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CHAPTER I

STATEMENT OF PROBLEM AND JUSTIFICATION




CHAPTER I
STATEMENT OF PROEBLEM AND JUSTIFICATION

The purpose of this study is to prepare a handbook for
the use of the regular classroom teacher in the elementary
school, to assist her in becoming an adequate and efficient
instructor of the muaic program. That thls need is paramount
is shown by the radical changes being made in curriculums of
teacher~training institutions, so that it may be possible for

' the prospective teacher to prepare herself to achlieve the

goals of music for all children as hoped for in the modern

music education program. With music becoming Increasingly

! integrated, rather than an 1solated subject, it 1is important

that the classroom teacher be as properly prepared to success-
fully conduet this phase of the child's sduecation, as she 1s
reading, spelling, and arithmetic.

Although most schools have recognized the tremendous

value of misic in the cultural and emotional development of

| the child, and have supported a greatly enlarged music educa=-
| tional program which offers a wide varlety of musical oppor-

" tunities to children, according to McLellan:l "The fact remains

that today the largest per cent of elementary classes recelve

I:music inatruetion from the olasgroam teacher™,

IBeth McLellan. "Music Training for Elementary Teachers."

Music Educators Journal XXXV, #5: 19; April 1949.

i
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Little haa been done to help the classroom teacher to

© prepare herself to successfully conduct this diversified pro=-
H li

|
:EcLellang further states:

1 gram. Concerning this matter, McLellanl goes on to say:

Although music education has made great !

strides in the past half-century, it is chiefly
through the music speclalist and the occasionally
interested, well«trained-by-chance classroom

teacher that progress has been possible. How i

much greater can be our musical progress when !
nearly all teachers of the elementary school =
instead of a few are trained to teach musiec.

As further proof of the lnadequacies of the preparation

To determine how few classroom teachers con-

sider themselves adequately prepared to teach !

music, one needs only to look through a large
number of teacher~employment applications. On
page after page we find the word "no' written
after such questions as 'Can you,play the piano?!
'can you lead group singing?' 'Can you teach
music to children of this grade level?' The
affirmative answer concerning adequacy in music
is rarely seen,

It is encouraging to see educational Institutions recog-

' nizing this need, and offering courses to assist the new

};teacher to surmount this obstacle. As to the present time,

fiit is a problem for the misic supeérvisor, specialist, or con-

sultant to deal with, that today's children msy not be handi~-

capped as previous generationas have been. The problem may be

1Ibid-

21pid.

| |
i of the regular classroom teacher to conducet the music program, |

l
i
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;
{ alleviated by thoughtful planning by the music speclalist in

1ithe organization of teacher dlscussion groups, bullding meet-

- ings, and workshops.

This brings us to a discussion of the attitude of the h

ﬂ classroom teacher toward the music subject. Myersl has this |

iéto say: 1

. To direct a successful music program the !

a. Experlence necessary
b. Abilities necessary
¢. Training necessary.

| Two assets a teacher can always display:

1. A consciocusness of Joy in musical activity.

2. An awareneas of the Joy music may bring to |
others. Without these feelings about music, i

feelings, her teaching will be sincere because i
she will enjoy the activities along with the
children. Her verve and vivacity will result in :
1 enthusiastic teaching. ...Her teaching will be !
1 effective because she will be gulding an aspect

of personal enjoyment and development that she
| believes to be really important. Enthusiasm
begets enthusiasm,

|
matter of experience be thought of as the opportunity presented

|
:iteacher will teke them. Concerning the abilitles, these will |
| be stated as skill required, but the teacher need not look et

} i
i the 1ist as one impossible to achieve. Approached as one de= i
\ E

| siring to develop a hobby, one will be surprised at the abili-

H TrLouise Kifer Myers. Teaching Children Musis. New York: |
| Prentice-Hall, Inec., 1950. p. .

the teacher's guidance will be insincere, with- K
out purpcse, and without effect. With these |

'1 Concerning the stated needs, the author suggests that the .

i classroom teacher needs to have i

. by the class group, eager and willing to progress as far as the?




ties developed in a short period of thoughtful planning. As

to the training, together with the music speclalist or con=-
f sultant as her guide and co-worder, she c¢an soon achieve re-
i sults far beyond her fondest expectations. |
Myeral l1ists the following skills requisite to successrulj
i elassroom teaching: |

The elementary classroom teacher shoulad have
the ability to =

* a. Sing artistically - to teach rote songs, and
demonstrate a light pleasant singing tone for
the children to imitate.

b. Read mslec - to teach herself new rote songs,

. and prepare other needed materials to enliven

! the music class periods.

c. Notate music - ability to write exercises on
the board properly, and to write the original
melodies suggested by the students in their
creative moments.

< d. Teach = it requires the same fine teaching

i ability as in the teaching of reading, spell-

! ing, etc.

| e. Select materials - to know how to select the

i next needed plece of material. Exercises to

i

|

|

develop the readiness for the reading exper-
ience.
f. Play the piano - she should be able to enrich
. the children's singing experience by musicianly
| accompaniments.

{ Concerning the learning to sing artistically, there are
| many fine voice teachers avallable who conduct voice classes

which can be a pleasant way of learning how to develop one's

own volice into a pleasing instrument. Again, there are many

') | fine volunteer choirs under competent leadership who would

{

i
i

_IIbid.




welcome additional voices into their ensembles, This would
develop a soclal as well as musical interest for the teacher,
To read music, an ability anyone can develop by applica=-
tion of the simple rules glven in the workbook later in this
work. By starting with any of the primary music reading textg,i
and working through them grade by grade, in a short period of !
time, one can become an efficient reader. i
The abiiity to notate will be developed from the study
of the fundamentals of theory, such as 1s required by the i
average sixth grade child, the teaching of which 1s offered '
later in the handbook. This material can be mastered in the
matter of a few days.
The ability to teach 1s gained by the application of the
basic rales of pedagogy. According to uyersl !
The principles that result in effective N
teaching of arithmetic, reading, social studles, I
or spelling also apply to teaching music. There
is no sacred ritual that teachers have to master

in order to gulde children's experience in music. i

The ability to select materials comes from experience in
|

the basic elements of learnling to read. First, selecting songs|

or exercises consisting of step~wise progressions and graduallyi
introducing simple skips of the tonlie triad. Like the art of /
teaching, one learns to do by doing. After a 1little experience?
one develops the knack of selecting materials to fit particulari

situations and needs. |

luyern, op. cit., p. 185, 3
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The ability to play the piano being a skill, requires
more time and concentrated effort; but, with a large number .
of methods being developed for the adult beginner, one c¢an in
a short time develop considerable skill at the plano. With

|
this achievement comes considerable personal satisfaction H
which results in increased interest In the subject. Like the
old saying, "Nothing succeeds like success",

one of the greatest experiences that can come from this
type of activity is the development of a sense of maturity. f
overstreetl has this to say concerning this matter: |

Few schools have yet recognized that their ]

central function is that of helping young life i

grow into mental, emotional, and social maturity. i

This recognition must come as our next great

educational adventure.

He further lists three basic requirements for bullding
maturity in youth through the achool program. The first re=
quirement he says is to stimulate thought, (i1.2. the ability
to think), plus -

Habit of cooperation. rather than competi-

tion. Developed through the project method - %

enlisting the efforts of children in a common )

enterprise, understanding that the success of )
one means the succesas of all, fallure of one,
the fallure of all.

Habit of ecivie obligation rather than civie
dependents. Civic has to do with all things

that pertain to peoples living together in a com- J
munity. A civic character structure recognlzes |

14; A. Overstreet. The Mature Mind. New York: W. W. r
Norton Company. p. 254,




community obligations and faithfully carries them
out. Youth in all its activities are linked with j
the life of the community; by their considerate- i
nesa, or lack of it; thelr responsibility, or lack |
of it. If they make intolerable nuisances of |
themselves, their fallure 18 a civiec fallure. One '
of the major tasks of the schools is to provide !
occasion for that experience.

Finally, the schools c¢an bulld in the young
a creative approach to life. Growth toward maturi- ]
ty 1is a growth away from the asutomatic and the p
imitative. i

A mature person is one who -

Sees with his own eyes.

Thinks with his own brain. ;
Creates with his own ingemuity, |
and his own sense of values. i

Though music educators are in accord that the classroom
teacher is in need of help to develop a background of musie ¥

theory to enable her to conducet the music lesson of her in-

dividual class in a competent manner, little has been done to ?
make this material avallable to her in other than the standard ;

There are hundreds of theory text- }
1

form of a theory textbook.

books avallable which present the items needed in sound musieal

fashion, but most are written in such technleal language as to !

confuse the novice and deter him from further progress, rather i
than to encourage him to seek further understanding in this
area., All are agreed that the amount of underatanding neces-
sary in masic theory is so small as to be readily learned by
the average teacher in one or two sessions, since she has al=
ready had much of the material in her own grade school exper~

jence.




before she can teach 1t.

The problem then was to dewvelop a handbook for the class=
room teacher which presented the neceasary material, not only
in a comprehensible manner, but so compact in form as to have
the needed information at the teacher's finger-tip for instant |
reference, Purther, it should be offered with a minimum amountﬁ

of verbage and in the phraseology of the pedagogue so that the

teacher might know just how to present it to her pupils. No :
text 48 available which offers the material in this form.

Being fully cognizant of the controversy which exists
between the theorist and the non-theoriast amongst music edu-
cators, the writer justifies a handbook of this type on the f
following basis: (1) the need for help on the part of the }

classroom teacher, and (2) the agreement of ninety nationally

prominent music educators that the itemsl chosen for inclusion

in the handbook are required material for the proper under=

standing of, and the ability to teach music reading to children

in the public schools. Since the material needs to be taught, ﬂ

the teacher must know and fully understand how to present it 7

Tsee chapter III. |
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REVIEW OF RESEARCH




. Research in Relation to Teaching Kote Reading

Elementary School. New York: FPrentice-Hall, Inc., 1950 |

CHAFPTER II

REVIEW OF RESEARCH

Music educators sgree that several years of singing ex- |
perience in school is desirable before trying to teach a child |
to read music. This experlence is comparable to, and serves 1
the same purpose as the child's experience between the time he !

learns to talk and the time he begins to read words or sen-

|
\
tences., DPuring this periecd he acquires a vocabulary of scale ﬂ
I

tones. The extensive singing program advocated by music

educators has far reaching consequences alnce it is by this

means that the c¢hild acquires his vocabulary of tonal combina-

‘

|
|
tions,.
|

This Gevelopment of & vocabulary of tonal combinations is |

a requisite for successful growth in music reading, The soundsﬂ
of these combinations are what the music memory recalls as a }
result of the visual impression. Hyersl points out that: t
|
i
|

Maturation brings about a decrease in the
problems arising from immature visual and sudle- |
tory perception. Young children often pay atten- ;
tion to the main characteristics of visual stimuli
and ignore details. If, in spite of good eyesight, i
they do not notice differences in words or letters
when asked to match them, how can they possibly be
expected to notice the fine differences between
notes on neighboring lines and spaces of the gtaff?

1Louise Kifer Myers. Teaching Children Music in the




For thls reason, the development of the tonal vocabulary
should be checked individually to make sure of its accuracy.

Myeral goes on to say:

It seema probable, too, that children who !
have tendencies to make reversal errors and who !
have not yet learned to lcok at a word always

from left to right would@ have a simllsr diffi-

culty in learning to read music. Unfortunately,

because of the limitation of time, music reading

is generally a group project., It is fairly easy

for an uncertain reader or singer to follow the :
tune set by the majority of the class. Thus a i
child who makes reversal errors may continue for
days to try to read from right to left without
the fact being known to the teacher. For this
reason, it 1s best to wailt for maturation of
visual and auditory perception before attempting i
misic reading. %

Another factor in readlng readiness is the feeling for
note values. Actual names of note values can be taught in a
Bhort time, but the feeling for values 1is the result of a 10ng|?
period of assimilation, which should begin in kindergarten g
with the development of a feeling for rhythm through walking,
ranning, skipping to various types of musical patterns, In |
this way, children get an early start and learn to recognize 3
a quarter note as a walking note, eighth notes as running

notes, a half note as a stop note, etc. Myers? feels that,

| "These controlled movements of the body develop in the child a%

feeling for values = a fundamental feeling he can obtairn in no ﬂ

other way."

_IIbid., p. 180, |

2Ibid., p. 151, |
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Next in importance is a full command of the medium used

! 4n reading. There are three mediums in use, only two of which

have any recognized value. The following outline summsarizes

| the advantages and disadvantages of the three methods.

1. Singing by Syllable Nemes: (sol-fa)

Advantages:

8. The use of Latin szllablea has the advantage
that "do-mi-zol", “sol-ti-re®, "fg-la-do",
and so forth - are the same in every key, which
means the combinations do not require alteration
for another key; they require only the correct
pitch on which to start.

b. The general relationship between syllables.

¢+ They are easily pronounced because of single
vowel sound with no final consonant,

d., They give a name to every tone of each scele,
and offer a workable medium for objectifying
tonal relationashipe.

Disadvantages:
8. Syllables gre relatively unfamiliar.

be They are a crutch.
2. Singing by Numbers: (1-2-3 etc.)

Advantages:

a. The use of numbers has the advantage that 1-3+5,
5=Tw2, 4=6-8, and so forth - are the same in
every key, which means the combinations do not
require alteration for another key; they require
only the correct pitch on which to start.

be The familiarity of the use of numbers. The
relation of l=2«%«4-5=-6-7=8 1s a concept that
has long been used by the child.
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Disadvantggea s i

a. The numbers “one, two, three, four, five,
seven, eight" are cumbersome to sing.

b. They are a crutch.
Se

Singing by Letter Names: (C-D-E flat, etc.)

Advantages:
None.

Disadvantages:
There 18 no general relationshlp between 1etters.;

8.
|
b. They require alteration in different keys, E

It is difficult to remember the order of letters
when descending the scale, and in skips.,

Ce

d. They are & crutech.

Yor the above reasons many music educators feel that the

use of syllable names (tonic sol-fa) have great advantage overj

both letter names and numbers. Although it 1s common know-

|
ledge that many children dislike singing by syllables, it 1s |

felt the reason for this dislike is due to poor pedagogy rathqu

than the use of syllables. The majority of the music educa-

tion professiocn believe that a wise use of this method will
in a short period of time develop sufficlent competence in :
music reading that the progress alone will eliminate the so-
called distaste which has been built over many generations.
They alsc seeém to be in agreement that by developing a
well-organized program of muslc education, beginning with a

planned reading-readiness period for note reading, which will |

develop into a preparatory period with the books in the hande |

it ] - = ,7;—4‘*_—._,:? e —



of the children; and finally an introduction to the full
reasding experience, with regular periods of evaluation, to
mgke sure that every member of the class is actually reading

and not learning by rote from the natural leaders in the class.

The research done in this area seems to justify this type

of program, and to give strength to the bellef that under this

kind of instruction children will in a short time be making
the same progress in reading music that they do in stories,
since music reading has the same fascination in the unfolding |
of new melodlea that 1s offered in the unfolding of the plot |

of a story.

Research in Relation to the Child Voige in Singing

Seashorel points the way for the proper development of !
the child voice in singing when he states: E

There are several steps that nust be taken in
organizing this training in the schools, and in the
home. ‘

®irgst, to teach parents and teachers the gig- !
nificance of a beautiful voice. That idea must be :
promulgated until everybody begins to take notice E
of it, This accomplished, more than half of the ;
work 1s done because the next step is not so mueh !
formal training as s continuous and vital attention '
to the difference between the beautiful speaking
voice and an ugly one throughout life.

Second, a constant expression of appreclation
of beautiful tone guality and disparagement of the

bad. The significant thing is that this is imme- |
diately tied up with character and personality. ;
ICarl E. Seashore. %A Beautiful Voice." Music Educators§
Journasl : 19; Februsary 1938. I —




Shouting, screaming, snorting, rasping, and all
sorts of disagreeable speech are nearly always
expressions of a disagreeadble personality trait.
Likewise, the deliberate cultivation of sweetness
of speech Inevitably reacts back, hinging upon
the easily observable fact that, while you ecan
imitate a beautiful volice, you do not get far with
that, 1t does not became a part of you until it
is a part of the natural personality.

Third, let the educators give the support
of thelr preatige to the recognition that a
beautiful singing voice 1is a large part based
upon habits of appreciation of beauty in voice
quality during the early years of childhood.
While not all children can become singers, nearly
all children have latent capacities for good
speech. Let musicians show leadership in bring-
ing this 1ssue to the front through teacher-
training Institutions, parent-teacher assoclations,
and musical activities.

Fourth, there 1s a great advantage to the
singing teacher to have the child comé into later
lessons in singing with a deep~rooted appreciation
of good volce-quality. This readily transfers to
singinge.

That we have been negligent in making our young people
cognizant of the importance of this primary step in the de-~
velopment of a beautiful voice is common knowledge; but we
have been guilty of an even greater error, for as he further
states:1

It is a most extraordinary thing that an ugly
speaking tone is tolerated not only in the volce
of the ordinary cultivated person, but, in musi-
cians, even great singers, without any feeling of
incongruity. Likewise, 1t 1s a deplorable fact
that teachers who are to serve as models for the
development of pérsonality in the elementary school
room have seldom if ever given any attention to the
character of their own speaking voices, Bad voice
qQuality seems to be taken for granted in the educa-
tional world, Just as distortion of facial features,
etCovase

lIbiggu Pe 18,
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| Gehrkens suggests:l I

- authority, suggests the ease with which we may develop chil-

Listening to one's own volce to hear whether or not it 135

pleasant, in tune, and properly modulated, will do much to
encourage our puplls to do the same thing. In dealing with
our children we must encourage the use of softer, lighter ‘

tones; and in the beginning 1t 1s imperative to select songs
which will foster this type of tone rather than deep-throated |

chest tones developed from Indian war songs, and many of the ¥
popular muslic of our day.

To foster the development of "™the voice beautiful® T

The most important thing ias to set up ideals i
of tonal beauty and habits of singing that result
in tone that is both rightly produced and pleasing |
to the ear. The place to begin ia in the kinder~ |
garten and first grade - or whensver the child 1
first begins to sing...and 1t must be continued
through all the grades, and no matter what kind of
work i1s being done, the child must be taught always
to think and to listen discriminatingly to the
tones he 1is producing.

Prancis E, Howard,2 internationally know child voilce

i
dren's voices since they are homogeneous in tone; he continueai
to state in his well-lkmown book on the development of chil- i
dren's voices, The Child-Voice in Singing, with the following

assertion:

Iigrl W. Gehrkens. Muslec in the Grade School. Boston:
¢. C. Birchard Company, 19854, 239 p.

2prancis E. Howard. The Child-Voice in Singing. New
vork: H. W. Gray Company, 1898. P« 10=21.
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The growth of the larynx, which.., is quite
rapid up to the age of six years, then, accordling
to all authorities with which the writer is con-
versant, ceases, and the vocal bands neither
lengthen nor thicken, to any appreclable extent,
before the time of change of volce, which occurs
at the age of puberty...but undoubtedly, during
these years, there 1s a constant gaining of firm-
ness and strength, in both the cartilages and theinr
comecting membranes and muscles...the contimial
increase in strength and firmness of the larynx
from six years onward to puberty, is consistent
with the constant growth in strength and firmness
of tilssue characterizing the entire body.

Seashorel in his plea for the improvement of the speaking W

voice has this to say:

Let me enter a plea for very early attentlon
to the development of the voiece in boys and girls...
hot formal training for musliclanship or speech ex-
hibition, but rather training for the appreciation
and understanding of the significance and the pos-
aivilities of a beautiful volce in music and speech.
And let me put spaech firat because the natural
quality of a child's voice 1s set very largely in
the first six years, in spite of the changes which
take place with maturation.

He further points out:

With the coming in of corrective spsech, deal-
ing with the disabllities, educators are being
awakened to the fact that they have neglected a
most important positive factor, namely, the possi-
bility of making the child's speech more beautiful.

If we are to make any real progress in this matter there

| are several steps that must be taken in organizing this train-
ing in the schools as well as in the home. First, we must

teach parents and teachers the importance of a beautiful voice.

1Seashore, op. cit., p. 18.
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The whole 1dea must be s0 promulgated that everyone begins to |
taeke notice of it. This accomplished, the greater part of the !
job is done, because the next step 1s not formal training but ﬂ
a constant attention to the differences between a beautiful
spsaking voice and an ugly one throughout life. Second, we
mist continually express appreciation for the beautiful tone t
quality, and disparagement of the bad. The important thing
to keep before us is that thias is s0 closely tled up with
character and personality. BShouting, yelling, screaming,
snorting, and all sorts of disagreeable speech are expressions

of a disagreeable personality trait. Likewise, the cultiva- i

? tion of & pleasing volce will soon react back upon the person ﬂ

| unt1l 1t 1s a part of his natural perscnality, if he is sincere|
|

in his desire for thils development., Third, let educators give h

- the support of their prestige to the recognition that a

beautiful singing voice 1s in a large part based upon habits
of appreéiation of beauty in voice quality during the early
years of childhood. Fourth, there 1s a great advantage to

the singing teacher in that this training is readily trans-

| ferred to singing. A child who is consclous of a beautiful

speaking tone cannot sing badly.
In helping children to aing well, Clippingerl suggeata:
The first step (in singing) is to teach them ;

how to use their volices in a manner that is com-
fortable to themselves and to those who listen.

iﬁ- A. Clippinger. "Concerning the Future of Singing.”
Music Educators Journal : 17; November-December 18356.
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Singing is the most practical way to begin the
process of becoming musical.

