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[bookmark: _Toc237690125]1. Introduction & Philosophy
This curriculum sets out Meliora Academy's approach to piano teaching from a student's very first lesson through to diploma-level and conservatoire-preparation study. It is built on a simple premise: technical facility, historical and analytical understanding, and independent aesthetic judgement are not separate strands to be taught in sequence, but a single, integrated musicianship that should be cultivated together from the earliest stages, in level-appropriate proportion. Students on this programme are assumed to be at least 14 years old, including complete beginners at Foundation stage, some of whom will be adults starting piano from nothing rather than young learners, and this curriculum is written accordingly throughout, as a pathway toward a career in performance or teaching.
Teachers using this document will find, for each stage of study: technical goals informed by established, evidence-aware approaches to piano technique (the Taubman Approach, the Alexander Technique, and the pedagogical traditions of the Russian piano school); a structured approach to repertoire and its historical context; a theory and analysis pathway that runs from basic notation through to Schenkerian-informed structural understanding; a required reading list at every stage; a bi-monthly written essay programme (Section 7); and a framework for listening and aesthetic discussion designed to build genuinely independent musicians, not only accurate ones.
The curriculum is deliberately flexible on lesson length. Section 6 sets out how a 30-, 45- and 60-minute lesson should be proportioned at each stage, using a weekly core of non-negotiable activities alongside a rotating focus slot that gives one strand genuine depth each week rather than a thin taste of everything, so that the full breadth of the curriculum's aims is maintained over a teaching cycle, even where individual lessons are short.
[bookmark: _Toc237690126]1.1 Core Aims
1. Build a free, efficient, and injury-resistant piano technique grounded in established movement principles.
1. Cultivate genuine tonal control and musical sensitivity, not only note accuracy.
1. Develop the ability to read a score analytically and historically, understanding a piece before merely reproducing it.
1. Foster independent aesthetic judgement, the capacity to form, articulate and revise an interpretive view.
1. Prepare students thoroughly for ABRSM/Trinity graded exams and, where relevant, diploma and conservatoire-level study.
1. Maintain a positive, sustainable relationship with music-making at every stage, regardless of the student's ultimate level or goals.
[bookmark: _Toc237690127]2. Pedagogical Foundations: Technical Approaches
This curriculum does not prescribe a single, exclusive method of piano technique. Instead, it draws on three established and well-documented traditions, used diagnostically and in combination according to the needs of each student. Teachers are expected to have working familiarity with all three and to apply them in the proportions each level section indicates.
[bookmark: _Toc237690128]2.1 The Taubman Approach
Developed by Dorothy Taubman over five decades of study, the Taubman Approach analyses the physical motions required for virtuoso, injury-free piano playing. Its central premise is coordinate motion: the finger, hand and forearm must function as a single, connected "playing unit" rather than as isolated parts, with the larger, stronger muscles of the forearm doing proportionally more of the work than the small muscles of the fingers.
Five core principles: alignment (finger, hand and forearm working in a straight, unforced line); forearm rotation (the fastest and most natural way to move laterally across the keys); in-and-out motion (adjustments toward and away from the fallboard to accommodate the black keys and differing finger lengths); walking hand and forearm (small lateral shifts that keep the playing unit aligned as the hand travels); and shaping (curvilinear forearm movement across groups of notes).
In this curriculum, Taubman principles are introduced informally and playfully at the Foundation stage (through movement games, not terminology), named and drilled explicitly from Lower Intermediate level, and used diagnostically at Advanced and Diploma level to solve specific technical problems and prevent playing-related injury as repertoire demands increase.
[bookmark: _Toc237690129]2.2 The Alexander Technique
The Alexander Technique is a method of psychophysical re-education concerned with the relationship between the head, neck and back (what F.M. Alexander termed the primary control) and its influence on coordination throughout the whole body. Four principles recur throughout this curriculum's use of the technique: recognition of habit, inhibition (the ability to pause before reacting to a stimulus, such as a difficult passage), direction (consciously redirecting the use of the self toward greater freedom), and primary control itself.
Applied to piano playing, this means teaching students to notice habitual tension, a raised shoulder before a leap, a locked jaw in a difficult passage, a collapsed spine during a long practice session, and to address the underlying pattern of use rather than only the local symptom. This curriculum introduces Alexander-informed body awareness from the very first lessons (simply: a free neck, a poised head, no collapsing into the keyboard) and develops it into a tool for managing performance anxiety and sustaining quality across long practice or performance sessions at Intermediate level and beyond.
[bookmark: _Toc237690130]2.3 The Russian Piano School
