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PREFACE

The Missouri Journal of Research in Music Education, published
as a Bulletin of the State Department of Education, is devoted to
the needs and interests of the school and college music teachers of
Missouri and the nation. This issue, Volume II, Number 2, is the
seventh to appear in as many years.

The members of the Editorial Committee are grateful to those
readers who have written suggestions concerning the content of past
issues and request that criticisms and suggestions, always welcome
and never unheeded, again be sent to the Editor concerning the con-
tent of this issue. We strive for a reasonable balance between music
theory, history, philosophy or aesthetics, and pedagogy. It is difficult
to judge how successful we are without reader response.

Since this publication is not copyrighted, complete articles or
excerpts from articles may be made without securing permission
from the editor or the authors. It is requested that credit be given
to the Missouri Journal of Research in Music Education.

Copies of this journal are obtainable without charge from the

~ Missouri State Department of Education. — Tus Eprron.

Progress Report on
ACTION RESEARCH PROJECT

in the State of Missouri

Bion McCurry
Chairman, Action Research Committee

Early in 1967, the Executive Board of the Missouri Music Edu-
cators Association approved a proposal made by Mr. Donald
Anderson, Director of Music, Brentwood Public Schools. The proposal
was designed to initiate and encourage research on the part of Mis-
souri school music teachers whereby music education programs in
the state and the nation might be strengthened. The proposal was
labeled Action Research Project. '

A modest appropriation was set aside by the MMEA Executive
Board to be awarded as honoraria to those Missouri teachers who
had completed an original research project of merit. The amount of
each honorarium was to be determined by a committee appointed
for this purpose. In addition to an honorarium, the editors of the
Journal were to give strong consideration to the publication of the
research results. .

Five applications for research projects were submitted and ac-
cepted for consideration. At the 1968 Spring meeting of the Action
Research Commttee, a $200 honorarium was awarded to the director
of one completed project. Three other projects nearing completion
are to be considered at the committee’s Fall meeting.

The recipient of the first honorarium awarded by the Action
Research Committee was Mrs. Deanna Marshall, an elementary mu-
sic teacher in the Eldon R-1 Schools, Eldon, Missouri. Her research
project was one in which she designed an innovative music test for.
lower elementary music students, titled, “Fun with Music.” The
results of her project will appear in a later issue of the Journal.

The Action Research Committee is most enthusiastic about the
interest shown, and the results obtained in this, the initial year of
the state project. Action Research will continue to encourage
Missouri teachers to submit applications to the Committee for any
research project related to music education they may wish to initiate.
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NOTES ON MUSICAL TASTE

Charles A. Roeckle
St. Martin’s College
Olympia, Washington
(Formerly at Washington University
and .
St. Louis Institute of Music)

Introduction

The development of musical taste is a professed aim of music
education. As such, it is mandatory that music educators have an
understanding of the term “musical taste.”

“Taste,” “application,” “dxscnmmatlon, and “preference” all
imply the makmg of judgments, and in this respect they will be con-
sxdered equxvalent in this paper. It is interesting to note that while

appreclatxon is the term most frequently used in connection with
music education, and ‘“taste” was the most often employed m early
;resea,x;ch later s_tudxes have favored the use of the word “prefer-
ence.

These notes are intended to give an overview of some of the
writing in the field of musical taste, to point out some conclusions
which have been drawn from the research to date, and to suggest
implications that these findings may have for Music Education.

" The early music critic, Johann Adolf Scheibe (1708-76), on May
14 1737 in Der Critische Musickus!, Hamburg wrote:
' All the ornaments are written out in .full. Therefore
‘his compositions are deprived of beauty, of harmony, and
. 'of clarity of melody, since the song is unrecognizable. All
‘voices must work with each other, all with the same weight,
so that it is impossible to recognize the principal voice. In
" . short (J. S.) Bach is to music what Lohenstein is to poetry.
.. Their inclination toward bombast led them both from nat-
! uralness to artificiality, from sublimity to want of clearness.?
" In 1791 these remarks appeared in Chronik von Berlin:
What the composer must express is, not an overloaded
,orchestra, but heart, feeling, and passion. Only as he writes
_.in a great style, only then will his name be given to posterl-
. ty. Gretry, Monsigny, and Philidor prove this. Mozart in his
., Don. Giovanni intended to write something uncommonly,
' 1mrmtably great. There is no doubt: the uncommon is here,
but not the inimitably great! Whim, caprice, ambition but
- not heart created Don Giovanni3

According to a contemporary, in his Symphony Number Four,
Beethoven
. . is extremely bizarre, and makes himself unintel-
hglble‘ and an object of terror to even a cultivated dilet-
tante.



A Boston newspaper, after a performance of Stravinsky’s Le
Sacre du Printemps in 1924, contained:

He who could write the Rite of Spring,

If I be right by right should swing.®

Musical tastes change; what is considered in good taste at
one time is in poor taste at another, and conversely, as demonstrated
by the following comment which appeared in the Allgemeine musi-
kalische Zeitung in 1793:

Mozart was a great genius, but he had no real taste,

and little or perhaps no cultivated taste. He missed of course,
any effect in his original operas.®

The Instability of Musical Taste

The instability of musical taste was attested to in a 1941 study
by John H. Mueller and Kate Hevner in which they made a sur-
vey and analysis of the programs performed by eleven musical or-
ganizations from 1813-1941. They found that during this period musi-
cal tastes were never static, and that what was popular in one era,
was not so in another.

