŎƘƛƴƎΚΩΣ ŀƴŘ όōύ Ψ!ƴ ŜȄŀƳƛƴŀǘƛƻƴ ƻŦ ƳǳǎƛŎƛŀƴǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ǿƛǘƘ 5ȅǎƭŜȄƛŀ ƛƴ 
the school and music setting: challenges, compensatory strategies, attitudes and other implicationsΩ. 
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For the planning and execution of the interviews, suggestions and information 

from academic literature were taken into consideration, significantly informing the 

process of interviewing. wƻǳƭǎǘƻƴΩǎ ǇǳōƭƛŎŀǘƛƻƴǎ on qualitative interviews and 

reflective interviewing, ŀƴŘ ¢ƘƻƳŀǎΩ ǊŜǎŜŀǊŎƘ ƎǳƛŘŜ όнлмтύΣ ŀƭƻƴƎ ǿƛǘƘ ŦǳǊǘƘŜǊ 

relevant resources, have been particularly informative regarding both practical 

aspects and mental processes involved before, during or after the interviews (Thomas, 

2017; Roulston, 2013; Roulston, 2010; Vamvoukas, 2010; King & Horrocks, 2009).  

!ŎŎƻǊŘƛƴƎ ǘƻ /ƻƘŜƴ Ŝǘ ŀƭΦ όнлммύΣ ΨLƴǘŜǊǾƛŜǿǎ ŜƴŀōƭŜ ǇŀǊǘƛŎƛǇŀƴǘǎ ώΧϐ ǘƻ ŘƛǎŎǳǎǎ 

their interpretations of the world in which they live, and to express how they regard 

ǎƛǘǳŀǘƛƻƴǎ ŦǊƻƳ ǘƘŜƛǊ ƻǿƴ Ǉƻƛƴǘ ƻŦ ǾƛŜǿΩ όǇΦ нстύΦ ¢ƘŜ ŀǎǇŜŎǘǎ ŜȄǇƭƻǊŜŘ ǘƘǊƻǳƎƘ 

interviewǎ ƛƴ ǉǳŀƭƛǘŀǘƛǾŜ ǊŜǎŜŀǊŎƘ Ƴŀȅ ŎƻƴŎŜǊƴ ΨŦŀŎǘǎ ƻǊ ƻǇƛƴƛƻƴǎ ƻǊ ŀǘǘƛǘǳŘŜǎΣ ƻǊ ŀƴȅ 

ŎƻƳōƛƴŀǘƛƻƴ ƻŦ ǘƘŜǎŜΩ ό¢ƘƻƳŀǎΣ нлмтΣ ǇΦ нлнύΦ 5ƛǎŎǳǎǎƛƴƎ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ΨǉǳŀƭƛǘȅΩ ƛƴ 

qualitative interviewing, Roulston (2010) underlines the necessity for researchers to 

think carefully in advance about the research design, the interview questions and 

potential factors which may influence their formulation, as well as about the 

appropriate method of data analysis.  

For the purposes of Studies 1 and 2 of the present research, semi-structured 

interviews were utilised, to benefit from the flexibility this type of interviewing offers 

ǘƻ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊ ŀƴŘ ΨǘƘŜ ŦǊŜŜŘƻƳ ǘƻ Ŧƻƭƭƻǿ ǳǇ Ǉƻƛƴǘǎ ŀǎ ƴŜŎŜǎǎŀǊȅΩ ό¢ƘƻƳŀǎΣ нлмтΣ 

p. 2лсύΦ CƻǊ ǘƘƛǎ ǘȅǇŜ ƻŦ ƛƴǘŜǊǾƛŜǿΣ ƭƛǘŜǊŀǘǳǊŜ ŀŘǾƛǎŜǎ ǘƻ ŎǊŜŀǘŜ ΨǎŎƘŜŘǳƭŜǎΩΣ ƴŀƳŜƭȅ ƭƛǎǘǎ 

of points or actual questions to guide the process, which would act as reminders of 

areas that need to be covered during the interview (Thomas, 2017; Cohen et al., 2011). 

The flexibility of semi-structured interviews also offers the opportunity for the 

researcher to explore further particular areas of interest, for example by asking follow-

up questions and by providing verbal or non-verbal probes and prompts, as need 

arises. This could contribute to clarifications, further explanations and more detailed 

ƛƴŦƻǊƳŀǘƛƻƴ ŦǊƻƳ ǘƘŜ ƛƴǘŜǊǾƛŜǿŜŜǎΣ ǘƘŜǊŜōȅ ŜƴŀōƭƛƴƎ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊΩǎ ŎƭŜŀǊŜǊ ŀƴŘ 

more in-depth understanding of the explored area (Thomas, 2017; Cohen et al., 2011). 

Thomas (2017) shares further considerations, such as the need to build rapport 

ōȅ ǘǊȅƛƴƎ Ψǘƻ Ǉǳǘ ǘƘŜ ƛƴǘŜǊǾƛŜǿŜŜ ŀǘ ŜŀǎŜ ōŜŦƻǊŜ ǘƘŜ ƛƴǘŜǊǾƛŜǿ ǇǊƻǇŜǊ ōŜƎƛƴǎΩ όǇΦ нлнύΣ 

and to pay attention to (and make mental or written notes of) non-verbal cues and 

clues fǊƻƳ ǘƘŜ ƛƴǘŜǊǾƛŜǿŜŜΩǎ ōŜƘŀǾƛƻǳǊΣ ǿƘƛŎƘ Ƴŀȅ ƛƴŦƻǊƳ ŦǳǊǘƘŜǊ ǘƘŜ ƳŜŀƴƛƴƎ ƻŦ 
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their verbal responses. Such aspects are also helpful to include within the interview 

transcriptions, to be considered during the process of data analysis (Thomas, 2017). 

4.3.1.1 The interviews of Studies 1 and 2  

For Studies 1 and 2 of the present thesis, individual semi-structured interviews were 

conducted with the participants, as detailed in the following paragraphs. 

Study 1:  

For the purposes of Study 1, one-to-one semi-structured interviews were conducted 

with the four interviewees from the specific Conservatoire in Greece who expressed 

their wish to participate. As stated previously, the main aim was to build upon findings 

from my previous research on piano sight-reading (explained in Chapter 1), by 

ŜȄǇƭƻǊƛƴƎ ŀǎǇŜŎǘǎ ǎǳŎƘ ŀǎ ƛƴǎǘǊǳƳŜƴǘŀƭ ǘŜŀŎƘŜǊǎΩ ŀǿŀǊŜƴŜǎǎ ƻŦ ǘƘŜ ǊŜƭŜǾŀƴǘ 

regulations, perceptions and attitudes, practical aspects including difficulties and 

strategies, in relation to other instruments within the same Conservatoire. 

Instrumental teachers in the Conservatoire were approached and informed about the 

research purposes and four expressed their willingness to participate (further 

information about the interviews and participants of this study are detailed in Chapter 

5). After obtaining informed consent9, the interviews were conducted in person, in a 

location chosen by each interviewee, in which they would feel comfortable to discuss 

the specific topic; the discussion was in Greek, their native language, to enable them 

to express their thoughts with greater comfort and ease, thus avoiding potential 

hesitance or lack of clarity or depth due to the language barrier. Data was recorded 

with a portable, digital audio-recording device and has been treated sensitively and 

stored securely, in compliance with the AHEC procedure.  

The interviews were transcribed in Greek and the transcripts were sent to the 

participants via e-mail for approval. Relevant amendments predominantly included 

clarifications of meaning, replacement of sections which seemed rather vague or were 

expressed through informal language of speech and, in one case, the answering of two 

additional questions. The suggested amendments, comments and suggestions were 

incorporated within the Greek transcripts prior to their translation into English by me 

 
9 The relevant consent form and information sheet are provided in Appendix 1. 
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(the interview questions can be found in Appendix 3). Relevant challenges are 

identified in section 4.3.3. 

Study 2: 

In Study 2, data was collected through semi-structured interviews with international 

authors of piano sight-reading publications, after the review of sight-reading 

resources. As previously stated, the purpose of the study was to explore the authorsΩ 

experiences with creating this type of material, in order to inform further my own 

creative process. Potential participants were identified on the basis of their published 

piano sight-reading output and were invited to participate in the study via email, 

introducing the researcher and explaining the research purpose. 

Three of the four participants took part in an online (individual) interview, 

while one participant provided written responses to the interview questions, as they 

requested. The interviews were scheduled at a convenient time for each participant 

considering different time zones, as the authors were based internationally; online 

interviews were also necessitated, due to the restrictions of COVID-19. As stated in 

Chapter 6, informed consent was elicited before the commencement of the study; the 

interviews were audio-recorded, and the data was stored securely and treated with 

sensitivity according to the AHEC procedure. As previously, the interview transcription 

files were sent to the participants for approval or potential amendments, which were 

incorporated into the transcripts prior to the data analysis. The interview questions 

for Study 2 are provided in Appendix 4. 

4.3.1.2 The interview questions  

For the semi-structured interviews (Studies 1 and 2), an interview schedule was 

developed in advance, outlining the focus areas of the interviews. For each 

area/ theme, particular questions were also generated in order to support the 

interview process, while providing space for follow-up questions and probes as 

needed during the interviews. For both studies, the interview questions included 

open-ended as well as short-answer questions, the general structure of which can be 

seen in the appendices (Study 1, Appendix 3; Study 2, Appendix 4). The structure of 

the interview schedules was intended to act more as a guide, rather than as a strict 

linear diagram, acknowledging the fact that the flow of the conversation could lead to 
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different directions, in alignment with the literature considerations stated previously 

(Thomas, 2017). Therefore, for both studies, the order of the questions was not the 

same for all participants, as it was largely dependent on the overall course of the 

discussion.  

In both studies, further questions were generated from the responses of the 

participants, which led to follow-up questions. Helpful probes were also provided in 

cases where these were considered necessary, in order to gain greater detail regarding 

ǇŀǊǘƛŎƛǇŀƴǘǎΩ ǎǘŀǘŜƳŜƴǘǎΦ CƻǊ ŜȄŀƳǇƭŜΣ ǿƘŜƴ ƻƴŜ ƛƴǎǘǊǳƳŜƴǘŀƭ ǘŜŀŎƘŜǊ ό{ǘǳŘȅ мΣ 

Participant 2) mentioned sight-reading duets between their pupils as a practice to 

promote sight-ǊŜŀŘƛƴƎ ǿƛǘƘƛƴ ǘƘŜ ƭŜǎǎƻƴΣ L ŦǳǊǘƘŜǊ ŀǎƪŜŘ ΨHow do they respond to this 

ƛƴǘŜǊŀŎǘƛƻƴΚΩΣ ǘo acquire a more in-depth understanding of their experience. Finally, in 

addition to the questions, positive body language and encouraging, verbal and non-

verbal prompts were utilised during both the in-person and the online settings, 

including friendly facial expressions, smiling, and nodding gestures, amongst others, 

to create a positive and welcoming interview environment.  

4.3.2 Survey (Study 3)  

For the purposes of Study 3, a qualitative survey review was conducted with piano 

teachers in order to collect feedback on the sight-reading material devised as part of 

the thesis. The survey was designed as an adaptation of the initial plan of pilot-testing 

the material with piano learners, which was not feasible at the time due to the Covid-

19 restrictions.  

As explained in Chapter 10, potential respondents were identified and 

approached via email from a wide network of colleagues in Greece and beyond, 

including (private and/or Conservatoire) piano teachers from various Greek cities, as 

well as piano teaching members of staff at the University of York, Graduate Teaching 

Assistants and PhD candidates from the University of York Music Department; alumni 

from the University of York MA Music Education: Instrumental and Vocal Teaching 

course and members of the Music Education Forum of the University of York Music 

Department also participated. The survey was developed both in English and in Greek, 

to enable participants to provide as informative feedback as possible without being 
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limited from the language barrier. The Greek responses were translated in English by 

the thesis author. 

The platform of Google forms was selected in order to overcome potential 

implications concerning the survey, such as hesitance to participate, as it was likely 

that this format would be more familiar to the Greek participants, than the Qualtrics 

platform for example. After obtaining ethical approval from the University of York 

AHEC, the survey was piloted in both versions (Greek and English) and checked for 

clarity and potential adaptations; relevant amendments were made resulting in the 

final version which was distributed to the respondents (presented in Appendix 5). 

Further detail about the survey is provided in Chapter 10 (section 10.3). 

4.3.2.1 Various considerations and survey questions  

Advice from research literature was sought for the development of the survey, in 

particular from the publications of Cohen et al. (2011) and Thomas (2017). Considering 

that anonymity usually Ψencourages greater honestyΩ ƛƴ ǇŀǊǘƛŎƛǇŀƴǘǎΩ ǊŜǎǇƻƴǎŜǎ 

(Cohen et al., 2011, p. 129), the survey was anonymous, and this was made clear to 

the respondents in advance, through email communication before the 

commencement of the survey, as well as within the introduction of the survey which 

elicited ǘƘŜ ǊŜǎǇƻƴŘŜƴǘǎΩ informed consent. It was envisaged that issues concerning 

the survey return rate or non-respondents would not be encountered (Cohen et al., 

2011), as the survey was disseminated only to piano teachers who had previously 

agreed to provide feedback. In addition, although the survey sample (19 respondents) 

was not large, it was inclusive of piano teachers with different amounts of piano 

teaching experiences, backgrounds, and teaching contexts, as detailed in Chapter 10. 

It was not sought to reach generalised conclusions from the data, and it is 

acknowledged that the survey findings are representative only of the specific sample 

of piano teachers. 

In alignment with the research purpose, this qualitative survey was developed 

for piano teachers to provide feedback on the ǘƘŜǎƛǎ ŀǳǘƘƻǊΩǎ ŘŜǎƛƎƴŜŘ material 

through their evaluated reviews. The decision to collect feedback through a 

qualitative survey was based on the consideration that Ψqualitative, less structured, 

word-based and open-ended questionnaires ώΧϐ can capture the specificity of a 
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particular situationΩ (Cohen et al., 2011, p. 247). Thomas (2017) advises to think about 

the wording of the questions in relation to the kind of response that is sought to be 

received, emphasising that due to the absence of human interaction, which occurs for 

example in interviews (and can lead to prompts and probes for more clarity or detail), 

clearly presented questions can elicit useful responses for the research. 

The survey questions were developed taking into consideration relevant 

suggestions from research methodology literature, resulting in the following 

categories of questions: 

(a) close-ended questions (such as dichotomous Ψ¸ŜǎκbƻΩ questions) 

(b) single or multiple-selection questions, 

(c) rating scale questions (Likert) 

(d) open-ended questions. 

Closed-ended questions included questions which might have needed a short answer 

(for example about the number of years of their teaching experience). For any 

dichotomous questions sǳŎƘ ŀǎ ΨyeǎκƴƻΩ questions or where selection of one of two 

opposites was requested, I ǇǊƻǾƛŘŜŘ ŦǳǊǘƘŜǊ ƻǇǘƛƻƴǎΣ ǎǳŎƘ ŀǎ ΨotherΩ ƻǊ ΨƳŀȅōŜΩ ŀƴŘκƻǊ 

ΨL ŘƻƴΩǘ ƪƴƻǿΩΣ ƛƴ ƻǊŘŜǊ ǘƻ ŀǾƻƛŘ ΨǊŜǎǇƻƴŘŜƴǘ ōƛŀǎΩ ό/ƻƘŜƴ Ŝǘ ŀƭΦΣ нлммΣ ǇΦ нрмΤ ¢ƘƻƳŀǎΣ 

2017). Figure 4.1 illustrates this approach through an example of a survey question: 

 

Figure 4.1. Example of a dichotomous question (Study 3 survey) 

 The selection questions included single- and multiple-answer questions, asking 

the respondents to select one or as many boxes as appropriate. In these questions I 

endeavoured to provide a wide range of potential responses (Cohen et al., 2011). A 

relevant question example is provided in Figure 4.2 below. 
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Figure 4.2. Example of a multiple selection question (Study 3 survey) 

Rating scale ǉǳŜǎǘƛƻƴǎ ŜȄǇƭƻǊŜŘ ǊŜǎǇƻƴŘŜƴǘǎΩ ǇŜǊŎŜǇǘƛƻƴǎ ΨŀƭƻƴƎ ŀ ŎƻƴǘƛƴǳǳƳΩ 

(Thomas, 2017, p. 221). Likert scales were used to collect feedback, particularly on 

how useful, appropriate, or helpful different book elements were viewed by the 

respondents. Rating scales from 1 to 5 were primarily used, containing a middle point 

on point 3; scales with an even number of points were also used (with 4 or 6 points), 

which did not include a midpoint and therefore the responses indicated the 

ǊŜǎǇƻƴŘŜƴǘǎΩ Ǉƻǎƛǘƛƻƴ ǘƻwards one of the two ends of the scale (Thomas, 2017; Cohen 

et al., 2011). Relevant examples of a five-point scale (Figure 4.3) and an even-number 

scale (Figure 4.4) are presented below: 

 

Figure 4.3. Example of a five-point rating scale (Study 3 survey) 

 

Figure 4.4. Example of a six-point rating scale (Study 3 survey) 
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Finally, due to the research purpose όǘƘŜ ŎƻƭƭŜŎǘƛƻƴ ƻŦ Ǉƛŀƴƻ ǘŜŀŎƘŜǊǎΩ ŦŜŜŘōŀŎƪ 

on the devised books), open questions were utilised in order to enable the 

respondents to provide their answers freely with as much detail and explanation as 

they wantedΣ ǘƘŜǊŜōȅ ŎŀǇǘǳǊƛƴƎ ǘƘŜ Ψauthenticity, richness, depth of response, 

honestyΩ which are primary characteristics of qualitative research (Cohen et al., 2011, 

p. 255). Thomas (2017) counsels to think about open questions within a survey Ψin the 

same way that you think about unstructured interviewsΩΣ drawing attention to the 

need for the questions to be carefully considered in advance, as ς unlike the interview 

ς the survey does not provide the opportunity for further stimuli, clarification or 

prompts to the respondent. 

Balance was sought between closed and open questions and the number of 

each, so that the participants would not be overwhelmed by the written input 

required due to the qualitative nature of the survey. In addition, I considered that 

open-ended questions are likely to demand more time to complete (Cohen et al., 

2011). I made the respondents aware of the estimated completion time of the survey 

by providing a relevant note in our communication and within the survey introduction; 

I also ensured to enable the function which allowed the respondents to complete the 

survey in more than one sitting, alongside instructions on how to achieve this. The 

survey questions can be found in Appendix 5. 

4.3.3 Transcription and translation: Considerations and challenges  

During the process of transcribing the interviews from Studies 1 and 2, and translating 

the data provided in Greek, namely the interviews conducted in Study 1 and the data 

obtained through the survey with Greek piano teachers, various challenges were 

encountered.  

Regarding the interview transcription process, efforts were made for the final 

ǘǊŀƴǎŎǊƛǇǘǎ ǘƻ ōŜ ŀǎ ŎƭŜŀǊ ŀƴŘ ŀǎ ŀŎŎǳǊŀǘŜ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴǎ ƻŦ ǇŀǊǘƛŎƛǇŀƴǘǎΩ ǎƘŀǊƛƴƎ ƻŦ 

experiences as possible. This was a challenging process, as the audio version of each 

convŜǊǎŀǘƛƻƴ ΨŦƛƭǘŜǊǎ ƻǳǘ ƛƳǇƻǊǘŀƴǘ ŎƻƴǘŜȄǘǳŀƭ ŦŀŎǘƻǊǎΣ ƴŜƎƭŜŎǘƛƴƎ ǘƘŜ Ǿƛǎǳŀƭ ŀƴŘ ƴƻƴ-

ǾŜǊōŀƭ ŀǎǇŜŎǘǎ ƻŦ ǘƘŜ ƛƴǘŜǊǾƛŜǿΩΣ ƛƴŎƭǳŘƛƴƎ ƎŜǎǘǳǊŜǎΣ ŜȅŜ ŎƻƴǘŀŎǘ ŀƴŘ ƻǾŜǊŀƭƭ ōƻŘȅ 

language (Mishler, 1986, in Cohen et al., 2002, p. 281). In addition, the typed-out form 

of the interview omits significant elements, such as the tone of voice, any pauses, or 
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emphasis on specific words/phrases, amongst others, which can be informative in 

ŎƻƴǾŜȅƛƴƎ ǘƘŜ ƛƴǘŜǊǾƛŜǿŜŜΩǎ ƳŜŀƴƛƴƎǎ ƛƴ ƳƻǊŜ ŘŜǘŀƛƭ ό¢ƘƻƳŀǎΣ нлмтύΦ Lƴ ŀƴ ŀǘǘŜƳǇǘ 

to include such elements, relevant editorial phrases have been incorporated (in 

parentheses) within transcripts. This is illustrated through the following Table (Table 

4.2) containing transcript extracts from Study 1, indicative of such editorial additions: 

Table 4.2 LƴŘƛŎŀǘƛƻƴ ƻŦ ŜƭŜƳŜƴǘǎ ΨōŜȅƻƴŘ ǿƻǊŘǎΩ ǿƛǘƘƛƴ ƛƴǘŜǊǾƛŜǿ ǘǊŀƴǎŎǊƛǇǘǎ 

Indications of  

ŜƭŜƳŜƴǘǎ ΨōŜȅƻƴŘ 

wordsΩ 

Interview extracts 

Indication of pauses 
Ψ¢ǿƛŎŜ ōŜŦƻǊŜ ǘƘŜ ŘŜƎǊŜŜΧ όǇŀǳǎŜǎ ǘƻ ǘƘƛƴƪύΦ ¢ƘŀǘΩǎ ǘƻƻ ƭŀǘŜΦ 

I think ǘƘŀǘ ƛǘ ǎƘƻǳƭŘ ōŜ ŜȄŀƳƛƴŜŘ ŦǊƻƳ ŜŀǊƭƛŜǊ ƭŜǾŜƭǎΩ 

Indication of laughter 

ΨLƴ ǘƘƛǎ ŎƻƴǘŜȄǘΣ ŎƘƛƭŘǊŜƴ Ŏŀƴ ǎƛƎƘǘ-read [SR] quite a lot, with 

ǎƻƴƎǎ ŀƴŘ ǘǳƴŜǎ ǘƘŜȅ ŀƭǊŜŀŘȅ ƪƴƻǿΧ .ǳǘ ǘƘŜ Ǉƻƛƴǘ ƛǎ ǘƻ ŀƭǎƻ 

{w ǇƛŜŎŜǎ ǘƘŜȅ ŘƻƴΩǘ ƪƴƻǿ όƭŀǳƎƘǎύΩ 

Indication of emphasis  

(also in italics) 

Ψ{w ǎƘƻǳƭŘ ōŜ ŀ ƭƛǘǘƭŜΣ ƴƻǘ ŀ ƭƛǘǘƭŜΣ quite (with emphasis) 

ŜŀǎƛŜǊ ǘƘŀƴ ǇǳǇƛƭǎΩ ƛƴǎǘǊǳƳŜƴǘŀƭ ǎƪƛƭƭǎ ŦƻǊ ŀ ǇƛŜŎŜ ǘƘŜȅΩǾŜ 

ǇǊŀŎǘƛŎŜŘΩ 

Indication of gestures 

affecting meaning 

ΨώΧϐ ǿƘŜƴ ȅƻǳ ŎŀƴΩǘ ǎŜŜ ǾŜǊȅ ǿŜƭƭΣ ȅƻǳ ŎŀƴΩǘ ŜȄŀŎǘƭȅ ƛŘŜƴǘƛŦȅ 

ǘƘŜ ƴƻǘŜΣ ōǳǘ ȅƻǳ ǎŜŜΣ ȅƻǳ ƪƴƻǿΧ όŘǊŀǿǎ ŘƛǊŜŎǘƛƻƴ ƭƛƴŜǎ ƛƴ 

ǘƘŜ ŀƛǊύ ώΧϐ ȅƻǳ ǊŜŎƻƎƴƛǎŜ ƛŦ ƛǘΩǎ ƎƻƛƴƎ ǳǇΣ ƻǊ ŘƻǿƴΩ 

Clarifications informed by 

my insider position within 

the institute 

ΨǿŜ ƘŀŘ ōŜŜƴ ƛƴŦƻǊƳŜŘ ŀōƻǳǘ ǘƘƛǎ όƳŜŀƴǎΥ ŀƴ ABRSM 

representative had informed the teachers of the 

/ƻƴǎŜǊǾŀǘƻƛǊŜύΩ 

wƻōŜǊǘǎ όмффтύ ƘƛƎƘƭƛƎƘǘǎ ǘƘŀǘ ΨǿŜ ŀǊŜ ǘǊŀƴǎŎǊƛōƛƴƎ ǇŜƻǇƭŜ ǿƘŜƴ ǿŜ ǘǊŀƴǎŎǊƛōŜ 

ǘŀƭƪΩ όǇΦ мтлύΦ ¢Ƙƛǎ ŦǳǊǘƘŜǊ ǎǳǇǇƻǊǘǎ ǘƘŜ ƴŜŎŜǎǎƛǘȅ ŦƻǊ ŀ ǘǊŀƴǎŎǊƛōŜǊ ǘƻ ŎƻƴǎƛŘŜǊ ŜƭŜƳŜƴǘǎ 

beyond speech which might contribute to the meaning of words. In addition to this, 

interviews contain elements from the cultural background of the speaker, ranging 

from language expressions and figures of speech to cultural-specific information, 

which has an effect on the transcription and translation process. Regarding the Study 

1 interviews, challenges were encountered mainly in terms of the translation of 

informal, daily expressions and phrases used by the interviewees. In such cases, the 

specific phrases were replaced with semantically equivalent English expressions. A 

frequent example was an everyday Greek expression ς in translation: Ψό¢ƘŀǘΩǎύ ŦƛƴŜΩ ς 

commonly used by the speakers. Within the transcripts, this phrase was translated as 
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Ψall rightΩΣ ΨǘƘŀƴƪ ȅƻǳΩΣ ƻǊ ΨƻƪŀȅΩ, depending on the case, in order to avoid any 

contextual confusion arising from the English literal translation. In addition, editorial 

explanations have been incorporated within the translated transcripts, mainly in 

relation to content referring to the Greek cultural background of the participants, in 

ƻǊŘŜǊ ǘƻ ŀƭƭƻǿ ŦƻǊ ŀ ŘŜŜǇŜǊ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘƘŜ ƛƴǘŜǊǾƛŜǿŜŜǎΩ ǎǘŀǘŜƳŜƴǘǎΦ This is 

illustrated through the following extracts: 

¶ ΨL ǇǊƻǾƛŘŜ ǇƛŜŎŜǎ ǿƘƛŎƘ ŀǊŜ ǎƛƳǇƭŜΣ ǎǳŎƘ ŀǎ ΨbŜŦŜƭƛΩǎ ¢ŀƴƎƻΩ όŀ ǇƻǇǳƭŀǊ ǎƻƴƎ ƻŦ 

ǘƘŜ флǎύΩ 

¶ ΨLŦ ŀ ǇǳǇƛƭ ƛǎ ŀǎƪŜŘ ǘƻ Ǉƭŀȅ ŀ ΨǘǎŀƳƛƪƻǎΩ ƻǊ ŀ ΨƪŀƭŀƳŀǘƛŀƴƻǎΩ ŘŀƴŎŜ όǘȅǇŜǎ ƻŦ 

ǘǊŀŘƛǘƛƻƴŀƭ ŘŀƴŎŜǎύ ώΧϐΩ 

¶ Ψaƛƭƻ Ƴƻȅ ƪƻƪƪƛƴƻΩ όƛƴ ǘǊŀƴǎƭŀǘƛƻƴΥ Ψaȅ ǊŜŘ ŀǇǇƭŜΩΣ ŀ ǿŜƭƭ-known traditional 

ǎƻƴƎ ǊŜƭŀǘŜŘ ǘƻ ΨƪŀƭŀƳŀǘƛŀƴƻǎΩ ŘŀƴŎŜύ. 

Challenges relating to translation were also encountered in relation to the survey 

responses in Greek (Study 3). Due to the survey format, it was not possible for the 

Ǉƛŀƴƻ ǘŜŀŎƘŜǊǎΩ ǊŜǎǇƻƴǎŜǎ ǘƻ supported with non-written elements, such as the 

speaking tone, body language or other elements which could be observed during an 

interview, for example. Despite this, during the translation process of the survey 

responses, I strove to maintain the tone expressed by the respondents in written form 

and any language-related nuances within the translated version of the data.  

Finally, the written responses of one participant author in Study 2 might be 

perceived as a limitation, as the written format did not allow for follow-up questions 

or probes for clarification or further explanation; however, it can be argued that the 

written responses were a concise and condensed form of their potential verbal 

answers to the interview questions. 

4.4 Data analysis 

Through each study a large amount of data was acquired. Interview data (Studies 1 

and 2) was transcribed from speech recordings to Word files, and the survey data were 

exported to a spreadsheet. The transcription files were printed and analysed by hand, 

as I felt that this was a preferable method for me to approach the interview data; the 

survey data was analysed digitally (not in print). For the data analysis, interpretative 
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thematic analysis was deployed, informed through guidelines and suggestions from 

research-related literature on the analysis of qualitative data, especially those of 

Cohen et al. (2011), Robson (2011), Thomas (2017) and Maxwell & Chmiel (2014).  

The first phase of analysis included careful reading of data and initial coding, 

which was primarily guided by the interview or the survey questions. Indicative codes 

were assigned to interview phrases or larger sections, while it was possible for phrases 

to be labelled with more than one code, in an attempt to reduce the amount of raw 

data without distorting meaning. During this phase, colour-coding and tangible or 

digital labels were also utilised, in order to make codes stand out more and, therefore, 

to facilitate the identification of themes. Both during and after the initial coding phase, 

comments and memos were added, where considered appropriate. These 

predominantly consisted of ideas occurring during coding, thoughts on potential 

relationships between data within the same or across different sources (for instance, 

between two or three interviews), links or contrasts between statements, reminders 

to refer back to and link with specific points of other data sources, as well as personal 

reflective questions sparked by specific data. Such memos and comments were noted 

both at the side of the original text as well as on separate pages.  

 The second phase of analysis consisted of the identification of repeated 

themes emerging throughout the data. This phase began with re-reading the data and 

examining the assigned codes carefully in order to form thematic categories. During 

this process, semantically related codes and phrases were grouped together and 

placed into the same thematic category, while it was possible for specific phrases to 

fit within more than one theme. Patterns and regularities were sought to be identified, 

while contrasting data and single cases, which did not necessarily fit into a broader 

category, were also considered valuable. An example of coding is presented in Table 

4.3 below. 
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Table 4.3 Example of coding 

Study 1, Interview 1 Codes/Labels 

Question: How do you teach sight-reading to 

your pupils? 

Answer: ΨL ǎǘŀǊǘ ŀǊƻǳƴŘ ǘƘŜ first term. I also have 

books, which could be anything, but in the same 

level or usually slightly easier. So, if a pupil is on 

level 5, the SR piece which I will provide will be 

of level 3. We always move some levels downΧ 

so, we work through books, we also work 

through music software, Smart Music, which is 

computer-based membership software which 

has exercises with accompaniment. So, it has a 

backing track with piano accompaniment, which 

also helps a lot and it makes it more fun for the 

pupil. Very frequently, my pupils ask for Smart 

MusicΧ ¢ƘŜȅ seek this type of SR practice in 

comparison to having a score on the stand and 

me saying ά/ƻƳŜ ƻƴΣ ƭŜǘΩǎ ǇƭŀȅέΦΩ 

 

 

Early start 

Material/Resources (books) 

Level of pieces ς same or easier  

 

Level (always lower than instr. 

skills) 

Material/Resources (music 

software ς Smart Music) 

 

 

Fun ς student motivation 

Student attitudes (positive ς 

Smart Music) 

Student attitudes (less positive ς 

score) 

The iterative process of coding facilitated a deep understanding of 

ǇŀǊǘƛŎƛǇŀƴǘǎΩ ǾƛŜǿǎ ŀƴŘ ŜȄǇŜǊƛŜƴŎŜǎΣ ǿƘƛƭŜ ǘƘƛǎ ǿŀǎ ŦǳǊǘƘŜǊ ŜƴƘŀƴŎŜŘ ōȅ ǘƘŜ 

ƛƴǘŜƴǘƛƻƴŀƭ ƛƴŎƭǳǎƛƻƴ ƻŦ ǇŀǊǘƛŎƛǇŀƴǘǎΩ ŘƛǊŜŎǘ ǉǳƻǘŜǎ ǿƛǘƘƛƴ ǘƘŜ ŎƘŀǇǘŜǊǎ ǿƘŜǊŜ Řŀǘŀ ƛǎ 

reported. This has retained the connection to the collected data and has enabled a 

more accurate representation of ideas and concerns, as expressed by the participants. 

Further to this, data analysis has been enhanced through enabling participants to read 

the relevant chapters to which they have contributed. Acknowledging the possibility 

of different views and interpretations, allowing participants to view their data within 

the context of the whole chapter has been viewed as essential, in order to promote 

openness and reflexivity. 

The subsequent sections focus on ethical considerations of the research and 

present my reflection on my position as an insider-researcher (section 4.5 onwards).  
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4.5 Ethical considerations  

The following sections complement the methodological considerations discussed 

earlier in this chapter, which emerged from the theoretical framework of the research 

design (Chapter 3), by detailing ethical considerations of the research. As previously 

stated, part of the present research has been undertaken in a music Conservatoire in 

Greece (Study 1), where I have been working as a piano and music theory teacher and 

accompanist, and where I have also proposed and provided sight-reading training for 

advanced piano learners, as explained in Chapter 1 (section 1.1). The following 

sections focus on ethical considerations, such as my perspective from my position in 

the institution and my previous experience as an insider-researcher in this 

Conservatoire (section 4.6) as well as on positive factors and potential challenges of 

this role (section 4.7). A reflection on my research experience is also presented 

όǎŜŎǘƛƻƴ пΦуύΣ ŀƭƻƴƎǎƛŘŜ ŜǘƘƛŎŀƭ ŎƻƴǎƛŘŜǊŀǘƛƻƴǎ ǊŜƭŀǘŜŘ ǘƻ ǇŀǊǘƛŎƛǇŀƴǘǎΩ ƛƴŦƻǊƳŜŘ 

consent (section 4.9). 

4.6 The institution and my perspective through my position  

The specific Greek Conservatoire has been deliberately selected considering my 

teaching position and my previous research in the same institution, including two 

research projects, the first exploring sight-reading elements in advanced piano 

lessons, and thŜ ǎŜŎƻƴŘ ƛƴǾŜǎǘƛƎŀǘƛƴƎ ǇŀǊŜƴǘǎΩ ƳƻǘƛǾŜǎΣ ǊŜŀǎƻƴǎΣ ŀƴŘ ŜȄǇŜŎǘŀǘƛƻƴǎ ŦƻǊ 

enrolling their children in a music programme for early years which I devised and 

developed.  

My previous experience as a researcher and my position in the institution 

ŜƴŀōƭŜ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ƛƴǎǘǊǳƳŜƴǘŀƭ ǘŜŀŎƘŜǊǎΩ ǇŜǊŎŜǇǘƛƻƴǎ ŀƴŘ ŀǇǇǊƻŀŎƘŜǎ ǘƻ ǎƛƎƘǘ-

reading in this context, by extending the exploration from my previous MA research 

with pianists to various instruments. In particular, this Conservatoire provided a range 

of dynamic educational settings where sight-reading naturally takes place, such as the 

student orchestras and a range of different ensembles10. In addition, the active 

involvement of instrumental teachers in these sight-reading contexts, provided a 

 
10 Youth Orchestra, Junior Orchestra, Woodwind Ensemble, Brass Ensemble, String Ensemble, 
Advanced Guitar Ensemble, Junior Guitar Ensemble, and the Children and Youth Choir. 
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unique ground for exploring relevant practices, compared to other Conservatoires and 

music schools in the area. Further to this, the Conservatoire location provided the 

opportunity to acquire an understanding of this educational context as it occurs within 

a region away from the Greek capital, yet in one of the biggest cities of the country, 

which could be representative of further music institutions across the country.  

 In addition, this research has been informed by my work as a piano teacher in 

this Conservatoire and in the UK, and my experience of these two contrasting contexts 

in relation to sight-reading has been very illuminating. Having been educated as a 

pianist in the context where there was no sight-reading tuition (in the same region of 

Greece, but in a different Conservatoire) and having also witnessed systematic sight-

reading training taking place in the UK, I have been striving to transfer the gains of my 

experiences to my piano teaching, as well as to the Conservatoire in terms of practices, 

and to my personal network of instrumental teacher colleagues within or beyond this 

institution. My approach to sight-reading as part of my one-to-one piano lessons and 

in my group sight-reading lessons which I devised for advanced learners, as well as 

interactions and communications with Conservatoire colleagues, indicated scope for 

my research on this topic to support pedagogy in the Greek context, and that the 

research-informed output (the sight-reading material devised for and presented 

within this thesis) would address the lack of relevant resources for pianists, thereby 

aiding piano teachers and learners in other Greek Conservatoires across the country. 

τȢχ #ÏÎÓÉÄÅÒÁÔÉÏÎÓ ÒÅÌÁÔÉÎÇ ÔÏ ÔÈÅ ÒÅÓÅÁÒÃÈÅÒȭÓ ÐÏÓÉÔÉÏÎ 

Some of the considerations that I kept in mind in relation to my position as a 

researcher and as an insider to the specific institution were informed by literature 

about research methodology. Aspects which were brought to my attention in 

ǇŀǊǘƛŎǳƭŀǊ ƭƛƴƪŜŘ ǘƻ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊΩǎ ƻōƧŜŎǘƛǾƛǘȅΣ ǊŜŦƭŜȄƛǾƛǘȅΣ ŀƴŘ ǇŀǊŀƳŜǘŜǊǎ ƛƴǾƻƭǾŜŘ 

in the researcher-participant relationshipΣ ŀǎ ǿŜƭƭ ŀǎ ǘƻ ǘƘŜ ǇŜǊŎŜǇǘƛƻƴ ƻŦ ǘƘŜ ΨƛƴǎƛŘŜǊΩ- 

ΨƻǳǘǎƛŘŜǊΩ Ǉƻǎƛǘƛƻƴ ŀǎ ŀ ŦƭǳŎǘǳŀǘƛƴƎ ŎƻƴǘƛƴǳǳƳΣ ǊŀǘƘŜǊ ǘƘŀƴ ŀǎ ǘǿƻ ƻǇǇƻǎƛǘŜ ǇƻƭŀǊƛǘƛŜǎ. 

 Achieving objectivity in educational and social research is identified as a 

challenge for the researcher, and as an important aim to work towards. In contrast to 

scientific and quantitative research where objectivity can be absolute, in social 
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ǊŜǎŜŀǊŎƘ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊ ƛǎ ŀŘǾƛǎŜŘ ǘƻ ǎǘǊƛǾŜ ŦƻǊ ΨǎƻƳŜ ƭŜǾŜƭ ƻŦ ƻōƧŜŎǘƛǾƛǘȅΩ ό5ŜƴǎŎƻƳōŜΣ 

нлмлΣ ǇΦ фоύΣ ŎƻƴǎƛŘŜǊƛƴƎ ǘƘŀǘ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊǎ ΨŀǊŜ ǘƘŜƳǎŜƭǾŜǎ ǇŀǊǘ ƻŦ ǘƘŜ ǿƻǊƭŘ ǘƘŜȅ 

ǎŜŜƪ ǘƻ ǎǘǳŘȅΩ ŀƴŘ ǘƘŜǊŜŦƻǊŜ ΨŀŎƘƛŜǾƛƴƎ ŀ ŎƻƳǇƭŜǘŜƭȅ ƻōƧŜŎǘƛǾŜ ǎǘŀƴŎŜ ƻƴ ǘƘŜ ǎƻŎƛal 

ǿƻǊƭŘ ƛǎ ƴƻǘ ǇƻǎǎƛōƭŜΩ ό5ŜƴǎŎƻƳōŜΣ нлмлΣ ǇΦ фмύΦ wŜŦƭŜȄƛǾƛǘȅ ƛǎ ƛƴ ǘƘƛǎ ǎŜƴǎŜ ǾƛŜǿŜŘ ŀǎ 

an essential quality of the researcher, in order to be able to acknowledge personal 

values, beliefs, vested interests or assumptions, and to think about how these may 

influence the ways in which the researcher might perceive things (Berger, 2015; 

Denscombe, 2010; Mercer, 2007). Denscombe explicitly links objectivity to open-

ƳƛƴŘŜŘƴŜǎǎΣ ōȅ ƘƛƎƘƭƛƎƘǘƛƴƎ ǘƘŀǘ ΨǘƘŜ ƴƻǘƛƻƴ ƻŦ ƻōƧŜŎǘƛǾƛǘȅ ŀƭǎƻ ŎŀǊǊƛŜǎ ǿƛǘƘ ƛǘ ǘƘŜ ƛŘŜŀ 

of beƛƴƎ ƻǇŜƴ ƳƛƴŘŜŘΩ ό5ŜƴǎŎƻƳōŜΣ нлмлΣ ǇΦ унύΣ ŀƴŘ ŀŘǾƛǎŜǎ ǊŜǎŜŀǊŎƘŜǊǎ ǘƻ ŀƭǎƻ ōŜ 

ΨǎŜƭŦ-ǊŜŦƭŜŎǘƛǾŜΩ ό5ŜƴǎŎƻƳōŜΣ нлмлΣ ǇΦ умύΣ ǘƻ ōŜ ŀōƭŜ ǘƻ ǊŜŀƭƛǎŜ ǘƘŜ ƛƳǇŀŎǘ ƻŦ ǇŜǊǎƻƴŀƭ 

background on the interpretation of their findings. 

Although maintaining a detached position is equally challenging due to the 

connection of the insider-researcher with the topic of exploration, aiming for a degree 

ƻŦ ŘŜǘŀŎƘƳŜƴǘ ƛǎ ŀŘǾƛǎŜŘΣ ŀƭƻƴƎǎƛŘŜ Ŏŀǳǘƛƻƴ ǘƻ ŀǾƻƛŘ ΨōŜƛƴƎ ōƭƛƴŘŜŘ ōȅ ǘƘŜ ƻōǾƛƻǳǎΩ 

(Denscombe, 2010, p. 92). This connection and familiarity with the research topic pose 

to the researcher the risk of perceiving their own perspective as universal, and thus 

falling into the trap of not questioning certain aspects (Mercer, 2007). Therefore, 

approaching the topic from a fresh perspective is recommended as good practice, 

linking to the need for self-reflection advised by literature (Denscombe, 2010). 

 5ŜǘŜǊƳƛƴƛƴƎ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊ Ǉƻǎƛǘƛƻƴ ŀǎ ŀƴ ΨƛƴǎƛŘŜǊΩ ƻǊ ŀǎ ŀƴ ΨƻǳǘǎƛŘŜǊΩ Ŏŀƴ ōŜ 

challenging due to the complexities often involved in aspects of research, such as the 

sample identification and data collection, amongst others. A less strict perspective 

towards the positioning of the researcher as either outsider or as an insider has been 

proposed in recent years, emphasising the need to perceive this position as a 

continuum, where the level of insiderness and outsiderness may fluctuate depending 

on aspects of the research (Chhabra, 2020; Crossley et al., 2016; Trowler, 2011; Breen, 

2007; Hellawell, 2006; Carter, 2004). Terms ǎǳŎƘ ŀǎ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊ Ψƛƴ ǘƘŜ ƳƛŘŘƭŜΩ 

ό.ǊŜŜƴΣ нллтύΣ ƻǊ ǘƘŜ Ψƛƴ-ōŜǘǿŜŜƴŜǊΩ ό/ƘƘŀōǊŀΣ нлнлύ ǇǊƻǇƻǎŜ ŀ ƳƻǊŜ ŦƭŜȄƛōƭŜ 

ŀǇǇǊƻŀŎƘ ǘƻǿŀǊŘǎ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊΩǎ ǇƻǎƛǘƛƻƴΣ recognising the challenge in limiting the 

approach to aspects of research strictly from one of the two opposite ends of the 

spectrum. More specifically, concerning research in higher education institutions, 
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¢ǊƻǿƭŜǊ όнлммύ ŀŎƪƴƻǿƭŜŘƎŜǎ ǘƘŀǘ ΨάƛƴǎƛŘŜǊƴŜǎǎέ ƛǎ ƴƻǘ ŀ ŦƛȄŜŘ ǾŀƭǳŜΩ όǇΦ мύ ŀƴŘ ŀƎǊŜŜǎ 

with the perspective of a continuum proposed by previous research (Carter, 2004, 

Labree, 2002), while Chhabra (2020) ǎǳǇǇƻǊǘǎ ǘƘŀǘ ŀƴ Ψƛƴ-ōŜǘǿŜŜƴŜǊΩ Ǉƻǎƛǘƛƻƴ ǿƻǳƭŘ 

ŜƴŀōƭŜ ǊŜǎŜŀǊŎƘŜǊǎ ǘƻ Ψpragmatically utilize the insider status, which enables 

ǇǊƛǾƛƭŜƎŜŘ ŀŎŎŜǎǎ ŀƴŘ ŜƳǇŀǘƘƛŎ ǳƴŘŜǊǎǘŀƴŘƛƴƎΩ όǇΦ омрύΦ ¢ƘŜ ǎƛƎƴƛŦƛŎŀƴŎŜ ƻŦ ǊŜŦƭŜȄƛǾƛǘȅ 

in this context is emphasised and the necessity to acknowledge aspects where an 

insider approach prevails over the outsider, and vice versa, and the benefits and 

potential disadvantages of each (Crossley et al., 2016; Breen, 2007; Hellawell, 2006).  

Such considerations have been of particular relevance for me, as I struggled to 

position myself as solely one or the other. For the first study of this thesis, where I 

ŜȄǇƭƻǊŜŘ ƛƴǎǘǊǳƳŜƴǘŀƭ ǘŜŀŎƘŜǊǎΩ ǇŜǊŎŜǇǘƛƻƴǎ ǘƻǿŀǊŘǎ ǎƛƎƘǘ-reading within the 

Conservatoire, I understood that I was more an insider-researcher, due to my position 

in the institution; however, my position felt more flexible in relation to the two other 

research projects of the thesis: Study 2, where I interviewed international authors of 

piano sight-reading material, and the evaluative survey (Study 3) of the material I 

devised, in both of which I collected data from people beyond the Conservatoire 

(composer/authors and Greek/non-Greek piano teachers). Due to my position in the 

Conservatoire, fǳǊǘƘŜǊ ŎƻƴǎƛŘŜǊŀǘƛƻƴǎ ŀǊŜ ƻǳǘƭƛƴŜŘ ǊŜƭŀǘƛƴƎ ǘƻ ǘƘŜ ǊƻƭŜ ƻŦ ŀƴ ΨƛƴǎƛŘŜǊ-

ǊŜǎŜŀǊŎƘŜǊΩΣ ǘƻ ƛƴŦƻǊƳ Ƴȅ ŀǇǇǊƻŀŎƘ ƛƴ ǘƘƛǎ ŎƻƴǘŜȄǘΣ ŀƴŘ ǘƻ ŘǊŀǿ ǳǎŜŦǳƭ ŎƻƴƴŜŎǘƛƻƴǎ ǘƻ 

the other undertaken research projects.  

 Focusing on the insider position more closely, it is acknowledged that it 

enables access to the research context (Mercer, 2007); it also supports potential for 

ǊŀǇǇƻǊǘ ǿƛǘƘ ǇŀǊǘƛŎƛǇŀƴǘǎΣ ŘǳŜ ǘƻ ŦŀƳƛƭƛŀǊƛǘȅ ŀƴŘ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊΩǎ ŜȄƛǎǘƛƴƎ ǊŜƭŀǘƛƻƴǎƘƛǇ 

within the research context. Strong rapport can be viewed as a positive factor 

contributing to richer data and potentially more in-depth understanding of 

ǇŀǊǘƛŎƛǇŀƴǘǎΩ ǾƛŜǿǎ όwƻǎǎΣ нлмтΤ aŜǊŎŜǊΣ нллтύΦ IƻǿŜǾŜǊΣ Ŏŀǳǘƛƻƴ ƛǎ ŀŘǾƛǎŜŘ ōȅ 

research methodology authorities about potential risks arising from a more 

conversational approach, particularly in interview settings, pointing out the need for 

the insider-researcher to remain neutral and avoid (over)sharing their own opinions 

and for setting boundaries between the ǊŜǎŜŀǊŎƘŜǊΩǎ ōŜƭƛŜŦǎ ŀƴŘ ǘƘŜ ǇŀǊǘƛŎƛǇŀƴǘǎΩ 

input (Mercer, 2007). Ross (2017) acknowledges that probes and follow-up questions 

may not entirely serve the interview or research purpose, but they may be needed at 
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the time to acquire a deeper understanding, or to extend what is being shared in order 

ǘƻ ǇƻǘŜƴǘƛŀƭƭȅ ŘǊŀǿ ōǊƻŀŘŜǊ ŎƻƴǎƛŘŜǊŀǘƛƻƴǎΦ Lƴ ǘƘŀǘ ǎŜƴǎŜΣ ŀ ǊŜǎŜŀǊŎƘŜǊΩǎ ƛƴǘŜǊǾŜƴǘƛƻƴǎ 

and sharing of personal experiences may not necessarily benefit the data collection 

but may create a context of relatability for the participants and encourage them to 

further elaborate on their responses. 

 The relationship between the insider-researcher and the participants has also 

been viewed as both a positive factor and a challenge. Mercer (2007) draws attention 

ǘƻ ǇŀǊǘƛŎƛǇŀƴǘǎΩ ǇǊŜŎƻƴŎŜǇǘƛƻƴǎ ǘƻǿŀǊŘǎ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊ Ψŀǎ ŀ ǊŜǎǳƭǘ ƻŦ ǘƘŜƛǊ ǎƘŀǊŜŘ 

ƘƛǎǘƻǊȅΩ and the potential influence of this on the views which emerge from 

participants (Mercer, 2017, p. 13). In contrast, Berger (2015) supports that the insider-

ǊŜǎŜŀǊŎƘŜǊΩǎ ǎƘŀǊŜŘ ŜȄǇŜǊƛŜƴŎŜ ǿƛǘƘ ǘƘŜ ǇŀǊǘƛŎƛǇŀƴǘǎ ƳŀƪŜǎ ǘƘŜƳ ΨōŜǘǘŜǊ ŜǉǳƛǇǇŜŘ 

with insights and the ability ǘƻ ǳƴŘŜǊǎǘŀƴŘ ƛƳǇƭƛŜŘ ŎƻƴǘŜƴǘΣ ƻǊ ΨƳƻǊŜ ǎŜƴǎƛǘƛȊŜŘ ǘƻ 

ŎŜǊǘŀƛƴ ŘƛƳŜƴǎƛƻƴǎ ƻŦ ǘƘŜ ŘŀǘŀΩ ό.ŜǊƎŜǊΣ нлмр, p. 223); this could result in more 

informed interview questions being constructed in the first instance, as well as to a 

more in-depth interpretation of data due to shared experience, for example by being 

able to sense less obvious meanings. A similar view is expressed by Ross (2017), who 

ŎƭŀƛƳŜŘ ǘƘŀǘ ǘƘŜ ǇŀǊǘƛŎƛǇŀƴǘǎ Ƴŀȅ ǘƘǳǎ ŦŜŜƭ ŀ ΨŘŜŜǇ ǾŀƭƛŘŀǘƛƻƴ ƻŦ ŜȄǇŜǊƛŜƴŎŜǎΩ ŘǳŜ ǘƻ 

ǘƘŜ ǊŜǎŜŀǊŎƘŜǊΩǎ ŜƳǇŀǘƘy and insider understanding (Ross, 2017, p. 328).  

Attention has also been drawn to potential gains for the insider-researcher, as 

ǘƘŜ ǇŀǊǘƛŎƛǇŀƴǘǎΩ ƛƴǇǳǘ ŀƴŘ ǎǘǊŀǘŜƎƛŜǎ Ŏŀƴ ōŜƴŜŦƛǘ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊ ƛƴ ǘŜǊƳǎ ƻŦ ǘƘŜƛǊ ƻǿƴ 

practices (Ross, 2017), as well as support their research. This final consideration has 

been of particular relevance to my research, especially in relation to Study 2, through 

ǿƘƛŎƘ L ŜƴǾƛǎŀƎŜŘ ǘƘŀǘ ƛƴǘŜǊƴŀǘƛƻƴŀƭ ŀǳǘƘƻǊǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ ŎǊŜŀǘƛƴƎ ǎƛƎƘǘ-reading 

material for pianists would provide valuable insights to inform my own creative 

process. These considerations have informed my reflection on my experience as a 

researcher in this context, which is presented below. 

4.8 Reflection on my researcher experience  

My experience as a researcher throughout the different stages of this thesis, as well 

as my position as an insider-researcher during Study 1, required a constant reflexivity, 

in advance, during, and after research. Keeping in mind considerations highlighted by 
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literature, such as those presented in the previous section (4.7), I identified both 

positive factors and challenges through reflection on my experience as a researcher in 

this context. 

Some parameters linked to my position in the Conservatoire and as aƴ ΨƛƴǎƛŘŜǊΩ 

researcher facilitated aspects of the research process, which may have been more 

challenging to achieve as an outsider. My position within the Conservatoire enabled 

me to gain access to the research context and to approach potential participants 

perhaps more easily than if I was an outsider researcher approaching the institution 

for the first time. This had a positive impact on obtaining consent from instrumental 

teachers, due to our previous acquaintance and professional relationship. In addition, 

the data collection process and the building of trust in the relationship as interviewer-

interviewee was facilitated, as the Conservatoire teachers may have been more open 

to being involved in my research and in sharing more in-depth insights than, perhaps, 

to a stranger, as they were aware of my identity as a person and as a teacher, who 

was and continues to be committed to making a positive difference to the pedagogical 

culture of the specific institution.  

My awareness of parameters and procedures of the institution and the 

particular educational setting has also enabled broader understanding and deeper 

insights concerning the research topic; this has led to a holistic view of the topic in this 

ŎƻƴǘŜȄǘΣ ŀƭǎƻ ƛƴŦƻǊƳŜŘ ōȅ Ƴȅ ǇǊŜǾƛƻǳǎ ǊŜǎŜŀǊŎƘΦ !ǿŀǊŜƴŜǎǎ ƻŦ ǎƻƳŜ ǇŀǊǘƛŎƛǇŀƴǘǎΩ 

further teaching and settings of involvement allowed me to tailor the interview 

questions to each participant in order to gain further insights into their perceptions 

and approach towards sight-reading. Finally, linking to my position, the research 

findings and output (the devised sight-reading material) could be welcome by 

colleagues, especially by piano teachers, as a helpful tool and resource to support this 

element of piano studies. 

 The aspects which demanded my constant reflexivity during the research, 

ǿƘƛŎƘ ŀǊŜ ǇŜǊŎŜƛǾŜŘ ŀǎ ΨŎƘŀƭƭŜƴƎŜǎΩ ƛƴ ǘƘƛǎ ǊŜŦƭŜŎǘƛƻƴΣ ŀǊŜ ŀƭƛƎƴŜŘ ǿƛǘƘ ǘƘŜ ǊŜƭŜǾŀƴǘ 

considerations identified by the literature discussed above in section 4.7. In each study 

I conducted, I strove to maintain objectivity prior to commencing the research and 

during the data collection process, as well as during the analysis and interpretation of 

findings. This required continuous reflexivity and asking myself questions about my 
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own assumptions, values, and beliefs, which I strove to recognise and where 

appropriate to overcome, alongside personal biases due to my own experience and 

knowledge on the topic. Through reflective notes, I reminded myself of the need to 

remain objective and that I should investigate my topic without regarding my own 

awareness as complete, as the participants may share information beyond my 

knowledge. I also investigated and questioned my own preconceptions relating to the 

institution or the participants, particularly in relation to the two interview studies 

(Study 1, Chapter 5; Study 2, Chapter 6).  

 In addition, focusing on Study 1, I pondered upon potential challenges of my 

insider position, both for my colleagues, as well as to myself as the researcher. In 

particular, I was careful with my approach to colleagues in order to avoid issues due 

to my position and authority as a researcher, such as potential hesitancy to participate 

and/or to share their views, or possible intimidation through being interviewed by a 

colleague. I also contemplated the ways in which I might be perceived by the 

participants and strove to maintain a neutral attitude throughout the research.  

While planning each study, taking place either within the Conservatoire or with 

independent participants, I designed my interview or survey questions with care, 

trying to view my topic from different perspectives. During the interviews, I aimed to 

provide space for participants to express their opinions and asked open questions to 

invite informative input. I kept into consideration the need to draw distinct lines 

ōŜǘǿŜŜƴ Ƴȅ ƻǿƴ ōŜƭƛŜŦǎ ŀƴŘ ǇŀǊǘƛŎƛǇŀƴǘǎΩ ǾƛŜǿǎ ŘǳǊƛƴƎ ǘƘŜ ŎƻƭƭŜŎǘƛƻƴ ŀƴŘ ǘƘŜ ŀƴŀƭȅǎƛǎ 

of data, while considering the need to be alert in recognising occasions where personal 

ǇǊŜŦŜǊŜƴŎŜǎ ƻǊ ǇŀǊǘƛŎƛǇŀƴǘǎΩ ŀǎǎǳƳǇǘƛƻƴǎ ƻŦ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊΩǎ ǇǊŜŦŜǊŜƴŎŜǎ ƳƛƎƘǘ 

influence their responses. As noted earlier, Mercer (2007) suggests that researchers 

carrying out interviews should avoid sharing their personal opinions or give 

ƛƴŦƻǊƳŀǘƛƻƴ ǿƘƛŎƘ ƳƛƎƘǘ ƛƴŦƭǳŜƴŎŜ ǘƘŜ ǇŀǊǘƛŎƛǇŀƴǘǎΩ ǊŜǎǇƻƴǎŜǎΦ hŎŎŀǎƛƻƴǎ ǿƘŜǊŜ L Ƴŀȅ 

have shared aspects of my own experience during interviews were intended to either 

provide some form of contextualisation, or to demonstrate relatability and empathy 

and thus encourage further elaboration on responses. Such occasions have been 

ŦƛƭǘŜǊŜŘ ǘƘǊƻǳƎƘ aŜǊŎŜǊΩǎ ŀŘǾƛŎŜΣ ōȅ ƳŀƛƴǘŀƛƴƛƴƎ ǊŜŦƭŜȄƛǾƛǘȅ ŘǳǊƛƴƎ ǘƘŜ Řŀǘŀ ŀƴŀƭȅǎƛǎ 

and exercising caution while inteǊǇǊŜǘƛƴƎ ǇŀǊǘƛŎƛǇŀƴǘǎΩ ŘŀǘŀΦ tǊƻōŜǎ ŀƴŘ 

conversational elements also led to building better rapport with the participants; I 
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approached these from a reflexive perspective as well, to further consider whether 

ǘƘŜ ƛƴǘŜǊǾƛŜǿŜŜǎΩ ǊŜǎǇƻƴǎŜǎ ǊŜŦƭŜŎǘŜŘ ǘƘŜƛǊ ǇƻǎǎƛōƭŜ ŀǎǎǳƳǇǘƛƻƴǎ ƻŦ ǿƘŀǘ L ǿƻǳƭŘ 

approve, or whether they seemed to reflect their honest opinions. 

4.9 Ethical concerns and obtaining consent  

Prior to the commencement of each study, ethical approval was elicited from the 

University of York Arts and Humanities Ethics Committee (AHEC), in compliance with 

the University's Code of Practice on Research Integrity, and the General Data 

Protection Regulation (GDPR) and Data Protection Act (2018). For the participants of 

each study, relevant consent forms and information sheets were produced, which 

were also assessed, reviewed, and approved by the Committee; these detailed the 

research purpose and aims, the process of data collection, storage, and potential uses 

of the data. The consent forms and information sheets for each study can be found in 

Appendix 2. 

For each study, potential participants were approached either via in-person 

communication (Study 1), via email (Study 2), or both (Study 3), and a preliminary 

explanation was provided about the purpose of the research and their potential role 

in this context. Those who expressed interest to be involved in each study received an 

email with further information and they subsequently provided signed informed 

consent; for the survey participants, a set of consent questions was also included at 

the beginning of the survey. Participants were offered anonymity (the Conservatoire 

also remains anonymous), and their participation was on a voluntary basis, with the 

right to withdraw at any point prior to the submission of this thesis. The participants 

were assured that they would not be put under pressure or harm (physical or 

psychological) and that the reputation of their work would not be compromised in any 

way. They were also informed that the collected data would be treated ethically and 

sensitively. Informed consent was also elicited from the Head of the Conservatoire 

where Study 1 was undertaken. Finally, interview participants received copies of their 

interview transcriptions for approval or for potential amendments before becoming 

part of my analysis (Study 1 and 2), and the survey responses were anonymous (Study 

3).  
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4.10 Summary  

This chapter focused on methodological and ethical considerations of the research. 

Informed by the theoretical framework of the research design presented in Chapter 

3, the methodological considerations concern the three studies of the research, data 

collection methods and the process of data analysis. The outlined ethical 

considerations link to my experience and my position as a researcher in the 

Conservatoire, including my reflection on these aspects; ethical concerns and the 

process of obtaining informed consent are also outlined. The following Chapter 

(Chapter 5) presents the findings from Study 1, discussing Conservatoire instrumental 

ǘŜŀŎƘŜǊǎΩ ǇŜǊŎŜǇǘƛƻƴǎ ǘƻǿŀǊŘǎ ǎƛƎƘǘ-reading.  
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CHAPTER 5: STUDY 1: CONTEXTUALISING SIGHT-READING 

THROUGH THE VIEWS OF CONSERVATOIRE INSTRUMENTAL 

TEACHERS 

This study explores aspects of instrumental sight-reading teaching within the context 

of Greek Conservatoire education, through interviews with instrumental teachers of 

the specific Conservatoire which was introduced in Chapter 1. After introducing the 

research (section 5.1) and the purpose of the study (section 5.2), methodological and 

ethical aspects are outlined, and inclusion/exclusion criteria are explained (section 

5.3). Research findings are presented (section 5.4) and discussed in relation to 

literature (section 5.5), focusing on teaching methodology, strategies and practical 

ƛǎǎǳŜǎ ŀǊƛǎƛƴƎ ŦǊƻƳ ǇŀǊǘƛŎƛǇŀƴǘǎΩ understanding of regulations and Conservatoire 

policies, and from their experiences with sight-reading as learners and teachers 

(sections 5.5.1-5.5.7). 

5.1 Introduction  

This study builds upon findings from previous personal research with piano teachers 

in the Conservatoire conducted during my MA studies, by extending the research to 

various instruments. As explained in Chapter 1, my previous work explored piano 

ǘŜŀŎƘŜǊǎΩ ǇŜǊŎŜǇǘƛƻƴǎ ŀƴŘ ŀǘǘƛǘǳŘŜǎ ǘƻǿŀǊŘǎ ǎƛƎƘǘ-reading, the employment of sight-

reading strategies within advanced piano lessons, as well as their personal experience 

with sight-reading as learners. Through the present study (Study 1) the examination 

of similar aspects of instrumental sight-reading has been extended to include teachers 

of orchestral instruments, in order to gain more holistic insights relevant to sight-

reading teaching approaches within the Greek Conservatoire context. This study 

informs the creation of my sight-reading material by broadening beyond the piano the 

awareness built from my previous research findings, and thus providing illuminating 

insights towards relevant practices of other instruments, where sight-reading is likely 

to occur in contexts such as within ensembles or chamber music activities. 
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5.2 Research background and purpose of the study  

The main purpose of this study is to explore sight-reading in relation to various 

(orchestral) instruments beyond the piano in the specific context of one Conservatoire 

in Greece. More specifically, my previous research examined ways in which piano 

sight-reading is taught within the Conservatoire, as well as relevant strategies 

ƛƴŎƻǊǇƻǊŀǘŜŘ ƛƴǘƻ ƛƴŘƛǾƛŘǳŀƭ ƭŜǎǎƻƴǎ ƻŦ ŀŘǾŀƴŎŜŘ Ǉƛŀƴƻ ƭŜŀǊƴŜǊǎΦ tƛŀƴƻ ǘŜŀŎƘŜǊǎΩ 

relevant strategies were identified, along with aspects from their experience with 

sight-reading as music students, personal attitudes towards sight-reading, views on its 

relationship with accompanying activities, as well as potential sight-reading benefits 

for students and teachers. After the observation of one-to-one lessons (of all levels) 

of four piano teachers in the Conservatoire, interviews were conducted with the piano 

teachers, where significant uncertainty was noted regarding various aspects of sight-

reading teaching. Their approach to sight-reading was predominantly the result of 

their intuition or/and of their previous experience as learners, and a strong need for 

further support and guidance was expressed by the piano teachers, including relevant 

resources. Drastic changes were also claimed as necessary, in relation to both the 

general context of Conservatoire music education in Greece, and specifically to 

Conservatoire parameters and policies relating to sight-reading. 

With a view to acquire a more holistic understanding or relevant aspects 

beyond the piano, the exploration was extended to include instrumental teachers of 

various orchestral instruments. The aim was to explore ƛƴǎǘǊǳƳŜƴǘŀƭ ǘŜŀŎƘŜǊǎΩ 

perceptions, attitudes and parameters related to their practical approach towards 

sight-reading and sight-reading teaching, which would provide insights useful for 

creating my sight-reading material. Further insights, relating to the instrumental 

ǘŜŀŎƘŜǊǎΩ personal experience with sight-reading during their years as learners and 

potential effects of these experiences on their teaching approach, would also inform 

the process of creating my resources by highlighting aspects to consider relating to 

the specific context.  
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5.3 Methodology  

For the purposes of this research project, individual semi-structured interviews with 

instrumental teachers of the Conservatoire were conducted, focusing on their 

experiences with various aspects of sight-reading, both as teachers and as learners. 

The collected data have been analysed through interpretative thematic analysis. 

5.3.1 Participant recruitment  

Potential participants, instrumental teachers in the Conservatoire, were invited to 

take part in the study through in-person contact and information about the research 

project, via personal e-mails, as well as through an open invitation and call for 

potential participants circulated within the Conservatoire. Teachers who expressed 

their interest were informed about the research purposes, as well as about the 

processes involved in this project through direct discussion as well as through a project 

information sheet, which provided a more detailed description of the research context 

ŀƴŘ ƻŦ ǘƘŜ ǇŀǊǘƛŎƛǇŀƴǘǎΩ ǊƻƭŜ ǿƛǘƘƛƴ ǘƘƛǎΦ CƻǊ ǘƘƻǎŜ ǿƘƻ ŘŜƳƻƴǎǘǊŀǘŜŘ ǿƛƭƭƛƴƎƴŜǎǎ ǘƻ 

participate, informed consent was elicited through a signed consent form and 

information sheet (Appendix 2), following the ethical approval procedure detailed in 

Chapter 4.9.  

Participation in the present study was on a voluntary basis and the participants 

maintained the right to withdraw at any time, prior to the submission of my work. 

Anonymity was offered to all participants, including the name of the Conservatoire. 

ThereforeΣ ǳǎŜ ƻŦ ƭŀōŜƭǎ ǎǳŎƘ ŀǎ ΨtŀǊǘƛŎƛǇŀƴǘ мΩ ŀƴŘ ΨtŀǊǘƛŎƛǇŀƴǘ нΩ ƻǊ ΨtмΩ ŀƴŘ ΨtнΩΣ ƘŀǾŜ 

been employed as a means to maintain identity confidentiality. 

5.3.2 Inclusion and exclusion criteria  

Specific inclusion criteria were applied for the participants of this project. The 

participation of teachers of various orchestral instruments was sought, in order to gain 

a more holistic view towards the area of exploration. A more heterogeneous sample 

allows the investigation of the research questions from the perspective of multiple 

types of instruments, thus providing a wider range of relevant practices. To support 

the research aims, potential participants needed to be teachers of Western classical 

musical instruments. Teachers of traditional Greek or Cretan instruments were 
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excluded, due to the different notation system of their genre, which is predominantly 

based on improvisation; vocal teachers were also not included, due to the different 

nature of sight-singing compared to instrumental sight-reading. Teaching experience 

was another inclusion criterion, as the interviewees were asked to share elements of 

their practical teaching and to recall relevant information from their teaching 

experience. Finally, teaching experience with students of all levels was regarded as 

desirable, without being an exclusive criterion.  

5.3.3 Interviews  

For the research purposes of this project, semi-structured interviews with the 

participant instrumental teachers were considered appropriate for the investigation 

of the research questions, as this would provide the opportunity to acquire a deep 

understandƛƴƎ ƻŦ ǘƘŜ ǇŀǊǘƛŎƛǇŀƴǘǎΩ experiences. Data was recorded with a portable, 

digital audio-recording device and it has been treated sensitively and stored securely, 

in compliance with the AHEC procedure.   

All interviews were conducted in person, taking into consideration relevant 

suggestions and information form academic literature, as acknowledged in more 

detail in Chapter 4 (section 4.3.1). The interview questions included both open-ended 

and short-answer questions, as presented in Appendix 3. The general structure and 

the order of the questions were intentionally flexible, in order to maintain the flow of 

the conversation and to provide space for prompts and follow-up questions 

depending on each participantΩs input and the course of discussion.  

After the transcription process was complete, the participants were granted 

access to their interview transcription file; their suggestions for amendments, such as 

meaning clarifications and specification of any vague verbal sentences, were 

incorporated within the transcripts prior to their analysis. One participant (P3) also 

provided written responses to two clarification questions via email. The collected data 

was analysed through interpretative thematic analysis, which led to thematic 

categories of semantically related emerging themes, presented in section 5.4. A more 

detailed description of the data analysis process, the initial coding and the formation 

of thematic categories is illustrated in Chapter 4, alongside a specific example of 

ŎƻŘƛƴƎΣ ƛƴŘƛŎŀǘƛǾŜ ƻŦ ǘƘŜ ƭŀōŜƭƭƛƴƎ ǇǊƻŎŜǎǎ ƻŦ ǘƘŜ ǇŀǊǘƛŎƛǇŀƴǘǎΩ ǊŜǎǇƻƴǎŜǎ. 
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5.3.4 Participant description  

For the purposes of this research, the participation of music teachers of various 

Western instruments was sought. Four instrumental teachers were involved in the 

study, all being active members of staff in the Conservatoire when this study was 

conducted. Relevant details concerning each participant are provided in Table 5.1: 

Table 5.1 Participants' description (Study 1) 

Participant 

number 

Instrument/s 

taught 

Ensemble 

teaching 

Years of 

experience 

tǳǇƛƭǎΩ  

levels 

P1 Woodwind Yes More than 10 All levels 

P2 Woodwind Yes More than 5 All levels 

P3 Brass No More than 10 All levels 

P4 String Yes More than 10 
Beginners, 

Intermediate 

Some practical limitations need to be acknowledged, in terms of the sample 

size and consistency. More specifically, the number of string teachers at the 

Conservatoire was rather limited, with only two violin teachers and one cello teacher 

available at the time, while there were no viola or double bass teachers. From these, 

only one teacher agreed to participate in the study. Further to this, during the same 

period, there were few bass instrument teachers (one cello teacher ς no double bass, 

bassoon, trombone or tuba teachers), in comparison to the active teachers of melodic 

instruments (two upper string teachers, three woodwind teachers, and one brass 

teacher). ¢ƘŜǊŜŦƻǊŜΣ ǘƘŜ ǇŀǊǘƛŎƛǇŀƴǘǎΩ ǎŀƳǇƭŜ ŎƻƴǎƛǎǘŜŘ ŜȄŎƭǳǎƛǾŜƭȅ ƻŦ ǘŜŀŎƘŜǊǎ ƻŦ 

various melodic instruments. 

5.4 Findings  

Research findings are focused on the following themes, which emerged through the 

ǇǊƻŎŜǎǎƛƴƎ ƻŦ ǘƘŜ ƛƴǘŜǊǾƛŜǿ ŘŀǘŀΥ ƛƴǎǘǊǳƳŜƴǘŀƭ ǘŜŀŎƘŜǊǎΩ ŀǿŀǊŜƴŜǎǎ ƻŦ ǘƘŜ ŦƻǊƳŀƭ 
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regulations and relevant opinions; perceptions and attitudes towards sight-reading; 

practical aspects of sight-reading teaching, such as resources, strategies and relevant 

challenges; participation in ensembles and potential impact on the development of 

sight-ǊŜŀŘƛƴƎ ǎƪƛƭƭǎΤ ƛƴǎǘǊǳƳŜƴǘŀƭ ǘŜŀŎƘŜǊǎΩ ŜȄǇŜǊƛŜƴŎŜ ǿƛǘƘ ǎƛƎƘǘ-reading as learners 

and suggestions for change. Within each of the above broader themes, further 

thematic categories were identified, to acquire a more comprehensive understanding 

of each parǘƛŎƛǇŀƴǘΩǎ ǇŜǊŎŜǇǘƛƻƴǎ ŀƴŘ ŜȄǇŜǊƛŜƴŎŜ ǿƛǘƘ ǎƛƎƘǘ-reading. 

5.4.1 Awareness of regulations and opinions  

At the beginning of the interview, teachers were asked whether they were aware of 

the formal sight-reading regulations, stated within the operating regulations of Greek 

Conservatoires. The following sections illustrate the ǇŀǊǘƛŎƛǇŀƴǘǎΩ ƭŜǾŜƭ ƻŦ ŀǿŀǊŜƴŜǎǎ 

of formal regulations and their opinions about the regulation content. 

5.4.1.1 Awareness of sight -reading regulations  

All participants claimed to be aware of the relevant regulations11 which establish sight-

reading as one of the compulsory modules of instrumental studies, but their responses 

revealed different levels of understanding. P1 and P2 seemed to have accurate 

awareness, as they mentioned sight-ǊŜŀŘƛƴƎ ŀǎ ŀ ΨŎƻƳǇǳƭǎƻǊȅ ƳƻŘǳƭŜΩ ǿƘƛŎƘ ƛǎ 

examined prior to the final examination of the instrument, either for a Degree, or for 

a Diploma ς in case of a direct Diploma ς as stated within the regulations; P3 seemed 

to have partly accurate awareness, as they linked sight-reading only with 

simultaneous transposition and to the acquisition of the performance Diploma (not of 

the Degree); finally, P4 indicated a rather vague understanding of the relevant 

ǊŜƎǳƭŀǘƛƻƴǎΥ ΨL ǘƘƛƴƪ ǘƘŀǘ ƛǘ ƛǎ ǘŀǳƎƘǘ ƛƴ ǘƘŜ ŀŘǾŀƴŎŜŘ ƭŜǾŜƭǎΧ ǎƻƳŜǿƘŜǊŜ ōŜǘǿŜŜƴ ǘƘŜ 

Ŧƛƴŀƭ ǘƘǊŜŜ ŀŘǾŀƴŎŜŘ ƭŜǾŜƭǎΩΦ 

5.4.1.2 Opinions and feelings towards regulations  

All participants expressed strong feelings concerning the existing regulations, which 

ǘƘŜȅ ŎƻƴǎƛŘŜǊŜŘ ΨƻƭŘΩ ŀƴŘ ΨƻǳǘŘŀǘŜŘΩ όtпύΣ ƭŜŀǾƛƴƎ ƻǳǘ ŀƴȅ ǘŜŀŎƘƛƴƎ ƳŜǘƘƻŘǎ 

ŘŜǾŜƭƻǇŜŘ ǎƛƴŎŜ мфрт όtнύΦ /ǊƛǘƛŎŀƭ ǎǘŀǘŜƳŜƴǘǎ ǎǳŎƘ ŀǎ ΨL ǘƘƛƴƪ ǘƘƛǎ ƛǎ ǿǊƻƴƎΦ 

/ƻƳǇƭŜǘŜƭȅ ǿǊƻƴƎΣ ƻǳǊ ǎȅǎǘŜƳΩ όtмύΣ ΨǘƘŜ ǊŜƎǳƭŀǘƛƻƴǎ ώΧϐ ƘŀǾŜ ōŀǎƛŎ shortcomings in 

 
11 Detailed in Chapter 1. 
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ƎŜƴŜǊŀƭΩ όtнύ ŀƴŘ Ψƛǘ ƛǎ ƴƻǘ ǾŜǊȅ ŎƭŜŀǊ ƘŜǊŜΣ ƛƴ DǊŜŜŎŜ ώΧϐΦ hǳǊ ǎȅǎǘŜƳ ŘƻŜǎƴΩǘ ǎŜŜƳ 

ǾŜǊȅ ƻǊƎŀƴƛǎŜŘΩ όtпύ ƛƴŘƛŎŀǘŜ these ǘŜŀŎƘŜǊǎΩ ŘƛǎŀǇǇǊƻǾŀƭ ƻŦ ǘƘŜ ǊŜƎǳƭŀǘƛƻƴǎΣ ŀǎ ǿŜƭƭ ŀǎ 

of the philosophy of the music education system in general. Feelings of dissatisfaction 

towards the regulations were also expressed. These were described as insufficient, as 

they seem to provide no instructions, information, or guidelines regarding 

fundamental aspects of sight-reading teaching, such as the curriculum, teaching 

methods and approaches, as well as resources and teaching material.  

