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CHAPTER I

- STATEMENT OF THE PROBLEM AND
REVIEW OF RESEARCH

It is a generally accepted truism that many elementary

classroom teachers do not possess the minimsl skills required

vto sustain an effective music program in their classrooms.

Tt was the intent of the writer to attempt to discover to
what extent this assumption was warrsnted by constructing and
adninistering, individually, 2 test of "performance" dealing
with basie music skills to a representa%ive group of fifty
elementary classroom teachers in three different communitiles.
From the findings one should be able to determine whether

a program of in-service education is needed in the field of
music. Such 2 progrem would be designed to equip teachers
with the basic skills needed to carry on a successful general
music program. Even more important, it should instill in
these teachers the desire to want to teach music by bolstering
their confidence, by "proving" to them that one need not be

a highly trained musiec speciaiist to do a creditable job
with a classroom muslic programe.

Regarding this last point, Bryan makes the following

1 Janice W. Bryan, "Musical Growth of the Classroom
Teacher,! Music Educators Journal, 37:28, June, 1951.
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comment which should give hope and encowragement to teachers
who take a dim view of theilr ability to teach music:

They (classroom teachers) have long felt a frustration
because of theilr lnadequacy in the field of musie. There
may be emotional blocks because they have been told that
they are unmusical. Glven even a slight understanding
of the materials of which music 1s constructed, the tonal
and rhythmic relationships, and insight into its sym-
bolism, 2 simple skill - some "avenue of growth" - and
the classroom teacher is an enthuslastic amateur with a
genulne love of music. If we are not too anxlous to
"teach! or Usupervise', they are eager to learn.

& tfloroug'h‘ review of the research done in the area of
music education shows that no graduate study has, to this
point (1952)., concerned itself with the individual testing
of in-service classroom teachers in an attempt to determine
their status regarding competency with many of the basiec
music~-reading skills. Kielyl, however, has since done an ex-
cellent and éxtensive study which merits careful study and
analysls. Consequently this chapter will concern itself
primerily with the trend of authoritative opinion regarding
the reasons for the generally poor musical status of ele-
mentary classroom teachers; the role of the teacher-training
institutions as a major contributing factor to existing con-

ditions; how a practical, widespread in-service training

1 Demnis K. Kiely, An Evaluation of the Competencies of
Beginning Elementary Classroom Teachers In WMusi¢ Theory and
Singin __%n Various Teacher-Training Institubions of New
En%ing, UnpubIlished Doctoral DisseFtation, Boston University,




program can do. mich to ameliorate this situation; what can
and should be the expected contriltution from the elassroom
teacher to the overall music program; and, finally, the role
of the music supervisorl in today's elementary school musie
programe.

Present status of many elementary classroom teachers.

In view of prevalling conditions, mentioned briefly above
and which will be more fully discussed later in this. chapter,
the following observation by Loveless® merits attention at
this point.

Of great concern to the music educator is the
trend toward the teaching of music in the elementary
grades by the classroom teacher. The music educator
agrees with the specialist in general education that
for several reasons this is highly desirable. Still,
we have t0 admit that even under the most propitious
conditions, that often when the muslic teacher is
withdrawn from the grades no music at all is given
the children. Or, even worse, the music 1s presented
with so little understanding of the special problems
that young children face in music that the children
might better mve no music at alle. Usually, the
teacher has had no training in music, or the training
left the teacher so aware of her deficiencies that
she is on the defensive. Gradually, music becomes
more and more neglected outside of a brief but in-’
tensive learning period before a program when the
children who can already carry a tune are hurriedly
taught several songs.

1l The terms supervisor; counselor, consultant and
specialist will be used inberchangeably throughout this study.

2 Marian Ioveless, "Music for the Classroom Teacher,"
Educatlon, 72439, September, 1951,
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Wrightl points out that at present, "The teacher's
attitude toward the subject is limited 1ess‘by her lack of
talent than by her lack of musical training and experience.'
A thorough and objective investigation of the status of the
classroom teachers in one school system by Dodson2 brings to
light the following conditions which, it is believed, are
typlcal of many situations. Her findings, then, are of
general interest and value. The author had this to say re-

garding her situation:

First, the idea that music 1s something remote and
ethereal is prevalent in the minds of many teachers,
particula rly those who had no background in the study
of music. These teachers have been indoctrinated
with the idea that one mmst possess some "special

© talent™ in order to teach -~ or even understand - music.
Second, there was no course of study or outline that
would glve expliclt directions to the teacher for
teaching a2 course in music. Third, the materials
which were needed to teach a course of music were so
scattered that it was next to impossible for s teacher
to secure those necessary materials, or to know where
to look for them.

The generally-agreed-upon weaknesses of the classroom
teacher, as put forth by Bryan5 ares

K lack of performance skill or any performmnceé
medimm and lack of knowledge of musical notation; an
unawareness of the tonal-rhythmic resources of music;
little understanding of the simplest structural re-

lationships; a meager or non-existent familiarity with
the literature.

1 Frances Wright  Elementary Music Education,Theory
and Practice (Revised), New Yorks:Cerl PisScher,Incss1041,psl7.

2 Mary Dodson, "But I Can't Teach Music,' Educational
Music Magazine, 27:41l,.January, 1948.

3 Bryan, loc. cite.




The role of teacher-~training institutions. 1In a paper

summariging the consensus of opinion of a large group of in-
service music supervisors attending a Boston University Col~
L
lege of Music Workshop, cliffordl, in effect, says that the
experiences most of these supervisors mve had with classroom
teachers makes it clear that most persons upon graduating from
teacher-training institubtions are not ready to teach music in
the grades. Grantz, in the preface to his very excellent book
states that, "Many college instructors will verify the state-
ment that theﬂmajority of elementary education students enbter
college with imadequate grounding in musics often none at all.tt
Furthermore, he later sums up the generally prevailing cir-
cumstances as follows: '
The average college student entering a teacher-

training course often has had xo previous instruction

in music, maybe not even the public-school training

which she as teacher will soon be imparting to

children whos e grade~school curriculum is perhaps

richer than was hers. Not all of those who have had

music have enjoyed thorough or accurate instruction;

but even when they have had the benefit of good

teaching they often find that this knowledgg hes be=-
come insecure during the intervening years.

1 Timothy F.Clifford, "Improving the Music Preparation
of the Classroom Teacher," Modern Practices in Music Education,
Boston University Workshop In Music Educatlon,p.63, July-
August, 1951,

2 Parks Grant, Music for Elementary Teachers, New York:
Appleton-Century-Crofts, Inc., 1961, vii.

13

3 Ibid., p. 1.




The preceding quotation is considerably substantiated
by a study of the data presented by 150 institutions which
shows that "Insufficient pre~college musical training 1s the
most difficult obstacle to overcome in the education of school
music teachers."t Unfortunately, as Wrightz points oub,

UThe usual collége curriculum, moreover , makes inadequate
provision for training in the teaching of music." “In the
typically crowded college curriculum, McEachern tells us,
UThe student has 1little time to discover what music is, or to
determine whether it may be best regarded as a science, an
art, or a language.“s

A rather extensive research by McLellan% shows that
the pattern for required courses in music for fubure ele-
mentary teachers is generally the same in training insti-
tutions. It is poinﬁed out that the following condltions

are typical of most training centers.

1 Edna McEachern, YEducation of School Music Teachers,!
Contributions to Education, No. 701, p. 44, Bureau of Publi-
cations, Golumbisa University.