Over a period of time the listeners themselves change. Their
interests, musical habits, expectations, and backgrounds, in terms
of which the music apprehended, are ever modified by intervening
experiences.® Music which is easily grasped, enjoys quick popularity,
but this wanes just as swiftly. However, music termed by Mueller
and Hevner as highly complex and compact is accepted more slowly,
but its decline from favor also takes proportionally longer.

Each piece has an optimum number of repetitions at which the
greatest enjoyment takes place. Repetition beyond this peak results
in a sharp decline in popularity unless an interval, during which
the listeners can forget some of the piece, occurs between perfor-
mances. Thus relatively familiar and more simple music remains
“immortal” only by not being too much alive.l® It was asserted by
Mueller and Hevner that because of this inconstancy of taste, every
composer has a life cycle, and the end of his popularity (i.e. of his
music being considered in good taste) is as inevitable as the begin-
ning. .

What is implied in the Mueller and Hevner study had been
stated earlier by Mortimer J. Adler in 1929. Adler believed that
taste exists only in relation to social norms, and can only be meas-
ured in terms of an individual's deviation from the group norm. It
was the purpose of an investigation by Adler to discover whether
the modal judgment of one group differed from that of another.!

In Adler’s studies, the subjects listened to several original com-
positions, each having three variations (distortions). The distortions
were: '

Dull: “flat-foot,” unimaginative. [sic] This version included the
original in only the barest outlines.

Sentimental: filled with musical cliches.




Chaotic: This version included certain figures which destroyed
the unity of the original. (e.g. whole passages omitted, foreign pas-
sages inserted, rhythmic structure destroyed, unjustified dissonances.'*

The subjects heard six sets, each containing an original compo-
sition with its three variations in mixed order. The subjects were
asked to indicate only the selections of each set that they liked “best”
and “least.” They were also asked to complete a musical background
questionnaire. The scores made by the subjects were compared with
the scores made by an “expert” group of nineteen graduate music
students.

‘A second test series was of fundamentally the same design as
the first.

Adler made it quite plain that even though these tests used
the original version as the basis for scoring, it was not presumed that
conformity with the original was necessarily ‘ indicative of “‘good”
taste. One group tested was relatively untrained in music, with a
predominance of subjects who had never taken music courses in
college, did not attend concerts, and did not play any music instru-
_ments. The overwhelming preference of this group was for the “sen-
_ timental” version. If the members of this group were used as the
arbiters of “good” taste, it would be in “bad” taste to prefer the
~unadulterated or undistorted works of Bach, Beethoven, and
. Wagner to deliberately “sentimentalized” distortions. .

.. The original version can be said to be superior or “better” if
it is- (1) the modal preference of a random sampling of the popu-
lation, or (2) if it is the modal preference of a group of experts.1?
. The results of the study by Adler justify, in this case, the assump-
tion that the original version is superior because it is the modal
preference of the entire group as well as of the group of experts,
with the latter choosing it 90% of the time.

.. Tt was also found that if those possessing knowledge of either
the composition or of the composer were barred from taking the
. test, the modal preference of the resultant group would be- the
- #dull” version. Adler conjectured that this was because the dull ver-
sion was closest to the original, differing in what was omitted,
. whereas the sentimental and chaotic versions differed from the origi-
nal through the introduction of “negative” values. Not unexpectedly,
Adler inferred that training is an important factor in developing a
musical taste which correlates with that of the experts.

. An early attempt at the scientific measurement of musical taste
was made by M. L. Mohler. A report of his research was written
by M. R. Trabue in 1923. According to Trabue, Mohler sought to
measure the ability to distinguish the difference between good music
. and poor music.

. . Mohler established an absolute scale of musical values (i.e. a
_hierarchy) by a combination of the musical preferences of a group
of “experts” and a group of “intelligent adult” laymen.’® Phono-
graph recordings of sixteen orchestra selections, original or ar-



ranged, were used. The works varied from whole movements of
pieces from the classical literature to popular songs.

Four groups of subjects were tested. Two groups were played
four sets of records with four records in each set. The other two
groups listened to five sets with three records each. The subjects
were asked to rate the records in each set as: “best,” “next to
best,” and “poorest.” The subjects’ preferences were then graded
in terms of their correlation with the preferences of the expert-
intelligent adult group (i.e. the absolute scale).

The prevmusly noted fact that musical taste is not constant
can be seen here in retrospect also. In scanning the order into which
the “experts”!® placed the first twelve selections on Mohler’s scale,
the dxspanty with what one would assume to be present day pref—
erence is striking. The order of preference of the expert group only
(excluding the intelligent adult ratings) is as follows:

1 Intermezzo Wolf Ferrari
2 First Movement of the Unﬁmshed

Symphony ‘ Schubert
3 Venetian Love Song Nevin
4 Anitra’s Dance from the Peer

Gynt Suite : Grieg
5 Valse, from the ballet music

of Faust Gounod
6 Chaconne Durand
7 Largo from the New World Symphony Dvorak
8 Turkish March from the ‘

Sonata in A Major : Mozart
9 Deer Dance Skilton
10 Triumphal March from Aida ~ Verdi
11 Sparklets , Walter E. Miles
12 Introduction to Act III,

Lohengrin Wagner

(One should take into account the inconsistent quality of re-
cordings of that time, but today’s musician finds the ranking almost
incredible) .