Another common complaint among all participants was in relation to the 

starting point of sight-reading. The introduction of sight-reading during the advanced 

ƭŜǾŜƭǎ ƻŦ ǎǘǳŘȅ ǿŀǎ ŎƻƴǎƛŘŜǊŜŘ ΨǘƘŜ Ƴƻǎǘ ƛƳǇƻǊǘŀƴǘ ǿŜŀƪƴŜǎǎΩ όtнύ ƻŦ ǘƘŜ ǊŜƎǳƭŀǘƛƻƴǎΣ 

ŀǎ ΨǘƘŀǘΩǎ ǘƻƻ ƭŀǘŜΩ όtпύ ŀǎ ΨǎƛƎƘǘ-reading cannot be taught in such a short period of 

ǘƛƳŜΩ όtмύΦ /ƻƴŎŜǊƴǎ ŀōƻǳǘ ǘƘŜ ǘŜŀŎƘŜǊΩǎ ǊƻƭŜ ƛƴ ǘƘƛǎ ŎƻƴǘŜȄǘ ǿŜǊŜ ŀƭǎƻ ǊŜǾŜŀƭŜŘΥ Ψƛǘ ŀƭƭ 

ǊŜǎǘǎ ƻƴ ǘƘŜ ǘŜŀŎƘŜǊΣ ǿƛǘƘ ŀƭƭ ǘƘŜ ōŜƴŜŦƛǘǎ ƻǊ ǇǊƻōƭŜƳǎ ǘƘƛǎ ƳƛƎƘǘ ƛƳǇƭȅΩ όtнύΤ ΨǘƘŜǊŜ 

are ǘŜŀŎƘŜǊǎ ǿƘƻΣ ǳƴŦƻǊǘǳƴŀǘŜƭȅΣ Ŧƻƭƭƻǿ ǘƘƛǎΩ όtмύΦ CƛƴŀƭƭȅΣ ǎƻƳŜ ǘŜŀŎƘŜǊǎ ŦŜŜƭ ǘƘŀǘ ǘƘƛǎ 

ƛƴǎǳŦŦƛŎƛŜƴŎȅ Ƙŀǎ ƴƻǘ ƻƴƭȅ ŀŦŦŜŎǘŜŘ ǘƘŜƳ ŀǎ ǇǳǇƛƭǎ ŀƴŘ ŀǎ ǘŜŀŎƘŜǊǎΥ ΨL ƘŀǾŜ ŜȄǇŜǊƛŜƴŎŜŘ 

ǘƘƛǎ ŀǎ ŀ ƭŜŀǊƴŜǊ ŀƴŘ LΩƳ ŀƭǎƻ ŜȄǇŜǊƛŜƴŎƛƴƎ ǘƘƛǎ ŀǎ ŀ ǘŜŀŎƘŜǊ (P3),  but it might also have 

ŀƴ ƛƳǇŀŎǘ ƻƴ ǘƘŜƛǊ ǇǳǇƛƭǎ ŀǎ ǿŜƭƭΣ ƛƴ ǘŜǊƳǎ ƻŦ ǎƪƛƭƭǎ ŘŜǾŜƭƻǇƳŜƴǘΥ ΨǇǳǇƛƭǎ ǿƛƭƭ ƘŀǾŜ ǘƻ 

ŦŀŎŜ ŀƴȅ ŘŜŦƛŎƛŜƴŎƛŜǎ ƻŦ ǘƘŜ ǘŜŀŎƘƛƴƎ ǎȅǎǘŜƳΩ (P2), but also in terms of their 

ǇǎȅŎƘƻƭƻƎȅΥ ΨǎƛƎƘǘ-reading lessons is the last thing that pupils should be thinking about 

ǊƛƎƘǘ ōŜŦƻǊŜ ǘƘŜƛǊ ŘŜƎǊŜŜΣ ōŜŎŀǳǎŜ ƛǘ ǿƛƭƭ ŦŜŜƭ ƭƛƪŜ ŀ ōǳǊŘŜƴΩ (P1).   

5.4.2 Perceptions and attitudes towards sight -reading  

Instrumental teachers expressed their thoughts on various aspects of sight-reading. 

All participants consider sight-reading skills as necessary, due to their significance in 

terms of practical application/utilisation in multiple contexts and activities during both 

their student and their professional years. Some instrumental teachers also expressed 

their perceptions of sight-reading aims: for P2, sight-reading involves the creation of 

ŀƴ ΨŀǳŘƛǘƻǊȅ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴΩ ƻŦ ǘƘŜ ƳǳǎƛŎ ǇƛŜŎŜΣ ǿƘƛŎƘ ƛǎ ƛƴŦƻǊƳŜŘ ōȅ ƻōǎervation of 

the material processed prior to performance at sight, while P3 supports that the aim 

ƛǎ ŦƻǊ ǇǳǇƛƭǎ ǘƻ ΨƭŜŀǊƴ Ƙƻǿ ǘƻ ōŜƘŀǾŜ ƛƴ ŀ ŎƻƴǘŜȄǘ ǿƘŜǊŜ ǘƘŜȅ ƘŀǾŜ ǘƻ ǎƛƎƘǘ-ǊŜŀŘΩΦ 

Various thoughts on the role of the teacher were also mentioned: sight-ǊŜŀŘƛƴƎ Ψŀƭǎƻ 

has to do with tƘŜ ǘŜŀŎƘŜǊΩ όtпύ; ǘƘŜ ǘŜŀŎƘŜǊ ǎƘƻǳƭŘ ŎǊŜŀǘŜ ŦƻǊ ǇǳǇƛƭǎ Ψŀ ŎƻƴǘŜȄǘ ǿƘŜǊŜ 
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ǘƘŜȅΩƭƭ ōŜ ŀōƭŜ ǘƻ ǊŜǎǇƻƴŘΩ όtоύ, ŀƴŘ ΨŜǾŜǊȅ ǎǘǳŘŜƴǘ ƛǎ ǳƴƛǉǳŜΣ ŎƻƳǇƭŜǘŜƭȅ ǎǇŜŎƛŀƭ ŀƴŘ 

ƴŜŜŘǎ ǘƻ ōŜ ŀǇǇǊƻŀŎƘŜŘ ƛƴ ŀ ŎƻƳǇƭŜǘŜƭȅ ŘƛŦŦŜǊŜƴǘ ǿŀȅΩ όtмύΦ CƛƴŀƭƭȅΣ tп ŜȄǇǊŜǎǎŜŘ their 

perception that sight-ǊŜŀŘƛƴƎ Ψƛǎ ŀƭǎƻ ŀ ǇǎȅŎƘƻƭƻƎƛŎŀƭ ǘƘƛƴƎΩΣ ǿƘƛŎƘ ōƻǘƘ ƛƴǾƻƭǾŜǎ ŀƴŘ 

can be affected by psychology-related aspects. 

 The following sections outline further perceptions of these instrumental 

teachers in relation to aspects such as the starting point of sight-reading training and 

activities, as well as contexts in which the teachers believed that the development of 

sight-reading skills is facilitated. 

5.4.2.1 Sight-reading can be taught: An early start  

It was a shared belief among all participants that sight-reading can be taught. Some 

teachers stated this with confidence, sometimes also claiming that this is necessary: 

ΨǎƛƎƘǘ-ǊŜŀŘƛƴƎ Ŏŀƴ ŎŜǊǘŀƛƴƭȅ ōŜ ǘŀǳƎƘǘΩΣ ΨǎƛƎƘǘ-reading is necessary and should be 

ǘŀǳƎƘǘΩ όtмύΤ Ψƛǘ ŀōǎƻƭǳǘŜƭȅ Ŏŀƴ ōŜ ǘŀǳƎƘǘΩ όtоύΤ Ψƛǘ Ŏŀƴ ōŜ ǘŀǳƎƘǘΩΣ Ψƛǘ Ŏŀƴ ǎǳǊŜƭȅ ōŜ 

ŘŜǾŜƭƻǇŜŘΩ όtп). Even though P2 initially expressed uncertainty as to whether sight-

ǊŜŀŘƛƴƎ ƛǎ ŜȄŎƭǳǎƛǾŜƭȅ ŀ ƳŀǘǘŜǊ ƻŦ ǘǳƛǘƛƻƴΣ tн ŀƭǎƻ ǎǳǇǇƻǊǘŜŘ ǘƘŀǘ ΨǳƴŘƻǳōǘŜŘƭȅΣ ǾŀǊƛƻus 

skills can be developed, which will guide the pupil to significant improvements in sight-

reading-ǊŜƭŀǘŜŘ ŀǎǇŜŎǘǎΩΣ ŎƻƴŎƭǳŘƛƴƎ ǘƘŀǘ ǎƛƎƘǘ-ǊŜŀŘƛƴƎ ΨƴŜŜŘǎ ǘƻ ōŜ ǘŀǳƎƘǘΩΦ 

 The start of sight-reading teaching from an early level was also viewed as 

important by all participants. Based on their involvement in music activities with 

children in the early years, P3 shared the belief that an early start of sight-reading 

development is possible even in very young ages, by responding to familiar symbolic 

notation at sight. P2 also supports that it is possible to sight-ǊŜŀŘ ŦǊƻƳ ΨǘƘŜ ǎŜŎƻƴŘ 

music piece that a pupil gets, provided that it contains elements of the first piece they 

have ŀƭǊŜŀŘȅ ǇƭŀȅŜŘΩΦ !ƴ ŜŀǊƭȅ ǎǘŀǊǘ ǿŀǎ ŀƭǎƻ ōŜƭƛŜǾŜŘ ǘƻ ƭŜŀŘ ǘƻ ƳƻǊŜ ŜŦŦŜŎǘƛǾŜ ǎƛƎƘǘ-

ǊŜŀŘƛƴƎΣ ǎƛƴŎŜ Ψƛǘ ōŜŎƻƳŜǎ ƳƻǊŜ ƴŀǘǳǊŀƭΦ [ƛƪŜ ōǊŜŀǘƘƛƴƎΩ όtмύΦ CƛƴŀƭƭȅΣ tп ǎǳƎƎŜǎǘŜŘ ǘƘŀǘ 

ŀƴ ŜŀǊƭȅ ǎǘŀǊǘ ƛǎ ŀ ǇǊŀŎǘƛŎŜ ƻŦ ŀ ΨƎƻƻŘ ǘŜŀŎƘŜǊΩΣ ǿƘƛƭŜ ŜŀǊƭƛŜǊ ŜȄŀƳƛƴŀǘƛƻƴǎ ǿŜǊŜ Ǿƛewed 

ŀǎ ƘŜƭǇŦǳƭ ƛƴ ǘŜǊƳǎ ƻŦ ǎǘǳŘŜƴǘǎΩ ǇǊŜǇŀǊŀǘƛƻƴ ŦƻǊ ǘƘŜ Ŧƛƴŀƭ ǎƛƎƘǘ-reading exams (P4). 

5.4.2.2 Contexts facilitating sight -reading learning  

Instrumental teachers also mentioned contexts in which they believe that their pupils 

learn to sight-read. According to their responses, as well as from their overall 



113 
 

interviews, the following ways were mentioned in which instrumental students are 

believed to develop sight-reading skills: 

(a) Within the individual lesson (P1, P2, P3, P4): through specific sight-reading 

pieces and activities, with new pieces introduced through sight-reading, 

through sight-reading duets with the teacher or with a classmate, 

(b) Through participation in ensembles (P1, P2, P3, P4): orchestras, wind 

ensembles, mixed instrument ensembles, accompanying activities, group 

sight-reading activities, such as ensemble sight-reading, sigh-reading duets, 

or trios, 

(c) By themselves όtнύΥ Ψōȅ ŘƻǿƴƭƻŀŘƛƴƎ ŀ ǎŎƻǊŜ ŀƴŘ ǘǊȅƛƴƎ ǘƻ Ǉƭŀȅ ƛǘΩ, 

(d) Through instrumental practice: (P1, P2, P3, P4): by practicing new pieces of 

repertoire, 

(e) Through going to the instrumental lesson unprepared (P2): going to the 

lesson without having practised at home. 

5.4.3 Sight-reading in practice  

Instrumental teachers also shared practical aspects of their approach to sight-reading. 

¢ƘŜ Ƴŀƛƴ ǘƘŜƳŜǎ ǿƘƛŎƘ ŜƳŜǊƎŜŘ ŦƻŎǳǎ ƻƴ ǘŜŀŎƘŜǊǎΩ ǎƛƎƘǘ-reading teaching practices, 

material and resources, sight-reading strategies, and encountered difficulties and 

challenges, which will be elaborated in the following sections.  

5.4.3.1 Do you teach sight-reading? How? 

All participants responded positively when asked whether they teach sight-reading to 

their pupils. Each teacher mentioned elements of their practical approach, in which 

starting early was a common trait of all respondents. Indicative descriptions of their 

individual practices are provided below: 

¶ Participant 1:  

P1 starts teaching their pupils sight-reading after the first term. Sight-reading is 

utilised as a means to introduce a new piece: ΨǿŜ ƘŀǾŜ ŀ Ǝƻ ƛƴ ǘƘŜ ƴŜȄǘ ǇƛŜŎŜΣ ǿƘƛŎƘ 

ǘƘŜ ǇǳǇƛƭ ƘŀǎƴΩǘ ƭŜŀǊƴǘ ȅŜǘΩ; specific sight-reading activities are also included in their 

lesson, such as through apps with accompaniment or through duets with the teacher. 

P1 also provides group sight-reading opportunities in the ensembles which they lead. 
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¶ Participant 2:  

P2 views sight-ǊŜŀŘƛƴƎ ǘŜŀŎƘƛƴƎ ŀǎ ǎƻƳŜǘƘƛƴƎ ƛƳǇŜǊŀǘƛǾŜΥ ΨL Řƻ ǘŜŀŎƘ ǎƛƎƘǘ-reading, of 

ŎƻǳǊǎŜΤ L ŎƻǳƭŘƴΩǘ Řƻ ƻǘƘŜǊǿƛǎŜΩΦ ¢ƘŜȅ ǎǘŀǘŜŘ ǘƘŀǘ ǘƘŜȅ ǎǘŀǊǘ ǘƻ ǘŜŀŎƘ ǘƘŜƛǊ ǇǳǇƛƭǎ ǎƛƎƘǘ-

ǊŜŀŘƛƴƎ ΨŦǊƻƳ ǘƘŜ ǎŜŎƻƴŘ ƭŜǎǎƻƴ ƛƴ ǿƘƛŎƘ ǘƘŜȅ ŀǊŜ ŀōƭŜ ǘƻ ǊŜŀŘ ƴƻǘŀǘƛƻƴΩ ŦǊƻƳ Ǉrevious 

pieces. Sight-reading is employed as a means to approach a new piece, during which 

ǇǳǇƛƭǎ ŀǊŜ ŀǎƪŜŘ ǘƻ ǇŜǊŦƻǊƳ ǘƘŜ ƳǳǎƛŎ Ψŀǎ ǿŜƭƭ ŀǎ ǘƘŜȅ ŎŀƴΣ ŀŎŎƻǊŘƛƴƎ ǘƻ ǘƘŜƛǊ 

ƪƴƻǿƭŜŘƎŜ ŀƴŘ ƭŜǾŜƭΣ ǘŀƪƛƴƎ ƛƴǘƻ ŎƻƴǎƛŘŜǊŀǘƛƻƴ ŀƴȅ ŜƭŜƳŜƴǘǎ ǘƘŀǘ ƛǘ ƳƛƎƘǘ ƛƴŎƭǳŘŜΩΦ 

Specific sight-reading activities are also integrated within the lesson, both for 

beginners and more advanced pupils, while sight-reading duets between two students 

ŀǊŜ ŀƭǎƻ ŦǊŜǉǳŜƴǘ ƛƴ tнΩǎ ƭŜǎǎƻƴǎΦ P2 also provides systematic group sight-reading 

opportunities in the ensembles which they lead, tailored to the level of each member 

of the ensemble. 

¶ Participant 3:  

P3 supports an early start of sight-reading teaching. Elements of sight-reading are 

ŜƳǇƭƻȅŜŘ ŦǊƻƳ ΨǘƘŜ ŦƛǊǎǘ ƭŜǾŜƭΩΣ ǘƘǊƻǳƎƘ ƻōǎŜǊǾŀǘƛƻƴŀƭ ŀŎǘƛǾƛǘƛŜǎ ƻƴ ǇǳǇƛƭǎΩ ƴŜǿ ǇƛŜŎŜǎΦ 

When presented with a new piece, pupils have to observe and explain musical 

elements which they have encountered in previous lessons. Once they have acquired 

knowledge of several basic musical elements, then specific sight-reading pieces are 

ƛƴǘǊƻŘǳŎŜŘΥ ΨL ǘƘŜƴ ǎǘŀǊǘ ǇǊƻǾƛŘƛƴƎ ǎƛƎƘǘ-ǊŜŀŘƛƴƎ ǇƛŜŎŜǎ ŜȄŎƭǳǎƛǾŜƭȅΩΦ tо includes sight-

reading duets between the teacher and the learner and expressed willingness to 

develop further group sight-reading activities in the future.  

¶ Participant 4:  

P4 claims to have very limited experience with sight-reading teaching, mainly because 

their pupils are predominantly beginners who are not required to take sight-reading 

exams. However, although no separate sight-reading pieces are provided, elements of 

sight-reading teaching are applied within their lessons, particularly through the 

employment of sight-reading strategies when approaching a new piece. Reflecting on 

ǊŜƭŜǾŀƴǘ ǇǊŀŎǘƛŎŜǎΣ tп ǎǘŀǘŜŘΥ ΨL ƎǳŜǎǎ L Řƻ ǎƘƻǿ ǘƘŜƳ Ƙƻǿ ǘƻ ǎƛƎƘǘ-read in my own 

ǿŀȅΣ ŀƭǘƘƻǳƎƘ L ŘƻƴΩǘ ŀǎƪ ŦƻǊ ǘƘƛǎ ǎŜǇŀǊŀǘŜƭȅΩΦ 
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5.4.3.2 Material and resources  

Participants were also asked about the material and resources they utilise for sight-

reading in their lessons. The following material resources were identified: 

(a) Sight-reading books:  

P2 and P3 mentioned utilising specific books for sight-reading in their instrumental 

lessons, referring to ABRSM publications. P3 mentioned that they use this material as 

part of the preparation of some private pupils who take relevant exams, while P2 

claiƳŜŘ ǘƘŀǘ ǘƘŜȅ ŦƛƴŘ ΨƘŜƭǇŦǳƭ ǘƘŜ ŦŀŎǘ ǘƘŀǘ ƛǘ ƛǎ ƎǊŀŘŜŘΩΦ tм ŀƭǎƻ ƻǿƴǎ ǘƘŜ !.w{a ǎƛƎƘǘ-

reading books, but they choose not to follow the course of one specific book, as they 

ǇǊŜŦŜǊ ǘƻ ǿƻǊƪ ǿƛǘƘ ǇƛŜŎŜǎ ǘƘŀǘ ǘƘŜȅ ǎŜƭŜŎǘ ΨŘŜǇŜƴŘƛƴƎ ƻƴ ǘƘŜ ǇǳǇƛƭΩǎ ƴŜŜŘǎΩΦ 

(b) Curriculum pieces: 

All participants viewed any curriculum resources or method books as sources of sight-

reading pieces. In cases where sight-reading is used as a means to approach a new 

ǇƛŜŎŜ ŦƻǊ ŦǳǊǘƘŜǊ ǇǊŀŎǘƛŎŜΣ ǇƛŜŎŜǎ ŦǊƻƳ ǘƘŜ ŎǳǊǊƛŎǳƭǳƳ ƻŦ ŜŀŎƘ ǇǳǇƛƭΩǎ ƭŜǾŜƭ Ŏŀƴ ōŜ 

employed as the main material (P1, P2, P3, P4), while any pieces of lower levels are 

believed to be appropriate for sight-reading activities. More specifically, both P1 and 

tн ƳŜƴǘƛƻƴ ǇǊƻǾƛŘƛƴƎ ǇƛŜŎŜǎ ǘƘŀǘ ǘƘŜȅ ŦƛƴŘ ǘƘŜƳǎŜƭǾŜǎΣ ǿƘƛŎƘ ǘƘŜȅ ǘƘƛƴƪ ǘƘŀǘ Ψǿƛƭƭ ōŜ 

beƴŜŦƛŎƛŀƭ ŦƻǊ ώΧϐ ǇǳǇƛƭǎ ƛƴ ǘŜǊƳǎ ƻŦ ǎƛƎƘǘ-ǊŜŀŘƛƴƎΩ όtнύΣ ǿƘƛƭŜ tо ǎǇŜŎƛŦƛŜŘ ǘƘŀǘ ŀƴȅ 

piece can be used for sight-ǊŜŀŘƛƴƎ ǇǳǊǇƻǎŜǎΣ ΨǇǊƻǾƛŘŜŘ ǘƘŀǘ ƛǘ ŘƻŜǎƴΩǘ ƛƴŎƭǳŘŜ ŀƴȅ 

ǳƴƪƴƻǿƴ ŜƭŜƳŜƴǘǎ ŦƻǊ ǘƘŜ ǇǳǇƛƭΩΦ  

(c) Other material: 

Music SoftwareΥ tм ǳǘƛƭƛǎŜǎ Ψ{ƳŀǊǘ aǳǎƛŎΩ ŀǎ ŀ ǘƻƻƭ ŦƻǊ ǎƛƎƘǘ-reading, which also 

provides piano accompaniment. 

Own material: P2 mentioned creating sight-reading material for the members of their 

ǿƻƻŘǿƛƴŘ ŜƴǎŜƳōƭŜΦ ¢ƘǊƻǳƎƘ ŀǊǊŀƴƎŜƳŜƴǘǎΣ tн ŀƛƳǎ ǘƻ ŜƴǎǳǊŜ ǘƘŀǘ ƛƴŘƛǾƛŘǳŀƭǎΩ ǇŀǊǘǎ 

ΨŎƻǊǊŜǎǇƻƴŘ ǘƻ ǘƘŜƛǊ ƭŜǾŜƭΩΣ ƛƴ ƻǊŘŜǊ ŦƻǊ ŜǾŜǊȅƻƴŜ ǘƻ ōŜ ŀŎǘƛǾŜƭȅ ƛƴǾƻƭǾŜŘ ƛƴ ǘƘŜ ƎǊƻǳǇ 

sight-reading process of the ensemble. 

aŀǘŜǊƛŀƭ ƻŦ ǇǳǇƛƭǎΩ ǇǊŜŦŜǊŜƴŎŜΥ ǘƘƛǎ ƛƴŎƭǳŘŜǎ ǎƻƴƎǎ ǿƘƛŎƘ ǘƘŜȅ ΨƳƛƎƘǘ ƘŀǾŜ ƘŜŀǊŘ ώΧϐ 

ƻƴ ǘƘŜ ǊŀŘƛƻΩ όtпύ ƻǊ ΨǘƘŀǘ ǘƘŜ ǇǳǇƛƭ ǿƛƭƭ ŀǎƪ ŦƻǊΩ όtмύΤ ΨŦƛƭƳ ƳǳǎƛŎ ƻǊ ŀ ǇƻǇ ǎƻƴƎ ǘƘŜȅ 

ƳƛƎƘǘ ǿŀƴǘ ǘƻ ǇƭŀȅΩ όtоύΤ ƳŀǘŜǊƛŀƭ ǇǳǇƛƭǎ ƳƛƎƘǘ ƘŀǾŜ ŀŎǉǳƛǊŜŘ ǘƘǊƻǳƎƘ ǘƘŜƛǊ ƻǿƴ 
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ƛƴƛǘƛŀǘƛǾŜΥ ΨǘƘŜȅΩƭƭ ŘƻǿƴƭƻŀŘ ǇƛŜŎŜǎΣ ǎƻƴƎǎΣ ǎŎƻǊŜǎ ǘƘŜy ƳƛƎƘǘ ƭƛƪŜΩ όtнύΣ ŀƴŘ 

ŀǊǊŀƴƎŜƳŜƴǘǎ ƻŦ ŦŀƳƛƭƛŀǊ ǘǳƴŜǎΥ ΨǘƘŜȅ ƻŦǘŜƴ ŀǎƪ ŦƻǊ [X instrument] arrangements of 

well-known melodies of WeǎǘŜǊƴ ƳǳǎƛŎΩ όtнύΦ 

As previously stated, the participants expressed two views in relation to the 

appropriate level of the sight-reading pieces suggesting: (a) sight-reading pieces of the 

same level ŀǎ ǘƘŜ ǇǳǇƛƭΩǎ ƛƴǎǘǊǳƳŜƴǘŀƭ ǎƪƛƭƭǎ, and (b) sight-reading pieces of a lower 

ƭŜǾŜƭ ǘƘŀƴ ǘƘŜ ǇǳǇƛƭΩǎ ƛƴǎǘǊǳƳŜƴǘŀƭ ǎƪƛƭƭǎΦ .ƻǘƘ ǎŀƳŜ-level and lower-level pieces were 

equally considered as possible, depending on the aim of the sight-reading activity, the 

ǇǳǇƛƭΩǎ ƭŜǾŜƭ, and skills. Same-level pieces were suggested for sight-reading a piece 

ŦǊƻƳ ǘƘŜ ŎǳǊǊƛŎǳƭǳƳ ƻŦ ǘƘŜ ǇǳǇƛƭΩǎ ƭŜǾŜƭ ŦƻǊ ŦǳǘǳǊŜ ǇǊŀŎǘƛŎŜ όtмΣ tнΣ tоΣ tпύΣ ƻǊ ŦƻǊ 

beginner pupils. On the other hand, in cases of intermediate or more advanced 

students, opting for material of slightly lower level was considered preferable (P1, P2, 

P3, P4). P3 perceived this as a condition which will allow an effective sight-reading 

ǇŜǊŦƻǊƳŀƴŎŜΥ ΨƛŦ ǿŜ ǿŀƴǘ ŀ ǇƛŜŎŜ ǘƻ ōŜ ǇŜǊŦƻǊƳŜŘ ŜŦŦŜŎǘƛǾŜƭȅ ς the level of the piece 

should be lower than what pupils can achiŜǾŜ ƛƴ ǘŜǊƳǎ ƻŦ ƛƴǎǘǊǳƳŜƴǘŀƭ ǎƪƛƭƭǎΩΦ CǳǊǘƘŜǊ 

to this, P4 stated that sight-reading pieces of a lower level can lead to fewer technical 

difficulties, thus making the sight-reading task more achievable, while also increasing 

ǇǳǇƛƭΩǎ ŎƻƴŦƛŘŜƴŎŜΥ ΨǘƘŜȅ Ŏŀƴ ōŜ ŎƻƴŦƛŘŜƴǘ ǘƘŀǘ άLΩƳ ƎƻƛƴƎ ǘƻ ƳŀƪŜ ƛǘ ŀƴŘ LΩƭƭ Ǉƭŀȅ ǘƘƛǎ 

ǿŜƭƭέΩΦ !ƴ ŀŘŘƛǘƛƻƴŀƭΣ ƭŜǎǎ ŦǊŜǉǳŜƴǘƭȅ ŀǇǇƭƛŜŘ ƻǇǘƛƻƴ ǿŀǎ ǇǊƻǾƛŘŜŘ ōȅ tнΣ ǿƘƻ 

ŀŎƪƴƻǿƭŜŘƎŜŘ ǘƘŜ Ǉƻǎǎƛōƛƭƛǘȅ ƻŦ ǇǊƻǾƛŘƛƴƎ ΨǇƛŜŎŜǎ ǎƭƛƎƘǘƭȅ ŀōƻǾŜ ǘƘŜƛǊ ƭŜǾŜƭΩΣ ŦǊƻƳ ŀ 

ƳƻǊŜ ΨŜȄǇŜǊƛƳŜƴǘŀƭΩ ǇŜǊǎǇŜŎǘƛǾŜΣ ŀǎ ŀ ΨŎƘŀƭƭŜƴƎŜΩ ǘƻ ǘƘŜ ǇǳǇƛƭΣ ŘŜǇŜƴŘƛƴƎ ƻƴ ǘƘŜ ƭŜǾŜƭ 

of relevant skills demonstrated in the lesson. 

Finally, in terms of material availability in the Greek market, P3 addressed the 

ŀōǎŜƴŎŜ ƻŦ ŀƴȅ DǊŜŜƪ ǊŜƭŜǾŀƴǘ ǊŜǎƻǳǊŎŜǎΣ ƳŜƴǘƛƻƴƛƴƎ ǘƘŀǘ ΨǘƘŜǊŜ ŀǊŜƴΩǘ ŀƴȅΩ ƎǊŀŘŜŘ 

sight-reading books, neither any [brass instrument] ƳŜǘƘƻŘ ōƻƻƪǎΦ tоΩǎ ŎƻƳƳŜƴǘǎ ƻƴ 

the lack of Greek material are particularly illuminating: 

 [Tutor and sight-reading books] for every level, they are foreign. There are 

no Greek books, neither for beginners, nor for advanced levels. There are 

ǎƻƳŜ ƳŜǘƘƻŘ ōƻƻƪǎ ώΧϐ ōǳǘ ǘƘŜǎŜ ŦƻŎǳǎ ƻƴ ǘŜŎƘƴƛǉǳŜΦ ¢ƘŜȅ ŘƻƴΩǘ ƛƴŎƭǳŘŜ 

pieces, nor are they sight-reading books, these are something different. 

¢ƘŜȅ ǊŜƭŀǘŜ ǘƻ ƛƴǎǘǊǳƳŜƴǘŀƭ ǘŜŎƘƴƛǉǳŜΦ Lƴ DǊŜŜŎŜΣ ǘƘŀǘΩǎ ŀƴ ƛǎǎǳŜΦ 
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±ƛŜǿƛƴƎ ǘƘƛǎ ǊŜǎǇƻƴǎŜ ŀƭƻƴƎǎƛŘŜ ǘƘŜ ǇŀǊǘƛŎƛǇŀƴǘǎΩ ǇǊŜǾƛƻǳǎ ǊŜǎǇƻƴǎŜǎΣ ǿƘŜǊŜ ǘƘŜȅ 

stated that they have and/or use sight-reading books, the teachers referred to 

international publications, such as by ABRSM (P1, P2, P3); these resources are not 

available in the Greek language. Therefore, while there may be musical material 

available to these teachers, they may be unable to gain maximum benefit from the 

publications if their language skills do not enable them to understand any instructional 

guidance in English within the publications. 

5.4.3.3 Strategies 

Participants also identified strategies which they might encourage their pupils to use 

while sight-reading. The following categories of sight-reading strategies and helpful 

suggestions were identified: general strategies, and strategies linked to rhythmic 

elements, technique, expression, and other parameters, as presented in Table 5.2 

below. 
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Table 5.2 LƴǎǘǊǳƳŜƴǘŀƭ ǘŜŀŎƘŜǊǎΩ ǎƛƎƘǘ-reading strategies and suggestions 

 
12 SR = Sight-ǊŜŀŘƛƴƎΦ Ψ{wΩ ƛǎ ǳǎŜŘ ŦƻǊ ŀōōǊŜǾƛŀǘƛƻƴ ǇǳǊǇƻǎŜǎ ƛƴ ǘƘŜ ǘŀōƭŜΦ 

Types of strategies 
Stated 

by 

Beginner (B)/ 
Intermediate (I)/  
Advanced (A)/ 
General (G)/ 

Not Stated (N/S) 

Mentioned  
elements 

Quoted interview responses  

G
E

N
E

R
A

L
 O

B
S

E
R

V
A

T
IO

N
 

Specific time for 
observation 

P1, P2, 
P3, P4 

(G) 
Specific time for score 
observation prior to sight-
reading (SR12) 

Ψ¢ǿƻ ƳƛƴǳǘŜǎΩΣ Ψŀ ǉǳƛŎƪ ǊŜŀŘ-ǘƘǊƻǳƎƘ ǘƘŜ ƳǳǎƛŎΩΣ ΨǘǿƻΣ 
three minutes, potentially even ƻƴŜΩΣ ΨǿƛǘƘ ŀƴŘκƻǊ ǿƛǘƘƻǳǘ 
ǘƘŜ ƛƴǎǘǊǳƳŜƴǘΩΣ ΨŦƻǊ ƻƴŜ-two minutes, to make a plan in 
ǘƘŜƛǊ ƳƛƴŘΩ 

First impression of 
the piece (visual) 

P1, P2, 
P3, P4 

(G) 
Scanning the score, title of 
the piece, a general 
impression 

Ψ¢ƻ ǎŎŀƴ ǘƘŜ ǎŎƻǊŜΩΣ Ψŀ ǇƻǘŜƴǘƛŀƭ ǘƛǘƭŜΩΣ ΨƭƻƻƪƛƴƎ ŀǘ ƛǘ ƳƻǊŜ 
ōǊƻŀŘƭȅΣ ƳƻǊŜ ŀǎ ŀ ǿƘƻƭŜΩΣ Ψǘƻ ƭƻƻƪ ŀǘ ǘƘŜ ǎŎƻǊŜ ǿƛǘƘƻǳǘ 
ōŜƛƴƎ ƛƴǘƛƳƛŘŀǘŜŘΩ 

Observation of 
ΧƪŜȅ 

P2, P4 (G) 
Key signature, 
identification of key, key 
changes, accidentals 

ΨYŜȅ ǎƛƎƴŀǘǳǊŜΩΣ Ωŀƴȅ ŀŎŎƛŘŜƴǘŀƭǎΩΣ ΨƪŜȅ ŎƘŀƴƎŜǎΩΣ 
ΨŀŘŘƛǘƛƻƴŀƭ ŀŎŎƛŘŜƴǘŀƭǎΩ 

ΧǘƛƳŜ ǎƛƎƴŀǘǳǊŜ 
P2, P3, 

P4 
(N/S) 

Time signature, time 
signature changes 

Ψ¢ƛƳŜ ǎƛƎƴŀǘǳǊŜΩΣ ΨǘƛƳŜ ǎƛƎƴŀǘǳǊŜ ŎƘŀƴƎŜǎΩΣ Ψǘƻ ƴƻǘƛŎŜ ƛŦ ǘƘŜ 
ǘƛƳŜ ǎƛƎƴŀǘǳǊŜ ƛǎ оκп ƻǊ пκпΩ 

ΧƴƻǘŜǎ 
P1, P2, 

P3 
(B) 

Note recognition, 
observation and 
realisation of note values, 
ΨŘƛŦŦƛŎǳƭǘΩ ƴƻǘŜǎΣ ŦƛƴƎŜǊƛƴƎ 

Ψ[ƻƻƪƛƴƎ ŀǘ ǘƘŜ ƴƻǘŜǎΩΣ ΨƴƻǘƛŎŜ ǘƘŜ ƴƻǘŜ ǾŀƭǳŜǎ ǿƘƛŎƘ ǘƘŜ 
ǇƛŜŎŜ Ŏƻƴǎƛǎǘǎ ƻŦΩΣ ΨƛŦ ǘƘŜǊŜ ŀǊŜ ŀƴȅ ΨŘƛŦŦƛŎǳƭǘΩ ƴƻǘŜǎΩΣ Ψŀƴȅ 
notes which are achieved with more complex or unusual 
ŦƛƴƎŜǊƛƴƎΩ 

Χƴƻǘŀǘƛƻƴ ǎȅƳōƻƭǎ P2 (N/S) Dotted notes ΨbƻǘƛŎŜ ǘƘŜ ŘƻǘΩ 
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Types of strategies 
Stated 

by 

Beginner (B)/ 
Intermediate (I)/  
Advanced (A)/ 
General (G)/ 

Not Stated (N/S) 

Mentioned  
elements 

Quoted interview responses  

R
H

Y
T

H
M

IC
 E

L
E

M
E

N
T

S
 

ΧwƘȅǘƘƳ ŀƴŘ 

pulse 
P2, P4 (B), (A), (G) 

Rhythmic patterns 
realisation, complex 
rhythms, steady beat 

ΨIƻǿ ǘƻ Ŏƻǳƴǘ ǘƘŜ ǎǇŜŎƛŦƛŎ ǊƘȅǘƘƳǎΩΣ ΨǘǊƛǇƭŜǘǎΣ ǉǳƛƴǘǳǇƭŜǘǎΩΣ 
ΨŦƛƴŘƛƴƎ ǇŀǘǘŜǊƴǎΩΣ ΨǇƭŀŎƛƴƎ ǘƘŜƛǊ ƴƻǘŜǎ ƻƴ ǘƘŜ ōŜŀǘΩΣ 
ΨƪŜŜǇƛƴƎ ŀ ǎǘŜŀŘȅ ōŜŀǘΩ 

ΧǘŜƳǇƻ 
P1, P2, 

P3, P4 
(G) 

Playing slowly, tempo 
markings, selection of 
speed 

Ψ{w ƛǎ ŀǎ ƛŦ LΩƳ ƭŜŦǘ ƛƴ ŀƴ ǳƴŦŀƳƛƭƛŀǊ ǊƻƻƳ ǿƛǘƘ ǘƘŜ ƭƛƎƘǘǎ ƻŦŦΣ 
ǎƻ LΩƳ ƴƻǘ ƎƻƛƴƎ ǘƻ ǎǘŀǊǘ ǊǳƴƴƛƴƎΩΣ Ψƛƴ ŀ ǎƭƻǿŜǊ ǎǇŜŜŘΩΣ Ψȅƻǳ 
ŘƻƴΩǘ ƴŜŜŘ ǘƻ Ǉƭŀȅ ƛƴ ǘƘŜ ŀŎǘǳŀƭ ǎǇŜŜŘ ƻŦ ǘƘŜ ǇƛŜŎŜΩΣ 
Ψ!ƭƭŜƎǊƻΩΣ ΨǎǘŀǊǘ ƛƴ ŀ ǎǇŜŜŘ ǿƘƛŎƘ ƛǎ ƳƻǊŜ ǊŜƭŀȄŜŘΩΣ Ψƛƴ ƳƻǊŜ 
ŀŘǾŀƴŎŜŘ ƭŜǾŜƭǎ ώΧϐ ȅƻǳΩŘ ōŜ ƘƻǇƛƴƎ ŦƻǊ ŀ ǎǇŜŜŘ ώΧϐ ŎƭƻǎŜǊ 
ǘƻ ǘƘŜ ǘŜƳǇƻ ƛƴŘƛŎŀǘƛƻƴΩ 

Χƴƻ ǎǘƻǇǎ ϧ 

ignoring mistakes 

P2, P3, 

P4 
(G) 

Ignoring mistakes, moving 
on, no stops 

Ψ¢ƻ ƛƎƴƻǊŜ ƳƛǎǘŀƪŜǎΩΣ ΨǘƘŜȅ ƪƴƻǿ ǘƘŀǘ ǘƘŜȅ ǎƘƻǳƭŘ ƳƻǾŜ 
ƻƴΩΣ ΨǘƘŜȅ ƪƴƻǿ ǘƘŀǘ ǘƘŜȅ ǎƘƻǳƭŘƴΩǘ ŎƻǊǊŜŎǘ ǘƘŜƛǊ 
ƳƛǎǘŀƪŜǎΩΣ Ψǘƻ ƳƻǾŜ ƻƴ ŦǊƻƳ ŀ ƳƛǎǘŀƪŜΩΣ ΨǿƛǘƘƻǳǘ ƎŜǘǘƛƴƎ 
ǎǘǳŎƪΩ 

E
X

P
R

E
S

S
IO

N
 

Style & character P2, P3 (A) 
Music style (no character 
indications mentioned) 

Ψ¢ƘŜ ǇƛŜŎŜ ƛǘǎŜƭŦΩΣ ΨƳŀǊŎƘΩ 

Era & composer P2, P3 (A) 
Awareness of era and 
ŎƻƳǇƻǎŜǊΩǎ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎǎ 
informing performance 

Ψŀ ƎǊŜŀǘ ŀƳƻǳƴǘ ƻŦ ƛƴŦƻǊƳŀǘƛƻƴΩΣ ΨŀǿŀǊŜ ƻŦ Ƙƻǿ ǘƻ ǇŜǊŦƻǊƳ 
ǘƘŜ ǇƛŜŎŜ ŀŎŎƻǊŘƛƴƎƭȅΩΣ .ŜŜǘƘƻǾŜƴΩΣ ΨaƻȊŀǊǘΩΣ 
Ψ¢ŎƘŀƛƪƻǾǎƪȅΩΣ ΨwƻƳŀƴǘƛŎƛǎƳΩΣ Ψ.ŀǊƻǉǳŜΩΣ Ψ/ƭŀǎǎƛŎŀƭ ŜǊŀΩ 

Dynamics & 

expression 

P1, P2, 

P3, P4 
(B), (I), (A) 

Dynamics: symbols, 
meaning, expression 
markings, dynamic 
changes 

Ψp, f, cresc., dim.ΩΣ Ψrit.ΩΣ ΨƳƻǊŜ ƻōǾƛƻǳǎ ŦƻǊ ƳƻǊŜ ŀŘǾŀƴŎŜŘ 
ƭŜǾŜƭǎΩΣ ΨōŜƎƛƴƴŜǊǎ ŘƻƴΩǘ Řƻ ǘƘŀǘ ƛƴƛǘƛŀƭƭȅΩΣ ΨŘŜǇŜƴŘƛƴƎ ƻƴ 
Ƙƻǿ ŦŀǊ ǘƘŜȅΩǾŜ ŎƻƳŜΩ 



120 
 

Types of strategies 
Stated 

by 

Beginner (B)/ 
Intermediate (I)/  
Advanced (A)/ 
General (G)/ 

Not Stated (N/S) 

Mentioned  
elements 

Quoted interview responses  

Melody 
P1, P2, 

P3, P4 
(G), (I), (A) 

Phrase identification & 
shaping, phrase length, 
melody line, melodic 
patterns & repetitions, 
melodic progression & 
variations 

Ψ¢ƻ ǊŜŎƻƎƴƛǎŜ ǘƘŜ ǇƘǊŀǎŜǎΩΣ ΨǊŜŎƻƎƴƛǎŜ ƛǘǎ ŜƴŘƛƴƎ ǇƻƛƴǘΩΣ 
ΨǊŜŀŎƘ ŀ ǇŜŀƪΩΣ ΨƳǳǎƛŎŀƭ ǇƘǊŀǎŜǎΩΣ ΨǊŜǇŜǘƛǘƛǾŜ ŜƭŜƳŜƴǘǎΩΣ Ψŀ 
Ƴŀƛƴ ǇƘǊŀǎŜ Ŏŀƴ ōŜ ǊŜǇŜŀǘŜŘ ƛƴ ŀ ǇƛŜŎŜΩΣ ΨŀƭǘŜǊŀǘƛƻƴǎΩΣ Ψǘƻ 
ǎŜǇŀǊŀǘŜ ǇƘǊŀǎŜǎΩ 

T
E

C
H

N
IQ

U
E 

Articulation & 

tonguing 
P2, P3 (G) 

Legato, staccato, more 
complex articulation 

ΨόŀǊǘƛŎǳƭŀǘƛƻƴύ ƻƴŜ ƻŦ ǘƘŜ Ƴƻǎǘ ƛƳǇƻǊǘŀƴǘ ŜƭŜƳŜƴǘǎΩΣ 
ΨǎƘƻǳƭŘ ōŜ ƴƻǘƛŎŜŘ ώΧϐ ŦǊƻƳ ǘƘŜ ōŜƎƛƴƴƛƴƎΩΣ ΨŀǊǘƛŎǳƭŀǘƛƻƴ 
goes hand-in-hand with the ƴƻǘŜΩΣ ΨƛƴǘŜƎǊŀǘŜŘ ƛƴ ǘƘŜ ǎƻǳƴŘ 
ǇǊƻŘǳŎǘƛƻƴΩΣ ΨǿƛǘƘƻǳǘ ŀǊǘƛŎǳƭŀǘƛƻƴ ƻǊ ǘƻƴƎǳƛƴƎΣ ǘƘŜ ǎƻǳƴŘ 
ƭŀŎƪǎ ŀ ŎƭŜŀǊ ǎǘŀǊǘƛƴƎ ǇƻƛƴǘΩΣ ΨǊƛƎƘǘ ǘƻƴƎǳƛƴƎΣ ǎƛƴƎƭŜΣ ŘƻǳōƭŜΣ 
ǘǊƛǇƭŜΩ 

Breaths P1, P2 (G), (I) 
Placement of breaths, 
breaths shaping phrases 

ΨL ǘǊȅ ǘƻ ǇǊŜǘŜƴŘ ǘƘŀǘ LΩƳ ǎǇŜŀƪƛƴƎΣ ǎƻ ǿƘŜǊŜ L ƴŜŜŘ ǘƻ 
ōǊŜŀǘƘŜΣ ǘƘŀǘΩǎ ǿƘŜǊŜ Ƴȅ ōǊŜŀǘƘ ǿƛƭƭ ƭŀƴŘΩΣ Ψǿƛƭƭ ǎƘŀǇŜ ǘƘŜ 
ƳǳǎƛŎŀƭ ǇƘǊŀǎŜǎΩ 

Other technical 

elements 

P2, P3, 

P4 
(G), (B) 

Fingerings selection, 
positions, overblowing, 
bowing 

Ψ¦ƴǳǎǳŀƭ ŦƛƴƎŜǊƛƴƎǎΩΣ ΨǿƘƛŎƘ ŦƛƴƎŜǊǎ ǘƘŜȅΩƭƭ ƘŀǾŜ ǘƻ ǇǊŜǎǎΩΣ 
ΨǎǇŜŎƛŦƛŎ ōƻǿƛƴƎǎΩΣ Ψƛƴ ǿƘƛŎƘ ǇƻǎƛǘƛƻƴΩΣ ΨǇǊŜǎǎǳǊŜ ƻŦ ǘƘŜ ƭƛǇǎ 
ƳƛƎƘǘ ōŜ ǿǊƻƴƎ ǎƻ ŀƴƻǘƘŜǊ ƴƻǘŜ ǎƻǳƴŘǎΩ 

O
T

H
E

R
S 

Theory & harmony P2, P4 (A) 
Harmony, harmonic 
progression 

Ψ¢ƻ ǳǎŜ ǘƘŜƛǊ ƪƴƻǿƭŜŘƎŜ ƻŦ ƘŀǊƳƻƴȅ ǘƻ ƎǊƻǳǇ the notes 
ώΧϐ ǘƻ Ǉƭŀȅ ŀƴȅ ƳŜƭƻŘƛŎ ǇŀǘǘŜǊƴǎ ƳƻǊŜ ŜŀǎƛƭȅΩΣ ΨƘƛƎƘƭƛƎƘǘƛƴƎ 
ǘƘŜ ǎǇŜŎƛŦƛŎ ƘŀǊƳƻƴƛŎ ǇǊƻƎǊŜǎǎƛƻƴΩΣ ΨŦƻǊ ŀ ǇǳǇƛƭ ǘƻ ōŜ ŀōƭŜ 
to sight-ǊŜŀŘΣ ǘƘŜȅ ƘŀǾŜ ǘƻ ƪƴƻǿ ǘƘŜƻǊȅ ǿŜƭƭΩ 
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Types of strategies 
Stated 

by 

Beginner (B)/ 
Intermediate (I)/  
Advanced (A)/ 
General (G)/ 

Not Stated (N/S) 

Mentioned  
elements 

Quoted interview responses  

Auditory 

representation, 

Inner hearing,  

mental practice 

P1, P2, 

P3, P4 
(G) 

Mental practice, Inner 
hearing development 

ΨaŜƴǘŀƭ ǇǊŜǇŀǊŀǘƛƻƴΩΣ ΨǿƛǘƘƻǳǘ ƘŀǾƛƴƎ ǘƻ Ǉƭŀȅ ƛǘ ƻƴ ǘƘŜ 
ƛƴǎǘǊǳƳŜƴǘΩΣ ΨǎƛƴƎ ƛǘ ƛƴ ǘƘŜƛǊ ƘŜŀŘΩΣ Ψǘƻ ŎǊŜŀǘŜ ŀƴ ŀǳŘƛǘƻǊȅ 
ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ ǘƘŜ ǎŎƻǊŜΩΣ Ψƭƻƻƪ ŀǘ ǘƘŜ ǎŎƻǊŜΧŎŀƴ ȅƻǳ 
ƘŜŀǊ ƛǘΚΩΣ ΨǎƛƴƎ {ƻƭŦŝƎŜ ƛƴ ǘƘŜƛǊ ƳƛƴŘΩ 

Position on the 

score & looking 

ahead 

P2, P3, 

P4 
(G) 

Awareness of position on 
the score, looking ahead 

Ψ!ƘŜŀŘ ƻŦ ǿƘŀǘ ǘƘŜȅ ŀǊŜ ŀŎǘǳŀƭƭȅ ǇƭŀȅƛƴƎΩΣ ΨǘƘŜƛǊ ŦƛƴƎŜǊǎ ǿƛƭƭ 
ƘŀǾŜ ǘƻ Ŧƻƭƭƻǿ ǘƘŜƛǊ ƳƛƴŘΣ ƴƻǘ ǘƘŜ ƻǇǇƻǎƛǘŜΩΣ Ψǘƻ ƪƴƻǿ 
ǿƘŜǊŜ ǘƘŜȅ ŀǊŜ ƻƴ ǘƘŜ ǎŎƻǊŜΩΣ Ψƴƻǘ ƭƻǎŜ ǘǊŀŎƪ ƻŦ ǿƘŜǊŜ ǘƘŜ 
ŜƴǎŜƳōƭŜ ƛǎ ǇƭŀȅƛƴƎΩΣ ΨŜȅŜǎ ǎƘƻǳƭŘ ƳƻǾŜ ŦƻǊǿŀǊŘΩ 

Aural skills 
P1, P2, 

P3, P4 
(G) 

Solfège singing, pitch 
perception, utilisation of 
aural skills  

Ψ{ƻƭŦŝƎŜ ƛǎ ŀ ƪŜȅ ŎƻƴŘƛǘƛƻƴ ŦƻǊ {wΩΣ ΨƎƻƻŘ {ƻƭŦŝƎŜ ǎƪƛƭƭǎ ŀƭǎƻ 
ƳŀǘǘŜǊΩΣ Ψǘƻ ƭƻƻƪ ŦƻǊ ǘƘŜ ǊƛƎƘǘ ǎƻǳƴŘΩΣ ΨǿƘŜƴ ǘƘŜȅ Ŏŀƴ ǊŜŀŘ 
ǎƻƳŜǘƘƛƴƎ ŎƻǊǊŜŎǘƭȅΣ ǘƘŜȅ Ŏŀƴ Ǉƭŀȅ ƛǘ ǊƛƎƘǘΩΣ Ψōȅ ŜŀǊΩΣ ΨŀǇǇƭȅ 
ŀǳǊŀƭ ǎƪƛƭƭǎΩ 

Structure & form P2, P4 (A), (G) 

Knowledge of musical 
forms and structure, 
notation 
symbols/markings 

Ψ¢ƘŜȅ ǎƘƻǳƭŘ ōŜ ŀǿŀǊŜ ƻŦ ǘƘŜ ŦƻǊƳ ƻŦ ǘƘŜ ǇƛŜŎŜΩΤ ΨǎǘǊǳŎǘǳǊŜ 
ŀƴŘ ŦƻǊƳ ƻŦ ŀ aŜƴǳŜǘΩΣ ΨǊŜǇŜŀǘ ǎƛƎƴǎΩΣ ΨŘŀƭ ǎŜƎƴƻΩΣ Ψ{ƻƴŀǘŀΩ 

Making notes on 
the score 

P1 (G) Making notes on the score Ψ¢ƘŜȅ ƘŀǾŜ ŀ ǇŜƴŎƛƭ ŀǘ ƘŀƴŘ ǎƻ ǘƘŜȅ Ŏŀƴ ƳŀƪŜ ƴƻǘŜǎΩ 

Imagining the 

music 
P1 (N/S) 

Visualising the music, 
imagining 

Ψ/ǊŜŀǘƛƴƎ ŀ ǇƛŎǘǳǊŜΩΣ ΨǎǘƻǊƛŜǎΩΣ ΨǾƛǎǳŀƭƛǎƛƴƎ ŜŀŎƘ ǇƛŜŎŜΩΣ Ψƛǘ 
ōŜŎƻƳŜǎ ŜŀǎƛŜǊ ώΧϐ ǘƻ ǊŜƳŜƳōŜǊ what happens in every 
ǎŜŎǘƛƻƴΩ 
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As illustrated in the table above, some of the stated strategies were instrument-specific, for example these relating to technique, while most 

strategies find relevance across instruments, for example those relating to observation. In addition, some strategies were mentioned in relation 

to pupils of specific levels, such as the recollection of knowledge about musical structure and forms for advanced learners, while other strategies 

were believed to be applicable at any level.  

Types of strategies 
Stated 

by 

Beginner (B)/ 
Intermediate (I)/  
Advanced (A)/ 
General (G)/ 

Not Stated (N/S) 

Mentioned  
elements 

Quoted interview responses  

Ensemble 

activities 

P1, P2, 

P3, P4 
(G) 

Orchestras, wind 
ensembles, mixed 
ensembles, duets, 
accompanying activities 

ΨDǊƻǳǇ ǎƛƎƘǘ-ǊŜŀŘƛƴƎΩΣ ΨǇŀǊǘƛŎƛǇŀǘƛƻƴ ƛƴ ƻǊŎƘŜǎǘǊŀǎΩΣ 
ΨǇƭŀȅƛƴƎ ƛƴ ŀƴ ŜƴǎŜƳōƭŜΩΣ ΨǾŀǊƛƻǳǎ ƛƴǎǘǊǳƳŜƴǘǎΩ 
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5.4.3.4 Difficulties and challenges  

Instrumental teachers reflected upon potential challenges and difficulties encountered by their pupils during sight-reading activities. As 

illustrated in Table 5.3 below, the identified challenges were grouped into four broad categories: general challenges, technique-related issues, 

level-specific difficulties, and psychological ŎƘŀƭƭŜƴƎŜǎΣ ǿƘƛŎƘ ŀǊŜ ǇǊŜǎŜƴǘŜŘ ŀƭƻƴƎǎƛŘŜ ǇŀǊǘƛŎƛǇŀƴǘǎΩ ǉǳƻǘŜŘ ǊŜǎǇƻƴǎŜǎΦ  

  Table 5.3 Sight-reading difficulties and challenges stated by the instrumental teachers 

Challenge 
Category 

Specific challenge mentioned 
Stated 

by 
Instrumental 

categories 
Quoted interview responses 

G
E

N
E

R
A

L
 C

H
A

L
L
E

N
G

E
S

 

Time management (ineffective) P1, P2 Woodwind 
Ψ{ƻƳŜǘƛƳŜǎ ǘƘŜǊŜ ƛǎ remaining time in these two minutes, but other 
ǘƛƳŜǎ ǘƘŜȅ ƳƛƎƘǘ ƴƻǘ ōŜ ŜƴƻǳƎƘΩΣ ΨǘƘŜȅ ƳƛƎƘǘ ŀƭǎƻ ƴƻǘ ǊŜŀƭƛǎŜ 
ǘƘŀǘκƘƻǿ ǘƛƳŜ ǇŀǎǎŜǎ ōȅΧ ŜǎǇŜŎƛŀƭƭȅ ȅƻǳƴƎŜǊ ǇǳǇƛƭǎΩ 

Observation (insufficient/ineffective) P2 Woodwind Ψbƻǘ ƻōǎŜǊǾƛƴƎ ǘƘŜ ǇƛŜŎŜ ŀǎ ǘƘŜȅ ǎƘƻǳƭŘΩ 

Tempo selection (inappropriate/fast) P1, P2 Woodwind 
Ψaƻǎǘ ǇŜƻǇƭŜ ŀǊŜ ƛƴ ŀ ƘǳǊǊȅ ǿƘŜƴ ǎƛƎƘǘ-reading (SR13ύΤ ǘƘŀǘΩǎ ŀ ǾŜǊȅ ōƛƎ 
ƛǎǎǳŜΩΣ ΨŦŀǎǘ ǇƭŀȅƛƴƎΩ 

Looking ahead (absent) P3 Brass 
ΨLǎǎǳŜ ƛƴ ōŜƛƴƎ ŀōƭŜ ǘƻ ǇŜǊŦƻǊƳ ǘƘŜ ǘŀǎƪ ƻŦ ǘƘŜƛǊ ŜȅŜǎ moving forward 
ŦŀǎǘŜǊ ǘƘŀƴ ǘƘŜƛǊ ǇŀȅƛƴƎΩ 

Concentration (low level) P2 Woodwind 
ΨIƻǿ ŎƻƴŎŜƴǘǊŀǘŜŘ ƻǊ ŀōǎŜƴǘ-ƳƛƴŘŜŘ ŀ ǇǳǇƛƭ ƛǎΩΣ ΨƭŀŎƪ ƻŦ ŎƻƴŎŜƴǘǊŀǘƛƻƴ 
and absent-ƳƛƴŘŜŘƴŜǎǎΩ 

Sense of pulse (not steady) P3 Brass 
Ψ²ƘŜƴ ǘƘŜȅ ŦƛƴŘ ŘƛŦŦƛŎǳƭǘƛŜǎΣ ǘƘŜȅ slow the tempo down, while when 
ǘƘŜȅ ƘŀǾŜΣ ƭŜǘΩǎ ǎŀȅ ŎǊƻǘŎƘŜǘǎΣ ǘƘŜȅ ǎǇŜŜŘ ǳǇΩ 

Continuity / Flow (disrupted/stops) P2 Woodwind Ψ{ǘƻǇǇƛƴƎ ǿƘƛƭŜ {wΩ 

Mistakes (inappropriate management) P2, P3 
Woodwind, 

Brass Ψ/ƻǊǊŜŎǘƛƴƎ ƳƛǎǘŀƪŜǎΩΣ ΨǊŜǇŜŀǘƛƴƎ ǎŜŎǘƛƻƴ ǿƘŜǊŜ ŀ ƳƛǎǘŀƪŜ ƘŀǇǇŜƴŜŘΩ 

 
13 SR = Sight-ǊŜŀŘƛƴƎΦ Ψ{wΩ ƛǎ ǳǎŜŘ ŦƻǊ ŀōōǊŜǾƛŀǘƛƻƴ ǇǳǊǇƻǎŜǎ ƛƴ ǘƘŜ ǘŀōƭŜΦ 
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Pitch (inaccuracies) P1, P3 
Woodwind, 

Brass Ψaŀƴȅ ŀŎŎƛŘŜƴǘŀƭǎΩ 

Overall rhythmic accuracy 
(inconsistencies) 

P2, P3 
Woodwind, 

Brass 

ΨwƘȅǘƘƳ ƛǎ ƻƴŜ ƻŦ ǘƘŜ Ƴŀƛƴ ŎƘŀƭƭŜƴƎŜǎ ǘƘŀǘ ǇǳǇƛƭǎ ƘŀǾŜ ǘƻ ŦŀŎŜΩΣ 
ΨŀƴƻǘƘŜǊ ōƛƎ ƛǎǎǳŜ ƛǎ ǘƘŜ ǊƘȅǘƘƳΩΣ ΨǇƭŀŎƛƴƎ ǘƘŜ ƴƻǘŜǎ ƛƴ ǘƘŜƛǊ ǊƛƎƘǘ ǇƭŀŎŜ 
ƻƴ ǘƘŜ ōŜŀǘΩΣ ΨƛǎǎǳŜǎ ǿƛǘƘ ώΧϐ ǎƘƻǊǘ ƴƻǘŜǎΩΣ ΨŘƛŦŦƛŎǳƭǘ ǊƘȅǘƘƳƛŎ ǇŀǘǘŜǊƴǎΩ 

Level of familiarity with musical 
elements 

P4 String 
ΨCƻǊ ǊŜǇŜŀǘǎ ŀƴŘ ǎƛƎƴǎ ǎǳŎƘ ŀǎ ΨŘŀƭ ǎŜƎƴƻΩ, it depends on their level of 
ŦŀƳƛƭƛŀǊƛǘȅΥ ǘƘŜȅ ƳƛƎƘǘ ōŜ ǳƴŀǿŀǊŜ ƻŦ ǿƘŜǊŜ ǘƻ Ǝƻ ƴŜȄǘΩΣ ΨƪƴƻǿƭŜŘƎŜ ƻŦ 
ǎǘǊǳŎǘǳǊŜ ŀƴŘ ŦƻǊƳΩ  

Prioritising certain elements over 
others 

P2, P4 
Woodwind, 

String 

Ψάbƻǿ L ƘŀǾŜ ǘƻ Ǉƭŀȅ ǘƘŜ ŎƻǊǊŜŎǘ ƴƻǘŜǎέΩΣ ΨǘƘƻǎŜ ǿƘƻ ƘŀǾŜ ŘƛŦŦƛŎǳƭǘȅ ƛƴ 
bowing will not be able to pay any attention to that (articulation), 
ǘƘŜȅΩƭƭ Ƨǳǎǘ Ǉƭŀȅ ǘƘŜ ƴƻǘŜǎΩ 

Mental representation  
(different from written music) 

P2, P3 
Woodwind, 

Brass 

Ψ¢ƘŜ ǎŎƻǊŜ ƳƛƎƘǘ ǇƻǘŜƴǘƛŀƭƭȅ ōŜ ŘƛŦŦŜǊŜƴǘ ǘƻ ǿƘŀǘ L ƘŀǾŜ ƛƴ Ƴȅ ƘŜŀŘΦ 
Now, this is where the most stops occur and where the most problems 
ŀǊŜ ƴƻǘƛŎŜŘ ǿƘƛƭŜ {w ŀ ŦŀƳƛƭƛŀǊ ǘǳƴŜΩΣ ΨƳŀƪŜ ǎǳǊŜ ǘƻ Ǉƭŀȅ ƛǘ ǘƘŜ ǿŀȅ ƛǘΩǎ 
written, not the way you hear it in your head; because there might be 
ǇƻǘŜƴǘƛŀƭ ŀǳŘƛǘƻǊȅ ƳƛǎŎƻƴŎŜǇǘƛƻƴǎΩ 

T
E

C
H

N
IQ

U
E-R

E
L
A

T
E

D 

Articulation P2, P4 Woodwind Ψbƻǘ ŀƭǿŀȅǎ ŜŀǎȅΩΣ ΨǎƻƳŜ Řƻ ǘƘƛǎ ƳƻǊŜ ǎǳŎŎŜǎǎŦǳƭƭȅ ǘƘŀƴ ƻǘƘŜǊǎΩ 

Challenging notes production P3 Brass Ψ5ƛŦŦƛŎǳƭǘȅ ƻŦ ǇƭŀȅƛƴƎ ƭŀǊƎŜ ƛƴǘŜǊǾŀƭǎΩ 

Breath placement P1 Woodwind 
ΨLǘΩǎ ǎƻƳŜǘƘƛƴƎ ǘƘŀǘ ǘƘŜȅ ŘƻƴΩǘ ǊŜŀƭƭȅ ǘƘƛƴƪ ŀōƻǳǘΩΣ ΨŜǎǇŜŎƛŀƭƭȅ ŦƻǊ ǿƛƴŘ 
ƛƴǎǘǊǳƳŜƴǘǎΣ ƻǳǊ ōǊŜŀǘƘǎ ŀǊŜ ǾƛǘŀƭΩ 

Fingering selection P1, P3 
Woodwind, 

Brass 

[ΨX instrument] ώΧϐ Ƙŀǎ Ƴŀƴȅ ǎŜŎǊŜǘ ŦƛƴƎŜǊƛƴƎǎΩΤ ΨŘǳǊƛƴƎ {w ǇǳǇƛƭǎ ƘŀǾŜ 
to interpret this as well, how they will cross the break between these 
ǊŜƎƛǎǘŜǊǎΩΣ ΨǳǎƛƴƎ ǘƘŜ ǿǊƻƴƎ ŦƛƴƎŜǊƛƴƎǎ ŦƻǊ ǎƘŀǊǇǎ ƻǊ ŦƭŀǘǎΩ 

Bowing/position selection P4 String 
Ψ¢ƘƻǎŜ ǿƘƻ ƘŀǾŜ ŘƛŦŦƛŎǳƭǘȅ ƛƴ ōƻǿƛƴƎΧǿƛƭƭ Ƨǳǎǘ Ǉƭŀȅ ǘƘŜ ƴƻǘŜǎΩΣ ΨǘƘŜǊŜ 
ŀǊŜ ŀƭǎƻ ŎƘƛƭŘǊŜƴ ǿƘƻ ƳŀƪŜ ƳƛǎǘŀƪŜǎ ōŜŎŀǳǎŜ ƻŦ ǿǊƻƴƎ ōƻǿƛƴƎΩΣ 
ΨǿƘŜǊŜ ȅƻǳΩƭƭ ŘŜŎƛŘŜ ǘƻ Ǉƭŀȅ ǘƘƛǎΧ ƛƴ ǿƘƛŎƘ ǇƻǎƛǘƛƻƴΩ 
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Production of appropriate pitch/ 
overblowing 

P3 Brass 
Ψ!ƴƻǘƘŜǊ ƴƻǘŜ ƳƛƎƘǘ ōŜ ǇǊƻŘǳŎŜŘ because of the pressure, which 
ƳƛƎƘǘ ōŜ ŀ ŘƛŦŦŜǊŜƴǘ ƴƻǘŜ ǘƻ ǘƘŜ ƻƴŜ ǿŜ ǿŀƴǘŜŘΩΣ ΨǘƘŜ ǇǊŜǎǎǳǊŜ ƻŦ ǘƘŜ 
ƭƛǇǎ ƳƛƎƘǘ ōŜ ǿǊƻƴƎ ǎƻ ŀƴƻǘƘŜǊ ƴƻǘŜ ǎƻǳƴŘǎΩ 
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Note values  
(inaccuracies, inconsistencies) 

P1 Woodwind 
ΨaƛǎƛƴǘŜǊǇǊŜǘƛƴƎ ǾŀƭǳŜǎΣ ƛƎƴƻǊƛƴƎ ŘƻǘǘŜŘ ƴƻǘŜǎΣ ǉǳŀǾŜǊǎΣ ŎǊƻǘŎƘŜǘǎΣ 
ǘƘŜǎŜ ŀǊŜ ǎƻƳŜ ƛƴƛǘƛŀƭ ŘƛŦŦƛŎǳƭǘƛŜǎΩ 

Pitch & sense of key (unclear, limited) P2, P3 
Woodwind, 

Brass 
Ψ¢ƘŀǘΩǎ ŀƴƻǘƘŜǊ ŘƛŦŦƛŎǳƭǘȅ ƛƴ ǘƘŜ ŦƛǊǎǘ ƭŜǾŜƭǎΩ 

Performance of dynamics and 
expressive elements (ignored) 

P1, P2 Woodwind Ψ.ŜƎƛƴƴŜǊǎ ŘƻƴΩǘ Řƻ ǘƘŀǘ ƛƴƛǘƛŀƭƭȅΩ 

Phrases (lack of shaping) P1 Woodwind Ψ! ōŜƎƛƴƴŜǊ ǇǳǇƛƭ Ŏŀƴƴƻǘ ŘƛǎǘƛƴƎǳƛǎƘ ǇƘǊŀǎŜǎ ǎƻ ŜǾƛŘŜƴǘƭȅΩ 

Structural markings  
(ignored/ little familiarity) 

P2 Woodwind ΨLƎƴƻǊŜ ŀ ǊŜǇŜŀǘ ǎƛƎƴΩ 

Keeping track with position on score P2 Woodwind Ψ[ƻǎƛƴƎ ǘǊŀŎƪ ƻŦ ǿƘŜǊŜ ǘƘŜȅ ŀǊŜ ƻƴ ǘƘŜ ǎŎƻǊŜ ώΧϐ ƘŀǇǇŜƴǎ ǉǳƛǘŜ ŀ ƭƻǘΩ 
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More complex rhythmic patterns 
realisation 

P2, P3 
Woodwind, 

Brass 
Ψhƴ more advanced levels, rhythm issues refer to more complex 
ǊƘȅǘƘƳƛŎ ǇŀǘǘŜǊƴǎΩ 

Application of mental observations  
(low level) 

P1 Woodwind 
ΨIƻǿ Ŧŀǎǘ ǘƘŜȅ ǊŜƳŜƳōŜǊ ǘƘƛƴƎǎ ǿƘƛŎƘ ǘƘŜȅ ƳŜƴǘŀƭƭȅ ƴƻǘŜŘ ōŜŦƻǊŜ 
ǇƭŀȅƛƴƎΩΣ ΨǘƘŜ ǇǳǇƛƭ ƛǎ ŀǎƪŜŘ ǘƻ ǊŜƳŜƳōŜǊ ǘƘŜ ōǊŜŀǘƘǎΣ ǘƘŀǘΩǎ ǎƭƛƎƘǘƭȅ 
ƳƻǊŜ ŘƛŦŦƛŎǳƭǘΩ 

Expression and interpretation  
(limited awareness/planning) 

P1, P2 Woodwind ΨLǎǎǳŜǎ ǎǳŎƘ ŀǎ άLΩƳ ƴƻǘ ŀǿŀǊŜ ƻŦ ǿƘŀǘ LΩƳ ǇƭŀȅƛƴƎέΩ 

Harmony realisation (low level) P2 Woodwind ΨLƴ ǘŜǊƳǎ ƻŦ ƘŀǊƳƻƴȅΧƛƎƴƻǊƛƴƎ ŎƭǳŜǎΩ 

Structure/form awareness (limited) P2, P4 
Woodwind, 

String 
ΨLǎǎǳŜ ƛƴ ǘŜǊƳǎ ƻŦ ǎǘǊǳŎǘǳǊŜ ƻǊ ŦƻǊƳ ƻŦ ǘƘŜ ǇƛŜŎŜΩ 

Other score information (ignored) P2 Woodwind 
ΨLƎƴƻǊƛƴƎ ŎƭǳŜǎ ǎǳŎƘ ŀǎ ǎǘȅƭŜΣ ŎƻƳǇƻǎŜǊΣ ǘƛǘƭŜ ǿƘƛŎƘ ǇǊƻǾƛŘŜ ƳǳŎƘ 
ƘŜƭǇŦǳƭ ƛƴŦƻǊƳŀǘƛƻƴΩ 

Lack of expectations P2 Woodwind Ψ¢ƘŜȅ ŀǊŜ ǳƴŀǿŀǊŜ ƻŦ ǿƘŀǘ ǘƘŜȅ ƳƛƎƘǘ ŜȄǇŜŎǘ ŦǊƻƳ ǘƘŜ ǇƛŜŎŜΩ 
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Stress-related  
(stress, keeping calm, nervousness) 

P2, P3 
Woodwind, 

Brass 
Ψ{ǘǊŜǎǎΣ ŜǎǇŜŎƛŀƭƭȅ ŘǳǊƛƴƎ ŜȄŀƳǎΩΣ Ψƴƻǘ ōŜƛƴƎ ŀōƭŜ ǘƻ ǎǘŀȅ ŎŀƭƳΩΣ ΨtǳǇƛƭǎ 
ǎŜŜ ŀ ǇŀƎŜ ŦƛƭƭŜŘ ǿƛǘƘ ǉǳŀǾŜǊǎ ŀƴŘ ǎŜƳƛǉǳŀǾŜǊǎ ŀƴŘ ǇŀƴƛŎΩ 

Confidence  
(lack of trust in abilities, insecurity, 
feeling ashamed/shyness) 

P2, P3, 
P4 

Woodwind, 
Brass, String 

ΨƭŀŎƪ ƻŦ ǘǊǳǎǘ ƛƴ ǘƘŜƛǊ ŀōƛƭƛǘƛŜǎΩΣ ΨŎƻƴŦƛŘŜƴŎŜ ƛǎǎǳŜǎΩΣ ΨǇǎȅŎƘƻƭƻƎȅ ǊŜƭŀǘŜŘ 
ŀǎǇŜŎǘǎ ŀƴŘ ƛƴǎŜŎǳǊƛǘƛŜǎΩΣ ΨǇǳǇƛƭǎ Ƨǳǎǘ ƴŜŜŘ ǘƻ ǳƴŘŜǊǎǘŀƴŘ ǘƘŀǘ ǿƘŜƴ {w 
ǘƘŜȅ ǎǘŀƴŘ ƻƴ ǘƘŜƛǊ ƻǿƴΣ ǘƘŜȅ ŘƻƴΩǘ ƘŀǾŜ ŀƴȅƻƴŜ ŜƭǎŜΩǎ ƘŜƭǇΩΣ Ψŀ ǇǳǇƛƭ 
ǿƘƻ ŘƻŜǎƴΩǘ ƘŀǾŜ ŎƻƴŦƛŘŜƴŎŜ ŀƴŘ ǿƘƻ ŦŜŜƭǎ ǘƘŀǘ ǘƘŜȅ ŎŀƴΩǘ Ƴŀke it 
Ŏŀƴ ƘŀǾŜ ŀ ǘƘƻǳǎŀƴŘ ǇǊƻōƭŜƳǎΩΣ ΨǘƘŜǊŜ ŀǊŜ ŀƭǎƻ ǎƻƳŜ ǇǳǇƛƭǎ ǿƘƻ ǘƘƛƴƪ 
άaƛǎǎΣ L ŎŀƴΩǘΣ L ǿŀƴǘ ǘƻ ǇǊŀŎǘƛŎŜ ǘƘƛǎ ŀǘ ƘƻƳŜ ŦƛǊǎǘέ ŀƴŘ ǘƘŜȅ ŎŀƴΩǘ 
ŦǳƴŎǘƛƻƴΩΣ ΨǘƘŜȅ ǎŀȅ άaƛǎǎΣ ǘƘƛǎ ƛǎ ǘƻƻ ƘŀǊŘέΩ 

   

Reflecting on the above-mentioned challenges, P2 and P3 ǎǳƎƎŜǎǘŜŘ ǘƘŀǘ ǎƻƳŜ ƻŦ ǘƘŜ ŜȄǇŜǊƛŜƴŎŜŘ ŘƛŦŦƛŎǳƭǘƛŜǎ ƳƛƎƘǘ ōŜ ǘƘŜ ǊŜǎǳƭǘ ƻŦ ǘƘŜƛǊ ǇǳǇƛƭǎΩ 

previous learning experiences. P2 pointed that difficulties such as rhythmic inconsistencies and stops during sight-reading performance might 

ōŜ ŀǘǘǊƛōǳǘŜŘ ǘƻ ǇǳǇƛƭǎΩ ŜŀǊƭȅ ǘǳƛǘƛƻƴ ΨǿƘŜƴΣ ŦƻǊ ǎƻƳŜ ǊŜŀǎƻƴΣ ǘƘŜȅ ƳƛƎƘǘ ƴƻǘ ƘŀǾŜ ƭŜŀǊƴǘ ǘƻ Ŏƻǳƴǘ ǊƛƎƘǘΩΦ CǳǊǘƘŜǊ ǘƻ ǘƘƛǎΣ tн ǎǳǇǇƻǊǘŜŘ ǘƘŀǘ 

ΨŘŜŦƛŎƛŜƴŎƛŜǎ ŦǊƻƳ ǇǊŜǾƛƻǳǎ ȅŜŀǊǎ ƻŦ ƭŜŀǊƴƛƴƎΩ όŜƛǘƘŜǊ ǿƛǘƘ ǘƘŜ ǎŀƳŜ ƻǊ ǿƛǘƘ ŀƴƻǘƘŜǊ ǘŜŀŎƘŜǊύΣ ŀƴŘ ǘŜŀŎƘƛƴƎ ǿŜŀƪƴŜǎǎŜǎ ƛƴ ǘŜǊms of enhancing 

ǇǳǇƛƭǎΩ ŎƻƴŦƛŘŜƴŎŜ ƛƴ ǘƘŜƛǊ ŀōƛƭƛǘƛŜǎ Ψǿƛƭƭ ƛƴŜǾƛǘŀōƭȅ ōŜ ƻōǾƛƻǳǎ ƛƴ ǘƘŜ ƳƻǊŜ ŀŘǾŀƴŎŜŘ ƭŜǾŜƭǎΩΣ ǿƘƛŎƘΣ ƛƴ ǘǳǊƴΣ Ψŀƭǎƻ ŀŦŦŜŎǘǎ their sight-ǊŜŀŘƛƴƎΩΦ  
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5.4.4 Ensemble participation and impact on sight -reading aspects  

Instrumental teachers also shared their attitudes towards ensemble participation of 

their students; their perceptions about potential impact of such activities on sight-

reading skills were also explored. All participants expressed positive attitudes towards 

ǇŀǊǘƛŎƛǇŀǘƛƻƴ ƛƴ ŜƴǎŜƳōƭŜ ŀŎǘƛǾƛǘƛŜǎ ǿƘƛŎƘ ǿŀǎ ǾƛŜǿŜŘ ŀǎ ΨƘƛƎƘƭȅ ƴŜŎŜǎǎŀǊȅΩ όtнύΦ 

Various ensemble contexts were identified in which the teachers encourage their 

pupils to participate, ranging from duets between the learner and the teacher or 

between similar-level students, to quartets and quintets, larger ensembles, and 

orchestras.  