2 Wright, loc. cit.
3 McEachern, loc. cit.

4 Beth McLellan, "Music Training for Elementary -
Teachers,! Music Educators Journal, 35:19, April, 1949.

~




The requirement 1s for one course in music and
one course in methods of teaching music at certain
grade levels. In some colleges only the latter is
required. In only a few is ability tp play an in-
strument or to sing listed as a requirement - and
then, almost always, only for teachers of nursery
school, kindergarten, or primary grades. Briefly.,
this means that practically all elementary teachers
are required to take a course in "how to teach
music. Many prospective elementary classroom .
teachers, then, are introduced to the intricacies
of the musical language through a course which €an
only be thoroughly inadeguate in covering the mul-
titude of ideas involved, snd only a very few are
required to develop some abllity in playing an in-
strument or in singing.

How absurd, this authorityl justifiably poﬁnﬁs out s
i1t would seem if we Were t0 of fer a course in "how to
teach reading" to a group of persons who thensélves cannot
read. Yet do;ens of colleges do precisely thls in music.

More specifically, Clifford® comments on current
curriculum practices of teacher-trainlng institutions in
the state of Massachusebts. As a resmlt of his study, he
states:

Currentlys the Massachusetts State Teachers
Colleges offer for elementary teachers required
programs which vary from five to eight hours.

The courses generally inelude Apprecilation, Theory,
ard Methods, with no uniformity as to scope and
sequence. Catalogue descriptions of content and
texts used suggest adult, conservatory approaches
suited more to music majors (than to prospective
glassroom teachers, many of whom possess little or
no previous musical training or experiences.)

tt

1 Tbid.., jo 45.
2 ¢lifford, op. cit., pp. 64-65.




What we must offer is training to develop in the
college student an understanding and a reasormble
mastery of the musical environment we hope to pro-
vide for children in the elementary grades.
A studyl actually shows that in many institutions it
is possible for a prospective elementary teacher to com-

plete her teacher-training courses and never see a music

lesson taught to children. It is amazing to find another

authority2 reporting that heads of many elemeni:ary teacher-~

training instltutions claim the loss of fine potential
teachers because of ﬁhe required course in music. Horn::’.ng5
further makes the following statement which most teacher-
training institubtions might do well to consider:

Questionnaires and student forums on teaching
indicate that the modern embryonic instructor
wants "less talk and more doing", more concrete
experiences, more responsibility and more plan-
ning in which he may have a part. He does not
want to be told, but rather he wishes to find
out for himself. He is not interested in facts
and theories as such, tut in the working and
kneading of facts for desired results.

1 Touise K. Myers, "Music Education in the Pre-
Service Training of Elementary School Teachers,! Journal
of Teacher Education,4: , September, 1942. .

, 2 Ralph V. Horning, "Teacher Training in Musie
Through Group Activity,® Educational Administration and
Supervision, 35:105, February, 1949,

3 Toc. cit.




Obviouslys much of the responsibility for better pre-
paration of elementary classroom teachers lies with the
teacher-training institutions. These colleges, even if they
cannot find more time to devote to music, can at least help
greatly by offering more regllstic, pz;act ical courses in
music ~ courses which offer basic techniques and skills
rather than pure methodology, which presupposes under-
standing of the subject content.

It may well be that in view of the crowded schedules
of most teacher-training colleges., Myers'l assertion that
the most important asset such an institution can iImpart to
a prospective classroom teacher is "a positive atbtitude
toward music and music teaching™ 1s well taken. She implies
that such an attitude will be best engendered if the teacher
has had the experience of creating songs and music, ex-
pressing ideas and emotions through rhythms, and of knowing,
understanding, and enjoying music.

Perheps, as many authorities contend, the only answer
to a more efficlient college preparation for all subject
areas to be taught is extension of the teacher-training

period to a minimum of five years.

1 TLouise K+ Myers, Teaching Children Music in the
Elementary Schools New York: Prentice-Halls Inc., 1950,
p. 199.
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The value &nd need for in-service training or music

workshops. It 1is significant to bear in mind the substance
of a discussion by Hjelmervikl that ever since music was in-
troduced into the public schools of America, the classroom
beacher has, for the most part, been given the responsibility
of bringing music to all children in the elementary school:

even though meny classroom teachers have no pre-service

preparation for classroom music ins truction, while others
have only & casual acquaintance through a course or two in
methods" of teaching music. He suggests that, "A variety of
ip_-serviée training opportunities which might be ‘presented
over an extended number of years offer promising suppleménts
to the capsule courses crowded lnto the elementary teacher-
training curri eu Lum. 2

Sheehyssugges’cs that classroom teachers need to find
more effective and more efficient ways of using the skills
and resources of the music consultant - so that they may be
iqelped to grow musically. An excellent way this end can be
achleved, she points out, is through the use of workshops
for classroom teachers. Tt 1s further brought out that the

direction of these workshops should evolve from the needs of

1 Kenneth Hjelmervik, "Class Piano for Elementary

Classroom Teachers," Music Educators Journal,36:30,February;195Q
2 I;OC- E_J:.'-b-a

. _3 Emme D. Sheehy, "Music and the Classroom Teacher,®
Music Educators Jourmal, 37:56-37, September, 1950.
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the group, but there are certain basic considerations that
must not be overlooked. Specifically, this source implies
what & music workshop.should stress by listing the following
basic teacher needs:

Filrst, teachers need help in discovering the real
musical interests of their children. Identifying
ourselves with children is essential to good teaching.
Let!s do it musically.

Second, a teacher needs to help chlldren to go

further to explore in this area; she needs to be
willing to go along, even though the path is strange

and unfamiliar.
Third, the teacher needs encouragement in finding
out about and utilizing the musical resources of her
community s found in parents, laymen, friends, older
children, and fellow teachers as they can contribute
to a2 vital music program. Here she needs to be very
broadminded about what constitubes music, and especially
she needs to be able to meke these folks feel at ease
in the use of their talents in the classroom experiences.l
"Perhaps reporting the glst of the results of a2 music
workshop for elementary classroom teachers held in Erie,
Pennsylvanla will be sufficient to make clear how, properly
motivated, a workshop in music can do a great deal to per-
petuate more effective music instruction in the classroom.
Peterson, the music supervisor reporting on the results,
stated that, "The workshop evolved from the realization that
growth can taﬁe place only from within, through teacher-
supervisor cooperation toward the fulfillment of mutually-

agreed-upon goals-2 The most valuable attribute of the

1 Sheehy, loc. cit.

2 Carl J. Peterson, "Workshop in Music Education," Music
Educators Joumal, 36:42, January, 1950. X




workshop was sald to be its impersonal nature. Teachers
came because they were interested; because they felt the
lessons were of practical value; because they received
ideas and inspiration; and because they could éarticipate on
an lmpersonal basis.

' The justificatlon of thils feeling on the part of
Petersonlcan best be presented by the followlng comment from
his report:

The writer feels strongly that the impersonal
method will continue to yield the best results
when used to foster teacher growth. It is readily
admitted that visitation and conferences have an
important function in a supervisory program; but,
with tongue in cheek, it also must be said that
there are occaslons when the results often leave
something to be hoped for. In every conference,
the matter of personalities must be reckoned with.
A supervisor is oecasiom lly counslidered a "bosg®
to a greater or lesser degree, and no metter how -
hard he tries, some few teachers may conceivably
tigz his suggestions or comments in an improper
light.

In the impersonal method, elementary teachers
of Erie know there will be certain demonstration
lessons in music on given dates; they know they
mey take advantage of them or not, without pressure
or comment; they have found them to be enlightening
and helpful; and, if they are professionally alert,
they try not to absent themselves.

1l Peterson, loc. cit.
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ing Elementary School Music, Minneapolls: Paul A=

The following comment by Mclellanl makes it clear
that if an effective music program is to reach all children
in the elementary grades, and surely no one will question
the desirability if not the actual necessity that it do so,

realistic in-service training programs need to become wide-

.

spread and accepted by teachers and administrators every-
where.