The pedagogical lineage associated with the Russian piano school, running through teachers such as Heinrich Neuhaus, Alexander Goldenweiser, Konstantin Igumnov and their successors, is characterised less by a fixed set of physical rules than by a philosophy: technique exists entirely in the service of tone and musical image. Central features drawn on in this curriculum include an emphasis on singing tone (cantabile playing modelled on the human voice), weight-based rather than purely finger-based sound production, image- and metaphor-led teaching (asking a student to imagine an orchestral colour, a physical gesture, or a scene rather than only giving a dynamic marking), and Neuhaus's insistence, in his own writing, that a clear musical image in the mind must precede and shape the physical solution at the keyboard.
This tradition is introduced through the teacher's own demonstration and imitation from the Foundation stage, and becomes an increasingly explicit part of tone, voicing and phrasing work from Elementary level onward, particularly in multi-voice textures where an inner or top voice must be balanced against the rest of the texture.
[bookmark: _Toc237690131]2.4 Integration, Not Competition
These three traditions are complementary rather than competing: Taubman offers the most detailed anatomical and biomechanical vocabulary for efficient, injury-resistant motion; the Alexander Technique offers a whole-body, psychophysical framework for freedom and habitual tension; and the Russian school offers the aesthetic and image-based orientation that keeps all physical work in service of musical intention rather than becoming an end in itself. Teachers should treat all three as a shared diagnostic toolkit, reaching for whichever framework best addresses the problem in front of them, and should avoid presenting them to students as rival ideologies.
Work is not to be done for its own sake, but a means to an end — and that end is always a musical image.  — after Heinrich Neuhaus, The Art of Piano Playing
[bookmark: _Toc237690132]3. Analytical & Interpretive Framework
Technical fluency alone does not make a musician. This curriculum builds, in parallel with technique, a structured pathway toward historically informed, analytically grounded, and aesthetically self-aware interpretation.
[bookmark: _Toc237690133]3.1 Historical Context in Repertoire Study
Every new piece, from the Foundation stage onward, is introduced with brief historical framing appropriate to the student's level: who wrote it, roughly when, for what instrument, and in what kind of style or genre. From Lower Intermediate level, this expands to include discussion of the instrument of the period (harpsichord, fortepiano, or early modern piano) and its implications for touch, articulation, dynamics and pedalling on a modern instrument. From Intermediate level, students are expected to research some of this context independently as part of standard piece preparation, rather than receiving it only from the teacher.
[bookmark: _Toc237690134]3.2 Schenkerian Analysis, Used Practically
Schenkerian analysis — the method, associated with Heinrich Schenker, of understanding a tonal work as an elaboration (through prolongation and diminution) of a simple underlying voice-leading structure — is introduced into this curriculum not as an abstract theoretical exercise but as a practical performance tool. Understanding which notes in a passage are structurally load-bearing and which are decorative directly informs fingering, voicing, pacing and dynamic shaping.
1. Intermediate level (Grades 5–6): informal introduction — identifying the "skeleton" melody of a phrase and recognising when a harmony is being prolonged (sustained in effect) across several bars of figuration.
1. Advanced level (Grades 7–8): simple middleground reduction of at least one major work per term, used explicitly to plan large-scale dynamic architecture and rubato.
1. Diploma track: full multi-level graphing (foreground, middleground, background) as one of several analytical lenses feeding into written programme notes and interpretive rationale.
This method is applied only where genuinely appropriate, that is, chiefly to tonal, common-practice repertoire (Baroque through late Romantic). For other repertoire, formal (sonata-form, thematic, motivic) and historical-contextual analysis are used instead, as set out in each level's syllabus.
[bookmark: _Toc237690135]3.3 Listening to Recordings
Structured, comparative listening is treated as core curriculum content, not an optional extra. From Elementary level, students compare two or more recordings of a piece they are studying (or a closely related one) and describe what differs (tempo, tone, articulation, pedalling, rubato) before forming any judgement. From Intermediate level, bringing observations from at least two contrasting recordings becomes a standard part of preparing any major new work, and students begin building a personal listening log. At Advanced and Diploma level, this develops into genuine discography study: tracing how interpretive norms for a given work have shifted across performing generations and traditions, and situating the student's own choices within that history.
[bookmark: _Toc237690136]3.4 Aesthetics & Interpretive Reasoning
Alongside historical and analytical work, this curriculum builds students' capacity to discuss aesthetics directly: what makes an interpretation convincing, how much interpretive latitude a score allows, what "authenticity" can reasonably mean when playing early repertoire on a modern instrument, and how a performer's personal voice develops from within a tradition rather than in spite of it. This begins as simple, open questions at the Foundation stage ("did you like that piece, and why?") and develops, by Advanced and Diploma level, into substantive discussion capable of underpinning written programme notes and a defensible personal interpretive stance.
[bookmark: _Toc237690137]4. Curriculum Structure Overview
The curriculum is organised into six progressive stages, broadly aligned with ABRSM and Trinity grade bands. Progression between stages is determined by demonstrated readiness (technical, musical and analytical) rather than by time served, though approximate timeframes are given as planning guidance for teachers and parents.
	Stage
	Exam Alignment
	Approx. Timeframe