Developing a beautiful volce.~~ In the development of a

sideration:

1. The significance and the possibility of a
beautiful voice have been overlooked to an
astonishing degree by educators, soclety in
general - psychologlsta not excepted.

2. The approach to a beautiful singing voice
should be made through the very early cultl=-
vation of a beautiful speaking voice.

3. A lovely and effective speaking voice 1is not
only an index to character and personality but
1s one of the most potent means for the culti-
vation of thease.

4, Musicians should recognize that their most
effective ally in the cultivation of a beauti-
ful singing voice lies in the early promotion
of the development of an understanding of the
meaning and the possibilities of a good speak-
ing volce.

5. This development takes place most naturally
through the spontaneous activities of self-
expression in the schoolroom, playground, and
the home when wisely nurtured.

One of the baslc factors in the achievement of this goal

is offered by Mossman? when he states:

The chief work of the school is to teaoch
people to meet situations by teaching them to act
on their own thinking.... To train a body of
young people to get on their own thinking in deal-
ing with the situations which confront them 1s to

Isaaahore, op. cit., p. 18.

2Lois C. Mogssman. The Activity Concept, New York:
Macmillan Company, 1938. p. 34=35.

beautiful voice Seashorel offers the following points for con-




EEEIES e S

i
‘

I

‘r

contribute to a new socisl order.... A group of

people who know the Joy of using effective intel-
ligence can be expected to seek to make life good.

This, indeed, would develop a new social order, for edu~

cators have long been consclous of the fact that it is most

difficult to get persons to think for themselves. Undoubtedly

f£ind the solution to this problem i1f we are to achieve the
goals set for our youth.

To achieve the goal of beautiful singing, Gehrkensl
suggeats:

The most important item (during the first
three years of music teaching) is the use of the
singing voice. The method 1s not so important as
the result, and i1f the teaching is good, most or
all of the children will be able to "carry a tune"
by the end of the firat year. During the second
grade, the volces develop still further in the
direction of pure, true, expressive tone, and by ‘
the end of that year there should be no non-singers
- unleas in the case of the abnormal child with a
defective ear or volce. In the third year, the
volces progress still more in the direction of
beauty, purlity, flexibility, and expressive power,

This type of program can only be achleved if the class-

. room teacher is willing to organize her teaching to allow for

to listen to individual voices, S8She must go about her class
suggesting here, encouraging there, stopping on occasion to

give individual instruetion. Only by a knowledge of the pro-

Ikarl W. Gehrkens. "A Course of Study in Music - Grades

i 1=2«3," Music Educators Journal :273 September 1936,

| this 1s g price we pay for our mechanical age. Educators must

' individual instruction for each child. The teacher must learn

|
| gress of the individual can she hope to develop her group into




! their own voices so that they may learn by self-criticism

i not only will she economlze on class time, but the tone can bde

. check on whether or not the class 1is singing softly enough, !

' York: H. W. Gray Company, 1028. Pp. 46.
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a composite unit, by encouraging her children to listen to

based upon comparing their voices with those of others who
sing better, striving steadily toward the standard set by
the teacher. ﬂ

Althaugh these goals may seem too lofty to be achieved, |

Howardl gives this encouraging word: }
When one reflects upon the results which the

patlience and skill of our regular teachers have i

accomplished in teaching pupils to read music, it g

can never be reasonably doubted that the same pa- :

tience and skill, 1if rightfully directed, will be |
equally succesaful in teaching the correct use of

the voice.

To those teachers who persist in leading the songs.with
their own voices, and in singing the exercises with the chile %
dren, they can and most probably will defeat all efforts to l
secure the right tone 1n elther the first, or any grade up to
that in which the changed volces are found. Granted, 1t is
often necessary for the teacher to sing, but only to i1llus-
trate, to correct, or to teach a song. If she will remain
silent when the class is singing the line sung to them, and |

will proceed in like manner until the whole song is memorized, :

kept soft as desired, and individual shouters checked., As a

AIFrancis E. Howard. The Child-Voice in Singing. New
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i1f the class is singing so that no particular volce can be
distinguished from the others, the tone is proper. This tone
is usually referred to as the head voice, in contrast to the
chest volce so common with children of the upper elementary
grades.

Tones sung in the thick or chest-reglster are produced

i length, breadth and thickness. The tone of the thin or head-
register results from the vibration of the vocal bands along
the inner edges alone. Most authorities suggest the use of
I the head-register throughout the elementary period or up to
the age of puberty, when singing in c¢lass or chorus. In the
development of this head-reglster or tone, Howardl gays:
The vowel "o"™ is suggested to secure the usge
of the head-register, becemse it has been found
eagsier to secure this type tone than with the use

of the vowel "ah™, especilally when it 1is sought to
break up the habit of singing loudly.

ing children's volces suggests the following:

1. Require light singing at least during the early
stages.

2. Encourage the children to listen to their own
singing to make certain i1t measures up to their
own growing ideals of beautiful tone quality,
and correct tone quality, and correct intonation.

IIbido 2 Do €4,

2Kar1 W. Gehrkens. Music in the Grade Schools. Boston:
¢. C. Birchard Company, 1 e Do .

by the full, free vibration of the vocal bands in their entire E

! Gehrkens? in swmarizing the important elements in train=- i
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; 3. Select songs that are correct in range from
1 the standpoint of compelling the use of tones
! that are easily and naturally produced. |

4, Look well to the formation of correct postural
habits. ;

‘ Another point of research comes from Fullerton,l who re-
i

iports the results of twenty-five years work in rural one-room

%{schools. Having little equipment and teaching with scanty
;{musical training and ability, he introduced the use of the |
|

phonograph as & means of teaching rote songs. He states:

|
i They sing unison and two part songs with

!’ beautiful tone quality, accurate pitech, light,

1 floating rhythm, and fine interpretation. The

| success of these children in learning new songs
| forced us to raise the question as to the neces-
j sity for teaching children to read vocal musie

w note=by~note in schools.

! Many music educators have marvelled st the ease with which%

. the average child, seemingly effortless, absorbs the "hit- i

! tunes" with no preliminary explanation of the rudiments in-

| volved. Pullerton further explains:

! All the elements involved in good singing -
K tone quality, rhytim, diction, Intonation, attack
| and release, phrasing, pronunciation, and inter-
‘ pretation - were included iIn the first lesson and
: in every succeeding lesson, The fact that the
class got most of this training unconsciously
while enjoying the singing of attractive songs,
is one of the strongest recommendations for the
plan.

’F\ } ic, A. Pullerton. %Vitalizing and Standardizing School
' Music.” Music Educators Journal 27: 282-283; December 1938,

| 2 _ e ™What of the Second Hundred Years?"
Music Educators Journal : 2%; March 1938.




So convincing is this evidence, that we search further

% for evidence of the value of this approeach. Pullertonl 11sts
nine points of merit in favor of his plan.

‘ l. Cnly songs of musical merit will be used.

! 2. Every time a child hears a song sung, he will
! hear 1t correctly sung; and when he sings 1it,
F he will sing 1t correctly.

2. The phonograph will establish a line of demar-
cation between those who can sing accurately

E and those who cannot. The non-singers listen

! more than half the time to singing as it should

| be done. (Development of acuity in listening).

4. The listening attitude will be developed by the
method which has been worked out for teaching

| songs, by alternate phrases with the phonographe.

This will guarantee good tone quality in every

grade. In this way, the active participation of

| the ears in every misic lesson will be automa-

: tically secured.

a B+ By singing alternate phrases...the class will

| develop the habit of singing songs by phrases as
: artists glways sing, rather than by measures ss
i is so often done in schools, glee clubs and

If choirse.

| 6. Rhythmical development through physical movements

i stendardized by the phonograph, and stepping the

;’ note values in songs results in a canplete mas-

| tery of all the ordinary problems in rhythm by a

! highly interesting process and still provides for
flexibility.

! 7. A thorough knowledge of the minlimum easentials in
i theory is guaranteed by exercises to the rhythm

! of the phonograph, and the results obtained by

! the interesting process of using musical charac-
ters in reproducing the song on the staff by the

nine step methode.

| Irv14., p. 76.

|
]
I




i develop beautiful speaking and singing voices, and in the

8., Part singing will be a joy. The altc part will
be recorded separately on the record and learned
phrase by phrase by the entire claass. Later the
class will be divided and sing different parts
alternately.ece.

9. When music is brought into the schools to do its
own training, practically every lesson will be !
preparation for a festival.,

10. This rich singing experience, the mastery of |
rhythm and the simple elements of theory, consti- f
tute an 1deal preparatlon for the study of in- |
strumental music¢, for membership in the singing |
organizations, or for further study of musiec, ?
while the masses of the pupils will be preparing
for future enjoyment of music by having present i
enjoyment. [

Although this study was done thirteen years ago, it is
indeed timely, since only recently all the major publishers
of music textbooks have placed on the market excellent re- i

cordings of their textbook materials, to be used in the class

presentation of the songs. With the advent of this procedure, |

the classroom teacher will be relieved of the effort of pre- |

paring for the presentation of the song materials and can givei

her undivided attention to helping the individual child de-
velop his singing voice.

If this procedure is followed throughout the three or

four yesr preparatory period, and children are helped to

meantime are glven an adequate background and preparation for

note reading by the development of a proper tonal vocabulary,

skiliful teaching will easily bridge the gap between the

singing and meaningful reading experience. Ih this way, we

Sz
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should no longer develop childréen who find a distaste for

| reading new song material. 5

| Research in Relation to the Development of Tonal Vocabulary

Learning 1is facilitated if the situation is interesting
to the pupil.~= The serious-minded music educator cannot helpg

being concerned with the fact that after better than one hun- ‘

dred years of public school music, we find ourselves as far
removed from the goal in music reading as in the days when !

Lowell Mason first began his teaching in the Boston schools. 1
[
If the sverage pupll 1s asked to aing from a sheet of music '

| the almost universal answer is, "I don't read music". Lee and .

Leel in their vital text, The Child and His Curriculum, give |
us a clue to the solution: |

Interest is one of the largest factors in
education. It is both 2 means and an end. It is
one of the greatest alds in learning, and one of
its major aims.

Interest 1s a state of being, a way of re- !
acting to a situation in which the child's own -
purpose provides the stimlation for effective ;
activity. If the three previous conditions of i
learning, needs, experiences, and power have v
really been met, interest is almost assured.

This last statement provides the keynote to much of the
trouble, We fail to meet the needs; individual needs of the

child, hence we lose the child's interest. Thorn? suggests

IJ. Murray Lee and Lee, Dorris May. The Child and His
curriculum. New York: Appleton-Century=-Crofts, 1Inc., 1950.

P .
2p1ice H. Thorn., Music for Young Children. New York:
Charles Scribner's Sons, Inc., 1929. D. 18. ) .




the following method of meeting these needs:

In considering the individual needs of the (
young children, the teacher must discover and :
analyze her children in regard to their musical |
background experiencea, singing ability, and the
emotional attitude of each child. She can do so
informally in the primary grades by observing
their play, by singing conversations, and by tonsal

imitations in connection with dramatic plays. {

Much of the trouble experienced has come about by our
inability to perceive the confusion we create by requiring all |
students to read the same materials regardless of their back- ;

ground of experience; in this manner we have tumed many

L
children against music., We must find a means to bring the :

children back to the subject. A subject which holds such fine f

social and psychologlcal implications for them. !

The writer believes that In the educationel research
already done, we shall find much to help us in solving our

problem. Much of the boredom which accompanies singing at the f
I

present time 1s due to over-emphasis on note reading, a factor
|

which we fail to realize handicaps the child with little backe |

ground or preparation to aid him in meeting this problem. :

Huggett and Millardl have this to say concerning the !

| comparison of language reading and music reading. :

This comparison with language reading sounds i
well, but is largely misleading. Language reading
is carried out constantly, while the reading of

Learning in the Elementary School. Boston: D. C. Heath and |
Company, s Pe . ;

—1A1bert J. Huggett and Millard, Cecil V. Growth and




music is done at but frequent intervals. Purther,
the child is accustamed to language from infancy,
while singing 1s & rather occaslonal occupation....
When he enters achool, he has a vocabulary of about
twenty-five hundred words. He has seen signs and
has observed others reading newapapers, magazines,
and books. On the other hand, his first-hand ac-
quaintance with music is rather limited.... He
may have sung a little and may know a few tunea,
His acquaintance with music is only a fraction,
though of his acquaintance with language.

Furthermore, children learn to read by a la-
borious process which oecupies a large portion of
the school day. 8inging can legitimately be al-
lotted only a few minutes a day. Added to this
fact is the question of method: reading has been
investigated continuously for years and is now
taught sclentifically; but methods of music teach-
ing have had almost no investigation....

The writer agrees with all the above statements; but he

feels there are tremendous implications in language research
‘ which can do much to solve the great needs in the field of

 note reading.

In their discussion of the prevention of reading diffi-

culties, Witty and Kop911 made these pertinent comments:

Children forced to read before they are resdy
develop faulty perceptual habits and unfortunate
attitudes. So varied are children's rates of de-
velopment that the introduction of reading 1s de-
layed in the modern school until ocareful appralsal
of each child's physical growth, mental ability,
and emotional development discloses his readineas
for successful experiences in silent reading. The
first activities are so carefully planned, and
their specific nature is determined by the first-
hand experiences of each group deemed ready to read.

1;aul wWitty and Kopel, David. Reading and the Educative
Procegss., Boston: Ginn and Company, 1038, Pe 101-196,




The wrilter would apply all of the above research to the

subject of music reading. Little or none of this has been done;

at the present time. Many other points of successful research ﬂ

in the field of language reading can also be applied as will
be shown later. In the developing of the singing experience
in school, Brooks and Brownl have this to say:

Day after day children hear an endless flow
of words and sentences used by others to express
meaning. No one knows how many thousand times g
young child hears the familiar words he soon makes
a part of his own vocabulary, and by the use of
which he soon begins to glve expression to his own
ideas. Only by being thus surrounded by spoken
language can a child in the best possible manner
acquire the abllity to use articulate speech as a
vehicle of expresaion.

In a 1like manner, children should be encom-
passed with an environment of song in their early
yearas. These listening experiences will undoubted-
ly evoke a ainging response from the child in the
same way as hearing conversation in the case of a
six year old child calls forth a response in words.

All music educators have agreed with this for a long

| time. Nyersz goes further to add:

Several years of singing experience in school
is desirable before trying to teach a child to
read music. This experience is comparable to and
gerves the same purpose as the child's experience
between the time he learns to talk and the time he
begins to read words or sentences. During these
years he has been acquiring a vocabulary.

Pe _,I 56 Je_

_1Harion B. Brooks and Brown, Harry A. Music Education 1ni

the Elementary School. New York: American BOok Company,

1948, 7. .

2Louise Kifer Myers. Teaching Children Music in the
Elementary School. New York: Prentice- s iNC., .

|
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Engaging in an extensive singing program has
far-reaching consequences since it is by this means !
that the child acquires his vocabulary of tonal p
combinations. A vocabulary of tonal combinations
1s a requisite for successful growth in reading i
musice... At least three years'! singing experience !
after kindergarten are necessary; four are désirable,

The development of the tonal vocabulary.~-~ This perlod
of experience is characterized by the ability to sing many
sombinations of tones; 1.s8. the development of a tonal vocab~
ylary; the development of auditory and perceptive powers; the |
development of a feeling for note values; the development of
the ability to aing the tonal vocabulary 1in many keys, from
the blackboard exercises, by syllable, number, or letter,

According to the medium preferred; the development of the

ﬁbility to recognize these tonal comblnations aurally; and
 flinally the development of the ability to use the printed page?

of music.

If the process of development has been gradual and
~ thorough with great care exercised to develop lnterest in what ;
| 1s being sccomplished, the child should find pleasure in his |

i
i:
I
|
i
[}

|
111 not be easy, and the teacher will find need to retrace .

1 jbility to read new songs from the music book. The process

. her steps and offer remedial work. A word of encouragement

i 18 glven by Hyersl when she explains: I

_Iﬁyers, op. cit,, p. 188,
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: P. 12.

If the class makes the same mistake seversl
times, the good teacher will wonder why; analyze
the problem, and apply remedial measures...the
teacher who becomes impatient with her group be~-
cause of so much repetition necessary for the
children to learn a simple acale-wise passage in
a song 1s urged to visit the class of a neighbor
who is teaching beginning reading and note the
time and drill necessary to teach simple words
and combinations of words. Reading music 1is
even more complicated.

Still another contrilution from the area of language
reading research, which is applicable to music reading is
visual perception. Frederickl points out that:

They (the researchers) have proved conclu-
sively that the eyes work the same in reading
music as in reading words; that a group of notes
having pictoral unity 1s seen as a unit; that be-~
ginners learn best by recognizing the geometric
patterna of the notes; that good sight-readers
are able to grasp three, four, or more notes at
one glancejesse

This brings us to the basic element in learning to read

notes; and that is the wvitel neceasity to develop a tonal

vocabulary. Though there are no available statistics, accord-?

ing to Croaaley,2

The majority of public school systems use
the syllable method. Justification for tralning
and testing of auditory perception of tonic inter-
vals and progressions through the use of ayllables
is current practice In public aschools.

1Frank Frederick. "Are Piano Teachers Unteachable?"
Music Educators Journal ¢ 21; February 1951.

2B. Alice Crossley. "The Construction and Evaluation of
a Survey Test in Muaic for the Primary Grades." Unpublishead
Master's Thesis, Boston University School of Education, 1946.

I
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In agreement with this statement, Gehrkensl states:
«s sunder sverage publie school conditions .

today at least ninety per cent of the pupils will

do better at singing intervals by using the inter-

mediate assoclation of syllable names.

Since the greater part of early note reading is based
on step-wise progressions and tonlc sklps, in order to estab-
1ish these relationships without constantly referring to the
whole scale pattern, crossley2 suggests "emphasis during the
readineas period should be placed upon a basic vocabulary®.
Nohavea® advocates, Ma (similar) vocabulary of fifty music |

wordas Prom a breakdown and isolation of note combinations

taken from six to eight rote songs."

Crossley% proved:

With adequate teaching and practice, normal
children can be taught to recognize the syllable
names of various pitches. One of the fundamental
abilities of music reading is the ability to hear ‘
mentally the pitch of the written symbol., I

In justification of this, crossley5 goes further to state{

Treining in three areas underllies the abllity :
to sing from notation. First, one must be able to
give the syllable names to notes represented on the

Tiarl W. Gehrkens. Music in the Grade School. Boston: |
C. C. Birchard Company, 1934. p. =219, i

2crossley, op. c¢it., p. 11l.

SHazel B. Nohavec. "Trhe Punctioning of Fundamental Read- |
ing Concepts in Music Education.™ (Claremont Gollege Sixth :
Annual Reading Conference, Summer Seésslon. California:

Claremont coIEege Tibrary, 1941.

4 and 5Crossley, op. cit., p. 11 and 20,

|
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ataff; second, one must be able to name the syl-
lables regardless of the position of "do" which
may 8tand for any one of twelve tones; third; '
given the name of the syllable, it must be placed ;
on the correct piteh. I

The movable "do" system emphasizes abstract

tonal relationships rather than speclfic keys. X

It does, however, establish fixed relationships |

within the scale irrespective of pitch. The !

greater part of note reading 1s based upon pro-
gresslions and tonic skips.

The writer firmly believes by the application of the !

above research and with adequate training and application of |

I

the twenty tonal patterns shown in the Handbook; the normal i

pupil can learn to read with fluency. The matter of lnterest

created is a personal matter depending much on the personality

of the teacher. Wlth an ever increasing amount of research '

being made avallable, and with great improvement in music

materials, it should not be long before our schools will feel !‘ |

a rebirth of refreshing enthusiasm for singing asnd note
reading as never before experienced in the history of music

in the American schools.

Research on the Treatment of Monotones |

It is indeed a startling statement to read, in an age

[
when graduate students in Music Education are searching for F
subjects to develop research projects, that "The subject of |

|

monotones is a virgin fileld in that 1t has remained practi-

cally untouched by case studies, experimental inquiries, or




other types of research".l
B1ind? defines monotones in two classes:

l. an absolute monotone - 1is a child who can sing
only one tone; such a child's voice has no
flexibility whatsoever;

2. a partial monotone = is a child whose voice 1s
somewhat flexible, but the child cannot sing
so much as the skip of & major third.