Although music education has made great strides
in the past half-century, We know it is chiefly
through the music specialist and the occasional
interested, well-trained-by~-chance classroom teacher
that progress has been possible. Nevertheless, today
the largest percentage of elementary school classes
receive music instruction from the classroom teacher.

Fortunately, there is cause for some optimism regarding
the llkelihood that such a program may eventually get the
general acceﬁtance it merits in the following comment by

. 2
Thomps on and Nordholm:

There 1s a growlng tendency on the part of school
administrators to require teachers who are deficilent
in the knowledge and skills in music teaching to take
in-service training until effective teaching in musie
is accomplished. '

Due to the crowded curricula of teacher-training
“institutions the average teacher has had little op-
portunity to gain an enthuslasm or deep appreclation
for music. Due to the nature of ithe courses given,
inspiring and uplifting musical experiences are few.
Therefore it becomes the responsibility of the in-
service program to make certaln that teacher
potentialities are developed.

1 McLellan, 22. cites P 10.

2 Carl 0. Thompson and Harriet Nordholm, Keys to Teach-
g -§Ehmtt Os

T TS TR B WX e WA T




14

There may be some disapproval of the implication that
a trend to reguire teachers to take needed in-service training
ils apparent. However, Loveless points out that, "The shortage
of teachers in the elementary schools has eliminated the pos -
sibility of demanding that an otherwise well-equipped teachef
be refused employment on the basis of poor training or poor
ability in the field of musie."k Consequently, she concludes,
a good in-service program for the teachers who need the
training is one of only two answers to the situation. The
other,; obviously, is better training programs in music for

the student preparing to teach elementary grades.

The role of the classroom teacher in the overall

music program. The minimum physical requirements for teaching

music to children at the elementary grade level, as set forth
by Morgan?, are (1) a pitch sense, so that the intonation of
the tune line will be correct; (2) a rhythmic sense, so that
the flow of the music and the rhythmic patterns will be cor-
rect; and (3) an acceptable singing voice, so that songs
presented by rote will be as near an ideal pattern as possible.

MyersS believes that the elementary classroom teacher

1 Loveless, loc. cit.

2 Hezel N. Morgan, "Music and the Elementary School
Teacher," Education, 72:128-29, Septembers 1951. ‘

Snyers, _?_p_' clt., Pe 186.




15

should have the ability to sing artistically, to read music,
to record music (i.e., to be able to write the musical
symbols for what is heard, correctly - tonslly as well as
rhythmically), to teach, to select materials, and to play
the piano (or some other instrument). It certainly would
be desirable to have classroom teachers so well equipped.
musically speaking, but it wuld be more practical and
realistic to limit our immediate objective to more attainable
goals - such as suggested by Morgan -above.
Along these lines Grantl statess
The teacher obviously must be able to translate
into actual sounds the printed symbols of the music
if she expects to teach anything at all of the sub-
Ject. TIn order to teach, however, knowledge of
what one is aiming at is not enough; one must always
know (1) the subject itself and (2) how to teaech it.
2
Myers reminds us that, "The classroom teacher is the
key for making music for all the children a reality.!
And Mathews!'S suggestion that, "The classroom teacher

should have some of the responsibility~fbr planning the music

1l G-I'?.Ilt, E.E.. Cito’ PP 12-13.
2 Myers, op. cit., preface 1ii.

3 Paul W. Mathews, M"iissouri Workshop for Elementary
Teachers ," Muslc Educators Journal, 37:49, Jenuary, 1951. °

.
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program, not in merely carrying out the inssructions and plans
of the supervisor," is an excellent one.

The need for elementary classroom teachers to be better
prepared to render effective classroom instruction is clear
when one considers Kiely'sl observation that, according to
current trends.,

The place of music in the elementary curriculum
has- changed from the status of a "special” subject
to the point where it is now considered to be an
integral factor in the total development of every
child.

No finer tribute to the vital role played by the ele-
mentary grade classroom teacher can be quoted than the follow-
ing excerpt from Morganc:

Let all administrators, general educators, and
music educators recognize the fact that the performance
perfection vwhich secondary school students and ddults
attain is built upon the fourdations established in the .
elemen tary grades. Further, and more lmportant, the
attitudes toward all fine arts, the utilization of these
arts for richer. living, and the over-all appreciations
are directly related to the attitudes and abilities of
those in charge of elementary classrooms.

The role of the music supervisor. The following com~

ments represent a representative picture of current opinion
regarding the music specialist's funetion in today's ele-

mentary school program.

1 Dennis K. Kiely, An Evaluation of the Compebtencies
of Beginning Elementary Classroom Teachers in Music Theory and
Singing in various Teacher-Training Institutions of New

England , Unpublished Doctoral Dissertation, Boston University,
b6, p. 1l4.

2 Morgan, op. cit., p. 32.
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Cﬁeyettel states that, "YIf our program is to become
functional, we (music supervissrs) must provide the grade
teacher with the necessary abttltudes, skills, insights,
meanings, and appreciations for the sub ject which she is to
teach." A very importent part of the music counsellor's
job, aécarding to Perhanf, is "o help the classroom teacher
find her niche in music and to help her develop along with
the children.! It must.be realized, Dr. Mursell® says, that

The pr:{mary responsibility is always with the

classroom teacher who is in actual contact with
the children, and she must have elbow room to exer-
cilse it. Bubt the music speclalist can and should
serve as her gulde, philosopher and friend.

Many elementary classroom teachers are apparently on
the threshold of musical competence and can be encouraged to
become effective in the teaching of music with sympathetic
understanding and help from thé music specialist. This
factor 1s borne out by Kiely4, who statesz:

1. Beginning elementary classroom teachers in New

England, as a group, have reached a substantial level of
achievement in music theory, but the level of achlevement

1 Irving Cheyebtte, "Music Education for Grade Teachers,|
Educatlonal Musilc Magszine, 27:38, Septenber, 1947.

2 Beatrice Perham, Music in the New School, Chicagos
Neil A. Kjos Music Company, 19373 De B

3 James L. Mursell, Music and the Classroom Teacher,
New York: Silver Burdett Company, 1951s; pe 280.

4 Kiely, op. cit., pp. 126-126.




18

deemed essential by the jury in this study was
not attained. It would appear reasonable to
conclude that the training beginning elementary
classroom teachers have received in music theory
12 not adequate for the self-contained classroom.

2. Beglnning elementary classroom teachers in
New England, as & group, are close to achieving a
level of competency in the ability to provide a
model of singing for children to imitate which
mey be deemed.adequate for the self-contalined
classroom.

3. Beginning elementary classroom teachers in
New England, as a group, have very little ability
in reading new vocal music. In this respect the
effective and independent teaching of music in the
self-conbtained classroom does not seem to be pos-
sible at the present time.

Very strongly subsceribing to the theory that the
most Important single factor in a successful music progranm
in the elementary school is the classroom teacher is Sheehy.l
She corrments. to the music speciallist as follows:

The music program in so many classrooms bogs
domn in the "musical' security o lack of it in
the mind of the home=room teacher. And as long
as the well-intentioned misic specialist con~
tinues to try to make this teacher into an imi-
tation - even though modified - of a "music
teacher!, we shall in the ma jority of.classrooms
h%velzja.. synthetic music program, if we have one
at all.

The greatest need of the classroom teacher is
to £ind herself musically, and no task calls for
greater skill on the part of the skilled musie
consultant than in helping her to do just this.
It can be done and 1s being done in many places.

1 sheehy, op. clt.s p. 36.
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Genuine respect for what a teacher lms and can
do will help give her security. Acceptance of the
kind of musical interests she has and encouraging
her to bring these interests to her classroom is
basic to her security.