	Foundation Stage
	Pre-Grade 1 (Initial / Prep Test optional)
	Typically 6–12 months, depending on prior exposure and practice frequency

	Elementary
	ABRSM / Trinity Grades 1–2
	Approx. 1–1.5 years across both grades, pace-dependent

	Lower Intermediate
	ABRSM / Trinity Grades 3–4
	Approx. 1.5–2 years

	Intermediate
	ABRSM / Trinity Grades 5–6 (Grade 5 theory typically completed here if not already)
	Approx. 2 years

	Advanced
	ABRSM / Trinity Grades 7–8
	Approx. 2 years

	Post-Grade 8 / Diploma Track
	ATCL, DipABRSM, LTCL, LRSM and equivalent; conservatoire audition preparation
	Open-ended, typically 2+ years depending on goals



Each stage below is set out under eight consistent headings: Goals, Technical Focus, Repertoire & Historical Context, Theory, Analytical Work, Listening, Aesthetics, Suggested Materials, and Required Reading. Teachers should read each stage in conjunction with Section 6 (Lesson Structure Templates), which shows how this content is proportioned across 30-, 45- and 60-minute lessons.


[bookmark: _Toc237690138]5. Stage-by-Stage Curriculum
[bookmark: _Toc237690139]5.1  Foundation Stage
Exam alignment: Pre-Grade 1 (Initial / Prep Test optional)
Stage goals: Establish a free, well-aligned playing posture; secure note-reading in both clefs within a five-finger range; develop steady pulse and basic rhythmic literacy; build a positive, curious relationship with the instrument.
[bookmark: _Toc237690140]Technical Focus
1. Seating, arm and hand alignment introduced through play-based exploration rather than drilling, the earliest, gentlest application of Alexander Technique thinking: a free neck, a poised head, no collapsing at the piano.
1. Finger, hand and forearm taught as a connected unit from the very first lessons (an early, simplified seed of Taubman's coordinate motion principle), no isolated 'finger stroke' from a fixed hand.
1. Simple rotation games (rolling wrists, 'stirring' motions) to introduce the sensation of forearm rotation before it is ever named as technique.
1. Tone production modelled by the teacher through demonstration and imitation, in the spirit of the Russian school's emphasis on ear-before-hand: the student is asked to match a sound, not just a finger action.
[bookmark: _Toc237690141]Repertoire & Historical Context
Simple five-finger pieces, folk tunes, and pre-classical miniatures (e.g. from method series and early Bartók, Gillock, or similar). Historical framing is kept to short, vivid context: who wrote this, when, and what kind of piece it is (a dance, a lullaby, a march), building the habit of asking these questions before playing.
[bookmark: _Toc237690142]Theory & Aural
Staff notation, note values to quaver, time signatures 2/4, 3/4, 4/4, basic key signatures (C, G, F). Informal aural work: clapping back rhythms, singing back short phrases, identifying same/different phrases by ear.
[bookmark: _Toc237690143]Analytical Work
None formally but pattern-spotting is encouraged conversationally ('does this bit repeat?', 'is this the same tune as before?') as the earliest precursor to structural listening.
[bookmark: _Toc237690144]Listening
Short guided listening to the teacher's own playing and one or two recordings per term of pieces related to what the student is learning, framed simply: 'what did you notice?'
[bookmark: _Toc237690145]Aesthetics & Interpretive Discussion
Introduced only as open questions such as 'did you like that piece? why?' to normalise having and articulating a response to music from the outset.
[bookmark: _Toc237690146]Suggested Materials
A structured beginner method (e.g. Faber Piano Adventures, Alfred, or Trinity's Piano Star), a manuscript/theory workbook, and a listening playlist curated by the teacher.
[bookmark: _Toc237690147]

Required Reading
Technique: Thomas Mark, What Every Pianist Needs to Know About the Body, the student's first technique text, assigned from the very first weeks of lessons.
Historical: David Dubal, The Art of the Piano: Its Performers, Literature, and Recordings, an accessible, anecdote-rich entry point into the instrument's history and repertoire, read in short assigned excerpts rather than cover to cover at this stage.
Aesthetic: As above (Dubal); a dedicated aesthetics text is introduced from Lower Intermediate level.
Analysis: The student's structured ABRSM/Trinity theory workbook serves as the first formal reading on how music is put together.


[bookmark: _Toc237690148]5.2  Elementary
Exam alignment: ABRSM / Trinity Grades 1–2
Stage goals: Consolidate reading across a wider range with hand position shifts; build a genuine legato and simple cantabile; begin structured scale and arpeggio work; pass first formal exams if the student is on the exam track.
[bookmark: _Toc237690149]Technical Focus
1. Forearm rotation formally named and practised through simple broken-chord and interval patterns, the physical basis for evenness in scales later on.
1. Ongoing Alexander-informed attention to seat height, distance from the keyboard, and freedom in the shoulders and neck, checked briefly at the start of most lessons as a habit, not a lecture.
1. Introduction to weight-transfer and 'singing tone' exercises drawn from Russian pedagogy (e.g. slow, listening-led practice of a single melodic line, pressing 'into' the key bed rather than striking it) to build tone quality early, before speed is a factor.
1. Simple in-and-out motion introduced for black-key/white-key transitions.
[bookmark: _Toc237690150]Repertoire & Historical Context
Early Baroque dances, Classical sonatinas (Clementi, Kuhlau at the easiest levels), Romantic miniatures, and contemporary exam-list pieces. Each new piece is briefly placed in time and style before technical work begins, becoming a fixed habit of the lesson, not an occasional add-on.
[bookmark: _Toc237690151]Theory & Aural
ABRSM/Trinity Grade 1–2 theory syllabus: intervals, simple key signatures to two sharps/flats, basic cadences (I, IV, V by ear and by name), simple ornament recognition (trill, mordent).
[bookmark: _Toc237690152]Analytical Work
First steps in phrase-level listening: identifying question-and-answer phrases, simple binary (AB) form, and where the 'main tune' returns.
[bookmark: _Toc237690153]Listening
Comparative listening begins in a simple form, two recordings of the same or a very similar piece, asking the student to describe (not judge) what differs: tempo, tone, pedalling, mood.
[bookmark: _Toc237690154]Aesthetics & Interpretive Discussion
Discussion moves from 'did you like it' to 'why might the composer have wanted that effect'; an early, non-technical entry into interpretive reasoning.
[bookmark: _Toc237690155]Suggested Materials
Grade-appropriate exam repertoire books (ABRSM/Trinity), a scale and arpeggio manual, continued theory workbook, and a small curated recordings library per piece.
[bookmark: _Toc237690156]Required Reading
Technique: Thomas Mark, What Every Pianist Needs to Know About the Body (continued); Seymour Bernstein, With Your Own Two Hands.
Historical: David Dubal, The Art of the Piano (continued).
Aesthetic: As above (Dubal); informal discussion continues (see Section 3.4).
Analysis: Theory workbook, as above.
[bookmark: _Toc237690157]5.3  Lower Intermediate
Exam alignment: ABRSM / Trinity Grades 3–4
Stage goals: Develop independence between the hands, expand dynamic range and pedalling, secure a wider range of touches (staccato, legato, portato), and build the stamina and concentration for longer pieces.
[bookmark: _Toc237690158]Technical Focus
1. Taubman's five core movements (alignment, forearm rotation, in-and-out motion, walking hand and forearm, shaping) are now named explicitly and practised in short daily technical routines, always tied back into repertoire rather than left as abstract drills.
1. Alexander Technique work extends to whole-body awareness during more demanding passages, noticing where tension creeps in during a difficult bar, and using inhibition (pausing before reacting) rather than forcing through a mistake.
1. Pedalling technique introduced with attention to the foot, ankle and leg as part of the same 'unified use of self' rather than a separate mechanical skill.
1. Russian-school image-based teaching becomes more prominent: asking the student to imagine an orchestral instrument, a voice, or a physical gesture (a wave, a breath) to shape tone and phrasing, rather than relying purely on verbal dynamic instructions.
[bookmark: _Toc237690159]Repertoire & Historical Context
Bach two-part inventions or easier preludes, Classical sonatina and early sonata movements, Romantic character pieces, and 20th/21st-century exam pieces for stylistic breadth. Historical context expands to include brief discussion of the instrument of the era (harpsichord vs. fortepiano vs. modern piano) and what that implies for touch and articulation.
[bookmark: _Toc237690160]Theory & Aural
ABRSM/Trinity Grade 3–4 theory: transposition, more remote key signatures, compound time, all standard cadences by ear, basic harmonic function (tonic/dominant/subdominant) in context of pieces being played, not just in isolation.
[bookmark: _Toc237690161]Analytical Work
Introduction of simple structural reduction: identifying the melodic 'skeleton' of a phrase by singing or playing just its most important notes, as an intuitive first step toward later Schenkerian thinking, without yet naming it as such.
[bookmark: _Toc237690162]Listening
Structured comparative listening (2–3 recordings per major piece) with guided questions on tempo choice, rubato, pedalling, and articulation, building a vocabulary for describing interpretive difference.
[bookmark: _Toc237690163]Aesthetics & Interpretive Discussion
Short discussions on why professional performances of the same piece differ, introducing the idea that a score is a set of instructions open to more than one valid reading.
[bookmark: _Toc237690164]Suggested Materials
Grade 3–4 exam anthologies, Taubman-informed technical exercise sets, a harmony/theory workbook, and an expanding personal recordings library organised by piece.
[bookmark: _Toc237690165]