Lee and Lee® have this to say about monotonelsm:

Very largely, however, the child is a mono-
tone or non-singer because of lack of experience
in listening and in singing. The thiang he lacks
is practice. He should be encouraged to sing or
to attempt to sing with the group.

The method used in many placea, notably Pass-
dena, California, 1s to plan speclal work for out-
of-tune non~singers. Here they suggest grouping
the ¢lass into three sectiona: (1) those who have
flexible voices and can sing on key; (2) those who
have flexlble voices, but who lack the ability to
sing on key; (3) and those who have not yet dis-
covered the dilfference between the singing and the
speaking voice.

In regard to the c¢lassification of the group, Brooks and

Brown4 make the following suggestion:

“Ig, E. Blind. "An Experiment with Monotones." Musio
Rducators Journal : 37; March 1938,

2Ibid., p. 37.

i 37. Murray Lee and Lee, Dorris May. The Chilild and His
gurriculum. New York: Appleton-Century-Crofts, Inc., 1950.
P EGIO

4pMarion B. Brooks and Brown, Harry A. Music Education in E

| the Elementa;z School. New York: American Book Company, |
s P .
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As a result of informal analysls, the teacher
may find that her children can be classified into !
five recognized groups: (1) those who can already |
sing; (2) those who have not yet found their sing- |
Ing volces, but recognize changes in pitch; (3) :
those who are unable to recognize change in pitch; i
(4) those who lack coardination of vocal muscles; :
and (5) those who have physical defects, such as
partial deafneas or adenolds, or are tongue-tied,
and who usually improve only through medical atten-
tion.

These authors go further to suggest the reason for diffi- ﬁ
i eulty in singing on the part of primary grade children are due

| to the factsl 1

sesethese non-singers may nsed more time in :
the experience of singing before they find their i
volce placement., This need may result from factors
of emotion, physical coordination, home enviromment, ;
and lack of understanding.... Any child who can !
speak with inflection should be able to sing with 1
the same inflection if he has the proper encourage-
ment and help from the teacher.

Many clasasroom teachers seem to belleve the pleasure of

. singing is lost for the good singers if the group of children !
who cannot sing on pltch are allowed to sing with them, If !
children with pitch~deficlent voices are Baught to sing softly i
and listen as they sing, there will be no loss of pleasure j
for any in the group. The trouble usually is that these :
' pitch-deficient children like to sing lustily; much of their
trouble, in many instances, lies in the fact that the force 1

with which they sing destroys their pitch level. |

11p14., p. 167. !
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I1f the classroom teacher will glve consideration to the
| proper use of the singing voice from the beginning and require

i all children when they aing to blend so no one voice 13 dis-

tinguishable, in a shart time, many of the problem cases will “

overcome their handicap, which is merely one of pitech dlscrimi-
nation, and with the concentration on listening for a fine
blend they solve nuch of theilr own problem.

Myersl offers the following reasons for the inability of |
children in the primary grades to sing:

Some children do not sing as well as others ;
because some seem to lack the abllity completely i
or one or all of the following may be the reason:

l. lack of oral power.

2. lack of aural power.

3. lack of tonal memory.

4. lack of musical experience.

5. and/or lack of self-confidence,

People learn to sing by practicing singing.
It 1s the responsibility of all teachers - not
only the teachers of the first and second grade - i
to plan experiences so that all the children learn
to use thelir one musical instrument -~ the volice.

What a priceless gift is the teacher's to give to chil-

|
dren a well-modulated speaking voice, and if they have this !
| to carry it one step further to a beautiful, expressive sing-
ing instrument. Many teachers, due to lack of understanding, |
more often lack of patience, fall to help thelr children

achieve this goal. It can be more rewarding thah the highest

11outse Kifer Myers. Teaching Children Music in the
Elementary School. New York: Prentice-Hail 1nc., 1950.
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attainment in scholarship. The child can later gain his
scholarship rating, but if you delay his development of a
proper vocal instrument he may never galn 1t.

Further suggestions for helping so-called monotones gain
control of their voices are to be found within the Handbook.
In summarizing this material on monotones, the writer would
like to quote further from Brooks and Brownl who present the
following word of caution:

In all tonal work, the teacher should never
discourage singing regardless of how poor it may

be, (as long as 1t 1s the sincere effort of the

person) for it is only through the singing exper-

ience that the child will gain caontrol of his vocal

muscles, increase his abllity to listen and to

imitate, and in the end achleve the desired tone.

He should be encouraged to listen carefully to the
tone he wishes to reproduce.

Research in Relation to Rhythmic Sensitivity

Almost as important as training the child's
voice 1ls training him to reapond gracefully and
appropriately to musical rhythm, Such response
must first be based on listening, so rhytlm train-
ing is at the same time an excellent mesns of
training the ear more definitely.2

myer55 explains rhythm:

«+¢a8 those physical responses that are mo-
tivated, controlled, or directed by music. They
are a refining and controlling of one of the pre-
dominant and innate characteristics of children.

1B:r'ooks and Brown, op. cit,., p. 168

| 2Karl W. Gehrkens. "A Course of Study in Music - Grades
l-2=3." Music Educators Journal 327; September 1936.

SMyers, op. cit., p. 105.
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Therefore, a program of rhythms is based upon
child nature itself.... It can make definite
contributions by developing the sense of rhytim,
by offering another means for self-expression,
and by objectifying understanding.

The succesas of all future music study depends upon the
ability to percelve the rhythmic structure of the composition.
Few children have this ability innately, but it can be de-

veloped.readily with care and planning.

Myersl goes on to explain:

The opportunity for galning muscular co-
ordination and control is probably the greatest
contribution rhythm mekes toward child growth,
--Gaining a vocabulary of rhythms is basic to a
rhythm program. The child then has many move-
ments with which to express his ldeas.

Although with children in the primary grades little if

any motivation is necessery, the teacher must have a

definite

program if any growth is to be expérienced. %Rhythm 1s so !

natural to the child that the te acher must use keen observa- |

tion to make sure the activity is an outgrowth of concentrated |

listening. The music should be the controlling and directing |

factor in all rhythmic study.

i
{
|

This should not be misinterpreted as meaning the rhythmic ?;
;
|

study with very young chlldren must be complicated.

In fact,

|
|
it must be the very opposite since very young children, he- T
|
i

cause of their inability to control the small muscles, should

react only with the larger muscles until they have gained g

fuller control of the muscular structure.

AIMyers, op. cit., p. 1056.




For thils reason, there is a need even for readiness work
in rhythm, before attempting any such complicated activity as g
rhythm band study. In the experlence of the writer, the rhythﬂi
band work is but a heterogeneous mass of meaningless rhythmic r
activity. The presentation of a successful rhythm band :
activity 1s as complicated as its more adult musical organiza-
tion, except that 1t requires less technical knowledge of the i
individual players. I
The rhythmic progrem should begin with directed 1istening |
activity; progressing into activities which present swinging, !
swaying, twisting, turning, tip-toeing, walking, hopping, ;
galloping, Jumping, leaping, and running. These activities
can be an enriching experience that will make the child's
future music experiences doubly rewarding, depending upon the
: format of the rhythm program and its presentation.
| The serious-minded teacher will mske use of the wealth
of materlial written in thils area, but everything attempted
should have as its criterion its value and contribution to
the singing program. Rhythm for rhytlm's sake, can be a woe-

ful waste of valuable time. Jacques Dalcrose, at his school

in Hellerau, conducted a careful study of the effects of his

|
|
type of rhythmic study. He watched a group of children who i
had been given a year's introduction to music through the

medium of bodily rhythm and then were started on pilano study.

He found in a year's study they had msde four times as much




progress as s comparable group who had begun plano study with-

out preliminary development.

Mursell and Glennl have this to say about objectives in
rhythm study: "Rhythm training should never be of the type
of mechanical drill. It should be motivated by appreciation
and should have appreciation as its goal."

¢ehrkens® presents the following as the basic principle
of rhythm: "...the principle that rhythm training can be
accomplished only through physical response on the part of
the listener."

Lest one think the teaching of rhythmic study is a chance
% occupation, let him heed the words of Gehrkens® when he says:

eeseurythmics is principally music education
and only incidentally physical training. There-
fore, the teacher of eurythmics must above every-
thing else be a thoroughly trained musician, one
who understands intimately the structure and tex~
ture of music; who 1s capable of responding appro-
priately to various muslcel moods and ideas; who
is a good planist; and who has sufficlent creative
imagination and practical resourcefulness to im-

provise interestingly. Only to such persons should
this highly important work be entrusted.

Research in Relation to Music Appreciastion
Appreciation i{s the least understood aspect of music

education. For this reason, its real significance is only

IJames L. Mursell and Glenn, Maybells, Ps¥chologx of
School Music Teaching. New York: Silver~Burdett Company,

. P
2xarl W. Gehrkens. Music in the Grade Schools. Boston:
¢. C. Birchard Company, 1 e Do .

Sgenrkens, op. oit., p. 110 _
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partially realized. In developing a definition for the word
1

| ®"appreclation™, Brooks and Brown™ have this to say:

Some people identify appreciation with mere
enjoyment of music in a sort of superficial sense.
Undoubtedly, pleasure accompanies appreciation,
but it does not comprehend the whole of apprecia-
tion.

Some look upon appreclation as information
about music and musicians. Without a question,
in some cases such knowledge aids appreciation,
but it alone does not constitute appreciation,
Information which leads to a better underatanding of the
misic and 1its writer is helpful, but it falls far short of

being the erux of the matter. Real appreclation consists of

| something which exceeds all these factors. This undoubtedly

is the reason why the teaching of music appreciation fails to
have a true educative effect upon children, though it is un-
doubtedly the richest in potential educational value.

One does not appreciate by being told to do so, but by
actual participation. Hence the reasson why so many music
educators pasa coldly the feeble attempts of their colleagues
to interest young people in music through this medium. Too
often in their desire to create interest they try to deceive

children that imagined or remembered scenes and episodes

evoked by a plece of music i1s 1ts meaning. Nothing is further |

from the truth. Children should be allowed to listen to g

Ty

the Elementary School. Boston: Ameprican Book Company, 1946,
P . '

arion B. Brooks and Brown, Harry A. Music Education in :




great variety of music through as many mediums as possible,
including that of their own participation. No effort should
be made to try and Interpret the music for him. This is his
own prerogative. No one should force his thoughts, feelings,
reactions on another. The feeling of Joy, of satisfaction,
of compelling interest 1is coupled with his understanding.
This final result is appreclation.

1

Myers* suggests:

The background of an individual and his

accumilated knowledge of relative facts give
point to an experience that results in apprecia-
tion. Interest leads to ascertaining informa-
tion. Interest must be there, or there can be
no receptiveness that will make possible under-
standing with enjoyment. Appreciation is enjoy-
ment with understanding; appreciation 1s under-
standing with enjoyment.
In order to gain an acquaintance with music there must

be both an emotional response and an intellectual response.
The emotional response gives evidence that the music has
reached the inner self, The intellectual response implies
abllity to evaluate the music, to ascertain the aim and ob=-
Jective of the composer, to recognize the sklll and technique
of the performer, and implies an understanding of the medium
of mislc - tone.

Morrison? hae this to say concerning the development of

\luyers, op. cit., p. 21

i 2Henry C. Morrison. The Practice of Teachi in the
Secondary School. Chicago: University of Chicago Press,
e Po .




this type of appreciation: ™Appreciation 1s a recognition of
worth and an acceptance of value...the two chief elements sre
discrimination and preference".

This is posslble only after a great deal of activity on
the part of the child. Activity in every possible area of
music educetiocn. Apprecistion comes not only from listening;
it may arise more readily from the child's own efforts in
elther volce or instrument, as it does in his own silent or
oral reading. In such reading, the child may sense beauty
and experience the inner glow which comes from recognition
of worth, which is another form of appreciation. There are
many sources of music appreclation, to name a few:

a. Playing and singing experlences.
b. Rhythmic experiences.
c. Listening experiences.
d. Creative experiences.
e. Reading and study experiences.
Sincere learning arises out of experlence, but there is

a need for apperceptive background, there is no possibility

of teaching appreciation where no background exista. But, we

say to ourselves, how may we kmow when our children are sppre-

ciating. There 12 no exact measure of appreclation, but when
we find our children selecting the better types of music for
their own pupil-initiated activities, even according to the
teacher's standard of what 1s good music for a particular

activity, growth in appreciation 1a beginning to show itself

as the result of the ihfluence of the school. This evaluationg?




step affords the teacher the opportunity to observe the

growth in discriminastion and preference. This is where the

teacher's background in music and her general education will
| become a valuable asset to her teaching of this complicated

facet of misic education,

G s
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CHAPTER III i

SELECTION OF MATERIALS FOR THE HANDBOOK

In selecting the materials to be included as basiec Funda-
mentals of Theory for the Classroom Teacher, a survey was made |
of ninety nationally prominent muslc educators., These music
educators, representing thirty-one states from coast to coast,

were polled by means of a questionnaire. The questionnaire

made three requests:

(1) To check "Yea™ or "No"“ beside each item
suggested as a minimum requirement necessary
of the Pundamentals of Theory basic for
"teaching music in the Elementary Grades.

(2) To indicate the grade placement of each item,

(3) To add at the end of each section, any ma-
terials which were considered vital for the
teacher to know, but which had not been in- :
cluded in the questionnaire. !

0f the ninety questionnaires sent out, fifty-seven were
returned. This seemed a sufficient number to glve the desired
information for the format of the handbook.

The following tables indicate the results of the ques-

tionnaire.




TABLE I
KNOWLEDGE OF THE STAFP

F========================================================1 :

Items No. Quest.| % of _
Sent Agreemt. i
l., The staffooooo.ooooooooun.ooo.o 5% 100%
2. The Treble Olefoo.-...-..-..... 5% 100%
S Single bar line.issseecssssesese 4 100%
4, Double bar 1ineo.-co--.ooooo.oo 57 100%
5. A MOABUIrOBesssstosssosssasrosssne 57 100%
6. Letter names of the masical
alphabet.......-..---.......- 5% 100%
7. Letter names of 1ines.scececses 66 96%
_ (Treble staff)
B. Letter names of 8paCESeecsscses 65 96%
(Treble staff)
9. Leger lines (Treble staff)e.css b4 94%
10. Leger spaces (Treble staff)ecs. 54 94%
11l. Piteh names Of the Bcale...--.. b4 94%
(do~re-mi-Pa=sol-la=-ti=do)

Table I deals with those items of the questlionnaire which
were directed to information on the staff. An examination of |

the percentages indicates that on six items there was one

hundred per cent agreement as to the information being neces-
sary for the classroom teacher. In no instance was there
leas than ninety~four per cent agreement. The writer, there-
fore, felt justified in retaining all of the above items in

the handbook.




TABLE II :

NOTATION )

Items No. Quest. ¢ of ¥

Sent Agreemt. ﬁ
l. Whole note = restesessssesnrse 8% 100%
2. Half note = regtesesccscsese 8% 100%
3. Dotted=half nNote.ssescssncse Y 100%

4., Quarter note « restececsccess BY 100% i

5. botted=quarter NOtBaassensas 57 100% g
6. Eighth note - resteseesccces B7 100%
7. Sixteenth note = restesscess 57 100%
8. Dot after a note or rest.ees 57 100%

|

Table IT deals with the subject of notation., An examina- |

tion of the percentages shows one hundred per cent agreement

i
that this material salso should be included in required material
i

i for the classroom teacher. These items were also included in

the handbook.




TABLE III
KEY SIGNATURES

Items No. Quest.| % of
Sent Agreemt.
1. E1planat10n of sharp signe... 67 lm%
2, Explanation of flat sign.... 57 100%
3., Rule for finding "doM™eesesee 57 100%
(Sharp keys)
4, Rule for finding bl + [ SRR 57 100%
(Plat keys)
5. Rule for finding "do"....n. 56 98%
(no sharps - flats)
6. Sequence of sharps in the
Signatureo-oooioo.oo-0.-.0 54 94%
7. Sequence of flata in the
signature................. 54 94%

Table III deals with those items of the questionnaire
which were directed to information concerning the key signa-
ture. An examination of the percentages indicates that of
the seven items 1indicated, on four ltems there was one hundred
per cent agreement that this Information alsoc was necessary
for the classroom teacher. 1In no ocase was there less than
ninety-four per cent agreement. The writer, therefore, once

again felt justified in retaining these items for use iIn the

handbook. -




TABLE IV
TIME PROELEMS

Ttems No. Quest.] % of
Sent Agreemt.

1. Explanation of time signature 57 100%
2: 2/4 tImBecvsssascessscsrrssae o7 100%
B 3/4 tiMOeessrsveasscssnssncne 57 100%
4. 4/4 timBesesnsssncssresnnense 57 100%
5. 6/8 tiMBesssescsssscscccsosss 57 100%
6. 9/8 tiMBevseveasnssssscccocne 57 lw%
7. 12/8 tiMOecoesocsssnsneansesne 1Y 1%%
8. Simple 7 1 - T b5 96%
. Compound timeooooco-oo.-o--.o 55 96%
10, 2/2 time.cevevinsarcevssaccnns 55 96%
11. 5/2 tiMCecersstsasecssasesesns 55 96%
12, 4/2 tiMOecessnnseccassssnnsne 55 96%

Table IV deals with those 1ltems of the questionnaire

which were directed to information relating to time problems. H
i

Again an examination of the percentages indicates that on

seven items there was one hundred per cent agreement concern-

ing the need for this information.

less than ninety-six per cent agreement.

In no instance was there i

The writer, there-

fore, felt justified to retain these items for the handbook. -




TABLE V
MUSICAL TERMINOLOGY

S —— = = =
Items No. Quest. g of
Sent Agreemt,
Speed in music -
1., Largo (slow and broad).s.... 56 08%
2. Moderato (moderately)eecscs.e 66 089
3. Allegretto (slower than
Allegr0)00¢oocc.oaont-ocu. 56 9%
4, Adaglo (310'").0-0-0.--0-..00 55 96%
6. Lento (BIOW)O-too-oo-ooooooo 55 96%
6. Andante (slightly faster
than HOdeI‘atO)oooOOo-n-coo 55 96%
7. Allegro (lively)eccoeossvees 55 96%
8. Vivace (fast).l........O..‘. 556 96%
9. Larghetto (rather sl1oW)..... 53 92%

Table V deals with those 1tems of the questionnaire
which have to do with "speed in music™, An examination of
the percentages sgain indicated a high agreement. Although

there 1s a tendency amongst some publishers of elementary

grade music texts to show these items in their English trans-

lation, it will be considerable time before thils practlce is
sufficiently prevalent to consider any change in presenting
these facts to children. PFor this reason, the writer feels

justified in including these items in the handbook.




TABLE VI
SIGNS IN MUSIC

Items No. Quest. % of

Sent Agreemt. j
1. The Pl cecscsssncssctansscsasscscs B2 100%
2. The SIUleesssceossssnassssssns 57 100%
3¢ D.Co (Da Capo)-...u.........o &7 100%
4, D.S. (Da.l 898!10).00.0.00.-0..0 57 100%
5. Repeat maris (:)o.--oooocu--co 5% 100%

€. Endings: :

a. /Ie b /2o 57 100%

7. Chromatie signs: !

a. Cancel natural) sseansssne 57 100%
b. Sharp....u.-..u....-... b6 ‘ 98% L
Co Flateeseseescecascenrccane 66 98% ‘
8, Fine (the end)..-...-...--.... 56 98% l
9, The Hold (Femata).....-...ooo 56 98% L
10. Con moto (with motion)esecsces 54 949 |
1l. Dolce (3“661’;13’)000-0-........0 54 94%
12, Maestoso (with dignity,
ESJEStica].].Y)Cooooo tecsecse 54 94%
13. Sostenuto (sustained)eccececese 54 94%
l14. Chromatic signs:
a. Double=sharpescessccccsese 53 92%
b. Double=flateseccscsoseces b3 92%

Table VI deals with those items of the questionnsire

which concern "signs in music™. Once again an examination

of the percentages indlcates a high degree of acceptance of ﬁ
ii
this material as necessary. Seven ltems recelving one hundredﬂ

!
I

per cent; the remaining seven being close to it. In no in- |
stance was there less than nlnety-two per cent agreement,
Again the writer feels fully Jjustified in including these
items in the handbook.




TAELE VII
TEMPO MARKINGS

Items No. Quest.| % of

Sent Agreemt.
l., A tempo (tO time)......u....- 56 96%
2. Accelerando (to speed UpPlecess 55 96%,
3. Ritardando (to slow down)esess 55 96%

Table VII deals with those items of the questionnaire
which have to do with "Tempo markings"™. Again the percentage
of agreement is sufficiently high to warrant these items to

be 1inecluded.

TABLE VIII
DYNAMIC (VOLUME) SIGNS

Ttems No. Quest.| % of

Sent Agreemt,
1. pp-p-mp-mf-f"ffoo........c..-o 57 1m
2., Crescendo (to increase wvolume) 57 100%
%, Piminuendo (to soften volume). 57 100%

Table VIII deals with those ltems of the questionnaire
which have to do with "Dynamic signs®™ in music. Since all
were unanimous in agreement concerning these items, the

writer retalned these 1tems also.