Ensemble participation was perceived as a valuable, realistic setting in which 

sight-ǊŜŀŘƛƴƎ ΨōŜŎƻƳŜǎ ŀ ƘŀōƛǘΩ όtмύ ŀƴŘ ǘŜŀŎƘŜǊǎ ōŜƭƛŜǾŜŘ ǘƘŀǘ ǊŜƭŜǾŀƴǘ ǎƪƛƭƭǎ ŀǊŜ 

developed significantly, due to their direct implementation within the ensemble 

context. Such activities were claimed to provide numerous opportunities for sight-

reading practice, especially when a new piece is introduced to the ensemble. In this 

ŎƻƴǘŜȄǘΣ ǇŀǊǘƛŎƛǇŀǘƛƻƴ ƛƴ ŜƴǎŜƳōƭŜǎ ǿŀǎ ǾƛŜǿŜŘ ŀǎ ŀ ǿŀȅ ƻŦ ΨōǳƛƭŘƛƴƎ ǇǊƻŦŜǎǎƛƻƴŀƭ 

ǎƪƛƭƭǎΩ όtнύΣ ŀǎ ǎǘǳdents are required to sight-read, in the same way that they would be 

requested to play at sight in the setting of a professional orchestra. In addition, it was 

supported that within an ensemble, the focus of sight-reading performance cannot be 

limited to playing the correct notes, but it is oriented towards the inclusion of further 

musical elements, particularly in terms of intonation (P1, P4) and musical flow (P2). In 

this context, learners may be able to overcome more easily any previously 

encountered challenges, such as maintaining a steady pulse, rhythm-related issues, 

struggling to keep up with the music or stopping to correct mistakes (P1, P2, P4).  

Collaborative aspects from participation in ensembles were also mentioned by 

the instrumental teachers, and psychological benefits were highlighted, especially in 

terms of motivation and confidence. The participants supported that simultaneous 

peer sight-reading requires interaction and coordination with the other participants 

(P1, P2, P4), thereby making sight-ǊŜŀŘƛƴƎ Ψŀ ƎǊƻǳǇ ǘƘƛƴƎΩ όtнύΦ {ŜƭŦ-awareness (P2), 

adaptation (P1, P2, P4) and reflection skills were claimed to be developed during sight-

reading performance (P2), as these skills need to be utilised for individual learners to 

contribute effectively to the overall group result.  
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All participants expressed the belief that the psychological benefits of 

ensemble participation have a positive effect on the development of sight-reading 

skills. The collaborative nature of ensemble and group sight-reading activities was 

perceived to create an enjoyable and highly motivational environment for learners to 

play at sight, while maintaining high levels of engagement and interest (P1, P2, P3, 

P4). According to P3, participation in such activities is a strong motivation for learners, 

ǿƘƻǎŜ ΨǿƛƭƭƛƴƎƴŜǎǎ όǘƻ ǇŀǊǘƛŎƛǇŀǘŜύ ǳǊƎŜǎ ǘƘŜƳ ǘƻ ǊŜǎǇƻƴŘ ōŜǘǘŜǊΩΦ tƭŀȅƛƴƎ ǿƛǘƘ ƻǘƘŜǊǎ 

is also claimed to have a positive effect on confidence-related challenges. In addition, 

individual sight-reading parts are usually easier within an ensemble than the solo 

repertoire provided within the one-to-one lesson, which makes sight-reading more 

ŀŎƘƛŜǾŀōƭŜΣ ǿƘƛƭŜ ŜƴƘŀƴŎƛƴƎ ǇŀǊǘƛŎƛǇŀƴǘǎΩ ŎƻƴŦƛŘŜƴŎŜ ƛƴ ǘƘŜƛǊ ŀōƛƭƛǘies. Thus, feelings 

ƻŦ ΨǎƘȅƴŜǎǎΩ ƻǊ ΨǎƘŀƳŜΩ ǿŜǊŜ ǘƘƻǳƎƘǘ ǘƻ ōŜ ƎǊŀŘǳŀƭƭȅ ΨŜƭƛƳƛƴŀǘŜŘΩ όtмΣ tнύΣ ǿƛǘƘƛƴ ŀƴ 

ŜƴǾƛǊƻƴƳŜƴǘ ƛƴ ǿƘƛŎƘ ΨǿŜŀƪŜǊ ǎƛƎƘǘ-ǊŜŀŘƛƴƎ ǎƪƛƭƭǎ ŀǊŜ ōŜƛƴƎ ƴǳǊǘǳǊŜŘΩ όtнύΦ tпΩǎ 

account of ǘƘŜ ǇƻǎƛǘƛǾŜ ƛƳǇŀŎǘ ƻŦ ŜƴǎŜƳōƭŜ ǇŀǊǘƛŎƛǇŀǘƛƻƴ ƻƴ ƭŜŀǊƴŜǊǎΩ psychology, 

ƳƻǘƛǾŀǘƛƻƴΣ ŀƴŘ ŎƻƴŦƛŘŜƴŎŜΣ ƛǎ ǇŀǊǘƛŎǳƭŀǊƭȅ ƛƭƭǳƳƛƴŀǘƛƴƎΥ ΨōŜƛƴƎ ƛƴ ŀ ƎǊƻǳǇ ƛǎ ƘŜƭǇŦǳƭ ώΧϐΣ 

ōŜŎŀǳǎŜ ȅƻǳ ŀǊŜƴΩǘ ŀƭƭ ōȅ ȅƻǳǊǎŜƭŦΦ ¢ƘŜǊŜΩǎ ŀ ǘŜŀƳ ǿƛǘƘ ȅƻǳΩΦ 

υȢτȢυ 4ÅÁÃÈÅÒÓȭ ÅØÐÅÒÉÅÎÃÅ ×ÉÔÈ ÓÉÇÈÔ-reading as learners  

When invited to share their personal experience with sight-reading, all participants 

admitted that they were not taught how to sight-read during their instrumental 

studies. Their accounts are particularly enlightening: 

tм ǿŀǎ ΨƴŜǾŜǊ ǘŀǳƎƘǘ ǎƛƎƘǘ-ǊŜŀŘƛƴƎΩ ŘǳǊƛƴƎ ǘƘŜƛǊ ƛƴǎǘǊǳƳŜƴǘŀƭ ǎǘǳŘƛŜǎ ƛƴ DǊŜŜŎŜ 

and did not receive any preparation for the sight-reading exam in the final advanced 

ƭŜǾŜƭΦ tм ŀǘǘǊƛōǳǘŜŘ ǘƘƛǎ ǘƻ ǘƘŜ ŦŀŎǘ ǘƘŀǘ ǘƘŜȅ ǿŜǊŜ Ψŀƭǿŀȅǎ ŀ ƎƻƻŘ ǎƛƎƘǘ-ǊŜŀŘŜǊΩΣ 

thereforŜ ǘƘŜƛǊ ΨǘŜŀŎƘŜǊǎ ŘƛŘƴΩǘ ǘƘƛƴƪ ƛǘ ǿŀǎ ƴŜŎŜǎǎŀǊȅΩ όǘƻ ǘŜŀŎƘ ǘƘŜƳ Ƙƻǿ ǘƻ ǎƛƎƘǘ-

read). When expectations and requirements of advanced sight-ǊŜŀŘƛƴƎ ǎƪƛƭƭǎ ƛƴ tмΩǎ 

undergraduate studies abroad were not met, their instrumental teacher there started 

to provide them with sight-reading training.  

P2 was also never taught sight-reading during their instrumental studies in 

Crete and admitted total ignorance of what sight-reading even was, until their 

ŀŘǾŀƴŎŜŘ ǎǘǳŘƛŜǎΥ ΨL ŘƛŘƴΩǘ ƪƴƻǿ ǳƴǘƛƭ L ǿŀǎ ƛƴ ǘƘŜ ŀŘǾŀƴŎŜŘ ƭŜǾŜƭǎΦ L ƘŀŘ ƴŜǾŜǊ ŎƻƳŜ 

across the wordΩΦ tн ŀǎǎŜǊǘŜŘ ǘƘŀǘ ǘƘƛǎ ƳƛƎƘǘ ƘŀǾŜ ōŜŜƴ ŀ ƎŜƴŜǊŀƭ ǎƛǘǳŀǘƛƻƴ ŀǘǘǊƛōǳǘŜŘ 
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ǘƻ ǿŜŀƪƴŜǎǎŜǎ ƻŦ ǘƘŜ ǘŜŀŎƘƛƴƎ ŀǇǇǊƻŀŎƘ ǘƘŜȅ ŜȄǇŜǊƛŜƴŎŜŘΥ Ψƛƴ Ƴȅ ŦƛǊǎǘ ȅŜŀǊǎ ƻŦ ǎǘǳŘȅ 

here [in X city], I doubt if teachers were even familiar with the term (sight-ǊŜŀŘƛƴƎύΩΦ 

5ǳǊƛƴƎ tнΩǎ ŘƛǇƭƻƳŀ ǎǘǳŘƛŜǎ ƛƴ ŀ Ψƴƻƴ-provincial conservatoryΩ, good sight-reading 

ǎƪƛƭƭǎ ǿŜǊŜ ǘŀƪŜƴ ŦƻǊ ƎǊŀƴǘŜŘ ŀƴŘ ŜȄǇŜŎǘŜŘ ƛƴ ǎǳŎƘ ŀŘǾŀƴŎŜŘ ƭŜǾŜƭǎΥ ΨƛŦ ȅƻǳ ŎƻǳƭŘƴΩǘ 

sight-ǊŜŀŘΣ ǘƘŜƴ ǘƘŜȅ ǿƻǳƭŘƴΩǘ ŀŎŎŜǇǘ ȅƻǳ ŀǎ ǘƘŜƛǊ ǇǳǇƛƭΩΦ 5ǳǊƛƴƎ tнΩǎ diploma studies, 

their teacher provided sight-reading opportunities within the lesson, primarily when 

repertoire pieces were introduced. 

P3 shared little information about their experience with sight-reading as a 

learner; they claimed having received no preparation or guidance for the sight-reading 

ŜȄŀƳǎΥ Ψ¢ƘŜǊŜ ǿŀǎ ƴƻ ǇǊŜǇŀǊŀǘƛƻƴΦ ¢ƘŜȅ όǘƘŜ ǘŜŀŎƘŜǊǎκŜȄŀƳƛƴŜǊǎύ ǘƻƻƪ ŦƻǊ ƎǊŀƴǘŜŘ 

ǘƘŀǘ ǘƘŜȅΩŘ give me that piece that day of the exam and I should be at a (an 

ƛƴǎǘǊǳƳŜƴǘŀƭύ ƭŜǾŜƭ ǿƘƛŎƘ ǿƻǳƭŘ ŜƴŀōƭŜ ƳŜ ǘƻ Ǉƭŀȅ ƛǘΩΦ ¢ƘŜ ǎŀƳŜ ŀǇǇƭƛŜŘ ŦƻǊ tоΩǎ 

ǘǊŀƴǎǇƻǎƛǘƛƻƴ ŜȄŀƳΥ ΨǘƘŜȅ ƻƴƭȅ ǘƻƭŘ ƳŜ άYou should also do the transposition, go up a 

major secondέ, without further guidance or relevant training in advance. 

P4 was not taught sight-reading, although they mentioned relevant elements 

in their lessons, such as approaching a new piece through sight-reading. P4 believes 

that their sight-reading skills were developed through participating in ensembles and 

ƻǊŎƘŜǎǘǊŀǎΥ ΨL ƭŜŀǊƴǘ ǎƛƎƘǘ-ǊŜŀŘƛƴƎ ƛƴ ŜƴǎŜƳōƭŜǎΩ ŀƴŘ ΨL ƘŀŘ ǇŜǊŦƻǊƳŜŘ ŀǘ ǎƛƎƘǘ Ƴŀƴȅ 

ǘƛƳŜǎ ƛƴ ƻǊŎƘŜǎǘǊŀǎΩΦ 

5.4.5.1 Reflection on learning experience and impact on teaching  

Reflecting on their experience as instrumental learners, participants shared their 

personal interpretation of their sight-reading skills development, which seems to have 

been predominantly based on personal initiative and intuition (P1, P2, P3). As P3 

stated, their sight-ǊŜŀŘƛƴƎ Ψǿŀǎ ŘŜǾŜƭƻǇŜŘ ƛƴǘǳƛǘƛǾŜƭȅ ώΧϐ ǘƘǊƻǳƎƘƻǳǘ ǘƘŜ ȅŜŀǊǎΩΦ ¢ƘŜ 

employment of strategies such as playing unfamiliar pieces (P1, P2, P3) and mental 

practice (P3), participation in ensembles (P2, P3), general practice (P2, P3) and the 

overall development of their musical perception and maturity (P2), were also reported 

as elements which contributed positively to the development of their sight-reading 

skills. 

 ¢ƘŜ ǘŜŀŎƘŜǊǎΩ ǊŜŦƭŜŎǘƛƻƴǎ ǊŜǾŜŀƭŜŘ ǘƘŜ ƛƳǇŀŎǘ ƻŦ ǘƘŜƛǊ ǇŜǊǎƻƴŀƭ ŜȄǇŜǊƛŜƴŎŜ ǿƛǘƘ 

sight-reading on their teaching approach. P1 acknowledged that their teaching 
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approach towards sight-reading wŀǎ ƛƴŦƭǳŜƴŎŜŘ ōȅ ǘƘŜƛǊ ǘŜŀŎƘŜǊΩǎ ƳŜǘƘƻŘǎ όŀōǊƻŀŘύΣ 

while P2 stated that their lack of sight-reading training as a learner motivated them to 

ǎŜŜƪ ǿŀȅǎ ǘƻ ǎǳǇǇƻǊǘ ǘƘŜƛǊ ǎǘǳŘŜƴǘǎΥ Ψ¢Ƙƛǎ ƛǎ ǘƘŜ ǊŜŀǎƻƴ ǿƘȅ L ǘǊȅ ǘƻ ŦƛȄ ǘƘƛƴƎǎ ŀǎ ŀ 

teacher, for my pupils, by introducing them to sight-ǊŜŀŘƛƴƎ ŦǊƻƳ ǘƘŜ ǾŜǊȅ ōŜƎƛƴƴƛƴƎΩΦ 

Finally, P3 pointed out that ǘƘŜ ǾŀǊƛƻǳǎ ΨƛƴǎǳŦŦƛŎƛŜƴŎƛŜǎΩ ƻŦ ǘƘŜ /ƻƴǎŜǊǾŀǘƻƛǊŜ ƳǳǎƛŎ 

education system which they experienced as a learner, are still evident from their 

experience as an instrumental teacher, suggesting that the situation might not have 

ŎƘŀƴƎŜŘΥ ΨL ƘŀǾŜ ŜȄǇŜǊƛŜƴŎŜŘ ǘƘƛǎ ŀǎ ŀ ƭŜŀǊƴŜǊ ŀƴŘ LΩƳ ŀƭǎƻ ŜȄǇŜǊƛŜƴŎƛƴƎ ǘƘƛǎ ŀǎ ŀ 

teacher; change towards improvement is believed to be largely dependent on 

ǘŜŀŎƘŜǊǎΩ ƻǿn curiosity and initiative. 

5.4.6 Revisiting the regulations: Suggestions for change  

At the end of the interviews, the instrumental teachers were invited to revisit the 

formal framework of the regulations, in order to share potential suggestions for 

change. Various recommendations for improvement and updating of the existing 

regulations were made, along with suggestions for more fundamental changes. 

Regarding the improvement of the regulations content, an early start of sight-reading 

provision was a shared idea among the participants. The introduction of sight-reading 

exams from earlier levels, either beginner (P1, P2) or intermediate (P4) levels, was also 

proposed, both as a means of preparation towards the final exams, and of monitoring 

the continuous development of relevant skills.  

Updating the instrumental curricula was also advocated, in order to include 

more contemporary repertoire in both rehearsed performance and sight-reading 

activities. Further changes were viewed as necessary, focusing on sight-reading 

resources, teaching methodologies, curriculum, and a more systematic provision of 

sight-ǊŜŀŘƛƴƎ ǘŜŀŎƘƛƴƎΦ aƻǊŜ ǎǇŜŎƛŦƛŎŀƭƭȅΣ ŀŎƪƴƻǿƭŜŘƎƛƴƎ ǘƘŜ Ǉƻǎǎƛōƛƭƛǘȅ ǘƘŀǘ ΨƳŀƴȅ 

ƳǳǎƛŎƛŀƴǎ ƘŀǾŜƴΩǘ ōŜŜƴ ǘŀǳƎƘǘ ǎƛƎƘǘ-ǊŜŀŘƛƴƎΩ ŀƴŘ ǘƘŜǊŜŦƻǊŜ ΨƛǘΩǎ ŘƛŦŦƛŎǳƭǘ ǘƻ ƪƴƻǿ Ƙƻǿ 

ǘƻ Řƻ ǘƘƛǎΩΣ ǳƴƭŜǎǎ ǘƘŜȅ Ƙave engaged into personal research and into other 

educational systems and approaches, the inclusion of guidance regarding teaching 

ƳŜǘƘƻŘƻƭƻƎƛŜǎ ƛǎ ǇŜǊŎŜƛǾŜŘ ŀǎ ΨƛƳǇŜǊŀǘƛǾŜΩ όtоύΦ Lƴ ŀŘŘƛǘƛƻƴΣ ǘƘŜ ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ ŀ 

specific curriculum has been proposed to support teachers in relation to the relevant 
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skills which students need to develop in each level, as this is provided for prepared 

repertoire (P3, P4).  

Along similar lines, suggestions were made for the creation of relevant 

educational material and resources (P2, P3, P4) to which teachers and pupils could 

refer in terms of the expected level of skills development per grade; this would also 

support and inform the selection process of further appropriate material by teachers. 

Finally, P2 elaborated further on the idea of an integrated sight-reading training, by 

proposing the incorporation of relevant elements within various aspects of the 

instrumental lesson, along with dedicating a separate part of the lesson specifically to 

sight-ǊŜŀŘƛƴƎ ŀŎǘƛǾƛǘƛŜǎΣ Ψŀ ǇŀǊǘ ŦƻǊ ŦǳƴΩΦ 

5.5 Discussion  

¢ƘŜ ŦƛƴŘƛƴƎǎ ŦǊƻƳ ǘƘŜ ƛƴǎǘǊǳƳŜƴǘŀƭ ǘŜŀŎƘŜǊǎΩ ƛƴǘŜǊǾƛŜǿǎ ǊŜǾŜŀƭŜŘ ǘƘŜƛǊ ǇŜǊǎǇŜŎǘƛǾŜǎ 

towards sight-reading, aspects of their practical teaching approaches and their 

experiences with sight-reading as teachers and as learners. Several themes emerged 

from the ŦƛƴŘƛƴƎǎΤ ǘƘƛǎ ŘƛǎŎǳǎǎƛƻƴ ŦƻŎǳǎŜǎ ƻƴ όŀύ ǘŜŀŎƘŜǊǎΩ ŀǿŀǊŜƴŜǎǎ ŀƴŘ 

understanding of the regulations (section 5.5.1); (b) resources (section 5.5.2); (c) the 

perception of sight-reading as an inherent trait or an acquired skill (section 5.5.3); (d) 

an early start of the sight-reading skills development (section 5.5.4); (e) sight-reading 

strategies and supportive skills (section 5.5.5); (f) participation in ensemble and 

ŎƻƭƭŀōƻǊŀǘƛǾŜ ŀŎǘƛǾƛǘƛŜǎ όǎŜŎǘƛƻƴ рΦрΦсύΤ όƎύ ǘŜŀŎƘŜǊǎΩ ǎǳƎƎŜǎǘƛƻƴǎ ŦƻǊ ŎƘŀƴƎŜ όǎŜŎǘƛƻƴ 

5.5.7). Within the discussion some connections are also made to my previous research 

on piano sight-reading, through comparison of the responses of the two participant 

groups of piano and instrumental teachers. Due to the overall similarity of the views 

expressŜŘ ōȅ ǘƘŜ ǘǿƻ ƎǊƻǳǇǎΣ ǘƘŜ Ǉƛŀƴƻ ǘŜŀŎƘŜǊǎΩ ǾƛŜǿǎ ƘŀǾŜ ƴƻǘ ōŜŜƴ reported more 

extensively, as this study focuses on the views of instrumental teachers; occasions 

where discrepancies have been identified between the two groups, are also included. 

5.5.1 Levels of awareness and understanding of the regulations  

!ŎŎƻǊŘƛƴƎ ǘƻ ƛƴǎǘǊǳƳŜƴǘŀƭ ǘŜŀŎƘŜǊǎΩ ǊŜǎǇƻƴǎŜǎΣ ǘƘǊŜŜ ƭŜǾŜƭǎ ƻŦ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ǿŜǊŜ 

noticed in relation to the relevant statements of the formal regulations: accurate 

understanding, partly accurate understanding, and vague understanding. Similar 



132 
 

ƻōǎŜǊǾŀǘƛƻƴǎ ǿŜǊŜ ƳŀŘŜ ƛƴ ǘƘŜ Ǉƛŀƴƻ ǘŜŀŎƘŜǊǎΩ ŀƴǎǿŜǊǎΣ ƛƴ ǿƘƛŎƘ ǾŀǊƛŜŘ 

understanding was also evident. This generates various questions which relate to the 

interpretation of the formal documents: what would the implications of this 

differentiation be on thŜ ǘŜŀŎƘŜǊǎΩ ǊƻƭŜ ƛƴ ǘŜǊƳǎ ƻŦ ǎƛƎƘǘ-reading provision? Could this 

be also the case for further instrumental teachers, beyond this specific Conservatoire? 

How are such differentiations explained and who is responsible for ensuring 

awareness and understanding of the relevant formal documents: teachers 

themselves, and/or the institution? Such questions might be worth investigation by 

future researchers in the field of Greek Conservatoire education, in order to gain a 

clearer perspective of further aspects of music education within this context. 

5.5.2 Resources selection and level of material  

The instrumental teachers mentioned a variety of resources for sight-reading material, 

ranging from graded sight-reading books of exam boards (ABRSM) and 

repertoire/curriculum pieces used for sight-reading purposes, to also including 

ƳŀǘŜǊƛŀƭ ƻŦ ǘƘŜƛǊ ǇǳǇƛƭǎΩ ŎƘƻƛŎŜΣ ǎǳŎƘ ŀǎ ǎƻƴƎǎΣ ŘƻǿƴƭƻŀŘŜŘ ǎŎƻǊŜǎ ƻǊ ŦŀƳƛƭƛŀǊ ǘǳƴŜǎΦ 

This is in agreement with recommendations from pedagogical literature on sight-

ǊŜŀŘƛƴƎΣ ǿƘƛŎƘ ǎǳƎƎŜǎǘ ǳǎƛƴƎ ΨƎǊŀŘŜŘΩ ƳŜǘƘƻŘ ōƻƻƪǎ όIŀǊǊƛǎ ϧ /ǊƻȊƛŜǊΣ нлллΣ ǇΦ 50) 

ΨƛƴǘǊƻŘǳŎƛƴƎ ƻƴŜ Ǉƻƛƴǘ ŀǘ ŀ ǘƛƳŜΩ ό.ƻƻǘƘΣ мфтмΣ ǇΦ мннύΦ 9ƴŎƻǳǊŀƎƛƴƎ ƭŜŀǊƴŜǊǎΩ ƛƴƛǘƛŀǘƛǾŜ 

and active engagement into the selection of sight-reading material can have a positive 

impact on motivation, interest, and confidence (Gordon, 2014; Macmillan, 2010; 

Renwick & McPherson, 2002; Booth, 1971), thereby also on their attitude towards 

sight-reading. 

Regarding the level of sight-reading pieces, teachers claimed to select material 

ƻŦ ŀ ǎƭƛƎƘǘƭȅ ƭƻǿŜǊ ƭŜǾŜƭ ǘƘŀƴ ǘƘŜ ǇǳǇƛƭΩǎ ƛƴǎǘǊǳƳŜƴǘŀƭ ǎƪƛƭƭǎΣ ƻǊ ƻŦ ǘƘŜ ǎŀƳŜ ƭŜǾŜƭΣ ǎǳŎƘ 

as when using sight-reading to introduce new repertoire pieces. Using sight-reading 

to approach new repertoire was also found in my previous work with piano teachers. 

This view is supported by literature about sight-reading teaching, which suggests using 

pieces of the same (Fisher, 2010) or of a slightly lower level (McLachlan, 2015; Gordon, 

2014; Fisher, 2010; Macmillan, 2010; Keyworth, 2005; Harris & Crozier, 2000; Booth, 

1971)Σ ǿƘƛƭŜ ƛǘ ƛǎ ǇƻƛƴǘŜŘ ƻǳǘ ǘƘŀǘ ǘƘŜ ƭŜǾŜƭ ƻŦ ǇƛŜŎŜǎ ǎƘƻǳƭŘ ƴƻǘ ōŜ Ψǘƻƻ ŘƛŦŦƛŎǳƭǘΩ 
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(Booth, 1971, p. 123) to avoid ŀ ƴŜƎŀǘƛǾŜ ŜŦŦŜŎǘ ƻƴ ǎǘǳŘŜƴǘǎΩ ŎƻƴŦƛŘŜƴŎŜ ŀƴŘ ǎƛƎƘǘ-

reading achievement.  

Research also makes a distinction between sight-reading skills and 

instrumental (performance) skills (Penttinen et al., 2015; Lehmann & Ericsson, 1996; 

aŎtƘŜǊǎƻƴΣ мффпύΣ ŜƳǇƘŀǎƛǎƛƴƎ ōǳǘ ǘƘŜȅ ΨǎƘƻǳƭŘ ƴƻǘ ōŜ ŎƻƴǎƛŘŜǊŜŘ ǎȅƴƻƴȅƳƻǳǎΩ 

(McPherson, 1994, p. 228), or equally developed (Zhukov, 2014b). This contradicts 

what three of the participants of the present study experienced as learners, as it 

appears that they were expected to be competent sight-readers due to their advanced 

instrumental skills. 

Finally, a lack of relevant Greek resources was acknowledged by instrumental 

ǘŜŀŎƘŜǊǎΣ ǿƘƻ ŘŜǎŎǊƛōŜŘ ǘƘƛǎ ŀǎ ŀƴ ΨƛǎǎǳŜΩ όtоύΦ {ƛƳƛƭŀǊ ŎƻƴŎŜǊƴǎ ǿŜǊŜ ŜȄǇǊŜǎǎŜŘ ōȅ ǘƘŜ 

previously-asked piano teachers. Although teachers claimed to make use of diverse 

resources for the sight-reading purposes of their lessons, it is notable that these 

resources are from external exam bodies (ABRSM), while there is complete lack of any 

Greek sight-reading publications to support the development of sight-reading skills 

within the Greek Conservatoire music education system. This could be perceived as a 

ŎƻƴǘŜȄǘ ƻŦ ΨŦǊŜŜŘƻƳΩ ŦƻǊ ǘŜŀŎƘŜǊǎ ǘƻ ŜȄǇƭƻǊŜ ǘƘŜ available repertoire for their 

instrument to search for sight-ǊŜŀŘƛƴƎ ǇƛŜŎŜǎΣ ŀǎ ǿŜƭƭ ŀǎ ǘƻ ŦŀŎƛƭƛǘŀǘŜ ǇǳǇƛƭǎΩ ŀŎǘƛǾŜ 

engagement in the selection of relevant material. However, questions might be raised 

in terms of potential reasons for this lack of (Greek) resourcesΥ Ƙƻǿ ŀǊŜ ǘŜŀŎƘŜǊǎΩ 

choices informed and what aspects do they prioritise when selecting the material? To 

what extent might this lack affect their practical approach to sight-reading, for 

example by discouraging them to engage into such activities due to the added burden 

of putting together their own curriculum? Also, could this be a reflection of the way 

sight-reading is perceived or valued within the music education system in Greece?  

Finally, it might also be worth reflecting upon the extent to which the available 

graded publications would be appropriate, or equally effective, within a quite different 

cultural context. It could be argued that language might be a barrier in utilising 

resources written in other languages (for example, English), both for learners and 

teachers, also raising concerns related to accessibility. Further links could be made in 

relation to the musical content as well; for example, to what extent would students 

find relevance in the available publications, particularly in the beginner levels, which 
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usually ς although not exclusively ς involve younger learners, and might present more 

varied repertoire choices (rather than at the more advanced levels which have more 

strictly specified requirements leading to the performance degree/diploma exams)? 

Could cultural contextualisation of the musical content, or lack thereof, impact the 

level to which students (especially beginners) might relate or respond to the 

ǇǊŜǎŜƴǘŜŘ ƳŀǘŜǊƛŀƭ όŦƻǊ ŜȄŀƳǇƭŜ ōȅ ǳǎƛƴƎ ŀ ŦŀƳƛƭƛŀǊ ŎƘƛƭŘǊŜƴΩǎ ǘǳƴŜύ ŀƴŘ ǘƘŜǊŜŦƻǊŜΣ ƻƴ 

their sight-reading achievement? Considerations about cultural relevance as an 

underpinning principle of the devised material of this thesis, are presented in Chapter 

8 (section 8.3.6.). 

5.5.3 Sight-reading ability: An inherent trait or an acquired skill?  

The perception that sight-reading is an inherent trait was the implied reason for the 

lack of relevant training for one participant (P1). As P1 stated, the fact that they were 

Ψŀ ƎƻƻŘ ǎƛƎƘǘ-ǊŜŀŘŜǊΩΣ ƭŜŘ ǘƘŜƛǊ ǘŜŀŎƘŜǊ ǘƻ ōŜƭƛŜǾŜ ǘƘŀǘ ƛǘ ǿŀǎ ƴƻǘ ƴŜŎŜǎǎŀǊȅ ǘƻ teach 

P1 how to sight-read; the same was claimed by one of the piano teachers of my 

previous work. As detailed in the literature review (Chapter 2), although similar 

notions can still be traced in some teaching methodology books, in which sight-

reading is reportedly viewed as an innate characteristic (Westney, 2003, p. 133), 

research has concluded that the ability to sight-read is primarily linked to skills which 

can be developed through appropriate strategies and training, such as rhythm and 

aural skills, mental representations and prediction skills, amongst others (Zhukov, 

2014a, 2014b; Macmillan, 2010; Meinz & Hambrick, 2010; Kopiez & Lee, 2008; Kopiez 

et al., 2006; Lehmann & Ericsson, 1996). This aligns with the expressed views of the 

instrumental teachers interviewed in this research, who supported that sight-reading 

can (and should) be taught, as discussed in the following section (5.5.4). 

5.5.4 An early start  

In the present study, all participants expressed the view that sight-reading skills can 

be taught and developed. This was combined with a strong common belief that sight-

reading training should start from the very first stages of instrumental learning, in 

ƻǊŘŜǊ ǘƻ ōŜŎƻƳŜ ŀ ƳƻǊŜ ƴŀǘǳǊŀƭ ǇǊƻŎŜǎǎ ǿƛǘƘƛƴ ǎǘǳŘŜƴǘǎΩ ƳǳǎƛŎŀƭ ǇǊƻƎǊŜǎǎ ŀƴŘ ƻǾŜǊŀƭƭ 

skills development. The same belief was strongly supported in the previous interviews 
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with piano teachers, who considered an early start of sight-reading training crucial in 

order to achieve a continuous, gradual development of relevant skills from the 

beginning levels upwards14. This idea is in agreement with literature proposing an 

early integration of sight-reading skills ŘŜǾŜƭƻǇƳŜƴǘ ŀƴŘ ǘƘŜ ΨŎǊƛǘƛŎŀƭ ǘƛƳŜ ǿƛƴŘƻǿ ŦƻǊ 

ƻǇǘƛƳŀƭ ǘǊŀƛƴƛƴƎΩ όYƻǇƛŜȊ & Lee, 2008, p. 56), detailed in Chapter 2.  

5.5.5 Sight-reading strategies and skills related to sight -reading 

development  

Literature places particular emphasis upon the significance of conscious application of 

sight-reading strategies during sight-reading practice. The specific strategies 

mentioned by the participant teachers of the present study agree with the proposed 

recommendations of both pedagogical books written for teacher and relevant 

research findings. More specifically, the employment of key-strategies prior to sight-

reading performance, such as pattern recognition, grouping of information into 

meaningful units (chunking), rhythm realisation, and observations of musical elements 

on the score, such as key identification and expressive markings, seems to be viewed 

as highly valuable due to their positive effects on sight-reading accuracy (McLachlan, 

2015; Gordon, 2014; Zhukov, 2014a; Cooke, 2011; Fisher, 2010; Macmillan, 2010; 

Harris & Crozier, 2000; Sloboda et al., 1998; Waters et al., 1998; Lehmann & Ericsson, 

1996; McPherson, 1994; Booth, 1971).  

5.5.5.1 Auditory representations and the significance of aural skills  

ΨMental practiceΩ was mentioned by the instrumental teachers as a helpful tool in 

ǎǘǳŘŜƴǘǎΩ ǇǊŜǇŀǊŀǘƛƻƴ ǘƻ ŀǇǇǊƻŀŎƘ ŀ ǎƛƎƘǘ-reading piece. The importance of the ability 

to create mental representations of the written music is emphasised by literature 

(Gordon, 2014; Watkins & Scott, 2012; Cooke, 2011; Fisher, 2010; Hofmann, 1976). 

During sight-reading, this process is combined with the simultaneous scanning of 

ǳǇŎƻƳƛƴƎ ƳǳǎƛŎŀƭ ǎŜŎǘƛƻƴǎ όΨƭƻƻƪƛƴƎ ŀƘŜŀŘΩύΣ ǘƻ ǇǊŜǇŀǊŜ ŦƻǊ ǿƘŀǘ ƳƛƎƘǘ Ŧƻƭƭƻǿ 

 
14 Excerpt from previous research findings, for further contextualisation: Ψ!ƴ ŜŀǊƭȅ ǎǘŀǊǘ ƛǎ ŎƻƴǎƛŘŜǊŜŘ 
crucial (by the piano teachers), because a belated beginning of sight-reading teaching, at the 
advanced levels, deprives students [of] the opportunity to gradually develop the necessary skills and 
build on their knowledge. It is also mentioned that sight-reading teaching should be present 
throughout all levels, without gaps after the beginner levels ς during the intermediate studies ς until 

ǘƘŜ ŀŘǾŀƴŎŜŘ ƭŜǾŜƭǎΩ. 
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(Huovinen et al., 2018; Penttinen et al., 2015; Wristen, 2005; Furneaux & Land, 1999; 

Truitt et al., 1997; Goolsby, 1994a, 1994b), which was another strategy mentioned by 

the instrumental teachers. 

As detailed in Chapter 2, mental rehearsal of specific rhythms, of difficult 

sections or of the whole piece, has been positively linked to sight-reading efficiency 

(Waters et al., 1998; Scripp, 1995; McPherson, 1994). This is reflected as a shared 

belief among the participants of this study, who value the utilisation of aural skills in 

sight-reading tasks.  Specifically, when discussing sight-reading strategies, participants 

referred to applying singing and SolfègeΣ ŀǎ ǿŜƭƭ ŀǎ ƭŜŀǊƴŜǊǎΩ pitch perception skills to 

facilitate sight-reading. The importance of enhancing aural skills through relevant 

training is identified by research and pedagogical literature on sight-reading, to 

support the development of sight-reading skills (Mishra, 2014b; Fisher, 2010; 

Macmillan, 2010; Wristen, 2005; McPherson, 1994).  

5.5.5.2 Previous knowledge and anticipation skills  

Broader musical knowledge has been viewed as another significant influencing factor 

of sight-reading effectiveness by existing research, which was also evident in 

ƛƴǎǘǊǳƳŜƴǘŀƭ ǘŜŀŎƘŜǊǎΩ ǊŜǎǇƻƴǎŜǎΦ ²ƘŜǘƘŜǊ ƛǘ ǊŜŦŜǊǎ ǘƻ ǘŜŎƘƴƛŎŀƭ ŀōƛƭƛǘƛŜǎΣ ǎǳŎƘ ŀǎ 

advanced instrumental capacity and ease in fingering selection (Hayward & Gromko, 

2009; Sloboda et al., 1998), to theory and harmony awareness (Wolf, 1976), or to 

familiarity with stylistic, historical and structural characteristics (Zhukov et al., 2016; 

Zhukov, 2014a, 2014b; Madell & Hébert, 2008; Kopiez et al., 2006), previous 

knowledge seems to significantly influence the sight-reading process. Insufficient 

previous knowledge and ineffective habits might be potential reasons for the 

manifestation of relevant difficulties during sight-reading, such as weak rhythm 

perception as addressed by instrumental teachers (P2, P3), while competent levels of 

overall musical knowledge are linked to the creation of effective expectations during 

sight-reading activities; effective expectations and accurate predictions, in turn, 

facilitate sight-reading effectiveness (Lehmann & Kopiez, 2016; Mishra, 2014b; 

Lehmann & Ericsson, 1996; Sloboda, 1976). 

The instrumental teachers of the present study, as well as the piano teachers 

of previous study, claimed to employ strategies related to theory and harmony 
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awareness, along with stylistic and historical knowledge, primarily for intermediate 

and more advanced students. This is in line with relevant literature which stresses the 

ǊŜƛƴŦƻǊŎŜƳŜƴǘ ƻŦ ǎǳŎƘ ōŀŎƪƎǊƻǳƴŘ ƪƴƻǿƭŜŘƎŜ ƛƴ ƻǊŘŜǊ ǘƻ ŜƴƘŀƴŎŜ ǎǘǳŘŜƴǘǎΩ 

prediction skills, the importance of which was discussed in the previous paragraph. 

Particularly in terms of stylistic characteristics, exposure to diverse musical styles is 

viewed as a powerful means to promote informed guessing during sight-reading 

performance (Mishra, 2014a, 2014b; Zhukov, 2014a, 2014b; Kopiez et al., 2006; 

Wristen, 2005). 

5.5.6 Ensemble participation and collaborative activities  

All participants expressed highly positive attitudes towards participation in ensembles 

and collaborative activities, referring to a variety of relevant opportunities in which 

their students are strongly encouraged to engage.  This does not come as a surprise, 

considering that all four participants are active ensemble members, while three of 

them are responsible for teaching and leading different student ensembles. They 

acknowledged that participation in such activities seems to contribute positively not 

only to the development of sight-reading and collaborative skills, but also to various 

psychological aspects, such as motivation and confidence. 

 ¢ƘŜ ǘŜŀŎƘŜǊǎΩ ƛƴǎƛƎƘǘǎ ŀǊŜ ǎǳǇǇƻǊǘŜŘ ōȅ ǊŜǎŜŀǊŎƘ ŦƛƴŘƛƴƎǎΣ ǿƘƛŎƘ ǳƴŘŜǊƭƛƴŜ ǘƘŜ 

significant impact of ensemble participation on the development of sight-reading 

skills. As detailed in Chapter 2, collaborative playing, whether it involves participation 

in smaller or larger ensemble settings, from duets to orchestras (Wristen, 2005; 

Lehmann & Ericsson, 1996), or in accompanying activities, has been found to 

contribute to higher sight-reading achievement (Lehmann & Ericsson, 1996, 1993). 

Collaborative activity supports an enhanced sense of musical flow, reduced 

hesitations, and fewer corrections of mistakes (Keyworth, 2005; Kostka, 2000), as well 

as psychological benefits, such as greater confidence, motivation and enjoyment 

(McLachlan, 2015; Watkins & Scott, 2012; Macmillan, 2010; Booth, 1971). 

Considering these findings from research literature, it is positive that these 

participants claimed to be encouraging their pupils to participate in opportunities for 

collaborative playing, either within the lesson (for example through duets between 

the teacher and the pupil, or between pupils), or beyond the lesson, such as in 
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chamber music and ensemble activities. Piano teachers in my previous research had 

also acknowledged the positive impact of participation in collaborative activities. Even 

though participation in such contexts was claimed to be encouraged by piano 

teachers, it might be worth thinking about the extent to which piano pupils would be 

provided with such opportunities throughout their learning years, in comparison to 

the number of similar opportunities available to the students of other, orchestral, 

instruments. In other words, would it be equally possible for piano learners to benefit 

from such collaborative activities as learners of other instruments? It could be argued 

that the variety of such settings appears to be significantly wider for orchestral 

instruments than for the piano, where focus on solo repertoire frequently seems to 

be prioritised.  

This question seems even more pertinent when viewed in relation to the 

observations of the previous research, where sight-reading teaching provision in the 

ƻōǎŜǊǾŜŘ Ǉƛŀƴƻ ƭŜǎǎƻƴǎ ǎŜŜƳŜŘ ǘƻ ōŜ ŘŜŎǊŜŀǎƛƴƎ ŀǎ ǘƘŜ ǎǘǳŘŜƴǘǎΩ ƭŜǾŜƭ ƛƴŎǊŜŀǎŜŘΦ 

Could this be interpreted to suggest a different extent of sight-reading skills facilitation 

between pianists and other instrumental learners? And, if so, could this imply that 

sight-reading skills of instrumentalists might be developed through a different, more 

progressive/systematic course, compared to piano learners? Finally, to which factors 

could this rather asymmetrical provision of piano sight-reading teaching be 

attributed? Further reflection and investigation of this topic ς which extends beyond 

the purposes of the present research ς might be viewed as beneficial, in order to 

enable deeper understanding of the impact of potential practical differences in 

opportunities between the piano and orchestral instruments on the development of 

sight-reading skills. 

5.5.7 Reflecting on suggestions for change  

The participants were invited to share their reflective thoughts about the content of 

the formal regulations regarding sight-reading and to suggest potential 

recommendations for change, if needed. Various ideas were expressed, focusing on 

different practical, methodological, and pedagogical aspects of sight-reading teaching, 

concerning the availability of resources, the inclusion of sight-reading exams in all 
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levels of study and the need for guidance on relevant teaching methodologies, 

amongst others.  

Participants expressed the desire for an explicit formal establishment of 

systematic sight-reading training, which would start from the early, foundational 

stages of instrumental learning and would continue uninterruptedly up to the more 

advanced levels. This was also stated by piano teachers in my previous work, who also 

shared feelings of uncertainty, in terms of how and within which framework sight-

reading should be taught. Although this uncertainty was less obvious for instrumental 

teachers, they still emphasised the need for relevant improvements, focusing on: a 

more systematic approach to sight-reading by including relevant training from early 

levels upwards; the establishment of relevant exams in all levels to enable monitoring 

the development of skills across the different levels; the provision of further guidance, 

sight-reading curricula and resources to support teachers, particularly those who had 

not received sight-reading training during their own learning experience.  

hǾŜǊŀƭƭΣ ǘŜŀŎƘŜǊǎΩ ǎǳƎƎŜǎǘƛƻƴǎ ŦƻǊ ŎƘŀƴƎŜ ǎŜŜƳ ǘƻ ǇǊƛƻǊƛǘƛǎŜ ǘƘŜ ǎǘǊŜƴƎǘƘŜƴƛƴƎ 

ƻŦ ƳǳǎƛŎ ǘŜŀŎƘŜǊǎΩ ŀǿŀǊŜƴŜǎǎ ŀƴŘ ǘƘŜ ǇǊƻǾƛǎƛƻƴ ƻŦ institutional support and resources, 

alongside the development of a robust framework for sight-reading teaching across 

all levels of instrumental studies. Questions related to responsibility also arise, as 

provision of sight-reading training appears to be predominantly based on music 

teacheǊǎΩ ƛƴǘǳƛǘƛƻƴ ŀƴŘ ǘƘŜƛǊ ǇŜǊǎƻƴŀƭ ŜȄǇŜǊƛŜƴŎŜ ŀǎ ƭŜŀǊƴŜǊǎ, rather than embedded 

in curriculum from the initial stages. 

5.6 Summary  

This study Ƙŀǎ ŜȄǇƭƻǊŜŘ ƛƴǎǘǊǳƳŜƴǘŀƭ ǘŜŀŎƘŜǊǎΩ ǇŜǊŎŜǇǘƛƻƴǎ ŀƴŘ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ ǎƛƎƘǘ-

reading in the context of Greek Conservatoire music education. Practical aspects, such 

as material resources, teaching strategies, and potential challenges have been 

ŜȄǇƭƻǊŜŘΣ ŀƭƻƴƎǎƛŘŜ ǇŀǊǘƛŎƛǇŀƴǘǎΩ ŀǘǘƛǘǳŘŜǎ ǘƻǿŀǊŘǎ ǎǘǳŘŜƴǘǎΩ ǇŀǊǘƛŎƛǇŀǘƛƻƴ ƛƴ 

collaborative activities. Findings have been discussed with reference to literature, 

ōǳƛƭŘƛƴƎ ƻƴ ŦƛƴŘƛƴƎǎ ŦǊƻƳ Ƴȅ ǇǊŜǾƛƻǳǎ ǎǘǳŘȅ ǿƛǘƘ ǇƛŀƴƛǎǘǎΦ tŀǊǘƛŎƛǇŀƴǘǎΩ varied levels 

of understanding generate questions in terms of the interpretation of formal 

regulations and the potential impact of this on their teaching practices, while their 
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recommendations for change underline the necessity for revision of the content of 

sight-reading regulations, particularly in terms of teaching methodology, resources, 

curricula, and educational purposes. These findings indicate that this research may 

make a contribution to the development of discussion, resources and provision for 

sight-reading within the Greek context, and underpin the justification of the creation 

of the resources presented in Chapters 8 and 9. Chapter 6 provides further insight into 

the pedagogical considerations through detailing (a) a review of existing sight-reading 

publications and (b) the findings from Study 2, which explored parameters of 

ƛƴǘŜǊƴŀǘƛƻƴŀƭ ŀǳǘƘƻǊǎΩκŎǊŜŀǘƻǊǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ƛƴ ŘŜǾŜƭƻǇƛƴƎ ǎƛƎƘǘ-reading materials and 

relevant publications. 
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CHAPTER 6: LEARNING FROM THE EXPERTS: REVIEWING SIGHT-

READING PUBLICATIONS AND STUDY 2: CONSULTING CREATORS 

OF PIANO SIGHT-READING MATERIAL 

This chapter focuses on Study 2 of the present thesis. First, the sight-reading 

publications that were initially reviewed for the purposes of informing the creation of 

my sight-reading material are presented and discussed (section 6.2), leading to Study 

2, which explores ŀǳǘƘƻǊǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ ŎǊŜŀǘƛƴƎ Ǉƛŀƴƻ ǎƛƎƘǘ-reading material 

(sections 6.3-6.5). Through interviews, four international authors15 of sight-reading 

publications reflected on their experience of developing their published sight-reading 

material, including their creative principles, prioritised areas, challenges, and other 

considerations relating to their creative process. The observations from the review of 

publications and the findings from the interviews provided insights into processes 

involved during the development of relevant material and are discussed focusing on 

aspects informing my own creative process (section 6.6). Connections are also made 

to further chapters and creative aspects of the thesis. 

6.1 Introduction  

In order to develop my sight-reading material, I sought to establish an informed 

framework in which to create and design my resources. To achieve this, I initially 

embarked upon a process of (a) research and (b) consultation. The research step of 

the process, beyond reviewing music psychology and pedagogical literature on sight-

reading (Chapter 2), also involved a broader analytical review of published sight-

reading resources, as well as of piano syllabi of international exam boards (Chapter 7). 

The review of published sight-reading material is presented in section 6.2. The review 

process led to Study 2 (consultation from experts), which was developed in order to 

strengthen this informed framework, deepening my understanding of the processes 

 
15 As explained in Chapter 1, the term ΨŀǳǘƘƻǊ(s)Ω has been utilised when referring to the creators of 
sight-reading publications within this thesis, instead of ΨŎƻƳǇƻǎŜǊǎΩ, as it encompasses the variety of 
material in their books, thus including non-musical material as well as the compositional content. 
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involved in creating sight-reading material through interviews with international 

authors of such resources (sections 6.3-6.6). 

6.2 The reviewed sight -reading publications  

Varied sight-reading publications of different ages and levels were reviewed in order 

to inform the process of developing my material. In this review the following piano 

sight-reading publications were examined: 

Table 6.1 The reviewed sight-reading publications 

Resource title Author Edition 
First 

published 
Level / Grade  

Improve your sight-
reading 

P. Harris Faber 2008 
Pre-Grade to 

Grade 8 

How to BLITZ! Sight 
Reading 

S. Coates 
M. Madder 

BlitzBooks / 
Chester Music 

2000 
Beginners/ 

Grades 1-2 / 
Grades 3-4  

Piano time: Sight-
reading, the Oxford 

piano method 

P. Hall  
F. Macardle 

Oxford 
University 

Press 
1996 Books 1-3 

Piano Sight-
Reading 

J. Kember Schott 2004 Books 1-3 

More Piano Sight-
Reading 

J. Kember Schott 2010 Books 1-3 

Joining the Dots A. Bullard ABRSM 2010 Grades 1-3 

Play at Sight C. Brown Faber 
1962/1987 

2007 

ΨŜƭŜƳŜƴǘŀǊȅΩ, 
up to approx. 

Grade 3  

Sight-reading for 
fun 

P. Lawson Stainer & Bell 1992 Grades 1-2 

Sight reading 
success 

M. Riley 
P. Terry 

Rhinegold 
Education 

2012 Grades 1-2 

Simplified Sight-
Reading  

P. Spencer 
Palmer 

J. B. Cramer & 
Co. Ltd 

1970 
not specified, 
up to approx. 

Grade 2 

Read and play: 
Original series 

T. A. Johnson Hinrichsen 1964 Grades 1-5 

Read and play:  
New series 

T. A. Johnson Hinrichsen 1989 Grades 3-4 
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Resource title Author Edition 
First 

published 
Level / Grade  

Right @ Sight, 
based on Read and 

play by T. A. Johnson 

 revised by C. 
Evans 

Peters 2001 Grades 6-7 

Help yourself to 
Sight-reading, 

Oxford Instrumental 
Tutors 

D. Sandercock 
Oxford 

University 
Press 

1979 

not specified; 
Preface 

addresses 
intermediate/
advanced16 

Sight-Reading 
Made Easy 

D. Bradley 
J. R. Tobin 

Joseph 
Williams 
Limited 

1950 Book 8: Final 

Sight-reading for 
today 

J. Last Bosworth 1988 
Grade 8 to 
Diploma 

As illustrated in Table 6.1, sixteen different sight-reading publications have 

been reviewed, several of which contain more than one book (for example, comprising 

a series with one book per Grade, or one book per two Grades); the column 

Ψ[ŜǾŜƭκDǊŀŘŜΩ ƛƴŘƛŎŀǘŜǎ ǘƘŜ ƭŜǾŜƭ ƻŦ ǘƘŜ ƳŀǘŜǊƛŀƭ ǿƘƛŎƘ Ƙŀǎ ōŜŜƴ examined in this 

review. Most of the examined resources are addressed to the early Grades (up to 

Grade 3) which is in alignment with the focus levels of the resources developed in this 

thesis (Preparatory and Level 1) and the envisaged potential expansion of the devised 

material in the future (Levels 2 and 3), as explained in section 8.5. In addition, 

resources for further levels (intermediate and advanced) have been consulted, in 

order to gain insights concerning approaches to support more advanced levels of 

sight-reading, as well as further understanding about how such material may develop 

beyond the beginner and early stages.  

The (first) publication dates of the examined resources extend from 1950 to 

2012 (and beyond, through subsequent editions), covering a period of more than 60 

years. Access to older publications was limited and some of these focus on more 

advanced levels. However, including these in the review was considered valuable, as 

they may reflect to some extent the educational and research advancements within 

these decades. Particularly in relation to music education and sight-reading pedagogy, 

these would concern a range of aspects, such as pedagogical approaches to sight-

 
16 However, some of the musical material looks quite advanced (and perhaps of a post-Grade 8 level). 
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reading, musical content, underlying principles, and the written language or visual 

elements.  

In order to illustrate ways in which the development of my sight-reading 

resources has been informed by this review process, the following discussion focuses 

predominantly on earlier levels, and on parameters concerning (a) the progression of 

the material (section 6.2.1), (b) musical material (section 6.2.2), (c) pedagogical 

underpinnings and approach to learning (section 6.2.3), and (c) visual elements 

(section 6.2.4). For the purposes of this discussion, the first publication date has been 

taken into consideration for comparison purposes between publications; the terms 

ΨƻƭŘŜǊ ǇǳōƭƛŎŀǘƛƻƴǎΩ ƻǊ ΨƳƻǊŜ ǊŜŎŜƴǘκƴŜǿŜǊκƭŀǘŜǊ ǇǳōƭƛŎŀǘƛƻƴǎΩ ŀǊŜ ǳǎŜŘ ǘƻ ǊŜŦŜǊ ǘƻ 

publications before or after 1990, respectively.  

6.2.1 Progression  

Examining the progression within existing sight-reading publications was necessary to 

inform my own approach to progression. Several books state that their contents align 

ǿƛǘƘ ŜȄŀƳ ōƻŀǊŘǎΩ ƎǊŀŘŜǎ ŀƴŘ ǎǇŜŎƛŦƛŎŀǘƛƻƴǎΣ ǇŀǊǘƛŎǳƭŀǊƭȅ those of the ABRSM (Read 

and play: Original and New series, Sight-reading made easy, Sight-reading for today, 

Sight-reading for fun, Joining the dots), while others do not specify (Simplified sight-

reading, Help yourself to sight-reading, Piano time: Sight-reading). Those which refer 

ǘƻ ŜȄŀƳ ōƻŀǊŘǎΩ grades and criteria follow a progression along similar lines as the 

specifications described in Chapter 7, which is strongly evident in sight-reading book 

series with one book per Grade (Improve your sight-reading, Joining the dots, Read 

and play: Original and New series) or per two Grades (How to BLITZ! sight reading, 

Piano time: Sight-reading). Some of the other publications follow individual 

approaches to progression, such as Play at sight, Simplified sight-reading and Help 

yourself to sight-reading, sometimes with relatively loose/less distinct borders of 

specific levels. For example, Help yourself to Sight-reading (first published in 1979) 

refers to intermediate/advanced level; however, some of the musical material, 

particularly towards the end of the book appears quite advanced and perhaps even of 

a quasi-Grade 8 level, due to the greater length of the pieces (e.g. one full page), the 

use of quite complex rhythms (including demisemiquavers, hemidemisemiquavers 

and dotted rhythms), constant hand position changes and passages consisting 
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exclusively of chords (3-part, 4-part, octaves, in both hands), amongst other 

considerations. 

 There are also examples of publications which follow an individualised 

approach to progression, irrespective of whether they align to a specific exam board 

or not. For example, More piano sight-reading (book 1), which comprises sight-reading 

pieces and duets, follows a progression by key: the musical material is developed and 

structured in seven sections, each in a different key (C, G, F and D majors, A, D and E 

minors), which also links to the complexity of these different keys, the number of 

sharps/flats, and fingering choices, amongst other aspects. Section 8 of this book 

contains pieces and duets with simple hands together, in any of the included keys.  

Simplified sight-reading (first published 1970) appears to have a unique 

approach, structured according to three stages: (1) developing awareness of the 

keyboard layout linked to pitch, so that there is no need to look at the hands while 

playing; (2) the aspect of rhythm, through melodic exercises where one hand 

maintains a steady rhythm and pitch pattern, while the other moves independently; 

(3) technical and aural discrimination of (a) staccato/legato, (b) the relationship 

between two hands while collaborating to produce a single-line melody with various 

articulation markings, (c) phrasing, including use of pedal. Sight-reading for today (first 

published in 1988) is divided into two parts: Part 1, again with two sub-parts, focuses 

on preparing skills needed for sight-reading (first half: training the hands, second half: 

training the eyes), and Part 2 contains a set of sight-reading tests. 

 Focusing on the progression of the musical content within the first 

levels/grades, most resources follow a step-by-step approach starting from single-

hand melodies and basic musical elements (such as simple note values and rhythms, 

limited range of notes, simple dynamics) gradually moving to more complex elements 

(e.g. rhythms with different values and rests, a wider range of notes, articulation, 

dynamic changes) and to playing hands together. Approaches to chords differ, with 

some sources introducing them in the very first level (How to BLITZ! sight reading: 

Beginners), and others including chords in sight-reading tasks in later levels (Read and 

play: Original series: Grade II, Piano sight-reading 2, Joining the dots 2), or not at all 

(Piano time: Sight-reading). Finally, in books that are not the first part of a publication 

series (e.g. Book 2, or Grade 2), some resources start with a revision of elements 
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encountered in previous levels (e.g. Sight reading for fun (first published in 1992)), 

before proceeding to the elements to be covered within the new level.  

 The above observations have informed my own approach to progression, 

alongside the findings of Study 2 (the reflections of authors of sight-reading 

publications) and the comparative analysis of sight-reading specifications within the 

piano syllabi of various exam boards (Chapter 7). For example, the establishment of a 

specific set of principles guiding the progression of the musical material and a detailed 

mapping of the introduction of various musical elements per level17 was viewed as 

necessary, in order to create gradual and comprehensive content for each level. The 

same applies for the inclusion (a) of an opening Unit, revising the musical elements of 

the previous book/level, and (b) of a final Unit, recapitulating the main musical 

elements and skills developed within each book/level. The process of designing my 

material is presented in Chapter 8; progression of the material is detailed in section 

8.5. 

6.2.2 Musical content  

Reviewing the above sight-reading publications also informed the process of 

establishing the types of activities and the musical content of my resources, as 

analysed in Chapter 8 (sections 8.2, 8.3.4-8.3.6). Some of the reviewed publications 

contain musical material which occasionally resembles a sequence of sight-reading 

tests (Sight reading for today, Simplified sight-reading, Sight-reading made easy, 

Sight-reading for fun), while several resources include further types of activities to 

ōǳƛƭŘ ƭŜŀǊƴŜǊǎΩ ǎƛght-reading skills. These often include rhythm-related tasks (How to 

BLITZ! sight reading, Read and play: Original series Grade I, Joining the dots, Piano 

time: Sight-reading, Improve your sight-reading, Right at sight), tasks seeking to 

enhance familiarity with the piano keyboard ŀƴŘ ǘƘŜ ƭŜŀǊƴŜǊΩǎ ŀōƛƭƛǘȅ ǘƻ ƳƻǾŜ 

comfortably around it (How to BLITZ! sight reading, Simplified sight-reading, Help 

yourself to sight-reading) and performance-at-sight tasks (all publications), including 

some duet/accompaniment activities (More piano sight-reading (book 1), Joining the 

dots, How to BLITZ! sight reading: Book 2). These have inspired and informed the 

 
17 These include notes, note values, rests, dynamics, articulation, keys, accidentals and hand position 
changes, amongst others. 
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activity types in my resources, in which ς in addition to the sight-reading playing tasks 

(sections 8.2.4 and 8.2.5) ς I have also aimed to approach more systematically and 

develop more explicitly the various skills linked to effective sight-reading. Therefore, 

the resources created in this thesis include activities specifically targeting the 

development of good rhythmic skills (section 8.2.1), awareness of keyboard 

topography (section 8.2.2), observation skills through an activity to support this skill 

(section 8.2.3), and sight-reading duets with a partner (section 8.2.6). 

 Regarding the musical content, most of the examined sight-reading 

publications feature music composed for the purposes of the specific book. These are 

predominantly original compositions by the publication authors, incorporating the 

musical elements according to the progression of the material in each level (Improve 

your sight-reading, How to BLITZ! sight reading, Read and play, Joining the dots). 

Additionally, some publications also feature existing music from composers of the 

past, particularly in more advanced levels (Sight-reading made easy, Help yourself to 

sight-reading). The original compositions by authors sometimes appear as 

tests/musical examples with or without tempo indications (Piano time sight-reading: 

Book 1, Help yourself to sight-reading, Sight reading success, Play at sight, Read and 

play, How to BLITZ! sight reading, Right at sight), but often, especially in more recent 

publications, also exhibit traits which add to the musical identity of the pieces, such 

as a title, performance markings, tempo and/or character indications (Sight-reading 

for fun, Improve your sight-reading, Joining the dots). Such elements have been 

appraised as useful for a more informed sight-reading performance, particularly (but 

not exclusively) for young learners.  

Linked to the performance pieces, approaches to the inclusion of fingering 

indications are rather uniform, with most of these resources providing useful finger 

numbers (e.g. for the starting note and/or for changes in hand position); only two of 

the examined sources do not include fingering suggestions (Help yourself to Sight-

reading (first published in 1989), and Simplified sight-reading (first published in 

1970)). Indeed, in the introduction of Simplified sight-reading it is stated that 

ΨŦƛƴƎŜǊƛƴƎ ƛǎ ǇǳǊǇƻǎŜƭȅ ƴƻǘ ƳŀǊƪŜŘΩ όSpencer Palmer, 1970, p. 1). This could be linked 

to the pedagogical approach of an older resource (Simplified sight-reading, 1970), or 

the more advanced level of the material (Help yourself to Sight-reading, 1989); 
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however, for the early levels of the sight-reading material devised in this thesis, 

fingering indications have been viewed as helpful tools for beginner sight-readers and 

therefore have been utilised in the developed resources. 

6.2.3 Pedagogical underpinnings and approach to learning  

The written elements of the books provide useful insights towards pedagogical 

underpinnings of the resources and the general approaches to learning employed by 

the authors. This part of the review focuses on parameters such as the language and 

tone through the written text within the resources, the sharing of strategies and the 

provision of opportunities for independent learning, as well as of indications of the 

overall approach to learning. 

 Differentiations can be observed in the written language and tone between 

older and more recent publications. Some of the older resources include either quite 

long sections of written text, often with a series of instructions for the learner to follow 

(Simplified sight-reading, Read and play: New series), or, by contrast, completely lack 

any written text, merely presenting sight-reading pieces (Sight-reading for today); it is 

not clear whether this could be attributed to the advancement of the grade level. 

There are also examples of resources in which the written language is quite directive 

and occasionally also quite strong and strict (Simplified sight-reading, Read and play: 

Original and New series, Help yourself to sight-reading18), thereby suggesting a 

teacher-centred approach to learning. This is less evident in later publications, which 

seem to reflect to some extent the developments in the field of pedagogy and music 

education, especially in relation to promoting student-centred learning. For example, 

the writing tone appears more friendly and less directive, even including the use of 

humour, and it seems that another goal of some authors is to make sight-reading 

training more enjoyable; this also links to the use of visual elements discussed in 

section 6.2.4.  

 Linked to the above, the sharing of sight-reading strategies and the provision 

of questions are also indicative of the pedagogical approach of the resources. 

Although several books articulate sight-reading strategies, these are provided in 

 
18 P. 20: ΨIf you do not possess a metronome, buy one at once!Ω. 
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various ways: for example, Help yourself to sight-reading shares tips and strategies as 

instructions, sometimes within longer chunks of written text, while others introduce 

these strategies more gradually, working on one or two at a time to make them more 

achievable, and through a more student-centred manner (Joining the dots, Piano time: 

Sight-reading, Improve your sight-reading). In addition, several publications include 

questions to the learner, utilising different approaches which may be indicative of a 

teacher-centred or a student-centred approach to learning. Some publications ask 

close-ended questions (Read and play: New series) which seem useful; however, there 

is occasionally scope for a more student-centred approach by inviting the learner to 

observe and think about specific elements, rather than the author stating them in their 

text. For example, instead of stating: Ψ¢ƘŜǊŜ ƛǎ ŀ ǘƛŜŘ ƴƻǘŜ ƛƴ ōŀǊ мм όǊƛƎƘǘ ƘŀƴŘύΦ See 

ǘƘŀǘ ƛǘ ƛǎ ƘŜƭŘ ŦƻǊ ƛǘǎ ŎƻǊǊŜŎǘ ǾŀƭǳŜΩ όJohnson, 1989, p. 3), turning this into a question 

with a different phrasing could have been more student-centredΣ ǎǳŎƘ ŀǎ Ψ/an you find 

the tied notes? When you do, think about the number of beats you will need to hold 

ǘƘŜƳ ŦƻǊΩ. Examples of more open questions are evident in other, more recent, 

publications, inviting the learner to think more critically about their learning, such as 

in Improve your sight-reading Pre-Grade 1 όΨIƻǿ ǿƛƭƭ ȅƻǳ ƳŀƪŜ ǘƘƛǎ ǎƻǳƴŘ ǎƭŜŜǇȅΚΩΣ ǇΦ 

19), and Right at sight DǊŀŘŜ т όΨ²Ƙŀǘ Řƻ ȅƻǳ ƴƻǘƛŎŜ ǿƘŜƴ ȅƻǳ ŎƻƳǇŀǊŜ ōŀǊǎ м ŀƴŘ н 

ǿƛǘƘ ōŀǊǎ ф ŀƴŘ млΚΩΣ ǇΦ уύ. 

 Some of the more recent resources also include elements of self- and teacher 

evaluation. For example, How to BLITZ! sight reading (Beginner and Book 1) includes 

a rating system where both the teacher and the learner can assess performance by 

selecting one of the three provided emojis (smiling, indifferent, sad); in Book 2 this 

becomes a five-star rating scale, supposedly filled in by the learner or in collaboration 

with the teacher. Elements of (self-)evaluation also appear in Improve your sight-

reading (Pre-DǊŀŘŜ мύΣ ǘƘǊƻǳƎƘ ŀ ΨǘŜŀŎƘŜǊΩǎ ƻǊ ǇǳǇƛƭΩǎ ŎƻƳƳŜƴǘǎ ōƻȄΩ ŀǘ ǘƘŜ ŜƴŘ ƻŦ 

ŜŀŎƘ ŀŎǘƛǾƛǘȅ ǎŜŎǘƛƻƴ όΨǎǘŀƎŜΩύΦ Finally, the preface of the resource Help yourself to 

sight-reading suggests the possibility of a flexible use of the material, as it states that 

the book may be used by learners working independently, or with a teacher. 

My own approach to such pedagogical parameters and considerations is 

detailed in Chapters 8 and 9, particularly in section 8.3.3 (concerning the written 

ƭŀƴƎǳŀƎŜ ƻŦ ǘƘŜ ƳŀǘŜǊƛŀƭ ŀƴŘ ǘƘŜ ŀǳǘƘƻǊΩǎ ǾƻƛŎŜύΣ ǎŜŎǘƛƻƴ уΦп όŜǾŀƭǳŀǘƛƻƴ ŀƴŘ 
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reflection), section 9.2.3 (the sharing of strategies through the Bee character); 

sections 9.4 and 9.4.1 (the provision of opportunities for reflection). 

6.2.4 Visual elements  and additional sections  

In addition to differences between publications in terms of their pedagogical 

approaches, further differentiations are evident in the visual appearance of the books, 

including the cover designs and inside pages, and in relation to the inclusion of 

additional sections/components within the published material. Again, some of these 

distinctions may be attributed to the later point/year of publication and may also link 

to the pedagogical underpinnings of each published source. 

 The appearance of the resources concerns both the layout of the musical 

content and the elements of (graphic) design of the cover pages and the inside of the 

books. It is not a surprise that the cover pages appear to become more elaborate 

through the years, with older publications featuring covers with a simpler, more 

minimal design, with use of a quasi-monochromatic approach (Simplified sight-

reading, Help yourself to sight-reading, Sight-reading made easy); later publications 

demonstrate a more elaborate approach to design of their covers, with visual 

elements which may make them more attractive to the reader, such as brighter, more 

colourful schemes, visual illustrations and font effects (e.g. 3D word art effects) (How 

to BLITZ! sight reading, Piano time: Sight-reading, Joining the dots, Sight-reading for 

fun). 

 Differentiations are also observed in terms of the inner layout of the books. 

Several of the more recent publications, particularly those which are addressed to 

earlier levels or young learners, feature visual elements which may make the content 

more appealing, for example by including a book character companion. For example, 

Sight-reading for fun includes illustrations of a detective and his dog (also appearing 

oƴ ǘƘŜ ōƻƻƪ ŎƻǾŜǊύΣ ǿƘƻ ŀǊŜ ǘƘŜ ƭŜŀǊƴŜǊǎΩ ŎƻƳǇŀƴƛƻƴǎ ǘƘǊƻǳƎƘƻǳǘ ǘƘŜ ŀŎǘƛǾƛǘƛŜǎΦ !ƭƻƴƎ 

similar lines, in Improve your sight-reading: Pre-Grade 1, illustrations of funny cats and 

dogs give prompts, reminders and share pieces of advice, while a graduation hat 

congratulates the learner for completing each level within How to BLITZ! sight reading 

(Books 1 and 2).  
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In addition, illustrations or images are used as a system to enable 

communication between the author and the learner. For example, Joining the dots 

includes specific symbols/images for each activity type, which appear at the beginning 

ƻŦ ŜŀŎƘ ǘŀǎƪΥ ŀ ƳŀƎƴƛŦȅƛƴƎ Ǝƭŀǎǎ ŦƻǊ ǘƘŜ ŀŎǘƛǾƛǘȅ ΨYŜȅ ŦŜŀǘǳǊŜǎΩΣ ŀ ǿŜƛƎƘǘ-lifting man 

ƭƛŦǘƛƴƎ ŀ ǉǳŀǾŜǊ ŀōƻǾŜ Ƙƛǎ ƘŜŀŘ ŦƻǊ ǘƘŜ Ψ²ƻǊƪƻǳǘǎΩ ŀŎǘƛǾƛǘȅΣ ŀ ǿŀǾŜ-like piano keyboard 

ŦƻǊ ǘƘŜ ΨaŀƪŜ ƳǳǎƛŎΩ ŀŎǘƛǾƛǘȅ ŀƴŘ ŀ ƳǳǎƛŎ ōƻƻƪκǎŎƻǊŜ ǿƛǘƘ ŦƭȅƛƴƎ ƴƻǘŜǎ ŦƻǊ ǘƘŜ ŀŎǘƛǾƛǘȅ 

ΨwŜŀŘ ŀƴŘ ǇƭŀȅΩΦ In Piano time: Sight-reading ŀ ǎŜǘ ƻŦ ƛƭƭǳǎǘǊŀǘƛƻƴǎ ƛǎ ǳǎŜŘ ŀǎ ΨŎƻŘŜ ǎƛƎƴǎΩ 

(Hall & Macardle, 1996, p. 4, Book 1) to share strategies or reminders for each musical 

example/task within every activity. This set of symbols includes: a key (reminder to 

look at the key, sharps and flats); a clock (a reminder to look at the time signature); a 

ǇŀƛǊ ƻŦ ŜȅŜǎ όƳŜŀƴƛƴƎ Ψƭƻƻƪ ƻǳǘΗΩΣ ŀǎ ŀ ǇǊƻƳǇǘ ǘƻ ƻōǎŜǊǾŜ ǘƘŜ ƳǳǎƛŎύΤ ŀ ƳŀƴΩǎ ǘƛŜ όŀ 

prompt to look for tied notes in the music); a jumping figure (a reminder to look for 

skips between notes); a drum (indicating the use of quavers); the palm of a hand 

(linking to fingering and prompting the learner to not move the fingers away from the 

keys); a pair of theatre masks (a reminder to look for expression markings); a man 

resting on an armchair (a reminder to look for rests).  

Some publications have incorporated further visual elements or additional 

sections, which include a certificate of completion at the end of the books (How to 

BLITZ! sight reading, Piano time: Sight-reading), a reward system (with stickers) and 

the rating/evaluation system with emojis or stars (How to BLITZ! sight reading), as 

discussed in section 6.2.3. Additional sections include either a general introduction 

(foreword or preface) (Read and play: Original and New series, Sight reading for today, 

Sight-reading for fun, Play at sight, Help yourself to sight-reading, Simplified sight-

reading) or an introductory section addressed to the teacher and/or the learner (Sight 

reading success, Joining the dots, Piano time: Sight-reading, How to BLITZ! sight 

reading, Piano sight-reading, More piano sight-reading), and a glossary of musical 

terminology (Read and play: New series, Right at sight). It should be acknowledged 

that a professional graphic designer has not been consulted nor contributed to the 

(visual) presentation of the resources created in the thesis, as this would be a step for 

further development of the material. My own approach linked to the aspects 

presented above is analysed in Chapter 9 (the introductions to the teacher and the 

learner, section 9.2; the inclusion of a book character companion, the Bee, section 
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фΦнΦоΤ ǘƘŜ Ψ/ƻƴƎǊŀǘǳƭŀǘƛƻƴǎΩ ǇŀƎŜ ŀǘ ǘƘŜ ŜƴŘ ƻŦ ŜŀŎƘ ōƻƻƪ ¦ƴƛǘΣ ǎŜŎǘƛƻƴ фΦпΦнΤ ǘƘŜ 

certificate of completion, section 9.6.1; the terminology glossary and the list of 

featured composers, sections 9.6.2 and 9.6.3, respectively). 