Required Reading
Technique: Barbara & William Conable, How to Learn the Alexander Technique.
Historical: Harold C. Schonberg, The Great Pianists.
Aesthetic: None assigned yet — informal discussion continues (see Section 3.4).
Analysis: None formal yet.


[bookmark: _Toc237690166]5.4  Intermediate
Exam alignment: ABRSM / Trinity Grades 5–6 (Grade 5 theory typically completed here if not already)
Stage goals: Achieve real technical fluency across scales, arpeggios and standard figuration; develop an independent practice method; begin genuine interpretive decision-making rather than only following teacher instruction; read and understand a score analytically, not just mechanically.
[bookmark: _Toc237690167]Technical Focus
1. Full integration of the Taubman movement vocabulary into virtuosic figuration (scales, arpeggios, octaves at an introductory level, double notes), with explicit attention to preventing tension-related injury as difficulty increases.
1. Alexander Technique principles applied to performance anxiety and platform presence: use of inhibition and directed thought before playing, awareness of breath, and recognising habitual tension patterns under pressure.
1. Deeper Russian-school work on tone colour and voicing in multi-voice textures (bringing out an inner melody, balancing chords), often taught through imagery and demonstration alongside technical explanation.
1. Coordinate motion revisited for octave and chord passages, avoiding isolated finger/wrist strain.
[bookmark: _Toc237690168]Repertoire & Historical Context
Bach three-part inventions or preludes and fugues (easier WTC selections), full Classical sonata movements (Haydn, Mozart, early Beethoven), substantial Romantic repertoire (Mendelssohn, Chopin waltzes/preludes, Schumann), and a wider range of 20th/21st-century styles. Historical and biographical context is researched in part by the student, not just delivered by the teacher.
[bookmark: _Toc237690169]Theory & Aural
ABRSM/Trinity Grade 5–6 theory: four-part harmony basics, modulation, figured bass reading, more detailed formal terminology (sonata form outline, rondo, theme and variations).
[bookmark: _Toc237690170]Analytical Work
First formal introduction to Schenkerian-informed thinking, kept practical rather than technical: identifying structural (background) tones versus decorative (foreground) tones in a phrase, recognising prolongation of a harmony across several bars, and using this to inform fingering, dynamic shaping and voicing decisions always applied to the piece at hand, not taught as abstract theory.
[bookmark: _Toc237690171]Listening
Comparative listening becomes a required part of preparing any new major work. Students are asked to bring observations from at least two contrasting recordings to a lesson before interpretive decisions are finalised.
[bookmark: _Toc237690172]Aesthetics & Interpretive Discussion
Discussion broadens to questions of historical performance practice versus modern interpretive freedom (e.g. ornamentation in Bach, pedalling in Beethoven), and to the student's own emerging taste and how to justify an interpretive choice.
[bookmark: _Toc237690173]Suggested Materials
Urtext editions introduced as standard (Henle, Wiener Urtext, Bärenreiter) alongside performing editions for comparison; a basic harmony and analysis primer; a listening log; ABRSM/Trinity Grade 5–6 syllabus materials.
[bookmark: _Toc237690174]
Required Reading
Technique: George Kochevitsky, The Art of Piano Playing: A Scientific Approach.
Historical: Charles Rosen, Piano Notes: The World of the Pianist (also serves as this stage's aesthetic reading).
Aesthetic: Charles Rosen, Piano Notes: The World of the Pianist.
Analysis: Tom Pankhurst, SchenkerGUIDE: A Brief Handbook and Website for Schenkerian Analysis; Douglass Green, Form in Tonal Music.