TABLE IX ‘
SUGGESTED ITEMS FOR ADDITION ;
M

Items No. Que st. % of l‘
Sent Agreemt.,
1. Piano keyboard.......-....... 7 12%
2. Use of the pitch-pipseceesces 2 3%
3. F (BQSS) Clefecencsersnssnnes 1 1%
4, Scale structur€esececrsssssee 1 1%
5. Triplets.u... Cecscscrsosnnstan 1 1% ‘
6. Tonlc trisd (1"5‘5"8)00-0. 'y 1 1%
7. Double notation (S-A)oocooooo 1 1% i
8. Finding minor modeescecossesseres l l%
O. Phrasing......o-..-..-.--.u. 2 3%
10. Metronome marK8eeceesessceacsvese h 1% 1'
1ll. Staceato (detached)..u.-.... 1 1%
12. Poco meno (a little less)a.s.. 1 1%

Table IX deals with the suggested items which persons

answering the questionnaire felt should be added to the 1list.

only two items, 1 and 2, seemed to have sufficlent lmportance |

to the work of the classroom teacher to be included even though
|
the percentages as indicated show little agreement with the k
!
writer's feelings in this matter. These two items will be

|
referred to later. h

In answer to Question No. 2, (Grade Placement), all but

three persons decl ined to answer this question, saying that !

i

mach depended upon the Individual class as to what materials
might be included in their theoretical study. All were agreed

|

this material should not be taught just for the asake of

teaching "theory", but that there should be a need for the

materisl when it 1is presented.




' 1y

In answer to Question No. 3, twelve additional items were
suggested for inclusion. Table IX of Appendix I[ shows these
itema, Only two of thesé items, namely the Piano Keyboard
and the Use of the Pitch~pipe seemed to the writer to have
sufficient velue to be included. The Pliano Keyboard is found

in Chapter IV, Item 7. The Use of the Piltch-pipe is included

in another part of the handbook, see Chapter IV, Part 4, No. 1.

As a result of this survey the wrlter wrote the handbook
which 4s found in Chapter IV. Each ltem included can be

justified on the basis of the previous analysis.

i

'
i
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CHAPTER IV
HANDBOOK OF TEACHER=-TRAINING IN MUSIC EDUCATION

Aims and Objectives:

For & great many years music educators have been con-
scious of the fact that children have not been making the
progress in musie reading that they should. Research in this
area has focused attention on the fact that any true success
which a class has in singing, note reading, and the like,
stems from the abllity of the classroom teacher, While it is
true that in many instances teachers are doing a fine plece
of work and their teaching of the subject is of high calibre,
yet this 1s true only because the teacher has spent an un-
usnal amount of time and effort in bringing the class up to
this standard.

A great many supervisors of muslc are spreading their
time very thinly over the school population due to the fact
that they concern themselves with immediate results of the

¢lassroom activity and do not take a long-range vision of the

. work being attempted. That 1s to say, they are merely singing“

teachers who do a fine job for the short period that they are
with the group.

The classroom teacher diligently tries to observe all
the "tricks of the trade™ and to carry on from that point

when the supervisor leaves. With high endeavor, she attempts

Copyright applied for - 1952
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the next rmsic lesson in the same manner she observed the
last, only to find, like the Sorcerer's apprentice, that she |
has forgotten the "charmed words™ which bring the results,

confusion enters her mind as well as the minds of her pupils.
She closes the lesson with a feeling of defeat and rrustration:
and with a budding sense of inferlority proceeds to the next !
job at hand. Certainly these are not the results to be de- :
sired of a music period. The aims, 80 lofty and stimulating, F

as spoken by music specislists, tuen to cold ashes, What is

the reason for this strange turn of events? “

Forward-locking music educators are interested primarily,;
not only with the lack of success the c¢lassroom teacher ex- !
periences, but also with her undesirable emotlonal response
to the subject before, during, and after the mmsic leason.
With these facts clearly in mind, this handbook 1s prepared
and offered as a means of asslating the busy classroom teacherg
to be a natural, stimulating leader, to whom the teaching of i
msic is but the weaving of another pattern in the educational
fabric.

We in the music education field recognize that a grest

many of our classroom teachers are doing a highly successful

job in teaching music and we are grateful for the contribution|

that they are making to the subject. There are, however,
many other teachers to whom the teaching of music 1s almost a

nightmare. They are succesaful classroom teachers but they |




lack the ability to teach music. This 1s due to no fault of
their own but rather to the limited background in this area.
Many graduates of teachers' colleges, as well as persons with |
great experlence 1n the field of education, come to the claas-é
room unprepared to cope with this seemingly highly specialized€
subject., Most college curricula are so crowded with courses
which must be taken to graduate that they allow little or no
time for experience in the fielda of the fine arts. Most
teacher=-training programs offer at best a general chorus

period or a musiec appreclation course which gives little more

than an introduction to the subject. This is & pity, for the
teacher's daily life and her emotional feelings wouléd be i
richer and better balanced if she could experience more from ﬁ
the area of the fine arts. “

Realizing the crowded life of the classroom teacher in

trying to keep abreast of modern education, may we start by

|
breaking down an age~old fallacy that music teaching 1s a T
!

highly skilled subject, and that one needs to have & rich
background to be successful in teaching music. Nothing is
further from the truth., A normal, successful, classroom |
teacher can become a successful instructor of music 1f she |
will develop the following requisites: i

I
1. a good ear, and most people have ‘

2. an interest in the subject, |

3. an average amount of patience, which the field

of teaching in any subject reguires, and - i

e e e [P | g




4. the abllity to break down the feeling that
one has no natural music ability. !

We supervisors accept the responsibility of helping class-

room teachers to become good music teachers., If they will !
accept this challenge and help evaluate thelr knowledge of
the subject as they now atand, by means of the self-evaluationﬁ
check=-11st ineluded in this handbook, we feel that in s short |

time they will become successful teachers of music. Moreover,

we are firmly convinced that the results will be reflected in
the teaching of their other subjects as well. One cannot
come in contsct with good music without being a better person
for the experience.

Pinally, we hope that this handbook will prove & means

of making the teaching of music easler and a more successful

and stimlating subject in the curriculum.




Part Two The Check-1ist - a self-evaluation meter

To the Classroom Teacher:

This check~l1ist 1s offered that you may evaluate your
knowledge of the materials needed by the successful classroom
teacher to conduct a musle lesson. If you have not become
acquainted with some of this material, we have made it availl-
able here In concise form that you may have it at your finger-3
tips to assiat you in c¢onducting your music lesson. |

The material 1s listed as required by grades that you
may tell at a glance just what materisl 1s vital to your par-
ticular grade level. The more of this material you can

acquire, the more Interesting music will become to you.

Music Check-List - How much of this material do you know?

Check Grade Page
1. The Staff consists of - IT 64
2., A single bar liné is used - 11 65
3. A double bar line is used = II 65
4, A Treble or G Clef is found - I | {66
b. The musical alphabet consists of = II1 66
6. The Great Staff (for Piano study) - # 67

a. The lines of the treble staff are - | II1 68

b. The spaces of the trebls staff are- | II1 68

¢. The lines of the bass staff are - # 68

d. The spaces of the baas staff are- # 68




Grade Page

7. The Plano Keyboagrd# 69
8. A scale i3 - 1| |7
9. Notation: a. A quarter note is = ir) |77
b. A Quarter rest is - IT 77
¢. A half note is = T | {77
d. A half rest is = II 77

e. A dotted~half note is = IX 77

£. A whole note is - II 77
g. A whole rest is - IIX 77
h. An eighth note is =~ IV 78
1. An eighth rest is - IV 78
J. A sixteenth note 1s =~ v 78
k. A sixteenth rest is - v 78 .

10. Key Signature:

a. What is a sharp? IV 84
b. What is its use? IV 84
¢c. What 1s a flat? Iv 85
d. What 1s 1ts use? v 85
e, Finding the Key Signature = IV 85
f. Finding the last sharp to the right{ IV 85

g. Rule for finding "do"™ in Sharp keys IV 86

h, Finding "do" from sharp keys - IV 86

i. Sequence of Sharp Keys - # 86

J. Pinding the last flat to the right | IV 87




Check

Grade Page
k. Rule for finding "do" in flat keys| IV 87
l. Pinding "do" in Flat Keys - 1v 87
m. Sequence of Flat Keys - # 87
1l1. Time (Measure) Signature:
a. Explain time signature - IV 88
b. Explain 2/4 time. v 88
c. Explain 2/2 time. Iv| | 88
d. Explain 3/4 time. IV 88
e. Explain 3/2 time., Iv 88
£, Explain 4/4 time. IV 88
g. Explain 4/2 time, IV 88
h. Explain 6/8 time, v 89
i. Explain 9/8 time. 89
J. Explain 12/8 time. 89
12, Signs in Music:
a, What is a "tie"? IIX 89
b. What is a "slur"t III 89
¢. What is the use of the Fermata? IV 89
d. Explain the use of repeat marks, IV 89
e, D.C. {da capo) means =- v 89
f. D.S. (dal segno) means =- Iv 90
g+ Pine means = 90




Note:

Grade Page
13, Tempo Markingss
a. A tempo means = Iv 90
b, Rit. (ritard) means =- v 90
¢. Accel, (accelerando) means = v 90
14, Dynamicss
a. Explain the following:
l. pp means = Iv 90
2, p means =~ IV 90
3., mp meansg = Iv 90
4., mf means - Iv 30
6. f means - v 90
6. £f means = v 90
b. Creac. (crescendo) means = v 90
¢. Pim. (diminuendo) means - v 90

(#) The items marked with the asterisk are for the
information of the teacher, and are not to be
taught to the class.




Procedure to be Used in the Teaching of Theory |

Theory comprises the vital facts for the proper under-
standing of muslc. If this material is properly 1ntegrated,’ i
l.e. built into a meaningful body of facts during the singing
experlence, the child will have a natural understanding of .
music and will not feel the difficulty and confusion so many ;
adults experience ir learning to sing.

There 1s nothing difficult about this procedure, but
there 1s a great necessity for a true understanding of each ﬁ
part of the work before proceeding to the next item, This can.
be achieved by anyone with a small amount of reflective think~ 
ing; or better still a thinking through of the reason for ‘
presenting that particular item of theory material at that
ime.

The presentation of the teaching of the Staff, as an !
example, 1s a cause for great confusion on the part of many
children., PFirst, because it is usually taught as an isolated
item and never tied up with the child's need for the presen- i
tation, which should only come when the staff is going to be
put to useful purpose. Too seldom when presenting the staff
to a class of children does the teacher realize when she namesi
the first line (at the bottom of the staff) that this 1s con- :

i

trary to the child'a experience, for always before his exper-

ience has bsen that the first line is at the top, not at the

!
bottom of his paper. Unless this matter 1is brought to his j




()t)

attention and it 1s explalned that in using a music staff we
number the lines for bottom to top instead of top to bottom
as he does with his composition paper, he will begin to be-
come confused and continue so throughout the leason. This 1is
Just a sample of how easy 1t is to lose a group of children
in the presentation of simple facts of theory work. Teachers
Just take for granted that children understand, never bother-
ing to check and make sure they understand what has, as the
teacher thinks, been so carefully taught.

If we are careful to have frequent evaluation periods for '

the whole class to make sure the facts are fully understood,
and understood by application, not just repetition of state-
ments learned by rote, we will find there is tremendous in-
terest and skill developed with a minimuim amount of effort
on the part of the teacher. There should be no teaching of
"theory facts™ Just for the gake of teaching something. No
new item should be introduced until there 1ls a definite need
snd for which a clear application of the teaching can be

shown.

If teachers will present this type of teaching experience '

there will no longer be dull periods of sylladble singing, and
of attempted learning of 1solated facts of theirs; instead
the music period will blossom into a vital and interesting
activity that will so enthuse the children and the teacher

also, sending them into the next experience: reading, arith-

i

metic, sclence, etc. in a better and happier frame of mind.
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THEORY

The Staffl (small is a group of FIVE LINES

and FOUR SPACES

ching:

Frequently in giving visual representation of the staff
to chlldren we use the fingers of the hand to represent
the lines of the staff, and the spaces between the
fingers to represent the spaces of the staff,

"Boys and girls, when we write notes to represent the
sounds of music, we use a staff to place the notes ac-
cording to their sound - high or low. The staff is a
group of_ggﬁg lines and four spaces. The lines and
spaces are numbered from the bottom to the top of the
staff. I am goilng to draw a staff. Repeat after me -
(The teacher draws a horizontal line on the board,

saying:)

Teacher: First line « E (draws line) | J B

Boys and girls: Firast line - E

(Teacher continues:)

Teacher: Second line - G (draws 1lime)
Boye and girls: Second line -~ G
Teacher: Third line - B (draws line)

Boys and girls: Third line - B

IAIso ca;lgqﬂstave.

o> Rev )

Heog




Teacher: Fourth line - D (draws line)

Boys and girls: PFourth line -

I

Teacher: Fifth line - F (draws line)

Boys and girls: Fifth line - F

Boomta Homd

continuing in like manner, the Teacher points to and names the

spaces from bottam to top of staff.

Teacher: (pointing to first space) First | |
space - F iy
Boys and girls: Pirst space - F
Teacher: Second space - A %
Boys and girls: Second space - A
Teacher: Third space - C C
A
Boys and glirls: Third space - C ¥
Teacher: Fourth space - E %_
Boys and girls: Pourth space - E A

2. Single Bar Line 1s a vertlcal line placed at the be-
ginning of every staff; and it is also used to separate
the song into measures.

| Se Double Bar Line 1s used at the end of a section or at

the end of a songe.




I
' T eaching:

4.

5.

Single Bar Line:
"Boys and girls, a single bar line is placed (2) {3)

at the beginning of every staff; and 1s also

used to separate the staff into measures."

(See #2)
Double Bar Line:

"A double bar line 1is placed at the end of
a song." (See #3)

The Treble or G. Clef
"Boys and girls, at the beginning of every
staff we find a sing which looks like this.

(Draw a clef, see Ex.) It is used to name

the second line as G; so it 1s called the G
Clef."
"It is called the Treble Clef because the music for the
higher voices is written on this staff."
T

The Musical Alphabet - consists of the firat seven
letters of the regular alphabet.

(1) A-(2)B=~(3)Cc=-(4)D=~-(B)E = (6)F - (7)G

oL




Teachding:

The Musical Alphabet

"Boys and girls, in music we have an alphabet just like

the regular alphabet, except that 1t 1s much shorter.

It consists of the first seven letters of the alphabet = |

A, B, C, D, E, P, and G."
6. The Great Staff is used in the study of the plano. Be-
cause of the many, many more tones on this instrument
it is necessary to use more than one staff to prevent
the difficult reading of additional lines above and below

the Treble Staff.

Another staff, called the Bass or F Staff is shown below |

for teachers interested in understanding the complete
staff used in the study of the pilano.

Continuing down from the Treble staff, we can continue
to add many, many more tones requiring additional lines
and spaces, for this reason another staff with its own
clef sign called the Bass or F Clef is used to deaignate
that F is found on the fourth line of that sgtaff, and
that the low tones are found on this staff,

Continuing downward, and using our musical alphabet in
reverse we find the following:

1

!
|
|
I
!
|
i !

U




Note:

P
[ D
¢ B
Treble Staff: a G
44? "
d C
b A
3 F
e D
Baass Staff: [ B
a G

None of this material ashould be presented to children
until such time as there 1is a need for it 1n the study

of an instrument, such as plano, accordian, etec.
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From "Key To Piano Pleasure" by Frank Frederick (Special Permiasior
*1+s Clavton F. Summv Co.. 1948. :




8.

The Scale ~ The word scale means ladder. For this
reason many teachers llke to show the scale in this form.
(see below) The scale 1s a succession of elght tones

arranged in a pattern of half and whole steps.

bu-—ti----

m—==g0l =~

-

----mi----

AP —

aohing:

The Scale:
I. a. The Scale is taught first as a rote song.
(Auditory perception)
b. The Scale iz next shown in ladder form.
(Visual perception)
IXI. The Scale 1s next shown on the staff. (See below)

X do 44

—dB.
2ol o —

e . ae.l
Dally practice should be given the pupils by groups, and

individually in singing the tonal vocabulary (See 8g)

from the board.




8a. Preparation for Teaching the Scale i

Before attempting to present the entire scale to the

class as a rote song, it is well to prepare the class

by the presentation of parts of the scale in the form

of tonal patterns, or to build a tonal vocabulary ess you

would present new words in their speaking vocabulary.

This can be done by either of two methods: (1) by the

presentation of a series of work songal (indirect method)

or (2) by the teaching of tonal patterns (direct method).

The purpose of both methods is as follows:®

a. To iIntroduce a vocabulary of frequently found groups
of tones in an intereating, musical manner; but,
without havling to cut up any real, lovely songs for

mere technical drill purposes.

b. To introduce the notation of pitch in a wey that 1is
meaningful (understandable) to the child.

¢. To get the child to underastand what is meant by up
and down in music and that musical tones may repeat
or may progress upward or downward.

Work Songs: (Indirect method) Tonal Vocabulsar
(Direct method;

1, 8amaffmeud
X% ¢ & & do ti do

l., I see you.
2. Do ti do

1Grant Parks. Musgic for Elementary Teachers. New York:
Appleton-Century-Cro?ts, Inc., 1951, pe. 39,

21bid., p. 41.




Work Songs:

L

A [ °

1. Let's sing this song.
2+ Do t1 la sol
x—eo—&- e
l. Come with me.
2. Do re mi
5 &
X &
l. Bop, hop, hop
2. Do mi sol
X & ® @

1. Toot, tod, toot!

2. Do do

do

—h————-

1. Bong, bong, bong!

2. bo do

do

2,

Sa

4.

6.

do ti la sol

do re mi

lecauS=eeb
do ml sol

Sreunfueel
do do do

loculaws]
do do do

13. Alice Crossley. PFPrimary Grade Outline, Publle

Schools, Medford, Massachusetts.

Pps




Work Songs:

Tonal Vocabulary

S S )

l, La, la, la!
2. Do re do

8.

l. Come and play with me,
2. Do re ml fa sol

T,_J__’__
Y-

——

—o-

l. I can sing high.
2. Do mi sol do

] 9.

X &

'__ 100

—AeP

L
l. T cern sing low.

2. Do sol mi do

A o 1.,
® ®_

l. Bro =« ther Joe.
2. Sol la sol

do re do

lemeBranFecwfen=h
do re mi fa sol

do mi so0l do

BereboneBeas]
do sol ml do

scl la sol




Work Songss

Tonal Vocabulary

2 -o— &
). 9
l. Hop = & = long.
2. Sol fa sol
. . @

o8

l. Come play with me.

2, 80l la ti do

 ———
b3 ¢ ®_

l. Sing a pret - ty song.

2, Sol fa mi re do
@ ¥

&
pal
l. Sing to me.
2. 801 mi sol
-
e 3 -
ltI can Singo

2. Do mi do

12, b===deu=b

sol fa 8ol

13. BmecBroefua=g

sol 1la ti do

14, Becrfccafenclanc]

801 fa mi re do

16, SeceBe=ab

sol mi s0l

16, lewnd===]

do mi do

ca




Work Songss Tonal Vocabulary

> —— o 17, Bem=bu==3
mi sol mi

[

l, Ma = ry Lou!
2. M1 s0l mi

¥
- ! -9~ 18, H===Bw=ub -
sol do sol

l. Sep = tem - ber,
2. Sol do sol

10, Seweeeal
. o mi re do

-

1. Rubt =« ber boots.
2. M1 re do

&
& 4 X 2 20, BemeBanst
ZS 801l sol sol

l, Roll, roll, roll.
2. 8ol sol sol




Teaching:

Whether one elects to use the indireet or direct
approach in developing a tonal vocabulary, the teacher
needs to make sure, by careful presentation to each
group 1in her class as well as by indlvidual drill, that
every child 1s sufficlently prepared to sing the complete
scale.

The wrlter feels thgt any but the presentation of
the direct approach 1s apt to lead the child away from
the obJective of learning to concentrate upon the pro-
blem at hand, i.e. that of developing an auditory and
visual perception whlch he can soon transfer directly
to his reading problem.

Too often teachers feel they must sugar-cocat techni-
cal studies like this to hold the Interest of the child.
Just the opposite 1s true, children become confused with
short phrases and words which have no relation to the
problem at hand.

When flrast presenting this tonal vocabulary, chile
dren need to be told that the "odd little words used are
called syllables"™. That in many instances we use them
several times 1n repetition. Other than this explana-
tion none is necessary and if the teacher dces not drill
these exercises "to death™ and upon presentation of

syllable singing from the music bodk, allow the children




to repeat to infinity, children will not become bored or
dislike the syllable medium. Some schools make use of
"numbers™ instead of the syllables, but they have no
musical concept, and although children react more quicklyE
mentally to numbers, the result fails to have musicsl
value,

The judicious use of syllable singing has proven
itself to be tremendouslj helpful in directing the in-
experlenced resder to galn for himself the desired
melody. If the interested teacher willl use care in her
approach to this subject, her class will soon be reading
fluently both syllables (which are only a means to an

end) as well as words.