In the results of this.test it was noted that the pupxls of a
school in which the development of music appreciation had been
attempted made higher scores, i.e. correlated more closely with the
expert-intelligent adult group preferences, than the pupils of schools
where little or no such training was available. It was concluded
that musical taste is very much susceptible to training, and this
has, of course, been amply demonstrated elsewhere.

The object of a study made by F. L. Wells!” was to measure
whether a musical composition evoked the associations denoted by
the assigned title, or some other associations. The subjects!® were
given a list which contained the English names of ten compositions.
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After hearing each piece, the subjects were asked to indicate which
one of the compositions they thought most likely to have been played.

Of the compositions heard, each with an obviously descriptive
title, in only one case!® was the title assigned to the correct piece
by a majority of the subjects. In only two other instances were the
titles and compositions correctly united by even a plurality. Wells
observed that it is possible to “inculcate dogmas” about what cer-
tain musical compositions symbolize, but questioned the psychologi-
cal validity of such techniques.

Paul Farnsworth?® made a study using J. S. Bach’s Concerto for
Clavier in d Minor. The piece was played to two college groups
of fifty students each. The members of one group were told the
name of the composer. The subjects of the other group were given
the impression that the piece had been composed by Buxtehude,
who was known to only two members of the group. After hearing
the work, both groups were asked to express the degree or amount
of their enjoyment. The amount of enjoyment professed by the sub-
jects who knew the composer to be J. S. Bach, whose eminence
is almost universally learned through training, far exceeded the
professed enjoyment of those who were led to believe that the rela-
tively unknown Buxtehude was the composer.

In 1948 M. G. Rigg?! experimented with three college groups,
offering each the same musie to rate, but varying the circumstances.
The first group was told that the music they were to hear was of
a romantic nature. No specific mood to relate with the music was
given to a second group, but a third group was given the impres-
sion that the music was associated with Hitler and German nation-
alism. Though all groups listened to the same music, the responses
of the three groups were markedly different.

. The importance of training in the formation of musical taste
was also observed by Mordton J. Keston.22 He found that the most
effective way to teach “music appreciation” (i.e. to bring about de-
sired responses which most closely correlate with a presupposed
standard of musical values) was to present the music with carefully
planned comments.?3

Musical Taste and Environment
' Although it may be inferred from the observations presented

" thus far, that all students in the field believe musical taste to be a

product of cultural conditioning, this is far from being the case.
Attempts have been made to trace preference and taste through
inheritance. One such effort was made by Ida Frischeisen Kohler.?
The subjects listened to several different tempi on a metronome, and
were to choose the one which was most agreeable. The experiments
were ‘repeated on the subjects at a later date in order to find the
intra-individual constancy.

’ j,"FriScheisén-Kohler disclaimed environmental conditioning as
being significantly influential on tempo preference for two reasons.
Fi;st, there was a high degree of intra-individual constancy in pref-



erence of tempi despite long intervals between the original test and
the retests, and despite the fact that the tests were given at vastly
dissimilar times of the day, (which would cause differences of mood).
Second, there were marked differences between the preferences of
monozygotic twins, and even greater differences between dizgotic
twins as well as ordinary siblings. It was surmised by Frischeisen-
Kohler that such pairs would experience the same environment and
therefore, if environmental conditioning was significant, would ex-
hibit similar preferences.

Tempo preference was demonstrated to be conditioned by the
environment, however, by John P. Foley, Jr.?% in a similar experi-
ment. Foley observed that women employed in occupations involv-
ing exposure to loud, rapid, repetitive noises as a constant source
of auditory stimulation (e.g. typewriters, sewing machines, power
tools) preferred relatively rapid tempi. Women whose occupations
did not offer any such rapid auditory stimulation preferred slower
tempi. It was discovered, moreover, that the mean preferences of
the more rapid-preference groups increased and those of the slower-
preference groups decreased or remained constant with increased
time spent in occupational conditioning or experience.??

Supporting evidence that musical taste is, on the whole, con-
ditioned by the environment was noted also by Karl F. Schuessler,28
who sought to determine whether differences in socio-economic
background could be associated with variations in musical taste.
The subjects in Schuessler’s experiment were played one minute
excerpts from eight selections: viz. old song, classical, jazz, modern
classical, old waltz, light classical, popular, hillbilly. They were to
mark their preferences:

1 Like it a great deal.

2 Like it.

3 Dislike it.

4 Dislike it a great deal.

5 Undecided.

The test consisted of two parts. In the first part, the subjects
were asked to provide background information regarding ' socio-
economic status and musical training. The second part of the test
was devoted to the actual listening.

Schuessler found differences of musical preference between
men and women. He suggested that classical music in the Ameri-
can culture is primarily a feminine reaction, though this was not
definitely established. In Schuessler’s opinion, some of the variation
in taste between men and women is due to a tradition in this culture
which encourages men to regard certain kinds of music as effete,
while women are conditioned to judge the same music as genteel.