[bookmark: _Toc237690175]5.5  Advanced
Exam alignment: ABRSM / Trinity Grades 7–8
Stage goals: Refine a personal, technically secure and historically informed approach to substantial repertoire; consolidate independent analytical and practice skills; prepare for Grade 8 exams, festivals, or progression toward diploma-level study.
[bookmark: _Toc237690176]Technical Focus
1. Taubman and Russian-school approaches are by now fully integrated and largely self-monitored by the student, with the teacher's role shifting toward refinement, injury-prevention checks under performance pressure, and problem-solving for specific passages.
1. Alexander Technique is applied specifically to sustained performance under pressure, long practice sessions, exam and concert preparation with attention to cumulative fatigue and habitual compensations that develop over a whole piece or programme.
1. Advanced voicing, pedalling (including half-pedalling and flutter pedalling where stylistically appropriate), and large-scale dynamic and tonal planning across multi-movement or multi-section works.
[bookmark: _Toc237690177]Repertoire & Historical Context
Substantial works from the Baroque (preludes and fugues, French/English suites), Classical (full sonatas), Romantic (major character pieces, ballades, substantial études), and 20th/21st-century repertoire, chosen to build a rounded stylistic portfolio ahead of Grade 8 or diploma study.
[bookmark: _Toc237690178]Theory & Aural
ABRSM/Trinity Grade 7–8 theory (or equivalent independent study): advanced harmonic analysis, chromatic harmony, contrapuntal analysis (fugal entries, subject/answer/episode structure), score reading beyond the immediate instrument.
[bookmark: _Toc237690179]Analytical Work
Schenkerian analysis is applied more systematically to at least one major work per term, sketching a simple middleground reduction to clarify large-scale voice leading, structural climax, and harmonic goals, and using this directly to inform pacing, dynamic architecture and rubato. Historical-critical reading of the score (editorial markings vs. composer's own) is expected.
[bookmark: _Toc237690180]Listening
Independent comparative listening across a wide range of recordings and performance traditions becomes routine; students are encouraged to identify and articulate their own interpretive stance in relation to what they hear, rather than simply preferring one recording over another.
[bookmark: _Toc237690181]Aesthetics & Interpretive Discussion
Substantive discussion of aesthetics: historically informed performance debates, the ethics and value of interpretive risk-taking, what 'authenticity' can reasonably mean for a modern-piano performance of earlier repertoire, and how personal voice develops within (not against) tradition.
[bookmark: _Toc237690182]Suggested Materials
Urtext editions as standard, supplementary analytical texts (e.g. introductory Schenkerian guides, style-specific performance practice guides), a substantial personal listening archive, and exposure to scholarly or biographical writing on featured composers.
[bookmark: _Toc237690183]
Required Reading
Technique: Heinrich Neuhaus, The Art of Piano Playing; Otto Ortmann, The Physiological Mechanics of Piano Technique.
Historical: Charles Rosen, The Classical Style: Haydn, Mozart, Beethoven and/or The Romantic Generation, matched to the student's current repertoire focus.
Aesthetic: Alfred Brendel, Musical Thoughts and Afterthoughts.
Analysis: Tom Pankhurst, SchenkerGUIDE (now read in full); William Caplin, Classical Form.


[bookmark: _Toc237690184]5.6  Post-Grade 8 / Diploma Track
Exam alignment: ATCL, DipABRSM, LTCL, LRSM and equivalent; conservatoire audition preparation
Stage goals: Develop the technical, analytical and interpretive independence of a mature performer: a self-directed practice methodology, a considered and defensible interpretive stance on each work studied, and performance-readiness under real audition or public conditions.
[bookmark: _Toc237690185]Technical Focus
1. Technical work is by now bespoke to the student's repertoire and physical needs, drawing flexibly across Taubman, Alexander and Russian-school resources as diagnostic tools for specific problems (tension, unevenness, projection, endurance) rather than as a fixed weekly syllabus.
1. Ongoing injury-prevention monitoring, particularly around repertoire with extended demands (concerti, large-scale Romantic or virtuosic works).
1. Attention to the psychophysical demands of public performance: platform deportment, managing nerves, and sustaining quality of tone and structural pacing across a full recital programme.
[bookmark: _Toc237690186]Repertoire & Historical Context
Diploma or audition-level programmes spanning multiple style periods, chosen in consultation with the student's longer-term goals (further study, performance, teaching).
[bookmark: _Toc237690187]Theory & Aural
Independent or supplementary formal study as appropriate (e.g. towards ABRSM/Trinity diploma theory components, or university-level harmony and analysis).
[bookmark: _Toc237690188]Analytical Work
Full Schenkerian graphing (foreground, middleground, and outline background) is used as one of several analytical lenses, alongside formal (sonata-form, thematic) and historical-contextual analysis, to build a complete, defensible interpretive rationale for each diploma or recital work, normally written up in the student's own programme notes.
[bookmark: _Toc237690189]Listening
Systematic discography study for each major work: tracing how interpretive approaches have shifted across performance generations, and situating the student's own choices within that history.
[bookmark: _Toc237690190]Aesthetics & Interpretive Discussion
Full engagement with critical and philosophical questions in performance: the relationship between analysis and interpretation, historically informed performance practice, the performer's responsibility to score versus tradition versus personal expression, and articulation of a coherent artistic voice.
[bookmark: _Toc237690191]Suggested Materials
Full urtext and scholarly editions, dedicated analytical and historical texts per work studied, professional-standard recordings archive, and (where relevant) mock-exam or mock-audition sessions.
[bookmark: _Toc237690192]



Required Reading
Technique: Abby Whiteside, Indispensables of Piano Playing; Heinrich Neuhaus, The Art of Piano Playing (revisited in depth); The Russian Piano School: Russian Pianists and Moscow Conservatoire Professors on the Art of the Piano.
Historical: Charles Rosen, The Classical Style and The Romantic Generation, studied in full; Richard Taruskin, The Oxford History of Western Music (relevant volumes, as reference).
Aesthetic: Alfred Brendel, On Music: His Collected Essays; Peter Kivy, Music Alone: Philosophical Reflections on the Purely Musical Experience.
Analysis: Allen Cadwallader, David Gagné & Frank Samarotto, Analysis of Tonal Music: A Schenkerian Approach; Heinrich Schenker, Free Composition.