Notation: Examples
a. Quarter note (or a one beat tone) is a ‘J !
filled in note with a stem. Ex. '

b. Quarter rest (or a one beat rest) is like :g
a letter "Z" backwards. Ex,

¢ Half note (or a two beat tone) is an open A
note with a stem. Ex.

d. BHalf rest (or a two beat rest) i1s a block -
resting on the third line. Ex,

e. Dotted haelf note (or a three beat tone) C:!
1s an open note with a stem and a dot. Ex. =

f. Whole note (or a four beat tone) is an
open note. Ex. o

ge Whole rest (or a four beat rest) is a
block falling from the third line. Ex. -




Pes

h. Eighth note (one~half beat tone) is a
filled~-in note with a stem and one flag. .J\

i. Eighth rest (one-half beat rest) is made 7
like a small seven. Ex,.

a filled~in note with a stem and two flags.

jo 8Sixteenth note (or a quarter-beat tone) is S_
X o

k. Sixteenth rest (or a gquarter-beat rest) is
made 1like a small seven with an extrs \;r

Qe

flag. Ex.
TPeachding:
Note: After the children have developed the ability to sing

rote songs it is time to give them the visual represen-
tation they will later see when they begin reading from
books. The manner in which this work 1s presented will
in no small way affect their future reaction to reading.

In the presentation of this material, there 1s no need
to deal in many of the fanciful attempts to sugar-coat
this presentation. A resllstic and practical method is
to strike at the core of the problem, which 1s to get
the child to feel physically what the visual representa~
tion means. The fanciful names attached by some well-
meaning music educators may be all right, tut they are
apt to cause more confusion than benefit the child in
his understanding.

In the previoua development of the tonal vocabulary, the
child has learned to differentiate between high and low.
Now we will attempt to make him feel the difference in
rhythm. This should first be done by a rote presentation
in which the child has a physical reaction,

All children have heard the chiming of & church bell, If
the teacher will briefly asing the followlng pattern,
presenting it as follows, the children will soon feel

the strong pulse of the beat as illustrated here.

Quarter note: or a One beat tons -

Teacher: Boys and girls, you have all heard the chimes
of the churbh:.bells. Today we are going to
try to feel the way they sound. Listen care-
fully and see if you can tell me how these
tonea make you feel. (Teacher sings)




/

i ' | i |
Q}_TL, @ [ )
t— Ding, dong, ding, dong!

Let's all stand beside our chalrs and sing this
song. See 1if you can tell me how the song
makes you feel.

Johnny? It makes me feel llke I am swinging.

Teacher: Yes‘ Johnny, it makes me feel that way, too.
Let's all swing our arms and sing this song
again,

Ask the children to swing their arms back and forth like
the clapper in the bell. Next, ask the children to step
to the sound of the bell as they sing it. They will soon
get the feeling for the slow, strong beat.

Teacher: Boys and girls, if we wanted to write down on
the board how this song sounds to use we would
do it this way. |

(Teacher draws four quarter notes on the board without a |

staff.) i _J_ _J_ -._'_ _J_ | |

These are called notes. Feople who write music
use notes to show us how the song should sound.
This kind of a note is called a gquarter note or
a one beat tone.

Purther application of the one beat tone should be made
by the presentation of:

a. Rhythmic patterns: J J : J J ete,

b. Tonal patterns from their own tonal vocabu=-

lary:
R
;EF? P 11
_%_JL._




Be sure that these tonal patterns are offered 1in a
variety of positions on the staff so that the children
do not obtain a set position 1n any one key, elther from
visual or suditory relationship.

Teacher: Boys and girls, see if you can say after me -
"a gquarter note or a one beat tone 1s a filled
in note with a stem."

Let them have the experience of making quarter notes on
the board. Draw a serles of short staves on the board
with the staff lines, and let many children come to the
board and make quarter notes in various positions on the
staff.

be Quarter rest or a One beat rest =

Teacher: Boys and girls, sometimes we want to stop the
tone and rest for a beat during our song. We
have a sign to show us that this is g01n§
happen. This sigh looks like a small "z" back-
wards and 1s called a §uarter rest or a one
beat rest. It looks 1 is =

Example: X ; ﬁ ﬂ

Let's walk through our song agaln, making a
rest between each tone, to see how 1t feels.

The music looks like tiIs -
Example: ﬁ

Further application should be made in combination with
their tonal patterns as follows:

a. Rhythmic patterns: J ; J 5
PRERPRP

b. Tonal patterns:

1




Ce

Half note - two beat tone:

Sometimes, boys'and girls, we want to hold a
tone longer than one beat. Perhaps two beats -

Teacher:

(Teacher shows two quarter notes tied togethen)

Example: F F

If we hold a tone for two beats, we would use
another kind of note to represent a two beat
tone, this would be called a half note or a
two beat tone.

(Teacher shows a half note beneath each of the

tied quarter notes.) l
Example: J @
—

d d

See if you can say after me =~
"s half note or a two beat tone is an
open note with a stem.™

Let us sing these half notes.
"A"  second space).
two beat tones feel.

(Give pitch of
Let's stand and see how

Ask the children to use their hands as if they were using
8 hammer to strike their other palm. This small amount
of rhythmiec activity will create more definite feeling
than other more elaborate ideas which may cause confusion
because of the thought required for the action. After
they have achieved this goal, combine the one and two
beat tones as follows:

a. Rhythmic pattern:

ﬁ);fA_J__A__:A__l_Q_,

b. Tonal patterns from vocabulary:

i
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d.

- 1

Half rest or a two beat rest:

Teacher:

Dotted half noég or a three beat tone:

Boys and girls, sometimes we want to stop
longer than one beat between tones. Let us
say for two beats - we have a sign which shows
us we are to rest two beats; 1t is called a
half rest or a two beat rest. It looks like
this -

Example: o

It 1s found resting on the third line of the
staff. Let's sing this exercise using the half
restc\

Z

//d R\
L\-

Teacher:

Boys and girls, in the same way that we tied
two quarter notes together and made a two beat
tone, we can also tle three quarter notes to-
gether. We show this by another kind of a note
called a dotted half note or a three beat tone.

—— -

Example: =

We already know that a half note gets two beats]

the third beat is represented by the dot after
the note.

See 1f you can say after me =
"a dotted half note or a three beat tone
is an open note with a stem followed by a
dot.

Let's sing some three bijt tones.

Examples:

(Make use of a variety of exercises using dif-
ferent kinds of notes and rests, until the
class 1s entirely familiar with the various
kinds of notes and rests,)




h g

e

h.

‘e ')

Whole note or a four beat tone:

Teacher: Boys and girls, the largest single kind of
note we have 1is made by tying four quarter
notes together; this is represented by still
another kind of note called a whole note or a

four beat tone.

2

See if you can say after me -
"a whole note or a four beat tone is a
round open note."

Example 3

(Make use of exercises showing all kinds of
notes and rests.)

Whele rest or a four beat reat:

Teacher: The longest single kind of rest we have is a

whole rest or a four beat rest. It is s small

bplock which falls from the tnird line of the
staff. It lookks like this -

Example:

b s

Eighth note or a half beat tone:

Teacher:

Boys and girls, besides the gifferent notes we

have already learned which are formed by addirng)
beats, we have some shorter notes formed by !
cutting the notes 1n halves. The flrst of
these 1s formed by etting the quarter note or
one beat tone in half, forming two elghth note
or half beat tomes.

S8ee if you can say after me -
"an eighth note is a filled in note with
a stem and a flag."

Eighth notes usually come in pairs to make a
complete beat. One tone is sung on the down
beat, the other on the up beat, making one

complete beat. ;

Y

Let us sing this exercise.
(Make additional exercilses combining other

Example:

kinds of notes and rests with this kind.)




10.

ke

Eighth rest or a half beat rest:

Teacher: An eighth rest looks like a small seven,

Example: _:2;

Sixteenth note or a gquarter beat tone:

Teacher: If we cut an eilghth note into halves we get a

gixteenth note. It takes four sixteenth notes
to equal one beat or a quarter note.

See if you can say after me -
"a sixteenth note 1s a filled in note wit

a stem d two flags."
Examples F J..[ji H I I ..[ i i

(Combine first with eighth notes and then
quarter notes. Have children sing exercises
varying position of notes.)

Sixtesnth rest or quarter beat rest:

Teacher: A sixteenth rest looks like a small seven with

an added flag.

Example: Z

Key Signature - consists of sharps of flats placed after

B

be.

the clef sign to designate the position
of "do" on the staff, or the key pote,

A Sharg - consists of two horizontal lines \ﬂ#
crossed by two vertlcal lines. If the Y
sharp 1s on'a line, one of the horizontal
lines must be placed in the space above
the line designated; the other in the
space below., If the sharp 1s in a space,
both horizontal lines must be placed within the
space designated.

A Sharg - gignifies a tone one half atep above the
tone fore which the sharp i1s placed; or of the
tone designated by the line or space on which the
gharp 18 placed in the key signature.

I

i




e

¢. A Flat - 1s made like a half a heart with]|
a stem. If the flat is on a line, the :
line must pass through the center of the T‘{?— f

flat. If it 1s in a space, the flat mst {{~ ﬁ

be placed within the designated space. :
d. A Flat - aignifies a tone a half step below the tone

before which the flat 1s placed, or of the tone

designated by the line or space on which it is i
placed 1n the key signature. ;

Il
Most of the above material is for the information of the classe
room teacher and does not need to be taught to the pupils. g
There 1s, however, a small amount of needed information rels-
tive to the key signature which will not be presented., |

I

Teachilng:

Teacher: Boys and girls, following the key signature in our
mislc we find a group of sharps or flats. This ;
group of sharps or flats is called the key signature.,

e. Check finding the key signature in various songs or L
from exerclses on the board: :

t?ﬂh;ma& g% Vi \\N 4 =

The key signature 1s used to tell us where to find
"do" or the key note.

f. Chegk finding theq last sharp to the right:
n Ng 4
y

)

Z A\ L
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g. Rule for finding "do" in Sharp Keys: !

1.
2.

There are two sharps in the key signature. |
The last sharg to the right is in the third space.;

3. It 1s called "t1".
4, "Ti" is in the third space. \7 i
5. "Sol" is in the second space. [4F;’ ﬂ
6. "Mi" is in the first space. f ) ;
g. nﬁ""fis in the space below the staff. 80 |
« The first note of the song 1s "do". mi :
Nt

he. Practice finding "do" from a variety of key signa-
tures from the board:

_a’éhl. A V/. \;Eg;: L 5

i = I95E I97s 5

X i

CE
The following information is for the teacher's benefit and :
should not be taught to the classa. :

, 1. Sequence of Sharp Keys:
| Sharp Key Position on the staff. (Treble staff)
1st G F - the fifth line.
2nd D F - C - the third space.
3rd A F~-C -G -~ the space above the staff,
4th E F-C+~G~D = the fourth line,
5th B F-C~-G~D=-A ~ the second space. :
éth P PFP-C~-G=-D=-A-E - the fourth space.
7th C# F-C-G~-D-A~-E ~-B ~ the third _
line.:
b E w0 Tty
o2 N 2 I B S B ]
3 Sk |




Teaching:

Teacher: Boys and girls, in finding "do" from flats in the
key signature, we must flrat find the lest flat to
the right .
Jo Check finding the last flat to the right:

- LN N

7 ,

! ~ | D
- A~ -
= D4 = V4 U <z
k. Rule for finding "do™ in Flat Keys:

1, There are three flats in the key signature.
2. The last flat to the right 1s in the gecond space.

3. It is called "fa".

4, "Pa" is in the second space. { |

5. "80l"™ 413 on the third line. p, ) i

6. "M1" is on the second line. | csd
v )

7. "Do" is on the first line.
8. The first note of the song is "do". 5;%{ ;: a

1. Practice finding "do" frem a varlety of key signa-
tures from the board:

> > iﬁ@‘ﬁ) hgp :\ b f
. "l
[ ( L4 d¢ A
The following information 1is for the teacher's benefit and
should not be taught to the class.

m. Sequence of Flat Keys:

Flat Key Position on the staff. (Treble staff)

1st F B - the third line.

2nd Bb B = E - the fourth space.

3rd Eb B - E - A - the second space.

4th Ab B - E - A = D -« the fourth line,

5th Db B-E-A~-D~=(G - the second line,

6th Gb B ~-E-A-D-~-G ~C « the third space.
7th Cb B<-E-A-D-G~-C ~F -~ the first spacm
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a. Explanation of Time Signature:

note w

4 f :
‘ I T an
in . , i
7 78 P D1
U & - 0y "
1-pF 2=Bb 5-Eb 4-ab 5-Db 6-Gb b

a. When the figure 18 2 - 3 - or 4 -~ the time is
simple.
b. When the figure:ls € - 9 « or 12 -« the time 1s
compound .

o
.

- S TN [T [ R~ £ RN T
'

[+
.

-1

+
.

"
.

-

Teaching:

there are two beats in a measure.
a qQuarter note gets one beat.

there are two beats in a measure.
a half note gets one bheat.

there are three beats in & measure.
a quarter note gets one beat.

there are three beats in a megsure,
a half note gets one beat.

there are four beats in a measure,
a quarter note gets one beat.

there are four beats in a measure.
a half note gets one beat.

The upper f1i e tells how many bests in a measure.i
The lower T{gg%g tells the kind 2:_5' ote which re- .

celves one beat.

The above 1s sufficlently clear that it may be resdily under=-
stood by young children who have sufficient maturity to enable |
them to begin the reading process.
should accompany each different Time Signature so that the
children may get the visual as well as auditory concept.

Careful illustrations

re-

11. Time (Measure) Signature - consists of two figures plamﬁﬂ
after the Key Signature to designate whether the
song 1s written in simple or compound time.
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i.

J.
Teaching:

12.

Signs in Music:

‘Jts oo oo
]

8ee explanation above.

~ there are four beats in a measure.
a dotted~quarter note gets one beat.

= there are two beats in a measure.
- g dotted=quarter note gets one beat,

=« there are three beats in & measure.
a dotted~quarter note gets one beat.

8o

b.

Ce

d.

€.

Tie =

Slur -

Fermata

A tie 18 a curved line connecting

two or more notes of the same
tone. 1t denotes a lengthening -

of time to include the value eof -

all the notes includeéd in the

tie. (Pull explanation given
under Notatlion -~ 2«3=4 beat tones)

A slur is a curved line connect-
ing two or more notes of differ-

ent pitch. It iIndicates & smooth
sliding from one tone to the next

(Hold) - A hold sign indicates a
lengthening of the value of the

tone over or under which the sign
is placed; but it does not give

any additional measured beat, as
from a "two beat to & three beat

tone™, but merely a lengthening of the tone |

to the discretion of the leader.

Repeat marks - consist of two dots placed

within the staff, one above and

one below the third line, and 1is

placed at the end of the section

to be repeated. If the section

to be repeated 1s Iin the middle

of a plece, two seta of repeat marks are

needed to show where the repeat se
starts.

Italian words "™da capo” which mean
turn to the beginning" of the musi
section.

ction

D.C. (da capo) - are letters which represent the

to "re-
¢, or

Ched



' This materisl 1s sufficiently clear that when the pupils have |

f. D.S. (dal segho) - are letters Which represent the
Italian words "dal segno" which mean "re-
turn to the sign" previously shown in the
msice.

g Fine (finish) - means the finish or end of the ;
piece. é

Teaching:

reached the state of maturity where these signs are found, the|
above explenations will suf fice for a full understanding.

13. Tempo Markings:

&, A tempo « means "to time™ or & return to the
original time.

b. Rit. (ritard) - means to ritard or slow the speed
of the music; "poco rit" means a little
ritard.

¢. Accel. (accelerando) - means to increase the speed
of the music.

Tesaching:

See under Section #12.

14. Dynamics:
a. Volume signs from "very soft"to "very loud".
1. pp (pianissimo) = means very soft.
2., p (pilano) - means soft.
3. mp (mezzo-piano; = means medium soft.
4, mf (mezzo-forte) - means medium loud.
5. f (forte) - means loud.
6., frf (fortissimo) - means very loud,.
b. Cresc. (crescendo) - means to increase the
volume of tone. Also shown by this sign: |
¢+ Dim. (diminuendo) - means to decrease the ﬁ
volume of tone. Also shown by this sign:

=

EXx.

S —
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| Procedure Used in Teaching Songs

I. The Proper Use of the Pltch-pipe:

Note: It is important that each teacher own her own
pitch-pipe, and that she use it constantly during the
singing activity to help the children develop piteh con-
sciousness. After the teacher 1s sure the class c¢an
sing well in tune, she can eliminate part of the check-
ing; but no class should ever slng unless the teacher
makes use of the pitch~plpe to give the correct tone to
start the song, and to check frequently during the
singing period.

1. Types of FPitch~pipes:

a. The Harmonlica style -~ In using thls style

the openings on the slde of the pipe, while

in through other opénings. The various tones

are clearly marked on the sides of the pitch-

pipeo
b. The Master-Key Chromatic 8tyle - In using
] this style pitch-pipe, first find the desired

gently into one hole, the opening beside 1t

wlll give a tone a half tone above or below

pitch-pipe, tones are produced by blowing into

the first tone. This type is preferable as it -

other tones are produced by drawing the breath

key marked on the face of the piltch-plipe; b10w1



offers the full chromatic scale and the tones

are arranged in proper order and so marked on
both sides of the instrument. The elimination i
b
of drawing the breath in prevents inhaling dust!

and dirt.

II. Testing for the Organization of Class ggoupsl |

Note: One of the most important steps in organizing the ;
class singing activity is the revision of the class into
groups according to singing ability. This not only
makes for greater progress within the group, but allows
the teacher to use her time to the greatest advantage in
helping those who need help.

Alms:

1. To make the children feel at home in singing.

2. To find the children who can use thelr volces
correctly, and those who will require help.

3, To form groups according to abllities in order
to facllitate future teaching.

Materlals for Testing:

1. Use a variety of "calls" for tone matching.
2, "Calls" have more appeal than mere matching of

tones.

IB. Alice Crossley. Primary Grade Outline. Publie |
8chools, Medford Massachusetts, ¥§43. |




%. These "calls™ can be used in games and words can
be substituted to fit individual cases or groups.
4, Examples:
Calls: 1. The Bee (tone of B) Zum - Zum

2. The Dove (tone of P) Coo =~ Coo

See: OUR FIRST MUSIC - ™A Singing School Series"
C. C, Birchard Co., Boston, Massacrusetts

Testing Procedure:

1. In the beglnning, request only those who volunteer
to sing back to you.

2. Encourage sll responses until all the children are
willing to take part.

3. Change pitch of "calls™ to meet 1ndividual needs.

4, As children become less timid, require exact
reppoductions of the "calls".

Forming the Groups:
During the testing perlod, make notes of the re-

sponses given. Gradually form three groups. Do not

designate or assign names to these groups - "bluebirds",

®sparrows™, "erows", etc.
l. Group One - those who need no help.
2. Group Two - those who need some help.
3+ Group Three ~ those who need a great deal of
help to f£ind thelr singing voices.
In Groups One and Two teach the more difficult

"rgqlla™ as 1little songs. Make many, many opportunities




ITI.

for singing, beginning of school, rest perlods, before
going home; make these happy and delightful experilences
for the children so that singing becomes as natural to |
them as speaking.

In Group Three do a1l individual work. (See
section on Monotones.)

Matching Tones: (Auditory Perception)

l. Teacher sings - child imitatese.

2. QGradually change from a single tone to a short
phrase.

3« Praise every effort.

4. Stress at gll times =

Good posture -

Correct breathing -
Light, sweet head tones.
5. After short phrases are mastered, try a song,

using the part-whole method.

Procedure for Teaching Rote songs?!

A song that is learned by ear through constant re- -
petition 1s called a rote song. The reason for beginning
the child's singing experience in school by the rote

song method 1s because this type of song is thought to

be too difficult in melodic and rhythmicec pattern to be

- 170ulse Kifer Myers. Teaching Children Music in the
Elementary School. New York: Prentice-ﬁali, Inec., 1950.

p. 46"'3’0

o ;.‘.‘.“li:ii et eimen.
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learned by the reading method. That this 1s the best
way to begin a child's singing experience is proven by
the facility with which the average child learns the
popular song of the day without seeing either words or
music via radio.

In a couple of hearings the child of today 1s able
to not only memorize the tune, but complicated word
patterns as well. Though music educators have for years
been in agreement that this 1s the way the child's sing-
ing experlence should start, they have been st odds in
the method to be used., 8Some have heen exponents of the ;
"phrase method", others equally enthusiastic in the use ?
of the "whole method"™. Below is a brief description of
the two methods.

l. The Phrase Method:

a. The teacher sings the complete song.

b. The teacher sings the first phrase several
times.

c. The chlldren repeat the phrase, usually re-
peating it for emphasis of learning.

d. The teacher sings the second phrase.