It would seem to the wrliter that the following
teommon-sense™ analjs is of the great potential contributions
thet the classroom teacher can mske to the elementary school
music program is worthy of careful consideration by the
music counselor. Bryanl implies that the mmsic consultant
should view the classroom teacher 1in a new, more positive
perspective. She asks us to take note of th;e following
positive attributes of all classroom teachers:

These teachers have many strengths which are
of definite advantage to us in a special field.
In the first place, they understand the children.
They have time and opporbunity to study the child
as an individuva l and the way in which he reacts
to the total school program. These teachers have
a healthy and enthusiastic approach to music if we
give them some degree of confidence. Furthermors,
they are likely to understand the child!s musieal
difficulties and lack of insight because of their
own bewllderment. If we encourage their efforts,
no matter how awkward, they show imagination and
Ingenuity 1n developing teaching techniques. Thelr
teaching 1s likely to become truly creatlive because
they approach it with the simplicity and the un-
fettered lmaglination of a child. The classroom
teacher provides real opportunity for us to stimu-
late musical growth at the adult level.

1 Bryan, op. cit., p. 28.




20

Music supervisors must, Bryan further states, keep
these objectives in mind:

We must give the teacher an opportunity to become
resourceful and to develop initiative with music.
We must develop technldques, and search constantly
for materials which will enable these non-music
ma jors to grow musically and, in turn, provide for
the musical growth of children.l

We are sure that cleassroom teachers can teach music.
But we are sure, too, that they need immedlates con-
tinulng, sympathetic encouragement and assistance
for their continued musical growth. This must be the
role of the special teacher in the elementary school.

This new, untraditional role of the music supervisor

1s being given impetus by the general educator who, Loveless

points out, is strongly advocating the removal of the

specialist from the grades.

l B.'L’yan: 100- Oi’b-

2 Loveless, op. cit., p. 39.

2




CHAPTER IT
PIAN OF PROCEDURE
Purpose of Jtudy

The purpose of this study, as previously stated, was
to administer a test of performance to in-service elementary
classroom teachers to determine whether such teachers, on the
Whole, Have the basic skills needed to carry on a satisfac-

tory program of general music in their own classrooms.
Construction of Test

The test was constructed only after exhaustive study
of the four most widely used basal music texts for grades
two through six. Specifically, the materials analygzed for
the purpose of determining the content of the test were:

(A) "A Singing World" Series, C.C. Birch and Company; (B)
"Our Binging World" Series, Ginn and Company; (C) "The
American Singer! Series, American Book Company , and (D) "New
Music Horizons", Silver Burdett Company. Some of the test
items used Were from the above-mentloned sources, but were
always used within context. Those test items which were
prepared by the writer also were set within a musical,

- singable format. At no time was the testee asked or expected

to react to items which were presented in isolated or
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unnatural (hence unmusical) context.

The acceptability of the final form of the test was
determined in consultatlion with members of the faculty of
the Boston University College of Music as well as the

writer's adviser at the Boston University School of Education.
Form of the Test

This was a test of performance and the following
sectlon describes exactly what the testee was required to do.
The instrument might be broadly thought of as having three

main sections, vocal, rhythmic, and melodic dictation.
Scoring Technique Used

As the testee completed an item she was graded by
the writer on the following basis:

4 - Excellent. An "excellent" rendition was one in
which the testee perfbrmed-the requifed material wlth abso-
lute accuracy both tomally and rhythmically.

3 = Good. A rating of "good" was given when the per-
formance, while not absolutely flawless, was nevertheless
accurate enough so 1t had both tonal:and rhythmic continuity.
Usually the errors were in slight Ilapses of pitech or in
certain sections not being as well defined,rbybhmically, as

they might have been.
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2 = Fair. A "fair" rendition was one which, on the
whole, could not yer&‘weli be consldered acceptable, but
the testee responded well to at least some parts of 1t and
was therefore given partial credit.

1 = Poor. A "poor" performance was one which fell
so0 far short of minimal acceptabllity by any reasonable

musical standard that no credit could be givens
Subtests Comprising Instrument

It is emphasizea that the following subtest des-
criptions are rather brief and that the reader use them
merely as a broad guide to the overall test format. The
complete test, tcgether with fully explanatory remarks

regarding all items, appears in the appendix.
l. Metching Tones

Three notes are played on the piano, one at a time.
After each tone is sounded the testee is required to match
it, singing the syllable "loo'. The first of the three
tones used is a comparatigelyﬁlow'one, the second in about
the middle of the staff, and the third one somewhat higher.

However, all three tones are well within the comfortable

range of the volce, as found in all the basal texts mentioned

earlier which were used as the criterla in building the

ins trument.




2. Ability to Sing the Major Scale

The testee 1sa asked to sing the ascending and de-
scending seale and may start on any piteh which is com-
fortable for her. She may sing bthe scale, using the syllable
"loo" or the syllable names of the notes (Do, Res Mi, etc.).
@his~0ption is given since the rendition ls merely scored for
accuracny of inbtonation so it does not matter which system

is used to designate the tones.

3. Ability to Sing Intervals Within
the Tonlc Triad

This subtest contains six items. The testee is re-
quired to sing, using syllable names for the tones, the

following very common tonic-triad intérvals:

a. Low DO is played on the piano. The testee
is instructed to sing DO, MI, S0s DO
going up.

b. Low DO is played on the piano. The testee
is instructed to sing the S0.abpve .lts:. 1.3

ce High.DO is played on the piano. The testee
is instructed to sing DO, S0, MI, DO coming

down.
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d. Middle-range SO is played on the piano. The
testee is instructed to sing DO below 1it.

e. Medium-range DO is played on the plano. Testee
is instructed to sing MI below it.

f. Low SO is played on piano. Testee sings DO

above 1t
4. Ablility to Use the Pitch-Pipe

The testee is ghown the key signature of three flats
and is asked to blow the proper DO for that particular key.
The pitch-pipe is provided and 1s a round, full-scale
chromatic type with ﬁheiéyllable names of the notes clearly
marked above each tone hole. The tone is produced by merely
blowing gently into any one of the tone holes or chambers
and the testee is so informed.

The testee is then shown the key signature of one
sharp and is asked to blow the proper DO for that particular
key.

5. Tonal Memory

A short, simple two-measure melody is played by the
tester on the pilano. The melody is made up only of notes
of the tonic triad. The testee is instructed to listen

carefully while the melody is played and then to immediately
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sing it back to the tester, using the syllable "loo".

The same procedure is followed with a 1ittle longer.,
slightly more complex melody, except now the testee is given
an opportunity to hear it played twice before belng required

to sipng it back as explained previously.
6. Ability to Carry a Tune

The testee was asked to sing any song of her choice
which she knew well. It was scored for intonation, rhythmie

conbinuity, and diction.
7. Melodic Dictation

The testee is given a sheet of music manuscript paper
on which a whole note is written on the first line of the
staff. The key signature is three flats. The testee 1s
told that the note written on the paper is DO and it is
sounded on the piano. She is then required to place ad-
ditional notes on the staff as each one is played. Each
note played is held for a count of four slow beats. Only
tonal discrimination is redquired. The rhythm for each note
is the same.

There is a second item to this subtesé. Again the
testee 1s given a sheet of manuscript raper with a half

note written. The time signa ture is %. The instructions
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are that a short melody will be played a maxlmum of three
times. The written note is DO and they are to write the
proper notatlon - rhythmic as well as tonal - on the music
pad just handed them. A short two-measure melody utiligzing
only notes of the tonic triad is played. The written
response 1s assigned a grade for tonal and one for rhythmic

accuracy.

8. Ability to Read/sing Common Intervals
Within Context

The testee i1s required to sing accurately the fol-
lowing common tonal motifs which appear within melodious
ard very singable context. The tester sounds DO for each
tune -of this section on the plano and asks the testee to
sing the first note only. This is to determine whether the
teacher recognizes the syllable name snd/or the pitech of
the starting tone and can sing 1t accurately in pitch in re-
lation to the DO sounded for that particular song.