6.3 Study 2: Consulting creators of piano sight -reading material   

After reviewing existing piano sight-reading publications, Study 2 was undertaken in 

order to strengthen the informed framework in which I would design my sight-reading 

material, deepening my understanding of practical parameters, principles and other 

considerations involved in the creative process of this type of resources. For this 

purpose, I consulted international authors of sight-reading publications; through 

interviews, the authors were invited to reflect on their experience and on parameters 

involved in creating their sight-reading material, including their approach to 

progression, various compositional and other considerations, such as pilot testing of 

their material and the level of publisher involvement in the final output.  

The following sections detail the purpose of the study, and the research aims 

(section 6.3.1), the deployed methodology (section 6.4), and introduce (anonymously) 

the participant authors (section 6.4.1). The findings from their reflections are 

presented in section 6.5 (6.5.1-6.5.6) and discussed (section 6.6) in relation to how 

these informed further steps of this research (Chapter 7) and my own creative process 

and underpinning principles (Chapters 8 and 9).  

6.3.1 Purpose and research aims  

¢ƘŜ ǇǳǊǇƻǎŜ ƻŦ ǘƘƛǎ ǎǘǳŘȅ ǿŀǎ ǘƻ ŜȄǇƭƻǊŜ ƛƴǘŜǊƴŀǘƛƻƴŀƭ ŀǳǘƘƻǊǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ ŎǊŜŀǘƛƴƎ 

sight-reading publications, in order to gain insights which would inform in further 

depth the creative process of Ƴȅ ƻǿƴ ƳŀǘŜǊƛŀƭΦ ¢ƘŜ ŀǳǘƘƻǊǎΩ ŜȄǇŜǊǘƛǎŜ ŀƴŘ ǊŜŦƭŜŎǘƛƻƴǎ 

have been invaluable sources of inspiration, field knowledge and advice, which 

provided illuminating insights to facilitate my material creation. 

 The primary aim of the study was to gain insights on the authorsΩ experiences 

and the processes involved in creating relevant material. Specific aims of the research 

included: 

(a) ǘƻ ŜȄǇƭƻǊŜ ŀǳǘƘƻǊǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ƛƴ ŎǊŜŀǘƛƴƎ ǎƛƎƘǘ-reading publications, 
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(b) to gain insights towards sight-reading considerations and processes involved 

in creating such educational material, 

(c) to explore their creative principles and approaches towards the musical 

material, focusing on progression and compositional processes, 

(d) to explore parameters relating to the teacher and the learner, 

(e) to become aware of potential challenges and limitations of the creative 

process, such as ς but not limited to ς the author-publisher relationship. 

The methodological considerations to achieve these aims are detailed in the following 

section. 

6.4 Methodology  

For the purposes of this study, individual semi-structured interviews were undertaken 

with four international authors of sight-reading publications, following the ethical 

approval procedure detailed in Chapter 4.9. Potential participant authors were 

identified based on their published sight-reading output and were approached via 

email, introducing the researcher and the research purpose, and inviting them to 

participate in the study.  Follow-up emails were sent to authors who expressed 

interest in participating, sharing further information about the research through 

relevant information sheets/consent forms (Appendix 2).  

Individual interviews were scheduled with the four authors who agreed to 

participate in the study. These took place online during the Covid-19 lockdown period, 

via the Zoom platform, except for one author who requested to provide written 

responses to the interview questions. The online interviews were audio-recorded, and 

the transcription files were sent to the authors for approval or potential amendments 

prior to the data analysis. Data was analysed through thematic, interpretative analysis, 

and findings are presented in section 6.5. The semi-structured interview schedules can 

be found in Appendix 4. 

6.4.1 The participant authors  

The authors who participated in the study are based both in the UK and 

internationally. In order to maintain anonymity, the following profiles include 
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information which would not make the authors identifiable; therefore, no references 

are made to specific publication titles or to the country in which they are working. 

Some contextual information about further sight-reading work is provided, for 

example for instruments beyond the piano, or for exam boards, but it is not envisaged 

that this would lead to a revealing of their identity. 

- Author 1 όƘŜǊŜŀŦǘŜǊ ŀŘŘǊŜǎǎŜŘ ŀǎ Ψ!мΩύΥ Ƙŀǎ ǇǳōƭƛǎƘŜŘ ǎƛƎƘǘ-reading series for 

multiple instruments including the piano and singing and has written sight-reading 

tests for a particular exam board. A1 has also produced a publication containing sight-

reading duets. 

- Author 2 όƘŜǊŜŀŦǘŜǊ ŀŘŘǊŜǎǎŜŘ ŀǎ Ψ!нΩύΥ Ƙŀǎ Ŏƻ-authored19 a sight-reading series for 

the piano, including some additional material, which is freely available online; A2 has 

not written tests or other material for exam boards. 

- Author 3 όƘŜǊŜŀŦǘŜǊ ŀŘŘǊŜǎǎŜŘ ŀǎ Ψ!оΩύΥ Ƙŀǎ ǇǳōƭƛǎƘŜŘ ŀ ǎƛƎƘǘ-reading series for the 

piano and various instruments for an exam board, including sight-singing; A3 has also 

composed music and produced sight-reading material for other relevant book series 

and exam boards. 

- Author 4 όƘŜǊŜŀŦǘŜǊ ŀŘŘǊŜǎǎŜŘ ŀǎ Ψ!пΩύΥ Ƙŀǎ ǇǳōƭƛǎƘŜŘ ǎƛƎƘǘ-reading series for several 

instruments, including the voice; for the piano, A4 has produced two sight-reading 

series, also featuring duets. A4 has not written for particular exam boards. 

6.5 Findings  

Through the interviews, the authors shared invaluable reflections on their experiences 

of creating sight-reading publications, resulting in rich data with a great number of 

emerging themes. For the purposes of this research, the analysis focuses on specific 

aspects which relate to the output of this thesis and have informed the creation of my 

sight-ǊŜŀŘƛƴƎ ōƻƻƪǎΦ ¢ƘŜ ŦƻƭƭƻǿƛƴƎ ǎŜŎǘƛƻƴǎ ŦƻŎǳǎ ƻƴ ǘƘŜ ŀǳǘƘƻǊǎΩ ŜȄǇŜǊƛŜƴŎŜ ƭŜŀŘƛƴƎ 

to their creation of sight-reading material (section 6.5.1); on considerations relating 

to exam boards (section 6.5.2.1); their approach to progression (section 6.5.2.2) and 

overarching creative principles (section 6.5.2.3); compositional considerations and 

 
19 The possibility of interviewing both co-authors of this publication was explored, but A2 let me know 
that the other author was not available due to extended travel with no Internet access at the time. 
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approach to style (section 6.5.2.4); the pilot testing of their material (section 6.5.3); 

considerations relating to the teacher and the learner (sections 6.5.4.1 and 6.5.4.2); 

their approach to evaluation and assessment of performance at sight through the 

books (section 6.5.4.3); their relationship with publishers and their publisher 

involvement in the final output (section 6.5ΦрύΦ !ƴ ƻǾŜǊŀƭƭ ǊŜŦƭŜŎǘƛƻƴ ƻƴ ŀǳǘƘƻǊǎΩ 

creative experience and their final advice are also presented (section 6.5.6). 

6.5.1 Experience leading to the creation of sight -reading material  

The authors were invited to share how their interest in sight-reading began and how 

they started creating relevant material. They referred to their experience with sight-

reading as learners in various contexts and their teaching experience, while one 

author (A4) also referred to their experience as an examiner. 

 More specifically, Author 1 (A1) claimed that their experience with sight-

ǊŜŀŘƛƴƎ ŀǎ ŀ ƭŜŀǊƴŜǊ ǿŀǎ ŎƘŀƭƭŜƴƎƛƴƎΥ ΨL ǿŀǎƴϥǘ ǾŜǊȅ ƎƻƻŘ ŀǘ ƛǘΩΦ [ŀǘŜǊ ƻƴΣ ǎƛƎƘǘ-reading 

ōŜŎŀƳŜ ŀ ǎƛƎƴƛŦƛŎŀƴǘ ǇŀǊǘ ƛƴ !мΩǎ ǇǊƻŦŜǎǎƛƻƴŀƭ ŎŀǊŜŜǊ and Ψquite a major partΩ of their 

life, as they started specifically teaching sight-reading and delivering sight-reading 

workshops to teachers and students. This experience as a learner and as a teacher 

ŘŜǾŜƭƻǇŜŘ ǘƘŜƛǊ ƛƴǘŜǊŜǎǘ ƛƴ ǿŀƴǘƛƴƎ Ψto find out how you do it and whether I could help 

otƘŜǊ ǇŜƻǇƭŜ Řƻ ƛǘ ŀǎ ǿŜƭƭΩΣ ǿƘƛŎƘ ƭŜŘ ǘƻ ǘƘŜ ŎǊŜŀǘƛƻƴ ƻŦ ǘƘŜƛǊ ōƻƻƪǎΦ !м ŀƭǎƻ ŎƭŀƛƳŜŘ 

ǘƘŀǘ ǘƘŜȅ ǿŜǊŜ ΨŦŀǎŎƛƴŀǘŜŘ ōȅ ǘƘŜ ώsight-reading] ǇǊƻŎŜǎǎΩ ŀƴŘ ǘƘŀǘ ǘƘŜȅ ΨǿŀƴǘŜŘ ǘƻ ǎŜŜ 

ǿƘŜǘƘŜǊ ƛǘ ŎƻǳƭŘ ōŜ ōǊƻƪŜƴ ŘƻǿƴΩ ƛƴ ŀ ǿŀȅ ǘƘŀǘ ǿƻǳƭŘ ŀƭƭƻǿ ΨǇŜƻǇƭŜ ǘƻ ōŜ ŀōƭŜ ǘƻ Řƻ 

ƛǘΩΦ ¢ƘŜȅ ŀƭǎƻ ŜȄǇǊŜǎǎŜŘ ǘƘŜ ōŜƭƛŜŦ ǘƘŀǘ ǎƛƎƘǘ-reading is a skill that everyone can 

develop, highlighting the importance of an approprƛŀǘŜ ǘŜŀŎƘƛƴƎ ŀǇǇǊƻŀŎƘΥ ΨL ǘƘƛƴƪ 

everyone can learn to do [sight-ǊŜŀŘƛƴƎϐ ƛŦ ǘƘŜȅϥǊŜ ǘŀǳƎƘǘ ƛǘ ǿŜƭƭΩΦ 

 Author 2 (A2) also reflected on their experience as a learner, explaining that 

their sight-reading abilities developed during their studies in a specialist music high 

ǎŎƘƻƻƭΦ .ŜƛƴƎ Ψŀ Ǉƛŀƴƛǎǘ ŀƳƻƴƎǎǘ ŀ Ŏƭŀǎǎ ƻŦ Ƴƻǎǘƭȅ ƛƴǎǘǊǳƳŜƴǘŀƭƛǎǘǎΩΣ !н ǿŀǎ ŀǎƪŜŘ ǘƻ 

accompany many of their classmates. They believe that their sight-reading abilities 

ΨǎƪȅǊƻŎƪŜǘŜŘ ŀǎ ŀ ǊŜǎǳƭǘ ƻŦ Ƨǳǎǘ ŘƻƛƴƎ ƛǘ ŀƭƭ ǘƘŜ ǘƛƳŜ ώŀǎ ŀƴ ŀŎŎƻƳǇŀƴƛǎǘϐΩ ŀƴŘ ǘƘŀǘ ǘƘŜȅ 

did not think they were a particularly good sight-reader before then. While reflecting 

on their teaching experience, A2 mentioned the disparity of ǇǳǇƛƭǎΩ ǎƪƛƭƭǎΥ ΨL ǊŜŀƭƛǎŜŘ 

ώΧϐ ǘƘŀǘ ǎǘǳŘŜƴǘǎ ƘŀŘ ǿƻƴŘŜǊŦǳƭ ŀǳǊŀƭ ǎƪƛƭƭǎΣ ōǳǘ ǘƘŜȅ ŘƛŘƴΩt have great sight-reading 



156 
 

ǎƪƛƭƭǎΩΦ ¢ƻ ŀŘŘǊŜǎǎ ǘƘƛǎ ƛǎǎǳŜΣ !н ŘŜǾƛǎŜŘ ŀ Ψ{ƛƎƘǘ-ǊŜŀŘƛƴƎ {ƻŎƛŜǘȅΩ ǘƻƎŜǘƘŜǊ ǿƛǘƘ ŀ 

colleague, for which they created handbooks for learners to practise sight-reading 

ŦǊƻƳΣ ƻǊƎŀƴƛǎŜŘ ǘŜǊƳƭȅ ǘŜǎǘǎ ŀƴŘ ŘŜǾŜƭƻǇŜŘ ŀ ǊŜǿŀǊŘ ǎȅǎǘŜƳΦ !нΩǎ ƛƴǘŜƴŘŜŘ ǿŀȅ ƻŦ 

teaching sight-ǊŜŀŘƛƴƎ ǿŀǎ Ψǘƻ ōǊŜŀƪ Řƻǿƴ ǘƘŜ ŜƭŜƳŜƴǘǎΩ ŦƻǊ ǘƘŜ ƭŜŀǊƴŜǊǎ ǘƻ ǳǎŜ ǘƘŜƛǊ 

analytical skills. As explained by A2, the structure and philosophy of the handbooks 

later became the basis that evolved into their published books; even the particular 

reward system of the Sight-reading Society was included in an adapted format in the 

books20.  

 For Author 3 (A3), their sight-reading material was informed by their learning 

experience and came after having produced some educational music. A3 explained 

ǘƘŀǘ ǘƘŜȅ ΨƭƻǾŜŘ ǎƛƎƘǘ-ǊŜŀŘƛƴƎ ŀƴŘ ŜȄǇƭƻǊƛƴƎ ƴŜǿ ƳǳǎƛŎΩ ŦǊƻƳ ŀ ǾŜǊȅ ȅƻǳƴƎ ŀƎŜ ŀǎ ŀ 

pianist. They explained that their initial educational output was then followed by 

piano sight-reading publications, which they later expanded into material for other 

instruments. . A3 stated that they could not recall who initiated the contact (if it was 

the author themselves or the publisher who approached the author first). 

 For Author 4 (A4) their teaching experience from private piano lessons and 

from teaching at a music school, combined with their experience as an examiner, 

initiated their interest in sight-reading and the development of resources. Their 

experience as an eȄŀƳƛƴŜǊ ǿŀǎ ƛƭƭǳƳƛƴŀǘƛƴƎΤ !п ǎǘŀǘŜŘ ǘƘŀǘ ΨǇŀǊǘ ƻŦ ŜǾŜǊȅ ŜȄŀƳ ǿŀǎ 

sight-ǊŜŀŘƛƴƎΣ ŀƴŘ L ǊŜŀƭƛǎŜŘ Ƙƻǿ ōŀŘƭȅ ƛǘ ǿŀǎ ŘƻƴŜΩΦ ¢Ƙƛǎ ƭŜŘ ǘƘŜƳ ǘƻ ŜƴƎŀƎŜ ƛƴǘƻ 

discussions with other teachers and to deliver relevant workshops, which revealed to 

them a lack of teachersΩ ŀǿŀǊŜƴŜǎǎ ƻŦ Ƙƻǿ ǘƻ ǘŜŀŎƘ ǎƛƎƘǘ-reading. In addition, A4 did 

not think that the available sight-reading resources were appropriate in supporting 

ǘŜŀŎƘƛƴƎΦ ¢ƘŜȅ ǎǘŀǘŜŘΥ ΨL ŘƛŘ ƭƻƻƪ ŀǘ ǘƘŜ ƳŀǘŜǊƛŀƭ ǘƘŀǘ ǿŀǎ ŀǾŀƛƭŀōƭŜ ŀƴŘ L ǿŀǎ ŀǇǇŀƭƭŜŘ 

by it, because it seemed to be the same thing churned out regardless of the 

ƛƴǎǘǊǳƳŜƴǘΦ ώΧϐ ƛǘ ŘƛŘƴΩǘ ǎŜŜƳ ǘƻ ōŜ ǎǇŜŎƛŦƛŎ ŜƴƻǳƎƘΩΦ  

6.5.2. Creating the material  

The authors reflected on parameters which guided the progression of the material and 

their overarching creative principles. Each author shared information about their 

 
20 The particular reward system is very distinct and therefore it is not stated in the findings, as it is 
envisaged that it would reveal the specific publication and therefore the authorΩs identity. 
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creative process and starting points, and explained elements included in their 

publications which they considered significant for the development of sight-reading 

skills. 

6.5.2.1 Considering exam boards  

In order to explore how the authors decide which elements to include in each level of 

their books in terms of material progression, I asked whether they write for specific 

exam boards as well as produce their own material. Two authors (A1 and A3) have 

previously produced sight-reading material for exam boards, alongside their own 

publications. These authors stated that they have considered the criteria and 

parameters specified by exam boards and have either followed them in their 

publications (A3) or aligned their material with them to some extent (A1). A1 also 

ŎƭŀƛƳŜŘ ǘƘŀǘ ŀƭǘƘƻǳƎƘ ǘƘŜƛǊ ƳŀǘŜǊƛŀƭ Ψƛǎ ǊŜŀǎƻƴŀōƭȅ ǎǇŜŎƛŦƛŎŀƭƭȅ ŀƴƎƭŜŘ ǘƻǿŀǊŘǎ ƳǳǎƛŎ 

ŜȄŀƳǎΩ ŀƴŘ ǿŀǎ ŎƻƴŎŜƛǾŜŘ ΨǘƻǿŀǊŘǎ ŀƴ ŜȄŀƳ ǎǘǊǳŎǘǳǊŜΩΣ ǘƘŜƛǊ ōƻƻƪǎ ǿƻǊƪ ΨǉǳƛǘŜ 

ƛƴŘŜǇŜƴŘŜƴǘƭȅ ƻŦ ǘƘŀǘΩΦ {ƛƳƛƭŀǊƭȅΣ ŀlthough A2 and their co-author have not produced 

ƳŀǘŜǊƛŀƭ ŦƻǊ ŀ ǎǇŜŎƛŦƛŎ ŜȄŀƳ ōƻŀǊŘΣ !н ǎǘŀǘŜŘ ǘƘŀǘ ǘƘŜȅ ŀƭƭƻǿŜŘ ǘƘŜƳǎŜƭǾŜǎ Ψǘƻ ōŜ ŀ 

ƭƛǘǘƭŜ ōƛǘ ƎǳƛŘŜŘ ōȅ ŜȄŀƳƛƴŀǘƛƻƴ ǎȅǎǘŜƳǎΩΣ ŘǳŜ ǘƻ ǘƘŜ ǇƻǇǳƭŀǊƛǘȅ ƻŦ ŜȄŀƳǎ ƛƴ ǘƘŜƛǊ 

country. A2 further explained that they ΨƭƛƳƛǘŜŘΩ ǘƘŜƳǎŜƭǾŜǎ ǘƻ ǘƘŜ ƪŜȅǎ ƻŦ ǇŀǊǘƛŎǳƭŀǊ 

grades, so that the books would prepare learners for the sight-reading test of that 

ƎǊŀŘŜΤ !н ŀƭǎƻ ōŜƭƛŜǾŜǎ ǘƘŀǘ ƭŜŀǊƴŜǊǎ ΨǿƻǳƭŘ ŀƭǎƻ ōŜ ǇǊŜǇŀǊŜŘ ǿŀȅ ōŜȅƻƴŘ ǘƘŀǘΣ ōǳǘ 

they would definitely at least be able to Řƻ ǘƘƛƴƎǎ ŦǊƻƳ ǘƘŀǘ ƎǊŀŘŜ ŜȄŀƳΩΦ 

 Lƴ ŎƻƴǘǊŀǎǘ ǘƻ ǘƘŜǎŜ ǘƘǊŜŜ ŀǳǘƘƻǊǎΣ !пΩǎ ǇǊƻŎŜǎǎ ŘƛŘ ƴƻǘ ŎƻƴǎƛŘŜǊ ŜȄŀƳ ōƻŀǊŘ 

ǇŀǊŀƳŜǘŜǊǎΣ ŀŎƪƴƻǿƭŜŘƎƛƴƎ ǘƘŀǘ Ψƴƻǘ ŜǾŜǊȅōƻŘȅ ŘƻŜǎ ǘƘŜ ƎǊŀŘŜǎΩΦ ¢ƘŜȅ ŦŜŜƭ ǘƘŀǘ ǘƘŜȅ 

ǇǊƻŘǳŎŜŘ ǘƘŜƛǊ ƳŀǘŜǊƛŀƭ Ψƛƴ ŀ ƭƻƎƛŎŀƭ ǇǊƻƎǊŜǎǎƛƻƴΣ ƭƛƪŜ ŀƴȅ ǘǳǘƻǊ ōƻƻƪΩ ŀƴŘ ǘƘŜȅ ƘŀǾŜ 

avoided following specific syllabi and grade specifications, expressing strong feelings 

against such limitation: Ψƛǘ Ƨǳǎǘ ǎŜŜƳǎ ǘƘŜ ǿǊƻƴƎ ŀǇǇǊƻŀŎƘ ǘƻ Ƨǳǎǘ Ǝƻ ŦǊƻƳ ǎȅƭƭŀōǳǎ ǘƻ 

ǎȅƭƭŀōǳǎΣ ώΧϐ ŦǊƻƳ ƎǊŀŘŜ ǘƻ ƎǊŀŘŜΩ (A4)Φ !м ŀƭǎƻ ŜȄǇǊŜǎǎŜŘ ǘƘŜ ōŜƭƛŜŦ ǘƘŀǘ ΨǎƻƳŜǘƛƳŜǎ 

theǎŜ ŜȄŀƳ ōƻŀǊŘǎ ƎŜǘ ƛǘ ǊƛƎƘǘ ŀƴŘ ǎƻƳŜǘƛƳŜǎ όL ǘƘƛƴƪύ ǘƘŜȅ ƎŜǘ ƛǘ ǿǊƻƴƎΩΣ ōǳǘ ǘƘŜȅ ŦŜƭǘ 

ǘƘŀǘ ƛǘ ǿŀǎ ƴƻǘ ŦƻǊ ǘƘŜƳ Ψǘƻ ŎƻƳƳŜƴǘ ƻƴ ǘƘŜƳΩΦ  



158 
 

6.5.2.2 Planning progression  

The authors shared their process of planning the progression of the material within 

each book, as well as across the different levels. Each participant followed a different 

process; however, careful planning was undertaken by all of them. 

 !м ŘŜǎŎǊƛōŜŘ ǘƘŜƛǊ ƳŀǘŜǊƛŀƭ ŀǎ ΨǾŜǊȅ ǇǊƻƎǊŜǎǎƛǾŜΩΣ ǿƛǘƘ ŀ ΨǾŜǊȅ ŎƭŜŀǊ 

ǇǊƻƎǊŜǎǎƛƻƴΩΣ ŀƴŘ ƛǘǎ ƭŀȅƻǳǘ ǊŜǎǳƭǘŜŘ ŦǊƻƳ ƳǳŎƘ ǘƘƛƴƪƛƴƎ ŀƴŘ ŦǊƻƳ Ψŀ ƭƻǘ ƻŦ ŜȄǇŜǊƛŜƴŎŜ 

ŀƴŘ ŜȄǇŜǊƛƳŜƴǘŀǘƛƻƴΩΦ !мΩǎ ǎǘŀǊǘƛƴƎ Ǉƻƛƴǘ ŀƴŘ ƻǾŜǊŀǊŎƘƛƴƎ ǇǊƛƴŎƛǇƭŜ ǳƴŘŜǊǇƛƴƴƛƴƎ ǘƘŜƛǊ 

material was a basic approach towards rhythm and melody, and they gradually built 

from these foundational elements. When making creative decisions, A1 also referred 

ǘƻ ǘƘŜ ƴŜŜŘ ǘƻ ŎƻƴǎƛŘŜǊ ǘƘŜ ƭŜŀǊƴŜǊΩǎ ŀǇǇǊƻŀŎƘ ŀƴŘ ǳƴŘŜǊǎǘŀƴŘƛƴƎΦ 

 A2 shared more details of their process. A2 and their co-author begun by 

making lists of time signatures and keys, ensuring that they covered the exam board 

criteria, while also moving beyond them. Their progression was structured by key and 

by note range, and they planned all levels before deciding how these would be divided 

into books. This resulted in three books containing sight-reading material from 

beginner level up to Grade 5 (Book 1 for Grades 1 and 2, Book 2 for Grades 3 and 4, 

and Book 3 for GradŜ рύΦ ¢ƘŜȅ ōŜƭƛŜǾŜŘ ǘƘŀǘ Ψbeyond that [level] people should just be 

sight-ǊŜŀŘƛƴƎ ǊŜǇŜǊǘƻƛǊŜΩ ŀƴŘ ǘƘŀǘ ΨǘƘŜǊŜΩǎ ƴƻ ŀŎǘǳŀƭ ōƻƻƪ ǘƘŀǘ Ŏŀƴ ǘŜŀŎƘ ȅƻǳ Ƙƻǿ ǘƻ 

sight-ǊŜŀŘ ōŜȅƻƴŘ ǘƘŀǘ ώΧϐΣ ȅƻǳΩǾŜ Ƨǳǎǘ Ǝƻǘ ǘƻ Ǝƻ ŀƴŘ Řƻ ƛǘΩΦ 

 !оΩǎ ƳŀǘŜǊƛŀƭ ǇǊƻƎǊŜǎǎƛƻƴ ŀƭǎƻ ŦƻƭƭƻǿŜŘ ŀ ƪŜȅ-based approach, by carefully 

ŘŜǾŜƭƻǇƛƴƎ ΨŀǎǇŜŎǘǎ ƻŦ ǊƘȅǘƘƳ ƛƴǘŜǊǾŀƭǎ ŀƴŘ ǇƛǘŎƘ ǘƘǊƻǳƎƘ ǘƘŜ ŎƻǳǊǎŜ ƻŦ ŜŀŎƘ ōƻƻƪΩΦ 

Adaptations across the different books included increasing the length of the pieces, 

broadening and developing the written as well as the musical language, which 

ΨōŜŎƻƳŜǎ ƳƻǊŜ άŀŘǳƭǘέ ŀǎ ǿŜ ƳƻǾŜ ǘƘǊƻǳƎƘ ǘƘŜ ƎǊŀŘŜǎΩΦ CƛƴŀƭƭȅΣ !п ŜƳǇƘŀǎƛǎŜŘ ǘƘŜ 

amount of planning that went into mapping the progression of the material: ΨǘƘŜǊŜΩǎ 

a lot of planning, a greaǘ ŘŜŀƭΩΤ ΨƛǘΩǎ ǇƭŀƴƴŜŘΣ ŎƻƳǇƭŜǘŜƭȅΩΦ ¢Ƙƛǎ ǇǊƻŎŜǎǎ ƛƴǾƻƭǾŜŘ 

thinking about the musical elements of each book section/chapter, the order and 

cohesion of information, and the amount of content needed for each book. A4 also 

explained the overall focus of their three books: Book 1 focuses on reading, patterns, 

ŀƴŘ ŎƻƴŎƭǳŘŜǎ ǿƛǘƘ ΨǎƻƳŜ ǾŜǊȅ ǎƛƳǇƭŜ ƘŀƴŘǎ ǘƻƎŜǘƘŜǊΩΤ .ƻƻƪ н Ŏƻƴǘŀƛƴǎ ƪŜȅǎ ǳǇ ǘƻ ǘǿƻ 

sharps or two flats with hands playing together throughout; Book 3 experiments with 

different keys and styles, also inclǳŘƛƴƎ ΨƻǘƘŜǊ ǘǊƛŎƪǎ ǘƘŀǘ Ǉƛŀƴƛǎǘǎ ŀǊŜ ŜȄǇŜŎǘŜŘ ǘƻ ŘƻΣ 
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ƭƛƪŜ ǘǊŀƴǎǇƻǎƛǘƛƻƴ ŀƴŘ ŀŎŎƻƳǇŀƴƛƳŜƴǘΩΦ CƻǊ .ƻƻƪ о ƛƴ ǇŀǊǘƛŎǳƭŀǊΣ ǘƘŜ ŀǳǘƘƻǊ 

acknowledged that it was different to their initial plans, but its content was largely 

influenced by the publisher21. 

6.5.2.3 Creative principles and considerations  

The authors shared some of the principles underpinning their material and their 

creative process. As summarised in Table 6.2Σ ǘƘŜ ǇǊƛƳŀǊȅ ŀǊŜŀǎ ƻŦ ǘƘŜ ŀǳǘƘƻǊǎΩ 

creative principles focused on: 

(a) rhythm as a priority,  

(b) parameters relating to pitch,  

(c) considerations relating to hand position, 

(d) the use of various musical elements,  

(e) aspects linking to ensemble skills,  

(f) various considerations. 

The authors associated each principle with specific areas, which are presented in Table 

6.2 alongside quoted responses from the interviews to illustrate them to a greater 

detail: 

(a) Rhythm: prioritisation of rhythm and rhythm understanding, 

(b) Pitch: pitch representation, the connection between pitch and the 

topography22 of the keyboard, identifying patterns and processing music in 

chunks, chords, the introduction of the bass clef and a key-based progression,  

(c) Hand position: fingering, hand position changes and playing hands together, 

(d) Musical elements: character and musicality, use of musical terminology, 

articulation and dynamics, use of titles in the pieces, 

(e) Ensemble skills: accompaniment pieces and/or duets, 

 
21 Further findings relating to publishers and their involvement in the creative process are presented 
in section 6.5.5. 
22 The termǎ Ψkeyboard topographyΩ ƻǊ Ψkeyboard geographyΩ are frequently used interchangeably to 
refer to the layout of the black and white keys of the piano. The term ΨtopographyΩ ƛǎ used in the 
thesis for consistency, and to avoid potential confusion of meaning within the explanations of the 
devised book activities, particularly in the Greek versions (in Greek the two terms are not as 
ǎŜƳŀƴǘƛŎŀƭƭȅ ǊŜƭŀǘŜŘΥ ΨƎŜƻƎǊŀǇƘȅΩ ƛǎ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ ǘƘŜ ǎŎƛŜƴŎŜ ƻŦ DŜƻƎǊŀǇƘȅΣ ǿƘƛƭŜ ΨǘƻǇƻƎǊŀǇƘȅΩ Ŏŀƴ 
be used to refer to a greater range of surfaces and relevant patterns or characteristics). 
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(f) Other considerations: the length of pieces, learner age groups, the eye 

function during sight-reading, learning independence and the use of humour 

within the material. 

After Table 6.2Σ ŦǳǊǘƘŜǊ ŎƻƴǎƛŘŜǊŀǘƛƻƴǎ ǊŜƭŀǘƛƴƎ ǘƻ ǘƘŜ ŀǳǘƘƻǊǎΩ ŎǊŜŀǘƛǾŜ ǇǊƻŎŜǎǎŜǎ ŀǊŜ 

analysed in greater detail in the subsequent sections, including their approach to 

musical styles (section 6.5.2.4), their process of testing the material and collecting 

feedback (section 6.5.3), various considerations linked to the teacher and the learner 

(section 6.5.4), such as student enjoyment and their approach to evaluation, as well 

as considerations relating to publishers (section 6.5.5).
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   Table 6.2 !ǳǘƘƻǊǎΩ ŎǊŜŀǘƛǾŜ ǇǊƛƴŎƛǇƭŜǎ ŀƴŘ ŎƻƴǎƛŘŜǊŀǘƛƻƴǎ 

Creative principles Stated by Quoted responses 

R
H

Y
T

H
M 

Prioritising rhythm/  
rhythm understanding 

A1 

ΨwƘȅǘƘƳ Ƙŀǎ ǘƻ ŎƻƳŜ ŦƛǊǎǘΩΣ ΨǘƘŜ Ƴƻǎǘ ŦǳƴŘŀƳŜƴǘŀƭ ŀǎǇŜŎǘ ƻŦ {wΩΣ ΨǘƘŜ Ƴƻǎǘ ƪŜȅ ŀƴŘ ŦƛǊǎǘ 
ƛƴƎǊŜŘƛŜƴǘΩΣ Ψȅƻǳ ƘŀǾŜ ǘƻ understand it intellectually, in the mind, and you have to understand it 
ǇƘȅǎƛŎŀƭƭȅΩΣ Ψȅƻǳ ƘŀǾŜ ǘƻ ǳƴŘŜǊǎǘŀƴŘ ǇǳƭǎŜΣ ǘƘŜǊŜΩǎ ƴƻ ǉǳŜǎǘƛƻƴ ƻƴ ǘƘŀǘΩΣ ΨǘƘŜ ǊƘȅǘƘƳ ƻōǾƛƻǳǎƭȅ ƛǎ 
ǾŜǊȅ ŜǎǎŜƴǘƛŀƭΣ ǘƘŜ ǾŀƭǳŜ ƻŦ ǘƘŀǘ ƛǎ ƻǾŜǊǊƛŘƛƴƎΩ 

A2 

Ψ²Ŝ ǘǊȅ ώΧϐ ǘƻ ǇǊƛƻǊƛǘƛǎŜ ǊƘȅǘƘƳ ƻǾŜǊ ŜǾŜǊȅǘƘƛƴƎ ŜƭǎŜΩΣ ΨǊƘȅǘƘƳ ŀōǎƻƭǳǘŜƭȅ ƛǎ ǇǊƛƻǊƛǘȅ ƴǳƳōŜǊ ƻƴŜΩΣ 
ΨǊƘȅǘƘƳ ƛǎ ǘƘŜ ŜǎǎŜƴŎŜ ƻŦ ƳǳǎƛŎΩΣ ΨǿŜ Ŏŀƴ ǊŜŎƻƎƴƛǎŜ ƳǳǎƛŎ ǿƛǘƘ ǊƘȅǘƘƳ ŀƴŘ ǿƛǘƘƻǳǘ ǇƛǘŎƘΣ ōǳǘ ǿŜ 
cannot ǊŜŎƻƎƴƛǎŜ ƳǳǎƛŎ ǿƛǘƘ ǇƛǘŎƘ ŀƴŘ ǿƛǘƘƻǳǘ ǊƘȅǘƘƳΩΣ Ψȅƻǳ ƘŀǾŜ ǘƻ ǎŀŎǊƛŦƛŎŜ ǇƛǘŎƘ ŦƻǊ ǊƘȅǘƘƳ ŀƴŘ 
ƛǘΩǎ ǾŜǊȅ ŘƛŦŦƛŎǳƭǘ ŦƻǊ ǎǘǳŘŜƴǘǎ ǘƻ Řƻ ǘƘŀǘΩ 

A4 
ΨwƘȅǘƘƳ Ƴǳǎǘ ŎƻƳŜ ŦƛǊǎǘΩΣ ΨǇƭŀȅ ŀƴ ƛƴŎƻǊǊŜŎǘ ƴƻǘŜ ŀƴŘ ȅƻǳ Ƴŀȅ ƎŜǘ ŀǿŀȅ ǿƛǘƘ ƛǘΦ  Play an incorrect 
ǊƘȅǘƘƳ ŀƴŘ ŜǾŜǊȅƻƴŜ ƴƻǘƛŎŜǎΩΣ ΨƛŦ ȅƻǳ ƎŜǘ ǘƘŜ ǊƘȅǘƘƳ ǿǊƻƴƎ ώΧϐΣ ȅƻǳΩǾŜ ƘŀŘ ƛǘΩ 

P
IT

C
H 

Pitch representation 
A1 

ΨaŜƭƻŘƛŎ ƛƴƎǊŜŘƛŜƴǘǎΩΣ Ψǘƻ ƳŀƪŜ ŎƻƴƴŜŎǘƛƻƴǎ ōŜǘǿŜŜƴ ǿƘŀǘ ǿŜ ǎŜŜ ƛƴ ǘƘŜ ƴƻǘŀǘƛƻƴΣ ǘƘŜ ǇƛǘŎƘ 
ǊŜǇǊŜǎŜƴǘŀǘƛƻƴΣ ŀƴŘ Ƙƻǿ ǿŜ ǘƘŜƴ ǊŜǇƭƛŎŀǘŜ ǘƘŀǘ ǇƛǘŎƘ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴΩ όƻƴ ǘƘŜ ƛƴǎǘǊǳƳŜƴǘύ 

A2 Ψtitch ƛǎ ǘƘŜ ƴŜȄǘ ŜƭŜƳŜƴǘΩ όŀŦǘŜǊ ǊƘȅǘƘƳύΣ Ψȅƻǳ Ŏŀƴƴƻǘ ƘŀǾŜ όƳŜƭƻŘƛŎύ ǇŀǘǘŜǊƴǎ ǿƛǘƘƻǳǘ ǇƛǘŎƘΩ 

Chunking & Patterns 
A2 ΨtƛǘŎƘ ŀƴŘ ǇŀǘǘŜǊƴǎ ŀǊŜΣ ǊŜŀƭƭȅΣ ƛƴǘŜǊǘǿƛƴŜŘΩ 

A4 Ψ.ƻƻƪ мΣ L ǿŀǎ ŎƻƴŎŜƴǘǊŀǘƛƴƎ ƻƴ Ƨǳǎǘ ǘƘŜ ǊŜŀŘƛƴƎΣ ǇŀǘǘŜǊƴǎ ώΧϐΩ 

Pitch & keyboard 
topography 

A2 
ΨLǘΩǎ ƛƳǇƻǊǘŀƴǘ ǘƻ ǊŜŎƻƎƴƛǎŜ ǊŀƴŘƻƳ ƴƻǘŜǎ ŀƴŘ ǘƻ ǳƴŘŜǊǎǘŀƴŘ ǘƘŜ ǘƻǇƻƎǊŀǇƘȅ ƻŦ ǘƘŜ ƪŜȅōƻŀǊŘ ŀƴŘ ǘƻ 
ƛƴǎǘŀƴǘƭȅ ōŜ ŀōƭŜ ǘƻ Ǝƻ ǘƻ ǘƘŜ ǊƛƎƘǘ ǊŜƎƛǎǘŜǊΩ 

Chords A2 

Ψ/ƘƻǊŘǎΣ very ƛƳǇƻǊǘŀƴǘΩΣ ΨǿŜ ōǊŀƴŎƘŜŘ ƻǳǘ ŦǊƻƳ ǘƘŜ ŜȄŀƳƛƴŀǘƛƻƴ ƭƛƳƛǘŀǘƛƻƴǎΣ ōŜŎŀǳǎŜ ǿŜ ƛƴŎƭǳŘŜŘ 
ŎƘƻǊŘǎΩΣ ΨǘƘŜǊŜΩǎ no chords that are in any of the SR tests, for any of the exam boards, until about 
ƎǊŀŘŜ ŦƻǳǊ ƻǊ ŦƛǾŜΩΣ ΨǿƘƛŎƘ ƛǎ ŎǊŀȊȅΣ ōŜŎŀǳǎŜ Ǉƛŀƴƛǎǘǎ ƘŀǾŜ ǘƻ ǎƛƎƘǘ-ǊŜŀŘ ŎƘƻǊŘǎ ƛƴ ǊŜŀƭ ƭƛŦŜ ŀƭƭ ǘƘŜ ǘƛƳŜΩΣ 
Ψ¢ƘŜȅΩǊŜ ƘǳƎŜ ǇŀǊǘ ƻŦ Ǉƛŀƴƻ ǇƭŀȅƛƴƎΩΣ ΨǘƘŜ ǎŜǊƛŜǎ ƛǎ ŀŎǘǳŀƭƭȅ ǳƴƛǉue, in the way that it teaches chord 
ǊŜŀŘƛƴƎ ŀƴŘ ǘƘŜ ǿŀȅ ƛǘ ǇǊƛƻǊƛǘƛǎŜǎ ŎƘƻǊŘ ǊŜŀŘƛƴƎΩ 

Bass clef introduction A2 
Introducing the bass clef later on ƛƴ ǘƘŜ ōƻƻƪΥ ΨȅƻǳƴƎ ǾƻƛŎŜǎ ŘƻƴΩǘ ǎƛƴƎ ƛƴ ōŀǎǎ ŎƭŜŦ ŀƴŘ ǘƘŀǘ ǿŀǎ 
ōŜǎǘ ǘƻ ǎǘŀǊǘ ƛƴ ǘǊŜōƭŜ ŎƭŜŦ ōŜŎŀǳǎŜ ǘƘŀǘΩǎ ǿƘŜǊŜ ǿŜ ώȅƻǳƴƎ ǾƻƛŎŜǎϐ ǎƛƴƎΩ 
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Creative principles Stated by Quoted responses 

Key-based progression 

A2 
Ψ¢ƘŜ ŦƛǊǎǘ ōƻƻƪΣ ƛǘ ǿŀǎ Ƴƻǎǘƭȅ ƪŜȅ-ōŀǎŜŘΩΣ ΨǘƘŜ ŜŀǎƛŜǎǘ ƪŜȅ ǘƻ {w ƛƴ ǿƘŜƴ ȅƻǳ ǎǘŀǊǘ ƻŦŦ ƛǎ / ƳŀƧƻǊΩΣ ΨLǘΩǎ 
not the most ergonomic key, at all, but it is the easiest notation-ǿƛǎŜΩΣ Ψ²Ŝ ŘŜŎƛŘŜŘ ǘƻ Ǝƻ ǿƛǘƘ /Σ DΣ 
C ƳŀƧƻǊΣ ǘƘŜƴΣ ǿŜ ƛƴǘǊƻŘǳŎŜŘ ǘƘŜ ǊŜƭŀǘƛǾŜ ƳƛƴƻǊǎΩ 

A3 
Ψ¢ƘŜ ŎƻƴŎŜǇǘ ƻŦ ΨƪŜȅΩ ŀƴŘ ǘƘŜ ŦŜŜƭ ƻŦ ǘƘŜ ƴƻǘŜǎ ǳƴŘŜǊ ǘƘŜ ŦƛƴƎŜǊǎ ƛƴ sight-reading is reinforced by 
ǘŜŎƘƴƛŎŀƭ ŜȄŜǊŎƛǎŜǎΣ ƛƳǇǊƻǾƛǎŀǘƛƻƴǎΣ ŜǘŎΦΩΣ ΨǘƘŜȅ όǘƘŜ ŘƛŦŦŜǊŜƴǘ ǎŜŎǘƛƻƴǎκŀŎǘƛǾƛǘƛŜǎύ Ǉǳǘ ǎƛƎƘǘ-reading 
ƛƴǘƻ ŀ ƳƻǊŜ ƘƻƭƛǎǘƛŎ ŎƻƴǘŜȄǘΦΩ 

H
A

N
D

 P
O

S
IT

IO
N 

Fingering  A4 
ΨL ƴŜŜŘŜŘ ǘƻ ŀŘŘǊŜǎǎ ŦƛƴƎŜǊƛƴƎΣ ōŜŎŀǳǎŜ ǇŜƻǇƭŜ ŘƻƴΩǘΤ ŀƴŘ ƛǘΩǎ ƛƭƭƻƎƛŎŀƭΩΣ ΨǿƘŜǊŜ ȅƻǳ ŎŀƴΣ use the 
ŦƛƴƎŜǊƛƴƎ ƻŦ ǘƘŀǘ ǎŎŀƭŜΩ 

Hand position changes A4 
ΨL ŘƛŘƴΩǘ Ǉǳǘ both of them moving at the same time. I had one staying on a five-note position while 
ǘƘŜ ƻǘƘŜǊ ƻƴŜ ƳƻǾŜŘΤ ŀƴŘ ǘƘŜƴ ǾƛŎŜ ǾŜǊǎŀΩ 

Hands together A4 ΨDŜǘǘƛƴƎ ǘƘŜ ƘŀƴŘǎ ǘƻƎŜǘƘŜǊ ǿŀǎ ƛƳǇƻǊǘŀƴǘΩ 
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U
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A
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 E
L

E
M

E
N

T
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Character & Musicality 

A1 
Ψ/ƘŀǊŀŎǘŜǊ ƛǎ ǘƘŀǘ ŜȄǘǊŀ ŜƭŜƳŜƴǘ ǘƘŀǘ ŎƻƳŜǎ ƛƴΩΣ ΨL ǿŀƴǘ ǇŜƻǇƭŜ ǘƻ Ǉƭŀȅ ǿƛǘƘ ŎƘŀǊŀŎǘŜǊ ŀǎ ǿŜƭƭΩΣ 
ΨǎƻƳŜ ǇŜƻǇƭŜ ƳƛƎƘǘ ǎŀȅ ǘƘŀǘ ς in a sense ς ƛǘΩǎ ǘƘŜ Ƴƻǎǘ ƻǾŜǊǊƛŘƛƴƎ ŀǎǇŜŎǘΩ 

A2 Ψό²Ŝύ ǘǊȅ ǘƻ ƳŀƪŜ ǘƘŜƳ όǘƘŜ {w ǇƛŜŎŜǎύ ŀǎ ŀǊǘƛǎǘƛŎ ŀǎ ǇƻǎǎƛōƭŜΩ 

A4 
ΨaǳǎƛŎŀƭƛǘȅΩΣ ΨŀƴƻǘƘŜǊ ǇǊƛƴŎƛǇƭŜ ǘƘŀǘ LΩǾŜ ƘŀŘ ŀƭƭ ǘƘŜ ǿŀȅ ǘƘǊƻǳƎƘ ŀƭƭ ǘƘŜ ōƻƻƪǎΥ ƳŀƪŜ ƛǘ ƳǳǎƛŎŀƭΩΣ 
ΨaŀƪŜ ƛǘ ǎƻǳƴŘ ƭƛƪŜ ŀ ǊŜŀƭ ǇƛŜŎŜΣ ƴƻǘ ǎƻƳŜǘƘƛƴƎ ǘƘŀǘΩǎ ōŜŜƴ Ǉǳǘ ǘƻƎŜǘƘŜǊ ǘƻ ŎŀǘŎƘ ȅƻǳ ƻǳǘΩ 

Musical terms A4 ΨPutting musical terms all the way through and ōǳƛƭŘƛƴƎ ǳǇΩ 

Articulation & Dynamics 

A1 ΨCƻǊ ǘƘŜ ƛƴƛǘƛŀƭ ōƻƻƪǎ ς there are no markings: no dynamics, no staccatoΣ ƻǊ ŀǊǘƛŎǳƭŀǘƛƻƴΩ 

A2 

ΨLƴ ǘƘŜ ƭŀǘŜǊ ōƻƻƪǎ ǿŜΩǊŜ ōǊƛƴƎƛƴƎ ƛƴ ŘȅƴŀƳƛŎǎ ŀƴŘ ŀǊǘƛŎǳƭŀǘƛƻƴΩΣ Ψoddly, when we are SR those 
ǘƘƛƴƎǎ ƘŀǾŜ ŀ ƘƛƎƘŜǊ ǾŀƭǳŜΣ ǘƻƎŜǘƘŜǊ ǿƛǘƘ ǘƘŜ ǊƘȅǘƘƳΩΣ ΨǿƘŜƴ LΩƳ ǘŜŀŎƘƛƴƎ ώΧϐ LΩƳ ŀŎǘǳŀƭƭȅ ǎŀȅƛƴƎ ǘƻ 
ǘƘŜƳ όǎǘǳŘŜƴǘǎύ ǘƘŀǘ ǘƘŜ ƴƻǘŜǎ ŀǊŜ ōƻǘǘƻƳ ǇǊƛƻǊƛǘȅΩΣ ΨŘŜŦƛƴƛǘŜƭȅ Ǉƭŀȅ ǎƻƳŜ ƴƻǘŜǎΣ ōǳǘ άȅƻǳΩǾŜ Ǝƻǘ ǘƻ 
Řƻ ǘƘŜ ŘȅƴŀƳƛŎǎέΣ άȅƻǳΩǾŜ Ǝƻǘ ǘƻ Řƻ ǘƘŜ ŀǊǘƛŎǳƭŀǘƛƻƴέΩΣ ΨŜǾŜƴ ƳƻǊŜ ƛƳǇƻǊǘŀƴǘ ǘƘŀƴ ǘƘŜ ƴƻǘŜǎΩΣ ΨƛŦ 
ȅƻǳ ŀǊŜ ŀŎŎƻƳǇŀƴȅƛƴƎ ǎƻƳŜōƻŘȅ ŀƴŘ ȅƻǳ Ƴƛǎǎ ŀ ŘȅƴŀƳƛŎΣ ƛǘ Ŏŀƴ ōŜ ŜƳōŀǊǊŀǎǎƛƴƎΩ 
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Creative principles Stated by Quoted responses 

Titles A1 
!м ŦƻƭƭƻǿŜŘ ŜȄŀƳ ōƻŀǊŘǎΩ ŀǇǇǊƻŀŎƘ ǘƻ ǘƛǘƭŜǎ όƛƴǘǊƻŘǳŎƛƴƎ ǘƘŜƳ ƛƴ ƎǊŀŘŜ с ǊŀǘƘŜǊ ǘƘŀƴ earlier), but 
ŦƻǊ ŜŀǊƭƛŜǊ ƭŜǾŜƭǎ ǘƘŜȅ ƘŀǾŜ ǇǊƻǾƛŘŜŘ ǘƛǘƭŜǎ ƛƴ ǘƘŜ ǘŜƳǇƻ ƳŀǊƪƛƴƎǎΥ ΨL ǘƘƛƴƪ ƛǘΩǎ ǾŜǊȅ ƻŘŘ ώΧϐ ōŜŎŀǳǎŜ 
ȅƻǳƴƎŜǊ ŎƘƛƭŘǊŜƴ ƻǊ ȅƻǳƴƎŜǊ ǇƭŀȅŜǊǎ ƭƛƪŜ ǘƛǘƭŜǎΩ 
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Accompaniment pieces 

A2 
Ψ!ŎŎƻƳǇŀƴƛƳŜƴǘ ǎǘȅƭŜΩ ǇƛŜŎŜǎΣ Ψƛǘ ŜƳǇƘŀǎƛǎŜǎ ǘƘŜ ƛƳǇƻǊǘŀƴŎŜ ƻŦ ǊƘȅǘƘƳƛŎ ŦƭǳŜƴŎȅΤ ȅƻǳΩǊŜ ƴƻǿ 
ǇƭŀȅƛƴƎ ǿƛǘƘ ǎƻƳŜōƻŘȅ ŜƭǎŜ ŀƴŘ ǿƘŜƴ ȅƻǳΩǊŜ ƛƴ ŀƴ ŜƴǎŜƳōƭŜΣ ǘƘŀǘ ƛǎ ǿƘŜƴ ȅƻǳ ǊŜŀƭƛǎŜ άL ŎŀƴΩǘ ǎǘƻǇΣ 
L ƘŀǾŜ ǘƻ ƪŜŜǇ ƎƻƛƴƎέΩ 

A4 
Ψ¢ƘŜȅ όƭŜŀǊƴŜǊǎύ ŀǊŜ ƳƻǊŜ ƭƛƪŜƭȅ ǘƻ ōŜ ŀǎƪŜŘ ǘƻ ŀŎŎƻƳǇŀƴȅΦ .ǳǘ ǿŜ Řƻ ƴƻǘ ǘŜŀŎƘ ǘƘŜƳΩΣ ΨL ǘƘƻǳƎƘǘ 
ώΧϐ άƘŀǾŜ ŀ Ǉƛŀƴƻ ǇŀǊǘ ǘƘŀǘΩǎ ŜŀǎȅΤ ƘŀǾŜ ŀ ǇŀǊǘ ǘƘŀǘ ǘƘŜ Ǉƛŀƴƻ ǘŜŀŎƘŜǊ Ŏŀƴ Ǉƭŀȅ ƻǾŜǊ ǘƘŜ ǘƻǇΦ {ƻΣ 
ǘƘŜȅ ƎŜǘ ǳǎŜŘ ǘƻ ōƻǘƘ ǎŜŜƛƴƎ ǘƘŜ ǘƘƛǊŘ ǎǘŀǾŜ ŀƴŘ ŦƻƭƭƻǿƛƴƎ ǎƻƳŜǘƘƛƴƎ ŜƭǎŜΩ 

Duets 

A1 

ΨLΩǾŜ ƻƴƭȅ ŘƻƴŜ ǘǿƻ ōƻƻƪǎ ƻŦ {w ŘǳŜǘǎΩΣ ΨǇƭŀȅƛƴƎ ƳǳǎƛŎ ǿƛǘƘ ǎƻƳŜƻƴŜ ŜƭǎŜ ƛǎ ƭƻǾŜƭȅΩΣ Ψƛƴ Ƴȅ {w ŘǳŜǘǎ 
ǘƘŜ ǘŜŀŎƘŜǊΩǎ ǇŀǊǘΣ ώΧϐ ǳǎǳŀƭƭȅ ǘƘŜ ƭƻǿŜǊ ǇŀǊǘΣ is a bit more interesting and so it makes simple 
ƳŜƭƻŘƛŜǎ ǎƻǳƴŘ ǿƻƴŘŜǊŦǳƭΣ ǊŜŀƭƭȅ ƛƴǘŜǊŜǎǘƛƴƎ ŀƴŘ ŎƘŀǊŀŎǘŜǊŦǳƭΩΣ Ψƛǘ ƘŜƭǇǎ ȅƻǳ ǘƻ ƳƻǾŜ ŦƻǊǿŀǊŘ ŀƭƭ 
ǘƘŜ ǘƛƳŜΣ ŀǎ ƭƻƴƎ ŀǎ ƛǘ ŘƻŜǎƴΩǘ ǎǘǊŜǎǎ ȅƻǳΩ 

A3 Ψ±ŜǊȅ ǳǎŜŦǳƭΦ IŜƭǇǎ ǘƻ ƪŜŜǇ ǘƘŜ ƳǳǎƛŎ ƳƻǾƛƴƎΩ 

A4 

ΨL love ǇƭŀȅƛƴƎ ŘǳŜǘǎΩΣ Ψȅƻǳ ƘŀǾŜ ǘƻ ƭƛǎǘŜƴ ǘƻ ŜŀŎƘ ƻǘƘŜǊΩΣ ΨǿŜ Ǉƛŀƴƛǎǘǎ ŀǊŜ ōŀŘΣ ǿŜ ǎƭƻǿ ŘƻǿƴΣ ǿŜ 
ǎǘƻǇΤ ǿŜ ƳŀƪŜ ŀ ƳƛǎǘŀƪŜ ŀƴŘ ǿŜ ǘƘƛƴƪ ƛǘΩǎ ŀǿŦǳƭ ŀƴŘ ǘƘŜƴ ǿŜ ƘŀǾŜ ǘƻ Ǝƻ ōŀŎƪ ŀƴŘ Ǉǳǘ ƛǘ ǊƛƎƘǘΧΦōǳǘ 
ƛŦ ȅƻǳΩǊŜ ǇƭŀȅƛƴƎ ǿƛǘƘ Ƨǳǎǘ ƻƴŜ ƻǘƘŜǊ ǇŜǊǎƻƴΣ ȅƻǳΩǾŜ Ǝƻǘ ǘƻ keep goingΤ ȅƻǳΩǾŜ Ǝƻǘ ǘƻ listenΤ ȅƻǳΩǾŜ 
Ǝƻǘ ǘƻ ōŜ ƻƴ ǘƘŜ ǎŀƳŜ ǿŀǾŜƭŜƴƎǘƘ ŀǎ ǘƘŀǘ ǇŜǊǎƻƴ ǘƻ ōŜ ǎȅƳǇŀǘƘŜǘƛŎ ǘƻ ǿƘŀǘ ǘƘŜȅΩǊŜ ŘƻƛƴƎΩ 
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 Length of pieces A1 ΨhƴŜ ǎǘŀǊǘǎ ǿƛǘƘ ǉǳƛǘŜ ǎƘƻǊǘ ŜȄŜǊŎƛǎŜǎ ŀƴŘ ƎǊŀŘǳŀƭƭȅ ƎŜǘǎ ƭƻƴƎŜǊΩ 

Age groups A1 

Ψ¢Ǌȅ ŀƴŘ ƳŜŜǘ ǿƛǘƘ ǇŜƻǇƭŜΩǎ ƛƴǘŜƭƭŜŎǘǳŀƭ ŀōƛƭƛǘȅ ǘƻ ǎǳǎǘŀƛƴ ŎƻƴŎŜƴǘǊŀǘƛƻƴΩΣ ΨȅƻǳƴƎ ŎƘƛƭŘǊŜƴ ƘŀǾŜ ǾŜǊȅ 
ǎƘƻǊǘ ŎƻƴŎŜƴǘǊŀǘƛƻƴ ǎǇŀƴǎΩΣ ΨǿŜ ŘŜǎƛƎƴŜŘ ǘƘŀǘ όǇǊŜǇŀǊŀǘƻǊȅ ōƻƻƪύ ŦƻǊ ǘƘŜ ȅƻǳƴƎŜǊ ŀƎŜ ƎǊƻǳǇΩΣ ΨǘƘŜ 
ƘƛƎƘŜǊ ƭŜǾŜƭǎ ώΧϐ ŎƻǳƭŘ ōŜ ŀƴȅ ŀƎŜΩΣ ǘƘŜ ƎǊŀŘŜ ōƻƻƪǎΥ ŦƻǊ Ψŀ ƭŜǎǎ ǎǇŜŎƛŦƛŎ ŀƎŜ ǊŀƴƎŜΣ ŦƻǊ ŀƴȅƻƴŜ 
ǊŜŀƭƭȅΩ 

Eye-function A1 ΨIƻǿ ȅƻǳ ǳǎŜ ȅƻǳǊ ŜȅŜǎΣ ǿƘŀǘ ȅƻǳΩǊŜ ƭƻƻƪƛƴƎ ŀǘΣ Ƙƻǿ ǉǳƛŎƪƭȅ ȅƻǳ Ŏŀƴ ǇǊƻŎŜǎǎ ƛƴŦƻǊƳŀǘƛƻƴΩ 
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Creative principles Stated by Quoted responses 

Independence A1 
Ψ¢ǊȅƛƴƎ ǘƻ ƎŜǘ ƭŜŀǊƴŜǊǎ ǘƻ Řƻ ǿƘŀǘ L ǘƘƛƴƪ ǘƘŜȅ ǎƘƻǳƭŘ Řƻ ǿƘŜƴ ǘƘŜƛǊ ǘŜŀŎƘŜǊ ƛǎ ƴƻǘ ǘƘŜǊŜΩΣ ΨǘƘŜ Ƴƻǎǘ 
ƛƳǇƻǊǘŀƴǘ ŀǎǇŜŎǘ ƻŦ ǇǊŀŎǘƛŎŜ ώΧϐ ƛǎ ǘƘŀǘ ƛƴ ȅƻǳǊ ƘŜŀŘ ȅƻǳΩǊŜ ƘŀǾƛƴƎ ŀ ŘƛǎŎǳǎǎƛƻƴ ώΧϐ ǿƛǘƘ ȅƻǳǊǎŜƭŦΩ 

Humour A1 
ΨIǳƳƻǳǊ ƛǎ ŀ ǾŜǊȅ ƛƳǇƻǊǘŀƴǘ ŀǎǇŜŎǘ ŦƻǊ ƳŜΩΣ ΨƭƛŦŜ Ŏŀƴƴƻǘ ŜȄƛǎǘ ǿƛǘƘƻǳǘ ƘǳƳƻǳǊΩΣ ΨLΩǾŜ ǘǊƛŜŘ ǘƻ Ǉǳǘ ŀǘ 
least one joke on ŜǾŜǊȅ ǇŀƎŜΩΣ ΨǘƘŜǊŜ Ƙŀǎ ǘƻ ōŜ ǎƻƳŜǘƘƛƴƎ ǘƘŀǘ ǿƛƭƭ ƳŀƪŜ ǎƻƳŜƻƴŜ ǎƳƛƭŜΩΣ 
ΨǎƻƳŜǘƘƛƴƎ ǘƘŀǘ ǿƛƭƭ ƳŀƪŜ ȅƻǳ ƭŀǳƎƘΤ ƻǊ ŀ ōƛǘ Ŧǳƴƴȅ ŀƴȅǿŀȅΩΣ ΨǘƘŀǘΩǎ ŀ ŎǊƛǘŜǊƛƻƴ ŦƻǊ ƳŜΩ 
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6.5.2.4 Approaching musical styles  

The authors referred to their approach to different musical styles when composing 

sight-reading pieces. Varied approaches to style, both similar and contrasting, were 

expressed by the authors. A1 described their sight-ǊŜŀŘƛƴƎ ǇƛŜŎŜǎ ŀǎ ΨŦŀƛǊƭȅ ōƭŀƴŘΩΣ 

ǇŀǊǘƛŎǳƭŀǊƭȅ ƛƴ ǘƘŜ ōŜƎƛƴƴƛƴƎΦ ¢ƘŜȅ ŜȄǇƭŀƛƴŜŘ ǘƘŀǘ ǘƘƛǎ ǿŀǎ ŘǳŜ ǘƻ ΨǿǊƛǘƛƴƎ Ƨǳǎǘ ǾŜǊȅ 

simple constructions to get cƘƛƭŘǊŜƴ ǘƻ ǊŜǎǇƻƴŘ ŀƴŘ ǳƴŘŜǊǎǘŀƴŘΩΦ To overcome this, 

they endeavoured to also make their sight-ǊŜŀŘƛƴƎ ŎƻƳǇƻǎƛǘƛƻƴǎ Ψŀ ōƛǘ ƛƳŀƎƛƴŀǘƛǾŜΩ ōȅ 

varying styles, for example by compƻǎƛƴƎ Ψƛƴ ǘƘŜ ǎǘȅƭŜ ƻŦ aƻȊŀǊǘΩ ƻǊ ƻǘƘŜǊ ŎƻƳǇƻǎŜǊǎΣ 

ŀǎ ǿŜƭƭ ŀǎ ƛƴ ǘƘŜƛǊ ƻǿƴ ǎǘȅƭŜΦ ¢ƘŜȅ ŎƻƴŎƭǳŘŜŘ ōȅ ŜȄǇǊŜǎǎƛƴƎ ǘƘŜ ǘƘƻǳƎƘǘ ǘƘŀǘ Ψȅƻǳ ƘŀǾŜ 

ǘƻ ōŜ ŦŀƛǊƭȅ ōƭŀƴŘ ƻƴ ǘƘŜ ǿƘƻƭŜΣ ŎŜǊǘŀƛƴƭȅ ǘƻ ōŜƎƛƴ ǿƛǘƘΦ .ƭŀƴŘ ōǳǘ ƛƳŀƎƛƴŀǘƛǾŜΦΩΦ  

 A2 and their co-ŀǳǘƘƻǊ ŀǇǇǊƻŀŎƘŜŘ ǎǘȅƭŜǎ ƭŀǊƎŜƭȅ ōŀǎŜŘ ƻƴ ŜȄŀƳ ōƻŀǊŘǎΩ 

ǎǇŜŎƛƳŜƴ ōƻƻƪǎΣ ōȅ ǘǊȅƛƴƎ ǘƻ ΨŜƳǳƭŀǘŜΩ ǘƘŜ ŦŜŀǘǳǊŜŘ ǎǘȅƭŜǎΥ ΨǿŜ ƭƛǘŜǊŀƭƭȅ ƘŀŘ ǘƻ ƭƻƻƪ ŀǘ 

all the specimen books and include the pieces that were in that style so that they 

(students) cƻǳƭŘ ōŜ ǇǊŜǇŀǊŜŘ ŦƻǊ ŜȄŀƳǎΩΦ IƻǿŜǾŜǊΣ ǘƘŜƛǊ Ƴŀƛƴ ǇǳǊǇƻǎŜ ŀŦǘŜǊ ǇƭŀƴƴƛƴƎ 

the musical content of each sight-ǊŜŀŘƛƴƎ ǇƛŜŎŜ ǿŀǎ ǘƻ ΨǘǊȅ ǘƻ ƳŀƪŜ ǘƘŜƳ ŀǎ ŀǊǘƛǎǘƛŎ ŀǎ 

ǇƻǎǎƛōƭŜΩΦ !н ŦŜƭǘ ōǳǘ ǘƘŜȅ ǿŜǊŜ ǊŀǘƘŜǊ ΨƭƛƳƛǘŜŘΩ ƛƴ ǎǘȅƭŜ ǿƘŜƴ ǘƘŜȅ ǳǎŜŘ ǘƛƳŜ ǎƛƎƴŀǘǳǊŜǎ 

such as 2/4, 3/4, or 4/4, but compound and more complex time signatures (like 7/8) 

gave them the opportunity to experiment and to also create more variety in terms of 

ƘŀǊƳƻƴȅΣ ǘƘǳǎ ΨƳƻǾƛƴƎ ǎǘǳŘŜƴǘǎ ǘƻǿŀǊŘǎ ŀ ƳƻǊŜ ŎƻƴǘŜƳǇƻǊŀǊȅ ǎǘȅƭŜΩΦ 

 CƻǊ !оΣ ǘƘŜ ΨǎǘŀǊǘƛƴƎ ǇƻƛƴǘΩ ŦƻǊ ŜǾŜǊȅ ǎƛƎƘǘ-reading piece in their graded books 

ǿŀǎ ǘƘŜ ǘƛǘƭŜΣ ǿƘƛŎƘ ΨŘŜǘŜǊƳƛƴŜǎ ǘƘŜ ƳǳǎƛŎŀƭ ŎƘŀǊŀŎǘŜǊ ŀƴŘ ƘƻǇŜŦǳƭƭȅ ƳŀƪŜǎ ǘƘŜ ǇƛŜŎŜ 

ƻŦ ƳƻǊŜ ƛƴǘŜǊŜǎǘ ǘƻ ǘƘŜ ǇǳǇƛƭΩΦ In contrast to A1, who felt that sight-reading pieces 

ƴŜŜŘŜŘ ǘƻ ōŜ ǎƻƳŜǿƘŀǘ ΨōƭŀƴŘΩΣ !о ŎƭŀƛƳŜŘ ǘƘŀǘ ǘƘŜȅ ΨƭƛƪŜ ǘƻ ǿǊƛǘŜ ǇƛŜŎŜǎ ǿƘƛŎƘ ǎƘƻǿ 

ƳǳǎƛŎŀƭƛǘȅΩ ǿƘƛƭŜ ŀƭǎƻ ǳǎƛƴƎ ǘƘŜ ŀǇǇǊƻǇǊƛŀǘŜ ǘŜŎƘƴƛŎŀƭ ŜƭŜƳŜƴǘǎ ŦƻǊ ŜŀŎƘ ƭŜǾŜƭΦ CƻǊ !оΣ 

sight-reading pieces provide ŀƴ ƻǇǇƻǊǘǳƴƛǘȅ Ψǘƻ ŜȄǇƭƻǊŜ ŀ ǿƛŘŜ ǊŀƴƎŜ ƻŦ ǎǘȅƭŜǎ ŀƴŘ 

musƛŎŀƭ ǇŜǊƛƻŘǎΩΣ ǿƛǘƘ ǊŜƭŜǾŀƴŎŜ ǘƻ ǘƘŜ ƭŜŀǊƴŜǊǎΩ ƳǳǎƛŎŀƭ ŜȄǇŜǊƛŜƴŎŜǎΦ  

Similar views were expressed by A4, who ŎƭŀƛƳŜŘ ǘƘŀǘ ǘƘŜȅ ƘŀǾŜ ǘǊƛŜŘ ǘƻ ΨǾŀǊȅ 

ǎǘȅƭŜǎΩ ƻŦ ǘƘŜƛǊ ǎƛƎƘǘ-ǊŜŀŘƛƴƎ ǇƛŜŎŜǎ ΨǉǳƛǘŜ ŀ ƭƻǘΩΦ CƻǊ !пΣ ƛǘ ǿŀǎ ƴŜŎŜǎǎŀǊȅ ǘƻ ŎƻƳǇƻǎŜ 

ƳǳǎƛŎ ǘƘŀǘ ǿƻǳƭŘ ŦŜŜƭ ΨƭƛƪŜ ƻǘƘŜǊ Ǉƛŀƴƻ ƳǳǎƛŎΩ ŀƴŘ ǘƘŜǊŜŦƻǊŜ ƛǘ ǿƻǳƭŘ ōŜ ǊŜƭŀǘŀōƭŜ ǘƻ 

the learners and feel familiar. A4 also expressed strong feelings towards specimen 

sight-reading books and other resources which include music that feels meaningless, 

stating: ΨL Ŏŀƴϥǘ ǎǘŀƴŘ ǎǇŜŎƛƳŜƴ ǎƛƎƘǘ-reading books and a lot of the stuff that's out 
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ǘƘŜǊŜ L Ŏŀƴϥǘ ǎŜŜ ǘƘŜ Ǉƻƛƴǘ ƻŦΩ, while ŀǊƎǳƛƴƎ ǘƘŀǘ ΨǘƘŜȅ ǎƘƻǳƭŘ ōŜ ǇǊƻǇŜǊ ƭƛǘǘƭŜ ǇƛŜŎŜǎΣ 

ŀƴŘ ƴƻǘ ŜȄŜǊŎƛǎŜǎΩΦ CƻǊ !п ŎƻƳǇƻǎƛƴƎ ǎƛƎƘǘ-ǊŜŀŘƛƴƎ ǇƛŜŎŜǎ ƛƴ ŘƛŦŦŜǊŜƴǘ ǎǘȅƭŜǎ ǿŀǎ ΨŦǳƴ 

ǘƻ ŘƻΩ ŀƴŘ ŦŜƭǘ ƭƛƪŜ ΨōƻǊǊƻǿƛƴƎ ǎǘȅƭŜǎΩ ŦǊƻƳ ŎƻƳǇƻǎŜǊǎ ŀƴŘ ŦǊƻƳ ƳǳǎƛŎ ǿƘƛŎƘ ƭŜŀǊƴŜǊǎ 

are likely to be familiar with.  

Finally, the authors reflected on the extent to which they have utilised material 

or other elements of cultural reference in their publications. All authors explained that 

their material is addressed to the Western/European/classical style and Western 

notation. A3 referred to the inclusion of jazz elements in their material, and A2 to an 

accompaniment-ǎǘȅƭŜ ǇƛŜŎŜ ǿƛǘƘ ŀ ΨǊŜƎƎŀŜΩ ŀƴŘ ΨǇǳƴƪΣ ƘŜŀǾȅ ǊƻŎƪ ώΧϐ ŀƭƭǳǎƛƻƴΩΣ ŀǎ ǿŜƭƭ 

as to some use of modes. A2 further acknowledged the value of musical material with 

cǳƭǘǳǊŀƭ ǊŜŦŜǊŜƴŎŜǎΣ ŜȄǇƭŀƛƴƛƴƎ ǘƘŀǘ ǘƘŜȅ ǳǎŜ ǎǳŎƘ ƳǳǎƛŎ όƻŦ ŎǳƭǘǳǊŀƭ ǊŜƭŜǾŀƴŎŜύ Ψŀƭƭ ǘƘŜ 

ǘƛƳŜΩ ǿƘƛƭŜ ǘŜŀŎƘƛƴƎ ōȅ ǊƻǘŜΣ ΨōŜŎŀǳǎŜ ƛǘϥǎ ƳǳŎƘ ŜŀǎƛŜǊΩΦ !п ŀƭǎƻ ǊŜŎƻƎƴƛǎŜŘ ǘƘŜ ǾŀƭǳŜ 

of culturally relevant material, although they have not used such material in their 

ǇǳōƭƛŎŀǘƛƻƴǎ ŀƴŘ ŜȄǇƭŀƛƴŜŘ ǘƘŜƛǊ ŀǇǇǊƻŀŎƘ ƻŦ ǿŀƴǘƛƴƎ ǘƻ ΨƳŀƪŜ ŜǾŜǊȅǘƘƛƴƎ ώΧϐ ƭƛƪŜ 

ƻǘƘŜǊ Ǉƛŀƴƻ ƳǳǎƛŎΣ ǎƻ ǘƘŀǘ ŜǾŜǊȅǘƘƛƴƎ ŀōƻǳǘ ƛǘ ƛǎ ŦŀƳƛƭƛŀǊΩΦ {ƛƳƛƭŀǊƭȅΣ !о ǎǳǇǇƻǊǘŜŘ ǘƘŀǘ 

sight-ǊŜŀŘƛƴƎ ƳŀǘŜǊƛŀƭ ΨǊŜŀƭƭȅ ƴŜŜŘǎ ǘƻ ōŜ ƛƴ ǘƘŜ ǎŀƳŜ ƪƛƴŘ ƻŦ ǎǘȅƭŜǎ ǘƘŀǘ ǘƘŜ Ǉupil is 

ƻǘƘŜǊǿƛǎŜ ǇƭŀȅƛƴƎΩ ŀƴŘ ǎƘŀǊŜŘ ǘƘŜ ōŜƭƛŜŦ ǘƘŀǘ ΨŦƻƭƪ ƳŀǘŜǊƛŀƭ ŎƻǳƭŘ Řƻ ǘƘƛǎΩΣ ŀƭǘƘƻǳƎƘ 

they did not utilise such elements in their publications. 