[bookmark: _Toc237690193]6. Lesson Structure Templates
Lesson length at [Company Name] may vary between 30 and 60 minutes depending on the student's age, stage, and family circumstances. Rather than giving every strand of the curriculum a thin slice every single week, each stage below is built around a weekly core, the handful of activities that genuinely need to happen at every lesson and a rotating focus slot, in which one strand at a time receives real depth. Over a two-, three- or four-lesson cycle (set out below for each stage), every strand still gets its proper turn; on any given week, though, the student gets a substantial block of time on that week's topic rather than a rushed taste of everything. Teachers should log which position in the cycle was covered each week (a simple rotation tracker is sufficient) so that nothing is silently skipped over a term, and should feel free to hold a strand's turn over by a week where a student clearly needs longer on it. The cycle is a planning tool, not a rigid formula.
[bookmark: _Toc237690194]6.1 Foundation to Elementary Stage (stages where 30-minute lessons are most common)
At this stage the core spine, posture, technical warm-up, and repertoire is non-negotiable every week, since steady weekly progress on pieces matters most for newer students still building basic fluency. Theory & aural, Listening & discussion, and Sight-reading / games rotate through a three-week cycle, each taking the full remaining block on its week rather than a few thin minutes every week.
[bookmark: _Toc237690195]Weekly Core (every lesson)
	Activity
	30 min
	45 min
	60 min

	Posture / body awareness check-in
	2 min
	3 min
	4 min

	Technical warm-up (rotation, alignment games)
	5 min
	7 min
	10 min

	Repertoire: new material
	8 min
	12 min
	15 min

	Repertoire: review / polishing
	7 min
	10 min
	12 min

	Core subtotal
	22 min
	32 min
	41 min



[bookmark: _Toc237690196]Rotating Focus Slot (3-lesson cycle)
	Cycle Week
	Focus Activity
	30 min
	45 min
	60 min

	Week 1
	Theory & aural — deep dive
	8 min
	13 min
	19 min

	Week 2
	Listening & discussion — deep dive
	8 min
	13 min
	19 min

	Week 3
	Sight-reading & rhythm games — deep dive
	8 min
	13 min
	19 min



On its scheduled week, a strand gets the full flex block above; on the other two weeks of the cycle it is set aside entirely rather than squeezed in, so that the featured strand can be taught properly (e.g. a real ear-training game, a full comparative-listening discussion, or a proper sight-reading sequence, rather than a token minute of each). Where a student is approaching an exam or a performance, the teacher may pause the rotation and hold the slot on repertoire polishing for a few weeks, resuming the cycle afterwards from wherever it left off.
[bookmark: _Toc237690197]6.2 Intermediate to Diploma Stage (where 45–60 minute lessons are standard)
The spine at this stage is technical work and repertoire (both primary and secondary pieces), which are kept in every lesson because ongoing physical and musical maintenance of repertoire cannot be deferred. Analysis, theory/harmony, listening & aesthetic discussion, and sight-reading rotate through a four-week cycle, each taking a genuinely substantial block on its week.
[bookmark: _Toc237690198]Weekly Core (every lesson)
	Activity
	30 min (compressed)
	45 min
	60 min

	Technical work (Taubman / Alexander focus)
	5 min
	8 min
	10 min

	Repertoire: primary work in depth
	12 min
	18 min
	22 min

	Repertoire: secondary work(s)
	5 min
	8 min
	12 min

	Core subtotal
	22 min
	34 min
	44 min



[bookmark: _Toc237690199]Rotating Focus Slot (4-lesson cycle)
	Cycle Week
	Focus Activity
	30 min
	45 min
	60 min

	Week 1
	Analysis — structural / Schenkerian deep dive
	8 min
	11 min
	16 min

	Week 2
	Theory / harmony — deep dive
	8 min
	11 min
	16 min

	Week 3
	Listening & aesthetic discussion — deep dive
	8 min
	11 min
	16 min

	Week 4
	Sight-reading — deep dive
	8 min
	11 min
	16 min



As at the earlier stage, a 30-minute lesson only really accommodates the core plus one full focus block, so the rotation matters more, not less, when time is short. Resist the temptation to slice the focus block into four weekly slivers, since a genuine Schenkerian reduction or a real comparative-listening discussion needs an unbroken block to be worth doing at all. Immediately before an exam, festival or diploma recital, the teacher may suspend the rotation in favour of repertoire and performance-readiness work, then resume the cycle afterwards, picking up at the strand that was paused.


[bookmark: _Toc237690200]7. Written Work: The Bi-Monthly Essay Programme
Alongside performance and repertoire study, every student, from their very first term through to diploma level, completes a structured written essay every two months. This is a deliberate, non-optional part of the curriculum, not an add-on: Meliora Academy trains students toward careers in performance and independent research, and the ability to think and write clearly about music is as much a professional skill as the ability to play it. The programme is designed to build, over years, the research, argument, and deadline discipline expected at university or in professional practice.
[bookmark: _Toc237690201]7.1 Cadence & Release
Each essay cycle runs for two months. The next question is released the moment a student submits the current essay, not on a fixed calendar date. A student who submits early is simply given more time on the next question, never less. This means motivated students can build a running head start over a year, while a student who uses the full window always has their next question ready to begin the same day they submit.
[bookmark: _Toc237690202]7.2 Extensions
The standard window is two months, which is intended to represent as much preparation time as the programme can reasonably give. If a student needs more time, they must request an extension before the deadline — extensions are never assumed or granted automatically. A single extension of up to two weeks is available; there is no second extension, and no extension is granted after the deadline has already passed. This mirrors how deadlines generally work at university and in professional life, and is intended to build that habit early: ask for more time if genuinely needed, ask before the deadline, and ask once.
[bookmark: _Toc237690203]7.3 Topic Rotation
Questions rotate through six categories, one per two-month cycle, repeating annually with fresh questions each cycle so that a student remaining at one stage for multiple years is never given the same question twice.
	Cycle
	Category