For this subtest the testee has a spiral music note-
book containing the test examples in thelr proper sequence.

The testee 1s instructed to sing each song using
(A) the syllable names of the notes, or (B) the words, or
(¢) the melody, using the syllable "loo%. Here again the

options are gilven because the correct pitch of the tonal
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motifs being tested is the important thing, not the name
which 1s designated the pitch.

The following non-tonic triad intervals tested in
this section are contaeined within five tunes:

. PFI - S0; FA - RE; RE - 803 IA - DO; the IA ending in

the minor keys; SO - FI; and I& - EE-.

& grade was also given for ability.or inabllity, to
properly sing the starting pitch of each song, in relation

to a DO which was played on the plano.
9. Rhythm

This has to do solely with rhythmic discrimination.
i. e.; the ability to sing., tap, or play on a2 single note
at the plano the rhythm examples in the musilc notebook.

There is no melodic line to these examples. All of
the notation is in a constant position on the staff. Since
the testee is freed from being responsible for pitech,
melodic line; note calling, etec., this section of the test
is solely concerned with the ability of the teacher to in-
terpret correctly common rhythmic motifs. ,

Nine different rhythmic exercises, all of them
musically natural, are used. Six are in simple and three

in compound time. The reader is urged to read the full

explanation preceding this subtest in the appendix.
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Groups Tested

Fifty elementary classroom teachers from Shrewsbury.
Framingham, and Winchester, Massachusetts were test subjects.
Of course no teacher was required by any music supervisor
or superintendent to take the test. An effort was made by
both the writer amd the music supervisors to get-a typical
sampling of teachers from the various buildings. Many :
teachers who were reluctant to take the test because of a
feeling of insecurity regarding thelr ability in music were
persuaded to take the test upon being given assurance that

individual btest results would under no circumstances be

made known to anyone.

HOW TEST ADMINISTERED

The test was adninistered by the writer to each
teacher individually and in the strictest privacy. All
testing was done during the school day in an empty room or
hall that had a pilano in it. The teacher did not have to
leave the.building- Usvally the principal or some other
responsible person supervised the teacher's classroom during
the testing period which, on an average, took about thirty

minutes.




CHAPTER III

ANATYSIS OF DATA

The purpose of this study was to administer a test
of performance to in-service elementary classroom teachers
to determine whether such teachers, on the whole, have the
basic skills needed to carry on a satisfactory program of
general music in thelr own classrooms. The three areas
tested were tonal, rhythmic, and melodic dlctation.

The data were analyzed to determine:

l. Mean scores of population. Mean scores were

derived for all subtests of the instrument

and are shown in the following tables.
Tables 6f the Total and Subtest Scores

Table l. Mean Scores for the Total Test

Range Mean S. D

49-144 121.88 24.62

Table 1 shows the range, mean, and standard deviation

for the group of 50 in-service elementary classroom teachers

to whom the test of musical performance was administered.
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The mean score of 121.88 corresponds to a rating of 2, which

was designated as Fair.

Table 2. Mean Scores for Subbtest 1
Matching Tones

Range Mean S. D.

5-12 10.34 1.95

Table 2 shows the range, mean, and standard deviation
for the group of 50 in-service elementary classroom teachers
' \
to whom this subtest was administered. This mean corres-
ponds to a rating of 3, or Good.
Table 3. Performance of Entire Group

on Subtest 2 - Ability to
Sing the Major Scale

Range Mean S.D.

3-4 3.82 - 69

Teble 3 shows the range, mean, and standard deviation
for the group of 50 in-service elementary classroom teachers
to whom this subtest was administered. This test had only

one item. The rating is very close to 4, or bLxcellent.
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Table 4. Performance of Enbtbire Group on
Subtests 3 - Ability to Sing
Tonic~Triad Intervals

Range Mean Se.D.

11-44 37.78 4,08

Table 4 shows the range, mean, and svandard deviation

for the group of 50 in~service elementary classroom teachers

to whom this subtest was adminlistered. The mean score of

37.78 corresponds .

to a 3, or rating of Good.

Table 5. Performance of Entire Group
on Subtest 4 ~ Ability to Use
the Pitch-~Pipe
Range Mean S.D.
2"‘8 6. 74: 2025

Table 5 shows the range, mean, and standard deviation

for the group of 50 in-service elementary classroom teachers

t0 whom this subtest was administered. The mean score for

use of a pltch-pipe corresponds to a rating of 3, or Good.
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: Table 6. Performance of Entire Group
) on Subtest 5 - Tonal Memory
Range Mean S.D.

2-8 7.34 1.5

l Table 6 shows tie range, mean, and standard deviation
f for the‘group of 50 in-service elementary classroom teachers
to whom this subtest was administered. Here again the

group rated as Good in tonal memory.

Table 7. Performance of Entire Group
on Subtest 6 - Ability to
Carry a Tune

Range Mean S.D.

9=-12 10.94 «45

Table 7 shows the range, mean, and standard deviation
for the group of 50 in-service elementary classroom teachers
o whom this subtest was administered. The mean score on

carrying a tune was rated as Good.

===

|
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Table 8. Performance of Entire CGroup
on Subtest 7 - Melodic Dictation

Range Mean S«D.

1=4 2.72 1.26

Table 8 shows the range, mean, and standard deviation
for the group of 50 in-service elementary classroom teachers
to whom this subtest was administered. In melodilc dictation
the mean score fell at 2 rating of 1, or Poor. There were
few at a middle score. Most testees elther did it perfectly
or very poorly.

Table 9. Performance of Entlre Group
on Subtest 8 - Ability to

Read Common Intervals Within
Conbext

|

Range Mean S.De.

13-52 38. 64 13.8

Table ¢ shows the range, mean, and standard deviation
for the group of 50 in-service elementary classroom teachers
to whom this subtest was administered. The mean score here

would correspond to a rating of Fair-Plus.




35

ﬂ

All items In subtest 9, Rhythm, were scored either
right or wrong, since correct rhythm is very inflexible
and almost any degree of deviation from a totally accurate

rendition must be considered unacceptable.
Item Analysis of Test

This instrument was subjected to an item analysis.
The Walker-Cohenl technique was used. The 2% level of ac-
ceptance was determined appropriate for this test.

It was arbitrarily decided that for the purpose of
item analysis by the Walker -Cohen technique all items
graded 3 and 4 would be called Right and those graded 1 and
2 would be called Wrong.

The followiﬁg table indicates the exact items
rejected within each major section of the test, tonal (T),
rhythmic (R), and melodic dictation (M.D.). Note that items

9 and 10 are classified as "theory."

-

L

1 Helen M.Walker and Sidney Cohen, Probability Tables

for Ttem Analysis by Means of Sequential Sampling, Teachers
College, Columbia University, New York, 1940.
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(congluded on next page)

Table 10. Acceptability of Test Items
Item % of Difficulty Accepted Rejected
iT « 97 15
27 1.00 3
3T «80 3
47 « 90 15
ST « 8% 7
6T 73 3
77 »70 4
8T « 80 5
9 Theory .70 3
10 Theory + 63 3
11T 1.00 3
127 « 93 15
13T « 83 5
14 M.D. 73 4
15 M.D. » 60 3
16R . 37 10
17g 7 5
18T «83 5
197 - 67 4
20T «80 5
21T + 83 5
227 « 63 3
-23T + 83 S
24T « 53 3
257 . 57 3
26T « 60 3
27T . 37 3
28T « 53 5
207 .73 3
307 + 60 3
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Table 10. (concluded)
Ttem % of Difficulty Accepted Rejected
31T « 63 3
32T » 50 3
33T .87 15
34T » 50
35R - 90 15
56R + 90 15
37R . 87 3
38R .77 3
39R .70 3
40R 70 3
41R .90 15
42R .70 6
43R « 60 4
44R « 37 3
45R «42 3
46R . 53 4
47R .37 3
48R . 37 3
49R 33 3
50R 23 3
51R « 30 3
52R 27 3
53R 47 3
54R e 33 3
88R « 30 3
56R 33 3
57R «40 3
58R .27 3
59R « 37 3
60R 33 3
61R o4 3
62R +40 3
63R 33 3
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Six out of twenty-nine Tonal Items were rejected.
Three out of thirty Rhythm Items : were re jected.
Both Theory Items : Were accepted.