Salient differences in preference were also discerned between
age groups. According to Schuessler, these dissimilarities ‘manifest
the differentiating effect of age on social experience, for whereas
the interests of young people lead them into contact with new music,
old people become isolated from many kinds of new music.
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Training was found to be important in the formation of musical

t taste, but Schuessler saw this to be related to socio-economic classes
whose members are more likely to receive musical training than

those in lower strata. Likewise, familiarity with the music affects
taste, and a particular socio-economie position may cause an indi-
vidual to be continually exposed to some kinds of music while re-
maining virtually isolated from others. In this respect, socio-eco-
nomic background has a conditioning effect upon musical prefer-
ences and. attitudes regardless of musical training.?® Schuessler’s
qualification of this, however, is significant to music education:
Although continuous exposure to a particular kind of
music does not necessarily lead to a favorable attitude to-
ward such music, it appears that isolation usually leads to
‘negative judgment.30
There have been studies made the results of which do not com-
pletely coincide with Schuessler’s. Keston and Pinto,® for instance,
believed sex, age, and intelligence to be neglible factors in influenc-
ing musical taste. They observed musical recognition and training to
be important factors. In addition, a high correlation was found be-
tween musical preference and intellectual introversion, which they
define as a tendency on the part of a subject to think analytically,
to theorize, and to pay attention to his own reactions and feelings
in an aesthetic situation.32 This is not to be confused with social
introversion or extroversion, which Keston and Pinto claim have a
low correlation with musical preference.

The opposite was found by John Johnstone and Elihu Katz3
who,. in working with popular music, noticed a high correlation
between social extroversion and musical taste, as well between en-
vironmental conditioning and musical taste. They observed that
preferences in popular music among adolescent girls varied accord-

. ing'to the neighborhood in which a girl lived, and with her relative

popularity among her peers. Girls who were highly popular con-
formed more closely to the prevailing neighborhood norms than
did-less popular girls. Musical preferences for particular songs and
disk jockeys were found to be seated in small groups of friends.
From this Johnstone and Katz inferred that personal relations play
a major role in developing musical fads and shaping tastes.

.. Vincent R. Rogers3 analyzed the musical preferences of school

" children in terms of:

.1 Grade level.
- "2 Neighborhood (urban vs. suburban).
.3 Socio-economic status.

4 Sex.

The music used for this research was divided into four cate-
gories. '

1 “Serious” classical.

2 “Popular” classcal.

3 Dinner music.

4 Popular music.

(n.b. The quotation marks are supplied by the present author.)
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Three pieces were chosen for each category by faculty mem-
bers of the department of music of a university as being represen-
tative of that particular type of music. To make the problem of
selection easy for the children, each item on the test was paired
with every other item.

Rogers found an overwhelming preference for popular music
at all age levels for all groups. There was a decline noted in pref-
erence for classical music as the children grew older. With in-
creased age the children conform more and more to a single pat-
tern of musical preferences. There were, for example, much greater
differences between the preferences of individuals in the fourth
grade than in the twelfth grade.

Sex was also found to be a factor, but related to maturation.
The fact that girls mature sexually before boys, and the consequent
earlier interest in the opposite sex, influences musical tastes, princi-
pally because popular music takes on entirely new social meanings
to adolescent girls in about the seventh grade.

Rogers observed no significant differences between the musical
tastes of children living in urban areas and those from rural areas,
but there were considerable dissimilarities perceived in children
coming from different socio-economic strata.

Summary

The results of studies into musical taste have not always been
in complete agreement.3® In summary, however, three fundamental
conclusions seem justified based on the studies reported on in this

paper.

First, musical taste exists only in terms of social norms. Taste
may be judged solely in relation to the modal preference of a group,
and in our present society, taste is usually judged in relation to
the modal preference of a group which is considered expert in a
given field.

Second, musical taste is a matter of cultural conditioning. An
individual’s preferences are shaped by his environment.

Finally, because it is a matter of cultural conditioning, musical
taste is subject to training. One of the basic functions of the music
educator is to bring the student from an awareness, through an
understanding, to an appreciation of the art of music. This unavoid-
ably involves the making of value judgments both by teachers and
students. The fact that the concepts of good and bad music are in
a constant state of flux need not present insuperable problems to
the teacher, for his goal is not to present the student with a rigid
formula, but to develop within the student the abiltiy to make
knowledgeable judgments, to discriminate — now and in the future,
based on a sociologically oriented value system. This is what the
cultivation of musical taste means to this writer, and it is to this
end that the music educator must strive.
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FOOTNOTES

. As translated by Max Graf, Composer and Critic: Two Hundred Years

of Musical Criticism (New York: W, W. Norton and Company 1946),

. p. 80.

What Scheibe is describing, of course, is the Baroque style, of which
the music of Johann Sebastian Bach is now considered the epitome.
Scheibe, however, was caught up in the prevailing doctrines of the
Age of Reason.

.- Graf, op. cit,, p. 137.

“Program Notes,” Beethoven’s Nine Symphonies (Radio Corporation
of America, 1958), taken from Lawrence Gilman, Orchestra Music: An
Armchair Guide, edited by Edward Cushing (Oxford University Press,

‘Ine., 1951.)

Quoted by Donald Jay Grout, A History of Western Music (New York:
W. W. Norton and Company, 1960). p. 631.

Graf, op. cit., p. 137.
John H. Mueller and Kate Hevner, Trends in Musical Taste: Analysis

of the Repertoires of Eight Major Symphony Orchestras of the United
States, of the Royal Philharmonic Orchestra and of Two American

.Opera Companies, 1813-1941 (Bloomington, Indiana: Indiana Univer-
* sity Publications, Humanities Series No. 8, 1942).