6. The children repeat this phrase.

f. The teacher combines the two phrases. y

g+ The children sing the two phrases. )

h. Continue the process until the whole song i
is presented.

2. The Whole Method:

a. The teacher discusses the song with the class. |
b. The teacher sings the whole song to the class,
repeating it several times. (Usually this is |
done before the time for the actual learning |
period of the song.) g
¢. The children sing the song after the teacher |
as a whole. :




by

Although the writer has for many years been a user of the:
phrase method with considerable success he has proven as sug- .
gested by Myersl that:

Many wrong tonal combinations result when

children are taught by the phrase method. The

mistakes occur most often at the beginning of |

phrases., Often just the first tone is wrong, !

sometimes the entire phrase is in another key.

These mistakes are heard in the simplest songs.

The reason for these mistekes seems to be the carry-over
which the child makes from the several repetitions, from the
last word to the first word of the same phrasge in i1ts repeti-
tion. 8o that when another phrase is added, he becomes con-
fused and is apt to make mistakes in trying to sing the newly
learned phrase. This seems to present much more of a problem
than trying to get the child to remember a lengthy song con-
taining in many instances complicated rhythmic structure as
well as unusual word combinatlons. The ease with which the
child can remember such popular tunes and words as "shrimp
boats 1s a=comin'™ gives substantisl proof to the ease with
which children learn from the whole method.

We of the music teaching profession can learn a valuable

lesson from this observation. It can be of great value not

only from the time saving element, but because of the lessen-

ing of the chance for the child developing wrong tones. To
make a change from the "phrase method™ to the "Whole method"

will take patience, but with a small amount of experimenting

lnyers, ops c¢it., p. 47,




on the part of the c¢lassroom teacher, she will soon become

t
convinced of the great saving of time and emergy to herself, i
|
|

and the benefit to the class as a whole.

Iv. Note Reading from Books

It 1s an accepted fact that the teaching of reading is a
complex situation and that for a teacher to be successful in

teaching her class to read well, she must observe and conduct

a well-organized program. There 13 a multitude of research
avallable to guide the teacher in this area, 5ut little has H
been done in the fleld of music.

If children find the reading of their native tongue dif-
ficult, it is not unnatural that note reading, which to many
children is not only boring, but downright distasteful, There
is a great need for music educatofs to do research in this areq

if we are to have any measure of success to make the conduct

of this activity worthwhile. The writer believes music read~

ing need not be as distasteful as most children feel it 1s. J
our teaching in this field has been mostly a matter of fhe i
"plind leading the bling",

The writer has been able to make application of much of
the research already done in the field of reading to note
reading. Many of the problems found in note reading seem to
mitigate when one understands the solutions offered in word |

reading.




Reading words consists of the following elements:

1. Word recognition - words recognized at sight, i
2+ Phrasing - facility in phrasing. i
3., Analysls = ability to sound out new words. '
4. cComprehension - abllity to understand what is read.

All of these elements may be applied to note reading.
Myersl recognizes that "reading vocal music is the result
of three automatic responses.® ‘

l. Recognition of symbolsa.
2. Memory recall of thelr sound.
3+ Voocal interpretation.

Collyer? in her diagnostic work in reading difficulties ‘
Iw
|

finds "that a high level of coneentration is necessary in in-
creasing the ability to read with understanding®.

In learning to read music it requires the same type of
concentration. Crossley® in her discussion of note reading
suggests that we:

Think of note reading as you do about word
reading, and prepare the lesson in the same way,
Do not go back over the same aong until it becomes |
a rote song. 8Sing the song once; note any errors;
drill these errors at the board; go on to the next
song. Look ahead, compare new skips to new words
in your reading vocabulary. Anticipate the skips ;
three or four days ahead. Provide for them in i
board drill, Isolate the skip, show in msny dif- !
ferent keys. |

flnyera, op. cit., p. 176,

2)M. Arlene Collyer. "Improving Reading in the Ninth
Grade." English Journal Vol. XXIX; January 1940.

3

Crossley, op. cit.




Myersl

8says:
In learning to read, eye recognlition of sym-

bols should be the only point of concentration.
After the symbols are recognized, the memory should
automatically interpret this sound. However, auto-
matic and simultaneous response to a group of notes
on the staff results only when the reader has cer-
tain prerequisite skills. These skills sre desig-
nated as music readiness,

Research has proven that many of the component parts used
in both reading of words and notes are the same. In consider-
ing visual perception, Frederick?® states

They (the researchers) have proven conclu-

sively that the eyes work the same in reading

music as in reading words; that a group of notes

having the same pictoral unity is seen ss a unit,

that beginners learn best by recognizing the geo-

metric patterns of the notes; that good sight-

readers are able to grasp three, four, or more

notes at one glanceéjesee

For this reason there 1s need to develop a readiness for
the music reading activity, as 1n word reading. Several years
of singing experience In school is desirable before teaching
a child to read musie. This experience 1s comparable to, and
~serves the samé purpose as the child's experience between the
time he learns to talk and the time he begins to read words
or sentences. During thease years he has been acquiring a

vocabulary.

1Myera, op. c¢it., p. 176,

2ppank Frederick. M"Are Plano Teachers Teachable."
Music Journal : 21; PFebruary 1951.

Scnool of Eaudaton
- Librant 77t
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Engaging in an extenslve singing program has a far-
reaching conassquence since it is by thils means that the child
acquires his vocabulary of tonal combinations. For as Myersl
suggests:

A vocabulary of tonal combinations is a re-

quisite for succesaful growth in reading music,

eseAt least three years of singlng experience after

kindergarten are necessary; four are desirsble.

Myers® explains the reason for delaying the reading process by !

saying:

Maturation brings about a decrease in the
problems arising from immature vigual and audi-
tory perception.... Unfortunately, because of
the limited amount of tlime given to the music
period, music reading is a group project. (Chil-
dren with difficulty in reading, reversal tend-
encies, etc. may continue for days to try to read
incorrectly before the teacher discovers his dif-
ficulty.) For thils reason it is best to wait for
maturation of vlasunal and auditory perception be-
fore attempting music reading.

buring thls period of delay, and in additlion to the ex-
tensive singing experience given the class, the classroom
teacher should work with her class 1n small groups in an efforﬁ
to eliminate any of the handicaps the children may have in
pitch placement. Many chlldren who may be reading casualtiles
may be good music readers because they have a ready ear and
keen sense of rhythm, and a vital interest.

By working in small groups as the teacher does in her
reading period, the teacher 1s better able to meet the various
problems by placlng the children in the group where the drill

1 and 2yvers, op. cit., p. 150.




work will be of greatest benefit to them.
A definite readiness program should be established,
Myersl describes it thus:

This readiness for music reading 1s character-
jzed by the ability to sing and to sing many com-
blnations of tones, by the maturation of auditory
and perceptive powers, by a feeling for note values,
by the command of the medium used in reading (syl-
lable, number, or letter names of notes), by the
abllity to recognize tonal combinations aurally, by
a familiarity with the printed page of music, and
by the desire tc learn to read. It is only when
the individual 1s ready to read that music reading
involves one new activity ~ eye recognition of sym-
bols. ...Music reading is taught as language 1is
taught - by using a combination of symbols rather
than by individual symbols.

Crossley? describes the training for reading as follows:
‘Training in three areas underlies the abllity

to sing from notation. PFirst, one nust be able to

give the syllable name to the notes represented on

the staff; second, one must be able to name the

syllables regardless of the position of "do"™, which

may stand for any one of twelve tones; third, given

the name of the syllable, it must be placed on the

correct pitch.

For this reason a definitely organized training program
is needed in vocabulary bujilding. Short exercises from the
board, uslng step-wise progressions, and then developing the
tonic skips will do much to prepare a readiness for the
printed page. The movable “do" system 1s recommended by the

writer because of its natural relationship to the change in

IMyers, ope. cit., p. 176=7.

2p. Alice Crossley. "The Construction and Evaluation of
a Survey Test in Music for the Primary Grades." Unpublished
Master's Thesis, Boston University School of Education, 1946,
po 200
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piteh of the speaking voice when a phrase is repeated for

emphasis. Crossleyl gives strength to this bhelief when she
states:
The movable "do" system emphasizes abstract %
tonal relationships rather than specific keys.
It does, however, establish fixed relationships
within the scale 1lrrespective of pitch. i
Hence, the belief that the readiness program should con- K
sist of a basic vocabulary buillt of scalic patterns and tonic %
skips in a great varlety of keys. f
Actual names of notes can be learned in a relatively
short space of time, but the feeling for values 1s only gainedl
by a sense of feeling within and by bodily motion; hence, the
value of early rhythmic training suggested for the early gradaﬁ
If the child gains this feeling for values and it becomes '
a part of him he will not need concentrated drill when he
attempts to apply this knowledge to interpreting the printed
notation in his reading experience. The reading process as
stated earlier by Myers involves only eye recognition, memory
recall, and vocal response; with a proper readiness training
the process will become automatic and instantaneous. 1
To many classroom teachers this will seem like a most i
difficult task undoubtedly due to her inexperience in the
realm of music, but Myer32 attempts to alleviste this fear as |

follows:

lerossiey, ibid.
2Myers, op. cit., p. 188,




If the class makes the same mistake several

times, the good teacher will wonder why - analyze

the problem and apply remedlal measures. «..The

teacher who becomes lmpatient with her group be-

cause so much repetitlion is necessary for children

to learn a simple~scale-wise passage in a song,

should visit the class of a neighbor who is teach-

ing begimming reading and note the time and drill

necessary to teach simple words and comblnations

of words. Reading music is even more complicated.

With patience, understanding, and proper guldance of the
music activity, the classroom teacher will soon be rewarded
by having the majority of her group read in a fluent manner
with ease.

Having developed a readiness program, the next step is
the proper approach to reading from the textbook. Great care
should be used in the selection of the material to be used,
as well as the epproach to it.

The children should have a period of acqualntanceship
with the book, its print, following well-known rote songs

with the finger while singlng and finally attempting to sing

simple scale-wise passages that
be made to learn the songs, tut
materials as readlng exercises.

after the teacher has given the

are new,

No attempt should

merely to make use of the
Thls should only be done

class conaiderable experience

in reading board exerclises in a great varlety of keys,

If the teacher is careful of the materials used and makes
sure that the c¢lass 1s properly prepared from the board for
any new tonal skips, etc. the class will soon find their

reading experlience not only interesting, but a truly exciting




experisnce.

As soon as the class can read many simple songs with the
notes, they should try the next atep of application of words
a3 soon as the notes have been sung., The singing of notes
having little or no value in themselves, and the child should
learn that they merely act as a blueprint for the buillding of
a more thrilling experlence of word reading, which will bring
them much joy, not only now, but for years to come.

First Steps in Book Reading:l

Step One: Spend time at the beginning of every period in the
careful instruction as to the proper position of
the body, the book, and the hand In beating time,

as Develop the beat =-
Without doing any reading, practice beating
under each note. Be sure the whole class is

together 1in time beating. Watch two, three,

and four beat tones. Say very quietly, beat,i

beat, beat, etc., to Instill the feeling of
Rhythm One.
Step Two: Go through the song beating time and naming the
notes: do, re, mi, do, etc.
a. In a speaking voice.
b. Go back and sing the song continuing to besat
time as before,

1B. Allce Crossley. Primary Grade Outline, Public
Schoolsgwyggfprd, Massachusetts, 1 .




Notes

Part (a) of Step Two serves as a study period and it

elimingtes the thinking of the name of the note and the pitch

at the same time. As soon as the children are familiasr with

the books, the type, and have established a good beat, drop

thia Part (a) of Step Two.

Phraging:

- Y
be

Ce

de.

Read the words to obtain the thought content.

Scan the phrase for the melodic feeling of the phrase.,
Read the notes in a speaking volce; keep in mind both
the thought and rhythmic pattern,

Sing the phrase, making full use of the above ateps.

Note Reading Procedure:

8

Anticlipate and iasolate skips; compare to new words in
the reading vocabulary.

Provide for them in board drill.

Show them in & great variety of keys.

Sing the song once.

Note any errors.

Prill errors at the board.

Go on to the next song.

Pally Reading Experience: should consilst of =

Delly reading of three or four pages 5«10 minutes

a. Drill on scales 2 minates

b. Anticipate skips (board drill) 2 minutes
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¢. Hand staff drill to fix "tonic-triad® 2 minutes

i.e., (do-mi=-sol).

The Treatment of Monotones

Definition:

A monotone is a term glven to a person who does not

sing on pitch, There are many causes, some of which are

as follows:
l. PFaulty use of the voocal organs.
2. Deafness.
3« Lack of acute listening or concentration.
4, In the early grades - nervousness and fright.
6. In the later grades - change of volce.

6. Defective vocal organs.

| Treatment for Cure:

The following suggestlons should move all but the
most stubborn cases. When you are sble to get a child
to sing more than one tone he is no longer s monotone.
Success is assured if you willl use patience and try to
gain the confidence of the child, unless there 1s a de-
fective vocal organ, in which case it is well to delay
any attempt to treat the problem until the parents have
consulted a throat speclalist.

Remedlial Procedures:

l. Feel as if you were about to yswn.

2. Necessity for proper breathing and proper
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3. Place the index finger lightly on the child's?

forehead and ask him to make the tone touch
your finger.

4, Have the child use an easy syllable for tone
production such as: 00 or oh.

6. Give the child a good tone to imitate, either
one produced by yourself or another child.

6. Obtain the child's confidence and make him
feel at ease.

Talk with the child, make him forget himself. Give

the pitch to the whole class at about "B", the third

line of the treble staff, Enlilist their aild in helping
their fellow-pupil to =2ing by sustaining that tone to
the syllable "do™ or "oh™. Ask them to continue to hold |
the tone untlil you ask them to stop, teking as many
breaths as they need. Explain to them their responsi-

bility to glve a nice 1light tone for him to try to mabchﬁ
This method furnishes a sustalned pattern for the child
to imitate. While the tone 1is being sung, tell the chil&
to listen carefully. Ask him to sing it. Sing 1t with
him. g
If he sings too low, say, "sing higher". Place
your finger on his forehead. Make his 1lips round to
form the sound of "oo". 1In his effort do not let him
become tense or force hia tone or this wlll defeat the

effort.




In most cases this treatment will result in the
child's being able to produce the tone correctly. Pro- i
ceed tq the next lower tone. Gradually add tones until
it 1s possible for him to sing down the scale as far as
"sol". To attempt to sing further down the scale until
the child has developed full confidence in his ability
to sing 1s apt to cause confusion, as the child has not
developed his ear sufficiently to hear a greater span j
of tone. Be sure to give him many opportunities to singj

these tones several times a day, day after day, until ;

he has developed confidence in his new ability, Make a 5
real happy experience for him. Let the class share in !
his Joye. !
7. Individual work is absolutely necessary. i
Because of the complexity of this problem it is
vital that this work be done individually, although a
teacher may work with a group of several monotones at
one time, requiring each one to match the tone given. |
This 1s a great saving of time. Because of the need forf
individual help, this 1s largely the job of the primary .
grede teacher. If monotones are found in the upper
grades, the classroom teacher should asccept the responsi#

bility to work with these children in the above manner.

There 18 no need for any child to remain a monotone un-

less there 1s g serious physical defect. Never tell a

child he cannot sing.

L P S



It 1s posaible that the child may have defective
organs or deafnesé, in which case, if the treatment
fails after repeated attempts the teacher should delay
treatment until she is certain of her ground. Try to

get the parents to consult a speclalist; they are as

anxious for their child to sing as you. The development

of a well modulated speaking voice which can only be
developed through singing is a vital asset in one's
future life.

Some children have chronic hoarseness due to abuse
of the volce, or sometimes due toc the removal of the
toneils. These children should be instructed to sing
very lightly.

Never separate the class into "singers"™ and "non-
singers™, or in any way attach s name to their group so
as to bring about a feeling of inferiority on the part
of those people who are named in s manner not so cre-
ditable as the first group.

The possession of a well modulated speaking volce
which is improved greatly by singing is the right of
every child. ©Education has the responsibility to see
that every c¢hild has the opportunity to develop this as

early as posasible.

0o A

LY
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geat-Work for the Music Period :

Alm:

A.

1,

To keep the children worthily occupled during the
rmisic period in music activity while the teacher

is working with separate groupse.

Instructive Materials:

Interesting games can easily be constructed by
the classroom teacher from colored construction _
paper that will not only hold the attention of the
children, but will stimulate their interest in the |
subject of music. A file of this material should be

kept available for the use of the children and it

should be sdded to as the ability and interest of

the children grows.

Using the Materials:

While the teacher 1s working with Group One,
Two, or Three, the remeinder of the pupils should
be allowed to go to the file containing this ma-

teriael and select the materisl that interests them.

A chart showing the order in the materials should
be used and will help them to progress as they
should; not that they must always follow this order,é
as some may need additional help on certain phases
of the materials. Many of the children can work

individually; others in small groups under the

leadership of a child who has slready done the work.




Purpose:

2. Samples of the materials follow:

Game of Matching Music Symbols

(visual Discrimination)

Music Symbols - Matching - Sharp - Flat - Cancel (natural)

To develop visual discrimination in the‘recognition of
the following music symbols - sharp, flat, and cancel.

The game may be used as a simple matching device for use
with an individual child or with s group in the style of
a "lotto game".

Materials Needed:

1.

2,

Se

A Player's card for each pupil playing - showing the
following signs: sharp (#), flat (b), and cancel

( ); each sign shown four times on each card, See
Fig. I.

A set of sixteen small cards (14") for each Player's
card used, on which are written the words of the
signs to be matched, plus three extras. The extra
symbols do not have to be taught as they are not to
be matched. See Fig, II.

Teacher's check card = showing proper matching so
that game or individual's card may be checked by a
pupll leader as well as the Teacher. See Fig, IIIX,

Directions for Playing the Game:

1.

2.
3.

Fach player 1s given & Player's card and a small
envelope including a set of small cards.

Take the small cards from the envelope.

Match the signs on the Player's card with the proper
names written on the small cards:

Copyright applied for - 1952
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4.

Ex.

b flat S "‘navP

or =

This may be used as a Mlotto game™ by having the

leader deal only twelve of the small cards from each

small envelope and then proceed as in ™lotto" by
having the leader call the symbol to be matched.
pupil to complete a card first wins the game.

T

The




Figo I.

Player's card:

4

sharp

cancel

flat

sharp

sharp

flat

cancel

sharp

flat

cancel

cancel

flat




Pig. IT - Matching cards:

sharp quarter flat cancel f
rest j

eighth “cancel sharp flat :

rest

cancel sharp quarter cancel f

rest
quarter flat sharp flat
rest

Note: Cut each strip into small squares for use in
matching. One set needed for each Player's card
used.

Another game may be made by using this in its reverse ‘
form; 1.e., placing the names of the aymbols to be identim‘
fied in the squares on the Player's card and having the '
small cards marked with the symbols for matching.




Pig. III =~ fTeacher's check=card:

(correction mask)

Pupil's answer Teacher's card Pupll's answer Teacher's card

Column #1 Column #2 !

sharp ; cancel :

L

? flat sharp ;
i "
; |
|

o i

b i

sharp n flat :

cancel sharp ﬁ

flat cancel

i

cancel flat }

|

\
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Purpose:
The

of

KEY SIGNATURE - Finding "Ti"

object of this gsme 1s to develop visual discrimina=-

tion in finding the "last sharp to the right" in a series

key signatures.

This game may be used with individuals or groups and a
Teacher's check-card is supplied so that a pupil leader
may correct the cards when a child has completed his
work, making it possible for the teacher to give her
attention to other groups during the singing period,.

Materials Needed:

1.

2.

Se

Player's cards -« according to the number of children
to play the game. See Fig. I.

An envelope containing small cards to be used in
playing the game; these cards show various key signa=-
tures to be used in "finding Ti". See Fig. I,

Teacher's check-card. See Fig. III.

Directions for Playing the Game:

l.

2.
Se

B

6.

Pass out player's cards to each pupil playing the
gane.

Pass out an envelope containing Key Signature cards.

The player tekes a small card from the envelope and
tries to match it with one of the statements on his
card. He continues until all statements have been
matched.,

The - teacher or pupil leader should check each card
completed with the "Teacher's check«card"”.

The pupll completing a correct card first wins the
game .

Be sure pupils make constant use of the statement:
"The last sharp to the right 1s Ti®™, while playing
this game.
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Pig. I =~ Player's card:

REMEMEER THE RULE - "The last sharp to the right
1s callea "Ti".

\l

Ii1s in a space. I1i is on & line.
Ti is on g line. T1 is in a space.
Ti 1s in a space. T1 is in a space.
Ii is in & space. T1 1s on 2 line,
: I1 is on & line. T1 is in a space.
: 21 1s in & space. Ti is on g lins.

i
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Fig. II Staff cards for matching statements on

player's cards:

e [T [ LT
il ii L
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Fig. III - Teacher's Check-Card:

1 on a line:

1 #

7 #

2
[=
I»
/]
:
o
@

3 #

] | (1T 11T

Directions for using this correction card:

Find the number of sharps on the card selected by the
pupil. PFind the same number shown above at the left of

the staff. The cross after the sharps shows the position

of Ti on the staff.,

All positions of Ti on a line are found in the left hand
column; those with Ti in a space are found in the right

hangd column.