Both Melodic-Dictation Items were accepted.

Comparison of Music Supervisor's Rating

of Teacher With Test Score

Finally, a correlation was made between test scores
and supervisor's ratings of the effectiveness of each
teacher's classroom music program.

The music supervisors of two of the three towns in
Which the study was carried out rated each teacher taking
the test on the basis of her effectiveness with the music
program in her own classroom.

At the time the study was being madé and the tests
adninistered one of the three communities did not that year
have a vocal music supervisor, so it was not possible to
have teachers from that particular school system rated.
However, this only affects nine of the fifty cases, so our
correlations are made on forty-one cases - a very
substantial portion of the tested population.

The following correlation was made on raw scores
determined by a count of rights and wrongs. As has been

stated earlier, all 4 anl 3 grades were arbivrarily called
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Right responses and 2 and 1 grades Wrong responses. There-
fore 63 represents a perfect score, a Right on 2all items
in the test.

The relationship between the teachers! test scores
and the supervisors' ratings was found to be 351, as de-
termined by use of the Pearson product-moment method of
correla%ion- This would seem (o indicate only a slight
degree of relationship between these two variables.

The nature of the test is such that a split-half
reliability could not be detémined as the instrument could
not be evenly divided into two parts each of which tested
the same types and nunbers of items. The length of the
test, in that it reduired thirty minutes and had to be ad-
ministered irdividually, prevented the writer from using
the test-retest technique for reliability. It is recognized,

however, that this is a major limitation of the study.




CHAFTER IV
SUMMARY AND CONCLUSIONS

The Writer desired to determine whether teachers
have the basic music music skills needed to participate
successfully in the classroom music program. In order to
evaluate the teachers a test was devised which encompassed
tonal, rhythmic, and melodic work.

The test was administered to fifty teachers in
three towns oubside of Boston. XEach teacher was tested
individually for thirty minutes, and it is felt that a
falrly true picture of en individual's ability was de-
termined. The results of the test were analyzed statisti-
cally and the following conclusions can be drawn from the
study ¢ )

1l. The mean score on the total test showed

the teachers to have an overall ability
which could be rated as fair.

2. The mean score for matching tones was

good.

3. The mean score for ability to sing the

‘ scale was excellent.
4. On the ability to sing tonic-triad

intervals the group rated good.
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10.

11.

The group had a mean rating of good

on ability to use the pitch-pipe.

In the test of abllity of tonal memory

the score was good.

The ability to carry a tune md a mean
rating of good.

For the test of melodic dictation the

mean rabting was poor. ;

On the ability to sing common intervals
other than those of the tonic triad the
group rated fair plus..

When‘ the test was sub jected to an item
analysis, using the Walker}Cohen technique.,
only nine of the sixty-three items were
rejected. All others were acceptable at

the .02% level.

In general, it is obylous that the teachers!
major weakness was with rhythmic rather than
tonal work. As was stated earlier, it was
arbitrarily decided to call all rhythmic res-
ponses rated as one or two "wrong" and those

rated three or four Yright."

1. Helen M. Walker and Sidney Cohen, Probability
Tables for Ttem Analysis by Means of Sequential Sampling,

Teachers College, Columbis University, New York. 1940.
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This rating system for the rhythmic items seems
defensible in view of the fact that rhytlm is a very
inflexible thing and almost any degree of deviation from
a musically accepbable rendition must be termed incorrect.

The rhythmic section of the test was divided into
two rarts: (2) simple time and (b) compound time. There
was a botalvof only-six hundred and fifty-one "right"
responses out of a possible thirteen hundred for all
fifty testees.

There were four hundred and twenty-three "right!
responses out of a possible seven hundred and fifty for
the simple-time items and only two hundred and twenty-
elght "right!" responses out of a possible five hundred
and fifty for the c ompound-t ime section.

It is interesting to note that in general the
testees were much more bothered by the "rests" within
the rhyfhm examples than the note motifs. Usﬁally the
continuity of the rhythm became disrupted when the

testee came to the rest(s) within the exercise.

12. The correlation between the teachers!
test scores and the supervisors! ratings
was found to be 351, as determined by use
of the Pearson product-moment method of cor-

relation. This would seem to indiéate only

a slight degree of relationship between these
two variables.
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Implications of the Study

The findings of this study would seem to indicate
that teacher-training institutions as well as in-service
music elinlecs, workshops, etc., should stress the mastery
of rhythm to a much greater degree, especially rests.

It would appear from the slight degree of relation-
ship between the teachers! test scares and the music
supervisors! ratings that the effectiveness of a class-
room's general music program is not necessarily dependent
on the' teacher's being extensively trained in music. In
other words, the degree of success of the classroom music
program cannot always reflect accurately the extent of
the teacher's training and preparedness in the more
technical aspects of music.

This factor should prove heartening to the many
elementary cla ssroom teachers who contend that they cannot
do anything with music because they lack sufficient
training in it. The abilibty to carry a tune, coupled with
a8 basic sense of rhybthm and the desire to want to take
part in amd {.together with the children) enjoy music are,
the writer believes, important preregquisites for the
classroom teacker who is sincere in wanting her children

to participate in and enjoy music.
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Tt should be stressed that the writer is not
minimizing the advantages and desirabllity of bteachers
having more adequate training in music, since the more
thorough the training and background of the teacher the
more versatile and drallenging the classroom program can
be made. However, 1t 4lid seem pertinent to polint out
that this study shows that at least some bteachers with
comparatively little technical preparation are conducting
satisfactory basic music programs in their respective
classrooms and the iImplication is that many more can
apparently do so if they are willing to try to overcome
thelr defeatist attitude toward music.

However, it is believed that there is one factor
of great importance Which could, in various communities,
alter j\che degree of correlation between supervisors!
ratings and teachers!' scares on a test such as this one
to a marked degree. That factor would be the basic
philosophy of a particular school system regarding what
constitubtes a desirable school music progranm. For
exemple, it is quite reasonable to speculate that the
correlation between the two variables (supervisors!
ratings with teacher scores) might well be higher in a
community where independence in "note readlng® was a

major alm of the music curriculum; where, 1n other words,
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there was a very formal and more traditlonal approach to
the teaching of music. In such a case it would seem

that the success of the classroom music would Ve vitally
influenced by the teacher's facility with the types of
skills whith this instrument purports to examine, since

a teacher who herself lacked these performance skills
could mrdly be expected to develop them in her students.
Conversely, in a school system 1n which the acquiring of
the technical skills basic to becoming good "note readers'
wa.s not deemed a necessary or even.desirable“aim of in-
struction, a teacher could rate quite low on a test such
as this and still (by virtue of the ability to carry a |
tune , be genuinely enthusiastic about the classroom music
gctivities, and so forth) rate high from the point of view

of her supervisor.
Limitation of the Study

The main limitation of the study is a lack of a
statement of statistical reliability which was explalned

fully in Chapter ITII.




CHAPTER V
SUGGESTIONS FOR FURTHER RESEARCH

As implied in Chapter IV, it would appear con-
ceivable that the correlation between supervisors! ratings
and teachers! test scores on this or similar instruments
could vary extensively from community to community, de-
pending on the basic philosophy governing the music cur-~
riculum and the aims of instruction.