Ibid.

These conclusions have been supported in research by E. M. Verveer
and H. Berry, Jr,, “Change in Affectivity with Repetition,” The Ameri-

. can Journal of Psychology, XLV (1933), p. 130 ff. Verveer and Berry

believed that- the discrepant results of some investigations may, in part,
be:due to the use of different numbers and frequency of repetitions.

Mueller and Hevner, op. cit.

Mortimer J. Adler, “Musical Appreciation: An Experimental Approach
to Its Measurement,” Archives of Psychology, edited by R. S.

Two series of tests were given. In the first test only one particular trait
of each piece was singled out to be distorted in each variation (i.e.
melody, rhythm, harmony), but because this made it impossible to
have the variations uniform from piece to piece, it was not done in
the - distortions of the second test series.

Ibid.

M. R. Trabue, “Scales for Measuring Judgments of Orchestral Music,”

§'6hé Journal of Educational Psychology, XIV (October, 1923), pp. 545-
R

Im;

These were selected music supervisors, teachers, writers, and publishers

attending sessions of the Eastern Music Teachers Association of New
York, May, 1920.

. F. L. Wells, “Musical Symbolism,” The Journal of Abnormal and Social

Psychology, XXIV (1929-30), p. 74 ff.
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These included psychiatrists, graduate workers in psychology, social
workers, and nurses.
Jungmann’s Longing for Home.

Paul Randolph Farnsworth, Musical Taste; Its Measurement and Cul-
tural Nature (Stanford, California: Stanford University Press, 1950)
p. 64. This book is the most comprehensive in the field of musical taste.

Ibid., p. 64.

Morton J. Deston, “An Experimental Evaluation of the Efficacy of Two
Methods of Teaching Music Appreciation,” The Journal of Experimental
Education, XXII, (September, 1953).

This study refuted the argument that the desired responses could best
be produced by exposure to the music alone.

Ida Frischeisen-Kohler, “The Personality Tempo and Its Inheritance,”
Character and Perosnality, I (September, 1932-June, 1933), p. 301 ff.
This study bears relevance to the present paper in so far as tempo
preference is a contributing factor to the overall formation of musical
taste. .
Frischeisen-Kohler also investigated the musical preferences of parents
in relation to twins and ordinary siblings but those results need not
be reported here.

John P. Foley, Jr., “The Occupational Conditioning of Preferential Audi-
tory Tempo: A Contribution Toward an Empirical Theory of Aesthetics,”
The Journal of Social Psychology, XII (1940), pp. 121-129.

This does not preclude the fact that some characteristics of musical
taste might be inherited, but research in this area is scanty and in-
conclusive.

Karl F. Schuessler, “Social Background and Musical Taste,” American
Sociological Review, XIII (June, 1948), p. 330 ff.

No distinctions were found by Schuessler between different races of
the same socio-economic level.

Schuessler, op. cit.

Morton J. Keston and Isabelle-M. Pinto, “Possible Factors Influencing
Musical Preference,” The Journal of Genetic Psychology, (1955) pp. 101-
113. ) . A

Ibid.

John Johnstone and Elihu Katz, “Youth and Popular Music: A Study
of the Sociology of Taste,” American Journal of Sociology, (1957) pp.
563-568. '

Vincent R. Rogers, “Children’s Musical Preferences as Related to Grade
Level and Other Factors,” The Elementary School Journal LVII (May,
1957), pp. 433-435.

See Rhoda Lee Fischer, “Preference of Different Age and Socio-Eco-

nomic Groups in Unstructured Musical Situations.” The Journal of

Social Psychology, (1951) pp. 147-152. Using unfamiliar classical selec-

tions, Fischer found no differences between age, sex, or socio-economic

groups where the identity of the composition is unknown. In general,

though, the greatest evidence can be seen to refute Fisc}‘;er’s conclusions.
19



BIBLIOGRAPHY

Adler, Mortimer J.
“Musical Appreciation: An Experimental Approach to Its Measure-
ment.” Archives of Psychology. Edited by R. S. Woodworth, XVII
(1929-30).

Farnsworth, Paul Randolph.
Musical Taste: Its Measurement and Cultural Nature. Stanford, Cali-
fornia: Stanford University Press, 1950.

Fischer, Rhoda Lee.
“Preference of Different Age and Socio-Economic Groups in Unstruc-
tured Musical Situations,” The Journal of Social Psychology, 1951.

Foley, John P. Jr.
“The Occupational Conditioning of Preferential Auditory Tempo: A
Contribution Toward an Empirical Theory of Aesthetics.” The Journal
of Social Psychology. XII (1940), pp. 301 ff.

Frischeisen-Kohler, Ida.
“The Personality Tempo and Its Inheritance.” Character and Personality,
1 (September, 1932-June 1933), p. 301 ff.

Graf, Max.
Composer and Critic: Two Hundred Years of Musical Culture. New

York: W. W. Norton and Company, 1946.

Grout Donald Jay.
A History of Western Music. New York: W. W. Norton and Company,
1960.

Johnstone, John and Katz, Elihu.
“Youth and Popular Music: A Study of the Sociology of Taste.” Ameri-
can Journal of Sociology. 1957, pp. 563-568.