Note: A like game may be made for flat signatures in
"finding ¥a from the last flat to the right".




Purpose:

Zroup.

group of chlldren.

Materials Needed:

- B

d.
©.

b.

Game of Scale Building

3. 8mall cards = as follows:

Clef signs
Key signatures

¢e Time signatures

Scale steps
Syllable cards

The object of this game 1s to keep individual children or
groups of children busy while the teacher 1is working with
other children on materials already achieved by this

The game may be used with an individual child or with a
A teacher's check card 1is supplied so |
that one child acting as the "teacher™ may be able to

correct the games as soon as one child has finished. So
they may proceed to a new scsle.

1. B8csle cards = several cards for each scale to be
used at the particular grade level.

2. Small envelope to keep the small cards used in
playing the game.

(< i

f. Letter name cards
g. Teacher's check-card
BUILDING T HE S CALE
clef TS T Z2 | 3 4 51 61 7 1 8
Ab
_ Ab | 4/4] av| BB| C Db| Eb| P G ‘
) LIS e
4 __£L 2L A
I/ ] r i‘ —'ﬁ.
&P 4
i " do]| rel mi| fal| sol}l la| ti | do
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A e A

Directions for Playing the Game:

1. 8Sort out the materials listed above (found in the
envelope according to type: 1i.e. Clef, Key signature,
Time signature, notation, Syllables, and Letter
names. )

2., Place the proper kind of a clef in its proper place.

3%, Place the correct key signature in place for the
scale to be Mllt.

4, Place the correct time signature in place.
5. Place each tone of the scale in 1ts proper place,

checking carefully with the key signature to make
sure that tone is found in that scale.,

6. Place the proper syllable name beneath each scale
tone.

7., Place the correct letter name over each scale tone;
again checking each step with the key signature.

8. Check each scale with the "™teacher's check-carad® 1
before going to the next scale. (This step is sug- |
gested only for students doing instrumental study; 1
i.e. piano, orchestra or band instruments,) as it 1is
not required in voeal musiec.

Making the Needed Materials:

Scale Cards: A strip of light-weight cardboard 83" long
by 24" wide. Draw facing as shown in Fig. L

clef Cards: Several cards 23" x 1". Draw facing as
shown in Fig. II. Use both Treble and Bass
Clefs.

Key Signature Cards: Several cards 284" x £". Draw
Taclngs as shown in Pig. IV. Use seversal
key signatures although only one time signa-
ture is used in the game throughout. This |
helps the chlld to become famillar with
them. Ex. 2/4, 3/4, and 4/4.

!
i
i
i

Scale Notation Cards: Score a complete scale as shown in
Flg. V; before cutting into separate cards
2i§ x £" each tone. Supply several extra

cards.

e S SR T TI T




gyllable Hame Cards: Score a complete scale with severalL
extras before cutting into separate cards .
24" x 8" for each syllable. Supply several

extras., See Fig. VI. |

Letter Name Cards: Score a complete scale with several
extras before cutting into separate cards
24" x 8%, See Fig. VII.

Teacher 's Check~-Card:

See Fig. VIII.

Patterns for Scale Bullding Game Materials:
Plg. I - Scale Cards:
[Clef B 11 2 | 51 4185 |61 7 |8
I
Pig. II =~ C(Clef Cards:
3 t N
. / - 7~ N> / -
7 7 T T- /. T~
i 7 177D y/4RY 7 y/any Z
x_-]z Z NS A S A AR 7 A
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Fig. IIT - Key Signature Cards: ﬂ

4

4

by

Pig. IV

- Time Signature Cards:

)

-
7

%
I 17
/1.

%

Flg. V = Scale Notation Cards: i
—5- @ét;x ;
7= S e




Pig. VI Syllable Name Cards:
do re mi fa sol 1la ti do re
do re mi fa sol la ti do re
Pig. VII - Letter Name Cards:
Ab Bb C bb Eb P G Ab B
c# D E )2 G A B C D
Pig. VITI - Teacher's Check-Cards:
Scale of Ab
Ab Ab Eb C Db | Eb F G Ab
/ \ . A= (@) Eké -
3 MU eX Néhd
~/

QMXL%T;M:‘;AMM -
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___in the particular grade.

Scale of D
D D E P G A B C# | D
p 1 i —
ﬁ\_i i 12 5T ik
| — L (3 o
— p—
,SET{ e, =
Note: Make as many of these slips as scales are taught in the
particuler grade.
Syllables-- do re mi fa sol la t1 do
Notatlon: Scale of Ab
P17 — I i
| . \f'\ 1
) L_ﬂr_'@? -6
1
¥
Scale of C
P i Y ﬂ
Py 1 L—
. Cj et
- <~
Scale of D
)
AY Jii - 1= 1
L — I~ '
Note: Make as many of these slips as scales that are taught




Evaluative Materials: i

Two test forms are offered here to guide the
teacher in evaluating the achlevement of her pupils.
They are both simple paper and pencil tests and will
show the teacher the areas in which remedial work
is needed to bring the class up to the standard
desired.

1. Lines and spaces.
2. Position of "ti" and "fa™ in the key signa~-
ture.

Many more tests of thls type may be devised
according to this plan to make it possible for the
teacher to make certaln from time to time that
every child 1s understanding the theoretical ma-

terial presented.
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Game of Identifying

LINES AND SPACES OF THE STAFF

Purpose:

This is a game to enable children to readily read the
names of the lines and spaces of the Treble staff. The
medium of multiple-choice has been used, and a separate
anaswer sheet is used for each player to preserve the
original Player's card.

The game may be played by individuals or groups of chil-
dren as an activity for group work, while the teacher 1is
working with another group of children. The correction
mask makes it possible for a pupll leader to take the
place of the teacher in conducting this game,

Materials Needed:

1. Player's cards according to the number of persons to
play the geme at one time. See Fig. I.

2. Test blanks for each pupil to play the game. See
Figo II.

3. Correction mask - for quick correction of the test
paper when completed. See Fig, III.

4, Colored pencil - for marking Test Blank.

Directions for Playing the Game:

1. Place the Test Blank on the right hand slde of the
Player's Card in place indleated.

2. Read each question carefully.

3. Place a cross through the letter you think is correct,
i

4, Group leader or Teacher places the Correction Mask
over the Test Blank when 1t i1s completed and marks
each item where there is an opening showing a cross
with a circle wilth the colored pencil,

5. The pupil having the largest number of colored circle
indicated after correction wins the game,
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Pig

. I = Player's Card

2.

3.

4,

6.

10.

LIN

ES AND SPACES

bir

The

The

The

The

The

The

The

The

The

ections:

one.,

first 1line 1s called -

fourth space 1s called -

second line is called =

fourth line is called =

third space 1s called -

fifth line i=s called =

first space is called -~

second space is called -

third line is called =~

second line 1s called =

(Treble Staff)

Read the question carefully;
through the letter you think is the correct

place a "crosst

- Tegt Paper Here ™/




.; 1y,

‘Fig. II = ZTest Blank Fig. III - Correction Mask
Name:
| Date:
1. E D
i
| 2e E
Se F
4. D c
5 A E
6. P
Te F A
8. G B
9. E
10. P ¢ 10. B P
S o



Game of Identifyin

POSITION OF "TI" AND "FA" ON THE STAFF

Purpose:

This is e game to enable children to readily identify the |

position of "ti" and "fa" on the staff from the Key Signe-
ture. The medium of multiple-choice has been used, and a
separate answer sheet is used for each player to preserve
the original Player's card.

The game may be played by individuals or groups of chil-
dren as an activity for group work while the teacher is
working with other groups of children. The correction
mask makes 1t possible for a pupil leader to take the
place of the teacher in conducting the game.

Meterisls Needed:

Player's cards according to the number of persons to
play the game at one time. See Fig. I.

1.

2. Test blanks for each pupil to play the game. See

Fig- IT,.

3. Correction mask - for quick correction of the test

paper when completed. See Fig. IIT.
4. Colored pencil - for marking Test Blank.
Directions for Playing the Game:

1.

Place the Test Blank on the right hand side of the
Player's Card in place indicated.
2. In Section #l:
Make a cross through "in" or
each item.

"on" as is correct for

In Section #2:
Mske a cross through the number that tells the
position of "ti" or "fa" in each item.

In Section #3:
Make a cross through the word "™space® or "1ine" as
is correct for each 1item.

BE SURE TO MARK A CROSS ON ONLY ONE ITEM IN EACH

SECTION.
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4.

Group Leader or Teacher places the Correction Mask
over the Test Blank when it is completed and marks
each item where a ceross shows in an opening with the
colored pencil.

The pupil having the largest number of colored marks
wins the game.




Pig. I = Player's Cargd:
Section #1 Section #2 Section #3
1. '
__.‘L;];_ in
: "pyt ig the 1l 3 space}] 1line
on
2
S in
Vil "Fa" is the 5 2 space| 1line
s -
3.
\\ ; in
;Eit:igi: mpit is the 5 1 space! 1line
L
N1/ on
4,
\ in
"pa" 1g the 3 2 space | 1line
} on
"B
in
"pi® 1g the 4 3 space | line
> on
6.
}) in
—7l . "Fa" is the 5 4 space | line
<~‘i____ on




Name Date:
in

8pace line
on
in

space line
on
in

space line
on
in

space line
on
in

space line
on
in

space line

on
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Pig. III - Teacher's Correction Mask:
1 ‘ l ' =
|

o B

—

o P
_L a8y \ R ——

f
L
— ——ﬁ_ e —
-
; |
-




Rhythmic Expression I

The development of the child's rhythmic instinct is
one of the most important educational actlvities he can
experience in his early years; and can have far reachingj

implications psychologically as well as physiologically.w
In relation to his musical development, it is only
through such whole-hearted, unselfconscious response
that a child can sense the full beauty of music. Every
phase of the child, his thoughts, his feelings, his
physical body, all respond to the same moving force and

are directed toward fulfilling that purpose. !

Not only is this rhythm training valuable in the 1

i
teaching of music, but it 1s based on the child's naturdl
I

love of and need for motion which has been a strong partf
of him since birth. Rhythms are a refining and a con-

trolling of one of the predominate and innate character-ﬂ

istics of children. Hence, a program built on the !

child's love for "doing things"™ is not an artificial |

program, but an activity based on child nature.

Rhythmic Response in Children:

Children have a naturel rhythmic response which %
from earliest childhood continues and develops in their 1
undirected play time when they jump, run, push, pull,
and the thousand and one activities the very young chil-%

dren engage in throughout the day. It 1s important for

|
|

|




Rhythmic Training

|
|
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|
i
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|
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the teacher to direct this natural instinet into a
meaningful activity in which the child gains socially,
culturelly, as well as aesthetically.
This can be done by skilifully directing his in-

terests into the following channels:

l. Free rhythmic play

2. Imitative play

3. Dramatic play

4, Formal rhythmlc experience

FPree Rhythmic play:

In free rhythmic play, the activity of rhythm in
the classroom is allowed to have its full release and
to be a free expression of the individual child's per-
sonality. ©No two children will, of course, react the
same. This is well, for it allows the teacher full

opportunity to observe sach child as perhaps she would

otherwise be unable to do. She can observe such characw .

teristics as aggressiveness, shyness, cheerfulness, etc
These things are lmportant to the teacher who is truly

interested in her puplls.

Imitative play:
In imitative play, the child directs his thinking
during the rhythmic activity toward channels wherein he

Imitates the things of hls own personal experience such

as animels, trees, fire engines, fairies, ete. Through é

*
\
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this medium the child is able to develop not only his
rhysical reaction but his imaginative processes also.

Educationally this 1s sound.

bramatic play:

All children are born actors. From earllest child-‘
hood they have been close to the world of make=-believe. )
It is only a step in the child's mind from the classroom )

to this land of fantasy. Children love to interpret any

music which has a story to tell. Just a word of caution.
here, for only too often the adult tries to break into |
this child-world with their adult ideas. It cannot be
done, Allow the children full force of their imagina-
tive powers in this part of the activity. Their first
attempts wlll appear qulite erude; crude to the point

that 1t may appear worthlesa. But, 1f they are allowed

to continue uninhibited, as their listening powers be-

come more attentive and a freer imaginative response is

developed, the results of this practice become more

satisfactory. {

Formal rhythmic experience:

Later there is a place for a more formal type of
rhythmic experience in the form of directed movements |
Children frequently galn much pleasure in following the
teacher or even a child-leader in rhythmical polnting,

clapping, waving, awaying, pushing, rowing, sawing,




beating, etc. This form of rhythmlc response requires

mich more control and should be delayed until the child
has gained much experience from his own free rhythmic

play. This last type of activity brings the class to- ;
gether as a social unit and requires a higher type of
concentration than the other types of activity. Some

would say this 1s nearer the old type calisthenic gym-
nastic exercises which 1s still prevalent in the old .
world but which we in this country have too hastily cast:
aside. There 1is a need to return to the type of rhythmié}
activity which requires mental stimulus than we are apt %

to use in our present-day teaching.

The Teacher's role:

Through all this activity the teacher's job is
mainly to direct the thinking, in the first forms to
allow much freedom of thinklng, then to gradually lead
them into thinking not only of what they are doing but i
to coordinate this thinking with what the music 1s |

saying, or the requirements of the dramatic impulse. '
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Suggested Lesson Proceduré:

1.

2.

Free Rhythmic Play: (Impromptu)

ae. Time: varied; as a diversion from work
periods, or at the suggestion of the
children as an out=-growth of some
work activity.

b. Type of music: (simple)

Barcarolle = Rubinstein - V-45-5001
Etude Joyeuse - Kopylov = V=45-5001
Gigue - Corelll - V~45-5003
Scherzo = Schubert = V=45=5000

¢. Actual procedure:

1. Play the music through while
children listen.

2. Replay the musle for children to
react.

Imitative Play:

a. Time: wvaried; as an out-growth of Pree
Rhythmic Play.

b. Type of music:
l. Planned:

Swingling, swaying =-

Valse Serenade - Poldini—v-45-50011

Skipping, jumping -

Hunting Song - Schumann -v-45-5005§

Walking on tip=toe, clapping, etec.
Tip~Toe March - Anderson~V=45-5002 |

2. 3Special music brought in by pupils. .

¢c. Actual procedure:
1. Play music for listening.

2. Replay music for children's
reactions.

I
i
[N
il
|
1
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3. Dramatic Play:

a, Time: wvaried; an out-growth of Free
Rhythmic Play.

b. Type of Music:
1, Planned:
Pwarf - Reinhold = V=45-5000
Imitating these 1ittle people at
work, etc.
Ballet =~ Gluck - V=45-5003
Dance of the sunbeams, frost
fairies, etc.
High Stepping Horses - Anderson
V=45=5002
Francing horses at a circus.
¢. Actual procedure:
1. Play music for listening.
2. Play music for planned reactions.
4, Tormal Rhythmic Experlence:
a. Time: regular part of schedule,
b. Type of music:

1. Planned: varied - waltz, march,
etc.; see list at end of
section.

¢. Actual procedure:
1. Play music for listening.,
2+ Replay music for planning reaction.

3+ Play again for action with teacher
or child-leader,

4, Opportunity for teacher to observe
children and detect those who need
help.




: Suggested List of Rhythm Records:

|
‘ Walking:

h March in F Major - Anderson
|

March "Alceste™ - Gluck
March of the Toys - Herbert
Minuet "Don Giovanni®™ - Mozart

Running:

Sparks - Moszkowski
Running Horses -~ Anderson
Badinage - Herbert
Tarantelle - Salnt-Saens

Tilp-toeing:

Gnomes - Reinhold
Minuet - Paderewski
Pizzicato - Pellbes
Amarylils - Ghys

Hoppings

Barcarolle - Rubinstein

Entrance of the Little Fauns - Plerne
Johnny at the Falr - English Folk Dance
L'Arabesque - Burgmuller

Jumping:

Hunting Song = Schumann

Sicilienne - Gluck

Pance of the Clowns = Mendelssohn

Ppance of the Tumblers - Rimaki-Korsakov

Skipping:

: Theme for Skipping - Anderson
Plain Skip - Anderson

Giga - Corelll

Elfin Dance - Jensen

N ; Galloping:

Postillion - Godard

Galloping Horses - Anderson

: Light Cavalry Overture -~ vonSuppe
! The Little Hunters - Kullak

'
e
F A




Sliding:

Flying Birds - Anderson

Skating -~ Kullak

Czarina - Ganne

Lott 'ist Tod - Swedish Folk Dance

Stretching and Bending:

Country Dance - Weber
Lullaby = Brahms
Waltz No. 2 - Brahms

Swinging and Swayling:

Scherzo - Schubert

Love's Dream After the Ball - Tgibul
Valgette ~ Borowskl

Valse Serenade - Poldini

Turning and Twisting:

March of the Dwarfs - Grieg
Spinning Song - Mendelssohn
The Music Box -~ Liadov

Beating and Shaking:

Butterfly Dance = Hopi Dance
Shuffling Feet - Sioux Dance
Dance Song - Omsha Dance




Rhythm Bands:

The aim of the rhythm band is to develop the chil-
dren's feeling for the rhytimic swing of music and
ability to make a muscular response to It. No one will
dispute the fact that the rhytlm band experience to chil-
dren is a delightful one. 80 is the banging of & spoon
on his cereal dish a delightful experlence for the very
young child. Children from their earliest childhood have|
shown great Interest in their ability to create sounds.
Sounds and rhythm In themselves are not misic but they
are the stuff'misic is made of. Children are sound con-
scious. For this reason many music educators rush chile
dren into groups, pass out complicated instruments, and
organize so-called rhythm bands. |

Observe the difficulty children have in walking to-
gether 1in step; skipping together, hopplng together.
Consider the difficulty men have upon entering the armed
services 1in obtalning anything like rhythm in marching,
the manual of arms, etc. Are we not presuming a great
deal to expect very young children to be able to manipu-~
late in unison and syncopated beats, ingtruments that are
as complicated to them at that age as the real instru-
ments are to their other brothers?

If we demand a period of readiness for reading, why
not & period of readiness for rhythm band work. Some
a

educators will say but we are not looking for perfection,




we just want them to enJoy themselves. Do we accept this
kind of work in penmanship or arithmetic? Without under-
standing and readiness we develop confusion. Let's look
at the matter from an intellectual point of view. TIs the
intermittent beating of a drum, the shaking of a tambou-
rine, with an occasional off-beat on the cymbal, rhythm

training? It 1s doubtful if this type of rhythmic ex-

perience has any velue. Truly, no wonder music educators|

have been told not to expect any carry-over into the real|

instrumental experience.

This activity can be of great value. Let the in-
terested teacher prepare herself as well to conduct this
activity as the serious-minded instrumental teacher is to
conduct an experience that 1is no more complicated to the
fourth grade child than rhythm band work is to the pri-
mary grade child. Select children who have ability to
develop this activity. Then from the incentlve gained
from hearing the outstanding work of this group you will
inspire the less talented to work hard to achieve the

gsame results.

Suggested Instruments for a Rhythm Band:

1. Drums 5. Tambourines
2. 8Sticks 6., Bells

3. Cymbals 7. Castanets

4. Triangles 8. Bird whistles

9. Xylophone




Materiasls for Rhythm Band Work:

Handbook for Beginning and Advanced Rhythm Bands.
Bikhart, Ind.: Pan-American Band instrument Co.,
jobl.

Vandevere, Lillian J. The FToy Symphony Orchestra,

Its Organization and Training. Boston: C. Ce
Birchard Co., 1927.