The validity of this hypothesis could be determined
by administering this test to a sizable representative
group of teachers from communities with divergent aims
of instruction and philosophy. If correlation was low
in comunities where no technical skills are taught but
significant in school systems where a formalized program
of note-reading is cerried on, it would then appear that
the test would be valid only where the latter type of
program is taught.

Another correlation could be run to detemmine the
degree of relatlonship between scores on a test of per-
formance,; such as this one, and scores by the same
teachers on a test of knowledge regarding 21l basiec
musical symbols - in other words, knowledge of the "Theory"

of musice.
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APPENDIX

Subtest I
Matching Tones

Directions to Testee:

Miatch the following tones using the syllable
"loo."

Three notes are played on the piano, one at a time.
After each tone is sounded the testee is required to match
it, singing the syllable "loo." TIf necessary for clari-
fication, the tester first matched a tone other than one
of the three used in the test - as an example.

The first of the three tones used is a comparatively
low one, the second in the middle of the staff. and the
third one somewhat higher. It will be noted, however;
that all three tones are well within the comfortable
range of the music, as found in all the basal texts
mentioned earlier Which were used as the criteria in
building the instrument. This subtest was scored for

accuracy of intonation.

) )
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Subtest II
Ability to Sing the Ma jor Scale

Directions to testee:

"Sing the ascending and descending ma jor scale.
Start on any pitch which is comfortable for you. 7You
may use elther the syllable names of the nobes (Do, Re,
Mi, etec.) or just sing the syllable "loo."

The option of singing either the syllables or just
using "loo" is given since this rendition is scored‘only
for acéuracy of intonation so it does not matter which

system is used to desigmte the tones.
Subtest TIII
Ability to Sing Intervals Within the Tonic Triad

This subtest contains six items. The testee is
required to sing, using the syllable names for the tones,

the following very common tonic~triad intervals:

a. Low DO - 1s played on the piano.

™ \

(/\ N~
L/ \.A

Directlons to testee: “Sing DOs MI, SO, Do -

going up."

-
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. T is played on the piano.
\
DO

O

Directions to testee: "This tone is DO; Sing SO

above it. Sing thée MI to yourself if it helps."

c. High DO iy played on the piano.
/ ]

Directions to testee: "This tone is DO. Sing

DO, 80, MI, DO ~ coming down."

®) is played on the piano.

d. Middle range SO Y
n

i

Directions to testee: "This tone is S0; Sing

DO below it. Sing the MI to yourself if it helps." (If
the testee could do this accurately it is assumed that she

probably could get the MI relationship, else she couldn't
have sung the D0.)

L

-

g

. DI ,
e. Medium range DO é;JLJzL-_mis played on the
)

piano. J

Directions to testee: "This tone is DO; Sing

MI below it. Sing the SO to yourself if it helps."
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f. Low SO i is played on the pilano.

£
hd

Directions to testee: "This tone is S0; Sing DO

above it."

This subtest was scored for accuracy of intonation
of the asked-for tone, in relation to the tone which was

played on the piano.

Subtest IV
Ability to Use the Pitch-Pipe

The testee is shown the key signature of three

/ \)

flats \ and is instructed to

L D)

]
n
1]

=

"Blow DO on the pitch-pipe for this key signature."

The pitch-pipe is provided and is a round, full-
scale chromatic type with the syllable names of the notes
clearly marked above each tone hole. The tone is produced
by merely blowing gently into any one of the tone holes
or chambers and the testee is so informed.

The testee iIs then shown the key sigrature of one

sharp "and again is instructed to "Blow

4

DO on the pitch-pipe for this key signature.?

E

Boston Universi?m
School of Educatiod,

Library, -

At
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Anything other than the correct response, of
course, was wrong. No partial credit was possible for

this subtest.

Subtest V

Tonal Memory

A short, simple two-measure melody is played by
the tester on the piano. The melody is made up only of
notes within the tonic triad. (Do, Mi, So, Do)

Directions to tesbee: "I'm going to play a short
melody on the pilano. TIListen to it carefully and when

I've stopped playing sing it back to me, using the

syllable "loo." N
N (7 1]

LISTEN! T —— -

———

[- IS N

i ‘.
"'4‘_+ —

Thils subtest was scored for the degree of tonal
as well as rhythmlc accuracy with which the testee sang

back the rnielody.

Subtest VI
Ablility to Carry a Tune

The testee was asked to sing any song of her

choice which she knew well.
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The tester scored the rendition for intonation,
rhythmic continuity » and diction. However, a single
composite score for the overall performance was glven.
All three of the above-mentioned factors were evaluated
but i1t seems much more practical to report the result of
the performance as a whole. An acceptable rendition must
be a composite of good intonation coupled with steady.

rhythmic continuity and intelligible diction.

Subbtest VII

Melodic Dictation

The testee is given a sheet of music manuseript
paper on which a whole note is writbten on the first line

of the staff. The key signature is three flats.

/v )y
N\
(l A §)

%%
Directions to the testee: "I'm going to play a
few tones on the piano. The fﬁrs% tone you hear will be
DO and it is already written for you on the staff, as you
can see. As T play each tone, indicate by making a whole
note (like the one already written) where you think it
belongs on the staff.
If you have no idea where to place the notes on

the staff: at least indicate the general direction of
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the melody - that is whether the melodic line is gqing
up or down. You may just use horigontal lines, for
examples

Here the tester sings the first part of The Star
Spangled Bamner, indicating the general conbtour of the
melody by the following linear pattern (to make absolubely
clear - by demonstration - what they may do if.they possess
no facility with note placement on the staff).

This linear pattern together with the words beneath
the lines was already written on the sheet of music manu-
seript paper vhich had already been handed them and the

tester merely traced over the lines as he sang.

Oh . say can you see

The following melodic line is then played. Hach
note 1s held for a count of four slow beats. Only tonal
discrimination is redquired. The rhythm for each nokte is

the same.

¢

O
Q)
@

O

®
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No individual note or the melody as a whole was
repeated a second time.

The formula used for scoring was: All carrect, 4
(Excellent); One Wrong, 3 (Good); Two Wrong, 2 (Fair);
Three or More Wrong, 1 (Poor).

There is a second item to this subtest. Again the
testee 1s given a sheet of music manuscript paper with a

1l

half note written. The time sigrmature is 4/4. 5=

A short two-measure melody ubtilizing onl§ notes 10
of the tonic triad is played. The wribten response is
assigned a grade far tonal accuracy (sam% formula used
above) and a grade for rhythmic accuracy, the latter based
minly on the continuity of the rhythm.

Directions given to testee: "I am going to play a
short melody. Listen to it carefuliy and then see if you
can write the proper notation - rhythmic as well as tonal -
on the music sbtaff just handed you. 7You will notice that
the first tone I play is DO and it has already been
properly notated (or written) for you.

If necessary., I shall play the melody three

times. T suggest that the first time it is played you

just i;dicate the pitch placement of the tones on the starff;
then attempt to figure out the proper rhythm on the two

subsequent hearings. Insert bar lines if any are needed.
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If you kave no idea of pitch placement, use the
same type linear pattern just described for the last
exercise to indicate the general contour of the melody.

READY? LISTENI "

]
T :

Y I 1‘
(# —¢ —

Subtest VIIT

Ability to Read/Sing Common Intervals Within Gontext

Here the testee is required to sirg accurately the
following common tonal motifs which appear within melodious
and very sirgable context. The tester sounds DO for each
tune of this sectlon on the piano and asks the testee to
sing the first note only. This is to determine whether
the teacner recognizes the syllable name and/or the pitch
of the starting tone and can sing it accurately in pitch
in relation to the DO sounded for that particular song.

For this subtest the testee has a spiral music
notebook containing the test examples in thelr proper
sequence.