	1
	Aesthetics & Philosophy of Music

	2
	Historical & Contextual Study

	3
	Performance, Interpretation & Practice

	4
	Technology & the Changing Musical Experience

	5
	Critical Listening & Comparative Analysis

	6
	Professional Practice, Career & the Musician's Life



[bookmark: _Toc237690204]7.4 Format & Length by Stage
Essay length and formality scale with curriculum stage, culminating in a full academic-style essay with citations at diploma level. All students on this programme are assumed to be at least 14 years old; questions and expected writing register are set accordingly at every stage, including Foundation. Meliora Academy does not treat any stage of this curriculum as a children's programme, even where a student is an adult beginner starting from nothing.
	Stage
	Format
	Length

	Foundation
	Guided reflective response; first exercise in writing about music
	150–250 words

	Elementary
	Structured paragraph(s); a clear point supported by a reason
	250–350 words

	Lower Intermediate
	First formal essay — introduction, body, conclusion explicitly taught
	400–600 words

	Intermediate
	Structured argument, informally referencing required reading and listening
	600–900 words

	Advanced
	Developed argument with informal citation of sources, tied to current repertoire
	900–1,300 words

	Post-Grade 8 / Diploma
	Full academic essay, Harvard-style citations and bibliography
	1,500–2,500 words



The full question bank, organised by stage and category, is given in Appendix A.


[bookmark: _Toc237690205]8. Assessment & Progression Policy
[bookmark: _Toc237690206]8.1 Ongoing Assessment
1. Termly review of technical fluency (evenness, tone, freedom from tension) against the technical focus points for the student's current stage.
1. Repertoire assessed for both accuracy and interpretive understanding; a piece is not considered complete when notes are correct but before the student can explain and justify their interpretive choices.
1. Theory and analytical understanding assessed through discussion and short written or verbal tasks, not only through formal exam papers.
1. A listening log (from Elementary level onward) reviewed each term to ensure comparative listening is genuinely taking place, not merely logged.
1. Required reading (Section 5, each stage) checked in through informal discussion each term, so it remains a living part of lessons rather than a list handed over and forgotten.
1. Bi-monthly essays (Section 7) tracked against the release/submission/extension record for each student, so patterns of lateness or avoidance are visible early rather than only at exam time.
[bookmark: _Toc237690207]8.2 Formal Exams
Where a student and family choose the exam track, ABRSM or Trinity graded exams are taken when a student is genuinely ready across all four syllabus areas (pieces, scales/technical work, sight-reading, aural), rather than on a fixed annual schedule. 
[bookmark: _Toc237690208]8.3 Progression Between Stages
Progression to the next curriculum stage is based on demonstrated readiness: technical security appropriate to the stage, comfort with the analytical concepts introduced, and genuine (not rote) engagement with the listening, reading and aesthetic components. A student may be advancing through repertoire difficulty faster than through analytical or historical depth, or vice versa; teachers should track and report on these dimensions separately rather than collapsing them into a single "level."


[bookmark: _Toc237690209]9. Materials & Resources
[bookmark: _Toc237690210]9.1 Technique
1. Edna Golandsky / Taubman Institute instructional materials and workshop recordings
1. Thomas Mark, What Every Pianist Needs to Know About the Body, as the core body-mapping reference used from Foundation stage onward
1. Heinrich Neuhaus, The Art of Piano Playing, for the Russian-school philosophical and pedagogical foundation
[bookmark: _Toc237690211]9.2 Editions
1. Urtext editions as standard from Intermediate level onward: Henle, Wiener Urtext, Bärenreiter
1. Performing/annotated editions retained for comparison, particularly to illustrate historical performance practice debates
[bookmark: _Toc237690212]9.3 Theory & Analysis
1. ABRSM and Trinity theory syllabus workbooks, graded to stage
1. An introductory harmony and analysis primer for Intermediate level onward
1. Tom Pankhurst, SchenkerGUIDE, as the standard accessible introduction to Schenkerian analysis from Intermediate level onward
[bookmark: _Toc237690213]9.4 Listening
1. A curated, teacher-maintained recordings library or streaming playlist organised by piece and by composer
1. Student listening logs (physical or digital) from Elementary level onward
[bookmark: _Toc237690214]9.5 Exam Syllabus Materials
1. Current ABRSM and Trinity graded repertoire anthologies and syllabus documents, renewed each syllabus cycle
1. Scale, arpeggio and technical requirement manuals matched to current syllabus


[bookmark: _Toc237690215]10. Notes for Teachers
This curriculum assumes a teacher comfortable moving fluently between physical/technical language, historical and stylistic knowledge, basic analytical method, and open-ended aesthetic discussion. Where a teacher's own training is stronger in one strand than another (for example, strong technical grounding but limited familiarity with Schenkerian method), Meliora Academy should provide or signpost appropriate continuing professional development rather than allowing a strand of the curriculum to be quietly dropped.
The Required Reading lists in Section 5 are set for students, not only teachers, at every stage of this curriculum. Reading, essay questions and classroom language should be pitched accordingly throughout: this is a pathway toward a career in performance or teaching. Teachers should check in on required reading each term (see Section 8.1) rather than treating the list as a one-off handout.
The bi-monthly essay programme (Section 7) should be treated with the same seriousness as repertoire preparation. Teachers are responsible for releasing the next question immediately on submission of the current one, and for enforcing the extension policy consistently — granting an unrequested extension, or a second one, undermines the deadline discipline the programme exists to build.
Above all, the integration described in Sections 2 and 3 should feel, from the student's side, like a single coherent way of learning music — not a checklist of unrelated boxes to tick in sequence. A technical correction, a historical note, a moment of analytical insight, and a question about interpretive taste should all, ideally, arise from and return to the same musical moment in the same piece.