Keston, Morton J.
“An Experimental Evaluation of the Efficacy of Two Methods of Teach-
- ing Music Appreciation.” The Journal of E:cpenmental Education, XXII
(September, 1953).

Keston,' Morton J. and Pinto, Isabelle M.
“Possible Factors Influencing Musical Preference.” The Journal of Ge-
netic Psychology, (1955) pp. 101-113.

Mueller, John H. and Hevner, Kate.
Trends in Musical Taste: An Analysis of the Repertoires of Eight Ma-
jor Symphony Orchestras of the United States, of the Royal Philhar-
monic Orchestra and of Two American Opera Companies, 1813-1941.

1%



»gram Notes”.
Beethoven’s Nine Symphonies. Radio Corporation of America, 1958.

ers, Vincent R.

“Children’s Musical Preferences as Related to Grade Level and Other
Factors.” The Elementary School Journal, LVII (May, 1957), pp 433-
435.

1essler, Karl F.

“Social Background and Musical Taste.” American Sociological Review,
XII (June, 1948), p. 330 ff.

ue, M. R.
“Scales for Measuring Judgments of Orchestral Musie,” The Joumal of
Educational Psychology, XIV (October, 1923), pp. 545-561

reer, E. M. and Berry, H. Jr.

“Change in Affectivity with Repetition.” The American Journal of Psy-
chology, XLV (1939), p. 130 ff.

s, F. L.

“Musical Symbolism” The Journal of Abnormal and Social Psychology,
XXIV (1929-30), p. 74 ff.

1 3}3

e e




o s s et

MUSIC READING

Yvette B. Pierce

Tuskegee Instiute, Alabama
(formerly of Washington University)

INTRODUCTION

Music educators have generally agreed that music reading should
be included in the school music programs. There is much disagree-
ment as to the level of achievement which children should be ex-
pected to develop. The significance of music reading skills in the
musical development of individuals can not be denied. This skill
is considered an important element of appreciation, musical under-
standing and independent performance.

‘Music is a complex pattern of sounds and its notational system
is of necessity complex. There are many elements to be considered:
pitch, rhythm, temporal duration, tempo, dynamics, phrasing, at-
tacks, and style. Music reading involves the simultaneous recogni-
tion and interpretation of all of these. Music reading as defined in
this paper, consists of reading a musical score with respect to all
obvious musical elements and reproducing the score either vocally
or instrumentally.

Literature concerning music reading may be grouped in these
broad categories:

1. Historical background of musical notation

2. Courses of study, methods books

3. Research literature.

This paper is concerned with the last two topics — research
literature which has sought to determine the psychological founda-
tions of music reading and methods utilized in its teaching in the
classroom.

The methods used today seem to be quite variable and some
experimentation is apparent. Most of the experimentation has been
concerned with the use of mechanical devices and has not sought
to form a substitute for the basic methods which have been in use
for the last 150 years or more. Methods and techniques have been
mentioned. It is not within the scope of this paper to determine the
best method of teaching music reading. This problem can only be
solved through extensive scientific research.

'THE PSYCHOLOGY OF MUSIC READING

Music reading involves abstract thinking and the ability to deal
with symbols. The only precise symbols used in music are those
representing pitch and time. In order to correctly interpret musical
notation there are four basic concepts which must be understood:
(1) the concept of tonal relationships, (2) the concept of specxﬁc
pitches, (3) the concept of time relationships with their expressive
patterns in rhythms, and (4) the concept of form and design in the
total organization.!
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Mainwaring? gives the first stage in the evolution of a concept,
musical or not, as that of interested perception. A situation creates
interested attention and an awareness of an event or experience.
As the stimulating situation recurs, recognition is gained and the
experience is then distinguished from all other experiences. Initial
understanding does not include awareness of the characteristics
which differentiate this experience from others. An analysis of the
experience leads to definition of the associated word or symbol. This
definition should emerge from the experience and serve to clarify
that which has oecurred previously.

This would indicate that musical learning should proceed from
sound to symbol. Perception and recognition of some musical “whole”
should proceed to conceptual and analytical knowledge, from the
making and hearing of music to its notational symbolization by us-
ing the notation to express only musical patterns already known.3

From these ideas can be evolved two basic psychological as-
sumptions: (1) that interested perception, imitative reproduction,
recognition and association with name or symbol are the main stages
in the evolution of conceptual knowledge and (2) musical images
are first perceived as a Gestalt pattern and analysis occurs when
notational symbolization makes this necessary.4

Petzold5 conducted a study for the purpose of gaining signifi-
cant information regarding the perception of music symbols by
children of average musical ability and children gifted musically
at the fourth and sixth grade levels. The study was divided into
two phases. Phase I dealt with auditory and visual perceptoin of
musical sounds. The subjects were given a visual presentatlon of
the first melodic pattern consisting of from three to six notes. After
receiving the starting pitch of the group of notes the subject sang
an immediate response. There was then a visual and aural presen-
tation of the configuration after which they sang a response. The
next item was then presented and proceeded in like manner through
the entire test. The test was presented three times with the items
randomized. In Phase II the subjects were divided into two sec-
tions. Section A was presented a song from which configuration
were extracted for drill. The song was then presented for sight read-
ing. Section B was drilled on the configurations and then presented
with the song. The subjects in Section B showed a higher degree
of recognition than those in Section A which might suggest that
appearance of a configuration within a song is more meaningful
than an isolated presentation. Although prior practice on the song
did not appear to have much effect upon the learning of individual
configurations, learning the song was made more effective through
prior practice on the tonal configurations. This would appear to
indicate that presentation of a song as a whole makes it difficult for
children to then recognize the individual elements of the song when
they are isolated. The investigator stated, however, that the data did
not clearly establish that one sequence of tasks is superoir to an-

other in developing music reading competence.
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This study was conducted over a series of regularly scheduled
music periods during the school year. During the testing period
the investigator found the following conditions existing:

(1) Most children read the item very slowly, one note at a time.