The testee is instructed to sing each song using

(A) the syllable names of the notes, or (B) the words, or
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(¢) the melody using the syllable "loo." Here agéin the
options are given because the correct pitch of the tonal
motifs being tested is the important thing, not the name
which deslignates the pitch.

The following non-tonic triad intervals tested in
this section are contained within five tunes. They are:
FI-30; FA-RE; RE-SO; IA-DO; the IA ending in the minor key;
S0-FI; and IA~IE.

A grade was also given for ability or inabllity to
properly sing the starting pitch of each song, in relation
to a DO which was played on the piano. A grade was given
for the accuracy with which each tonal motif was sung.

The following tune conbtains and tests the teacher's
facility with the common tonal motifs S0-FI (using the
"natural” sign as the accidental), FA-RE and RE-S0. The
three motifs are represented by the red nobation. ‘

Directions to testee: "This is DO for the key.

Please sing the first tone using the syllable name of the

note.! \ Con Qn'vw\q.
: W 0 . ) - 1
EEEmSEesS e S
d Who Comes here 0._vid—ing Rid-ing o omd  late®

If a teacher was unable to figure out and sing the
starting tone, the tester sang it for her - always after

first striking the DO on the piano.
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After the starting tone had been accurately sung by
the teacher, either with or without help from the tester,
the following directions were given to the testeé prior to
her singing the tune:

Uplease sing this tune, taking as slow a tempo as
you wish, but once you start please keep the tempo con-
sistent. If you meke a mistake, or think you do, please
don't stop; keep on going.

You have three alternatives which you may use.
Select any one of the three you wish and you may take
different altermtives for different songs. The three
alternatives are:

l. Sing the melody using the syllable names

of the notes, or

2. Sing the song., using the words, or

3. Sing the melody using the syllable "loo.!

The teacher started to sing only after DO had been

sounded on the pilano.

This tune tests the IA-DO motif (red notation).

\
[ ) 1

Sor@S o Wl R vel-cme ' the S?Ym'§

D= i) i AN A N n I
SRS . 1 1 C
I
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The next tune is in the ‘m'inor mode and is mean’c’ 1_:0

evaluate proficiency with regard to the testee's ability

to accurately sing in tune the IA ending (red note).

,T»)é"’unl - ‘
N R RS EEEeE

—
Te&s of wise SAJ -L/ &[ou) }Gﬁeue fov’rhé wdrm &3? q§ ("”3 a..go.

This next tune tests the SO-FI motif again (red

7Y

notation). FI is a very common chromatic alteration.

Here the sharp (#) form of FI is used. (When used above,

the natural (l:i) form of FI was employed.)

J 0) } Py o )¢ o N
/ = { 4 s 4+ { s
3 { \ O s
1

g;me, pet Ay Sih_er araid —en.

It contains a flat (b) chromatic.
[ 1
Iy L e ! 1
[n Y] = (@) )@ =Y
YT ) N O
Wg  dmn the Wil

Shid
All directions for each tune were not only given

orally but were also written before each melody in their

test booklet.

subtest TX
Rhythm

The remainmier of the test has to do solely with

rhiythmic discrimimation, i. e., the ability to sing, tep,

This final tune tests the IA-LE motif (red notation).
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or play on a single note at the pilano the following
"rhythm' examples.

It will be noted that there is no melodic line to
these examples, that all of the notation is in a constant
position on the staff. Sinee the teacher is freed from
being responsible for pitch, note-calling, melodic line,
etc. s but is responsible only for singing "loo" on a
constant monosyllable the duration of the notes, this
section of the test is solely concerned with the ability
of the teacher to interpret correctly common rhythmic
‘motifs.

The writer wishes to point out and stress that the
specific rhybthmic patterns being tested in each of the
following nine examples (six in simple time and three in
compourd time) are inserted in context in such a way that
only simple,basic notation both precedes and follows the
particular motif being tested. In other words, unless
the testee possessed no competency with rhythm at all,
she should not lave been distracted by\anything preceding
the motif being specifically tested - so that the motif.,
in a sense, would stand out and receive the maximum,
undisturbed attention. |

It should also be polinted out that the exercises are

not just a lot of notes mechanically put together but are,
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rhythmically speaking, musical and natural in feeling. In
fact, counbless well-known folk songss many of which are in
school basal music texts, could be pointed out as having
exactly the same rhythmic structure for some phrase within
context. |
Teachers who preferred to play the exercises at the
piano, rather than singing them on "loo", were allowed %o
do so. All testees were given that‘option. Even a non-
pianist could do so because it just entalled striking a
single, unchanging note throughout. All that was necessary,
of course, was that each note be held or sustained only its
proper rhythmic value.
A1l of the examples except the first one specifically
test just one common rhythmic motif (within simple context).
The first example is eight measures long and tests
quarter (J), half (J), do tted-half (40 and whole (o) notes
and their corresponding rests in simple time. This mos?
basic notation is so elementary (in school music programs
which emphasize music reading it is taught in the primary
gredes) that it was felt that it could all be included in
a single eight-measure phrase without flustering anybody
who possessed any degree of musical (rhythmic) ability
at all.




62

In each case the teachers were given fifteen seconds
to scan each example and a tempo was set for them by the
examiner, 1f they so wished. Whether the tempo was set
by the tester (duite slow) or whether they chose to start
with a tempo of their own, the important thing, which was
stressed to them before starting this phase of the test,
was that the tempo had to be kept consistent throughout.

It was also stressed that if they made a2 mistake, or
thought they did, they were to keep going.

Comparatively few teachers elected to take their
own templ and in each case vwhere they did the templ selected
were always at least as fast as those which the tester
(in this case the writer) would have given.

In 2ll the following examples thé motif being tested
appears as red notation.

Example 1 (simple time) whole (0)., half (4): dotted-
half (g.), and quarter (1) notes snd their correspc;nding

rests.

=4

] 3 N | 3
0 | E - a
(Tu £ & ‘-C!ff(? by = O o= LD - “
v

.

|t 1 v v 1

Example 2 (simple time) eighth notes and eighth rests.

S

; [ ] e
]
s 84 - w

anpestiy)]
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B o B
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note motif.

time.

motif.

Example 3 (simple time) dotted-quarter and eighth

+.

YL

& B T (e ,guv Y ) ([)
] ]

AL A e g

i<

Example 4 (simple time) one-beat triplet in simple

o L
o 2SS \ S I
Jad O &ss ‘lé [ X % [ ]
Y ] P 0% L1 131 | <
" —— 1} !“ T ‘ w ¥ T 1

Example 5 (simple time) dotted-eighth and six-tenth

N.B. Where there are two forms of writing the
same motif (beamed or unbeamed as in this
example) both are inserted simce they are
always used interchangeably within songs.,
depending on the wards. Teachers should,

therefore, have proficiency with either form.

j
(] 1
.

4 | | n I3 {
=

]
|/ | = [

&8 & * D) ﬂ!rﬁ [ )
{
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Exeample 6 (simple time) sixteenth notes.

) '
* [ ® o T & o *Ji
B i 11 | \ i f. 7, i
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Example 7 (compound time) the one-beat unit (L)

in compound time; the one-beat triplet (II] ) in compound

In4
time. ”
1o LI L) [ ro " & 9 8
(\ oy dﬁ i V1 T %5
e} [ v { | L A

Example 8 (compound time) the two-beat note tled to
a one-beat note, the dotted-quarter tied to a quarter fol-
lowéd by the eighth note, basic notation for the one-beat

regt in compound time. The two-beat note in compound time.

o in3 . .
e 4 Y 7 ) \
€28 i B 2 7 8- (It = o St e
) e.' o ¥ i I’I Iid { ‘ f ( | \ (
Ko T3 T § . . s
6

-Example 9 (compound time) basic notation of 8 time,

two beats to the measure.

\V
Wil
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