[bookmark: _Toc237690216]Appendix A: Essay Question Bank
One sample question per category is given for each stage below. Teachers should use these as models when setting fresh questions each year, so that a student remaining at one stage across multiple cycles is never given a repeated question (see Section 7.3).
[bookmark: _Toc237690217]Foundation
	Category
	Sample Question

	Aesthetics & Philosophy of Music
	What is it about your current piece that made it enjoyable, interesting, or worth persisting with? Be specific about what in the music itself creates that effect.

	Historical & Contextual Study
	Find one fact about the composer of your current piece. Does knowing it change how you think about the music?

	Performance, Interpretation & Practice
	Describe one moment in a recent practice session where something 'clicked.' What specifically helped it click?

	Technology & the Changing Musical Experience
	Do you prefer listening to recordings or hearing music performed live? Explain what's different about the two experiences for you.

	Critical Listening & Comparative Analysis
	Listen to two different recordings of a simple piece you know. Describe one clear difference between them.

	Professional Practice, Career & the Musician's Life
	What first drew you to the piano? Has that reason changed, or stayed the same, since you started lessons?



[bookmark: _Toc237690218]Elementary
	Category
	Sample Question

	Aesthetics & Philosophy of Music
	Describe a piece you've played or heard that created a strong mood. Which specific musical choices — tempo, dynamics, articulation — created that mood?

	Historical & Contextual Study
	Research the period your current piece was written in. What was happening in the wider world at the time, and do you think it's reflected in the music?

	Performance, Interpretation & Practice
	Explain your current practice routine. What is one specific change that could make it more effective?

	Technology & the Changing Musical Experience
	How do you use recordings or apps in your learning? What are the benefits, and what are the drawbacks?

	Critical Listening & Comparative Analysis
	Compare two recordings of a piece you know. Which do you prefer, and why, in specific musical terms?

	Professional Practice, Career & the Musician's Life
	What does 'being a musician' mean to you? Does it require a career in music, or can it mean something broader?



[bookmark: _Toc237690219]Lower Intermediate
	Category
	Sample Question

	Aesthetics & Philosophy of Music
	Is a 'wrong note' always a mistake? Discuss with reference to a piece where an unexpected harmonic or melodic choice is musically effective.

	Historical & Contextual Study
	Describe the instrument your current piece would originally have been played on. How does this affect decisions about touch, articulation and dynamics on a modern piano?

	Performance, Interpretation & Practice
	Describe your approach to practising a difficult passage. What specific strategies do you use, and which are most effective for you?

	Technology & the Changing Musical Experience
	How do you use recordings or practice apps to support your learning? Discuss both the benefits and the limitations.

	Critical Listening & Comparative Analysis
	Compare two recordings of a piece you are learning. What differs in tempo, articulation or mood, and which interpretation do you find more convincing?

	Professional Practice, Career & the Musician's Life
	Research what a professional pianist's typical week might involve — teaching, practising, performing, administration. How does this compare to what you expected?



[bookmark: _Toc237690220]Intermediate
	Category
	Sample Question

	Aesthetics & Philosophy of Music
	Can two very different performances of the same piece both be 'correct'? Discuss with reference to a piece you are currently studying.

	Historical & Contextual Study
	How did the political or social conditions of your composer's time influence the piece you are studying?

	Performance, Interpretation & Practice
	Explain how you decided on fingering, pedalling or dynamics in one passage of your current repertoire, and what alternatives you considered.

	Technology & the Changing Musical Experience
	Streaming makes almost any recording instantly available. Has this made listeners more discerning, or less?

	Critical Listening & Comparative Analysis
	Compare three recordings of a piece in your repertoire. What does each performer seem to prioritise?

	Professional Practice, Career & the Musician's Life
	Interview a working musician — teacher, performer, or both — about a typical week. What surprised you about their answer?



[bookmark: _Toc237690221]Advanced
	Category
	Sample Question

	Aesthetics & Philosophy of Music
	"Authenticity in performance is a myth." Discuss with reference to a Baroque or Classical work you have studied.

	Historical & Contextual Study
	Compare the treatment of a single musical form — for example the minuet, the nocturne, or the étude — across two style periods.

	Performance, Interpretation & Practice
	Discuss the relationship between technical difficulty and musical meaning in a virtuosic passage from your repertoire.

	Technology & the Changing Musical Experience
	Discuss how recording technology has changed what audiences expect from a live performance.

	Critical Listening & Comparative Analysis
	Trace how performance style for one work has changed across three recordings from three different decades.

	Professional Practice, Career & the Musician's Life
	What skills beyond piano playing does a professional musician need? Discuss with reference to a career path that interests you — performance, teaching, accompanying, arts administration, or otherwise.



[bookmark: _Toc237690222]Post-Grade 8 / Diploma Track
	Category
	Sample Question

	Aesthetics & Philosophy of Music
	To what extent should interpretation be constrained by the composer's known intentions? Discuss with reference to two contrasting recordings of a work in your repertoire.

	Historical & Contextual Study
	Discuss the reception history of a work in your repertoire — how has understanding of it changed since its premiere?

	Performance, Interpretation & Practice
	Write programme notes for one recital work, justifying your interpretive choices against the score, its historical context, and at least two recordings you have studied.

	Technology & the Changing Musical Experience
	"The recording has replaced the score as the primary reference point for performers." Discuss, with reference to your own preparation of a repertoire work.

	Critical Listening & Comparative Analysis
	Write a comparative discography study of a programme work, situating your own interpretive choices within the tradition you have traced.

	Professional Practice, Career & the Musician's Life
	Write a professional development plan for the next two years, identifying specific skills, experiences or qualifications to pursue toward a career in performance, teaching, or another music profession.
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