(2) Although children experienced little difficulty in making a
response to the aural stimulus, they were seemingly unable
to reproduce it accurately. This implies that skill in read-
ing music can be developed only if the child is able to hear
the pattern silently before he sings it. Developing this in-
ternal hearing presents many problems including an ade-
quate identification of effective teaching procedures.

(3) Children are usually aware of the general shape or direc-

tion of the tonal configurations but fail to acquire the ability

~ to accurately identify the internal changes which make one
pattern different from another.

(4) When asked to read tonal configurations which they do not
recognize they:
(a) Change the pattern to one familiar and similar to the
stimulus
(b) Guess that the response being made is something like
the stimulus without having any sound basis upon which
to judge the accuracy of their response.

(5) There was no significant difference between grades in terms
' of general ability to perform tasks.

., In Phase II of the experiment, the gifted subjects consistently
scored higher than did the average subjects. The music reading per-
formance was more accurate and they learned the material at a
raté three or four times faster than did the average subjects.

_Another study involving students of average and above-average
musical ability as evidenced by progress in music reading, was con-
ducted by Harry King.® The Knuth Achievement Tests in Music,
Form A. was administered to 550 fifth and sixth graders of Fre-
donia and Dunkirk, New York. Two parallel groups were formed
as’ to chronological age, semesters in school, school grades, sex and
extra-curricular music study. Group A contained 64 students who
had little or no skill in music reading as evidenced by tests admin-
isteréd. Group B contained 64 students who exceeded the average
pupil in the skill. The hypothesis was that music reading includes
acts' of a mental nature which are used in interpreting the symbols
correctly, and that a relationship exists between music reading and
intelligence.

" The results of the Otis Self-Administering Tests of Mental Abili-
ty showed a substantial difference in group means in favor of Group
B, the good music readers. Music reading is an intellectual process
to at least the same extent as other academic subjects. A similar
relationship between language reading ability and intellect has been
discovered by several investigators.? 140



Apparently then the major problem of music reading centers
around the methods used to help the child relate the auditory per-
ception to the visual stimuli so that they are meaningful. The pro-
cess of music reading appears to depend upon three perceptual
levels: (1) the auditory perception of musical sounds, (2) the visual
perception of musical symbols and (3) the integrated and internal
process by which visual and auditory stimuli can evoke a response
in terms of previous experience. The relationship between auditory
and visual perception needs to be more clearly defined.

Petzold studied the development of auditory perception of musical
sounds by children in grades one through six. Subjects of the study
were 600 children, randomly selected, from the public schools of
Madison, Wisconsin. Four tests were administered: (1) a 45-item
test designed to provide information regarding the auditory per-
ception of short tonal configurations, (2) a 20-item test designed
to provide information regarding the consistency of responses to
short tonal patterns, and (3) a phrase test designed to provide in-
formation regarding the auditory perception of larger musical unit
and (4) the rhythm test which consisted of the 45-item test rewrit-
ten so that each represented an integrated melodic and rhythmic
pattern. Subjects were requested to reproduce vocally each test item.

Results indicated a relationship between age and auditory per-
ception, when scores for upper and lower grades were compared.
There was no significant differences apparent between boys and girls.

The learning process in music involves two primary aspects:
acquisition and retention of musical information and experience,
and the development of musical skills.” Both of these are a part of
what we term “tonal memory.” The extent of the development of
the tonal memory is a determinant factor in the degree of success
with music reading. The training of the ear in tonal memory is an
essential part of the musical development of children.

Otto Ortmann!® conducted a study to determine the cause of
difficulties in tonal memory which are commonly met in classroom
situations. A series of short melodic phrases was given to a group
of classes which were unselected as to age, intelligence and amount
of training. All, however, were college music students. Scores ob-
tained from the number of tones correctly reproduced within a
group indicated the sequences which were relatively easy or diffi-
cult. Results of this indicated the following points to be kept in
mind in training tonal memory: (1) begin with configurations of
two tones; the first tone given. Use stepwise progressions first, then
narrow skips, and wide skips last; (2) use repetition as the easiest
element to remember first with diatonic progression, then with skips;
(3) introduce skips one at a time, preferably at the beginning; (4)
introduce more than one change of direction by using interrupted
repetition, first with diatonic progression, then with skips. The ad-
ding of a second pitch change increases the difficulty; (5) increase
variety of intervals in any one example gradually, first with change
of pitch direction; (6) introduce changes in pitch-direction by re-




peating the same interval and (7) reserve examples containing all
variables until preceding types have been mastered.

The results of this study were probably influenced by the pre-
vious musical experience of the subjects, since they were music
students at a level of training that would indicate some prior study.
The ease or difficulty with which they were able to respond to
the stimuli was somewhat influenced by familiarity with musical
elements such as scales or triads. The introduction of one variable
at a time in melodic patterns would appear to be a valid means of
training tonal memory.