6.5.3 Testing and feedback  

The authors were asked if they followed any process of pilot testing of their sight-

reading material prior to publication. All authors test the material by trying it with 

their pupils (A1, A2), by sharing it with colleagues to try it with their pupils (A1, A2, 

A3), or by collecting feedback from other musicians and teachers (A3, A4). Two 

ǇŀǊǘƛŎƛǇŀƴǘǎ ŀƭǎƻ ǊŜŦŜǊǊŜŘ ǘƻ ǇŜƻǇƭŜ ǿƘƻ ŀŎǘ ŀǎ ΨŀŘǾƛǎŜǊǎΩΥ !о ǊŜŎŜƛǾŜǎ ŦŜŜŘōŀŎƪ ŦǊƻƳ 

ΨǎǇŜŎƛŀƭƛǎǘ ŀŘǾƛǎŜǊǎΩ ƻƴ ΨǎŀƳǇƭŜ ǇŀƎŜǎΩ ǿƘŜƴ ǿǊƛǘƛƴƎ ǎƛƎƘǘ-reading material for exam 

boards; A4 also had a trustworthy advisor who reviews their material and provides 

ŦŜŜŘōŀŎƪΦ CƻǊ !пΣ ǘŜǎǘƛƴƎ ƛǎ ǾŜǊȅ ƛƳǇƻǊǘŀƴǘΣ ŀǎ ǘƘŜȅ ōŜƭƛŜǾŜŘ ǘƘŀǘ Ψȅƻǳ ƴŜŜŘ ǘƻ ōƻǳƴŎŜ 

ƛǘ όǘƘŜ ƳŀǘŜǊƛŀƭύ ƻŦŦ ǿƛǘƘ ƻǘƘŜǊ ǇŜƻǇƭŜ ŀǎ ǿŜƭƭΩΦ  

A1 and A2 shared further details on their process and what they explore 

through the testing. More specifically, A1 tests their material by trying it with their 

ǇǳǇƛƭǎ ŀǎ ǿŜƭƭ ŀǎ ǿƛǘƘ ŎƻƭƭŜŀƎǳŜǎΩ ǇǳǇƛƭǎΦ ¢ƘŜȅ ŀƭǎƻ ŘƛǎŎǳǎǎ ǘƘŜƛǊ ƳŀǘŜǊƛŀƭ ǿƛǘƘ ƻǘƘŜǊ 
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teachers and pianist friends, in order to realise if it works, or if it needs to be further 

improved. A1 then appraises the received feedback and makes decisions concerning 

what they would need to change or not. As A1 explained, this process would enable 

ǘƘŜƳ Ψto think it (what the feedback highlighted) through again and I might change it, 

ƻǊ L ƳƛƎƘǘ ƴƻǘ ŎƘŀƴƎŜ ƛǘΩΦ ¢ƘŜƛǊ ŀǘǘƛǘǳŘŜ ǘƻǿŀǊŘǎ ƴŜƎŀǘƛǾŜ ŎƻƳƳŜƴǘǎ ƛǎ ǊŜŦƭŜŎǘƛǾŜΣ ōǳǘ 

ǘƘŜȅ ŀƭǎƻ ǎƘƻǿ ŎƻƴŦƛŘŜƴŎŜ ƛƴ ǘƘŜ ǾŀƭǳŜ ƻŦ ǘƘŜƛǊ ǿƻǊƪΥ ΨƧǳǎǘ ōŜŎŀǳǎŜ ǎƻƳŜƻƴŜ ŘƻŜǎƴϥǘ 

ƭƛƪŜ ƛǘ ώΧϐΣ ƛǘ ŘƻŜǎƴϥǘ ƳŜŀƴ ǘƘŀǘ ƛǘϥǎ ƴƻǘ ƎƻƻŘΣ ƻǊ ǘƘŀǘ ƛǘ ŘƻŜǎƴϥǘ ƘŀǾŜ ǘƘŜ ŀǇǇǊƻǇǊƛŀǘŜ 

ǇŀǊǘ ǘƻ Ǉƭŀȅ ƛƴ ǘƘŀǘ ǇǊƻƎǊŜǎǎƛƻƴΩΦ  

!н ŘŜǎŎǊƛōŜŘ ǘƘŜƛǊ ǇǊƻŎŜǎǎ ƻŦ Ǉƛƭƻǘ ǘŜǎǘƛƴƎ ŀǎ ΨƎƻƭŘΣ ōŜŎŀǳǎŜ ȅƻǳ ŦƛƎǳǊŜ ƻǳǘ ǿƘŀǘ 

ǿƻǊƪǎ ŀƴŘ ǿƘŀǘ ŘƻŜǎƴϥǘΩΦ ¢Ƙƛǎ ŀǳǘƘƻǊ ŀƴŘ ǘƘŜƛǊ Ŏƻ-author also use the material with 

pupils and seek feedback from colleagues. This may concern progression, to check that 

the musical elements and the criteria are aligned. As they stated, there were occasions 

where ΨǿŜ ǊŜŀƭƛǎŜŘ ǘƘŀǘ ώΧϐ ǿŜϥǾŜ Ǝƻǘ ŀ ǇƛŜŎŜ ƛƴ ǘƘŜǊŜ ƛƴ ǘƘŜ ƳŀƧƻǊ ŀƴŘ ǿŜ ƘŀǾŜƴϥǘ 

ƛƴǘǊƻŘǳŎŜŘ ǘƘŜ ƳŀƧƻǊ ȅŜǘΣ ƻǊ ώΧϐ ǘƘŜ ǊŀƴƎŜ ƛǎ ǘƻƻ ƘƛƎƘΣ ǿŜ ƘŀǾŜƴϥǘ Ǝƻǘ ǘƘŜǊŜ ȅŜǘΩ. 

Repeated material or potential gaps could be identified, for example by realising ΨŘƻ 

ȅƻǳ ǊŜŀƭƛǎŜ ǘƘŜǊŜϥǎ ŦƻǳǊ ǇƛŜŎŜǎ ƛƴ сκу ƛƴ ǘƘƛǎ ƭŜǾŜƭΚΩΣ ƻǊ ΨǿŜ ƘŀǾŜƴϥǘ ŘƻƴŜ ! ƳƛƴƻǊ ŦƻǊ 

ŀƎŜǎΗΩ. Finally, pilot testing could contribute to gaining insights towards the level of 

difficulty of the musical examples. As A2 ǎǘŀǘŜŘΥ ΨƛŦ ƳƻǊŜ ǘƘŀƴ ǘƘǊŜŜ ǎǘǳŘŜƴǘǎ ƘŀŘ 

ŘƛŦŦƛŎǳƭǘȅ ǿƛǘƘ ŀƴ ŜȄŀƳǇƭŜΣ ǿŜ ǎƛƳǇƭȅ Ƨǳǎǘ ŎƘŀƴƎŜŘ ǘƘŜ ŜȄŀƳǇƭŜΣ ǎƛƳǇƭƛŦƛŜŘ ƛǘΧ ǘƘŜǊŜ ƛǎ 

ƴƻ Ǉƻƛƴǘ ƛƴ ŘƻƛƴƎ ǘƘƛƴƎǎ ǘƘŀǘ ǿŜǊŜ ǘƻƻ ƘŀǊŘΩΦ 

6.5.4 Considerations for the teacher and the learner  

The authors also considered parameters relating to the teachers and the learners. 

Such parameters included the provision of guidance to the teachers through their 

material, the potential of promoting further musical skills beyond sight-reading, as 

well as elements which might make their books appealing to learners, and aspects 

promoting independent learning. 

6.5.4.1 Considerations for the teacher  

Authors A1 and A2 reflected upon the provision of guidance for teachers. As both 

authors stated, their sight-reading publications do not include specific guidance or 

instructions to the teachers but are more focused on the students using the material. 

For !нΣ ΨǘƘŜ ōƻƻƪǎ ǘƘŜƳǎŜƭǾŜǎ ŀǊŜ ŀƛƳŜŘ ŀǘ ǘƘŜ ǎǘǳŘŜƴǘǎΩ ŀƴŘ ǘƘƛǎ ŀǳǘƘƻǊ ǳǎǳŀƭƭȅ 
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shares advice with teachers in sight-reading workshops, while A1 has produced an 

additional publication for teachers including more sight-reading exercises and detailed 

text where the author shares advice on how to teach sight-reading effectively.  

 Authors also referred to elements to make their material user-friendly. For A1, 

the very gradual progression of the material makes it friendly to use, both for the 

teacher and the learner, while A2 believes that teachers may find the prioritisation of 

ǊƘȅǘƘƳ ǇŀǊǘƛŎǳƭŀǊƭȅ ǳǎŜŦǳƭΣ ŀǎ ǿŜƭƭ ŀǎ ǘƘŜ ΨǳƴƛǉǳŜΩ ǇŜǊǎǇŜŎǘƛǾŜ ƻŦ ǘƘŜƛǊ ǎƛƎƘǘ-reading 

material in terms of promoting the teaching of chords. For A3, the key-based approach 

of their books, containing different activities in each key, is an element which other 

teachers would appreciate alongside the material progression. A4 did not refer to any 

particular considerations for the teachers; however, they acknowledged that the 

ǇƛŀƴƛǎǘǎΩ ƴŜŜŘ ǘƻ ŘŜǾŜƭƻǇ ŀ ǿƛŘŜ ǊŀƴƎŜ ƻŦ ƳǳǎƛŎŀƭ ǎƪƛƭƭǎ όǇŜǊƘŀǇǎ ǿƛŘŜǊ ǘƘŀƴ ƻǘƘŜǊ 

instrumentalists, such as accompanying or transposition), could be a challenge with 

implications for both teachers and learners. As A4 stated, ΨǿŜ ŀǊŜ ŀǎƪŜŘ ǘƻ Řƻ ŦŀǊ 

ƳƻǊŜΣ ŀǎ ǇƛŀƴƛǎǘǎΣ ǘƘŀƴ ŀƴȅōƻŘȅ ŜƭǎŜΩΦ CƛƴŀƭƭȅΣ ŀƭǘƘƻǳƎƘ !м ŘƻŜǎ ƴƻǘ ōŜƭƛŜǾŜ ǘƘŀǘ ǘƘŜƛǊ 

sight-reading book could be used as a method book exclusively, as it does not teach 

ƛƴǎǘǊǳƳŜƴǘŀƭ ǘŜŎƘƴƛǉǳŜΣ ǘƘŜȅ ŦŜŜƭ ǘƘŀǘ ƛǘ ŎƻǳƭŘ ōŜ ǳǎŜŘ ŀǎ Ψŀ ǇǊƻƎǊŜǎǎƛǾŜ ǿŀȅ ŦƻǊǿŀǊŘΩΣ 

as it promotes several important musical skills, such as rhythm, note reading and 

playing with character. 

6.5.4.2 Student enjoyment, independent learning and writing style  

The authors reflected on considerations for learners using their material, relating to 

enjoyment, motivation and confidence, learning independence and writing style. 

 A1 and A4 emphasised the importance of linking sight-ǊŜŀŘƛƴƎ ǿƛǘƘ ƭŜŀǊƴŜǊǎΩ 

sense of achievement and enjoyment. Specifically, A1 expressed the belief that the 

gradual progression of their material makes sight-reading tasks achievable for the 

learner and thus can enhance their motivation while also enabling progress: ΨL ƎŜǘ ƛǘΣ 

ǎƻ L ƳƻǾŜ ƻƴΩ. !м ŀƭǎƻ ŎƭŀƛƳŜŘ ǘƘŀǘ ǘƘŜ ƎǊŀŘǳŀƭ ǇǊƻƎǊŜǎǎƛƻƴ Ŏŀƴ ŎƻƴǘǊƛōǳǘŜ ǘƻ ǇǳǇƛƭǎΩ 

confidence and sense of self-ǿƻǊǘƘ ǿƘƛŎƘ ǘƘŜȅ ǇŜǊŎŜƛǾŜ ŀǎ ΨƘǳƎŜƭȅ ƛƳǇƻǊǘŀƴǘΩΦ !ǎ !м 

ǎǘŀǘŜŘΣ ǘƘŜƛǊ ƳŀǘŜǊƛŀƭ ƛǎ ΨǾŜǊȅ ǇǊƻƎǊŜǎǎƛǾŜΣ ǎƻ ƛǘ ƎƛǾŜǎ ǘƘŜ ǎŜƴǎŜ ƻŦ ŎƻƴŦƛŘŜƴŎŜΣ ǎŜƭŦ-

worth and theƴ ƳƻǘƛǾŀǘƛƻƴ ǘƻ ƳƻǾŜ ƻƴΩΦ !м ŘƻŜǎ ƴƻǘ ǎǳǇǇƻǊǘ ǘƘŀǘ ǎƛƎƘǘ-reading is 

ΨƛƴƘŜǊŜƴǘƭȅ ŘƛŦŦƛŎǳƭǘΩΤ ƛƴ ŦŀŎǘΣ ǘƘŜȅ ŜȄǇǊŜǎǎŜŘ ǎǘǊƻƴƎ ŦŜŜƭƛƴƎǎ ŀōƻǳǘ ǘƘŜ ǇƻǘŜƴǘƛŀƭ ƻŦ 
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sight-reading and sight-reading teaching to become an enjoyable process: ΨƻŦ ŎƻǳǊǎŜ 

sight-reading can be enjoyable! And teaching sight-ǊŜŀŘƛƴƎ Ŏŀƴ ōŜ ŜƴƧƻȅŀōƭŜΩΦ 

¢ƘŜǊŜŦƻǊŜΣ !м ǾƛŜǿǎ ǘƘŜ ǘŜŀŎƘŜǊΩǎ ŀǇǇǊƻŀŎƘ ŀǎ ŎǊǳŎƛŀƭ ƛƴ ƳŀƪƛƴƎ ǎƛƎƘǘ-reading an 

enjoyable part of the lesson. This is aligned with their expressed creative 

criterion/principle about the importance of humour, and their effort to include 

ΨǎƻƳŜǘƘƛƴƎ ǘƘŀǘ ǿƛƭƭ ƳŀƪŜ ȅƻǳ όǘƘŜ ƭŜŀǊƴŜǊύ ƭŀǳƎƘΩ ŎƻƴǎƛǎǘŜƴǘƭȅ ǘƘǊƻǳƎƘƻǳǘ ǘƘŜƛǊ 

material (section 6.5.2.3). 

Similarly, A4 emphasised the need for the teacher to make sight-ǊŜŀŘƛƴƎ ΨŦǳƴΩΣ 

suggesting various ways in which this could be achieved in the lesson, such as by 

ǇƭŀȅƛƴƎ ǊƘȅǘƘƳ ƎŀƳŜǎΣ ǾƻŎŀƭƛǎƛƴƎ ǘƘŜ ƳǳǎƛŎΣ ƻǊ ŘƻƛƴƎ ŀ ΨŘǳƳƳȅ ǊǳƴΩ ōŜŦƻǊŜ ǇƭŀȅƛƴƎ 

the notes. A4 even suggested playing duets where the teacher pretends to have a bad 

sense of pulse, so that the learner could take the lead in guiding them to play in time. 

!ŎŎƻǊŘƛƴƎ ǘƻ !пΣ ǎǳŎƘ ŜƭŜƳŜƴǘǎ Ŏŀƴ ƳŀƪŜ ǎƛƎƘǘǊŜŀŘƛƴƎ ΨǘŜƴ ǘƛƳŜǎ ƳƻǊŜ ŦǳƴΩ ŀƴŘ Ψǎƻ 

much more enjoȅŀōƭŜΩ ŀƴŘ ǘƘŜǊŜŦƻǊŜ ŜƴƘŀƴŎŜ ŎƻƴŦƛŘŜƴŎŜ ŀƴŘ ƳƻǘƛǾŀǘƛƻƴΦ 9ƭŀōƻǊŀǘƛƴƎ 

on this further, A4 referred to feedback they received via by a book user who 

ŜȄǇǊŜǎǎŜŘ ǘƘŜƛǊ ŜƴƧƻȅƳŜƴǘ ƻŦ ǘƘŜ ƳŀǘŜǊƛŀƭΥ ΨL ƘŀŘ ŀ ƭƻǾŜƭȅ Ŝ-mail from somebody once 

ǘƘŀǘ ǎŀƛŘΥ άL Řƻƴϥǘ ƴŜŜŘ these for reading practice anymore. I just play them because I 

ŜƴƧƻȅ ǘƘŜƳΗέΩΦ 

Some authors connected their material to learner independence. A2 believed 

that the structured approach of their books promotes independence, as it enables 

students to learn how to apply these strategies to further contexts, for example when 

practising repertoire. A similar view was expressed by A4, who supported that the 

sight-reading strategies shared through prompting written phrases and reminders in 

their material would promote independent learning and can lead to forming effective 

habits. A4 also referred to feedback from book users who used their material as a 

resource while working without a teacherΥ Ψthey've taught themselves by the first 

sight-reading bookΩΤ Ψyou can actually use it as a self-ǘǳǘƻǊΩΦ  

Further elements identified by authors as promoting learning independence 

included the different types of activities and the evaluation of progress. In particular, 
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A3 stated that the improvisation activities23 included in their material promote 

ƛƴŘŜǇŜƴŘŜƴǘ ƭŜŀǊƴƛƴƎΣ ǿƘƛƭŜ ŀŎƪƴƻǿƭŜŘƎƛƴƎ ǘƘŀǘ ΨǎƛƎƘǘ-reading itself has elements of 

ƛƴŘŜǇŜƴŘŜƴǘ ƭŜŀǊƴƛƴƎ ǿƛǘƘƛƴ ƛǘΩΦ Lƴ ŀŘŘƛǘƛƻƴΣ !н ŦŜƭǘ ǘƘŀǘ ǘƘŜ ǇǊƻŎŜǎǎ ƻŦ ŜǾŀƭǳŀǘƛƴƎ 

progress within their books (smiley faces for teachers and/or learners to evaluate 

performance) promotes learner autonomy, as well as the specific reward system 

featured in their books; the rewards are also perceived as a motivation for learners to 

continue progressing and completing the different book sections.  

Finally, A1 and A2 reflected on their writing style within the material. A1 

ŘŜǎŎǊƛōŜŘ ǘƘŜƛǊ ǿǊƛǘƛƴƎ ǘƻƴŜ ŀǎ ΨŦǊƛŜƴŘƭȅΩΣ ΨŎƻƴǾŜǊǎŀǘƛƻƴŀƭΩ ŀƴŘ ΨŀǇǇǊƻŀŎƘŀōƭŜΩΣ ǊŀǘƘŜǊ 

ǘƘŀƴ ΨŀŎŀŘŜƳƛŎΩΦ ¢ƘŜƛǊ ŀƛƳ ǿŀǎ ŦƻǊ ǘƘŜ ōƻƻƪ ǳǎŜǊǎ ǘƻ ŦŜŜƭ ŀ ŎƻƴƴŜŎǘƛƻƴ ǿƛǘƘ ǘƘŜ ŀǳǘƘƻǊ 

as a friendly helper: Ψŀǎ ƛŦ L ǿŀǎ ǘƘŜǊŜ ǿƛǘƘ ǘƘŜƳ ŀƴŘ ōŜƛƴƎ ŀ ŦǊƛŜƴŘƭȅ ƪƛƴŘ ƻŦ ǇŜǊǎƻƴΩΤ 

ΨǘƘŀǘ ǘƘƛǎ ōƻƻƪ ƛǎ ŀ ŦǊƛŜƴŘ ǘƘŀǘ ƛǎ ƘŜƭǇƛƴƎ ƳŜ Ǝƻ ǘƘǊƻǳƎƘ ǘƘƛǎ ǇǊƻŎŜǎǎΩΦ This is also 

ǊŜƛƴŦƻǊŎŜŘ ǘƘǊƻǳƎƘ ǘƘŜ ǳǎŜ ƻŦ ƘǳƳƻǳǊΣ ǿƘƛŎƘ !м ōŜƭƛŜǾŜǎ ΨƳŀƪŜǎ ǇŜƻǇƭŜ ǎƳƛƭŜ ŀƴŘ 

enableǎ ƳƻǾŜƳŜƴǘ ŦƻǊǿŀǊŘΩΦ !м ǿŀǎ ƻǇǇƻǎŜŘ ǘƻ ΨƛƴǎǘǊǳŎǘƛƻƴŀƭΩ ǊŜǎƻǳǊŎŜǎ ΨǘƘŀǘ ǘŜƭƭ ȅƻǳ 

ŀƭƭ ǘƘŜ ǎǘǳŦŦΩΣ ŘŜǎŎǊƛōƛƴƎ ǘƘŜǎŜ ŀǎ ΨŀǳǎǘŜǊŜΩΣ ΨōƻǊƛƴƎΩ ŀƴŘ ΨƻƭŘ-ŦŀǎƘƛƻƴŜŘΩΦ {ƛƳƛƭŀǊƭȅΣ !н 

ŘŜǎŎǊƛōŜŘ ǘƘŜƛǊ ǿǊƛǘƛƴƎ ǎǘȅƭŜ ŀǎ ΨŜȄǘǊŜƳŜƭȅ ŎŀǎǳŀƭΩΣ ŀǊƎǳƛƴƎ ǘƘŀǘ ǘƘŜȅ ΨŘƻƴϥǘ ƭƛƪŜ Ŧƻrmal 

ǘŜȄǘōƻƻƪǎΩ ŀƴŘ ǘƘŀǘ ΨǎǘǳŘŜƴǘǎ Ŏŀƴ ōŜ ǎǇƻƪŜƴ ǘƻ ƳǳŎƘ ƳƻǊŜ ƛƴŦƻǊƳŀƭƭȅ ƛƴ ŀ ōƻƻƪ ŀƴŘ ƛǘ 

Ŏŀƴ ǎǘƛƭƭ ōŜ ǾŜǊȅ ǎǳŎŎŜǎǎŦǳƭΣ ƛƴ ŦŀŎǘ ƳƻǊŜ ǎǳŎŎŜǎǎŦǳƭΣ ƛŦ ǘƘŜ ƭŀƴƎǳŀƎŜ ƛǎ ŎŀǎǳŀƭΩΦ 

6.5.4.3 Approach to evaluation/assessment  

The authors were asked how they invite the evaluation of sight-reading performance 

in their material, who is responsible for delivering the evaluation and to explain the 

reasons that led them to decide on these specific modes of assessment.  

Lƴ !мΩǎ ƳŀǘŜǊƛŀƭΣ ŀ ΨǘŜŀŎƘŜǊΩǎ ƻǊ ǇǳǇƛƭΩǎ ŎƻƳƳŜƴǘǎΩ ōƻȄ ƛǎ ƛƴŎƭǳŘŜŘ ƛƴ ǘƘŜƛǊ 

preparatory level book, which provides the opportunity for the teacher and/or the 

ƭŜŀǊƴŜǊ ǘƻ ŜǾŀƭǳŀǘŜ ǘƘŜ ǇǳǇƛƭΩǎ ǇŜǊŦƻǊƳŀƴŎŜ ƛƴ ǇƭŀȅƛƴƎ ŀǘ ǎƛƎƘǘΦ IƻǿŜǾŜǊΣ ŘǳŜ ǘƻ 

practical limitations relating to publishing, this feature was eliminated from the 

ǎǳōǎŜǉǳŜƴǘ ƭŜǾŜƭǎ ƻŦ ǘƘŜ ƳŀǘŜǊƛŀƭΣ ŀǎ ΨǘƘŜǊŜ ǿŀǎƴϥǘ ǊƻƻƳΩΦ  

!н ǾŀƭǳŜǎ ǇǳǇƛƭǎΩ ǎŜƭŦ-assessment to a great extent, as they believe that it 

ΨŜƴƎŀƎŜǎ ǘƘŜ ǎǘǳŘŜƴǘΩΣ ǇǊƻǾƛŘŜǎ Ψŀ ǎŜƴǎŜ ƻŦ ŀƎŜƴŎȅ ƻǾŜǊ ǿƘŀǘ ǘƘŜȅϥǊŜ ŘƻƛƴƎΩ ŀƴŘ 

 
23 !оΩǎ material features some compositional exercises where the learner is requested to continue the 
music (usually for the right hand) over a given bass; A3 probably refers to these exercises as 
Ψimprovisational activitiesΩ in their written responses. 
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ŜǾŜƴǘǳŀƭƭȅ ƭŜŀŘǎ ǘƻ ΨŀǳǘƻƴƻƳȅΩΦ ¢ƘŜȅ ƘŀǾŜ ŀ ǎǇŜŎƛŦƛŎ ǿŀȅ ƻŦ ŜǾŀƭǳŀǘƛƻƴ ǳǎƛƴƎ ŜƳƻƧƛǎΣ 

where the teacher and/or the learner can select the face expressions which they think 

ōŜǎǘ ŘŜǎŎǊƛōŜǎ ǘƘŜ ǇǳǇƛƭΩǎ ǇŜǊŦƻǊƳŀƴŎŜΣ ǿƘƛƭŜ ǘƘŜǊŜ ƛǎ ŀ ǊŜǿŀǊŘ ǎȅǎǘŜƳ ŦƻǊ ǿƘŜƴ 

diffeǊŜƴǘ ǎŜŎǘƛƻƴǎ ƻŦ ǘƘŜ ōƻƻƪǎ ŀǊŜ ŎƻƳǇƭŜǘŜŘΦ !н ŜȄǇǊŜǎǎŜŘ ǘƘŜ ǾƛŜǿ ǘƘŀǘ Ψƛǘ ǎƘƻǳƭŘƴϥǘ 

Ƨǳǎǘ ōŜ ǳǇ ǘƻ ǘƘŜ ǘŜŀŎƘŜǊ ǘƻ ǘƛŎƪ ƻǊ ŎǊƻǎǎ άȅƻǳ ŘƛŘ ǿŜƭƭέ ƻǊ άȅƻǳ ŘƛŘƴϥǘ Řƻ ǿŜƭƭέΩΣ ōǳǘ 

ƛƴǎǘŜŀŘ ΨǘƘŜ ǎǘǳŘŜƴǘ ƴŜŜŘǎ ǘƻ ŘŜŎƛŘŜ άƘƻǿ Řƻ ȅƻǳ ǘƘƛƴƪ ƛǘ ǿŜƴǘΚέΩΣ ǘƘǳǎ ŜƳǇƘŀǎƛǎƛƴƎ 

tƘŜ ƛƳǇƻǊǘŀƴŎŜ ƻŦ ǘƘŜ ƭŜŀǊƴŜǊΩǎ ǊŜŦƭŜŎǘƛƻƴΣ ƛƴǎǘŜŀŘ ƻŦ ƭƛƳƛǘƛƴƎ ŜǾŀƭǳŀǘƛƻƴ ǘƻ ǘƘŜ 

teacher. Although it would have been interesting to gain further insights on the ways 

that the author intended this mode of evaluation to be applied in the lesson, it appears 

that they also perceive this as a potential starting point for further teacher-pupil 

discussion: ΨƛŦ ǘŜŀŎƘŜǊ ŀƴŘ ǎǘǳŘŜƴǘ agree ǘƘŀǘ άȅŜǎΣ ȅƻǳ ŀǊŜ ōƻǘƘ ƘŀǇǇȅέΣ ǘƘŜƴΣ άȅŜǎΣ 

you can have your [reward]24 ŦƻǊ ǘƘŀǘ ǎŜŎǘƛƻƴΩΦ 

For A3 and A4, no particular elements of evaluation in their material were 

stated; however, A4 mentioned some criteria which could be used to evaluate sight-

reading performance: Ψnot to expect 100 percent; not to expect everything, but that 

ǘƘŜȅΩǾŜ Ǝƻǘ ǘƘŜ ƳŀƧƻǊƛǘȅ ƻŦ ƛǘ ǊƛƎƘǘΣ ώΧϐ have the keys correctly; and the timing and the 

ǊƘȅǘƘƳΩǎ ŎƻǊǊŜŎǘΩΦ CƛƴŀƭƭȅΣ !о ǊŜŦŜǊǊŜŘ ǘƻ ǇǳǇƛƭǎΩ ǊŜŦƭŜŎǘƛƻƴΣ ŜȄǇǊŜǎǎƛƴƎ ǘƘŜ ƘƻǇŜ ǘƘŀǘ 

ΨǘƘŜ ƳǳǎƛŎ ƛǎ ǿǊƛǘǘŜƴ ƛƴ ǎǳŎƘ ŀ ǿŀȅ ŀǎ ŀ ǎǘǳŘŜƴǘ ŎƻǳƭŘ ŜǾŀƭǳŀǘŜ ǘƘŜ ŀŎŎǳǊŀŎȅ ƻŦ ǘƘŜƛǊ 

performŀƴŎŜΩΣ ŀƭǘƘƻǳƎƘ ǘƘŜȅ ŀǇǇŜŀǊŜŘ ǊŀǘƘŜǊ ǎŎŜǇǘƛŎŀƭΣ ŀǎ ǘƘŜȅ ŀƭǎƻ ǎǘŀǘŜŘ ǘƘŀǘ Ψƛƴ 

ǎƻƳŜ ŎŀǎŜǎ ǘƘŀǘ Ƴŀȅ ōŜ ŀ Ǿŀƛƴ ƘƻǇŜΗΩΦ 

6.5.5 Publishers  

The authors reflected upon their experiences with publishers, including creative 

limitations and potential challenges they may have encountered. Some authors had a 

good and productive overall experience, while others had a more challenging 

collaboration with their publishers.  

 A1 did not have to work within a set of parameters by their publisher, but they 

had some practical limitations. These included the number of pages and the overall 

length of the books (the final number of pages needs to be divisible by four) and the 

layout. As A1 stated, these aspects influenced what was included within the material: 

 
24 As stated previously, the particular reward is not stated explicitly, as it is a distinct characteristic of 
these books which could make them identifiable. 



172 
 

Ψȅƻǳ Ǉǳǘ ƛƴǘƻ ǘƘŀǘ ǇŀƎŜ ǿƘŀǘŜǾŜǊ ȅƻǳ ƘŀǾŜ ǊƻƻƳ ŦƻǊΩ; the publisher and editor 

ultimately ŘŜŎƛŘŜŘ ΨǿƘŀǘ Ŏŀƴ ōŜ Ǉǳǘ ƛƴ ŀ ǇŀƎŜ ŘŜǇŜƴŘƛƴƎ ƻƴ ǘƘŜ ǎǇŀŎŜ ŀǾŀƛƭŀōƭŜΩΦ CƻǊ 

ŜȄŀƳǇƭŜΣ ŀǎ ǎǘŀǘŜŘ ǇǊŜǾƛƻǳǎƭȅΣ ǘƘŜ ΨǘŜŀŎƘŜǊΩǎ ŀƴŘ ǇǳǇƛƭΩǎ ŎƻƳƳŜƴǘǎΩ ōƻȄ ǿƘƛŎƘ ǿŀǎ 

included in the preparatory level book for evaluating sight-reading performance was 

eliminated from subsequent levels due to lack of room. For A1, the cover was another 

aspect which was determined by the publisher; in their case, their material was 

published in different countries, and relevant adaptations were made to the cover and 

ǘŜǊƳƛƴƻƭƻƎȅ όƴƻ ƳŜƴǘƛƻƴǎ ƻŦ ΨŜȄŀƳǎΩΤ ōƻƻƪǎ ƭŀōŜƭƭŜŘ ŀǎ ΨƭŜǾŜƭǎΩ ƛƴǎǘŜŀŘ ƻŦ ΨƎǊŀŘŜǎύΣ 

ŀƭǘƘƻǳƎƘ ΨǘƘŜ ƳŀǘŜǊƛŀƭ ƛǎ ǘƘŜ ǎŀƳŜΩΦ  

In addition, A1 felt that the creative control resided primarily with the author: 

Ψƛǘ ǿŀǎ ǾŜǊȅ ƳǳŎƘ Ƴȅ ŘŜǎƛƎƴΣ ŀƴŘ ǘƘŜ ǇǳōƭƛǎƘŜǊǎ Ƨǳǎǘ ǿŜƴǘ ǿƛǘƘ ƛǘ ǊŜŀƭƭȅΩΣ ŀƴŘ could not 

think of anything they (A1) would have changed in the material if publisher limitations 

were not a concern. Similar views were expressed by A3, who referred to the final 

ƻǳǘŎƻƳŜ ŀǎ ŀ ǊŜǎǳƭǘ ƻŦ ΨƳǳǘǳŀƭ ŀƎǊŜŜƳŜƴǘΩΣ ŘŜǎŎǊƛōƛƴƎ ǘƘŜƛǊ ŎƻƭƭŀōƻǊŀǘƛƻƴ ǿith 

ǇǳōƭƛǎƘŜǊǎ ŀǎ ŀ Ψǘǿƻ-ǿŀȅ ǇǊƻŎŜǎǎΩΦ !о ŦŜƭǘ ǘƘŀǘ ǘƘŜƛǊ ǇǳōƭƛǎƘŜǊǎ ǿŜǊŜ ΨǾŜǊȅ ƘŜƭǇŦǳƭΩ ŀƴŘ 

undersǘƻƻŘ ǘƘŜƛǊ ΨǾƛǎƛƻƴΩΣ ŎƻƴǎƛŘŜǊƛƴƎ ŀƴȅ ƴŜƎƻǘƛŀǘƛƻƴǎ ŀǎ ΨƘŜƭǇŦǳƭ ώΧϐ ŦŜŜŘōŀŎƪ ώΧϐΣ 

ƻǇǇƻǊǘǳƴƛǘȅ ŦƻǊ ŘƛǎŎǳǎǎƛƻƴ ŀƴŘ ǇƻǎǎƛōƭŜ ǊŜǘƘƛƴƪΩΦ {ƛƳƛƭŀǊƭȅ ǘƻ !мΣ ǘƘŜ ƭƛƳƛǘŀǘƛƻƴǎ !о 

encountered related to space availability and design, which sometimes required 

adaptation ƻŦ ǘƘŜ ƳŀǘŜǊƛŀƭΣ ŦƻǊ ŜȄŀƳǇƭŜ Ψǘƻ ǎƘƻǊǘŜƴ ƻǊ ƭŜƴƎǘƘŜƴ ŀ ǇƛŜŎŜΩ ƻǊ ǘƻ ŀŘƧǳǎǘ 

ǘƘŜ ΩŘƛŦŦƛŎǳƭǘȅ ƭŜǾŜƭΩΦ  

!нΩǎ ŜȄǇŜǊƛŜƴŎŜ ƛǎ ŘƛŦŦŜǊŜƴǘ ǘƻ ǎƻƳŜ ŜȄǘŜƴǘΣ ŀǎ ǘƘŜȅ ŀǊŜ ǘƘŜ ǇǳōƭƛǎƘŜǊ ƻŦ ǘƘŜƛǊ 

ƳŀǘŜǊƛŀƭ ƛƴ ǘƘŜƛǊ ƘƻƳŜ ŎƻǳƴǘǊȅΣ ǎƻ ǘƘŜȅ ΨƘŀǾŜ ŀƭƭ ǘƘŜ ŎƻƴǘǊƻƭΩΦ ¢ƘŜƛǊ ŜȄǇŜǊƛŜƴŎŜ ƻŦ 

working with publishers in other countries has been positive; as A2 explained, they 

still maƛƴǘŀƛƴŜŘ Ψŀƭƭ ǘƘŜ ŎǊŜŀǘƛǾŜ ŎƻƴǘǊƻƭΩΦ ¢ƘŜȅ ŘŜǎŎǊƛōŜŘ ǘƘŜƛǊ ŎƻƭƭŀōƻǊŀǘƛƻƴ ǿƛǘƘ ǘƘŜƛǊ 

ŜŘƛǘƻǊ ŀǎ ΨƭƻǾŜƭȅΩΣ ŀǎ ΨǘƘŜȅ ǿŜǊŜƴΩǘ ƎƻƛƴƎ ǘƻ ǇǊƛƴǘ ŀƴȅǘƘƛƴƎ ǘƘŀǘ L ǿŀǎƴΩǘ ƘŀǇǇȅ ǿƛǘƘΩΦ 

A2 referred to similar limitations when making publishing decisions, explaining that 

sometimes practical considerations need to be prioritised: Ψƴƻǘ ŀƭƭ ƻŦ ƛǘ ƛǎ ŀƴ ŀǊǘƛǎǘƛŎ 

ŘŜŎƛǎƛƻƴΤ ǎƻƳŜ ƻŦ ƛǘ ƛǎ ƭƛǘŜǊŀƭƭȅ άǿŜ ƴŜŜŘ ǘƘƛǎ ƴǳƳōŜǊ ƻŦ ǇŀƎŜǎέΣ άǿƘŜǊŜΩǎ ǘƘŜ ǎǘŀǇƭŜ 

ƎƻƛƴƎ ǘƻ ƎƻΚέΩΦ !ǎ ŀƴ ŀǳǘƘƻǊ-publisher, A3 also needed to consider commercial 

ƭƛƳƛǘŀǘƛƻƴǎ ŀǎ ǿŜƭƭΦ !ǎ ǘƘŜȅ ǎǘŀǘŜŘΣ ŀƭǘƘƻǳƎƘ ǘƘŜȅ ǿŀƴǘŜŘ ǘƻ Ψwrite a series of sight-

ǊŜŀŘƛƴƎ ŘǳŜǘǎΩΣ ǘƘƛǎ ǘȅǇŜ ƻŦ ǊŜǎƻǳǊŎŜ ǿƻǳƭŘ ōŜ ΨŜǾŜƴ ƘŀǊŘŜǊ ǘƻ ǎŜƭƭΩΦ [ƛƴƪŜŘ ǘƻ ǘƘƛǎΣ ƻƴŜ 
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change that they would make would be to explore other ways to incorporate their 

ǊŜǿŀǊŘ ǎȅǎǘŜƳΣ ǎƻ ǘƘŀǘ ƛǘ ǿƻǳƭŘ ƴƻǘ ōŜ Ψǎƻ ŜȄǇŜƴǎƛǾŜ ǘƻ ǇǊƛƴǘΩΦ 

!пΩǎ ǊŜŦƭŜŎǘƛƻƴ ƻƴ ǘƘŜƛǊ ŜȄǇŜǊƛŜƴŎŜ ǿƛǘƘ ǇǳōƭƛǎƘŜǊǎ ǊŜǾŜŀƭŜŘ ǎŜǾŜǊŀƭ ŎƘŀƭƭŜƴƎŜǎ 

that this author encountered during their collaboration, relating to both the overall 

content and design. A4 had been requested by the publishers to produce three piano 

sight-reading books; however, the publishers had a different vision for the progression 

and elements to be included within the content of the third book than the author, and 

!п ŦŜƭǘ ǘƘŀǘ ǘƘŜǊŜ ƛǎ ŀ ΨƎŀǇΩ ǿƛǘƘƛƴ ǇǊƻƎǊŜǎǎƛƻƴ ŀŎǊƻǎǎ .ƻƻƪǎ н ŀƴŘ оΦ {ƛƳƛƭŀǊ ŎƘŀƭƭŜƴƎŜǎ 

ƻŎŎǳǊǊŜŘ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ǘƘƛǎ ŀǳǘƘƻǊΩǎ ŘǳŜǘ ǎƛƎƘǘ-reading book for the piano, for which 

ǘƘŜ ŀǳǘƘƻǊ ǎǘŀǘŜŘΥ ΨǘƘŜȅ ŘƛŘƴΩǘ ǳƴŘŜǊǎǘŀƴŘΣ L ŘƻƴΩǘ ǘƘƛƴƪΤ ŀƴŘ ƛǘΩǎ not what I really 

ǿŀƴǘŜŘ ǘƻ Řƻ ǿƛǘƘ ƛǘΣ ōǳǘ L ŘƛŘ ƛǘΣ ǘƘŀǘΩǎ ǿƘŀǘ ǘƘŜȅ ǿŀƴǘŜŘΩΦ !ƭǘƘƻǳƎƘ !п ŘƛŘ ƴƻǘ ƘŀǾŜ 

a limitation for the number of pages of their books, their biggest ΨōŀǘǘƭŜΩ was the book 

cover and its design. !п ǊŜŎƻƎƴƛǎŜŘ ǘƘŀǘ ǘƘƛǎ ǇǳōƭƛǎƘŜǊ ƘŀŘ ŘŜǾŜƭƻǇŜŘ ΨǎƻƳŜ ǎǳǇŜǊō 

ŘŜǎƛƎƴǎΩ ŦƻǊ ǘƘŜƳ ƛƴ ǘƘŜ ǇŀǎǘΤ ƘƻǿŜǾŜǊΣ ǘƘŜȅ ŜȄǇǊŜǎǎŜŘ ǎǘǊƻƴƎ ŦŜŜƭƛƴƎǎ ƻŦ 

disappointment for the cover design of their sight-reading series: ΨL ŘƻƴΩǘ ƪƴƻǿ ǿƘȅ 

ǘƘŜȅ ƘŀŘ ǘƻ ƳŜǎǎ ǘƘƛǎ ƻƴŜ ǳǇΩΦ !пΩǎ ǎǘŀǘŜƳŜƴǘǎ ǊŜǾŜŀƭŜŘ ǘƘŀǘ ǘƘŜ ǇǳōƭƛǎƘŜǊ ƘŀŘ 

ŎƻƳǇƭŜǘŜ ŎƻƴǘǊƻƭ ƻǾŜǊ ǘƘŜ ŎƻǾŜǊΣ ŘŜǎǇƛǘŜ ǘƘŜ ŀǳǘƘƻǊΩǎ ŜŦŦƻǊǘǎ ǘƻ ƴŜƎƻǘƛŀǘŜΥ Ψƛǘ ǿŀǎ ǘƘŜ 

ΨtǳōƭƛǎƘŜǊ ·Ω ƻŦŦƛŎŜ ǘƘŀǘ ŎŀƳŜ ǳǇ ǿƛǘƘ ƘŀǾƛƴƎ Ψ· ƛƳŀƎŜΩ25 on the front, for sight-reading. 

!ƴŘ L ŎƻǳƭŘƴΩǘ ǎƘƛŦǘ ǘƘŜƳΦ L Ƨǳǎǘ ŎƻǳƭŘ ƴƻǘΩΦ ¢ƘŜ ŀǳǘƘƻǊ ŦŜƭǘ ǘƘŀǘ ǘƘŜ ŘƻƳƛƴŀƴǘ Ǿƛǎǳŀƭ 

ŜƭŜƳŜƴǘ ƻŦ ǘƘŜ ŎƻǾŜǊǎ ǿŀǎ ΨƘƛŘŜƻǳǎΩ ŀƴŘ ΨǎŎŀǊȅΩ ŀƴŘ ŜȄǇƭŀƛƴŜŘ ǘƘŀǘ ǘƘŜȅ ΨǳǎŜŘ ǘƻ ǘŜƭƭ 

ǇǳǇƛƭǎ ǘƻ Ǉǳǘ ŀ ōǊƻǿƴ ǇŀǇŜǊ ŎƻǾŜǊ ƻƴ ǘƘŜ ōƻƻƪǎΩΣ which A4 had also done on their own 

copy. 

6.5.6 Overall reflection on creative experience and final advice  

The authors shared some final reflections on their creative experience by referring to 

aspects that they particularly enjoyed or found challenging, as well as giving some final 

advice. All authors shared a common challenge, which was the process of completing 

the material. A1, A2 and A3 referred to the amount of time and energy needed to 

create the material, to compose the sight-reading pieces and to lay out the material 

A2 argued that ΨǘƘŜ ŘƛŦŦƛŎǳƭǘƛŜǎ ǿƻǳƭŘ ōŜ ƭƛǘŜǊŀƭƭȅ ƛƴ ƎŜǘǘƛƴƎ ǘƘŜ ŦƛƭŜǎ ǘƻƎŜǘƘŜǊΣ ƻǊ ǘhe 

 
25 Not stated as a very distinct visual element of the publication covers would reveal the author. 
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ǘƛƳŜ ǘƘŀǘ ƛǘ ǘŀƪŜǎ ǘƻ ƭŀȅ ƛǘ ƻǳǘΩΦ !мΩǎ ǊŜǎǇƻƴǎŜ ǿŀǎ ǇŀǊǘƛŎǳƭŀǊƭȅ ƛƭƭǳƳƛƴŀǘƛƴƎΣ ŀǎ ǘƘŜȅ 

ǎǘŀǘŜŘ ǘƘŀǘ Ψŀǎ ǘƘŜ ƳŀǘŜǊƛŀƭ ƎŜǘǎ ƳƻǊŜ ŎƻƳǇƭŜȄΣ ƛǘϥǎ ǉǳƛǘŜ ƘŀǊŘ ǿƻǊƪ ǘƻ ǿǊƛǘŜΦ ώΧϐ ƛǘ 

ǘŀƪŜǎ ŀ ƘǳƎŜ ŀƳƻǳƴǘ ƻŦ ŎǊŜŀǘƛǾŜ ŜƴŜǊƎȅΩ ό!мύΦ ¢ƘŜȅ ŀǊƎǳŜŘ ŀƎŀƛƴǎǘ ŀ ǇƻǘŜƴǘƛŀƭ 

assumption that it is easy to write sight-ǊŜŀŘƛƴƎ ǇƛŜŎŜǎΣ ōȅ ǎǘŀǘƛƴƎ ǘƘŀǘ ΨǿǊƛǘƛƴƎ ǎƘƻǊǘ 

ŎƘŀǊŀŎǘŜǊ ǇƛŜŎŜǎ ǘƘŀǘ Ŧƛǘ ƛƴǘƻ ŎŜǊǘŀƛƴ ŎǊƛǘŜǊƛŀ ƛǎ ƴƻǘ Ŝŀǎȅ ǘƻ Řƻ ώΧϐ ƛǘϥǎ ƘŀǊŘ ǿƻǊƪΣ ƛǘ ǘŀƪŜǎ 

ŀ ƭƻǘ ƻŦ ŎǊŜŀǘƛǾŜ ŜƴŜǊƎȅΩΦ !о ŘŜǎŎǊƛōŜŘ ǘƘŜ ǇǊƻŎŜǎǎ ƻŦ ΨǘƘŜ Ŏƻƴǘƛƴǳŀƭ ŎƘŜŎƪƛng and cross-

ŎƘŜŎƪƛƴƎΩ ƻŦ ǘƘŜ ƳŀǘŜǊƛŀƭ ŀǎ ŀ ǎƻƳŜǘƛƳŜǎ ΨǘŜŘƛƻǳǎΩ ǘŀǎƪΣ ǿƘƛƭŜ !п ŀƭǎƻ ŜƴŎƻǳƴǘŜǊŜŘ 

challenges related to publishers as stated in section 6.5.5. 

 Authors were also invited to identify their favourite or most enjoyable moment 

while creating the material. A1 and A2 enjoy the entire process of creating the 

material: A1 stated that they enjoyed writing the music, as well as the editorial process 

and the final output, while A2 highlighted the process of pilot testing the material, 

ōŜŎŀǳǎŜ ƛǘ ǇǊƻǾƛŘŜǎ ǾŀƭǳŀōƭŜ ƛƴǎƛƎƘǘǎ ƻŦ ΨǿƘŀǘ ǿƻǊƪǎ ŀƴŘ ǿƘŀǘ ŘƻŜǎƴϥǘΩΦ !о ŀƭǎƻ ŜƴƧƻȅǎ 

ΨǎŜŜƛƴƎ ǘƘŜ Ŧƛƴŀƭ ǇǊƻƻŦǎ ŀƴŘ ǘƘŜ ŀŎǘǳŀƭ ōƻƻƪΩΣ ǿƘƛƭŜ ŦƻǊ !п ǘƘŜ Ƴƻǎǘ ŜƴƧƻȅŀōƭŜ ǇŀǊǘ ǿŀǎ 

creating the final book of their series which is focused on different styles. 

 Finally, the authors shared pieces of advice which they thought would be 

useful for me when creating my own material. This related to various aspects of the 

creative process, from establishing criteria, deciding on progression and 

compositional considerations, to writing style, written instructions and reviewing the 

material. More specifically, A1 recommended keeping in mind certain criteria in which 

to base the progression of the material, either linking to particular exam criteria, or by 

establishing my own. A2 advised against following the approach of exam boards which 

ǘƘŜȅ ōŜƭƛŜǾŜ ƛǎ ΨƧǳǎǘ ǘƻ ǇǳōƭƛǎƘ ōƻƻƪǎ ƻŦ ŜȄŀƳǇƭŜǎ ǘƘŀǘ ŀǇǇŜŀǊ ǘƻ ōŜ ǊŀƴŘƻƳΩΣ ōǳǘ 

ƛƴǎǘŜŀŘ ǘƻ ΨōǊŜŀƪ ŘƻǿƴΩ ǎƛƎƘǘ-reading into different elements. Along similar lines, A3 

recommended having ŀ ΨǾŜǊȅ ŦƻŎǳǎŜŘ ŀǇǇǊƻŀŎƘ ǘƻ ǎƛƎƘǘ-reading, introducing the 

musical elements one by oneΩΣ ƛƴ ƻǊŘŜǊ ǘƻ ŀƭǎƻ ŜƴƘŀƴŎŜ ƭŜŀǊƴŜǊǎΩ ŎƻƴŦƛŘŜƴŎŜ Ψas they 

explore the necessity to work on their own that sight-reading givesΩ. Further advice 

included providing clear wrƛǘǘŜƴ ƛƴǎǘǊǳŎǘƛƻƴǎ ό!оύΣ ΨƪŜŜǇƛƴƎ ŀ ƭƛƎƘǘ ǘƻǳŎƘΩ ŀƴŘ ŀŘŘƛƴƎ 

some humour (A1), making the sight-ǊŜŀŘƛƴƎ ǇƛŜŎŜǎ ΨƳǳǎƛŎŀƭΩΣ ƛƴǎǘŜŀŘ ƻŦ ΨƭƛƪŜ ŀ ǘŜǎǘ ƻǊ 

ŀƴ ŜȄŜǊŎƛǎŜ ώΧϐ ǘƻ ŎŀǘŎƘ ȅƻǳ ƻǳǘΩ ό!пύΦ CƛƴŀƭƭȅΣ !п ŀƭǎƻ ŎƻǳƴǎŜƭƭŜŘ ǘƻ ŜǎǘŀōƭƛǎƘ ŀ 

ΨǊƻǳǘƛƴŜΩ ƻŦ ǊŜǾƛŜǿƛƴƎ ǘƘŜ ƳŀǘŜǊƛŀƭ ŀƴŘ ΨǇƭŀȅƛƴƎ ŀǊƻǳƴŘ ǿƛǘƘ ƛǘΩ ōŜŦƻǊŜ ƳŀƪƛƴƎ Ŧƛƴŀƭ 

decisions. 
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6.6 Reflective discussion of aspects informing the creation  of my 

material  

The review of sight-reading publications and the findings from the interviews with the 

authors of such resources revealed a plethora of considerations, parameters and 

principles underpinning the ǇǳōƭƛǎƘŜŘ ƳŀǘŜǊƛŀƭ ŀƴŘ ǘƘŜ ŀǳǘƘƻǊǎΩ creative experiences. 

The review observations and ŀǳǘƘƻǊǎΩ ƛƴǇǳǘ Ƙŀve provided useful insights to inform 

my own creative process and together they have strengthened the robustness of the 

creation of my material, highlighting various parameters that would be useful to 

consider prior to, during and after the process of developing my resources. This 

section synthesises the review and the interview findings by considering aspects which 

informed the process of creating my material, through a reflective discussion. This 

focuses on three overarching themes emerging from the findings, drawing 

connections that the sight-reading material reviews and the ŀǳǘƘƻǊǎΩ ŜȄǇŜǊƛŜƴŎŜǎ 

made for me in relation to: (a) the development of progression and establishing my 

creative principles; (b) pedagogical parameters, and (c) the evaluation and testing of 

the created material. 

6.6.1 Developing progression and  establishing creative principles  

The review of sight-reading publications indicated varied approaches to progression 

(analysed in section 6.2.1), and the interviewed authors explained their individual 

approaches and the creative principles underpinning the musical material of their 

publications in detail. Each author shared their own processes and the rationale 

guiding their creative decisions, which resulted in their published output. Through the 

review and the interviews, I collected useful insights which were very informative in 

relation to developing my musical material, particularly in terms of planning 

progression, establishing my own creative principles and deciding upon the different 

types of activities to include in my books (Chapter 8). 

 More specifically, the structured approach of the reviewed sight-reading 

resources and the authorsΩ ƛƴǇǳǘ revealed the necessity for a well-thought out and 

clearly structured progression. The interviews further highlighted the importance of 

planning in advance the progression of the musical elements in detail and the 
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necessity for the material to be clear, logical, and achievable. Some authors explained 

in greater detail how they developed progression within each book or across their 

book series, emphasising the necessity for gradual advancement of the musical 

material. Their reflections affirmed the understanding gained from the review 

process, namely that I would need to think very carefully about the progression of my 

sight-reading material, by making clear decisions, detailed plans and outlines about 

progression in advance, which would need to be comprehensive, appropriate for the 

corresponding level of pupils, and cohesive within the books as well as from one book 

to the next. This would not only be helpful for me in creating a clear framework of 

structuring and developing my material, but also for the teachers and the learners 

using the books, by providing a clear, progressive, and achievable structure of the 

musical elements. The results of this process through which I determined the creative 

principles and developed the progression in my material are detailed in Chapter 8. 

Linked to this, the authors also shared their thoughts about the sight-reading 

criteria of exam boards, and reflected on the extent to which their publications are 

aligned to the relevant expectations and requirements. Similarly to what was 

observed in the broader process of review of sight-reading publications, different 

approaches were encountered, with some authors taking into consideration the exam 

board sight-reading requirements, either to a greater or to a lesser extent, also 

depending on context (for example, if their material was produced for a specific exam 

board, or if it was developed as an educational resource for developing sight-reading 

skills independently of exam boards). According to the ŀǳǘƘƻǊǎΩ interview responses, 

even those who did not align their material to any examination boards claimed to be 

aware of the relevant requirements from their previous experience as teachers or as 

examiners; this might also find relevance to the reviewed publications which did not 

appear to align with specific exam boards. Connecting this to the Greek context where 

the systems of music performance examination boards are not as widespread, as for 

example in the UK, such knowledge is not as common for instrumental teachers. In 

addition, and even more importantly, the absence of relevant specifications and 

requirements for sight-reading within the Greek Conservatoire regulations provided a 

tabula rasa framework, where I would need to develop and determine these 
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parameters by myself, by developing a robust framework of criteria alongside 

progression.  

Despite the sense of creative freedom this could facilitate, I strongly felt the 

need to gain further awareness of relevant requirements in order to further expand 

the insights gained from the material review and the authors. Therefore, I decided to 

examine the sight-reading specifications of international examination boards by 

undertaking a comparative analysis of their piano syllabi and appraising their sight-

reading marking criteria. Focusing on the first grades of piano studies, this exploration 

would support the process of establishing my creative framework by strengthening 

my knowledge and raising my awareness of the approaches employed by music 

education bodies. The comparative analysis of sight-reading within the piano syllabi 

of various international examination boards is detailed in Chapter 7 of this thesis. 

6.6.2 Pedagogical considerations  

The observed prioritisation of particular musical elements in the reviewed sight-

reading material ŀƴŘ ǿƛǘƘƛƴ ǘƘŜ ŀǳǘƘƻǊǎΩ ǊŜŦƭŜŎǘƛƻƴǎΣ ŀƭǎƻ informed my process of 

developing the different types of activities within my sight-reading books; this also 

applies to some further principles concerning the musical material. As illustrated 

previously in section 6.2.2 and in Table 6.2, some of the reviewed publications and the 

participant authors placed emphasis upon the development of rhythmic skills, which 

the authors perceived as a very important factor (A1, A2, A4). In the interviews, pitch 

perception and the connection of pitch to the piano keys was also addressed (A1, A2), 

alongside the development of the learner's ability to identify patterns and to process 

information in meaningful units (chunks) (A1, A4). Some authors (A2, A3) also 

suggested a key-based progression of the material, and referred to practical 

parameters, such as hand position, fingering, or the length of pieces. Further 

considerations included providing opportunities for collaborative playing, for example 

with duets (A1, A3, A4) or accompaniment pieces (A2, A4).  

Similar observations concerning strategies and skills contributing to effective 

sight-reading (i.e. observation, looking ahead, or collaborative playing, amongst 

others) were also observed in some of the reviewed resources (section 6.2.2). I 

perceived such insights as particularly useful in informing the process of developing 
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my book activities, especially in terms of breaking down the different elements 

involved in sight-reading and determining the purpose and focus of each activity 

(building rhythmic skills, exploring the piano keyboard, and duets, amongst others). 

Further aspects which were brought to my attention both from the review of 

published material and from the interviews with authors concern the use of titles and 

performance or character indications for the sight-reading pieces and the use of 

musical terminology, amongst others; my deployed approach towards these aspects 

is explained in Chapter 8.  

As detailed in the Literature review (Chapter 2), such considerations are in 

agreement with findings from research and with recommendations from pedagogical 

literature on sight-reading, which address the value of building skills such as rhythm 

realisation, pitch perception, pattern recognition, and meaningful observation, as well 

as the contribution of participation in accompanying and ensemble activities to sight-

reading effectiveness (McLachlan, 2015; Gordon, 2014; Zhukov, 2014a; Watkins & 

Scott, 2012; Cooke, 2011; Fisher, 2010; Mcmillan, 2010; Keyworth, 2005; Harris & 

Crozier, 2000; Kostka, 2000; Sloboda et al., 1998; Waters et al., 1998; Lehmann & 

Ericsson, 1993, 1996; McPherson, 1994).  

The awareness I gained from combining knowledge from literature sources 

with the observations from the reviewed material and ǘƘŜ ƛƴǎƛƎƘǘǎ ŦǊƻƳ ŀǳǘƘƻǊǎΩ 

reflections contributed to my process of determining and developing the purposes 

and rationale for the activities in my devised resources, as explained in Chapter 8 

(section 8.2) and enhanced my confidence in my activity ideas. This also applies in 

relation to my decision to incorporate musical material from a range of sources in my 

books. As detailed in Chapter 8, in addition to the music I composed for the specific 

activities, the devised resources comprise musical material of cultural relevance 

(section 8.3.6), adaptations of music from existing composers including female and 

under-represented composers (section 8.3.5). Such elements were not observed in 

the reviewed publications (except for some resources which also featured music by 

composers of the past in addition to specific sight-reading material by the book 

authorsύΣ ƴƻǊ ƘƛƎƘƭƛƎƘǘŜŘ ƛƴ ǘƘŜ ŀǳǘƘƻǊǎΩ ƛnterviews. In addition to opening the 

discussion of important pedagogical topics, such as EDI, to sight-reading and to the 

field of developing educational resources, their inclusion contributes to a wider variety 
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of the musical material and potentially also to ƭŜŀǊƴŜǊǎΩ greater interest in the sight-

reading tasks.  

In addition to parameters linked to the musical material, the authors also 

shared insights about general pedagogical considerations of their approach, for 

ŜȄŀƳǇƭŜ ǊŜƭŀǘƛƴƎ ǘƻ ƭŜŀǊƴŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴΣ ŜƴƧƻȅƳŜƴǘΣ ŀƴŘ ƭŜŀǊƴƛƴƎ ƛƴŘŜǇŜƴŘŜƴŎŜΦ 

These considerations, viewed alongside the varied pedagogical underpinnings 

observed from the review of sight-reading publications (section 6.2.3), affirmed my 

personal pedagogical beliefs which focus on a student-centred, reflective approach to 

teaching and learning. The insights gained from the review and the interviews enabled 

me to think in more depth about my original ideas and to seek further ways to 

promote these philosophies through my material. For example, I pondered upon ways 

ǘƻ ƛƴŎǊŜŀǎŜ ƭŜŀǊƴŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴΣ ŎƻƴŦƛŘŜƴŎŜΣ ŀƴŘ ŜƴƧƻȅƳŜƴǘ ǘƘǊƻǳƎƘ Ƴȅ ƳŀǘŜǊƛŀƭΣ ŀƴŘ 

thought about the inclusion of culturally relevant musical material, and of elements 

which could contribute to independent learning, such as by reinforcing sight-reading 

strategies, asking open-ended questions, oǊ ōȅ ŦŀŎƛƭƛǘŀǘƛƴƎ ƭŜŀǊƴŜǊǎΩ ŜǾŀƭǳŀǘƛƻƴ 

through self-reflection. Considering the rather limited extent to which reflective 

opportunities appear in the reviewed sight-reading publications, promoting self-

reflection was a significant principle and original contribution of the devised resources 

(section 9.4.1). In addition, designing a gradual progression of my material was 

another decision supporting this direction, by creating achievable goals to create a 

sense of accomplishment and progress while boosting confidence and encouraging 

learners to keep moving forward. The rationale of my approach is explained in greater 

detail in Chapters 8 and 9, and the practical application of these considerations can be 

seen through my devised material (available in Appendix 6). 

During the process of connecting literature findings on these areas and the 

insights gained from the review and the interviews to my own material, I also thought 

about the written language of my books, such as the tone and writing style in the 

activities and the written instructions, as well as ǘƘŜ ŀǳǘƘƻǊΩǎ ǾƻƛŎŜ ŀƴŘ Ƙƻǿ ƛǘ ǿƻǳƭŘ 

come across to the book user(s). I realised that a simple, approachable, friendly tone 

could facilitate a collaborative and supportive relationship between the author and 

the learner. Similarly, I became aware that my instructions would need to be clear and 
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detailed, without being overwhelming, and also consider learners who might be 

working independently (without a teacher).  

Finally, some authors shared that their publications were predominantly 

aimed towards learners (A1, A2), while A1 has produced a separate publication 

addressed specifically to teachers, providing guidance on how to teach sight-reading. 

Considering the Greek Conservatoire context, in which no resources, nor relevant 

training is provided to teachers, this led me to decide to include elements in the books 

which would be helpful in supporting the teacher as well, such as the introduction 

sections of the books and the explanation of the activities and their purpose, as well 

as the clear instructions, the reflective questions and the overall gradual progression 

of the material. Further decisions, inspired both by the review process and the 

ŀǳǘƘƻǊǎΩ ǊŜŦƭŜŎǘƛƻƴǎΣ ƛƴŎƭǳŘŜŘ ǘƘŜ ŘŜŎƛǎƛƻƴ ǘƻ ŘŜǾŜƭƻǇ ŀ ōƻƻƪ ŎƘŀǊŀŎǘŜǊ ŎƻƳǇŀƴƛƻƴΣ 

and to incorporate a terminology section and a certificate of award at the end of the 

book (detailed in Chapter 9). 

6.6.3 Evaluation and testing of the material  

The interviewed authors also explained their processes of testing their material prior 

to publication. As explained in the findings (section 6.5.3), all authors undertook pilot 

ǘŜǎǘƛƴƎΣ ōȅ ǘǊȅƛƴƎ ǘƘŜƛǊ ƳŀǘŜǊƛŀƭ ŜƛǘƘŜǊ ǿƛǘƘ ǘƘŜƛǊ ƻǿƴ ƻǊ ŎƻƭƭŜŀƎǳŜǎΩ ǇǳǇƛƭǎΣ ƻǊ ōȅ 

ŎƻƭƭŜŎǘƛƴƎ ŦŜŜŘōŀŎƪ ŦǊƻƳ ƻǘƘŜǊ ǘŜŀŎƘŜǊǎΣ ΨǎǇŜŎƛŀƭƛǎǘ ŀŘǾƛǎŜǊǎΩΣ ƻǊ ǇŜǊǎƻƴŀƭ ŀŘǾƛǎƻǊǎ-

collaborators. Through this process, the authors were able to become aware of otƘŜǊǎΩ 

impressions and feedback on their material, highlighting strengths, areas in need of 

further improvement or adaptations, and aspects which may/may not work 

practically, amongst others.  

 ¢ƘŜ ŀǳǘƘƻǊǎΩ ƛƴǇǳǘ ŀƴŘ ŀǇǇǊƻŀŎƘŜǎ ǿŜǊŜ ǇŀǊǘƛŎǳƭŀǊƭȅ ƛƭƭǳƳƛƴŀǘƛƴƎ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ 

the value of testing the material with potential users (teachers and/or learners). 

Recognising the importance of collecting feedback on my own material as a process 

informing the further development of the devised material, as well as the subsequent 

steps envisaged beyond this thesis (the creation of relevant sight-reading resources 

for further piano levels), I realised the necessity to explore ways to have my own 

material evaluated and tested: trying my material practically with my own, or other 

Ǉƛŀƴƻ ǘŜŀŎƘŜǊǎΩ ǇǳǇƛƭǎ ǿƻǳƭŘ ǊŜǾŜŀƭ ǇƻǘŜƴǘƛŀƭ ǇǊŀŎǘƛŎŀƭ ŎƘŀƭƭŜƴƎŜǎ ƻǊ ǘƘŜ ǇƻǘŜƴǘƛŀƭ 
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need for adaptations, for example in relation to the level of difficulty or the length of 

ǇƛŜŎŜǎΦ Lƴ ŀŘŘƛǘƛƻƴΣ ǎŜŜƪƛƴƎ Ǉƛŀƴƻ ǘŜŀŎƘŜǊΩǎ ŦŜŜŘōŀŎƪ ƻƴ Ƴȅ ƳŀǘŜǊƛŀƭ ǿƻǳƭŘ ǇǊƻǾƛŘŜ 

useful insights, exploring their impressions of the deployed approach to the 

development of sight-reading skills, the material progression and musical content, its 

creative underpinnings, the written language, visual elements (layout, presentation), 

and the pedagogical approach towards learning, amongst others. The process of 

evaluating the devised material of this thesis through survey reviews by piano 

teachers26 is detailed in Chapter 10. 

 CƛƴŀƭƭȅΣ ŦǳǊǘƘŜǊ ŎƻƴǎƛŘŜǊŀǘƛƻƴǎ ŀǊƻǎŜ ŦǊƻƳ ǘƘŜ ŀǳǘƘƻǊǎΩ ƛƴǇǳǘ ǊŜƭŀǘƛƴƎ ǘƻ ǘƘŜ 

commercial and publishing context, particularly in relation to potential challenges and 

ƭƛƳƛǘŀǘƛƻƴǎ ǿƘƛŎƘ Ƴŀȅ ƻŎŎǳǊ ƛƴ ǘƘŜ ŎǊŜŀǘƛǾŜ ǇǊƻŎŜǎǎ ŦǊƻƳ ǇǳōƭƛǎƘŜǊǎΩ ƛƴǾƻƭǾŜƳŜƴǘ ƻǊ 

control over the final output. For some of the authors, the precise context leading to 

publication was not explicitly stated; for example, what was the starting point of some 

authors leading to publication? How much material had the authors devised before 

establishing contracts with a publisher, or how much material was envisaged at the 

beginning (only one book, or a series of books)? How was the contact initiated, by the 

author or by the publisher? Although further consideration of such aspects lies beyond 

the purposes of the present thesis, relevant points provide useful insights concerning 

potential future steps in the development of the devised material. 

6.7 Summary  

This chapter focused (a) on the review of existing sight-reading publications and (b) 

on the second study of the present thesis, in which four international authors of sight-

reading publications shared their creative experiences through interviews and 

reflected on their processes of developing sight-reading material. The review and the 

research findings provided valuable insights towards parameters underpinning the 

creation of such resources and informed aspects for the development of my own sight-

reading material for the Greek context. In order to strengthen the insights gained from 

the review of the sight-reading publications and from ŀǳǘƘƻǊǎΩ ƛƴǘŜǊǾƛŜǿǎ, and to 

 
26 As explained in Chapter 10, pilot testing of the material with piano learners was not possible due to 
Covid-19 limitations and restrictions. 
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inform further the process of establishing my creative principles, a comparative 

analysis was undertaken of the sight-reading specifications and marking criteria for 

sight-reading as they appear within the piano syllabi of international examination 

boards, presented in Chapter 7. 
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CHAPTER 7: A COMPARATIVE ANALYSIS OF SIGHT-READING IN 

%8!-).!4)/. "/!2$3ȭ 0)!./ 39,,!")ȡ 30%#)&)#!4)/.3 !.$ 

MARKING CRITERIA  

In this chapter, a comparative examination of sight-reading parameters within piano 

syllabus documents of international music examination boards is presented. First, a 

comparative analysis is deployed, examining sight-reading as it appears within the 

piano syllabi of music examination boards (section 7.1). Following this, their sight-

reading specifications within the first levels ς up to Grade 3 ς are explored section 7.2 

(7.2.1-7.2.4), followed by relevant comparative observations (section 7.3); the 

examinŀǘƛƻƴ ōƻŀǊŘǎΩ ƳŀǊƪƛƴƎ ŎǊƛǘŜǊƛŀ ŦƻǊ ǎƛƎƘǘ-reading are also appraised (section 7.4). 

This analysis informs aspects of the development of the present sight-reading 

material, focusing on the included elements per grade and marking criteria. This 

provides a robust justification of the principles employed for the design and creating 

of the two devised piano sight-reading books, which are analysed in Chapter 8. 

7.1 Sight-ÒÅÁÄÉÎÇ ×ÉÔÈÉÎ ÅØÁÍÉÎÁÔÉÏÎ ÂÏÁÒÄÓȭ ÐÉÁÎÏ ÓÙÌÌÁÂÉȡ ! 

comparative analysis  

In order to establish an informed set of principles as a structural basis for designing 

my sight-reading material, piano syllabi of well-known music examination boards on 

an international level have been consulted. Due to the significant impact of these 

examination boards on the music education community worldwide, it has been 

viewed as particularly useful to examine and critically appraise their parameters and 

requirements for sight-reading, as described within each piano syllabus, for the 

purposes of my material creation. The analysis is limited to the syllabi, as books of 

specimen tests should be expected to comply with the syllabi parameters of each 

board; however, relevant musical examples from the ABRSM specimen test books are 

presented to illustrate the specifications per Grade in sections 7.2.1-7.2.4.  

The aim has been to identify key elements which could inform and support the 

framework for designing my sight-reading material, in conjunction with (a) 
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understanding gained from reviewing existing piano sight-reading publications 

(section 6.2) and (b) knowledge and advice gained from the contributions of renowned 

authors of such material (Study 2, Chapter 6). The progression of content (musical 

elements included per level/Grade) and criteria of achievement have been of 

particular focus during this process.  

Classical piano syllabus documents of the following examination boards have 

been examined: 

1. Associated Board of the Royal Schools of Music (ABRSM) ς Piano syllabus 

2019-2020 

2. Trinity College London (TCL) ς Piano syllabus 2018-2020 

3. London College of Music (LCM) ς Piano general syllabus 2018-2020 

4. The Royal Conservatory of Music (RCM), Canada/USA ς Piano syllabus 2015-

2020 

5. Conservatory Canada (CC) ς Classical piano syllabus 2018-2020 

6. Australia and New Zealand Cultural Arts (ANZCA) ς Examination syllabus 

pianoforte 2018-2020 

While examining these piano syllabi, parameters related to the first three Grades, 

including any preparatory levels, were approached critically to inform my own 

material creation, which focuses on the beginner levels. The focus on these levels is 

closely linked to the main aims and output of this thesis and research, namely the 

creation of two completed sight-reading books equivalent to the Preparatory and 

Grade 1 levels, and the initial design and progressive structure of two further books, 

equivalent to Grades 2 and 3, the development of which is aimed for as an extension 

of the material, upon completion of the thesis. Therefore, particular emphasis has 

been placed upon the specifications included in Grades from 0 (Preparatory) to Grade 

3, with analytical observations from the syllabus documents per grade, specific to 

sight-reading. Further justification as to why these Grade levels have been set as the 

focus of the created sight-reading educational material is explained in Chapter 8. 

The subsequent table (Table 7.1) summarises areas and specifications related 

to sight-reading, as addressed in the piano syllabus documents of each exam board. 

Following this, the comparative overview of the mentioned parameters is presented, 
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with further analytical observations on the areas of sight-reading specifications and 

marking criteria.
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Table 7.1 Sight-reading parameters within the piano syllabi of examination boards  

 

Exam 
Boards 

Sight-reading examined Examination details 
SR specifications per 

Grade 
Marking Criteria 

 Prepara-
tory 

Grades Diplomas 
Observation 

time  
Practice 

possibility 
Tasks General/Detailed 

General 
(marks) 

Specified 

ABRSM No 
All 

(1-8) 

Yes (3/3) 
ΨǉǳƛŎƪ 
ǎǘǳŘȅΩ 

ΨƘŀƭŦ ŀ 
ƳƛƴǳǘŜΩ 

Yes  
all or any 

part 
1 Detailed 

Per level: length, 
musical elements 

Yes 

Yes ς in detail 
(Grades 1-8/ 
DipABRSM & 
LRSM/FRSM) 

TCL Optional 

Gr.1-5: 
optional 
Gr.6-8: 

compulsory 

N/S Ψол ǎŜŎƻƴŘǎΩ 
Yes  

all or any 
part 

1 Detailed 

Approx.2 levels 
lower than 

examined grade; 
musical elements 
mentioned per 

grade 

Yes 

Yes ς in detail 
(same 

throughout 
levels) 

LCM No 
All  

(1-8) 
Yes (3/4) ΨǳǇ ǘƻ м ƳƛƴΦΩ 

Yes 
parts/not 

all 
1 General 

(Syllabus redirects 
to handbook) 

Yes 
Yes ς in detail 
(grades 1-5, 
grades 6-8) 

RCM Yes 
All  

(1-10) 
Yes (1/2) N/S N/S 

2  
ΨǎƛƎƘǘ-ǊƘȅǘƘƳΩ 
ΨǎƛƎƘǘ-ǇƭŀȅƛƴƎΩ 

Detailed 
 

Per level: length, 
musical elements, 
score examples 

Yes ς 

CC ς 
All  

(1-10) 
Yes 

Ψŀ ōǊƛŜŦ 
ǇŜǊƛƻŘΩ 

N/S 
2 

Rhythm,  
Piano passage 

Detailed 
 

Per level: length, 
musical elements, 
score examples 

Yes ς 

ANZCA Yes (2/3) 
All  

(1-8) 
No 

Ψŀ ǎƘƻǊǘ 
ǇŜǊƛƻŘΩ 

Yes 
ΨƳŀȅ 
άƎƘƻǎǘέ 
(but not 
ǇƭŀȅύΩ 

1 Detailed 

Approx.2 grades 
lower than pieces; 
musical elements 

per grade 

Yes ς 
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Several comparative observations can be made in relation to the parameters 

of Table 7.1 above, which indicate similarities and/or differences in the approach 

towards sight-reading between the examination boards. An initial observation 

concerns the levels in which sight-reading is offered as an examined requirement. For 

the preparatory levels, there seems to be a significant differentiation in the inclusion 

of sight-reading, with two boards examining sight-reading in their pre-grades (RCM, 

ANZCA), one having sight-reading testing as optional (TCL) and two boards not 

examining this skill in the pre-grade context (ABRSM, LCM), while CC does not include 

a preparatory level as a whole. Considering that preparatory grades are addressed to 

students at very early stages of music learning, this differentiation might be an 

indication of difference in philosophical perspective between the examination boards 

in terms of (a) the perceived starting point of the acquisition of sight-reading skills, 

and (b) the extent to which these skills might be viewed as testable in this early stage 

of musical learning. 

Further differentiation in philosophical perspective seems to be reflected in 

the grade levels (Grades 1-8 or Grades 1-10, as applicable), where a noticeable 

distinction is observed in relation to TCL: in contrast to the other exam boards which 

include sight-reading examination in all grades, TCL provides sight-reading as an 

optional test from the beginning to the intermediate levels (Grades 1-5), which then 

becomes compulsory from Grade 6 onwards. This approach is explained by TCL, who 

ǎǘŀǘŜ ǘƘŀǘΥ Ψ¢Ƙƛǎ Ŧƭexibility is designed to allow candidates to demonstrate their musical 

skills in different ways, while recognising that sight reading is an important skill at 

ƘƛƎƘŜǊ ƎǊŀŘŜǎΩ ό¢/[Σ нлмтΣ ǇΦ муύΦ In diploma levels, four examination boards examine 

sight-reading skills (ABRSM, LCM, RCM, CC), while for the other boards it is either not 

stated (TCL), or not offered (ANZCA). 

Piano syllabi also mention specific practical aspects of the examination 

process, such as the duration of observation time and the possibility of practice; most 

of the examined boards seem to share similar approaches. A short amount of time, 

usually between 30-60 seconds, is offered to candidates to observe and potentially 

practice parts of the entire sight-reading piece. Divergences between the described 

times and practice parameters are worth considering, in order to gain a more critical 

understanding of the different approaches. For example, how long exactly is ŀ ΨǎƘƻǊǘΩ 
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(ANZCA) ƻǊ ΨōǊƛŜŦΩ (CC) period of observation time? Why is practising of the entire 

piece not allowed in the LCM exam, contrary to other boards (ABRSM, TCL) and how 

ƛǎ ǇŜǊƳƛǎǎƛƻƴ ǘƻ ΨƎƘƻǎǘΩ ƛƴǎǘŜŀŘ ƻŦ ǇƭŀȅƛƴƎ ƧǳǎǘƛŦƛŜŘ ό!b½/!ύΚ {ƛƴŎŜ ƻōǎŜǊǾŀǘƛƻƴ όw/aύ 

or practice related information (RCM, CC) are not stated in the syllabi of some boards, 

how are relevant parameters established and communicated to teachers and 

learners?  

Finally, in contrast to most examination boards which provide a single sight-

reading task, the RCM and CC exams include two tasks: the first focusing on rhythm at 

sight through clapping or tapping (without pitch), and the second examining 

instrumental playing at sight. Therefore, it would be interesting to reflect 

interpretatively upon potential reasons which might have led to the inclusion of 

rhythm-specific tasks in the sight-reading examination of these boards, as well as on 

the potential value of such elements to the development of general sight-reading 

skills. For these two exam boards, the two components of the sight-reading exam 

(rhythm and playing) do not receive the same proportion of marks. Out of the ten 

marks awarded for sight-reading in total, 3 marks are for the rhythmic task, and 7 

marks for the playing task for Grades 1-10 of the RCM, and for Grades 1-9 of CC. CC 

Grade 10 gives 2 marks for the rhythmic task and 6 marks for the playing task (8 marks 

in total). For the two tasks of the RCM in the two Preparatory levels (Preparatory A 

and B), a 50% proportion is stated, with 5 marks available for each component out of 

the 10 marks in total. 