Suggested List of Recordings for Rhythmic Activity:l

PHONOGRAPH RECORDS

V=Victor D=Decca C=Columbla
Rhythmic:
Amarylliis, Ghys (orchestra) V21038

Come, Let Us Be Joyful, Mozart; and Broom

Dance, Edward Germen {orchestra) V=20448

Country Gardens and Shepherd's Hey, arr. by

Percy Gralnger (orchestra) V=1666

Country Dance, Weber; Country Dance, Beethoven;

Gavotte, Handel; and Giga, Corelli (orchestra)V-20451

Gnomes, Relnhold; Dwarfs, Reinhold; Fairies,
Schubert; and Clowns, from Midsummer Night's

Dream, Mendelssohn (orchestra) V-19882

Les Pifferari, Gounod; Happy and Light of Heart,
Balfe; Tarantelle, Mendelssohn; Theme from
Sonata in A, Mozart; Gavotte Gossec; Nocturne,
from Midsummer Night s Dream, Mendelssohn}
and Caprice on ballet alrs framn Alceste,

Gluck {(orchestra) V=22765

March from Aida, Verdi; March of the Three
Kings, 01@ French; Soldier s Chorus from Il
Trovatore, Verdi; Toreador s Song from Carmen,
Bizet; and Street Boys' Parade from Carmen,

Bizet (orchestra) V=22764

IEmma D. Sheehy. There's Music in Chiidren. New York:
Henry Holt Compsany, 1946. p. S=




I
|
A

March of the Gnomes from The Christmas Tree
Suite, Rebikov; and Allegretto from the
Ballet of Paust, Gounod; March of the Dwarfs
from Lyric Suite, Grieg (orchestra)

Boating on the Lake and Skating, Kullak;
Waltzes and March, Gurlitt; Le Bergerette,
Burgmuller; Waltz, Schubert; Scherzo,
curlitt; L'Arabesque, Burgmiller; and
Terantelle, Saint-Saens; %gichestra) V=20401

Polly Put The Kettle On (folk); Lavender's
Blue (folk); Waltz, Schubert; Come, Lassies
and Lads (folk); John Peel, o0ld hunting song;
and Marche Militaire; Schubert {(orchestra) V=-22766

Pop Goes the Weasel and Norweglian Mounteln
March (orchestra) V-20151

Run, Run, Run, Concone; Jumping and Running
Game, Gurlitt; Aid de Ballet, Jadassohn;
and Waltzes Nos. 1, 2, and 9, Brahms
(orchestra) V=20162

Shepherd's Dance and Children's Dance, Fdward
German; Norweglan Dance, Grieg; and Swiss
May Dance, traditional forchestra)

Soldier's March, Schumann; March, Hollaender;
March from the Nutcracker Suite, Tschaikovsky;

and March from Alceste, Gluck (orchestra)
Rataplan, Donizettl; Serenfhts, Moszowski;
Waltz #5, Koschat; With Castanets, Reinecke;
and Shadows, Schytte {(orchestra) V-22169
Pramatlic:
Capering Kittens and Monkey Shines, Ganz; and
Cat and Mouse, Copland (orchestra) D=23106
Children's Cormer Suite, Debussy (pilano) V=7147
Dancing Clock, Elwing (orchestra) C=265«M

Entrance of the Little Fauns, Plerne; Dance of
the Chinese Dolls, Rebikov; and Witch, Clown,
and Villain, from Marionettes, Machowell

{orchestra) V-22163

V=22177 |

V-22171

v-22168 |




FPive Minjiatures: By the Lske, Caravan Song,
Waltz of a Teenlie Doll, Hippopotamms Dance,
and the Mosquito Dance (orchestra)

Hansel and Gretel, Humperdinck (orchestra)

In a Bird Store, Lake (orchestra)

Jumbo's Lullaby, Debussy; and The Little
white Donkey, Ibert (orchestra)

March of the Little Lead Soldiers, Pierne
{orchestra)

Memories of a Clock, Pirouetting, Music Box,
: Behind the Barracks, Rocking Horse, On

! Donkey Back, and Rain Drops, Carlos Salzedo
(harp)

i Mirror Dance, Gounod; Elfenspiel, Kjerulf;

i The Witch, Tschalkowsky; March of the Tin

i Soldiers, Tschalkowsky; Knight of the Hobby
! Horse, Schumann; The Clock, Kullak;

i Postillion, Godard; and Peasant's Pance,

: Schytte (orchestra)

Mosquitc Dance (orchestra)

Music Box, Laldow {woodwind ensemble); and
Oh, Vermeland, Thou Lovely (folk) (string
ensemble )

Of g5 Pallor and a Bear, MacDowell; The Wild
Horseman, Schumann; and Spimning Song and
' The ILittle Hunters, Kullek (orchestra)

Orare, jungle rhythm (drums and voice)

Sheep and Goats Walkin' to the Pasture,
Guion (orchestra)

Toy Symphony, Haydn {orchestra)

Turkey in the Straw, arr. Guion {orchestra)

The Wild Horseman, The Rider's Story, and The
Knight of the Hobby Horse, from Scenes of

Childhood, Schumann; and Solitary Flowers
from Forest Scenes, Schumann (orchestrs)

V4429
V-22176-6
D-25105

D-2310%

V=19730

V~14871

V=-203599
V=43519

V~19923

V-20153 |
D-18131 |

V-10-1092
V=-20215
V=4390

V22162




A Library of RCA Victor Records for Elementary Schoolsz1

a. Basic Rhythm Program - Vol. I-VI

b. Basic Listening Program - Vol. I-VI

¢ PBaslc Singing Program = Vol. I-VI

d. Basic Singing Games (Primary Grades)

€. Basic Christmas Album {Elementary Grades)
f. Basic Indisn Album (Elementary Grades)

g+ Rhythm Bands (Elementary Crades)

h. BRasic Patriotic Program (Elementary Crades)

VIII. Music Apprecistion

Biographies for Children:

Objective: To make it possible for children to know
better the people who wrote our beautiful
musical literature.

Although great care should be exercised in the de-
velopment of this area of music appreciation there 1s no
need for the classroom teacher to approach this phase of
a most fasclnating subject with fear and timidity. she
should approach 1t with eager anticipation of great
pleasure to herself as well as her children. With the
superdb material avallable for the presentation of this
work in both book form and recordings, there is no need
to fear to tread what many teachers have considered
here~-to-fore "sacred ground®,

No attempt should be made to require the children
to remember too much of the factual materlal; but just

to learn to listen with complete absorption the tremen-

dously fascinating stories of these truly great people.

1A Library of Records for Elementary Schools, with notes
for teachers by Lilla Belle Pitts and Gladys Tipton. Camden,
New Jersey: RCA-~Victor, 1947.

t




It will take several listenings for the children to galn
the full benefit of any cne story. She should not hesi-
tate to have them llisten again and again to these fine
recordings, perhaps dquring resting periods, etc.

It will be necessary for the teacher to prepare her
class for this experience by the development of a vocabu-|
lary (1ist of words) which will be unfamilier to them,
in order that they may hope to gain the full benefit
from their listening experience. |

If the teacher will approach this task with,interesti
and imaginagtion she will be surprised how soon the class
will have a full vocabulary to listen to these recordings.
This will make the listening to the stories more meaning-;
ful. The words should be presented several days in
advance of the antlcipated hearing of the story. In
this way, the children will have no trouble gaining the |
full meaning of these find recordings which not only
tell the story of the composer's 1ife, mut illustrates

it with many of his finest musical compositions.

Puilding the Vocabulary:

Just as in reading it 1s necessary to develop =
vocabulary for full understending, so in listening it 1s
necessary that children become familliar with words that
are unfamiliar, If the teacher will make very effort to |

develop the child's imagination when presenting this
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materisl she will be surprised how easily the children
learn these new words. PFollowing is a suggestion for
approéching the listening to the Vox Recordings of the
Life and Music of Wolfgang Amadeus Mozart.

Teachilng:

Boys and girls, some time soon we are
golng to listen to the story of a young
boy who wrote some of the world's most
beautiful music. His name is Mozart.
The boy Mozart lived in Austria, g
country very famous for its muslec., Let
us prepare for our story by making an
imaginary trip in our rocket ship and
place & star (a small gold star glued
to a pin) on the name of his home town,
Salzburg, on our map.

Teacher:

In this brief statement the teacher has presented
three new words to her class: MOZART, AUSTRIA and
SALZBURG. _

When presenting these words she should write them
on the board, or better still have them written out in
manusceript on colored sheets of construction paper so
that they may be posted about the room for future refer-
ence. Soon the children will have learned a vocabulary
of words sufficient for each recording. If the teacher
wlll enticipate the new words for each record several
days in advence, the children will have no trouble
gaining s complete understanding from even a firast
listening. This, however, should not be consigdered
enough. Opportunity should be given for frequent re=

hearings.




Vox Album MMS-1

Wolfga Amadeus Mozart, His Story

an 8 Music
Record One:
8ide One =~ Side Two =
Salzburg Vienna
Augtria Empress
harpsichord Maris Theressa
tune footman
minuet : allegro
Wolfgang Amadeus Mozart courtiers
Marianne applause
staccato
orchestra
rondo

string quartet

Record Two:

Side One = Side Two -
Brussels , Congtance Weber
Belgium lullaby

Paris opera

London Marriage of Figaro
sonata

composer

Turkish rondo

tour

conquered

Record Three

Side One =- Side Two =
Don Giovannl Emperor
overture coronation
Haydn concerto
hunting quartet Magic Flute
Revolution Papageno
symphony

If these recordings are to be used in the Primary
Grades, and they may well be used there; it might be well
to divide the listening perlods Ilnto single recordings

and to use the records as a story that is to be continued




in order not to tire the children.
Following is a suggested procedure for presenting

the records after the vocabulary has been taught.

Teacher:

Mary:

Teacher:

John:

Teacher:

With this brief introduction the teacher should let
the class listen to at least the firat record (both
sides). If they have learned the vocabulary for the !
next record she may or may not want to continue, It is

not neceasary to hear the complete album to understand

the story.

Opportunity should be given the class to rehear the

story many times. With each new hearing will come addi-

tional information and benefit. Opportunlty should be

Boys and girls, today we are going to
listen to a story about the most musical
boy that ever lived. Fortunately for us
he wrote a great deal of music and this
we can hear today, even though we can
never hear him play it. His music 1s
always lovely and you will surely hear
more of 1t as you grow up. I wonder 1f
you can tell me the ngme of this boy?

(Pue to the preparatory work done in
building the vocabulary sameone will
know, )

Is it Mozart?

Yes, Mary, it 1is Mozart. Can anyone tell
me his full name?

His full name is Wolfgang Amadeus Mozart.

That is right, John. Boys and girls, today
we are going to listen to the story of thils |
young boy who wrote such beautiful music i
that the whole world has learned to know
end love, not only the music, but the boy
who wrote 1t. |

[
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given for making use of rehearings 1In the listening
corner with the machine tuned down so as not to disturb
the members of the class who may be engaged in other .
activities. 2
In addition to these recordings, opportunity shouldi
be given the children to correlaste the new children's '
blographies by Opal Wheeler and Sybll Deucherl who have |
done pioneer work In developing blographies of many of
the great composers on a level of understanding for the
grade school child. The teacher will find these books |
valuable material to use in conjunction with the record-;
ings as they offer much supplementary music materisl in |
easy piano form which will not only delight the children
but give the teacher a fine cultural background to pre=- {
sent these composer's lives to her class. |

Recordings of Famous Composers Lilves: |

Title Number |
Wolfgang Amadeus Mozart, His Story and His ;
Music Vox-MMS -1

1

Franz Schubert, His Story and His Music Vox-MMS-E%@

Peter Ilyitch Tschalkowsky, His Story and His :
Music Vox=MMS-5,

Ludwig van Beethoven, His Story and His Music Vox-MMS-4

1'[;)patl Wheeler and Peucher, Sybll. Mozart, the Wonder qul

and Curtain Calls for Wolfgang Mozert. New York: E. P.
Dutton Company, 1843,




Robert Schumann, His Story and His Music Vox-MMS=b
The Story and Music of Franz Schubert Vox~MMS~6

Biographies of Famous Composers Written for Children:

Deucher, Sybil. Edvard Grieg, Boy of the Northland.
(1546.)

Wheeler, Opal. Handel at the Court of Kings. (1943)

o Ludwig van Beethoven and the Chiming
Bell Tower. iI§Z4;

+ Stephen Foster and His Little Dog Tray.

(1945)

Wheeler, Opal and Sybil Deucher. Curtaln Calls for
Franz Schubert. (1941)

_ _+ GCurtaln Calls for
Joseph Haydn and Sebastigsn Bache (1045)

« Curtain Callas for

Wolfgang Mozart. (1041)

» Edward MacDowell and
His Cabin in the Fines. (1943)

« Franz Schubert and His

Merry Friends. (1943)

« Mozart, the Wonder Bow

(1943)

« Sebastisn Bach, The

Boy from Thuringia. (1946)

ﬁ_ « Joseph Haydn, The
Merry Little Peasant Boy. (1946)

All of the above books published by E. P. Putton Company,

New Yorke




Instruments of the Orchestra: !

Objective: To become familisr with the instruments of
the orchestra.

l. Visual perception:

The best medium for presenting the instruments of
the orchestras is, of course, to have the actual instru-
ments avallable during the discussiong that the children

may see, hear, and handle them. This opportunity might

be afforded the pupils if the school system has an in-
atrumentasl department of sufficient size and has the
instruments available,

If this medium 1s available it would be of great !
value to both the listener and the performer if pupils
of similar age could be used for these demonstrations.
In the case of instruments such as vié6lin, flute, clari-
net, saxophone, trumpet, horn, drum, and planc, these are
usually avallable with performers as low as the fourth
grade where the instrumental program usually starts. The
children of this age can usually perform acceptably so as
not only explain the workings of the Instrument but also
play the simple pieces the class has learned to sing.

In the case of the lesser-known instruments such as

oboe, English horn, bassoon, trombone, tuba, kettle drums,

viola, cello, and double bass, the performers would un-

doubtedly have to be recruited from the upper grades if |
|

they could be made available at all. j
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Granted this opportunity might be avallable in a

minority of school systems; an equally valuable oppor=-

|

|
tunity is offered with the following medium. There are ;
available a large number of acceptable textbooks on in- i
struments containing charts and pictures of the various
instruments. In many instances these pilctures are either
too small or too involved to make them of much value in
this work. There is, however, an outstanding book by
Harriet E. Huntlington entitled Tune gnl containing com-
plete portrait pictures of the various instruments and
their players. This book is priceless in its opportunity
to allow chlildren to become better acquainted with what
the instruments look like at close vliew,

If possible, the pages of this book should be
separated from the binding, laminated (sealed in isin-~
glass), so as to protect the pictures from soiling as
well as from wear and tear. Then the children can handle
them freely without fear of damage to the pictures. The
pletures could either be stood in the chalk trays about
the room, or better, if a display corner is available
the pictures should be hung so that they are constantly
in full view of the class while they are discussing the
various groups of instruments, i.e., Strings, Woodwind, ﬁ

Brass, or Percusslon sections.

Orchestra and Thelr Players. Tew York: Doubleday and 0o.,1942

lgarriet E. Huntington. Tune Up, The Instruments of the
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Care must be exercised not to hurry from one section
to another; but to stay with a sectlon of the orchestra
until the children are fully acquainted with this group

of instruments.

2. Auditory perception:

To present thls aspect of the instruments, and es-
pecially when the varlous instruments are not avallable
for performance, the teacher should make use of the
several excellent recordings offered. Perhaps the out=
standing group being the albums offersed by the Deces
Record COmpanyl who have prepared four noteworthy albums,
one for each section of the orchestra: string, woodwind,
brass, and percuasion.

Not only are these recordings excellent examples of
the performance of the individual instruments, ut they
offer an added value not offered by any other set of
albums, in that each 1nstrument performs a complete
selection to illustrate the tonal characteristics of the
instrument rather than just a brief phrase which is soon

lost to the audltor. In addition, the wvarious choirs

perform in their individual ensemble, string, woodwind, |

brass, etc., as well as full orchestra.
Thus we see a tremendous advancement in the material

offered through this medium. The one word of warning

lDecca Record Company. Instruments of the h
19460 P_ y Sgmphony

| Orchestra,




which must be given 1is that it shcould not be done to
death; but better still if the material is made available:

to the children on their own, the material 1itself will do|

much to stimulate an interest in this phase of thelr

misic appreclation study. The writer has had the ex-
perience of watching small groups of children making use |
of this medium on their own in a special llstening cﬁrnerl
with the machine tuned down so as to cause no inconven- |
ience to members of the class engaged in other activities
Yet the chlldren engaged in listening were as deeply
engrossed in their listening as pupils doing silent

reading at a reading table.

Teaching:

Teacher: Boys and girls, today we are going to
learn something about the instruments
which make up the orchestra that play
the muslic we are sc fond of listening to.

People are grouped together into families.
Some of the members of the family are
large 1ike father and mother, some medium-
slzed like big brother and sister, still
others much smaller 1like the very young
members of the family. Yes, there are ;
even baby members of our instrument '
families.

The instrument families are grouped by
the way they are played:

The Percussion instruments by beating,
like the drums.

The Woodwind and Brasswind group by
Blowing into the instrument or over a
mouthpiece.
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The Stringed Iinstruments by plcking
the strings or drawing a bow across
them.
You remember the beautiful pictures
we have been studying; let's see 1if
we can remember samé of thelr names.
In presenting the pictures, use only one family at
a time and then let the children hear the records for
that family. There 1s no set procedure as to which
group to begin with. Some like to start with the per-
cussion group, others prefer to start with the strings
.and follow with the wind instruments. There is no need
for lengthy discussions concerning the instruments as
the recordings will contribute more if they are allowed
to listen several times to each section and more will be
gained than by any amount of talk on the part of the
teacher.
Following is a list of the better type recording
for use in this activity. ©Not that all the recordings

do not help, but some are more vague in their presenta=-

tion than others.

Instruments of the Orchestra:

VISUAL PERCEPTION:!

l. Percussion Instruments:

a. Tomtom

be. 8Snare Drum
¢ Bass Drunm
d. Kettle Drum




AE)J._

: a, Qong
3 f+ Tambourine
F g+ Cymbals
V_ S * h. Castanets |
[ 1. Triangle i
Jo Chimes |
k. Xylophone !
! 2, Wood and Brass Instruments: !
| a. Flute |
iy b. Piccolo |
¢. Clarinet i
; d. Bass Clarinet « Woodwind |
j e. Oboe Group - |
| f. English Horn |
‘ g+ Bassoon :
% h, Contra Bassoon
i i. Trumpet |
j+ Trombone i
! k., French Horn - Brass Group = |
i. 1. Tuba i
: m. Saxophone L
|
3. String Instruments: {
! a. Violin
| b. Violin Bridge ‘
o c. Violoncello |
i d. Double Bass or Bass Viol !
g e. Harp
;‘ b g Piano
I g+ Organ
|
|:
i
!
|
h
|
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Instruments of the Orchestras
1

AUDITORY PERCEPTION:

1. The String Family:

Played by the Decca Little Symphony Orchestra,
bavid Mendoza, Conductor.

Featuring the Violin: Soloist: John Corigliano '

Song Without Words Tschaikovsky
(chant sans Paroles) F Major, Op. 2, No. 3

Featuring the Viola: Soloist: Joseph Vieland

Caucasian Sketches, Op. 10 Ippolitov=Ivanov
No. 2: In the Village

Featuring the Violoncello:
Soloist: Joaeph Emonts
The Swan (Le Cygne) §a§nt-§aens
(From the "Carnival of the Animals")

PFesturing the Harp: Soloist: Theodore Cella

Kamenoi=0strow, Op. 10O Rubinstein
Featuring the Double Bass:

Soloist: T. Torello

Sarabande and Gavotte Corelll

(From Sonata No. 10, Op. 5)

Peaturing the String Ensemble:

a. Serenade 1in C Major, Op. 48 Tschailkovsky
No. 2: Waltz

b. Molly on the Shore (Irish Reel) Grainger

ces Moto Perpetuo (Perpetual Motion) Paganini :

(Allegro di Concerto) Op. 11

| Volumes: 1. Strings; 2. Woodwinds;
' New York: Decca Record Company, 1940.

‘pecca Instruments of the Symphony Orchestra, in Four
+ Brass; 4. Percusslon.




Recordings:

The Instruments of the Symphony Orchestra.
New York: Decca Records inc.

Albumn.1 <~ The String Family
Album 2 = The Woodwind Family
Album 3 =~ The Brass Family
Album & = The Percussion Family

Pan, The Piper, The Reed That Grew Into an Orchestra.
ew York: CA-Victor Company.

Tubby, The Tuba. New York: Cosmo Records, Inc.

Pee=-Wee, The Piccolo. New York: RCA-Victor Company.

The Wonderful Violin. New York: Young People's
Records lnc.

Lentil, and His Harmonica. New York: Young People's

Records Inc.

The Story of Celeste. New York: S8ignature Records Ing

The Little Brass Band. New York: Young People's
Records Ince

The Concertina That Crossed The Country. New York:

~ Young People's Records inc.

Instrumentas of the Orchestra. New York: Columbia

Records.

Supplementary Albums:

Brahms ~ Sonata #2 in Eb Major for Piano and Glarinet. |
Columbia MasGLerworks.

Debussy - Sonata #2 for Flute, Viola, and Harp.
Columbia Masterworks.

Mozart - Concerto for Bassoon and Orchestrae.
RCA Victor

Mozart = Concerto #1 in G for Flute and Orchestra.
RCA Vietor
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: Ibert = Concertino da Camera for Saxophone and
H Orchestra. RCA Victor.,
' American Works for Solo Wind - Flute, Oboe, Clarinet
: and Passoon with Orchestra. KRCA Victor.
|
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APPENDIX II

TABLE IX

SUGGESTED ITEMS FOR ADDITION TO HANDBOOK

1.
2.
3e
4.
5.
6.
7.
8.
9.
10.
11.
12.

Piano Keyboard

Use of the Pitch-pipe
F (Bass) Clef

Scale Structure
Triplets

Tonic triad (l=3=5-8)
bouble notation (S-A)
Finding the minor mode
Phrasing

Metronome marks
Staccato (detached)

Poco menc (a little less)