7.2 Sight-reading specifications per grade: Preparatory to Grade 3  

The piano syllabi of the examined boards each indicate sight-reading specifications to 

a different level of detail, with some mentioning general information and others 

providing more comprehensive descriptions about the sight-reading parameters for 

each grade. General information, provided in the documents of LCM, includes 

specifications primarily about the approximate level of sight-reading pieces. More 

informative descriptions, to various levels of detail, are evident in the piano syllabi of 

ABRSM, TCL, RCM, CC and ANZCA, focusing on parameters such as the length of sight-
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reading pieces, potential keys and time signatures, hand position, pedalling and other 

musical elements per level.  

The following section provides a series of tables presenting the elements 

mentioned for sight-reading per level, focusing from the preparatory grades, up to 

Grade 3, which have been extracted and combined from ABRSM, TCL, RCM, CC and 

ANZCA piano syllabi27. Comparative observations concerning the table contents are 

also presented for each Grade, to acquire a deeper understanding of potential 

philosophies and underpinning principles and thus, to subsequently inform aspects of 

the design process of my own sight-reading material.   

Alongside these, musical examples28 are provided below for each grade to 

ƛƭƭǳǎǘǊŀǘŜ Ƙƻǿ ǘƘŜ ǎǇŜŎƛŦƛŎŀǘƛƻƴǎ ŀǊŜ ǊŜŦƭŜŎǘŜŘ ǘƘǊƻǳƎƘ ǘƘŜ ƳǳǎƛŎΦ 5ǳŜ ǘƻ !.w{aΩǎ 

position as a longstanding music examination board29, with a long history in examining 

sight-reading as a key musical component, the musical examples in the following 

sections have been drawn from books of specimen sight-reading tests published by 

ABRSM. In addition to the popularity of this examination board, both internationally 

and in Greece, at the time when this thesis is being written ABRSM appears to be the 

most commonly used exam board of classical music teachers in Crete, where Study 1 

of the present thesis was conducted (Chapter 5). For the Preparatory grade, as sight-

reading is not examined in the pre-grade levels of ABRSM, the musical examples 

ǇǊƻǾƛŘŜŘ ŀǘ ǘƘƛǎ ƭŜǾŜƭ ƘŀǾŜ ōŜŜƴ ŘǊŀǿƴ ŦǊƻƳ tŀǳƭ IŀǊǊƛǎΩ Improve your sight-reading! 

Getting started: Pre-Grade 1 Piano (Harris, 2009). This publication has been selected 

ŀǎ ǘƘŜ ǎƻǳǊŎŜ ƻŦ ƳǳǎƛŎŀƭ ŜȄŀƳǇƭŜǎ ŀǘ ǘƘƛǎ ƭŜǾŜƭΣ ōŀǎŜŘ ƻƴ IŀǊǊƛǎΩ ƭƻƴƎǎǘŀƴŘƛƴƎ 

connection as a collaborator with ABRSM, and his own complete series for sight-

reading, which reflect the ABRSM musical elements and criteria (Improve your sight-

reading! and Improve your sight-reading! A piece a week). 

7.2.1 Sight -reading specifications: Preparatory Grades  

As mentioned in the previous section, examination of sight-reading within preparatory 

grades is evident in the exams of RCM and ANZCA, while it is optional for TCL. ABRSM, 

 
27 LCM specifically is not included, as only general information is provided, as noted above. 
28 Copyright materials are reproduced by kind permission of Faber Music Ltd., and ABRSM Publishing. 
29 According to the official ABRSM website, the first ABRSM board and syllabus were established in 
the 1890s (About Us> Our History, https://fk.abrsm.org/en/about-us/our-history/). 

https://fk.abrsm.org/en/about-us/our-history/
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LCM and CC do not include sight-reading test in this context. The following table (Table 

7.2) demonstrates relevant elements specified in this level. 

Table 7.2 Sight-reading specifications, Preparatory Grade 

Exam 
Board 

TCL RCM ANZCA 

  Prep A Prep B Preparatory Preliminary 

Length 
(bars) 

N/S 

Rhythm:  
2 bars 

Playing: 
 4 notes 

Rhythm: 
 2 bars 

Playing:  
ΨǎƘƻǊǘ ƳŜƭƻŘȅΩ 

6 notes 4 bars 

Keys Major: C Major: C Major: C Major: C Major: C 

Time 
Signature 

2/4 4/4 4/4 N/S 3/4, 4/4 

Hand 
position 

N/S 

RH alone and  
LH alone 

5-finger position 

Hands separate 

5-finger position 

5-finger 
position 

Hands 
separate 

Hands 
separate 

Musical 
elements 

Crotchet, 
Minim 

Semibreve 
rest 

Dynamics p, f 

moderato 

Simple 
phrasing 

- Rhythm: 
semibreve to 

quaver 

- Playing: 
semibreve to 

crotchet 

Moving by step in 
one direction 

Repeated note 

Fingering for first 
note only 

- Rhythm: 
semibreve to 

quaver 

- Playing: 
semibreve to 

crotchet 

Melody divided 
between hands 

Fingering for first 
note only 

Crotchet 
Crotchet, 
Minim, 

Semibreve 

RCM and ANZCA offer two levels of preparatory grade exams, the first 

examining primary musical knowledge and the second adding further basic elements. 

For both exam boards, the first preparatory level includes a very short sight-reading 

task (four and six notes respectively), which is briefly expanded in the second 

ǇǊŜǇŀǊŀǘƻǊȅ ƭŜǾŜƭ ǘƻ ŦƻǊƳ ŀ ΨǎƘƻǊǘ ƳŜƭƻŘȅΩ όw/aύ ƻǊ ŦƻǳǊ ōŀǊǎ ƻŦ ǇƭŀȅƛƴƎ ό!b½/!ύΦ 

Although for TCL the length of the task is not stated, the music is presented in C Major, 

which is also the key for RCM and ANZCA preparatory sight-reading test. A common 

approach seems evident towards hand position (not mentioned for TCL), as learners 

are expected to play in a five-note position with hands sharing the melody, except for 
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RCM Preparatory A, in which two melodic tasks, one for each hand, are provided in 

addition to the sight-rhythm test. 

Differences can be observed regarding time signature (2/4 for TCL, 4/4 for RCM 

and ANZCA), with the most noticeable differences being in relation to the musical 

elements involved. Simple values are examined by all three boards, with TCL including 

only minims and crotchets due to the exclusive use of the 2/4 time signature. 

Semibreves are included in both preparatory levels of RCM and the second of ANZCA 

(Preliminary), while quavers are also presented within the rhythmic tasks of RCM. 

Comparison between the first preparatory level of RCM and ANZCA suggests a 

significant difference of approach between the two boards. For ANZCA, the sight-

reading task seems to be very basic, including one value per pulse (crotchets only), 

while for the same level of RCM three preliminary values are included (semibreves to 

crotchets), as well as quavers within the rhythm task. A very basic approach towards 

sight-reading in such early stages should not necessarily be viewed as a negative trait; 

considering the likely (young) age of learners, this might be perceived as a more 

achievable introduction to sight-reading tests, enhancing ŎŀƴŘƛŘŀǘŜǎΩ sense of 

accomplishment. However, such differences seem to suggest an explicit 

differentiation between exam boards in terms of the level of knowledge and practical 

application which are expected to be acquired within this preparatory level.  

Finally, TCL mentions further musical elements within the sight-reading test of 

the preparatory level, including semibreve rests (TCL) to indicate a whole-bar rest, as 

well as markings related to tempo (moderato), dynamics (p, f) and simple melodic 

shaping and phrasing. As similar elements are not mentioned for the two other 

boards, it is assumed that these are not included within the specimen examination in 

this level. 

The following musical examples illustrate the sight-reading elements which are 

employed at the pre-grade level. As explained in section 7.2, for this Preparatory 

ƎǊŀŘŜΣ ǘƘŜ ŜȄŀƳǇƭŜǎ ƘŀǾŜ ōŜŜƴ ŘǊŀǿƴ ŦǊƻƳ tŀǳƭ IŀǊǊƛǎΩ Improve your sight-reading! 

Getting started: Pre-Grade 1 Piano (Harris, 2009), as ABRSM do not examine sight-

reading at this level, and therefore they do not have a corresponding book of 

specimen tests.  
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IŀǊǊƛǎΩ ōƻƻƪ ŦŜŀǘǳǊŜǎ ŘƛŦŦŜǊŜƴǘ ǘȅǇŜǎ ƻŦ ŜȄŜǊŎƛǎŜǎ ƛƴ ŜŀŎƘ ƻŦ ǘƘŜ ǘǿŜƭǾŜ ΨǎǘŀƎŜǎΩ 

ŀǎ ƘŜ Ŏŀƭƭǎ ŜŀŎƘ ŎƘŀǇǘŜǊκǳƴƛǘΣ ŎƻƳǇǊƛǎƛƴƎΥ ΨwƘȅǘƘƳƛŎ ŜȄŜǊŎƛǎŜǎΩΣ  ǿƛǘƘ ǘƘǊŜŜ ǊƘȅǘƘƳƛŎŀƭ 

ŜȄŀƳǇƭŜǎ ƛƴ ŜŀŎƘ Ψ{ǘŀƎŜΩΤ ΨaŜƭƻŘƛŎ ŜȄŜǊŎƛǎŜǎΩΣ ǿƛǘƘ ǘƘǊŜŜ ǎƛƴƎƭŜ-line melodies for each 

ƘŀƴŘ ǎŜǇŀǊŀǘŜƭȅ ƛƴ ǘƘŜ ŦƛǊǎǘ Ψ{ǘŀƎŜǎΩΣ ŀƴŘ ǘƘǊŜŜ ǎƘŀǊŜŘ ǎƛƴƎƭŜ-line melodies in the final 

Ψ{ǘŀƎŜǎΩ ƻŦ ǘƘŜ ōƻƻƪ όǎŜŜ ŜȄŀƳǇƭŜ ōŜƭƻǿύΤ ŀƴŘ ΨtǊŜǇŀǊŜŘ ǇƛŜŎŜǎΩΣ ŜƛǘƘŜǊ ǘǿƻ ǎƛƴƎƭŜ 

hand melodies (a separate melody for each hand), or one single-line melody divided 

between the two hands, with prompts and questions for the learner to prepare each 

ǇƛŜŎŜ ōŜŦƻǊŜ ǇƭŀȅƛƴƎΦ ¢ƘŜǎŜ ǊŀƴƎŜ ŦǊƻƳ ƻōǎŜǊǾŀǘƛƻƴ ǉǳŜǎǘƛƻƴǎΣ ǎǳŎƘ ŀǎ ΨIƻǿ Ƴŀƴȅ 

ōŜŀǘǎ ŀǊŜ ǘƘŜǊŜ ƛƴ ŜŀŎƘ ōŀǊΚΩ όIŀǊǊƛǎΣ нллфΣ ǇΦ мфύΣ ǉǳŜǎǘƛƻƴǎ ǊŜƭŀǘƛƴƎ ǘƻ ǇǊŜǾƛƻǳǎ 

musical ƪƴƻǿƭŜŘƎŜ ŀƴŘ ǳƴŘŜǊǎǘŀƴŘƛƴƎΣ ǎǳŎƘ ŀǎ ΨIƻǿ Ƴŀƴȅ ōŜŀǘǎ ƛǎ ŀ ώŎǊƻǘŎƘŜǘ ǊŜǎǘ 

ǎȅƳōƻƭϐ ǿƻǊǘƘΚΩ όIŀǊǊƛǎΣ нллфΣ ǇΦ тύΣ ǘƻ ǇǊƻƳǇǘǎ ǊŜƭŀǘƛƴƎ ǘƻ ǎǇŜŎƛŦƛŎ ǎƛƎƘǘ-reading skills, 

ǎǳŎƘ ŀǎ ΨIŜŀǊ ǘƘŜ ǇƛŜŎŜ ƛƴ ȅƻǳǊ ƘŜŀŘ ōŜŦƻǊŜ ȅƻǳ ōŜƎƛƴΩ όIŀǊǊƛǎΣ нллфΣ ǇΦ мфύΦ ¢ƘŜ Ŧƛƴŀƭ 

exeǊŎƛǎŜ ƻŦ ŜŀŎƘ Ψ{ǘŀƎŜΩ ƛǎ ǘƘŜ ΨDƻƛƴƎ ǎƻƭƻΩ ŀŎǘƛǾƛǘȅΣ ǿƘƛŎƘ ƛƴƛǘƛŀƭƭȅ ŦŜŀǘǳǊŜǎ ǘǿƻ ǎƛƴƎƭŜ-

hand melodies, and later one single line melody divided between the two hands. 

¦ƴƭƛƪŜ ǘƘŜ ΨtǊŜǇŀǊŜŘ ǇƛŜŎŜǎΩ ŜȄŜǊŎƛǎŜΣ ǘƘŜ ΨDƻƛƴƎ ǎƻƭƻΩ ŜȄŜǊŎƛǎŜ ŘƻŜǎ ƴƻǘ ƛƴŎƭǳŘŜ 

prompts or questions. 

aǳǎƛŎŀƭ 9ȄŀƳǇƭŜ тΦм ōŜƭƻǿ ƛǎ ŦǊƻƳ ŀ ΨDƻƛƴƎ ǎƻƭƻΩ ŀŎǘƛǾƛǘȅ ό{ǘŀƎŜ тύ όIŀǊǊƛǎΣ 

нллфΣ ǇΦ моύΣ ǿƘƛƭŜ 9ȄŀƳǇƭŜ тΦн ƛǎ ŦǊƻƳ ŀ ΨtǊŜǇŀǊŜŘ ǇƛŜŎŜΩ ŜȄŜǊŎƛǎŜ ό{ǘŀƎŜ млύ όIŀǊǊƛǎΣ 

2009, p. 19), each one reflecting some of the musical elements stated in Table 7.2, 

presented earlier for this Preparatory level. Both examples feature single-line, four-

bar melodies in 4/4, using simple values from semi-breve to crotchet. In the left-hand 

melody of Example 7.1, crotchet rests also appear. The music is set in C major, and 

there are fingering indications for the starting note of each hand. A single dynamic 

marking (mp, mf, p) is used per melody, without dynamic changes within the music; 

ǘƘŜ ŘŜǎŎǊƛǇǘƛǾŜ ǿƻǊŘǎ ŀǘ ǘƘŜ ǘƻǇ ƻŦ ŜŀŎƘ ƳŜƭƻŘȅ όΨFƭƻǿƛƴƎΩΣ ΨMŀǊŎƘƛƴƎΩΣ ΨSƭŜŜǇƛƭȅΩύ 

provide performance indications, also hinting at style.  
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Example 7.1 (Preparatory level): Two single-line, four-ōŀǊ ƳŜƭƻŘƛŜǎΦ ΨDƻƛƴƎ ǎƻƭƻΩ  
(Harris, 2009, p. 13). 

ΨCƭƻǿƛƴƎΩΣ ΨaŀǊŎƘƛƴƎΩΣ Music by Paul Harris, © 2009 Faber Music Ltd. Reproduced 
from Improve your sight-reading! Getting started: Pre-Grade 1 Piano by permission of the 

publishers. All Rights Reserved. 

 

Example 7.2 (Preparatory level): Single-line melody shared between hands. 'Prepared piece' 
(Harris, 2009, p. 19). 

Ψ{ƭŜŜǇƛƭȅΩΣ Music by Paul Harris, © 2009 Faber Music Ltd. Reproduced from Improve your 
sight-reading! Getting started: Pre-Grade 1 Piano by permission of the publishers. All Rights 

Reserved. 

7.2.2 Sight -reading specifications: Grade 1  

The characteristics of sight-reading mentioned in the first Grade of piano study syllabi 

are summarised in Table 7.3 below, accompanied with relevant comparative 

observations. Asterisks (*) indicate new components for this level across the different 

boards. 

Table 7.3 Sight-reading specifications, Grade 1 

Exam 
Board 

ABRSM TCL RCM CC ANZCA 

Length 
(bars) 

4 or 6 N/S 
Rhythm: 2 bars 
Playing: 4 bars 

Rhythm: 4 
Playing: 4 

8 

Keys 
Major:  
C, G, F 

Minor: A, D 

Major:  
C, G* 

Minor:  
A natural* 

Major:  
C, G*, F* 
Minor: A* 

Major:  
C, G 

Minor: - 

Major:  
C, G*, F* 
Minor: A* 
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Exam 
Board 

ABRSM TCL RCM CC ANZCA 

Time 
Signature 

4/4, 3/4*, 
2/4 

2/4, 4/4* 4/4 
Rhythm/Playing: 

2/4, 3/4 
*2/4, 3/4, 4/4 

Hand 
position 

Hands 
separate 
5-finger 
position 

N/S 
Hands separate 
5-finger position 

Hands separate 
5-finger position 

Hands 
separate 

Musical 
elements 

Simple 
dynamics 

Simple 
values 

Simple 
articulations 

Accidentals 
in minor keys 

Semibreve* 

Minim rest* 

mf* 

- Rhythm: 
semibreve to 

quaver* 

- Playing: 
semibreve to 

crotchet 

Melody divided 
between hands 

Fingering for 
first note of 

each hand only 

Minim,  
crotchet,  
quaver, 

 dotted minim 

Semibreve rests 

Simple melody 
divided between 

hands 

Fingering 
indications 

Simple values: 
Crotchet, 
Minim, 

Semibreve 

Melody divided 
between hands 

*Hands come 
together for 
final simple 

chord 

In the first Grade, exam boards seem to share common characteristics related 

to the included elements for sight-reading. Learners are usually expected to sight-read 

four-bar tasks (six bars are provided for 2/4 time signature by ABRSM), with the 

exception of ANZCA examinations, which include eight bars in this level. For the two 

boards which test rhythm separately (RCM and CC), the relevant tasks include two and 

four bars, respectively. Five-note hand position and playing at sight with hands 

separately is a shared trait of the exam boards, with the melody being divided 

between the hands. Throughout all Grades, no indications about hand position are 

evident in the content of TCL syllabus, which might lead to the assumption that hand 

position in sight-reading is analogous to the general playing position/s required for 

each level. An exception is ANZCA, which suggests that hands may come together for 

ΨǘƘŜ Ŧƛƴŀƭ ŎƘƻǊŘΩ ό!b½/!Σ нлмуΣ ǇΦ 22). This seems to be a helpful step for enhancing 

the primary sense of tonality during sight-reading and for preparing harmonic 

understanding through an initial introduction to simple chords during performance at 

sight, before proceeding to triads and four-note chords in subsequent levels. 

Boards seem to be largely in agreement in terms of the keys in which sight-

reading tasks are presented in this level. Simple keys are utilised, such as C, G and F 

major for the majority of boards, excluding TCL and CC which only employ C and G 
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major. A minor is also a key possibility for sight-reading in all exam boards, again with 

the exception of CC which does not include any minor keys. In addition to A minor, 

ABRSM sight-reading tasks might also be set in D minor. The deployment of simple 

keys seems to be a rational parameter of this initial level, corresponding to the scales 

included in the technical curricula. The exclusion of F major from TCL and CC sight-

reading tasks is an interesting aspect, since the equivalent sharp key (G major) seems 

to be prioritised. Potential reasons for this discrimination are worth pondering upon: 

could this be attributed to the keys employed in the set repertoire of the main 

curriculum? Do the main pieces utilise only C and G major? And if so, how can the 

exclusion of F major from this level be justified? Such questions might also be linked 

to philosophical considerations and/or aesthetic parameters underpinning the 

different approaches of exam boards. 

Similar questions could be extended to time signatures. Reasonably, simple 

time signatures are utilised, with 2/4 and 4/4 being the most common ones, used by 

all exam boards in this level, with the exception of 2/4 in RCM and 4/4 in CC. 

Differences of approach are observed particularly in relation to 3/4, which is not used 

in two of the five exam boards. How can this be explained and what is the link of this 

to the general musical knowledge obtained in this level?  

Regarding the musical elements mentioned in this Grade, these predominantly 

focus on note values and rests, as well as on specifications about the melody division 

between the hands (RCM, CC, ANZCA). Although rests are specifically stated only for 

TCL and CC, Example 7.3 below evidences that rests are also utilised in ABRSM 

specimen tests. Elements such as articulation and dynamics are not indicated for the 

majority of exam boards in this level: articulations are only addressed by ABRSM and 

dynamics by ABRSM and TCL (mf in addition to piano and forte stated for the 

Preparatory level).  

The following musical examples from the ABRSM specimen sight-reading tests 

(2018e) is indicative of the level and musical elements examined in Grade 1. Three 

examples have been selected from the 55 examples in the book as representative of 

the various musical elements examined at this grade, ranging from bar length, time 

signature, note values and rests, to articulation, dynamics and key. The examples are 
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presented in the order they appear within the specimen test book, as indicated by the 

example numbers on the left-hand side. 

In line with the ABRSM Grade 1 specifications, Example 7.3 consists of four 

bars with a single-line melody shared between the two hands. There are fingering 

indications for the starting note of each hand, and it can be observed that both hands 

have the same note range, from D ascending to A (hand position: left hand fifth finger 

on D3, right hand thumb on D4). The music is set in 3/4 time signature, in the key of G 

major, with one F sharp note in each hand (using the third finger in both hands). Note 

values from minim to quaver pairs are used, including a dotted minim in the final bar, 

ǿƘƛƭŜ ǎŜƳƛōǊŜǾŜ ǊŜǎǘǎ ŀǊŜ ǳǎŜŘ ŦƻǊ ǘƘŜ ΨǎƛƭŜƴǘΩ ƘŀƴŘΣ ǿƘƛƭŜ ǘƘŜ ƻǘƘŜǊ ƻƴŜ ƛǎ ǇƭŀȅƛƴƎΤ 

therefore, the rests are used as an indication of which hand is playing, rather than with 

a rhythmic significance in the course of the melody. The articulation of this example 

includes three legato slurs and two staccato crotchets, forming a pattern of both 

rhythm and articulation between bars 1 and 3. The example also features dynamic 

markings, with the music starting piano and concluding mf, after getting gradually 

louder in the penultimate bar (bar 3), where a crescendo marking (hairpin) appears. 

!ǘ ǘƘŜ ǘƻǇ ƻŦ ǘƘŜ ŜȄŀƳǇƭŜΣ ƛƴǎǘŜŀŘ ƻŦ ŀ ǘƛǘƭŜΣ ŀ ŘŜǎŎǊƛǇǘƛǾŜ ŎƻƳƳƻƴ ǿƻǊŘ όΨ5ŜƭƛŎŀǘŜƭȅΩύ 

is used as a performance indication, which is a frequent approach in this Grade, with 

occasional exceptions (see Example 7.4). 

 

Example 7.3 (Grade 1): 4-bar, single-line melody in G major, shared between the hands, with 
legato, staccato, and dynamic changes (ABRSM, 2018e, p. 4).  

Ψ5ŜƭƛŎŀǘŜƭȅΩ όbƻΦ мнύΣ © 2018 The Associated Board of the Royal Schools. Reproduced 
from Piano specimen sight-reading tests: ABRSM Grade 1, by permission of the publisher. 

Example 7.4 below consists of six, rather than four bars, presumably due to the 

2/4 time signature. As in the Example 7.3, the melody is shared between the two 

hands, with a three-bar legato phrase dedicated to each hand, and semibreve rests 

ƛƴŘƛŎŀǘƛƴƎ ǘƘŜ ΨǎƛƭŜƴǘΩ ƘŀƴŘΦ ¢ƘŜ ŦƛƴƎŜǊ ƴǳƳōŜǊ ŦƻǊ ǘƘŜ ǎǘŀǊǘƛƴƎ ƴƻǘŜ ƻŦ ŜŀŎƘ ƘŀƴŘ ƛǎ 

provided, and the two hands have the same note range (from D ascending to A), as 
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previously. The music is set in D minor this time, presumably in its natural form, as no 

B flats or C sharps are encountered within the used note range. The utilised values 

include minims, crotchets and pairs of quavers, and there are more dynamic markings 

and dynamic changes this time, as the music starts from piano dynamic, raises to mf 

in the third bar and then returns to piano in the final bar, through the crescendo and 

diminuendo hairpin symbols. Finally, this example features a tempo marking 

όΨ!ƴŘŀƴǘŜΩύ ŀǘ ǘƘŜ ǘƻǇ ƻŦ ǘƘŜ ƳǳǎƛŎΣ ǘƘƛǎ ǘƛƳŜ ǳǎƛƴƎ ƳǳǎƛŎŀƭ ǘŜǊƳƛƴƻƭƻƎȅ ƛƴǎǘŜŀŘ ƻŦ ŀ 

common word to describe performance. It could be assumed that this is because this 

musical example appears later in the specimen test book, and therefore could suggest 

a gradual shift towards using terminology as the examples progress; yet, this 

assumption cannot be verified, as performance is later again described with a 

common word rather than with a musical term (see Example 7.5). 

 

Example 7.4 (Grade 1): 6-bar, single-line melody in D minor, shared between the hands, with 
legato slurs and more dynamic changes (ABRSM, 2018e, p. 10).  

Ψ!ƴŘŀƴǘŜΩ όbƻΦ пмύΣ © 2018 The Associated Board of the Royal Schools. Reproduced 
from Piano specimen sight-reading tests: ABRSM Grade 1, by permission of the publisher.  

The third and final example for this level (Example 7.5) reflects similar 

characteristics to the two previous ones, in alignment with the Grade 1 specifications 

of ABRSM. The length of the music is four bars, and the melody line is shared between 

the hands, which again play one at a time. The music is in 4/4, using C major, and finger 

numbers are provided for the starting note of each hand. As before, the two hands 

play the same note range, from C to G (hand position: left hand fifth finger on C3, right 

hand thumb on C4). The values used in this example are predominantly crotchets and 

pairs of quavers, with one minim as the final note, in the left hand. The articulation 

includes legato slurs and one accented note for the left hand in the final bar, while 

there are two dynamic markings, starting with piano for the right hand (bars 1-2) and 

then changing to forte for the left hand (bars 3-4), this time without gradual dynamic 

ŎƘŀƴƎŜǎΦ ¢ƘŜ ǿƻǊŘ ΨIŀǇǇƛƭȅΩΣ ǇǊƻǾƛŘŜǎ ŀƴ ƛƴŘƛŎŀǘƛƻƴ ŦƻǊ ǇŜǊŦƻǊƳŀƴŎŜ ǘƘƛǎ ǘƛƳŜΣ ǳƴƭƛƪŜ 
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9ȄŀƳǇƭŜ тΦп όƴǳƳōŜǊ пм ƛƴ ǘƘŜ ǎǇŜŎƛƳŜƴ ǘŜǎǘ ōƻƻƪύΣ ǿƘŜǊŜ ǘƘŜ ǘŜǊƳ Ψ!ƴŘŀƴǘŜΩ ǿŀǎ 

used. 

 

Example 7.5 (Grade 1): 4-bar, single-line melody in C major, shared between the hands, with 
legato slurs, accent and two dynamic markings (ABRSM, 2018e, p. 10).  

ΨIŀǇǇƛƭȅΩ όbƻΦ пнύΣ © 2018 The Associated Board of the Royal Schools. Reproduced 
from Piano specimen sight-reading tests: ABRSM Grade 1, by permission of the publisher. 

7.2.3 Sight-reading specifications: Grade 2  

Specifications provided for the second Grade of piano study sight-reading tests are 

presented in Table 7.4 below. As previously, elements which are first introduced in 

this level and have not been mentioned in the Preparatory level or in Grade 1, are 

marked with an asterisk. 

Table 7.4 Sight-reading specifications, Grade 2 

Exam 
Board 

ABRSM TCL RCM CC ANZCA 

Length 
(bars) 

4 or 6 N/S 
Rhythm: 2-4 
Playing: 4 

Rhythm: 4 
Playing: 4 

8 

Keys 

Major:  
C, G, F, D* 
Minor: A, 
D, E*, G* 

Major: C, G 
Minor:  

A harmonic* 

Major:  
C, G, F 

Minor: A, D* 

Major: C, G, F* 
Minor: -  

Major:  
C, G, F 

Minor: A 

Time 
Signature 

4/4, 3/4, 
2/4 

2/4, 4/4, 
3/4*  

Rhythm: 3/4*, 
4/4 

Playing: 4/4 

Rhythm: 2/4, 3/4  

Playing: 3/4, 4/4 

2/4, 3/4, 4/4 

*  

Hand 
position 

Hands  
together in 

5-finger 
position 

N/S 

Hands separate  
May move 

outside  
5-finger position 

Hands separate 
5-finger position 

Hands separate 
Hands may 

come together 
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Exam 
Board 

ABRSM TCL RCM CC ANZCA 

Additional 
musical 

elements 

Dotted 
notes 

Tied notes 

Dotted 
minim 

Tied notes 

- Rhythm: 
semibreve to 

quaver, dotted 
minim 

quaver rest 

- Playing: 
semibreve to 

quavers 

Melody divided 
between hands 

- Rhythm:  
minim, crotchet, 

quaver,  
dotted minim, 

dotted crotchet 

Rests: 
semibreve, 

minim, crotchet 

- Playing:  
minim, crotchet, 

quaver,  
dotted minim 

Rests: 
semibreve, 

minim 

Melody divided 
between hands 

Fingering 
indications 

Values from 
semibreve to 

quavers 

As indicated in Table 7.4 above, the length of melodic sight-reading tasks 

ranges from four (ABRSM, RCM, CC) to eight bars (ANZCA), with rhythmic tasks being 

between two to four bars in Grade 2. Simple time signatures are utilised by exam 

boards (2/4, 3/4, 4/4) ς except RCM which excludes 2/4 ς with noticeable 

differentiations in the syllabus of the two boards with a separate rhythmic task. For 

RCM and CC, discrepancies are evident between the time signatures of the two sight-

reading tasks: RCM sight-rhythm examines 3/4 and 4/4, while sight-playing focuses 

only on 4/4 as in Grade 1; CC excludes 4/4 from the rhythmic tasks, as well as 2/4 from 

the melodic sight-reading task. Such discrepancies warrant further interpretation. 

Why are there different time signatures for the two tasks? Since it might seem 

reasonable to expect that the same time signatures would be used for sight-rhythm 

and playing at sight at the same level, does this reflect a difference in perspective 

towards sight-reading skills related to rhythm? And if so, would the seemingly more 

advanced rhythmic task of RCM and CC ς in comparison to their sight-reading playing 

ς ǇƻǘŜƴǘƛŀƭƭȅ ǎǳƎƎŜǎǘ ŀ ΨǊƘȅǘƘƳ ŎƻƳŜǎ ŦƛǊǎǘΩ ǾƛŜǿǇƻƛƴǘΣ ƻǊ ŎƻǳƭŘ ǘƘƛǎ ōŜ ƛƴǘŜǊǇǊŜǘŜŘ ǘƻ 

imply that pitch is, to some extent, viewed as a challenging aspect of sight-reading 

achievement? What could be potential benefits from each approach ς simultaneous 

development of rhythm and pitch perception, and foregrounding rhythm at sight first 
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ς to the development not only of sight-reading, but also of general musical skills? 

Further consideration of this could be made in relation to the marking systems, which 

(as stated in section 7.1) give a proportion of 30% of the ten awarded marks to rhythm, 

and 70% to the playing component for Grades 1-10 (with the exception of CC Grade 

10, where the sight-reading total marks are 8 ς 2 for the rhythmic, and 6 for the playing 

task), while a 50% proportion is stated for the two components in Preparatory levels 

A and B of RCM (5 marks for rhythm, 5 marks for the playing task). 

 Similarities can be observed in terms of the approach to key in this level, with 

most boardsΩ ǎƛƎƘǘ-reading tests set in basic major and minor keys (C, G, F major, A 

minor). TCL has the fewest keys in sight-reading tasks, which remain the same as 

Grade 1, namely C and G majors and A harmonic minor, with questions arising as to 

why F major has been excluded as previously, at the current level. At the other end, 

ABRSM seems more diverse in terms of key possibilities, with a wider range of major 

(C, G, F, D) and minor (A, D, E, G) tonalities, in connection to the required scales for 

this Grade (Grade 2 scales additionally include A major). 

 Hand position seems to be the area with the most noticeable differentiation 

among exam boards in this Grade. Playing with separate hands varies between five-

finger position (CC) and beyond the five-finger position (RCM); hands may come 

together for ANZCA without specifications about the range of playing, while playing 

with both hands in five-finger position is stated for the ABRSM. In this parameter, 

elements of progression from the previous Grade are evident for each exam board, 

except for CC which maintains the same approach; ABRSM separate hands playing 

develops into hands together in five-finger position; RCM moves outside a five-finger 

position, maintaining hands separate playing, while ANZCA suggests hands playing 

together more frequently than just for the final chord.  

 Progression is evident through the inclusion of further note duration values 

and rests; however, musical elements such as articulation, dynamics or tempo 

markings are not indicated. Although ABRSM does not specifically clarify what the 

ǘŜǊƳ ΨǎƛƳǇƭŜ ǾŀƭǳŜǎΩ ŦǊƻƳ DǊŀŘŜ м ƛƴŎƭǳŘŜǎΣ boards utilise note values from semibreve 

to quavers, excepting TCL which incorporates quavers in Grade 3. Use of rests is also 

stated for the rhythmic task of RCM and both tasks of CC, while it is not clear the 

extent to which these are utilised in ABRSM and ANZCA sight-reading (TCL makes 
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mention of semibreve and minim rests in Preparatory and Grade 1, respectively). 

ABRSM, TCL, CC, and RCM (only for sight-rhythm) also incorporate dotted notes, while 

tied notes are mentioned for the first two exam boards.  

Notably, element descriptions of the present Grade provide no further 

specifications in terms of further musical elements and relevant markings, such as 

dynamics, articulation, tempo, or expression indications, especially for exam boards 

which did not include such elements in the previous Grade. This generates questions 

regarding the introductory points of such elements to sight-reading, suggesting 

different perspectives towards the employment of such aspects during sight-reading. 

Taking into consideration ǘƘŜ ŦŀŎǘ ǘƘŀǘ ΨǎƛƳǇƭŜ ŘȅƴŀƳƛŎǎΩ ŀƴŘ ΨǎƛƳǇƭŜ ŀǊǘƛŎǳƭŀǘƛƻƴǎΩ 

were mentioned in ABRSM and TCL (mf indication) since Grade 1, the ŜȄŀƳ ōƻŀǊŘǎΩ 

approach towards the introduction and gradual progression of such primary elements 

in sight-reading is an interesting aspect to observe throughout subsequent levels. 

Further relevant observations are presented within the following sections.  

The musical examples below are indicative of the level and musical elements 

of this Grade and have been selected from the 55 examples of the ABRSM Grade 2 

specimen sight-reading test book (ABRSM, 2018d). As before, the examples are 

presented in the order they appear in the book, rather than in ascending difficulty, 

while for all examples, the music is written for both hands to play together.  

The following example (Example 7.6) in D major is written in 2/4, is six bars 

long, and includes minims, crotchets, and pairs of quavers, as well as crotchet rests. 

As in previous grades, fingering is provided for the first note of each hand, as well as 

a ǘŜƳǇƻ ƳŀǊƪƛƴƎ ŀǘ ǘƘŜ ǘƻǇΣ ǘƘƛǎ ǘƛƳŜ ǳǎƛƴƎ ǘƘŜ ƳǳǎƛŎŀƭ ǘŜǊƳ Ψ!ƭƭŜƎǊŜǘǘƻΩΦ !ǊǘƛŎǳƭŀǘƛƻƴ 

includes legato slurs and staccato notes, and there are some dynamic changes, with 

the music beginning with forte dynamic and finishing with piano sounds, after a 

diminuendo (hairpin symbol) in the fifth bar. The music here appears considerably 

more complex than before, particularly due to the dialogic effect the lines of the two 

hands have in this example, as well as due to the different articulation markings and 

the use of sharps in each hand.  
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Example 7.6 (Grade 2): 6-bar melody in D major, hands together, minims to quaver pairs, 
crotchet rests, legato, staccato, dynamic changes (ABRSM, 2018d, p. 7).  

Ψ!ƭƭŜƎǊŜǘǘƻΩ όbƻΦ нуύΣ © 2018 The Associated Board of the Royal Schools. Reproduced 
from Piano specimen sight-reading tests: ABRSM Grade 2, by permission of the publisher. 

Example 7.7 is written in D harmonic minor and includes the C sharp in the 

penultimate bar, which is the only black note in this example. This time, there is a clear 

ƛƴŘƛŎŀǘƛƻƴ ƭƛƴƪƛƴƎ ǘƻ ǎǘȅƭŜ ŀǘ ǘƘŜ ǘƻǇΣ Ψ{ŀŘ ²ŀƭǘȊΩΣ ǿƘƛŎƘ ƴŀǘǳǊŀƭƭȅ ŎƻƴƴŜŎǘǎ ƭŀǘŜǊ ǘƻ ǘƘŜ 

characteristics of the music, which is set in 3/4, and the left hand accompanies the 

main melody of the right hand, in a waltz-like style. Fingering is provided for the first 

note in each hand, yet the right-hand position may possibly feel challenging to the 

player, due to the repetitive alteration between the fifth and fourth fingers in the first 

two bars. The values used in the four bars of the music are predominantly crotchets 

and quavers, in pairs and single ones, and dotted notes (minims and crotchets) appear 

in the right-hand, as well as a crotchet rest in the left hand. Dynamic markings are soft 

throughout, starting with piano and going down to pianissimo at the end, after a 

diminuendo (hairpin symbol) between the two final bars. 

 

Example 7.7 (Grade 2): 4-bar waltz in D minor, hands together, dotted minims to quavers, 
dotted crotchets, crotchet rest, legato, dynamic changes (ABRSM, 2018d, p. 12).  
Ψ{ŀŘ ǿŀƭǘȊΩ όbƻΦ рмύΣ © 2018 The Associated Board of the Royal Schools. Reproduced 

from Piano specimen sight-reading tests: ABRSM Grade 2, by permission of the publisher. 

The final musical example for Grade 2, Example 7.8 below, is described as 

Ψ¢ŜƳǇƻ Řƛ ƳƛƴǳŜǘǘƻΩΣ ŀƎŀƛƴ ƭƛƴƪŜŘ ǘƻ ǘƘŜ ǊŜƭŜǾŀƴǘ ǎǘȅƭŜΣ ŀǎ ǘƘŜ ǇǊŜǾƛƻǳǎ ŜȄŀƳǇƭŜΦ ! 

shift towards the use of musical terminology is observed at this level, as musical terms 

appear more frequently as performance indications; however, this approach is not 
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exclusive, as some common words are also encountered in the examples of the 

ǎǇŜŎƛƳŜƴ ǘŜǎǘ ōƻƻƪ ό!.w{aΣ нлмуŘύΣ ǎǳŎƘ ŀǎ Ψ5ŀƴŎƛƴƎΩ όǇΦ оΣ ŜȄŀƳǇƭŜ тύΣ Ψ{ŀŘƭȅΩ όǇΦ рΣ 

ŜȄŀƳǇƭŜ мфύ ƻǊ Ψ[ƛǾŜƭȅΩ όǇΦ мнΣ ŜȄŀƳǇƭŜ роύΦ {Ŝǘ ƛƴ оκпΣ ǘƘƛǎ ƳƛƴǳŜǘ-style four-bar 

passage is written in E harmonic minor, with black notes in both hands: D sharp for 

the right hand and F sharp for the left hand. The values used are minims, crotchets, 

and groups of quavers (in pairs or in groups of four), and a dotted minim for both 

hands in the final bar, while no rests appear. The dynamics in this example are loud, 

as they start and finish in forte, with a diminuendo and crescendo (hairpins) in the two 

middle bars, although without indicating the sound level these dynamic changes need 

to reach (bar 2). Notably, there are no articulation markings or indications in the 

music, leading to the question whether such omissions have been accidental, or 

ƛƴǘŜƴǘƛƻƴŀƭ ǘƻ ŀƭƭƻǿ ŦƻǊ ǘƘŜ ǇƭŀȅŜǊΩǎ ŎƘƻƛŎŜ ŀƴŘ ǎǘȅƭƛǎǘƛŎ ƪƴƻǿƭŜŘƎŜΦ  

 

Example 7.8 (Grade 2): 4-bar minuetto in E minor, hands together, dotted minims to quaver 
groups, dynamic changes (ABRSM, 2018d, p. 12).  

Ψ¢ŜƳǇƻ Řƛ ƳƛƴǳŜǘǘƻΩ όbƻΦ ррύΣ © 2018 The Associated Board of the Royal Schools. 
Reproduced from Piano specimen sight-reading tests: ABRSM Grade 2, by permission of the 

publisher. 

7.2.4 Sight-reading specifications: Grade 3  

9ȄŀƳ ōƻŀǊŘǎΩ ǎǇŜŎƛŦƛŎŀǘƛƻƴǎ ƻŦ ǎƛƎƘǘ-reading encountered in the third Grade of piano 

study are illustrated in Table 7.5 below. As before, the asterisks indicate the new 

elements for sight-reading in this level.  
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Table 7.5 Sight-reading specifications, Grade 3 

Exam 
Board 

ABRSM TCL RCM CC ANZCA 

Length 
(bars) 

Up to 8 N/S 
Rhythm: 4 
Playing: 4 

Rhythm: 4 
Playing: 4 

8 

Keys 
(all new) 

Major: A, B, E  
Minor: B 

Major: as 
Grades 1, 2  

(C, G) 
Minor: D 

Major: D 
Minor:  

as Grade 2  
(A, D) 

Major: D 
Minor: A, D 

Major: D, 

B  
Minor: E, 

D 

Time 
Signature 

4/4, 3/4, 2/4, 
3/8*  

2/4, 4/4, 3/4 

Rhythm: 3/4, 
4/4 

Playing: 4/4 

Rhythm: 2/4, 3/4, 
4/4*  

Playing: 3/4, 4/4 

2/4, 3/4, 
4/4 

 

Hand 
position 

Hands together 
outside 5-finger 

position 
N/S 

Hands 
together 

Hands separate, 
except in 
cadences 

N/S 

Additional 
musical 

elements 

2-note chords 

Quavers, 
crotchet rest 

slurs 

mp 

Andante 

- Rhythm: 
semibreve to 

quaver,  
dotted minim, 

dotted 
crotchet 

 quaver rest 

- Playing: 
semibreve to 

quavers 

- Rhythm:  
minim, crotchet, 

quaver,  
dotted minim, 

dotted crotchet 

Rests: semibreve 
to quaver 

- Playing: minim, 
crotchet, quaver, 

dotted minim  

Rests: semibreve 
to crotchet 

Fingering 
indications 

Tied notes 

The average length of sight-reading pieces in this level is between four (RCM, 

CC) to eight bars (ABRSM, ANZCA), incorporating note values up to quavers, varied 

rests (semibreve, minim, crotchet) and dotted notes (TCL does not mention dotted 

crotchets, while ANZCA does not provide relevant clarifications). Tied notes are 

introduced into ANZCA sight-reading at this stage, along with two-note chords for 

ABRSM. Musical elements mentioned by TCL refer to aspects further to values, such 

as dynamics (mp), tempo markings (Andante) and phrasing (slurs). Similarities can be 

observed in terms of approach to key in this level, with most boards including major 

keys up to two accidentals and minor keys up to one. Exceptions are ABRSM, with 

majors up to three sharps or flats and minors up to two, and TCL which introduces D 

minor in this level, without having incorporated F major in this or any prior level.  
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ABRSM demonstrates a quicker pace of progression in comparison to other 

exam boards, particularly noticeable in the range of keys utilised for the sight-reading 

pieces, as well as through the introduction of 3/8 time signature. This does not seem 

to apply to RCM and CC, where a more moderate progression is noticeable in this level: 

RCM sight-playing task is limited to 4/4 time signature, while CC sight-reading pieces 

ǎǘƛƭƭ ŜƳǇƭƻȅ ƘŀƴŘǎ ǇƭŀȅƛƴƎ ǎŜǇŀǊŀǘŜƭȅ ΨŜȄŎŜǇǘ ŀǘ ŎŀŘŜƴŎŜ ǇƻƛƴǘǎΩ όCC, 2018d, p. 4). This 

relatively slower pace of progression, also evident in subsequent levels, could 

potentially be attributed to structural differences of the grading system of these 

boards, in comparison to the other exam boards, since they offer ten, rather than 

eight, Grade levels. The incorporation of two additional grades could potentially allow 

for a more gradual progression of elements between the different levels.  

The following musical examples, selected from the 45 examples provided in 

the ABRSM sight-reading specimen test book for Grade 3, illustrate the level and 

musical elements included at this level (ABRSM, 2018c). The examples are presented 

in order of appearance in the book. 

Example 7.9 below illustrates one of the most prominent additions of musical 

elements at this level: two-note chord and changes in hand position. Although the 

length of this example remains at four bars and is written in 4/4, the music here is 

notably more complex than before, not only due to the constant playing of the hands 

together, but also due to the wider variety in the musical elements involved. The music 

is written in E flat major, resulting in a considerable number of notes on the black keys 

for both hands. The right-hand part of the example includes two-note chords, values 

from semibreve to quavers, in pairs and single ones, as well as dotted note values 

(minim and crotchet). Although the left hand plays predominantly crotchets, there is 

a pair of tied notes at the end, as well as frequent changes in hand position. Strikingly, 

there are five changes of the left-hand position within these four bars, including the 

extension of the fifth finger to reach the final note.  

As in previous grades, the fingering is provided for the starting note of each 

hand, and there are also helpful indications when the hand positions change. An 

additional indication to use the second finger for the final two right hand E flat notes 

might have been useful to the player, yet perhaps it is expected for the learner to 

make such adaptations more automatically at this stage, or to think about and make 
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a note of the appropriate fingering during the preparation time. Although articulation 

predominantly consists of legato slurs and just one staccato crotchet at the end of the 

left-hand part, it is also more complex, as the slurs are of different lengths, change 

frequently, and occur alongside the hand position changes. Dynamics start from mf 

and remain relatively moderate, with a crescendo and a diminuendo hairpin symbol. 

Finally, at this level, the performance indications at the top of each example use 

musical terminology for character and tempo indications almost exclusively, such as 

ΨaƻŘŜǊŀǘƻΩ ƛƴ ǘƘŜ ŦƻƭƭƻǿƛƴƎ ŜȄŀƳǇƭŜΣ ǿƘƛƭŜ ƛǘ ƛǎ ƻōǎŜǊǾŜŘ ǘƘŀǘ ǎƻƳŜ ƭŜǎǎ ōŀǎƛŎ ǘŜǊƳǎ 

ŀǊŜ ŀƭǎƻ ŜƴŎƻǳƴǘŜǊŜŘ όǎǳŎƘ ŀǎ ΨƎǊŀȊƛƻǎƻΩΣ ΨǎŜƳǇƭƛŎŜΩΣ ΨƎƛƻŎƻǎƻΩύΣ ǿƛǘƘ ŦŜǿ ŜȄŎŜǇǘƛƻƴǎ 

ǿƘŜǊŜ ŎƻƳƳƻƴ ǿƻǊŘǎ ŀǊŜ ǳǎŜŘ ǘƻ ŘŜǎŎǊƛōŜ ǘƘŜ ƳǳǎƛŎΣ ǎǳŎƘ ŀǎ ΨwŀǘƘer sadlyΩ (p. 3, 

number тύΣ Ψ¢ŜƴŘŜǊƭȅΩ όǇΦ сΣ number мтύ ƻǊ ΨCƭƻǿƛƴƎΩ όǇΦ фΣ number 28). 

 

Example 7.9 (Grade 3): 4-bar melody in E flat major, hands together, dotted minims to single 
quavers, tied notes, 2-note chords, legato, staccato, dynamic changes (ABRSM, 2018c, p. 4). 
ΨaƻŘŜǊŀǘƻΩ όbƻΦ уύΣ © 2018 The Associated Board of the Royal Schools. Reproduced 

from Piano specimen sight-reading tests: ABRSM Grade 3, by permission of the publisher.  

 The second example for Grade 3 (Example 7.10 below) features music in 3/8, 

a time signature which is first encountered at this level. As expected, in addition to 

crotchets, triads of quavers and single quavers, the music here also includes pairs of 

semiquavers ς another musical element first encountered in this Grade ς as well as 

quaver rests. This 6-bar example is written in B minor and involves several changes in 

the position of each hand, along with a considerable number of notes using black keys 

according to the key signature and the leading-tone (A sharp in the right hand). As 

previously, fingering for each hand is provided at the start, as well as when a change 

in hand position occurs. Again, perhaps an additional indication of a suitable finger 

number would have been useful for the first note of the third bar in the right hand, 

and in the penultimate bar of the left hand; yet, as previously, perhaps these are 

ŜƭŜƳŜƴǘǎ ǘƘŀǘ ǘƘŜ ŜȄŀƳǎ ǎŜŜƪ ǘƻ ǘŜǎǘ ƛƴ ǘŜǊƳǎ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ŀŘŀǇǘŀōƛƭƛǘȅ ǿƘƛƭŜ 

playing, and/or their preparation during the time allowed for observation before 
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playing. Articulation involves occasional legato slurs, while the dynamics are 

predominantly quiet, as the four first bars are marked as piano, with a crescendo 

marking (hairpin symbol) in the penultimate bar, reaching mf in the final bar. The 

ǇŜǊŦƻǊƳŀƴŎŜ ƛƴŘƛŎŀǘƛƻƴ ƻŦ ǘƘƛǎ ŜȄŀƳǇƭŜ ƛǎ Ψ{ŎƘŜǊȊŀƴŘƻΩΣ ŀ ƭŜǎǎ ōŀǎƛŎ ƳǳǎƛŎŀƭ ǘŜǊƳ ǘƘƛǎΣ 

linked to the character of the music. 

 

Example 7.10 (Grade 3): 6-bar melody in B minor, hands together, 3/8, crotchets to 
semiquaver pairs, quaver rests, legato, dynamic changes (ABRSM, 2018c, p. 11). 

Ψ{ŎƘŜǊȊŀƴŘƻΩ όbƻΦ опύΣ © 2018 The Associated Board of the Royal Schools. Reproduced 
from Piano specimen sight-reading tests: ABRSM Grade 3, by permission of the publisher. 

The final example for this Grade (Example 7.11), is the longest piece yet, as this 

level first introduces 8-bar tests and the requirement to read a second system as well 

ŀǎ ǘƘŜ ŦƛǊǎǘΦ ¢Ƙƛǎ ƳǳǎƛŎŀƭ ŜȄŀƳǇƭŜ ƛǎ ƳŀǊƪŜŘ ŀǎ Ψ!ƭƭŜƎǊŜǘǘƻΩ ŀƴŘ ƛǎ ǎŜǘ ƛƴ нκп ǘƛƳŜ 

signature. Written in A major, it includes several notes on the black keys, particularly 

for the right hand. Descending two-note chords in thirds are used in the first four bars 

of the right hand, using crotchets and minims, while the rest of the right-hand and the 

left-hand part, consist of shorter note values: quavers and quaver rests; in the right 

hand there is also a pair of semiquavers in the second half of the music. Articulation is 

rich, with repetitive patterns of staccato quavers in the left hand, and a combination 

of legato and staccato pitches for the right hand; there are also some accented notes 

in the penultimate bar. Dynamics include mf for the first line and a crescendo marking 

(hairpin) reaching forte halfway through the second line. Fingering is used in a similar 

manner to the previous Grade 3 examples, with finger numbers for the starting note 

of each hand and for hand position changes. Suggesting using the thumb for the third 

quaver in bar 6 of the right hand may have been helpful for the player to prepare for 

the musical gestures in the subsequent bars. 
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Example 7.11 (Grade 3): 8-bar melody in A major, hands together, line change, 2-note 
chords, minims to semiquaver pairs, quaver rests, legato, staccato, accents, dynamic 

changes (ABRSM, 2018c, p. 14)Φ Ψ!ƭƭŜƎǊŜǘǘƻΩ όbƻΦ ппύΣ © 2018 The Associated Board of the 
Royal Schools. Reproduced from Piano specimen sight-reading tests: ABRSM Grade 3, by 

permission of the publisher.  

7.3 General observations  

Careful examination of sight-reading specifications reveals different perspectives and 

approaches of the exam boards. There does not seem to be a common level of detail 

conveyed in the descriptions of each exam board, with each board providing relevant 

information to a different extent. Observed similarities and differentiations have been 

illustrated in the previous sections, with more detailed analysis of the levels from 

Preparatory to Grade 3, in line with the aims and the corresponding piano sight-

reading material created within the present thesis. In this section some additional, 

more general, observations are outlined, from a broader perspective towards the 

relevant specifications. 

 Regarding aspects related to rhythm, gradual enrichment of utilised values has 

been observed for all exam boards, which progress from simple values in the initial 

levels (semibreves, minims, crotchets) to more complex rhythms (quavers, dotted 

values, and rests) in subsequent Grades. The gradual progression of rhythmical 

material is evident through the relevant specifications of all exam boards.  

A distinction is observed between the rhythmic elements utilised in the two 

sight-reading tasks of CC, namely the rhythmic task, and the playing task.  Throughout 

all levels of this exam board, there is a difference in note values and rests stated for 
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the rhythmic and the playing sight-reading tasks, with slightly more advanced 

elements included in the sight-rhythm in comparison to the sight-playing task. It may 

be speculated that this differentiation is related to approaches which are strongly 

related to the building of rhythm, such as those of Kodály or Dalcroze, which prioritise 

rhythmical achievement. The philosophy of building solid rhythmic skills as 

foundations for performance at sight by emphasising rhythmic elements is also in 

agreement with literature referring to the significance of a steady pulse and 

rhythmical flow during performance at sight (Zhukov, 2014a; Mishra, 2014a; 

Macmillan, 2010; Wristen, 2005; Harris & Crozier, 2000; McPherson, 1994). It could 

be argued that this approach could contribute positively to the establishment of good 

rhythmical understanding prior to the inclusion of any further musical elements into 

sight-reading, including the addition of pitch. Performance at sight seems to be 

approached in a more gradual, step-by-step manner here, by focusing initially on more 

basic musical elements (rhythm) and then moving on to further aspects. Prioritising 

rhythmic understanding and rhythmical achievement during sight-reading practice, 

namely when practising sight-reading strategies within or beyond the music lesson 

(e.g. during at-home practice, or in ensemble activities), could aid performance at 

sight, including during a relevant examination. Inclusion of equivalent elements for 

both tasks in the examination might provide better insights towards the acquired 

sight-reading skills and a stronger basis for comparison of achievement between 

exclusively-rhythmic sight-reading and playing at sight including pitch, which could 

potentially highlight areas in which the combination of both elements ς rhythm and 

pitch ς might appear problematic or particularly challenging for learners.  

For elements such as articulation and dynamics, different approaches have 

been noted. For most of the examined boards, such elements are not specifically 

mentioned for sight-reading tasks, with the exception of ABRSM and TCL, and the 

examples provided for the more advanced levels of CC (Grade 7: articulation; Grade 

8: dynamics). Particularly for earlier levels, Preparatory to Grade 3, articulation and 

dynamics are only addressed by ABRSM and TCL: ABRSM Grade 1 mentions simple 

dynamics and articulations; similarly, TCL introduces dynamics and elements of 

phrasing in the initial Grades (Preparatory: p, f, simple phrasing; Grade 1:mf), which 

become more elaborate in subsequent levels (Grade 3: mp, slurs), while it is worth 
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mentioning that for TCL staccato is stated from Grade 4 onwards. No similar mentions 

are encountered in the descriptions of other exam boards up to Grade 3, and in fact 

up to Grade 530. 

 The significance of such foundational musical elements in terms of character, 

style and musicality, and the frequency that these are encountered in main repertoire 

of any subsequent levels, might raise questions about why these have largely been 

omitted from the task descriptions of syllabi. ¢Ƙƛǎ ŀƭǎƻ ŎƻƴƴŜŎǘǎ ǘƻ ƭŜŀǊƴŜǊΩǎ ǇƻǎǎƛōƭŜ 

interest in the actual music; for example, music with expressive musical features 

and/or performance directions presumably is inherently more interesting than that 

without much or any. A potential explanation of this could be that exam boards might 

expect teachers and candidates to utilise books of specimen tests to practically 

understand these parameters in practice, more than perceiving them as a list of 

requirements in the syllabus.  

Approach to key seems to be an area with many similarities between exam 

boards. The progression of keys utilised in sight-reading tasks seems to be based upon 

increasing the number of sharps/flats, with simple major and minor keys with both 

sharps and flats utilised in initial Grades (C, G, F majors, and A, E, D minors), and keys 

with more accidentals in subsequent levels. TCL evidences a different approach to key, 

focusing only on natural and sharp keys from Preparatory to Grade 2, while flat keys 

are first introduced through the incorporation of D minor in Grade 3 ς remarkably, its 

relative (F) major has not been utilised until this point. Although in subsequent Grades 

a wider variety of key possibilities are provided by TCL along similar lines to the other 

exam boards (for example, Grade 4: D major, E minor; Grade 5: F, B flat and E flat 

majors, G minor), TCL sight-reading tasks appear rather limited in key possibilities in 

the first Grades, as explained above. Yet, this could be viewed as rather unsurprising, 

even expected to some extent, given the low/early levels of these initial grades. In 

conclusion, despite individualised differences, exam boards appear to have a common 

rationale, starting logically from simpler and progressing to more complex keys, as 

 
30 This also applies to the more advanced levels (Grades 6-8) of ANZCA and RCM; for RCM such 
ŜƭŜƳŜƴǘǎ ƳƛƎƘǘ ōŜ ƛƳǇƭƛŜŘ ǘƘǊƻǳƎƘ ǘƘŜ ΨŎƻƳǇŀǊŀōƭŜ ǘƻ ƭŜǾŜƭ · ǊŜǇŜǊǘƻƛǊŜΩ ǎǘŀǘŜƳŜƴǘǎ ƛƴ DǊŀŘŜǎ с-8. 
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would be expected. This rationale has influenced my own creative process to key, as 

explained in Chapter 8 and illustrated through the created sight-reading material. 

Finally, fingering seems a rather neglected aspect within the sight-reading 

specifications of exam boards. Relevant specifications are evident only in RCM and CC 

sight-reading syllabi, with fingering indications for the first note of the sight-reading 

task provided in Preparatory and Grade 1 of RCM, and appropriate fingering 

suggestions for CC up to Grade 3. Research by Sloboda, Clarke, Parncutt, and Raekallio 

(1998) has shown correlation between sight-reading accuracy and fingering strategies, 

with relevant decisions having implications on the effectiveness of performance at 

sight. Therefore, simple fingering indications might prove helpful, particularly for 

ƭŜŀǊƴŜǊǎ ƛƴ ŜŀǊƭȅ ƭŜǾŜƭǎ ƻŦ ǎǘǳŘȅ ǿƘƻ ƳƛƎƘǘ ƴƻǘ ƘŀǾŜ ȅŜǘ ŘŜǾŜƭƻǇŜŘ ŦƛƴƎŜǊƛƴƎ ΨŜȄǇŜǊǘƛǎŜΩ 

to the extent that appropriate fingering selection manifests itself in a more 

spontaneous manner (Sloboda et al., 1998, p. 189). Potential omission of fingering 

indications might be justifiable in subsequent, more advanced levels in which 

appropriate fingering selection might be perceived as a desirable acquired skill and 

expected to be demonstrated in sight-reading tasks. 

7.4 Appraising exam boards sight -reading marking criteria  

The piano syllabi of the aforementioned exam boards suggest two different 

approaches towards marking criteria. Some include (a) general mark indicators and 

others state (b) specified marking criteria. As presented in Table 7.1 (section 7.1), all 

boards mention the overall (maximum) marks awarded for sight-reading tests, while 

specific marking criteria with detailed descriptors are provided for three out of the 

seven exam boards, namely ABRSM, TCL and LCM.  

This differentiation of approach towards the provision of detailed marking 

criteria is worth reflecting upon. Along with the specifications of the musical elements 

of each Grade, marking criteria for sight-reading might be perceived as a useful and 

informative parameter for all parties involved in the learning process, not just within 

the examination. A set of specified criteria serving as indicative components for 

assessing performance at sight might be a helpful indicator of the perceived level of 

development of the relevant skills per instrumental level. Using these to estimate and 



212 
 

evaluate performance at sight beyond an examination mark or mark range, could 

enable both students and teachers to identify strengths and areas for future 

development, particularly if the specified criteria are linked to feedback and become 

translated into aspects of achievement and subsequent goals. Thus, sense of 

achievement would not be limited to being viewed only in relation to marks but would 

rather be perceived in terms of acquired skills, while both teachers and learners could 

obtain a clearer idea of what is expected to be achieved within the examination in 

each grade and how this links to progress. 

The following table (Table 7.6) provides a summary of marking criteria as 

identified within the syllabi of the three examination boards which provide specific 

descriptions: ABRSM, LCM and TCL. Six levels of marks are identified: (a) Distinction, 

(b) Merit, (c) Pass, (d) Below Pass 1, (e) Below Pass 2 and (f) Below Pass 3, while the 

specific marking criteria included are focusing on the areas of fluency, rhythm, pitch, 

musicality/markings, and delivery. As indicated in the table, for ABRSM the maximum 

number of marks is 21, while 10 is the maximum for the TCL; for LCM the mark ranges 

are graded as percentages. 

Table 7.6 Specified marking criteria and sight-reading descriptors in ABRSM, LCM and TCL 
piano syllabi 

 
ABRSM 

Grades 1-8 

LCM 

Grades 1-5 

TCL 

Grades N/S (1-8?) 

Distinction 19-21 marks 85-100% 9-10 marks 

Fluency fluent playing 
-appropriate tempo 
-consistent tempo (fluency) 

-excellent/very good 
sense of fluency 
-secure control of 
pulse 

Rhythm rhythm accuracy rhythm accuracy secure control 

Pitch 
accurate notes/ 
pitch/key 

pitch accuracy 

-very high degree of 
accuracy in notes 
-secure control of 
tonality 

Musicality/ 
Markings 

musical details 

-musical shaping and 
expression 
-thorough understanding of 
musical notation 
-musical substance conveyed 

musical detail realised 

Delivery confident playing confident playing ς 
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ABRSM 

Grades 1-8 

LCM 

Grades 1-5 

TCL 

Grades N/S (1-8?) 

Merit  17-18 marks 75-84% 8 marks 

Fluency 
-pulse usually 
steady 
-adequate tempo 

-mostly fluent 
-workable tempo 
-largely consistent tempo 

- good sense of 
fluency 
-occasional 
inconsistencies in 
control of pulse 

Rhythm 
rhythm mainly 
correct 

mostly accurate 
occasional 
inconsistencies in 
control of rhythm 

Pitch 
largely correct 
notes/ pitch/key 

mostly accurate 

-good degree of 
accuracy of notes 
-some slips 
-occasional 
inconsistencies in 
control of tonality 

Musicality/Mark
ings 

ς 

-some signs of musicality 
-principal markings observed 
-some aspects of the musical 
substance conveyed 

some musical detail 

Delivery 
largely secure 
playing 

ς ς 

Pass 14-16 marks 65-74% 6-7 marks 

Fluency general continuity 
-some fluency 
-inaccurate and/or 
inconsistent tempo 

-generally reliable 
sense of fluency 
-some inconsistencies 
in the control of pulse 

Rhythm 
note values mostly 
realised 

modest level of accuracy 
- some inconsistencies 
in the control of 
rhythm 

Pitch 
pitch outlines in 
place, despite 
errors 

modest level of accuracy 

-reasonable degree of 
accuracy in notes 
-a number of errors 
some inconsistencies 
in the control of 
tonality 

Musicality/ 
Markings 

ς 
-little reference to markings 
-basic sense of the musical 
substance conveyed 

little attention to 
musical detail 

Delivery Cautious playing ς ς 

Below Pass 1 11-13 marks 55-64% (Upper) 4-5 marks 

Fluency 
lack of overall 
continuity 

-lack of fluency 
-inappropriate/ inconsistent 
tempo 

-limited sense of 
fluency 
-lack of basic control 
of pulse 

Rhythm incorrect values 
-some accuracy 
-substantial number of errors 

lack of basic control  

Pitch 
approximate 
notes/ pitch/key 

-some accuracy 
-substantial number of errors 

-sporadic accuracy in 
notes 
-lack of basic control 
of tonality 
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ABRSM 

Grades 1-8 

LCM 

Grades 1-5 

TCL 

Grades N/S (1-8?) 

Musicality/ 
Markings 

ς 
-limited response to markings 
-insufficient sense of the 
musical substance conveyed 

no attention to 
musical detail 

Delivery insecure playing ς ς 

Below Pass 2 7-10 marks 0-54% (Lower) 1-3 marks 

Fluency 
no continuity/ 
incomplete 

-fluency not clearly present  
-no sense of tempo 

-little/no sense of 
fluency 
-no sense of pulse  

Rhythm 
unrealised note 
values 

accuracy not clearly present 
rhythm not 
established 

Pitch 
absent pitch 
outlines 

accuracy not clearly present 

-very limited accuracy 
in notes 
-tonality not 
established 

Musicality/ 
Markings 

ς 
-no response to markings 
-musical substance not 
conveyed 

no attention to 
musical detail 

Delivery 
very uncertain 
playing 

ς ς 

Below Pass 3  0 marks  

Overall no work offered N/A N/A 

As illustrated in Table 7.6, a comparative appraisal of the marking criteria of 

the three specific exam boards indicates four shared main areas of focus: (a) fluency, 

(b) rhythm, (c) pitch and (d) musicality and markings. For the first area of focus, 

fluency, the development and demonstration of a sense of steady pulse and pulse 

control is evaluated within the different grade levels, linked to the level of rhythmic 

accuracy. Pitch is also appraised, in relevance to note accuracy, key awareness and 

control of tonalityΤ ƘƻǿŜǾŜǊΣ ƛǘ ƛǎ ƴƻǘ ŎƭŜŀǊ ǿƘŀǘ ΨƳƻŘŜǎǘ ƭŜǾŜƭ ƻŦ ŀŎŎǳǊŀŎȅΩ Ƴŀȅ ƳŜŀƴΣ 

stated for the evaluation of pitch in the Pass range of LCM. Elements of musicality and 

musical detail are also expected and assessed during performance at sight, such as 

expression and musical shaping, understanding of musical notation, observation and 

realisation of markings. 

Notably, ABRSM marking criteria mention an additional ς psychological ς area 

of evaluation, related to ΨconfidenceΩ during delivery. High levels of confidence are 

sought and are, therefore, awarded higher marks, with confident playing worthy of 

ΨŘƛǎǘƛƴŎǘƛƻƴΩΣ ΨƭŀǊƎŜƭȅ ǎŜŎǳǊŜΩ ǇƭŀȅƛƴƎ ǾŀƭǳŜŘ ŀǎ ΨƳŜǊƛǘΩΣ ŀƴŘ ΨŎŀǳǘƛƻǳǎΩ ŘŜƭƛǾŜǊȅ ŎƭŀǎǎƛŦƛŜŘ 
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ŀǎ ŀ ΨǇŀǎǎΩΤ ΨƛƴǎŜŎǳǊŜΩ ƻǊ ΨǾŜǊȅ ǳƴŎŜǊǘŀƛƴΩ ǇƭŀȅƛƴƎ ŀǊŜ ƎǊŀŘŜŘ ōŜƭƻǿ ǇŀǎǎΦ ¢Ƙƛǎ ǎŜŜƳǎ ǘƻ 

be a less common area of evaluation, as it is not evident in the marking criteria of 

other exam boards. Aspects of confidence in relation to sight-reading have been 

examined through literature, predominantly in the context of ensemble and group 

playing, focusing on relevant benefits from participation in such activities (McLachlan, 

2015; Watkins & Scott, 2012; Macmillan, 2010). Appreciation of confidence during 

playing at sight is ŀƴ ƛƴǘŜǊŜǎǘƛƴƎ ǇŀǊŀƳŜǘŜǊΣ ǊŀƛǎƛƴƎ ƳǳǎƛŎ ǘŜŀŎƘŜǊǎΩ ŀǿŀǊŜƴŜǎǎ ŀƴŘ 

urging them to acknowledge the significance of such psychological attributes and the 

potential impact of these on musical performance ς including performance at sight ς 

thus emphasising the necessity to facilitate the development of confidence-related 

skills along with any sight-reading-specific skills. However, the inclusion of confidence 

into the evaluated aspects of sight-reading raises questions suggesting that evaluation 

of confidence might be a less robust aspect of assessment. For instance, how is 

confidence determined by the examiner? Is it through the candidate being ready to 

start before the expiration of the allotted preparation time and then playing 

accurately? How does confidence differ from accuracy in realising notes, rhythms, and 

musical elements? Is it perceived in relation to not stopping? Or is it linked with 

expressive gestures and with how the performer uses their body? Such unidentified 

aspects of confidence might make this component a potentially problematic aspect of 

sight-reading assessment. 

7.5 Summary  

This chapter has examined sight-reading parameters of international examination 

boards. The comparative analysis has focused on two main areas: specifications of 

musical elements per grade, from the Preparatory Grade up to Grade 3, and marking 

criteria. Common approaches of exam boards and areas of differentiation have been 

identified and approached from an interpretative perspective. The examination has 

focused on the piano sight-reading syllabi, and the musical examples provided for each 

Grade have been extracted from ABRSM books of sight-reading specimen tests 

(Grades 1-3), as these should be expected to comply with the equivalent exam board 

ŎǊƛǘŜǊƛŀ ŦƻǊ ŜŀŎƘ DǊŀŘŜΦ CƻǊ ǘƘŜ tǊŜǇŀǊŀǘƻǊȅ DǊŀŘŜΣ ƳǳǎƛŎŀƭ ŜȄŀƳǇƭŜǎ ŦǊƻƳ tŀǳƭ IŀǊǊƛǎΩ 
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book: Improve your sight-reading! Getting started: Pre-Grade 1 Piano (Harris, 2009) 

were utilised, due to lack of a corresponding ABRSM specimen test book, as ABRSM 

do not examine sight-reading at this level. The appraisal of the musical elements 

specifications and marking criteria of exam boards within piano syllabi has sought to 

increase knowledge obtained from the review of sight-reading resources and from 

reflections of authors of such publications on their related experience, rationale, 

principles, and creative processes (Chapter 6). The comparative analysis has 

strengthened the informed framework of developing my own sight-reading material 

and has provided a robust justification of the creative choices and parameters 

underpinning the devised sight-reading books of this thesis, presented in Chapter 8. 

 

  



217 
 

CHAPTER 8: DESIGNING EDUCATIONAL MATERIAL FOR GREEK 

CONSERVATOIRE PIANO SIGHT-READING  

This chapter focuses on the creative process underpinning the piano sight-reading 

material developed for the purposes of the present thesis, namely two sight-reading 

books addressed to Greek Conservatoire piano learners. The design and creative 

principles are outlined, explaining my pedagogical approach towards key aspects of 

the sight-reading process which led to the specific book activities (sections 8.1 and 

8.2), informed by literature in the field (Chapter 2), from the examination of 

international sight-reading publications (Chapter 6.2) and of exam boardǎΩ Ǉƛŀƴƻ sight-

reading specifications (Chapter 7), as well as from findings from the two studies 

presented in Chapters 5 and 6. This provides a robust justification of the design 

principles and the specifications per level. Various creative decisions are discussed 

(section 8.3), including my approach to incorporate content of Greek cultural 

relevance and the rationale promoting Equality, Diversity and Inclusion (EDI) which 

influenced the music featured in the books. My approach towards evaluation of 

ƭŜŀǊƴŜǊǎΩ ŀŎƘƛŜǾŜƳŜƴǘ ŀƴŘ ǊŜŦƭŜŎǘƛƻƴ ƛǎ ŀƭǎƻ ŜȄǇƭŀƛƴŜŘ όǎŜŎǘƛƻƴ уΦпύΦ ¢ƘŜ ǇǊƻƎǊŜǎǎƛƻƴ 

of each book is outlined through tables illustrating the specifications of each level and 

the musical elements included within each Unit of each book (section 8.5), while the 

two created resources (the books for the Preparatory Level and Level 1), are presented 

in Appendix 6. Musical examples indicate progression within Level 2 and Level 3, the 

envisaged next steps of this educational series (sections 8.5.3 and 8.5.4). 

8.1 Establishing the creative principles  

For the purposes of this thesis, two sight-reading books have been created, addressed 

to Greek piano beginner learners. The books are equivalent to the ABRSM Preparatory 

and Grade 1 levels and are ǊŜŦŜǊǊŜŘ ǘƻ ŀǎ ΨtǊŜǇŀǊŀǘƻǊȅ [ŜǾŜƭΩ ŀƴŘ Ψ[ŜǾŜƭ мΩ ǊŜǎǇŜŎǘƛǾŜƭȅ 

in this thesis. The created books are provided in Appendix 6, and a detailed analysis of 

the devised sight-reading series is presented in Chapter 9, with complementary 

musical examples and extracts from the two books, indicating specific components as 

well as musical material in greater detail. 
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In order to establish an informed framework in which to create and design 

sight-reading material addressed primarily to piano learners within, yet not limited to, 

the context of Conservatoire31 music education in Greece, a wide range of relevant 

sources have been consulted, including research in the field of sight-reading, literature 

dedicated to piano teaching methodology (Chapter 2), piano syllabi of international 

examination boards (Chapter 7), and international publications, namely sight-reading 

music books, promoting the development of sight-reading skills (Chapter 6.2). In 

addition, Greek CƻƴǎŜǊǾŀǘƻƛǊŜ Ǉƛŀƴƻ ŀƴŘ ƛƴǎǘǊǳƳŜƴǘŀƭ ǘŜŀŎƘŜǊǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ǿƛǘƘ 

sight-reading and relevant perceptions have been explored (Chapter 5). Expert 

creators-authors of sight-reading publications have also been invited to share their 

knowledge and reflections on their creative experiences of their material design 

process (Chapter 6). 

 Upon careful examination of the employed sources and through in-depth 

reflection on my personal perspectives towards teaching and experience to date, the 

creative principles detailed in the subsequent sections of this Chapter (sections 8.2-

8.5) were established, guiding the creative process, and resulting in the structural 

components presented later, in Chapter 9.  

In particular, section 8.2 explains the process of determining the different 

types of activities included in the devised books, linking their purpose and aims to key 

parameters of sight-reading. The rationale behind various creative decisions is 

explained in section 8.3 and its subsections, such as the early level of the material, the 

ǳǎŀōƛƭƛǘȅ ƻŦ ǘƘŜ ōƻƻƪǎΣ ǘƘŜ ŀǳǘƘƻǊΩǎ ǾƻƛŎŜΣ Ƴȅ ŀǇǇǊƻŀŎƘ ǘƻ ƳǳǎƛŎŀƭ ǎǘȅƭŜǎΣ ǘƘŜ 95L-

promoting perspective towards the featured composers, and the inclusion of 

culturally relevant material. My approach to evaluating progress and estimating the 

level of achievement is also explained, with particular emphasis on the value of 

reflective practices (section 8.4). Finally, the specifications and musical elements 

incorporated within each level are presented and analysed through tables and musical 

 
31 As described in Chapter 1, Greek Conservatoire education includes learners of all ages, with initial 
instrumental studies addressed predominantly (but not exclusively) to young learners. Students may 
be accepted to enrol in the first level of music studies usually at the age of 7, or even earlier. 
Completion of instrumental studies (in terms of years of study, progression and graduation exams) 
ƭŜŀŘǎ ǘƻ ǘƘŜ ŀŎǉǳƛǎƛǘƛƻƴ ƻŦ ŀ ΨtŜǊŦƻǊƳŀƴŎŜ 5ŜƎǊŜŜΩ ŀƴŘκƻǊ ΨtŜǊŦƻǊƳŀƴŎŜ 5ƛǇƭƻƳŀΩΣ ƛƴŎƭǳŘƛƴƎ optional 
advanced theory degrees (in Harmony, Renaissance Counterpoint, Baroque Fugue), all of which are 
recognised as professional qualifications.  
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examples illustrating the progression within each book and across the book levels 

(section 8.5). 

8.2 Determining the book activities  

This section explains my approach towards determining the different types of 

activities in the devised books. These have been informed by music psychology and 

sight-reading pedagogy literature (Chapter 2), from the process of reviewing a wide 

range of older and more recent piano sight-reading publications (Chapter 6.2), and 

from the interviews with authors of such material (Chapter 6). For each of the 

developed activity types, a description is presented along with the purpose and aims 

of each activity, linking to sight-reading literature and relevant research findings.  

Research on sight-reading processes and relevant music education literature 

as detailed in Chapter 2 (Literature Review) have informed the creative decisions while 

determining the book activities. During this process, key parameters of the sight-

reading process have been considered, such as the importance of rhythmic skills, 

observational skills, and the positive influence of ensemble activities on the 

development of good sight-reading skills. These key aspects have influenced the 

creative process and have been utilised as structural guides for the generation of the 

activity types included in the devised books. During the creation of the sight-reading 

material, emphasis was placed upon developing the following: 

(a) rhythmic skills,  

(b) awareness of keyboard topography,  

(c) observational skills,  

(d) pitch-and-rhythm perception and practice on the piano keyboard,  

(e) ability to play written music at sight, 

(f) ensemble skills. 

For each of the above types of skills, a corresponding activity was devised, resulting in 

the following activity types:  

(a)  Building on Rhythm, 

(b) Exploring the Keyboard, 

(c) [ŜǘΩǎ ƻōǎŜǊǾŜ, 
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(d) Melodies on the spot, 

(e) Performing at sight, 

(f) Fun for two. 

8.2.1 Building on rhythm  

Building on Rhythm ƛǎ ǘƘŜ ǊƘȅǘƘƳƛŎ ŀŎǘƛǾƛǘȅ ƻŦ ŜŀŎƘ ¦ƴƛǘΦ Lǘ ŘŜǾŜƭƻǇǎ ǘƘŜ ƭŜŀǊƴŜǊΩǎ 

rhythmic skills through musical examples which focus on rhythm only (excluding 

elements such as pitch, fingering, or dynamics).  

This approach of prioritising rhythmic elements to build solid rhythmic skills as 

foundations for sight-reading is in alignment with literature referring to the 

significance of a steady pulse and rhythmical flow during performance at sight 

(Zhukov, 2014a; Mishra, 2014a; Macmillan, 2010; Wristen, 2005; Harris & Crozier, 

2000; McPherson, 1994). Authors of international sight-reading publications also 

recognise the importance of rhythmic skills for effective sight-reading, according to 

their reflections on their creative experience, presented in Chapter 6. For the purposes 

of the devised sight-reading material of this thesis, the inclusion of an activity explicitly 

dedicated to promoting good rhythmic understanding was considered essential, in 

order to facilitate rhythm perception and to establish a strong sense of pulse from the 

outset, leading to rhythmic flow while playing at sight; this is also inextricably linked 

to development of rhythm perception as an overall musical skill. 

8.2.2 Exploring the keyboard  

Exploring the Keyboard aims to familiarise the learner with the topography of the 

piano keyboard. By identifying single note keys or groups of notes on the keyboard, 

ǘƘŜ ƭŜŀǊƴŜǊΩǎ ŀǿŀǊŜƴŜǎǎ ƻŦ ƪŜȅōƻŀǊŘ ǇŀǘǘŜǊƴǎ ƛǎ ŜƴƘŀƴŎŜŘΣ ŀǎ ǿŜƭƭ ŀǎ ǘƘŜƛǊ ŀōƛƭƛǘȅ ǘƻ 

move around the piano keyboard with ease and accuracy. This could facilitate their 

ability to play with fluency and precision while sight-reading, without being disrupted 

by the need to look at their hands on their keyboard while playing.  

The inclusion of this activity in the devised books was guided by research on 

the effect of visual feedback on sight-reading performance. Banton (1995) 

demonstrated that less skilled sight-readers depended on looking at their hands on 

the keyboard while playing at sight to a greater extent than more skilled sight-readers, 
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in order to achieve movement accuracy. When removing visual feedback from 

performance at sight, namely when sight-readers were unable to look at the piano 

keyboard while playing, more consecutive note errors were made from players who 

claimed to rarely practise sight-reading, than by those who practised more frequently. 

It could be argued that under normal sight-reading conditions checking movement 

precision visually cannot be eliminated; therefore, Banton supports that it is necessary 

ǘƻ ŘŜǾŜƭƻǇ Ψŀ ŎŜǊǘŀƛƴ ŀƳƻǳƴǘ ƻŦ ǘǊǳǎǘ ŀƴŘ ŎƻƴŦƛŘŜƴŎŜ ƛƴ ƻƴŜΩǎ ƻǿƴ ŀōƛƭƛǘȅ ǘƻ ƳƻǾŜ 

ŀǊƻǳƴŘ ǘƘŜ ƪŜȅōƻŀǊŘ ǳƴƎǳƛŘŜŘΩΣ ǘƘǳǎ ǊŜǎǳƭǘƛƴƎ ƛƴ ŦŜǿŜǊ ŘƛǎǊǳǇǘƛƻƴǎ ƻŦ ǘƘŜ ΨƛƴǘŜƴŘŜŘ 

ŦƭǳŜƴŎȅΩ ǿƘƛƭŜ ǇƭŀȅƛƴƎ ŀǘ ǎƛƎƘǘ ό.ŀƴǘƻƴΣ мффрΣ ǇΦ мпύΦ 

ψȢςȢσ ,ÅÔȭÓ ÏÂÓÅÒÖÅȦ 

This ƛǎ ŀƴ ƻōǎŜǊǾŀǘƛƻƴ ŀŎǘƛǾƛǘȅΣ ŀƛƳƛƴƎ ǘƻ ǎǘǊŜƴƎǘƘŜƴ ǘƘŜ ƭŜŀǊƴŜǊΩǎ ƻōǎŜǊǾŀǘƛƻƴŀƭ ǎƪƛƭƭǎΣ 

which are particularly valuable during the preparation time of a sight-reading piece. 

The learner is asked to look closely at three seemingly identical pairs of melodies, in 

ƻǊŘŜǊ ǘƻ ΨǎǇƻǘ ǘƘŜ ŘƛŦŦŜǊŜƴŎŜΩ ōŜǘǿŜŜƴ ŜŀŎƘ ǇŀƛǊΣ ŀƭǎƻ ǘƘƛƴƪƛƴƎ ŀōƻǳǘ ǘƘŜ ǊŜǎǳƭǘƛƴƎ 

difference in the sound. Through practising focused and deliberate observation, this 

activity aims to develop and reinforce positive habits linked to the use and 

management of the preparation time before sight-reading. 

This activity has been designed to contribute to the gradual building of 

ƻōǎŜǊǾŀǘƛƻƴŀƭ ǎƪƛƭƭǎΣ ƛƴ ƻǊŘŜǊ ǘƻ ŀƛŘ ǘƘŜ ƭŜŀǊƴŜǊǎΩ ŜŦŦŜŎǘƛǾŜ ƻōǎŜǊǾŀǘƛƻƴ ŘǳǊƛƴƎ ǘƘŜ 

preparation time before playing. Literature refers to skilled sight-ǊŜŀŘŜǊǎΩ ŀōƛƭƛǘȅ ǘƻ 

follow a self-regulated process during their preparation for performance at sight, 

proposing that the initial observation of musical elements, such as temporal features 

in the music and the identification of meaningful patterns, and their subsequent 

interpretation can lead to better understanding of the music to be played, as well as 

to a more accurate prediction of the continuation of the observed patterns, stylistic 

characteristics and potential obstacles (Mishra, 2010; Waters et al., 1998; McPherson, 

1994). The process of reviewing published piano sight-reading resources (Chapter 6.2) 

ƘƛƎƘƭƛƎƘǘŜŘ ǘƘŜ ƴŜŜŘ ŦƻǊ ŀ ƳƻǊŜ ǎȅǎǘŜƳŀǘƛŎ ŀǇǇǊƻŀŎƘ ǘƻǿŀǊŘǎ ŘŜǾŜƭƻǇƛƴƎ ƭŜŀǊƴŜǊǎΩ 

observation skills than in many of the examined publications. Therefore, this 

observation activity aims to facilitate the development of the foundations of habits 

ǊŜƭŀǘŜŘ ǘƻ ǇǊŜǇŀǊŀǘƛƻƴ ǘƛƳŜΣ ǇǊƻƳƻǘƛƴƎ ǘƘŜ ƭŜŀǊƴŜǊΩǎ ŀōƛƭƛǘȅ ǘƻ ƛŘŜƴǘƛŦȅ ŜƭŜƳŜƴǘǎ ǳǎŜŦǳƭ 
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for sight-reading from an early stage. With the additional prompts provided in the 

books, such as the activity instructions, the book hero (the Bee) (detailed in Chapter 

9.2.3) and the reflective questions after the activity (detailed in Chapter 9.4.1), as well 

ŀǎ ǿƛǘƘ ǘƘŜ ƘŜƭǇ ƻŦ ŀ ǘŜŀŎƘŜǊ ŦƻǊ ǘƘƻǎŜ ǿƻǊƪƛƴƎ ǿƛǘƘ ƻƴŜΣ ƭŜŀǊƴŜǊǎΩ ƻōǎŜǊǾŀǘƛƻƴǎ ŀƴŘ 

the identified differences can be discussed, interpreted, or reflected upon further, also 

linking to a broader musical contextualisation. The observed melodies (one from each 

pair) are included in the next playing-at-sight activity, Melodies on the spot, where the 

learner can apply their initial observations to their sight-reading.  

8.2.4 Melodies on the spot  

Melodies on the spot is the first activity to involve playing at sight in the devised books. 

The learner is provided with short melodies devised by the author, which incorporate 

the musical elements of each book Unit (detailed in section 9.2.5). The melodies of 

the observation activity also appear, enabling the learner to apply practically their 

previous observations. 

 This activity combines elements and skills practised in the previous activities, 

namely rhythm, keyboard topography awareness and observation, with the additional 

elements of pitch, gradually also including articulation and dynamics. The learner 

needs to apply the strategies and skills developed earlier in order to play at sight with 

ŀǎ ƳǳŎƘ ŀŎŎǳǊŀŎȅ ŀƴŘ ŦƭǳŜƴŎȅ ŀǎ ǇƻǎǎƛōƭŜΦ wǳǎǎŜƭƭΩǎ όнлмфύ ǊŜǎŜŀǊŎƘ ǊŜǾŜŀƭŜŘ ǘƘŀǘ 

isolation of rhythm and pitch in priming conditions does not necessarily lead to better 

accurŀŎȅ ǿƘŜƴ ǘƘŜǎŜ ŜƭŜƳŜƴǘǎ ŀǊŜ ŎƻƳōƛƴŜŘΣ ŀǎ ΨǊƘȅǘƘƳ ǇǊƻŎŜǎǎƛƴƎ Ƴŀȅ ŎƘŀƴƎŜ 

ōŀǎŜŘ ƻƴ ǘƘŜ ǇǊŜǎŜƴŎŜ ƻŦ ǇƛǘŎƘΩ όwǳǎǎŜƭƭΣ нлмфΣ ǇΦ нспύΦ .ŀǎŜŘ ƻƴ wǳǎǎŜƭƭΩǎ ŎƻƴŎƭǳǎƛƻƴ 

ǘƘŀǘ ΨŦƭǳŜƴŎȅΣ ǿƘŜƴ ŎƻƴǎƛŘŜǊŜŘ ƛƴŘŜǇŜƴŘŜƴǘƭȅΣ ƳƛǊǊƻǊŜŘ ǇƛǘŎƘ ŀŎŎǳǊŀŎȅΣ ƴƻǘ ǊƘȅǘƘƳ 

ŀŎŎǳǊŀŎȅΩ όwǳǎǎŜƭƭΣ нлмфΣ ǇΦ нспύΣ wǳǎǎŜƭƭ ŜƳǇƘŀǎƛǎŜǎ ǘƘŜ ƛƳǇƻǊǘŀƴŎŜ ƻŦ ǇƛǘŎƘ 

perception, proposing that music teachers utilise activities combining both pitch and 

rhythm, thus enabling the simultaneous processing of these elements, to aid fluency 

while playing at sight. 

For the creation of the music content, four-bar melodies have been 

constructed, forming one or two phrases per example, so that the phrase 

units/boundaries facilitate the function of the eye-hand span, based on research 

findings illustrating that the forward gaze of good sight-readers tended to extend to 
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the boundaries of musical phrases (Lehmann & Kopiez, 2016; Sloboda, 1977). Finger 

numbers are provided for the starting note of each hand to help the learner to identify 

the hand position of each melody. Providing fingering is also intended to lead to an 

ergonomically comfortable playing position; as relevant expertise is gained through 

ƭŜŀǊƴŜǊǎΩ Ǉƛŀƴƻ ǎǘǳŘƛŜǎΣ ƛǘ ƛǎ ŜƴǾƛǎŀƎŜŘ ǘƘŀǘ ǘƘŜȅ ǿƻǳƭŘ ōŜŎƻƳŜ ƳƻǊŜ ŎƻƴŦƛŘŜƴǘ ƛƴ 

choosing appropriate fingering in more advanced levels (Sloboda et al., 1998).    

8.2.5 Performing at sight  

This performing activity features adaptations or simplified versions of existing music 

by international composers of various musical eras, as well as pieces of Greek cultural 

relevance which encapsulate the musical elements of each Unit; occasionally music 

composed by the author is also included.  

! ǘƛǘƭŜ ŀƴŘ ŀ ǇŜǊŦƻǊƳŀƴŎŜ ŘŜǎŎǊƛǇǘƛƻƴ ŀǎ ǿŜƭƭ ŀǎ ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ ƴŀƳŜ ŀǊŜ 

provided in the pieces comprising this activity. Alongside the title, descriptive words 

ŀǊŜ ǇǊŜǎŜƴǘŜŘΣ ǎǳŎƘ ŀǎ ΨǿƛǘƘ ǇǊƛŘŜΩ ƻǊ ΨƭƛƪŜ ŀ ƳŀǊŎƘΩΣ ǘƻ ōŜ ǳǘƛƭƛǎŜŘ ŀǎ ǇŜǊŦƻǊƳŀƴŎŜ 

indications by the learner, as analysed later in section 9.3.5. Indications relating to 

ǎǘȅƭŜ Ƴŀȅ ŀƭǎƻ ŀǇǇŜŀǊΦ {ǳŎƘ ǊŜŦŜǊŜƴŎŜǎ ŀǊŜ ŜƴǾƛǎŀƎŜŘ ǘƻ ƛƴŦƻǊƳ ƭŜŀǊƴŜǊǎΩ ǇƭŀȅƛƴƎ ǿƘƛƭŜ 

providing a preliminary historical context from the early levels onwards. Their 

consideration could also initiate further teacher-ƭŜŀǊƴŜǊ ŘƛŀƭƻƎǳŜ ŀōƻǳǘ ŎƻƳǇƻǎŜǊǎΩ 

backgrounds, styles and musical eras, or prompt independent learners to research 

relevant information to enrich their knowledge. 

The approach followed in this activity, namely providing indications related to 

composers, musical eras, styles, and performance indications has been informed from 

sight-reading literature highlighting the necessity for bridging the gap between 

theoretical knowledge and its practical application while sight-reading. Transfer of 

ǇŜǊŦƻǊƳŜǊǎΩκƭŜŀǊƴŜǊǎΩ ǘƘŜƻǊŜǘƛŎŀƭΣ ƘƛǎǘƻǊƛŎŀƭ ŀƴŘ ǎǘȅƭƛǎǘƛŎ ƪƴƻǿƭŜŘƎŜ ǘƻ ǘƘŜ ǎƛƎƘǘ-

reading process can positively influence its effectiveness in numerous ways, such as 

by facilitating the recognition of patterns linked to particular styles, by leading to 

better fingering choices, by enhancing the ability to predict or anticipate what may 

come next in the music, and ultimately by informing decisions related to sight-reading 

performance (Mishra, 2014a; Zhukov, 2014b; Wristen, 2005; Thompson & Lehmann, 

2004; Sloboda et al., 1998; Waters et al., 1997; Sloboda, 1985, 1983, 1978, 1976). 
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Further considerations related to style, the featured composers and the inclusion of 

culturally relevant material are presented in sections 8.3.4, 8.3.5 and 8.3.6. 

8.2.6 Fun for two  

Fun for two is the final playing activity of each book Unit, containing piano duets in 

ƻǊŘŜǊ ǘƻ ŦŀŎƛƭƛǘŀǘŜ ǘƘŜ ŘŜǇƭƻȅƳŜƴǘ ƻŦ ƭŜŀǊƴŜǊǎΩ ǎƛƎƘǘ-reading skills within an ensemble 

context. The learner may sight-read the duets with a teacher or musical friend (who 

would need to be a slightly more advanced partner). The music of the duets has been 

ŀŘŀǇǘŜŘ ŦǊƻƳ ƛƴǘŜǊƴŀǘƛƻƴŀƭ ŎƻƳǇƻǎŜǊǎΩ ǿƻǊƪǎ ƻǊ ŦǊƻƳ DǊŜŜƪ ǘǊŀŘƛǘƛƻƴŀƭ ƳǳǎƛŎΤ ŘǳŜǘǎ 

have also been composed by the author specifically for the purposes of this activity.  

 Literature identifies a correlation between sight-reading expertise and time 

spent in accompanying experiences (Lehmann & Ericsson, 1993, 1996). These 

ǊŜǎŜŀǊŎƘŜǊǎΩ ǎǘǳŘƛŜǎ ŦƻŎǳǎŜŘ ƻƴ ΨǘƘŜ ǊŜŀƭ-ƭƛŦŜ ǎƛǘǳŀǘƛƻƴ ƻŦ Ǉƛŀƴƻ ŀŎŎƻƳǇŀƴȅƛƴƎΩ ǘƻ 

measure and compare sight-reading performances of expert performers and 

accompanists (Lehmann & Ericsson, 1993, p. 182; 1996), identifying relevance 

between individual differences and specialisation, with piano accompanists achieving 

better sight-reading performances than expert solo performers (Lehmann & Ericsson, 

мффоύΦ Lƴ ŀŘŘƛǘƛƻƴΣ ΨƛƴŘƛǾƛŘǳŀƭ ŘƛŦŦŜǊŜƴŎŜǎ ƛƴ ǇƛŀƴƛǎǘǎΩ ŀōƛƭƛǘȅ ǘƻ ǎƛƎƘǘ-read and 

accompany were significantly correlated with the amount of accompanying 

ŜȄǇŜǊƛŜƴŎŜ ŀƴŘ ŀǾŀƛƭŀōƭŜ ǊŜǇŜǊǘƻƛǊŜ ŦƻǊ ŀŎŎƻƳǇŀƴȅƛƴƎ ǇǳǊǇƻǎŜǎΩΣ ǿƘƛƭŜ ΨǘƘŜ 

specialized experience and activities of accompanying were better predictors of sight-

ǊŜŀŘƛƴƎ ǘƘŀƴ ŀŎŎǳƳǳƭŀǘŜŘ Ǉƛŀƴƻ ǇǊŀŎǘƛŎŜΩ ό[ŜƘƳŀƴƴ ϧ 9ǊƛŎǎǎƻƴ мффсΣ ǇΦ ннύΦ [ŜƘƳŀƴƴ 

ŀƴŘ YƻǇƛŜȊ όнлмсύ ŀƭǎƻ ŜƳǇƘŀǎƛǎŜ ǘƘŀǘ Ψby engaging in many hours of relevant 

experience, for example as an accompanist ώΧϐ sight-readers develop necessary 

cognitive adaptations, such as efficient encoding, building of plausible expectations or 

ŎƭŜǾŜǊ ƛƴŦŜǊǊƛƴƎΣ ŀƴŘ ƳŜƳƻǊȅ ǎƪƛƭƭǎΩ όǇΦ рпсύΦ ¢ǊŀƴǎŦŜǊǊƛƴƎ ǘƘŜǎŜ ŦƛƴŘƛƴƎǎ ƛƴǘƻ ŀ 

pedagogical context, Wristen (2005) and Zhukov (2014a, 2014b) emphasise the 

importance of promoting collaboration and accompanying activities in music lessons, 

in order to enhance sight-reading experience in this context. 

The above research findings and pedagogical considerations underpin the 

inclusion of the duet activity here; this has also been observed in some publications 

which include duets or accompaniment style pieces (More piano sight-reading (book 
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1), How to BLITZ! sight reading: Book 2) and was viewed as useful by some authors 

(Chapter 6). The aim has been to offer consistent opportunities for collaborative sight-

reading experiences to users of the books, ideally within an enjoyable and motivating 

context. Considering limitations of time within the piano lesson and/or potential 

challenges in setting up collaborative and accompanying activities between learners 

of different instruments, depending on the educational and/or the institutional 

setting, it is envisaged that this activity will enable learners also to experience sight-

reading within a real-life context of collaborative music making. In the duets of the 

two designed books, there are occasions where the learner is playing the melody, as 

well as occasions where they are assigned the accompaniment, aiming to set the 

ŦƻǳƴŘŀǘƛƻƴǎ ƻŦ ǘƘŜ ǇƛŀƴƛǎǘΩǎ ǊƻƭŜ ŀǎ ŀƴ ŀŎŎƻƳǇŀƴƛǎǘ ŦǊƻƳ ŀƴ ŜŀǊƭȅ level. 

8.2.7 Further elements  

Alongside these specific skills related to the sight-reading process, further elements 

have been designed and incorporated in the devised material in order to promote the 

development of reflective practice skills and to facilitate independent learning, as 

explained subsequently in section 8.4. They provide opportunities for the learner to 

reflect and think critically about their playing and progress, through the [ŜǘΩǎ ǊŜŦƭŜŎǘΗ 

boxes of reflective questions after each activity, and the Congratulations! page at the 

end of each Unit (analysed in more depth in section 9.4).  

There are specific instructions for the book user(s) for each activity type 

provided in the Introduction of the two books, in the Getting to know the book 

activities section, as explained in more detail in section 9.2.3. An ample number of 

musical examples is included in the activities for the learner/teacher to utilise as 

flexibly as needed. It was considered preferable by the book author to provide a 

generous quantity of examples to cover a wide range of combinations of musical 

elements, enabling the book user(s) to utilise them according to individual needs. The 

rationale for this approach as well as a more in-depth explanation of each activity type 

is detailed in Chapter 9 (section 9.3). 
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8.3 Creating the material   

This section presents principles and decisions made in advance as well as during the 

creative process of the devised pedagogical material. The following subsections 

explain the rationale for building the material starting from the beginner levels 

(section 8.3.1) and justify various creative intentions which were applied to aspects of 

the bƻƻƪǎΣ ǎǳŎƘ ŀǎ ǘƘŜ ǳǎŀōƛƭƛǘȅ ƻŦ ǘƘŜ ŘŜǎƛƎƴŜŘ ƳŀǘŜǊƛŀƭ όǎŜŎǘƛƻƴ уΦоΦнύΣ ǘƘŜ ŀǳǘƘƻǊΩǎ 

voice (section 8.3.3), and the employed approach towards musical styles (section 

8.3.4). The selection of the featured composers is also discussed from a perspective 

promoting EDI (section 8.3.5), as well as the inclusion of culturally relevant material 

(section 8.3.6). 

8.3.1 Starting from early levels  

The devised sight-reading material focuses on the beginner levels of piano studies, 

equivalent to completely beginner to ABRSM Initial Grade32 (pre-grade 1 assessment) 

and Grade 1; it is envisaged that this educational series will expand to further levels, 

as a potential future development of the present thesis. 

For the purposes of this material, it was decided to build the presented books 

starting from the early levels, considering the findings of existing research on sight-

reading and relevant pedagogy alongside the research projects conducted within this 

thesis: research on ƛƴǎǘǊǳƳŜƴǘŀƭ ǘŜŀŎƘŜǊǎΩ ǇŜǊǎǇŜŎǘƛǾŜǎ ǘƻǿŀǊŘǎ ǎƛƎƘǘ-reading 

teaching and their relevant experience as teachers and learners (Chapter 5), and the 

insights gained from the review of resources and from the interviews with authors of 

international sight-reading publications on their creative processes (Chapter 6). 

Critical appraisal of the Greek Conservatoire operational regulations prior to 1957 

until today (Chapter 1) was also undertaken, as well as critical and comparative 

examination of sight-reading specifications within international exam boards piano 

syllabi (Chapter 7) to inform my creative process. 

As explained in Chapter 1, the examination of the Greek Conservatoire 

operating regulations has highlighted an apparent lack of a systematic teaching 

approach to the development of sight-reading skills. The differences of approach and 

 
32 https://gb.abrsm.org/en/our-exams/piano-exams/new-initial-grade/  

https://gb.abrsm.org/en/our-exams/piano-exams/new-initial-grade/
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the various discriminations identified between instruments, particularly in relation to 

the level of study in which sight-reading is mentioned for individual instruments, also 

support this deficiency. Being acutely aware of this lack of a robust, systematic 

approach, I have endeavoured that the focus of the proposed material on the earlier 

grades (from pre-grade levels up to level 3), will demonstrate ways in which sight-

reading skills can be developed along with the other related music skills which are built 

from the early stages of music learning, the importance of which is shown by literature 

(Chapter 2). This can also contribute to establishing positive habits and attitudes 

related to sight-reading from early on by both learners and teachers, and to teachers 

becoming empowered to apply similar steps or approaches to subsequent, higher 

grades. 

 The proposed approach has also been informed by the syllabi of international 

music exam boards and the comparative observations concerning their sight-reading 

specifications, as analysed in detail in Chapter 7. Despite differences in their approach 

and individual philosophies, the inclusion of sight-reading exams from Grade 1 and the 

Pre-DǊŀŘŜ ƭŜǾŜƭǎ ŘŜƳƻƴǎǘǊŀǘŜǎ ŜȄŀƳ ōƻŀǊŘǎΩ ǊŜŎƻƎƴƛǘƛƻƴ of the importance of an early 

development of sight-reading skills. This is also encountered in the work and 

experiences of the authors of sight-reading publications interviewed for this thesis 

(Chapter 6), as their resources start from the very first piano levels; this further 

supports the creation of the present material and my aspiration for this to be a 

thorough and methodical resource for the Greek context.  

 The participant instrumental teachers in Study 1 shared the conviction that 

starting to facilitate the development of sight-reading skills within the first years of 

instrumental learning could lead to a natural integration of these skills within the 

ƭŜŀǊƴŜǊǎΩ ƻǾŜǊŀƭƭ ƳǳǎƛŎŀƭ ŘŜǾŜƭƻǇƳŜƴǘ ŀƴŘ ǇǊƻƎǊŜǎǎ ό/ƘŀǇǘŜǊ рΦрΦпύΦ [ƛǘŜǊŀǘǳǊŜ ƛƴŘŜŜŘ 

also supports that an early start can facilitate the optimal development of sight-

reading skills (Kopiez & Lee, 2008), as discussed in Chapters 2 and 5. 

8.3.2 The usability of the material  

In relation to the usability of the devised material, I designed the books to be 

appropriate for both learners working with a teacher, and learners who are working 

independently, such as adult learners. Although the layout of the books was created 
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without the help of a professional graphic designer, I sought for the visual appearance 

of the material to be appealing to and inclusive of different age groups. It could be 

argued that there are certain visual elements, such as the appearance of the bee 

character (explained later in this section), which may make the material appealing to 

young learners; nevertheless, such traits are not exclusive of users of a broader age 

range. In addition, the step-by-step progression and structure of the material starting 

from a single note and moving gradually to more complex musical elements 

(presented in section 8.5), does not exclude the possibility that the devised material 

could be used as a method book as well, depending on the educational context. The 

primary intention was to provide a resource specifically for the development of sight-

reading skills. Nevertheless, for beginner piano learners the material enables newly 

acquired musical knowledge to be immediately put into practice within the sight-

reading framework; additionally, sight-reading skills are developed alongside the 

other fundamental musical skills promoted through the activities.  

8ȢσȢσ 4ÈÅ ÁÕÔÈÏÒȭÓ ÖÏÉÃÅ ÁÎÄ ÔÈÅ "ÅÅ ÃÈÁÒÁÃÔÅÒ 

¢ƘŜ ŀǳǘƘƻǊΩǎ ǾƻƛŎŜ ǿŀǎ ŀƴ ƛƳǇƻǊǘŀƴǘ ǇŀǊŀƳŜǘŜǊ ǘƻ ŎƻƴǎƛŘŜǊ ŘǳǊƛƴƎ ǘƘŜ ǇǊƻŎŜǎǎ ƻŦ 

creating the material. An overarching goal was to create a friendly and supportive 

voice of the author coming through the pages of the book, to create a sense of an 

author-learner collaboration with the book users. Starting from the introductory book 

sections with the welcoming notes to the learner and to the teacher, but also through 

the activity instructions ς and despite translation challenges relating to the use of non-

native language (English) ς the utilised language and writing tone is friendly and 

ŀǇǇǊƻŀŎƘŀōƭŜΣ ǿƘƛƭŜ ŀƴȅ ŎƻƳǇƭŜȄ ǘŜǊƳǎ όǎǳŎƘ ŀǎ ΨƪŜȅōƻŀǊŘ ǘƻǇƻƎǊŀǇƘȅΩύ33 are 

ŜȄǇƭŀƛƴŜŘ ƛƴ ŀ ǎƛƳǇƭŜ ƳŀƴƴŜǊ ǘƻ ŦŀŎƛƭƛǘŀǘŜ ǘƘŜ ƭŜŀǊƴŜǊΩǎ ǳƴŘŜǊǎǘŀƴŘƛƴƎΦ Lƴ ŀŘŘƛǘƛƻƴΣ ǘƘŜ 

creation of a character book companion was decided, to draw further connections 

ōŜǘǿŜŜƴ ǘƘŜ ƭŜŀǊƴŜǊ ŀƴŘ ǘƘŜ ŀǳǘƘƻǊΩǎ ǾƻƛŎŜΦ ¢ƘŜ ŎƘŀǊŀŎǘŜǊ ƻŦ ŀ ǎƛƴƎƛƴƎ .ŜŜ ǿŀǎ 

created to act as a musical helper and companion, providing prompts, tips, strategies 

and asking questions to promote the ƭŜŀǊƴŜǊΩǎ ŎǊƛǘƛŎŀƭ ǘƘƛƴƪƛƴƎΦ ¢ƘǊƻǳƎƘ ǘƘŜ .ŜŜΣ 

 
33 Lƴ ǘƘŜ ƛƴǘǊƻŘǳŎǘƛƻƴ ǎŜŎǘƛƻƴ ΨDŜǘǘƛƴƎ ǘƻ ƪƴƻǿ ǘƘŜ ōƻƻƪ ŀŎǘƛǾƛǘƛŜǎΩ ƻŦ ǘƘŜ ǘǿƻ ŎǊŜŀǘŜŘ ōƻƻƪǎΣ ǘƘŜ ǘŜǊƳ 
ΨƪŜȅōƻŀǊŘ ǘƻǇƻƎǊŀǇƘȅΩ ƛǎ ŜȄǇƭŀƛƴŜŘ ƛƴ ŀ ǎƛƳǇƭƛŦƛŜŘ ƳŀƴƴŜǊ ŀǎ ΨǘƘƛǎ ǎƛƳǇƭȅ ƳŜŀƴǎ ƎŜǘǘƛƴƎ ǘƻ ƪƴƻǿ ǘƘŜ 
Ǉƛŀƴƻ ƪŜȅōƻŀǊŘ ŀǎ ǿŜƭƭ ŀǎ ǇƻǎǎƛōƭŜΩΦ 
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further positive and encouraging language is used, in a manner which seeks to 

ǇǊƻƳƻǘŜ ǘƘŜ ƭŜŀǊƴŜǊǎΩ ǎŜƴǎŜ ƻŦ ŀŎƘƛŜǾŜƳŜƴǘ ŀǎ ǿŜƭƭ ŀǎ ƭŜŀǊƴƛƴƎ ƛƴŘŜǇŜƴŘŜƴŎŜ ŦǊƻƳ 

the early levels. /ƘŀǇǘŜǊ ф ǇǊƻǾƛŘŜǎ ƎǊŜŀǘŜǊ ŘŜǘŀƛƭ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ǘƘŜ ŀǳǘƘƻǊΩǎ ǾƻƛŎŜ 

(section 9.2.1), as well as the roles of the Bee character (section 9.2.3) illustrated 

through specific examples and extracts from the books. 

8.3.4 Musical Styles  

For the purposes of the devised material, it was important for the author to include 

pieces and musical styles which would find relevance within the addressed 

educational and cultural context, namely primarily ς yet not limited to ς Greek music 

education settings. Having consulted the piano syllabi of various graded music 

performance exam boards, particularly of the ABRSM, I endeavoured to include 

various styles and genres within the devised beginner books, including different 

composers and musical eras.  

 Considering the requirements and basic knowledge/skills which are generally 

expected to be developed within the beginner levels, common musical styles have 

been incorporated into the sight-reading material, such as marches, minuets, waltzes, 

études, lullabies, and preludes, amongst others. Terminology34 related to style is used 

sparingly in the Preparatory level book, to avoid increasing the complexity of the 

musical content; however, style references are slightly more frequent in the second 

book (Level 1). When the style is stated, it appears in the title of the piece. 

For all music pieces in the Performing at sight and the Fun for two activities, a 

ǘƛǘƭŜ ƛǎ ƛƴŎƭǳŘŜŘΣ ŀƭƻƴƎ ǿƛǘƘ ŀ ǎǳōǘƛǘƭŜΣ ǘƻ ƛƴŦƻǊƳ ǘƘŜ ƭŜŀǊƴŜǊΩǎ ǇƭŀȅƛƴƎ ŀǘ ǎƛƎƘǘΦ ¢ƛǘƭŜǎ 

ǎǘŀǘŜ ǘƘŜ ƴŀƳŜ ƻŦ ŀ ǇƛŜŎŜ ŀƴŘ Ƴŀȅ ƭƛƴƪ ǘƻ ŦƻǊƳΣ ŦƻǊ ŜȄŀƳǇƭŜ ƛƴ tƭŜȅŜƭΩǎ .Φ умт ΨaŜƴǳŜǘΩ 

όōƻƻƪ [ŜǾŜƭ мΣ ¦ƴƛǘ пύΣ ƻǊ Ƴŀȅ ōŜ ƳƻǊŜ ŘŜǎŎǊƛǇǘƛǾŜΣ ǎǳŎƘ ŀǎ Ψ{ƻƴƎ ƻŦ ǘƘŜ ƭŜƳƻƴǎΩ όDǊŜŜƪ 

folk song of East Thrace, Preparatory level book, Unit 5), inviting the learner to create 

an impression of the music through their playing. This has also been applied to the 

pieces and duets which have been composed by the author specifically for the 

purposes of the devised material, where imaginative titles have been provided, such 

ŀǎ Ψ!ƴ ƛƳǇŀǘƛŜƴǘ ƎƛŀƴǘΩ όtǊŜǇŀǊŀǘƻǊȅ ōƻƻƪΣ ¦ƴƛǘ оύΣ ƻǊ ΨaŜƭŀƴŎƘƻƭȅ ǿŀƭǘȊΩ (Level 1 book, 

 
34 !ǘ ǘƘŜ ŜƴŘ ƻŦ ŜŀŎƘ ōƻƻƪΣ ǘƘŜǊŜ ƛǎ ŀƭǎƻ ŀ ǎŜŎǘƛƻƴ ŘŜŘƛŎŀǘŜŘ ǘƻ ΨǘŜǊƳƛƴƻƭƻƎȅΩΣ ŎƻƴǘŀƛƴƛƴƎ ǎƘƻǊǘΣ ȅŜǘ 
concise, descriptions of the musical terms encountered in the book Units (analysed in section 9.6.2). 
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Unit 7). Following the piece title, a subtitle is included, containing descriptive phrases 

which provide indications about the character of the music. Informed by the ABRSM 

approach in their piano sight-reading books, the descriptive performance indications 

ŀǊŜ ǎƛƳǇƭȅ ǇƘǊŀǎŜŘΣ ǎǳŎƘ ŀǎ ΨŎƘŜŜǊŦǳƭƭȅΩΣ ΨƭƛƪŜ ŀƴ ŜŎƘƻΩΣ ƻǊ ΨǿƛǘƘ ƳƛǎŎƘƛŜŦΩΣ to prompt 

ǘƘŜ ǇƭŀȅŜǊΩǎ imagination about how the music should sound, so that they can 

subsequently show its character through their playing.  

8.3.5 Equality, Diversity and Inclusion (EDI)  

During the process of compiling the musical material to be included within the book 

activities (Performing at sight and Fun for two), an essential creative principle was to 

promote Equality, Diversity and Inclusion (EDI) in relation to the featured composers. 

Therefore, alongside composers whose appearance has been established in standard 

(beginner) piano repertoire, such as J. S. Bach, Czerny, Schubert, or Kabalevsky, music 

from composers of colour, women composers, and composers whose works may not 

be widely known in the Greek context has been utilised. The primary intention of this 

EDI-promoting approach was to enrich the pool of repertoire with which the beginner 

learners using the books will engage, potentially also acting as a starting point for 

further exploration (by the teacher and by the learner) of music from composers 

whose works may not be encountered in piano method books as frequently as others. 

 In recent years, research has discussed the topic of Equality, Diversity and 

Inclusion in music education, with implications for numerous aspects of the teaching 

process relating to the inclusion and representation of the diverse student 

backgrounds and identities, the role of gender in inclusivity (of students, teachers, and 

composers), as well as policies shaping music education internationally, including 

representation of diverse repertoire beyond the traditional standards in the music 

classroom (Bernard & Talbot, 2023; Abbazio et al., 2022; Griffiths, 2020; Lam, 2018).  

Lƴ ŀŘŘƛǘƛƻƴΣ ƛƴ ǘƘŜ ōƻƻƪ ΨaǳǎƛŎ ŜŘǳŎŀǘƛƻƴ ŦƻǊ ǎƻŎƛŀƭ ŎƘŀƴƎŜΩΣ IŜǎǎ ŘƛǎŎǳǎǎŜǎ 

representation in music participation in and beyond the classroom as a political aspect 

of music education, with considerations relating to the music curriculum and relevant 

stereotypes (Hess, 2019). 

CƻŎǳǎƛƴƎ ƻƴ ǊŜǇŜǊǘƻƛǊŜΣ [ŀƳΩǎ ǊŜǎŜŀǊŎƘ ŀǊǘƛŎƭŜ ΨCŜƳŀƭŜ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ 

ǿƻƳŜƴ ƛƴ ǘƘŜ ǘǊŀŘƛǘƛƻƴŀƭ ƳǳǎƛŎ ŎƭŀǎǎǊƻƻƳΩ όнлмуύ ƘƛƎƘƭƛƎƘǘǎ ǘƘŜ ƛƳǇŀŎǘ ƻŦ ǘƘƛǎ lack of 
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ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻƴ ǇǳǇƛƭǎΩ ƭŜŀǊƴƛƴƎ ŜȄǇŜǊƛŜƴŎŜǎΦ wŜŎƻƎƴƛǎƛƴƎ ŀ Ψŀ ǊŜŎŜƴǘ ǎƘƛŦǘ ǘƻǿŀǊŘ ŀ 

ƳƻǊŜ ƛƴŎƭǳǎƛǾŜ ǾƛŜǿ ƻŦ ƳǳǎƛŎ ƘƛǎǘƻǊȅΩ όǇΦ муύΣ [ŀƳ ŘǊŀǿǎ ŀǘǘŜƴǘƛƻƴ ǘƻ ǘƘŜ ŎƭŀǎǎƛŎŀƭ 

music curriculum as largely dominated by specific figures of prominent composers, 

highlighting the necessity for a more holistic representation of works by less often 

encountered composers; in particular, ŦŜƳŀƭŜ ŎƻƳǇƻǎŜǊǎΣ ǘƻ ǿƘƛŎƘ ǘƘŜ ǘŜŀŎƘŜǊΩǎ ǊƻƭŜ 

is key to facilitating the inclusion of relevant repertoire (Lam, 2018). 

[ŀƳΩǎ ŦƛƴŘƛƴƎǎ ŀƴŘ ǎǳƎƎŜǎǘƛƻƴǎ ǊŜƎŀǊŘƛƴƎ ƎŜƴŘŜǊ relate ǘƻ DǊƛŦŦƛǘƘΩǎ όнлнлύ 

ǊŜǎŜŀǊŎƘ ƻƴ ƎŜƴŘŜǊ ŀƴŘ ǊŀŎŜ ƛƴ ŎƭŀǎǎƛŎŀƭ ƳǳǎƛŎ ŜŘǳŎŀǘƛƻƴΦ Lƴ DǊƛŦŦƛǘƘǎΩ ŀǊǘƛŎƭŜ ΨPlaying 

ǘƘŜ ǿƘƛǘŜ ƳŀƴΩǎ ǘǳƴŜΥ ƛƴŎƭǳǎƛƻƴ ƛƴ ŜƭƛǘŜ ŎƭŀǎǎƛŎŀƭ ƳǳǎƛŎ ŜŘǳŎŀǘƛƻƴΩ όнлнлύ ǘƘŜ ŀǳǘƘƻǊ 

provides survey findings investigating gender and race representation of musicians 

within three difference contexts: in ten English orchestras; in a one-week playlist of 

two classical music radio stations; and in the performed repertoire of the four most 

current at the time London Promenade Concert seasons. The findings identified good 

representation of female and Black Minority Ethnic (BME) musicians in orchestras but 

were illuminating in relation to representation of gender and race in relation to 

ǊŜǇŜǊǘƻƛǊŜΣ ǎǘŀǘƛƴƎ ǘƘŀǘ Ψфф҈ ƻŦ ǇŜǊŦƻǊƳŜŘ ǇƛŜŎŜǎ ǿere by white composers and 98% 

ōȅ ƳŀƭŜ ŎƻƳǇƻǎŜǊǎΩ όDǊƛŦŦƛǘƘǎΣ нлнлΣ ǇΦ ррύΦ DǊƛŦŦƛǘƘǎ ǎǳƎƎŜǎǘǎ ǘƘŀǘ ŎƘŀƴƎŜ ƛƴ ǘƘŜ ǿƘƛǘŜ 

male supremacy canon is also needed, not only in relation to music by living 

composers (Griffiths, 2020, p. 68). 

Increasing dialogue in relation to EDI has also influenced repertoire selections 

in music examination boards such as ABRSM. In response to the Black Lives Matter 

ƳƻǾŜƳŜƴǘΣ !.w{a ǇǳōƭƛǎƘŜŘ ŀ Ψ5ƛǾŜǊǎƛǘȅ ŀƴŘ LƴŎƭǳǎƛƻƴ {ǘŀǘŜƳŜƴǘΩ όWǳƴŜ нлнлύΣ 

ŀǊǘƛŎǳƭŀǘƛƴƎ ǘƘŀǘ ǘƘŜȅ ΨƘŀǾŜ ŀ ǊŜǎǇƻƴǎƛōƛƭƛǘȅ ǘƻ challenge any practices that allow 

ǇǊŜƧǳŘƛŎŜ ǘƻ ǇŜǊǎƛǎǘΣ ŀƴŘ ǘƻ ŜƳōŜŘ ǎǳǎǘŀƛƴŀōƭŜ ŎƘŀƴƎŜΩ ό!.w{aΣ нлнлύ35. Indeed, 

ABRSM have since then published further updates on the progress made on the 

Ψ5ƛǾŜǊǎƛǘȅ ŀƴŘ LƴŎƭǳǎƛƻƴ tƭŀƴΩΣ ŜȄǇƭŀƛƴƛƴƎ ŘŜǾŜƭƻǇƳŜƴǘǎ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ǘƘŜ ǎȅƭƭŀōi of 

various instruments, such as musical theatre, piano, woodwinds, and brass, with the 

most current update released in September 2022. Each update reported statistical 

information about inclusive steps undertaken, for example comparing the number of 

 
35 Ψ5ƛǾŜǊǎƛǘȅ ŀƴŘ LƴŎƭǳǎƛƻƴ {ǘŀǘŜƳŜƴǘΩ όWǳƴŜ нлнлύΣ ŀŎŎŜǎǎŜŘ ƻƴƭƛƴŜ Ǿƛŀ ǘƘŜ !.w{a ǿŜōǎƛǘŜΥ 
https://gb.abrsm.org/en/policies/diversity-statement/  

https://gb.abrsm.org/en/policies/diversity-statement/
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pieces by female and BBIPOC36 composers between the updated and previous syllabi. 

Collaborations with living composers through commissions are also reported, as well 

as the incorporation of traditional tunes from various countries (China, Ghana, 

Jamaica, etc.)37, along with the intention to continue transforming and enriching the 

range of their repertoire38. Inclusion of traditional musical elements is also of 

relevance to the present thesis, as explained in section 8.3.6.  

The above parameters of EDI were key in my approach when making decisions 

about the music to be included within the devised sight-reading material. During the 

exploration process of potential repertoire for the purposes of the devised books, 

online music database searches were ǳƴŘŜǊǘŀƪŜƴΣ ǎǳŎƘ ŀǎ Ψ5ƻƴƴŜΥ ²ƻƳŜƴ ƛƴ ƳǳǎƛŎΩ39, 

ΨIƛƭŘŜƎŀǊŘΩ40Σ ΨLƴǎǘƛǘǳǘŜ ŦƻǊ ŎƻƳǇƻǎŜǊ ŘƛǾŜǊǎƛǘȅΩ41Σ Ψ95La{Υ 9ǉǳŀƭƛǘȅΣ 5ƛǾŜǊǎƛǘȅ ŀƴŘ 

LƴŎƭǳǎƛƻƴ ƛƴ aǳǎƛŎ {ǘǳŘȅΩ42Σ ŀƴŘ ΨaǳǎƛŎ ōȅ ōƭŀŎƪ ŎƻƳǇƻǎŜǊǎΩ43. Indeed, as Bernard and 

Talbot (2023) suggest, these websites were particularly helpful as starting points to 

ƛŘŜƴǘƛŦȅ ΨǊŜǇŜǊǘƻƛǊŜ ōȅ ǳƴŘŜǊǊŜǇǊŜǎŜƴǘŜŘ ŎƻƳǇƻǎŜǊǎΩΣ ǇŀǊǘƛŎǳƭŀǊƭȅ ōȅ ǿƻƳŜƴ 

composers and composers of colour (Bernard & Talbot, 2023, p. 27). The next steps of 

ǘƘƛǎ ǎŜŀǊŎƘ ǿŜǊŜ ŜȄǇƭƻǊƛƴƎ ƛƴŘƛǾƛŘǳŀƭ ŎƻƳǇƻǎŜǊǎΩ ǊŜǇŜǊǘƻƛǊŜ ŀƴŘ ŜȄŀƳƛƴƛƴƎ ǘƘŜ 

inclusion potential of particular works, either in their original version, or as 

arrangements. This approach towards repertoire is also envisaged to act as starting 

point for discussion between the learner and the teacher, as well as to prompt 

colleagues to think further about repertoire choices and aspects of inclusion, 

encouraging a broadening of the music within the classroom, potentially beyond the 

existing piano syllabus in the Greek Conservatoire context, which has not been 

revised/updated since 1957.  

8.3.6 Cultural relevance  

As explained in the previous sections, the devised sight-reading material includes 

music from various composers, eras, and musical styles. Alongside compositions of 

 
36 Black, Brown and Indigenous People of Colour (BBIPOC) 
37 ABRSM Diversity and Inclusion Plan: Progress Update 4 ς February 2022 
38 ABRSM Diversity and Inclusion Plan: Progress Update 5 ς September 2022  
39 Donne: Women in music  
40 Hildegard  
41 Institute for composer diversity  
42 EDIMS: Equality, Diversity and Inclusion in Music Study  
43 Music by black composers  

https://gb.abrsm.org/media/66474/february-2022-diversity-update-final.pdf
https://gb.abrsm.org/media/66786/september-2022-update.pdf
https://donne-uk.org/the-big-list/
https://www.hildegard.com/resources/black-women-composers/
https://www.composerdiversity.com/composer-diversity-database
https://edims.network/resources/#scholarship
https://www.musicbyblackcomposers.org/resources/historic-composers-directory/
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the Western-classical genre and pieces written by the author specifically for the 

purposes of these books, music relevant to the specific educational and cultural 

context (namely piano teaching in Greece) has been incorporated, to enrich the 

variety of musical styles and to promote cultural relevance. This includes elements 

encountered in the musical experiences of Greek learners since childhood, which are 

in close relation to their cultural tradition, such as the use of folk modes and rhythmic 

patterns, as ǿŜƭƭ ŀǎ ŎƘƛƭŘǊŜƴΩǎ ǎƻƴƎǎ ŀƴŘ ǘǊŀŘƛǘƛƻƴŀƭ ǘǳƴŜǎΦ  

 Research exploring cultural relevance in music education (Doyle, 2014; Abril, 

2009; Campbell, 2002) has highlighted the need for culturally responsive teaching 

drawing meaningful connections between music education content and the 

continuously developing multi-cultural and diverse identity of modern society. 

!ŎŎƻǊŘƛƴƎ ǘƻ !ōǊƛƭ όнллфύΣ ΨŎǳƭǘǳǊŀƭƭȅ ǊŜǎǇƻnsive teaching is a concept that has brought 

awareness of the need for teachers to be sensitive and responsive to the cultures of 

ǘƘŜƛǊ ǎǘǳŘŜƴǘǎΩ όǇΦ ттύΦ /ǳlturally responsive teaching should therefore result in a 

ΨŎǳƭǘǳǊŀƭƭȅ ǊŜǎǇƻƴǎƛǾŜ ŎǳǊǊƛŎǳƭǳƳΩ ό!ōǊƛƭΣ нллфΣ ǇΦ утύΦ ¢Ƙƛǎ ǿƻǳƭŘ ǊŜǉǳƛǊŜ ǘŜŀŎƘŜǊǎ ǘƻ 

be prepared to incorporate more diverse repertoire into their lessons, inclusive of 

genres beyond the Western-classical (Doyle, 2014). Most recently, relevant 

adaptations of examination board syllabi, such as ABRSM, suggest that the necessity 

for more diverse repertoire is being recognised with developments also being made 

in relation to the inclusion of traditional tunes from various regions within the updated 

syllabi (section 8.3.5). 

This is also applicable to the context of the present thesis; considering that the 

Western-classical genre prevails in the Greek piano curriculum, it could be argued that 

there is often little room to explore culturally relevant material in the piano lesson. 

Therefore, there is scope for engagement beyond Western classical music to be made, 

representing further facets of the Greek ς as well as any44ς cultural setting. Similarly, 

sight-ǊŜŀŘƛƴƎ ǇǳōƭƛŎŀǘƛƻƴ ŀǳǘƘƻǊǎΩ ǊŜŦƭŜŎǘƛƻƴǎ ǎǳƎƎŜǎǘŜŘ ǘƘŀǘ ǘƘƛǎ ŀƭǎƻ ŀǇǇƭƛŜǎ ǘƻ ǎƛƎƘǘ-

reading material internationally, which appears to be focusing primarily on Western 

 
44 The cultural elements featured in the devised sight-reading material focus on the Greek musical 
heritage; addressing elements of other cultural backgrounds present within the Greek society, even 
though inarguably interesting, opens a new, wide field for research and discussion which lies beyond 
the purposes of the present thesis. 
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classical musical content (Chapter 6, section 6.5.2.4); some questions were also raised 

in relation to the extent that international sight-reading publications may find 

relevance (as sole resources) to music learners in Greece, especially beginners (section 

5.5.2). Recognising the value of elements linked to cultural musical heritage and the 

possibility that there might be rather limited opportunity, if at all, to facilitate these 

through the teaching of standard piano repertoire, the inclusion of culture-specific 

elements in sight-reading, as proposed in the devised material, provides a potentially 

useful opportunity for such engagement. Such elements may also be of interest to 

potential users from other cultural backgrounds, to enrich their knowledge and 

familiarity with cultural elements of other countries, traditions, or regions.  

8.4 Evaluating achievement, and reflection  

As mentioned in Chapter 1, the operational regulations of Greek Conservatoires do 

not refer to sight-reading examinations at the beginner or intermediate stages of 

music learning of any instrument. Although sight-reading assessment is stated in the 

final advanced levels of piano studies, there is a notable absence of a set of evaluation 

criteria, or of any further exam-related specifications. Therefore, for the purposes of 

the present thesis and the proposed sight-reading material, it was sought to provide 

a context linked to evaluation of progress, which would facilitate focus on 

ŀŎƘƛŜǾŜƳŜƴǘΣ ǇŀǊǘƛŎǳƭŀǊƭȅ ǘƘǊƻǳƎƘ ƭŜŀǊƴŜǊǎΩ ƻǿƴ ǎŜƭŦ-evaluation and critical reflection 

on their playing and on the development of their sight-reading skills. 

Drawing from literature emphasising the importance of reflection within the 

learning process in promoting independent learning and in ŀŎǘƛǾŜƭȅ ǊŀƛǎƛƴƎ ƭŜŀǊƴŜǊǎΩ 

awareness of strengths and weaknesses and thus enabling them to identify ways for 

improvement (Benjamins et al., 2022; Georgii-Hemming et al., 2020; Carey et al., 

2017; Ryan & Ryan, 2013; Kolb, 1984; Schön, 1983), conscious effort has been made 

to promote self-reflection throughout the devised books at various points: 

(a) ¢ƘǊƻǳƎƘ ǘƘŜ Ψ¢ŀōƭŜ ƻŦ ǊŜŦƭŜŎǘƛǾŜ ǉǳŜǎǘƛƻƴǎ ƻƴ ŀŎƘƛŜǾŜƳŜƴǘΩ ƛƴ ǘƘŜ 

introduction (presented in Chapter 9): these questions act as the 

achievement criteria within the books and are advised to be used by the 

learner as guidelines to evaluate aspects of their performance and progress. 
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As these criteria are not linked to a specific marking system, the term 

ΨŀŎƘƛŜǾŜƳŜƴǘΩ Ƙŀǎ ōŜŜƴ ǎŜƭŜŎǘŜŘ ƛƴ ƻǊŘŜǊ ǘƻ ŦŀŎƛƭƛǘŀǘŜ ŀ ǇƻǎƛǘƛǾŜ ǎŜƴǎŜ ƻŦ 

ŀŎƘƛŜǾŜƳŜƴǘΣ ƭƛƴƪƛƴƎ ƭŜŀǊƴŜǊǎΩ ǇŜǊŦƻǊƳŀƴŎŜ ǘƻ ŀŎŎƻƳǇƭƛǎƘƳŜƴǘΣ ǊŀǘƘŜǊ ǘƘŀƴ 

to a mark. 

(b) ¢ƘǊƻǳƎƘ ǘƘŜ Ψ[ŜǘΩǎ ǊŜŦƭŜŎǘΗΩ ǉǳŜǎǘƛƻƴ ōƻȄŜǎ ŀǘ ǘƘŜ ŜƴŘ ƻŦ ŜŀŎƘ ŀŎǘƛǾƛǘȅΥ ŀ 

series of reflective questions invites the learner to reflect on their playing, 

thinking about strengths, challenges they met, progress which has been 

made, or potential future aims/goals for further improvement. 

(c) ¢ƘǊƻǳƎƘ ǘƘŜ Ψ/ƻƴƎǊŀǘǳƭŀǘƛƻƴǎΗΩ ǇŀƎŜ ŀǘ ǘƘŜ ŜƴŘ ƻŦ ŜŀŎƘ ōƻƻƪ ¦ƴƛǘ ŀƴŘ ŀǘ ǘƘŜ 

end of each book: the learner is invited to reflect on their experience and 

progress collectively this time, either throughout the course of a Unit, or 

throughout the whole book. These opportunities are particularly useful for 

acknowledging broader aspects on which progress has been made, for 

highlighting elements that the learner found enjoyable, and for setting 

future goals. 

Considerations have been made not only in relation to the content, but also to 

ǘƘŜ ƭŀƴƎǳŀƎŜ ƻŦ ǘƘŜ ǉǳŜǎǘƛƻƴǎΦ ¢ƘŜ ŦƛǊǎǘ ǇŜǊǎƻƴ όΨLΩ ƻǊ ΨǿŜΩύ ƛǎ ǳǎŜŘ ǘƻ ŎǊŜŀǘŜ ŀƴ 

impression of self-evaluation, with the learner asking the question to themselves. The 

inclusion of both open and close-ended questions enables the learner to think 

critically about aspects of their playing, and the questions may function as starting 

points for further discussion. An additional purpose alongside the reflective intentions 

of the above elements was to link self-evaluation to the sense of accomplishment and 

to make the reflective process a positive experience leading to progress. Therefore, in 

addition to helping learners articulate challenges, the questions are also designed to 

promote their understanding of psychological aspects that may link to positive 

emotions and motivation in instrumental learning, such as enjoyment and feelings of 

reward. Finally, a broader aim of this approach has been to foster the development of 

reflective practices into habits which would be transferrable and applicable to other 

parts of the music lesson, ŀǎ ǿŜƭƭ ŀǎ ƛƴǘŜƎǊŀǘŜŘ ƛƴǘƻ ǘƘŜ ƭŜŀǊƴŜǊΩǎ ƛƴŘŜǇŜƴŘŜƴǘ 

approach while practising at home. 
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Chapter 9 provides further detail in relation to the achievement criteria and 

the reflective opportunities within the devised material (sections 9.2.4 and 9.4). 

8.5 Material progression: Level specifications and elements per Unit  

This section outlines the specific parameters and musical elements guiding the design 

process of the piano sight-reading material of the present thesis, namely the two 

sight-reading books equivalent to Preparatory level and Grade 1 found in Appendix 6. 

The comparative analysis of sight-reading parameters within piano syllabi of exam 

boards (Chapter 7), has informed the process of structuring sight-reading elements in 

each level of this material, leading to the choices specified in the subsequent sections.  

For each level, the sight-reading material is designed progressively, with a 

gradual introduction of new elements into the activities according to the principles 

and specifications of each level presented in the relevant tables. Each level has been 

divided into eight Ψ¦ƴƛǘǎΩΣ throughout which the demands of the music are increased 

progressively. As explained in the book introductions, the proposed Units may be 

explored in various ways, either one Unit per lesson if time permits, or in a more 

flexible manner by distributing the musical material across two or more lessons/sight-

reading sessionsΣ ŘŜǇŜƴŘƛƴƎ ƻƴ ǘƘŜ ƭŜŀǊƴŜǊΩǎ ƴŜŜŘǎ ƻǊ ǘƘŜ ƻǾŜǊŀƭƭ ǇŀŎŜ ƻŦ ǘƘŜ ƭŜǎǎƻƴΦ 

In the latter case, it is advisable to combine elements from the different activities (a 

to f) within each session to form a more well-rounded engagement with sight-reading. 

In the series of tables in the following subsections, the specifications for each 

level are presented, alongside the descriptions of the musical elements included 

within each Unit of each level. For the Preparatory level and Level 1, in addition to the 

two completed books, musical examples are presented in Chapter 9 where the two 

devised books are discussed in more depth. Considering future developments for the 

outcome of this thesis and its implications as a resource, guide, and practical tool for 

piano teachers in my home country, it is my primary aspiration to expand this 

educational material into a wider sight-reading book series, gradually covering further 

levels of piano studies. Therefore, specifications for two further levels have also been 

drawn (Levels 2 and 3), equivalent to ABRSM Grades 2 and 3, as a first step towards 

this future endeavour. Musical examples providing indications for the progression of 
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the envisaged material are presented alongside the specification tables for these 

additional levels (sections 8.5.3 and 8.5.4). 

8.5.1 Preparatory level  

The following table (Table 8.1) illustrates the musical specifications employed within 

the material and the activities of the devised book for the Preparatory level. 

Table 8.1 Preparatory level specifications 

PREPARATORY LEVEL SPECIFICATIONS 

Length of pieces Melodies & Pieces: 4 bars / Duets: 4-8 bars 

Time Signatures 2/4, 4/4, 3/4  

Key Possibilities White keys only 

Hand Position 5-finger position, each hand separate, hands sharing the melody, 
single note at a time in each hand 

Musical 

Elements 

Values Semibreve, minim, crotchet 

Rests Semibreve, minim, crotchet 

Articulation None 

Dynamics f, p, mf 

Style Descriptive words, Titles 

Fingering Indicated for 1st note of each hand 

Other 
elements 

Repeated notes, steps, simple leaps 

The above musical specifications are gradually introduced along the course of the 

eight Units of the book, as illustrated in Table 8.2. This table also appears in the 

Introduction of the Preparatory book, to provide an outline of the progression of the 

musical elements per Unit (presented in Chapter 9.2.5, Figure 9.12). The asterisk (*) 

indicates the new elements which are introduced in each Unit. 
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Table 8.2 Musical elements per Unit: Preparatory level 

PREPARATORY LEVEL ς Musical elements per Unit 

UNIT 1 2/4, Single note (C) for each hand, minim, crotchet 

UNIT 2 
4/4*, 2/4, two notes per hand (C+ D/B)*, mf*, semibreve*, minim,  
crotchet (in pairs of repeated notes), bars with same-value notes 

UNIT 3 
4/4, semibreve, minim, crotchet (different* and repeated notes), 
various* values per bar, f*  

UNIT 4 3/4*, three notes per hand (E/A)*, p*  

UNIT 5 2/4, 3/4, 4/4, four notes per hand (F/G)*, crotchet rest*, mf, f, p 

UNIT 6 
2/4, 3/4, 4/4, five notes per hand (G/F)*, semibreve rest*, 
crotchet rest, mf, f, p 

UNIT 7 
2/4, 3/4, 4/4, five notes per hand, minim rest*, crotchet rest, 
semibreve rest, mf, f, p 

UNIT 8 Recapitulation, elements from all units 

            

8.5.2 Level 1 

The musical specifications of the Level 1 book are presented in Table 8.3, followed by 

the musical elements contained in each Unit at this level (Table 8.4).  

Table 8.3 Level 1 specifications 

LEVEL 1 SPECIFICATIONS 

Length of pieces Melodies & Pieces: 4 bars 

Duets: 4-8 bars (two exceptions: one 10-bar and one 16-bar duet) 

Time Signatures 2/4, 3/4, 4/4 or C 

Key Possibilities Major: C, F, G 
Minor: A, D, E (natural)45 

Hand Position Various 5-finger positions, hands sharing the melody, single note 
at a time in each hand 

Musical 

Elements 

Values Semibreve, minim, crotchet, quaver pairs, dotted minim 

Rests Semibreve, minim, crotchet, dotted minim rest 

Articulation Staccato, legato, accents 

Dynamics f, p, mf   

 
45 Harmonic minor accidentals may be used by the teacher in the duets (secondo part), for an 
enriched harmonic environment. 
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LEVEL 1 SPECIFICATIONS 

Style Descriptive words, Titles, Waltz, Minuet, March, Lullaby, folk 
elements 

Fingering Indicated for 1st note of each hand 

Other 
elements 

Tied notes 
Repeated notes, steps, leaps 

As previously, the table of musical elements per Unit appears in the Introduction of 

the Level 1 book. These are indicated in Table 8.4, which follows: 

Table 8.4 Musical elements per Unit: Level 1 

LEVEL 1 ς Musical elements per Unit 

UNIT 1 
New elements: C, legato 
4/4, thumbs sharing middle C, mf, f, p, semibreve rest, crotchet rest 

UNIT 2 

New hand position: RH thumb on C5, LH 5th finger on C3, 

2/4, 3/4, 4/4, C, mf, f, p, rests: semibreve to crotchet,  
 

UNIT 3 
New elements: staccato, dotted minim and rest 
Same hand position as in Unit 2 
2/4, 3/4, 4/4, C, mf, f, p, rests: semibreve to crotchet 

UNIT 4 
New elements: quavers (pairs), accents 
Various hand positions in C major 
Rests: semibreve to crotchet, and dotted minim. 2/4, 3/4, 4/4, C, mf, f, p 

UNIT 5 
New element: G major 
New hand position: various G major hand positions 
Combination of previous elements 

UNIT 6 
New element: F major 
New hand position: various F major hand positions 
Combination of previous elements 

UNIT 7 
Natural minors (A, D, E), tied notes 
Various hand positions 
Combination of previous elements 

UNIT 8 Recapitulation, elements from all units 

 

8.5.3 Level 2  

The following tables include the musical specifications for the envisaged Level 2 sight-

reading book, and the corresponding musical elements per Unit within it.  

Table 8.5 Level 2 specifications 

LEVEL 2 SPECIFICATIONS 

Length of pieces Melodies & Pieces: 4-8 bars / Duets: 4-12 bars 
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LEVEL 2 SPECIFICATIONS 

Time Signatures 2/4, 3/4, 4/4 or C, 5/4 

Key Possibilities 
Major: C, F, G, D 
Minor: A, D, E 
Modes 

Hand Position 
Hands playing together (simply), 5-finger position (possibility of 
2nd finger over thumb), single note at a time in each hand (no 
chords in either hand) 

Musical 
Elements 

Values 
Semibreve, minim, crotchet, quavers,  
dotted minim, dotted crotchet 

Rests Semibreve, minim, crotchet, quaver, dotted minim rest 

Articulation Staccato, legato, accents, tenuto 

Dynamics pp, ff, f, p, mf,   

Style Various, descriptive words, folk elements 

Fingering Indicated for 1st note, 2nd finger over thumb 

Tempo 
markings 

Moderato, Andante, Allegro, rit. 

Other 
elements 

Tied notes, simple syncopation, repeat signs, arpeggio passages, 
notes up to 1 ledger line 

Musical examples are presented after Table 8.6, to provide some indication for the 

progression of the music in this level. 

Table 8.6 Musical elements per Unit: Level 2 

LEVEL 2 ς Musical elements per Unit 

UNIT 1 
New element: hands playing together (simply) 
Hand positions of C, F, G majors 
Values and rests as in Level 1; mf, f, p,  

UNIT 2 
New element: more movement, articulation, accents 
Hand positions of C, G, F majors; A, D, E minors; related modes 
Values and rests as in Level 1, including tied notes 

UNIT 3 
New element: dotted crotchet; tenuto, ff, pp 
Various positions in C, G, F majors; A, D, E minors; related modes 

UNIT 4 
New element: D major; 2nd finger over thumb 
New hand position: RH thumb on D4 or D5, LH 5th finger on D3 and A3 
Combination of articulation and dynamics 

UNIT 5 
New element: 5/4  
Any position of the key possibilities of this level, including modes. 
Variety of musical elements 

UNIT 6 
New element: Syncopation (simple) in 2/4, 3/4, 4/4, C, 5/4 
Any position of the key possibilities of this level, including modes 
Variety of musical elements 

UNIT 7 
New element: repeat signs 
Any position of the key possibilities of this level, including modes 
More detailed combinations of musical elements 

UNIT 8 Recapitulation, elements from all units 
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Considering the future expansion of the present books into a wider sight-reading 

series, the following musical examples have been designed to indicate the envisaged 

progression at this Level, according to the Level 2 specifications. The following musical 

examples would be part of the Performing at sight activity, featuring music composed 

by the author46, or culturally relevant material, such as Greek folk songs, which have 

been arranged for the purposes of the corresponding book Units. 

¶ Example 1 (Level 2): UNIT 4 

 

Figure 8.1. Level 2, Performing at sight: UNIT 4 

Figure 8.1 provides an example of a piece for the Performing at sight activity, 

employing the musical elements of Unit 4 at this level. The music in this example is 

eight bars long, written in 4/4 and featuring the new key presented for the first time 

in Unit 4, D major, and relevant hand positions. Note values range from semibreves 

(in the left hand) to quavers (single, pairs and one group of four), including dotted 

crotchets in the right-hand. Articulation contains staccato notes, legato slurs, and one 

accented note for the right hand in the final bar, with some dynamic changes (hairpin 

symbols) from piano to forte. Finger numbers are provided for the starting note of 

each hand, as well as for the second finger in the right hand when it crosses over the 

thumb to play the C#. The title, along with a tempo marking (Allegro), are stated at 

the top. 

 
46 ¢ƘŜ Ψ9tΩ ƛƴŘƛŎŀǘƛƻƴ ƻƴ ǘƘŜ ǊƛƎƘǘ-ƘŀƴŘ ǎƛŘŜ ƻŦ ǘƘŜ ǘƛǘƭŜ ƭƛƴŜ ǊŜǇǊŜǎŜƴǘǎ ǘƘŜ ŀǳǘƘƻǊΩǎ ƴŀƳŜ ƛƴƛǘƛŀƭǎΦ 
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¶ Example 2 (Level 2): UNIT 6 

The following example (Figure 8.2) is a shorter piece of four bars in Unit 6, where 

syncopations are the featured musical elements. The title is provided at the start, 

along with the tempo marking Moderato. The music is written in E minor, using the 

key signature note (F#) in both hands, and the leading tone (D#) once in the right-hand 

using the second finger over the thumb, as indicated through the finger numbers; the 

finger number for the starting note of each hand is provided as well. Note values range 

from semibreve (final note of the right hand) to pairs of quavers (one in each hand). 

The left hand has a rhythmic pattern of crotchet notes on the strong beats 

interchanging with crotchet rests on the weak beats, except for the final bar.  

Articulation is simple, containing legato slurs; simple dynamic markings appear (mf 

and piano), with a single diminuendo (hairpin symbol) in the third bar. 

 

Figure 8.2. Level 2, Performing at sight: UNIT 6 

¶ Example 3 (Level 2): UNIT 7 

Figure 8.3 demonstrates a musical example from Unit 7 of this level. The new element 

here is the repeat sign, which appears at the end of this six-bar arrangement of a 

traditional Cretan song47, as suggested in the title and accompanying information at 

ǘƘŜ ǘƻǇ ƻŦ ǘƘŜ ǇƛŜŎŜΦ ¢ƘŜ ǇŜǊŦƻǊƳŀƴŎŜ ƛƴŘƛŎŀǘƛƻƴ Ψ²ƛǘƘ ǇǊƛŘŜΩ ǎǇŜŎƛŦƛŜǎ ǘƘŜ ŎƘŀǊŀŎǘŜǊ 

of the music. The music is written in A natural minor (Aeolian mode), with both hands 

starting from A; finger numbers are stated for the starting note in each hand, as well 

as for the crossing of the second finger over the thumb in the first bar (right hand). 

Values from semibreve to quavers appear (single quavers and one quaver pair for the 

 
47 It should be noted that due to non-Western principles, some traditional tunes do not structure 
musical phrases according to consistent 4-ōŀǊ ǇƘǊŀǎŜǎΤ ǎǳŎƘ ΨƛǊǊŜƎǳƭŀǊƛǘƛŜǎΩ ƻŎŎǳǊ ŦƻǊ ŜȄŀƳǇƭŜ ŦǊƻƳ 
structural characteristics of the lyrics of some tunes. 
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left hand in the final bar), including dotted crotchets and one dotted minim (right-

hand, bar 2). There is also a syncopated rhythm in bar 4. Articulation includes legato 

slurs, accented notes and tenuto symbols in both hands, as well as dynamic changes 

(crescendo and diminuendo hairpin symbols) ranging between mf and fortissimo. 

 

Figure 8.3. Level 2, Performing at sight: UNIT 7 

8.5.4 Level 3  

Similarly to Level 2, the following tables (Tables 8.7 and 8.8) indicate the specifications 

and the musical elements required for the envisaged Level 3 of the sight-reading 

material. 

Table 8.7 Level 3 specifications 

LEVEL 3 SPECIFICATIONS 

Length of pieces Melodies & Pieces: 8 bars / Duets: 8-12 bars 

Time Signatures 2/4, 3/4, 4/4 or C, 5/4, 3/8, 6/8 

Key Possibilities 
Major: C, G, D, F, B flat*  
Minor: A, E, B, D, G 
Modes 

Hand Position Moving beyond 5-finger position; changing position; hands 
together 

Musical 

Elements 

Additional 
Values 

Semiquavers (groups of 4 and 2) 

Rests (as previously) Semibreve to quaver, dotted minim rest 

Articulation Staccato, legato, accents, tenuto, more combinations 

Dynamics mp, cresc., dim., pp, ff, f, p, mf,   
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LEVEL 3 SPECIFICATIONS 

Style Various, descriptive words, folk elements 

Fingering Indicated for 1st note and fingering changes 

Tempo 
markings  

Moderato, Andante, Allegro, rit., Vivace, Larghetto 

Other 
elements 

2-part chords (in either hand), fermatas, octave sign, anacrusis, 
repeat signs, arpeggio passages, chromatic notes 

 

Table 8.8 Musical elements per Unit: Level 3 

LEVEL 3 ς Musical elements per Unit 

UNIT 1 
New element: changing hand position (scale patterns/fingering)  
in C, F, G, D majors and A, D, E minors/modes 
Combination of note values, rests, and dynamics; simple articulation 

UNIT 2 
New element: two-part chords, changing hand position  
(moving hand according to indicated fingering); octave sign 
Articulation variation, dynamic changes 

UNIT 3 New element: semiquavers (groups of 4); B minor; mp  
Any hand position of utilised keys. Varied articulation and dynamics 

UNIT 4 
New elements: B flat major, anacrusis, 3/8, cresc., dim. 
Semiquavers in groups of 2 

UNIT 5 
New element: semiquavers in groups of 4, rit. 
Any time signature up to 3/8, varied articulation and dynamics 

UNIT 6 
New element: 6/8 
Any of the utilised keys and modes; varied articulation and dynamics 

UNIT 7 
New element: G minor 
Any time signature, more detailed musical elements 

UNIT 8 Recapitulation, elements from all units 

As previously, musical examples are presented to indicate the progression and the 

application of the specifications of Level 3 through the musical material. The 

subsequent examples would be part of the Performing at sight activity, featuring 

music composed by the author, or culturally relevant material, such as Greek folk 

songs, which have been arranged for the purposes of the corresponding book Units. 

¶ Example 1 (Level 3): UNIT 2 

The following extract (Figure 8.4) represents some of the musical elements outlined 

for Unit 2 of this level. The music features key elements introduced in this Unit, such 

as two-note chords, changes in hand position, and the octave sign. The piece is written 
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in A harmonic minor, with the leading tone (G#) appearing in the left-hand part of the 

fourth bar. 

 

Figure 8.4. Level 3, Performing at sight: UNIT 2 

This eight-bar piece is divided in two four-bar phrases. As suggested from the title, the 

music features a dialogue between the two hands, which have alternating roles 

between melody and accompaniment in each line/phrase. The subtitle indicates the 

tempo marking Andante to also enable the learner to perform the required elements, 

particularly the hand position changes, without haste. Finger numbers are provided 

for the starting notes, as well as for every change in hand position, in addition to the 

octave change in the right hand. Note values from semibreve to quavers are included, 

with single quavers and quavers in pairs and in groups of four, as well as crotchet rests. 

Articulation includes legato slurs, two staccato notes on the left hand (bar 7) and one 

accented note in the right hand (bar 4); there are similarities in the dynamic changes 

of the two phrases, with the music starting from piano and gradually getting louder 

towards the end of each line, except for the final dynamic: the music in the first line 

rises up to a forte dynamic, while in the second line it reaches mf.  

¶ Example 2 (Level 3): UNIT 4 

This example (Figure 8.5) was written according to the specifications of Unit 4 of this 

level, in particular featuring the 3/8 time signature, anacrusis, (pairs of) semi-quavers 
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and the dynamic markings crescendo and diminuendo. The descriptive title and 

subtitle inform the learner about the character of the music. 

 

Figure 8.5. Level 3, Performing at sight: UNIT 4 

This piece is written in B flat major using 3/8 time signature. The music begins with 

anacrusis, following rhythmic patterns in each hand. Note values from dotted crotchet 

to semiquavers (one pair) are used, as well as a single whole-bar rest. Articulation is 

more detailed at this stage, containing legato slurs, staccato notes, and combination 

of the two, as well as tenutos (bars 3-4) and an accented note (bar 7). Dynamic changes 

are indicated with the terms crescendo and diminuendo instead of the hairpin 

symbols, ranging from piano to mf. As previously, finger numbers are stated for the 

opening notes in each hand, as well as for any change in hand position. 

¶ Example 3 (Level 3): UNIT 6 

The following example (Figure 8.6) is an arrangement of the Greek folk dance 

Zonaradikos όƳŜŀƴƛƴƎ ΨǘƘŜ ŘŀƴŎŜ ƻŦ ǘƘŜ ōŜƭǘǎΩύΣ ǿƘƛŎƘ ƛǎ ŀ ƭƛǾŜƭȅ ŘŀƴŎŜ ƻǊƛƎƛƴŀǘƛƴƎ ŦǊƻƳ 

the region of Thrace. The original rhythms of this song are in 6/8, which is the new 

time signature introduced in this Unit. The subtitle Vivace indicates the character of 

the music to be performed. 
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Figure 8.6. Level 3, Performing at sight: UNIT 6 

Different groupings of note values encountered typically in 6/8 music are utilised in 

this arrangement, ranging from dotted crotchets to quavers (single and in groups of 

three); no rests are included. The music contains two distinct phrases, with the roles 

of the melody and the accompaniment changing hands between the two lines. The 

main melody is marked as legato and has more movement than the accompaniment, 

which comprises two-note chords, featuring tenuto articulation and two accented 

notes at the end of the phrase, to match the final accented notes of the melody line. 

There is a clear imitation between the hands in the two phrases, where the dynamics 

are also similar, starting with piano and rising to forte through the crescendo markings. 

Finger numbers are provided for the starting note of each hand as well as for the hand 

position change in the right hand in bar 5. 

8.6 Summary  

This Chapter explains and justifies the creative principles underpinning the devised 

piano sight-reading material, the two sight-reading books (Preparatory level and Level 

1) available in Appendix 6. The employed pedagogical approach was based on key 

parameters of the sight-reading process which informed the design of the different 
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types of activities. Aspects such as the approach of starting from an early level, the 

ǳǎŀōƛƭƛǘȅ ǇƻǘŜƴǘƛŀƭ ƻŦ ǘƘŜ ŘŜǾƛǎŜŘ ƳŀǘŜǊƛŀƭ ŀƴŘ ǘƘŜ ǊŜŦƭŜŎǘƛƻƴ ƻŦ ǘƘŜ ŀǳǘƘƻǊΩǎ ǾƻƛŎŜ 

through the books, are also discussed. Considerations relating to the rationale of 

promoting Equality, Diversity and Inclusion (EDI) by including in the material music 

from under-represented composers, is also explained and discussed in relation to 

literature, as well as the inclusion of culturally relevant musical content. The 

specifications of each book level and the musical elements of each Unit illustrate the 

progression of the material. Musical examples provide indications for the 

requirements envisaged for the future developments of this sight-reading series 

(Levels 2 and 3). A detailed analysis of the devised sight-reading resources is presented 

ƛƴ /ƘŀǇǘŜǊ фΣ ŦƻƭƭƻǿŜŘ ōȅ Ǉƛŀƴƻ ǘŜŀŎƘŜǊǎΩ ŀǇǇǊŀƛǎŀƭǎ ƻŦ ǘƘŜ ŦƛǊǎǘ ǘǿƻ ōƻƻƪǎ ƛƴ ǘƘŜ ǎŜǊƛŜǎ 

(Chapter 10). 
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CHAPTER 9: THE DEVISED SIGHT-READING BOOK SERIES 

In this chapter, the two devised sight-reading books for beginner-level piano learners 

are introduced. The different structural parts of the two completed books are 

presented and analysed, demonstrating how the creative principles described in 

Chapter 8, have been realised in the devised material. Each of the introductory parts 

is explained, along with the purpose and function of the book character (the Bee), and 

the achievement criteria. The different types of book activities are explained in detail, 

and result from the creative principles established in Chapter 8. Further structural 

parts of the books are explained, such as the reflective sections across the books, and 

the progression towards and within the final Unit (Unit 8) of each book is analysed. 

The rationale for the inclusion of the conclusive parts of the books is also explained, 

namely the Certificate of Award, the Terminology glossary, and the List of featured 

composers. Musical examples and book extracts are provided to illustrate more clearly 

the explanations and justification of the various structural parts of the devised sight-

reading books. 

9.1 An outline of the different book sections  

For the purposes of this research and thesis, two books have been created aiming for 

the development of sight-reading skills of beginner-level piano learners. These books, 

entitled My first steps in the world of sight-reading: Preparatory Level, for piano 

beginners and My first steps in the world of sight-reading: Level 1, for beginner pianists 

respectively, are the first two parts of what is envisaged to develop into a wider book 

series for piano sight-reading, currently visualised as equivalent from the Preparatory 

level to Grade 3. As explained in Chapter 1, the creation of these books may be pivotal 

and beneficial, justified by the lack of relevant teaching material in the Greek market 

for music education and of a systematic approach to sight-reading within the 

operational regulations of Greek Conservatoires (Chapter 1), leading to limitations, 

deficiencies, and inconsistencies within and between music institutions, as well as 

across piano teachers of the same Conservatoire.  

The first section of this Chapter provides an outline of the different parts of 

the books, which have been informed by and embody the creative principles described 
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in Chapter 8. Each part is then presented and analysed in greater detail within each of 

the subsequent sections. The different book parts can be grouped as follows: 

A) The Introductory parts, in order of appearance within the books: 

1. A welcome note, for the learner who is using the book, 

2. Getting to know the book activities, with information about the different types 

ƻŦ ŀŎǘƛǾƛǘƛŜǎ ŀƴŘ ǘƘŜ ƛƴǘǊƻŘǳŎǘƛƻƴ ƻŦ ǘƘŜ ōƻƻƪ ŎƘŀǊŀŎǘŜǊ όǘƘŜ Ψ.ŜŜΩύ, 

3. The achievement criteria, containing a table of reflective questions to evaluate 

achievement, 

4. A note to the teacher, a welcome to the colleague using this book, along with 

a brief introduction and with an acknowledgement for a flexible use of the 

material as needs arise, 

5. The musical elements per Unit, a comprehensive table showing the progression 

of the musical elements across the different Units of the book. 

B) The Units with the book activities:  

1. Units 1-7, comprising indications for hand position and the new elements of 

each Unit, the different types of activities (see section 9.3) and reflective 

opportunities after each activity and at the end of each Unit,  

2. Unit 8, a revision Unit at the end of the book, reviewing the development of 

sight-reading skills and progress overall. 

C) The Conclusive parts as they appear at the end of the books: 

1. The Certificate of Award, for the completion of the book, 

2. The Terminology section, a glossary-type alphabetical list featuring the musical 

terms encountered in the book, with a brief explanation for each, 

3. A List of featured composers, with the names, life/death year dates and 

country of origin of the composers whose music has appeared in the books, 

ŀƴŘ ǘƘŜ ¦ƴƛǘǎ ǿƘŜǊŜ ŜŀŎƘ ŎƻƳǇƻǎŜǊΩǎ ƳǳǎƛŎ ƛǎ ŜƴŎƻǳƴǘŜǊŜŘΦ 

9.2 The introductory sections  

Each book begins with the five introductory parts presented in section 9.1, namely (a) 

a welcome note to the learner, (b) an introduction to the activities, (c) the 
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achievement criteria, (d) a note to the teacher, and (e) a table of the musical elements 

as they are structured across the different book Units. The purpose of these 

introductory sections is to share useful information while creating a positive, 

encouraging atmosphere facilitating sense of achievement from the very beginning. 

First, introductory notes are presented for the learner and for the teacher: A 

welcome note to the learner and A note to the teacher. These notes introduce the pupil 

and the teacher to the material, highlighting the contextual application and value of 

sight-reading skills to the development of general pianistic skills, while explaining the 

focus and purpose of the material. In the Getting to know the activities section, the 

content and purpose of each activity is explained, along with helpful guidance and 

hints to the learner and the teacher about how to embark upon each section and how 

ǘƻ ΨǳǎŜΩ ƛǘ ŜŦŦŜŎǘƛǾŜƭȅΣ ȅŜǘ ŦƭŜȄƛōƭȅΦ The achievement criteria provide some guidance, 

through reflective questions, for the book users to evaluate and appraise performance 

and the progress achieved, while the introduction closes with the table of The musical 

elements per Unit which, as the name suggests, indicates the various musical elements 

utilised in the activities of each Unit. The following sub-sections present each part in 

greater detail, including their purpose and function within the books. 

9.2.1 A Welcome note to the learner  

The books begin with a welcome note to the learner. In the note, the book author is 

ΨǎǇŜŀƪƛƴƎΩ ŘƛǊŜŎǘƭȅ ǘƻ ǘƘŜ ƭŜŀǊƴŜǊΣ ǿŜƭŎƻƳƛƴƎ ǘƘŜƳ ǘƻ ǘƘŜ ǿƻǊƭŘ ƻŦ ǎƛƎƘǘ-reading. After 

providing examples of various occasions where sight-ǊŜŀŘƛƴƎ ƛǎ ǳǎŜŦǳƭ ƛƴ ΨƻǳǊ ƳǳǎƛŎŀl 

ŜȄǇŜǊƛŜƴŎŜǎΩ ŀƴŘ ŦƻǊ ǇǊŀŎǘƛŎŜΣ ǘƘŜ ŀǳǘƘƻǊ Ǉƻƛƴǘǎ ƻǳǘ ǘƘŀǘ ǎƛƎƘǘ-reading skills can be 

developed early on and reinforces that the book serves this purpose. The note closes 

ǿƛǘƘ ŀ ǎǘŀǘŜƳŜƴǘκǿƛǎƘ ŦƻǊ ǘƘŜ ƭŜŀǊƴŜǊ ǘƻ ŜƴƧƻȅ ǘƘŜ ƧƻǳǊƴŜȅΣ ŀƴŘ ǘƘŜ ŀǳǘƘƻǊΩǎ ǎƛƎƴŀǘure 

(name), for a more personal and direct closure. A prompt at the bottom of the page 

leads the reader to next pages containing information about the book activities and 

the achievement criteria. A Welcome note to the learner, from the Preparatory Level 

book, is illustrated in the following figure (Figure 9.1): 
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Figure 9.1. A Welcome note to the learner (Preparatory book) 

Including a note to the learner and to the teacher was important for the 

devised books of this series. Specifically for A Welcome note to the learner, the 

primary aim was to create a connection between the author and the central user of 

the book, the learner, by personally welcoming them (the learner) to the book and to 

the sight-reading world, during their first steps. In the note, the aǳǘƘƻǊΩǎ ǾƻƛŎŜ ƛǎ 

analogous to the language used within the rest of the book: relatively simple, direct, 

ŎƻƭƭŀōƻǊŀǘƛǾŜ όΨǿŜΩΣ ΨƻǳǊΩ) and like a conversation. As explained in Chapter 8, section 

8.3.3, it was important to write in an approachable manner, to create the impression 

of an author-collaborator, rather than that of a detached authority. A friendly and 

positive tone has been employed, encouraging the learner, and fostering a sense of 
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possibility and achievement ŦǊƻƳ ŜŀǊƭȅ ƻƴ όΨ¸ƻǳ Ŏŀƴ ōŜŎƻƳŜ ŀƴ ŜŦŦŜŎǘƛǾŜ ǎƛƎƘǘ-

ǊŜŀŘŜǊΩύΦ  

Although the level of the books (Preparatory & Level 1) and the context to 

which they are addressed is likely to involve younger learners who are working with a 

piano teacher, it was intended for the language, the sentence content and for the 

overall tone of the book to be inclusive of a wide age-range of learners, such as 

learners who have begun learning music beyond their childhood years (e.g. in early 

adolescence), as well as without excluding piano learners of different contexts, such 

as adult learners ǿƘƻ ŀǊŜ ǿƻǊƪƛƴƎ ƛƴŘŜǇŜƴŘŜƴǘƭȅΣ ǿƛǘƘƻǳǘ ŀ ǘŜŀŎƘŜǊΦ ¢ƘŜ ǇƘǊŀǎŜ ΨŦǊƻƳ 

ȅƻǳǊ ǾŜǊȅ ŦƛǊǎǘ Ǉƛŀƴƻ ƭŜǎǎƻƴǎΣ ƻǊ ǿƘŜƴ ǿƻǊƪƛƴƎ ƻƴ ȅƻǳǊ ƻǿƴΩ ƛǎ ǊŜǇǊŜǎŜƴǘŀǘƛǾŜ ƻŦ ǘƘƛǎ 

approach. The same text has been used for the Welcome note to the learner in both 

devised books, with the only alteration being in the sentence quoted in the previous 

sentence from the Preparatory Level book. In Level 1 book, the equivalent sentence is 

ǇƘǊŀǎŜŘ ŀǎ ΨThere are various strategies to help you develop your sight-reading early 

on in your piano stuŘƛŜǎΣ ƻǊ ǿƘŜƴ ǿƻǊƪƛƴƎ ƻƴ ȅƻǳǊ ƻǿƴΩΣ ǎǳōǎǘƛǘǳǘƛƴƎ ΨŦǊƻƳ ȅƻǳǊ ǾŜǊȅ 

ŦƛǊǎǘ Ǉƛŀƴƻ ƭŜǎǎƻƴǎΩ όtǊŜǇŀǊŀǘƻǊȅ [ŜǾŜƭύ ǿƛǘƘ ΨŜŀǊƭȅ ƻƴ ƛƴ ȅƻǳǊ Ǉƛŀƴƻ ǎǘǳŘƛŜǎΩ ό[ŜǾŜƭ мύΣ 

as the Level 1 book can be used by learners who may be beyond their first lessons or 

first year of lessons of learning  the piano, or who may want a slightly more advanced 

start to playing at sight, particularly if working independently. 

9.2.2 A note to the teacher  

Similarly to the Welcome note to the learner, A note to the teacher is provided within 

the first pages of each book, to establish a connection between the author and the 

teachers using the book as a resource for sight-reading. This note is written in a 

communicative manner, yet this time with a slightly more formal language than the 

note for the learner as a sign of respect to colleagues. The note to the teacher explains 

the level of the material, and points out benefits of developed sight-reading skills, 

emphasising the importance of an early start for the continuous development of these 

skills throughout the subsequent years of piano studies. The note closes with a wish 

for an enjoyable experienceΣ ŀƴŘ ǘƘŜ ŀǳǘƘƻǊΩǎ full signature, for a personal closure, yet 

more formal than the one to the learner. The following figure (Figure 9.2) illustrates A 

note to the teacher from the Preparatory Level book): 
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Figure 9.2. A note to the teacher (Preparatory book) 

Alongside the paragraph emphasising the importance of an early development 

of sight-reading skills due to the immediate benefits they offer to practice and 

ensemble playing, as well as for establishing foundations for a long-term development 

of sight-reading skills in later years, also linking to relevant examinations, the final 

acknowledgement may be particularly useful in relation to practical aspects of using 

the books. While creating the books, it was considered essential to recognise and 

promote a flexƛōƭŜ ǳǎŜ ƻŦ ǘƘŜ ōƻƻƪΣ ŀŎŎƻǊŘƛƴƎ ǘƻ ƭŜŀǊƴŜǊǎΩ ƴŜŜŘǎΣ ƭŜǎǎƻƴ ǇŀŎƛƴƎΣ 

specific lesson aims, general musical goals, challenges, and limitations. Therefore, 

there is flexibility and freedom on how the book is used, how many of the activities 

are included in each sight-reading session, and how frequently sight-reading is 

practised. Finally, the teacher is advised to aim to combine elements from the 



255 
 

different types of activities, in order to approach parameters involved in sight-reading 

more holistically in each relevant (sight-reading) practice session. 

9.2.3 Getting to know the book activities  and the Bee character  

The Units of the two books comprise six different types of activities, each of which is 

targeted to the development of specific skills related to sight-reading. The justification 

for the inclusion of these types of activities and their purpose has been explained in 

Chapter 8 (section 8.2), linked to the associated creative principles of the devised book 

series, as informed by literature and the research projects of the present thesis. More 

analytical information and details about each activity are presented in section 9.3. 

At the start of each book, an introduction to each activity is provided for the 

book user(s), through the section Getting to know the book activities. This section, 

which appears after the Welcome note to the learner, introduces the main character 

of the book, the Bee, along with explanations and instructions concerning each type 

of activity. The explanations provided in this section share information about how 

each activity is linked to sight-reading, their purpose, and how the learner and the 

teacher, if applicable, can utilise them. Care has been taken that the explanations are 

informative, simple in language and useful, while being concise and presented in a 

manner which will feel approachable to the learner. The following extracts from the 

Level 1 book (Figures 9.3 and 9.4) demonstrate how the activities Building on Rhythm, 

Exploring the Keyboard, and [ŜǘΩǎ ƻōǎŜǊǾŜΗ are explained within this section. 

 

Figure 9.3. Building on Rhythm explanation (Getting to know the book activities, Level 1) 
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Figure 9.4. Exploring the Keyboard & [ŜǘΩǎ observe! explanation (Getting to know the book 
activities, Level 1) 

 At the start of the Getting to know the book activities section the main 

character of the books, the Bee, is also introduced. As explained in section 8.3.3, it 

was decided to include a book character, employing a role similar to that of a hero, or 

more specifically, that of a musical helper, friend, or companion, to provide prompts, 

tips and reminders or strategies to the learner, amongst others. Figure 9.5 below 

illustrates the introduction of the Bee: 

 

Figure 9.5. The introduction of the Bee character (Preparatory book, Level 1 book) 

The book character was created with the intention to provide a friendly voice, 

a helpful companion to promote critical thinking, independent learning, and reflective 

practice before, during and after the activities. The specific visual representation of 

the bee character was selected as a neutral, positive figure, appropriate for learners 
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of any age, without being restrictive to age groups by being limited to an audience of 

young learners, for instance. A group of notes has been included alongside the bee 

icon, instead of letters or symbols suggesting a buzzing sound, for a musical reference.  

The singing bee can appear in various places within the activities, and speaks 

in a floating, borderless, bubble, to add a less formal, yet more direct and perhaps 

more engaging and appealing way of communication between the author and the 

learner. The following figures with extracts from various parts of the two books, 

illustrate the different roles of the Bee, which are: (a) to provide tips and share sight-

reading strategies; (b) to give useful reminders, (c) to ask questions, for the learner to 

recall previous knowledge, to reflect on their learning or to promote critical thinking; 

(d) to provide encouragement; (e) to share information about different composers, 

styles, or pieces. 

a) Providing tips and sharing sight-reading strategies:  

In the following figure (Figure 9.6), collated from examples through the two books, 

Bee is giving useful advice to the learner, while also sharing sight-reading strategies. 

Whether urging the learner to fully count the beats of the longer notes, while 

reinforcing the need for a steady pulse, or sharing tips about imagining the music 

through the title, handling mistakes, or finding patterns, these prompts link to 

strategies which are key while playing at sight. 

 

Figure 9.6. Bee providing tips and strategies 
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b) Giving useful reminders: 

As illustrated in Figure 9.7 below, Bee also gives useful reminders to the learner, to 

help them establish useful sight-reading practices, and to reinforce strategies which 

have been previously introduced and practised. Here, Bee is prompting the learner to 

remember to notice the time signature, to ensure that they count correctly as they 

play, and to choose an appropriate speed to feel comfortable while playing, ensuring 

that they play with flow.  

 

Figure 9.7. Bee giving reminders 

c) Asking questions:  

A key role for Bee is to ask different types of questions, for the learner to recall 

previous knowledge, to reflect on their playing or to think critically about the music or 

their performance. Figure 9.8 below demonstrates the Bee asking such questions. On 

the left, Bee asks the learner to recall previous knowledge, namely the beats of the 

crotchet and of a minim. On the right, the two bees encourage the learner to think 

critically about aspects of the music and their technique, after recalling the meaning 

of the dynamics forte and mf (top Bee), or after thinking about the character of a 

ΨƳŀǊŎƘΩ όōƻǘǘƻƳ Bee).  

 

Figure 9.8. Bee asking questions to recall previous knowledge and to think critically 
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Figure 9.9 is an example where the bee promotes reflective practices through the 

questions; in this instance, for one of the duet pieces. Initially, the questions concern 

reflection after performance at sight, but also during performance, if the duet is 

ǇƭŀȅŜŘ ŀƎŀƛƴΦ CƛƴŀƭƭȅΣ ǘƘŜ ǇƘǊŀǎŜ Ψ¢ŀƭƪ ŀōƻǳǘ ƛǘ ǿƛǘƘ ȅƻǳǊ ǇŀǊǘƴŜǊΩ ŜƴŎƻǳǊŀƎŜǎ ǘƘŜ 

players to open a reflective dialogue about the music and the balance between the 

two parts of the duet.  

 

Figure 9.9Φ .ŜŜΩǎ ǉǳŜǎǘƛƻƴǎ ǇǊƻƳƻǘƛƴƎ ǊŜŦƭŜŎǘƛƻƴ 

d) Providing encouragement: 

As a musical friend, Bee also encourages the learner, particularly in cases of more 

challenging or more difficult tasks and musical examples. In the following figure 

(Figure 9.10) the bee on the left is encouraging the learner to continue looking for the 

difference between the two music passages, after reassuring them that it is normal to 

sometimes need more time to spot the difference, while communicating in a manner 

which can hŜƭǇ ǘƻ ōƻƻǎǘ ǘƘŜƛǊ ŎƻƴŦƛŘŜƴŎŜ ƛƴ ŀŎƘƛŜǾƛƴƎ ǘƘŜ ǘŀǎƪ όΨLΩƳ ǎǳǊŜ ȅƻǳΩƭƭ ŦƛƴŘ 

themΗΩύΦ {ƛƳƛƭŀǊƭȅΣ ǘƘŜ ǿƻǊŘǎ ƻŦ ǘƘŜ ōŜŜ ƻƴ ǘƘŜ ǊƛƎƘǘ όΨ¢Ƙƛǎ ƳŜŀƴǎ ǘƘŀǘ ȅƻǳǊ ƻōǎŜǊǾŀǘƛƻƴ 

ǎƪƛƭƭǎ ŀǊŜ ƎŜǘǘƛƴƎ ǎǘǊƻƴƎŜǊΩύ ǇǊƻǾƛŘŜ ŜƴŎƻǳǊŀƎŜƳŜƴǘΣ ŀǎ ǿŜƭƭ ŀǎ ǊŜŀǎǎǳǊŀƴŎŜ ǘƘŀǘ 

progress is being made through the systematic sight-reading practice and the 

activities, wƘƛƭŜ ǎǘǊŜƴƎǘƘŜƴƛƴƎ ǘƘŜ ƭŜŀǊƴŜǊΩǎ ŎƻƴŦƛŘŜƴŎŜΦ 

 

Figure 9.10. Bee providing encouragement and strengthening confidence 

e) Sharing information: 

Occasionally, the bee is used to provide information to the learner about different 

ŎƻƳǇƻǎŜǊǎΣ ŜǊŀǎΣ ǇƛŜŎŜǎΣ ƻǊ ƳǳǎƛŎŀƭ ǘŜǊƳǎ ƻǊ ǎǘȅƭŜǎΦ .ŜȅƻƴŘ ŜƴǊƛŎƘƛƴƎ ǘƘŜ ƭŜŀǊƴŜǊΩǎ 

music knowledge, such information may be used as an opportunity for further 

discussion between the teacher and the pupil, or for further relevant research, if a 
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learner is working independently. As shown in Figure 9.11, Bee (at the top) is 

explaining the meaning of the music term moderato, while the bee (at the bottom) is 

sharing information about the composer Giovanni Perluigi da Palestrina and the 

ƳǳǎƛŎŀƭ ǎǘȅƭŜ ƻŦ ǘƘŜ ƳƻǘŜǘΣ ǊŜŦŜǊǊƛƴƎ ǘƻ ǘƘŜ ŀǊǊŀƴƎŜŘ ǾŜǊǎƛƻƴ όōȅ ƳŜύ ƻŦ Ƙƛǎ ƳƻǘŜǘ Ψ5ƛŜǎ 

ǎŀƴŎǘƛŦƛŎŀǘǳǎΩΣ ǿƘƛŎƘ ŀǇǇŜŀǊǎ ƛƴ ǘƘŜ Performing at sight activity of Unit 4 in the 

Preparatory book (p. 35). 

 

Figure 9.11.  Bee sharing information about terminology (top), composer and style (bottom) 

9.2.4 The achievement criteria  

Lƴ ǘƘŜ ƛƴǘǊƻŘǳŎǘƻǊȅ ǎŜŎǘƛƻƴ ƻŦ ŜŀŎƘ ōƻƻƪ ŀ ǎŜǘ ƻŦ ΨŀŎƘƛŜǾŜƳŜƴǘ ŎǊƛǘŜǊƛŀΩ ƛǎ also 

presented. As mentioned in Chapter 1, at the beginner stages of Conservatoire music 

education in Greece there is no established sight-reading examination, and there is 

also an absence of criteria for evaluating sight-reading performance at the final 

(advanced) levels, in which sight-reading is included. Under this circumstance, 

including a set of criteria as guidelines to help to estimate progress would be valuable 

for the purposes of the devised material. In the process of developing these criteria, 

particular emphasis has been placed on reflective practice, and its implications in 

promoting self-improvement and learning independence (section 8.4).  

Recognising the contribution of reflection to self-evaluation in terms of raising 

awareness of strengths and weaknesses in any educational context, a set of 

ΨŀŎƘƛŜǾŜƳŜƴǘ ŎǊƛǘŜǊƛŀΩ ƛǎ provided in the form of reflective questions. This terminology 

has been selected to promote a positive perspective linking to achievement in a 

perhaps more informative manner, rather than a specific marking system (for example 

if stated as ΨƳŀǊƪƛƴƎ ŎǊƛǘŜǊƛŀΩύ. The list of questions has been designed to invite 

learners to approach their experience from a reflective perspective. It is envisaged 

that this approach of focusing on accomplishment and on the development of skills 
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will facilitate a sense of continuous development for learners, while also forging skills 

of autonomous learning.  

As explained in Chapter 8 analysing the design and creative principles of the 

devised piano sight-reading material, further opportunities are presented within each 

book to reinforce reflective practice as a means of self-evaluation, in addition to the 

achievement criteria: dedicated sections after each activity (Ψ[ŜǘΩǎ ǊŜŦƭŜŎǘΗΩ), the final 

page of each Unit appraising progress within the Unit (Ψ/ƻƴƎǊŀǘǳƭŀǘƛƻƴǎΗΩ page), and 

at the end of the book, where an overall appraisal is invited, reflecting on progress 

throughout the book. More detailed explanations and the rationale for each of these 

elements is analysed in section 9.4 of this Chapter.  

¢ƘŜ ΨwŜŦƭŜŎǘƛǾŜ vǳŜǎǘƛƻƴǎ ƻƴ ŀŎƘƛŜǾŜƳŜƴǘΩ, as provided within the 

introduction of the books, are presented in the following table (Table 9.1). 

Table 9.1 Reflective Questions on achievement (as presented in the books) 

Table of Reflective Questions on achievement 

Preparation 

ẘ How effectively did I use my preparation time? ẘ What did I do during 

preparation? ẘ Which elements did I observe? ẘ Lǎ ǘƘŜǊŜ ŀƴȅǘƘƛƴƎ L ŘƛŘƴΩǘ ƴƻǘƛŎŜΚ 

ẘ What did I mentally rehearse during preparation? ẘ How did this help my sight-

reading playing? ẘ What do I need to observe more closely next time? 

Performance 
(general) 

ẘ How do I feel about my performance? ẘ What makes me feel this way? 

 ẘ Did the piece make sense to me? 

Flow 

ẘ How fluent was my playing? ẘ Did I play with a steady pulse? ẘ Was I 

comfortable with the tempo I chose? ẘ Were there any places where I needed to 

stop or slow down, and why? ẘ Or any places where I felt relaxed?  

Rhythm 

ẘ Did I play the rhythm/note values accurately? ẘ How did I feel about the 

different rhythms in the piece? ẘ Is there anything I could have played more 

accurately? ẘ Were there any rhythms I was unsure about? 

Pitch 
ẘ How accurately did I play the notes? ẘ How easily did I find the notes in this 

hand position? ẘ Were there any notes that I was unsure about?  

Musical 
elements 

ẘ How musically did I play? ẘ Which musical elements did I do well?  

ẘ Is there anything I could have achieved better? ẘ Were there any elements that I 

forgot to do? ẘ How did my playing show the character of the piece? 
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Table of Reflective Questions on achievement 

Challenges 
ẘ Are there any places I found difficult? ẘ What was challenging about them? ẘ 

What did I do about them? ẘ How can I overcome these in the future? 

Other 
positives 

ẘ What am I most happy about? ẘ What did I achieve best in my playing?  

ẘ How much did I enjoy my performance? 

Improved 
areas 

ẘ How have I improved since last time? ẘ What areas did I achieve better this 

time? ẘ Why do I think this is? ẘ How do I feel about this improvement? 

Future 
goals 

ẘ Which are my next sight-reading goals? ẘ What should I focus on in my next 

practice? ẘ How can improve further? ẘ What else do I want to achieve? 

As illustrated in Table 9.1, the reflective questions serving as the achievement 

criteria have been organised according to ten themes: (1) preparation, (2) general 

performance, (3) flow, (4) rhythm, (5) pitch, (6) musical elements, (7) challenges, (8) 

other positives, (9) improved areas, and (10) future goals. In the process of devising 

these thematic categories, the areas identified within the marking criteria of the 

ŀǇǇǊŀƛǎŜŘ ŜȄŀƳ ōƻŀǊŘǎΩ ǎƛƎƘǘ-reading piano syllabi have been considered, namely 

fluency, rhythm, pitch, musicality/markings, and delivery/confidence, as presented in 

Table 7.6 of Chapter 7 (section 7.4). 

{ƛƳƛƭŀǊ ǘƻ ǘƘŜ ŜȄŀƳ ōƻŀǊŘǎΩ ƳŀǊƪƛƴƎ ŎǊƛǘŜǊƛŀΣ ǎƻƳŜ ƻŦ ǘƘŜ ǘƘŜƳŜǎ ƛƴŎƭǳŘŜŘ ƛƴ 

the achievement criteria of the devised books are specifically related to aspects of 

sight-reading, such as preparation, flow, or the execution of rhythm, pitch, and 

musical elements. Additional themes have been included, in alignment with the 

creative principles and the philosophy promoting reflection of the achievement 

criteria. These ŦƻŎǳǎ ƻƴ ǘƘŜ ƭŜŀǊƴŜǊΩǎ ǇŜǊŎŜǇǘƛƻƴ ƻŦ ǘƘŜƛǊ ŦŜŜƭƛƴƎǎ όƎŜƴŜǊŀƭ ǇŜǊŦƻǊƳŀƴŎŜ 

theme) and progress, including challenges, positives, improvements which have been 

made, as well as goals for further development. Thus, not only is appraisal of specific 

sight-reading elements promoted, but also the development of reflective strategies is 

fostered. It could be argued that such reflective skills may be utilised and employed in 

learning contexts beyond sight-reading, even beyond music learning altogether, 

facilitating mindful, reflective, independent learners. 
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9.2.5 The elements per Unit  

The final introductory section of each book features a table illustrating the Musical 

elements per Unit. The table is a useful tool at the beginning of the book, for both the 

learner and the teacher, outlining the musical elements utilised in each Unit, while 

explicitly informing the book user(s) about the new elements introduced per Unit, by 

signposting them. The page number for each Unit is also provided, so that the learner 

and the teacher can easily find sections which focus on specific musical elements, if 

they wish or need to do so. Figure 9.12 below, extracted from the two books, illustrate 

the tables with the Musical elements per Unit, as presented at the end of the 

introductory sections in the Preparatory level and the Level 1 books.  

 

Figure 9.12. Musical elements per Unit: Preparatory level; Level 1 

  As observed in Figure 9.12, the contents of each table delineate the 

progression of the musical elements through the course of the book, also 

demonstrating the gradual advancement of the musical complexity as the Units 
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progress. The inclusion of the specific musical elements has also been informed by the 

cross-examination of the sight-reading specifications in the piano syllabi of the exam 

boards, analysed in Chapter 7. Each level starts from simple components, gradually 

adding more (as well as more complex) elements, corresponding to each level. Musical 

elements are introduced in a step-by-step, logical manner, pŀǊŀƭƭŜƭ ǘƻ ǘƘŜ ƭŜŀǊƴŜǊΩǎ 

overall musical learning beyond sight-reading (lesson pieces, scales, music theory, 

tŜŎƘƴƛŎŀƭ ŎŀǇŀōƛƭƛǘƛŜǎ ŀƴŘ ǎƪƛƭƭǎύΣ ǿƘƛŎƘ ǿƻǳƭŘ ŦŀŎƛƭƛǘŀǘŜ ǘƘŜ ƭŜŀǊƴŜǊΩǎ ǳƴŘŜǊǎǘŀƴŘƛƴƎΣ 

sense of achievement, accomplishment, and progress in relation to sight-reading and 

the various skills involved (such as rhythmic skills, observation skills, command of 

keyboard topography, musical delivery, or ensemble skills, amongst others). The 

Musical elements per Unit for each level are aligned with the established specifications 

for each level of the devised (and the further envisaged) sight-reading material, as 

described in Chapter 8 (section 8.5).  

9.3 The activities  

This section provides analytical information about each type of activities included in 

the devised sight-reading books, as informed by the principles employed for the 

creation of the proposed educational material. As stated in Chapter 8, the employed 

approach towards key parameters of the sight-reading process have led to the 

generation and design of six types of activities, each of which is supporting the 

development of associated sight-reading skills. The devised books feature the 

following types of activities:  

1. Building on Rhythm 

2. Exploring the Keyboard 

3. [ŜǘΩǎ ƻōǎŜǊǾŜΗ 

4. Melodies on the spot 

5. Performing at sight 

6. Fun for two 

7. Reflective sections: (a) [ŜǘΩǎ ǊŜŦƭŜŎǘ and (b) the Congratulations! page 

The subsequent subsections (9.3.1-9.3.6) dedicated to each activity type individually, 

explaining their rationale, format, and function in more detail.  
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As stated in section 9.1, each of the devised books comprises eight Units of 

activities, with Units 1-7 gradually building on the development of sight-reading skills, 

leading to the final Unit (Unit 8) ǿƘƛŎƘ ǎŜǊǾŜǎ ŀǎ ŀ ŎƻƴŎƭǳǎƛǾŜ ΨǊŜǾƛǎƛƻƴΩΣ ŀƴ ƻǇǇƻǊǘǳƴƛǘȅ 

to apply all skills and strategies developed through the course of the book for a final 

time. For Units 1-7, the specific course of activities is outlined in the subsequent 

diagram (Figure 9.13). As can be observed from the diagram, a [ŜǘΩǎ ǊŜŦƭŜŎǘΗ box with 

associated reflective questions appears after each activity, to provide an opportunity 

for the learner to reflect on various aspects related to their playing and their 

achievement. More information about the [ŜǘΩǎ ǊŜŦƭŜŎǘΗ boxes is provided in section 

9.4.1. The structure of Unit 8 is described in section 9.5, as the course of activities is 

slightly differentiated to serve the purposes of the final revision exercises.  

 

Figure 9.13. The Unit activities in order of appearance 

Additional elements incorporated within the activities seek to provide learners 

with opportunities to connect to previously acquired knowledge and to reflect upon 

aspects of performance at sight. The activity instructions are simple in language yet 
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analytical in terms of providing explanations, so that they are informative enough and 

should be clearly understood by learners who may be working independently, without 

a teacher. Through the instructions, as well as through the helpful suggestions of the 

book musical companion, the Bee, it has also been sought to reinforce sight-reading 

strategies and contextual knowledge, while encouraging learners to think about 

various aspects involved within activities in a reflective manner.  

In each Unit, a generous number of musical examples is provided. For example, 

the Level 1 book contains ten musical examples in the rhythm activity, six tasks of note 

groups to find on the keyboard, three pairs of melodies to observe and identify the 

difference, and eight melodies to play at sight. For the Performance at sight pieces 

and the Fun for two duets, between two and up to four pieces are included in every 

Unit of each book, with the music ranging from adapted versions of works by 

composers covering all musical eras, including composers perhaps less-frequently 

encountered in piano method books of these levels, to Greek traditional melodies and 

well-ƪƴƻǿƴ ŎƘƛƭŘǊŜƴΩǎ ǘǳƴŜǎΦ ¢ƘŜ ŀƳǇƭŜ ƴǳƳōŜǊ ƻŦ ƳǳǎƛŎŀƭ ŜȄŀƳǇƭŜǎ ƛƴ ŜŀŎƘ ŀŎǘƛǾƛǘȅ 

provides a rich supply of different types of material, covering a range of diverse 

combinations of the featured rhythmic and other musical elements, for the 

learner/teacher to use as flexibly as they see fit.  

The rationale behind this approach is underpinned by consideration that it is 

preferable to include a generous quantity of examples, rather than for the user(s) to 

feel a shortage of material. In alignment with the prompt for the teachers to use the 

books as flexibly as needed depending on the needs of their individual learners, and 

the possibility to distribute the Unit contents across several piano lessons, it remains 

up to the book user(s) to determine how many or how few examples they need to 

work on each time, and which these would be, based again on individual needs, 

acquired skills, time availability and learning objectives. Although the proportional 

provision of musical examples may be subject to change in case of potential future 

publication of the books, it is envisaged that the rationale will remain the same, 

ƳŀƛƴǘŀƛƴƛƴƎ ŀ ƎŜƴŜǊƻǳǎ ΨǇƻƻƭΩ ƻŦ ƳǳǎƛŎŀƭ ŜȄŀƳǇƭŜǎ ƛƴ ŜŀŎƘ ¦ƴƛǘ ƻŦ ǘƘŜ ōƻƻƪǎΦ  

Finally, for all the activities, the learner is encouraged to spend some time in 

preparation of the task that follows. Although approximately half a minute is proposed 

as preparation time, it is often encouraged through the instructions or the Bee, to 
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raise this up to a minute, particularly when the music is more detailed or complex, or 

for longer sight-reading pieces. On all occasions, however, the amount of preparation 

ǘƛƳŜ ƛǎ ǘƻ ōŜ ǇǊƻǾƛŘŜŘ ŦƭŜȄƛōƭȅ ŦƻǊ ŜŀŎƘ ǘŀǎƪΣ ŘŜǇŜƴŘƛƴƎ ƻƴ ǘƘŜ ƭŜŀǊƴŜǊΩǎ ƴŜŜŘǎ and 

acquired level of skills. 

9.3.1 Building on Rhythm  

Building on Rhythm is the first type of activity the learner encounters at the beginning 

of each Unit. This activity focuses explicitly on rhythm, aiming to the development of 

rhythmic skills within the context of sight-reading application, while also benefitting 

ǘƘŜ ƭŜŀǊƴŜǊΩǎ ƎŜƴŜǊŀƭ ƳǳǎƛŎŀƭ ǎƪƛƭƭǎ. The musical tasks utilise only rhythm-related 

elements, namely values and rests, without the inclusion of pitch, explicitly to enhance 

the sense of pulse and to establish a profound understanding of rhythmical elements 

utilised in the sight-playing activities of each Unit.  

The information in the introductory book section Getting to know the book 

activities explains that the rhythms in the Building on Rhythm activity can be 

performed in a variety of ways, depending on acquired skills and individual 

preferences. The learner may clap or tap the rhythms, pronounce rhythmic syllables, 

press one note on the keyboard with one finger, or combine some of the above ways. 

Experimentation is also encouraged for the learner to even come up with their own 

way of delivering the rhythms at sight.  

As explained in section 9.3, a considerable number of rhythms have been 

included in this activity, for the learner to utilise as many or as few as are needed. In 

the Preparatory book, eight rhythms are provided in this activity at the start of each 

Unit, while in the Level 1 book, ten rhythms are presented. This discrepancy is 

naturally attributed to the difference in level and progression from one level to the 

next: in the Preparatory level, basic rhythmic elements are included, while in Level 1, 

learners become familiar with a greater number of musical elements, including 

additional values and rests, tied and dotted notes, as well as types of articulation. 

Therefore, there are more combination possibilities, leading to a greater variety of 

rhythms for learners to practise and familiarise themselves with, both for sight-

reading purposes and beyond. Two musical examples, extracted from Unit 5 of the 
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books, are presented below, demonstrating how the rhythms are presented in each 

book level (Figure 9.14): 

 

Figure 9.14. Building on Rhythm: Preparatory level, Unit 5 

As observed from the above extracts from the Preparatory level book, the rhythmic 

tasks in the Building on Rhythm activity reflect the musical elements designed for the 

ǎǇŜŎƛŦƛŎ ¦ƴƛǘ ό¦ƴƛǘ рύΣ ŀǎ ǇǊŜǎŜƴǘŜŘ ƛƴ ǘƘŜ ǘŀōƭŜǎ ΨaǳǎƛŎŀƭ ŜƭŜƳŜƴǘǎ ǇŜǊ ¦ƴƛǘΩ όFigure 

9.12) in section 9.2.5 of the present chapter. The rhythms in Figure 9.14, set in 2/4 and 

3/4, utilise simple note values (crotchets and minims), while featuring the crotchet 

rest ς the new element presented in this Unit. 

 The following example is from the Level 1 book Building on Rhythm activity: 

 

Figure 9.15. Building on Rhythm: Level 1, Unit 5 

As observed in Figure 9.15, the examples contain more complex rhythms than 

in the Preparatory level, with the utilised values also including pairs of quavers and 

dotted minims. Crotchet rests also appear, as well as some articulated notes: two 

accented crotchets in rhythm 4, and two staccato crotchets in rhythm 5. Articulation 

elements, such as staccato and accents are included from Unit 3 of the Level 1 book 

onwards; these elements are incorporated to enable the learner to practise them in a 

simpler ς rhythm only ς context. Drawing attention to such elements within this 

context could possibly aid in making their delivery more achievable in subsequent, 

more musically complex contexts, where pitch, dynamics and additional musical 

elements are involved. It is envisaged that this approach could reinforce such 

elements holistically, while encouraging the learner to consider these from the first, 
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most fundamental, step of sight-reading preparation, the rhythmic understanding of 

the music. 

9.3.2 Exploring the Keyboard  

The second type of activity that the learner encounters in every Unit of each book is 

Exploring the Keyboard. The tasks included in this section intend to help the learner 

gain familiarity with the keyboard topography48 of the piano. The preliminary aim is 

to aid the practical application of sight-reading skills related to instrument 

manipulatioƴ ōȅ ŘŜǾŜƭƻǇƛƴƎ ǘƘŜ ƭŜŀǊƴŜǊΩǎ awareness of the keyboard layout, structure, 

key patterns, and physical orientation, with an ultimate, long-term, goal for the 

learner to be able to play the notes without looking at their hands.  

In this activity, the learner is ƛƴǾƛǘŜŘ ǘƻ ΨŜȄǇƭƻǊŜΩ ǘƘŜ ƪŜȅōƻŀǊŘ ǘƘǊƻǳƎƘ ǘŀǎƪǎ 

which link note symbols and pitch to the equivalent keys on the piano, in isolation of 

rhythm. For each level, this activity focuses on the notes/keys of each Unit, but the 

learner may use any finger to find them on the keyboard. According to the activity 

instructions at the start of the first Unit, as well as in the Getting to know the activities 

section of the introduction, the learner can explore the keyboard using any finger of 

each hand to find the notes/keys; they can even use the same finger for all notes. 

Learners could also attempt to sing the pitch of the note if they wish to do so. 

Acknowledging potential challenges in spontaneous naming of the notes, without 

ignoring learners who may achieve this with ease, singing and/or naming the notes is 

not viewed as compulsory in this task, as the prioritised skill is to find the location of 

the note on the keyboard.  

The following figure (Figure 9.16) is an example of this activity in the 

Preparatory level book. The learner is initially asked to identify the new notes of each 

Unit, finding them in all possible registers of the keyboard, using each hand separately. 

 
48 As explained in Chapter 6, the termǎ Ψkeyboard topographyΩ ƻǊ Ψkeyboard geographyΩ are frequently 
used alternately to refer to the layout of the black and white keys on the piano keyboard. The term 
ΨtopographyΩ ƛǎ used in the present thesis for consistency, as well as to avoid potential confusion of 
meaning within the explanations of the devised book activities, particularly in the Greek versions (in 
Greek the tǿƻ ǘŜǊƳǎ ŀǊŜ ƴƻǘ ŀǎ ǎŜƳŀƴǘƛŎŀƭƭȅ ǊŜƭŀǘŜŘΥ ǘƘŜ ǘŜǊƳ ΨƎŜƻƎǊŀǇƘȅΩ ƛǎ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ ǘƘŜ 
ǎŎƛŜƴŎŜ ƻŦ DŜƻƎǊŀǇƘȅΣ ǿƘƛƭŜ ΨǘƻǇƻƎǊŀǇƘȅΩ Ŏŀƴ ōŜ ǳǎŜŘ ǘƻ ǊŜŦŜǊ ǘƻ ŀ ƎǊŜŀǘŜǊ ǊŀƴƎŜ ƻŦ ǎǳǊŦŀŎŜǎ ŀƴŘ 
relevant characteristics). 
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Then, the process is repeated, this time for note groups, combining both hands; the 

learner may play in the hand position of the Unit, if they wish to do so. 

 

Figure 9.16. Exploring the Keyboard: Preparatory level, Unit 6 

A similar approach is followed for this activity in the Level 1 book, this time 

providing groups of notes for the learner to identify on the keyboard, initially for each 

hand separately, and then for both hands together, as shown in Figure 9.17.  
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Figure 9.17. Exploring the Keyboard: Level 1, Unit 3 

Although finger numbers are not provided, the learner may practise finding 

the notes using the fingers according to the hand position of each Unit. For example, 

in Units where new key signatures and new scales are introduced, the learner is 

prompted to use the fingering of the various hand positions through the activity 

instructions, as illustrated in Figure 9.18 below. On such occasions, namely in Units 5, 

6 and 7 of the Level 1 book, more examples are provided for each hand in comparison 

to earlier Units, prioritising the exploration of various hand positions of each hand, 

rather than fewer hand positions combining both hands.  
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Figure 9.18. Exploring the Keyboard: Level 1, Unit 5 

9ȢσȢσ ,ÅÔȭÓ ÏÂÓÅÒÖÅȦ  

After keyboard exploration, the activity [ŜǘΩǎ ƻōǎŜǊǾŜΗ appears in each Unit. As hinted 

by the title, this activity ǎŜŜƪǎ ǘƻ ŜƴƘŀƴŎŜ ƭŜŀǊƴŜǊǎΩ ƻōǎŜǊǾŀǘƛƻƴŀƭ ǎƪƛƭƭǎΣ which are 

employed during performance at sight. The learner is invited to observe pairs of 

seemingly identical short melodic passages for approximately half a minute, to spot 

one difference between the two, for example, in pitch or rhythm. Although the main 

task for the learner is to find the difference, the activity also provides an opportunity 

to draw further comparisons, by specifically signposting similarities, as well as to 

identify rhythmic and/or melodic patterns. The learner is frequently encouraged, 

through the activity instructions or the words of the Bee, to also consider how the 

melodies of each pair will sound, thinking about the impact of this difference on the 

sound as well, and thus promoting inner hearing.  

This activity is designed to strengthen skills related to the visual processing of 

musical information which occurs before sight-reading tasks during the observation 

time. Since parameters involved during active playing are not included in this activity, 

such as instrument manipulation, use of fingering, and translation of visual stimuli to 

movement on the keyboard, emphasis is placed explicitly on skills involved in the 

mental preparation and visual observation, which will be applied in the musical 

examples of the subsequent activities of sight-reading pieces.  

The music excerpts of this observation activity are included among the melodic 

passages presented in the next set of activities (Melodies on the spot), to enhance the 

cohesion of the material structure and progression through the Unit, while reinforcing 

ǘƘŜ ƭŜŀǊƴŜǊΩǎ ǎŜƴǎŜ ƻŦ purpose, by asking them to apply any observations they made 

during the observation activity to practice. It is envisaged that the [ŜǘΩǎ ƻōǎŜǊǾŜΗ 
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ŀŎǘƛǾƛǘȅ ŎƻǳƭŘ ǎƛƎƴƛŦƛŎŀƴǘƭȅ ǊŜƛƴŦƻǊŎŜ ǘƘŜ ƭŜŀǊƴŜǊΩǎ observational skills, particularly in 

the earlier levels, as it provides a dedicated setting where such skills and strategies 

can be practised systematically; this could potentially make them transferrable 

thereafter for effective practical application in the context of sight-reading pieces. 

For the Preparatory level, where hands are either playing separately or sharing 

the melody, there is a pair with notes for the right hand, a pair for the left hand, and 

a third pair which combines both hands. This is illustrated more specifically in the 

following extract (Figure 9.19) from Unit 1 of the Preparatory level book, where this 

activity is introduced to the learner for the first time.  
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Figure 9.19. Let's observe! Preparatory level, Unit 1 

The number of three pairs of melodies is maintained in the Level 1 book. This 

time, each melodic pair features music where the melody is shared between the two 

hands, in alignment with the musical elements of this level. Figure 9.20 illustrates the 

activity as it appears for the first time in the Level 1 book, in Unit 1. 
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Figure 9.20. Let's observe! Level 1, Unit 1 

9.3.4 Melodies on the spot  

In the Melodies on the spot activity, melodic passages are offered for learners to play 

at sight. The learner is expected to combine the skills practised during previous 
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activities, namely rhythm, awareness of keyboard topography, and observation, with 

pitch, in order to apply them collectively to practice. The melodic tasks have been 

devised to fulfil the level specifications by incorporating the technical and musical 

elements outlined for each Unit (Figure 9.12 in section 9.2.5). The melodies from [ŜǘΩǎ 

observe! also appear in the music of this activity (one version from each pair of 

melodies), so that the learner can practically apply their observations to their playing 

at sight. The musical examples from the observation activity are signposted in the 

instructions in case the learner wants to start with these. For all melodies in both 

books, fingering is provided for the starting note of each hand. 

 In the Preparatory level book, twelve melodies are included in each Unit, 

divided into three groups of four, for a balanced practice of hands: there are four 

melodies for the right hand only, four for the left hand only, and four for both hands 

sharing the melody. The following melodies (Figure 9.21) have been extracted from 

Unit 2 of the Preparatory level book, containing the first musical example for each 

hand/hand combination.  

 

  

   

Figure 9.21. Melodies on the spot. Preparatory level, Unit 1 
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 For the Level 1 book, where hands are not playing separately, but share the 

melody, eight musical examples have been devised for the Melodies on the spot 

activity of each Unit. Figure 9.22 shows two melodies extracted from Unit 3, where 

dynamics and different types of articulation (legato, staccato) are also employed. 

 

Figure 9.22. Melodies on the spot. Level 1, Unit 3 

9.3.5 Performing at sight  

In the Performing at sight activity, learners have the opportunity to apply sight-

reading skills obtained through the previous activities to existing compositions, 

including pieces of Greek cultural relevance. More specifically, Western classical 

public domain music is utilised, with occasional appropriate adaptations, such as 

ǘǊŀƴǎǇƻǎƛǘƛƻƴ ƻǊ ǎƛƳǇƭƛŦƛŎŀǘƛƻƴΣ ƛƴ ƻǊŘŜǊ ǘƻ ǇǊƻǾƛŘŜ ŀ ƳƻǊŜ ΨǊŜŀƭ-ƭƛŦŜΩ ǎƛƳǳƭŀǘƛƻƴ ƻŦ ǎƛƎƘǘ-

reading, through works of various composers, styles and musical eras. It is 

acknowledged that sight-reading repertoire possibilities are by no means limited to 

the compositions employed in the present material. These selections, which reflect 

the outlined specifications and principles detailed in Chapter 8, are to be viewed as an 

indication of particular characteristics or as a guide for repertoire which could be 

appropriate for sight-reading in each level. In addition, the music included in this 

activity, as well as in the Fun for two duets, allows the possibility for the learner and 

the teacher to work on these pieces beyond the initial approach through sight-

reading, by continuing to work on them as lesson or repertoire pieces. 

As analysed in Chapter 8, in addition to existing compositions, elements 

related to the specific educational context for which the material is designed have 

been incorporated, to enrich style variation and to promote cultural relevance, such 
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as traditional tunes, folk modes, and rhythmic patterns. Sight-reading may provide a 

potentially useful context and opportunity to engage with culturally relevant material, 

which might have otherwise remained excluded due to limitations relating to lesson 

duration, content, and standard repertoire (Chapter 8, section 8.3.6). 

Due to the gradual progression of the Preparatory level, which starts from very 

simple and basic elements in the initial units, such as one, two or three notes in each 

hand, the Performing at sight activity is first presented after several units in this level, 

from Unit 4 onwards, including elements encountered by learners in previous sight-

reading activities. For both levels, Preparatory and Level 1, the pieces in the 

Performing at sight activity are four-bars long, with the exception of the final Unit 

(Unit 8) of the Level 1 book, which features eight bars. Between two to four pieces 

appear in each Unit, in balance with the number of duets in the Fun for two activity. 

For example, in the Level 1 book, Unit 4 features four Performing at sight pieces and 

two Fun for two duets, while Unit 5 contains three pieces for each of the two activities. 

The last Units in each book contain only one Performing at sight piece, for revision 

purposes, as described in more detail in section 9.5. 

Figures 9.23 and 9.24 illustrate two Performing at sight pieces from the 

Preparatory level book, extracted from Unit 6 and Unit 4, respectively. For both pieces, 

the Bee provides some contextual information, and there is a title as well as a 

descriptive performance indication for each piece to inform the learnerΩǎ ǎƛƎƘǘ-reading 

ǇǊƻŎŜǎǎ ŀǎ ŀ ǎǳōǘƛǘƭŜΦ ¢ƘŜ ŎƻƳǇƻǎŜǊΩǎ ƴŀƳŜ ƛǎ ŀƭǎƻ ǎǘŀǘŜŘ ŀƭƻƴƎ ǿƛǘƘ ǘƘŜ ƻǇǳǎ ƻǊ 

catalogue number (Figure 9.23), or the area of origin of Greek songs or melodies 

(Figure 9.24). Finger numbers are provided for the first note of each hand. 
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Figure 9.23. Performing at sight. Preparatory level, Unit 6 ς /ƻƳǇƻǎŜǊΩǎ ƳǳǎƛŎ όtǳǊŎŜƭƭύ 

 

 

Figure 9.24. Performing at sight. Preparatory level, Unit 4 ς Greek traditional melody 

Figures 9.25 and 9.26 below contain extracts from the Performing at sight 

activity of Level 1, Units 4 and 6, respectively. As in the Preparatory level, a title and 

performance indications are provided for each piece, as well as the name of the 

composer and opus/catalogue number (Figure 9.25) or the region of origin for the 

piece of cultural reference (Figure 9.26). Finger numbers are again provided for the 

starting note of each hand, to indicate the hand position for each extract. 
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Figure 9.25. Performing at sight. Level 1, Unit 4 ς /ƻƳǇƻǎŜǊΩǎ ƳǳǎƛŎ όtƭŜȅŜƭύ 

 

Figure 9.26. Performing at sight. Level 1, Unit 6 ς Greek traditional melody 

9.3.6 Fun for two  

The Fun for two activity includes sight-reading duets designed to promote sight-

reading skills within an ensemble context. In addition to strengthening both the 

ƭŜŀǊƴŜǊΩǎ ǎƛƎƘǘ-reading and ensemble skills, the duets add versatility to the book 

activities as they provide opportunities for sight-reading to become more enjoyable, 

through collaborative music making between the learner and the teacher, or with a 

slightly more advanced musical partner. A variety of pieces are employed in these 

activities, such as arrangements of existing music, classical or with cultural reference, 

as well as original compositions for the purposes of the Units.  

The inclusion of sight-reading duets in the present material was considered of 

particular value by the author, as it is envisaged that they could impact aspects of the 

ƭŜŀǊƴŜǊΩǎ ŜȄǇŜǊƛŜƴŎŜ ǿƛǘƘ sight-reading in a positive manner. As analysed in Chapter 

2, relevant literature examines the role of ensemble participation and collaborative 

activities (Lehmann & Ericsson, 1996), suggesting teacher-student sight-reading duets 

and accompanying activities are beneficial in the context of sight-reading (Zhukov, 

2014b; Watkins & Scott, 2012; Wristen, 2005; Lehmann & Ericsson, 1996). In addition 
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to the benefits of such activities, which relate to the strengthening of the sense of flow 

and the maintenance of a steady pulse (Keyworth, 2005; Kostka, 2000), piano duets 

are a useful introduction to ensemble playing, which might be a less common 

opportunity for piano learners in comparison to ensemble opportunities for other 

instruments (Chapter 5).  

Duet activities in this section are more flexible in terms of length and intend to 

incorporate an element of fun into sight-reading, allowing for a creative ς and 

potentially enjoyable ς approach towards performance at sight, taking advantage of 

the psychological benefits of collaborative music making particularly relating to 

aspects of confidence (Watkins & Scott, 2012; Macmillan, 2010; Booth, 1971). 

Therefore, the duet length may vary from four to eight bars, with the music 

occasionally extending into two lines in both parts (primo/secondo), particularly for 

some of the eight-bar duets. There are two longer exceptions in the Level 1 book, the 

ŦƛǊǎǘ ŎƻƳǇǊƛǎƛƴƎ ŀ ŘǳŜǘ ƻŦ ǘŜƴ ōŀǊǎ ό¦ƴƛǘ рΣ Ψ¢ƘŜ ǇƘŀƴǘƻƳ ǘŜƭƭǎ Ƙƛǎ ǘŀƭŜ ƻŦ ƭƻƴƎƛƴƎΩΣ CΦ 

Coleridge-Taylor) due to the original phrasing; the second exception is the longest 

duet of the series, of 16 bars and extending into three lines of music for each 

(primo/secondoύ ǇŀǊǘ ό¦ƴƛǘ тΣ Ψ[ŀ ōŜƭƭŀ /ǳōŀƴŀΩΣ WΦ ²ƘƛǘŜύΦ !ǎ ŀŎƪƴƻǿƭŜŘƎŜŘ ƛƴ ǘƘŜ 

relevant activity instructions, these duets may take longer to prepare in terms of 

observation before playing at sight; additionally, they could offer an opportunity for 

further work, beyond the first approach through sight-reading. The Fun for two activity 

contains two or three duets in each Unit. 

The following figures provide an example from this activity in each book. Figure 

9.27 illustrates an eight-bar duet from the Preparatory book, along with the duet 

ƛƴǎǘǊǳŎǘƛƻƴǎ ŀƴŘ ǘƘŜ .ŜŜΩǎ ǘƛǇǎΦ This is one of the first times the learner in the 

Preparatory level encounters a line change in their music, therefore the learner is 

prompted to practise looking ahead more explicitly. The music is an adaptation from 

T. Greene-²ƛƎƎƛƴǎΩ Ψ²ŀǘŜǊ ƛƴ ǘƘŜ ƳƻƻƴƭƛƎƘǘΩ όƴƻ ƻǇǳǎκŎŀǘŀƭƻƎǳŜ ƴǳƳōŜǊύΣ ǊŜŦƭŜŎǘƛƴƎ 

Unit 4 musical elements: 3/4 time signature, notes from A4 to middle C for the left 

hand and from middle C to E4 for the right hand, minims, crotchets and piano dynamic. 

The secondo part for the teacher or a more advanced partner is written in slightly 

smaller font size, so that the learner can distinguish their part more easily. The 

secondo part may seem complex, but indeed it is not difficult as it consists of repeated 
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ǊƘȅǘƘƳƛŎ ǇŀǘǘŜǊƴǎΥ ŘŜǇŜƴŘƛƴƎ ƻƴ ǘƘŜ ǇƭŀȅŜǊΩǎ ƭŜǾŜƭΣ some initial preparation may be 

needed in relation to the rhythmic elements of the right hand in the accompaniment, 

as notes and harmonies are relatively straightforward. Use of pedal at the secondo 

ǇƭŀȅŜǊΩǎ ŘƛǎŎǊŜǘƛƻƴ ǿƻǳƭŘ ōŜ ǳǎŜŦǳƭ ǘƻ ǎƘƻǿ ǘƘŜ ǎƳƻƻǘƘ ŀƴŘ dreamy character of the 

music, as prompted in the duet instruction. As in the previous activities, finger 

numbers are provided for the starting note of each hand for the learner; the secondo 

part also includes some fingering indications which may be useful. 

 

Figure 9.27. Fun for two. Preparatory level, Unit 4 (adaptation of existing music) 
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Figure 9.28 presents an eight-bar duet, this time within one line of music, composed 

from the author for the purposes of this Unit (Unit 1, Level 1 book), containing the 

new musical elements: tied notes and E natural minor49. 

 

Figure 9.28. Fun for twoΦ [ŜǾŜƭ мΣ ¦ƴƛǘ т όŀǳǘƘƻǊΩǎ ŎƻƳǇƻǎƛǘƛƻƴύ 

9.4 Achievement and reflective opportunities within each Unit  

As explained in the design and creative principles detailed in Chapter 8 promoting 

reflective thinking has been prioritised during the creation of the two books. As 

learners may sometimes perceive sight-reading as a difficult and perhaps unenjoyable 

part of the music lesson, during the creative process it was essential to include 

components within the books which would support the learnerΩǎ ŀǿŀǊŜƴŜǎǎ ƻŦ their 

progress. Therefore, various opportunities for reflection have been incorporated, 

ŀƭƻƴƎǎƛŘŜ ŜƭŜƳŜƴǘǎ ŎƻƴǎƻƭƛŘŀǘƛƴƎ ǘƘŜ ƭŜŀǊƴŜǊΩǎ ŀŎƘƛŜǾŜƳŜƴǘΣ ŦƻǊ ŜȄŀƳǇƭŜ ǘƘǊƻǳƎƘ ǘƘŜ 

[ŜǘΩǎ ǊŜŦƭŜŎǘΗ question boxes after each activity and the Congratulations! page at the 

end of each Unit, explained in the next subsections (9.4.1 and 9.4.2). The Certificate 

of Award presented the very end of the books is another component serving the 

purpose of confirming progress and achievement, as detailed in section 9.6.1. 

9ȢτȢρ ,ÅÔȭÓ ÒÅÆÌÅÃÔȦ 

After every activity, the learner is presented with boxes of questions entitled [ŜǘΩǎ 

reflect! Aligned with the creative principles of the devised books, these questions offer 

 
49 As explained in the Level 1 specifications (Chapter 9), in the Unit 7 duets, the teacher/secondo part 
may use harmonic minor accidentals for an enriched harmonic environment in the accompaniment.  
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opportunities for the learner to practise reflection throughout the course of the books 

in a continuous and systematic manner, promoting reflective thinking and 

independent learning skills. 

Each [ŜǘΩǎ ǊŜŦƭŜŎǘΗ box contains several questions based on the preceding 

ŀŎǘƛǾƛǘȅΣ ŦƻŎǳǎƛƴƎ ƴƻǘ ƻƴƭȅ ƻƴ ǘƘŜ ƭŜŀǊƴŜǊΩǎ ǇŜǊŦƻǊƳŀƴŎŜ ŀƴŘ ŘŜƭƛǾŜǊȅΣ ōǳǘ ŀƭǎƻ ƻƴ ǘƘŜƛǊ 

learning process. As there are several questions in each box to promote independent 

learning, the learner may choose to engage with some, or with all of the questions 

each time. The [ŜǘΩǎ ǊŜŦƭŜŎǘΗ boxes in Figures 9.29 and 9.30 provide relevant examples 

following the Performing at sight and the Fun for two activities, respectively: 

 

Figure 9.29Φ [ŜǘΩǎ ǊŜŦƭŜŎǘΗ ŀŦǘŜǊ ǘƘŜ tŜǊŦƻǊƳƛƴƎ ŀǘ ǎƛƎƘǘ ŀŎǘƛǾƛǘȅ όtǊŜǇŀǊŀǘƻǊȅ ƭŜǾŜƭΣ ¦ƴƛǘ рύ 

 

 

Figure 9.30. [ŜǘΩǎ ǊŜŦƭŜŎǘΗ after the Fun for two duets (Preparatory level, Unit 1) 

 As illustrated in the above figures, the questions are written in the first person 

όΨLΩύ ǎƻ ǘƘŀǘ ǘƘŜ ƭŜŀǊƴŜǊ ŦŜŜƭǎ ǘƘŀǘ ǘƘŜȅ ŀǊŜ ŀǎƪƛƴƎ ǘƘŜǎŜ ǘƻ ǘƘŜƳǎŜƭǾŜǎΤ ǘƘƛǎ ŀƭǎƻ ŀǇǇƭƛŜǎ 

to the Fun for two ŘǳŜǘǎΣ ǿƘŜǊŜ ΨǿŜκLΩ ƛǎ ǿǊƛǘǘŜƴΣ ǘƻ ŀƭǎƻ ŎƻƴǘƛƴǳŜ ǘƘŜ ǎŜƴǎŜ ƻŦ 

collaboration established through the duet, while enabling the musical partners to 

engage in a reflective dialogue about their joint performance. Open-ended questions, 

ǎǳŎƘ ŀǎ ΨIƻǿ ŘƛŘ L ŦŜŜƭ ǿƘen sight-ǊŜŀŘƛƴƎ ǿƛǘƘ ǎƻƳŜƻƴŜ ŜƭǎŜΚΩ encourage the learner 

to express their thoughts and feelings in a free and open manner, while closed 

ǉǳŜǎǘƛƻƴǎ ǎǳŎƘ ŀǎ Ψ²Ƙŀǘ ŘƛŘ L Řƻ ŘǳǊƛƴƎ ǇǊŜǇŀǊŀǘƛƻƴ ǘƛƳŜΚΩ ŀƴŘ Ψ²Ƙŀǘ Řƻ L ǿŀƴǘ ǘƻ 
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improve next?Ω ǇǊƻƳǇǘ ǘƘŜ ƭŜŀǊƴŜǊ ǘƻ ŀǊǘƛŎǳƭŀǘŜ ŀƴŘ ƛŘŜƴǘƛŦȅ ǎǇŜŎƛŦƛŎ ŜƭŜƳŜƴǘǎ ǿƘƛƭŜ 

reflecting on their experience. Questions may also be utilised as starting points for 

further discussion between the learner and the teacher. Additionally, as well as 

helping learners identify and articulate challenges, the questions are also designed to 

promote their understanding of aspects that may link to positive emotions and 

motivation in instrumental learning, by also thinking about strengths, enjoyment, and 

satisfaction; for example, by stating elements they were happy with or particularly 

enjoyed. it is envisaged that this reflective approach may become an established habit, 

transferrable to other parts of the piano lesson, for example when working on 

repertoire, as ǿŜƭƭ ŀǎ ǘƻ ŀ ƭŜŀǊƴŜǊΩǎ ƛƴŘƛǾƛŘǳŀƭ ǇǊŀŎǘƛŎŜΦ  

9.4.2 Congratulations!  

Extending the reflective approach facilitated through the [ŜǘΩǎ ǊŜŦƭŜŎǘ question boxes, 

the Congratulations! page appears at the end of every Unit and invites the learner to 

reflect on their experience with sight-reading through the Unit (for Units 1-7; 

Congratulations! in Unit 8 is presented in section 9.5). This page has been included as 

a conclusion of every Unit to provide affirmation to the learner for their progress by 

congratulating them for completing the Unit, a table with reflective prompts is 

included, encouraging the learner to appraise their progress through the Unit 

activities (Figure 9.31).  

As depicted in Figure 9.31, the learner is prompted to think critically about (a) 

what they learnt, (b) aspects they improved, (c) elements they particularly enjoyed or 

achieved well, and (d) areas to be developed further in subsequent endeavours. The 

prompts are phrased openly to encourage the learner to write down their thoughts 

without feeling restricted, while the final prompt relating to further developments has 

been purposefully phrased as such (instead of asking to identify ΨǿŜŀƪƴŜǎǎŜǎΩ ŦƻǊ 

example), in the hope that this will feel encouraging and positive to the learner. In 

Unit 8 of the two books, an overall reflection is encouraged, with the learner being 

invited to reflect on their overall experience and progress throughout the entire book, 

with a further Congratulations! page, as detailed in section 9.5. 
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Figure 9.31. Congratulations! page and table with reflective prompts (Level 1, Unit 7) 

9.5 Unit 8: The final Unit  

¢ƘŜ Ŧƛƴŀƭ ¦ƴƛǘ ƻŦ ǘƘŜ ōƻƻƪǎΣ ¦ƴƛǘ уΣ ƛǎ ŀ ŎƻƴŎƭǳǎƛǾŜ ¦ƴƛǘ ŀŎǘƛƴƎ ŀǎ ŀ ΨǊŜǾƛǎƛƻƴΩ ŦƻǊ ǘƘŜ 

skills developed throughout the course of the book. This Unit is an opportunity for the 

learner to put to practice for a final time all the different sight-reading skills and 

strategies they developed and practised through the different types of activities 

throughout Units 1-7 of the book.  

Unlike the previous Units, whose specific course of activities is aligned to and 

focuses on Unit goals and musical elements, the structure of the final Unit focuses 

specifically on the preparation for and the sight-reading performance of the two main 

pieces of the revision, which are included in the Performing at sight and the Fun for 

two activities. This time there is no Melodies on the spot activity, while the rhythmic 

activity (Building on skills), the keyboard exploration (Exploring the Keyboard), and the 
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observation activity ([ŜǘΩǎ ƻōǎŜǊǾŜΗ) activity are all constructed to aid the preparation 

of the Performing at sight piece and the Fun for two duet.  

To illustrate the rationale of the activities included in the final Unit of each 

book and to complement the explanations for each activity in the present section, 

musical extracts are presented, from the Level 1 book. The two main pieces of Unit 8 

in the Level 1 book, namely the Performing at sight and the Fun for two pieces, are 

presented in the following figures, to act as reference points during the subsequent 

explanation of the different activities in Unit 8. The cat and the cricket is the 

Performing at sight piece and Little leg dance is the duet of the final Fun for two 

activity, both presented below (Figure 9.32): 

 

Figure 9.32. Unit 8 ς Performing at sight (Level 1 book) 

The Performing at sight piece of Unit 8 in the Level 1 book has been composed 

ōȅ ǘƘŜ ŀǳǘƘƻǊ ŦƻǊ ǘƘŜ ǇǳǊǇƻǎŜǎ ƻŦ ǘƘƛǎ ǊŜǾƛǎƛƻƴ ŀŎǘƛǾƛǘȅΦ ¢ƘŜ ǘƛǘƭŜ ƛǎ Ψ¢ƘŜ Ŏŀǘ ŀƴŘ ǘƘŜ 

ŎǊƛŎƪŜǘΩ ŀƴŘ ǘƘŜǊŜ ƛǎ ŀ ǇŜǊŦƻǊƳŀƴŎŜ ƛƴŘƛŎŀǘƛƻƴ όΨ²ƛǘƘ ƳƛǎŎƘƛŜŦΩύ ŀōƻǾŜ ǘƘŜ ƳǳǎƛŎΣ ǊƛƎƘǘ 

below the title. The music is an eight-bar piece in G major, set in 3/4, with each hand 

playing in basic five finger hand positions of G major. Finger numbers are provided for 

the starting note in each hand, as well as for the first note that each hand plays in the 

second half of the piece (bar 5). The note values include crotchets, pairs of quavers, 

one dotted minim at the end, and two pairs of tied notes for the left hand, as well as 

rests from semibreve (as whole-bar rests) to crotchet rests. Different types of 

articulation are included, such as legato slurs, staccato notes, and several accented 

notes. Dynamics and dynamic changes also appear, starting from mf, moving to piano 

through a diminuendo (hairpin symbol in bar 3) and coming back to mf towards the 

end with a crescendo in the second half (hairpin symbol in bars 5-6).  
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 The final duet of the Level 1 book, Little leg dance, is an adaptation of a Greek 

folk tune from Thrace (in Greek named Ψʆ ̌̄ ˇʵʰˊʱˁʽΩύ ƳŜŀƴƛƴƎ ΨǘƘŜ ƭƛǘǘƭŜ ƭŜƎΩ όCƛƎǳǊŜ 

9.33). The duet comprises two four-bar phrases, each consisting of two smaller two-

bar sub-phrases in A-A-B-B1 form, with distinct rhythmic patterns and repetitions. The 

music is written in quadruple time using the notes of A minor, as the original 

traditional melody is in the Dorian mode. In the primo part for the learner, finger 

numbers are provided for the starting note in each hand, as well as for the first time 

the right hand plays in the second line, after several beats of silence. Note values from 

minim to quaver pairs are used, and rests from semibreve (as whole-bar rests) to 

crotchet. Articulation includes staccato and accented notes, as well as legato slurs, for 

crotchet couples in the top line or longer slurs in the bottom line. There are also 

dynamic changes in each line, with the top line changing from forte to piano in bar 3, 

and with the same dynamic changes taking place in the second line, going gradually 

back to forte at the end (crescendo hairpin symbol in bar 7). 

 

Figure 9.33. Unit 8 ς Fun for two (Level 1 book) 
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The details of the Performing at sight and the Fun for two pieces of Unit 8 have 

been provided first in order to contextualise the subsequent explanations of the 

activities leading to these two pieces. As before, the first activity of Unit 8 is Building 

on Rhythm. Unlike earlier Units, in Unit 8 the rhythmic activity is divided in two parts, 

with each part dedicated to each of the two main pieces, distinctly indicated with the 

title of each piece. The rhythm of each four-bar phrase of each piece is presented 

twice, once including only the note values and rests, and the second time adding 

elements such as dynamics and articulation, thus resembling more closely the version 

that the learner will later need to sight-read, excluding pitch. As before, the activity is 

followed by questions in the [ŜǘΩǎ ǊŜŦƭŜŎǘΗ box which invite the learner to reflect on 

their rhythmic performance for a final time.  

 

Figure 9.34. Unit 8 ς Building on RhythmΥ ǇŀǊǘ ŦƻŎǳǎƛƴƎ ƻƴ ǘƘŜ ŘǳŜǘ Ψ[ƛǘǘƭŜ ƭŜƎ ŘŀƴŎŜΩ ό[ŜǾŜƭ мύ 

Figure 9.34 illustrates the part of the Building on Rhythm activity which is 

dedicated to the duet piece in the final Unit. Examples 1 and 2 depict the rhythm of 

ǘƘŜ ƭŜŀǊƴŜǊΩǎ ǇŀǊǘ ƛƴ ǘƘŜ Fun for two duet, using only the note values which shape the 

melody shared between the two hands. Examples 3 and 4 also include the articulation 

(staccato markings and accents) featured in the final version of the duet, as well as 

the dynamic changes. The legato slurs have not been included, as it was not 

considered likely to achieve these when executing this activity, for example if the 
























































































































































































































