Tonal memory requires active mental imagery. According to
Seashore!!, the mental image operates in music in the following
three ways: (1) in the hearing of music, (2) the recall of music,
and (3) in the creation of music. Reading music is concerned with
the first two aspects in addition to the reproduction of the mental
image. Preceding the auditory mental imagery is the presentation
of the visual stimuli. The total process involves the training of the
eye and ear to transfer the symbol to musical production.

Studies of the visual process in music reading have generally
béen concerned with eye movements and the extent of the reading
span..All of these experiments employ either the tachistoscope or a
camera to photograph eye movements. These studies have been
similar to those.conducted in language reading. Tinker 2 studied
eye movement duration, pause duration and reading time. The eye
moves in jerks with pauses between movements during which ap-
prehension occurs. The time taken for fixational pauses and that
for eye movements gives the total reading time of any selection.

For all the materials employed, less than ten per cent of the
reading time was taken by eye movement. The total average showed
that only 5.9 per cent of the reading time was used by eye move-
ments. This indicates that most of the time was consumed by per-
ception pauses. When the mental processes involved were more
complex the reading pauses consumed a relatively greater per cent
of the total time.

These general principles of visual perception may be assumed
to be applicable to music reading. The rhythmic character of music
along with the requirement of a uniform tempo make music sig-
nificantly different from language reading.!®* Although language
reading involves accents and the use of rhythmic groups, it does
not involve a regularly recurring beat as is the case with music. It
is the regular measure accent which distinguishes a musical rhythm
from the rhythm of poetry or prose.

In language reading eye movements and perception deal only
with horizontal direction. In music reading horizontal, vertical and
all angles of oblique directions are met. Visual span in music read-
ing, therefore, is concerned with diameter rather than a single di-
mention. Ortmann!* investigated the span of vision in note reading.
He photographed eye movements of subjects from the Peabody
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Conservatory of Music in Baltimore. He utilized patterns of three
notes and distributed the notes in varying spatial arrangements. He
found that the field of clear vision included a circular area of be-
tween 14 and Y% of an inch in diameter. The subjects of the experi-
ment were able to read notes on adjoining lines and spaces when
the horizontal distribution was more than %4 of an inch. It was easier
to read notes in one direction, the particular direction was of no
consequence. Ortmann equated this with language reading in that
the page of a book may be turned at an angle of as much as 80
degrees without a noticeable decrease in reading speed. Only when
a 90-degree angle is reached does the rate of speed sharply decrease.

Weaver!® discovered that the average perceptual span for musi-
cal symbols varied between three and five notes for different kinds
of note arrangements. He compared the results obtained in studies
of word reading with the results gained from his study and con-
cluded that one musical note is practically equivalent to one word.
The average number of words per reading pause reported in studies
of word reading is very similar to the average number of notes per
pause for the selections used in a study by Weaver.!®* A chord or
phrase of music would correspond to a phrase of words.

The speed of music reading, for the subjects in the experi-
ment, was more closely related to the durations of reading pauses
than to the number of pauses. This was not found to be true in
studies of word reading.!?

The speaking of words retards the reading process. More fixa-
tions are made in oral reading, because this retardation allows more
time for the reader to thoroughly scan the page. This is analogous
to reading music in a slower tempo.

Although there have been many parallels drawn between music
reading and language reading, it must be remembered that the for-
mer is a complex and different skill. Patterns of notes rarely are
seen in the same combinations as are alphabets in words. There are
many more variables concerned in music reading. Tempo-rhythm,
dynamics, pitch, duration, attack must all be considered simultan-
eously. While there are many elements to be considered simultan-
eously in reading any symbolism, the internal musical process of
perception and reproduction appears to be more complicated.

Weaver and Van Nuys!® studied the reading of musical rhythms
and melodies by recording photographically the activities of the
reader’s eyes and the keyboard execution of musical phrases. The
subjects were twelve men students at the Oberlin Conservatory of
Music in Ohio. One group of twelve-note phrases written on the
treble staff were presented to the subjects of the experiment. The
patterns were varied with some having rhythmic patterns with no
pitch changes, some containing melodic patterns having notes of
only one time value and some containing combinations of these
rhythmic and melodic patterns. Prior to presentatlon of the test
material each subject was given experience in reading before a
camera. During ‘the test each phrase was presented for 2.8 seconds.




In this time the subject prepared himself to execute each phrase
as completely as possible immediately following the presentation.

From the records of the keyboard performances the number
of notes correctly executed was determined for each phrase. From
the records of ocular behavior the durations of reading pauses, the

- number of notes scanned, and the number of backward movements

of the eyes were determined for each phrase. The average number
of notes executed correctly during each reading pause was deter-
mined from each kind of records.

The memory span decreased as the complexity of note relation-
ships increased for both rhythm and melody. The difference be-
tween. the number of notes perceived visually during the exposure
period and the number executed correctly was greater for the three
most difficult melodies than it was for the rhythms. Backward
movements of the eyes occurred more frequently for the melodies

than for the rhythms.

The results of the study indicated that the melodic factors
constitute the limiting conditions for memory span whenever the
melody is not extremely simple. An increase in memory span de-
pends largely upon improvements in the ability to apprehend pitch
patterns as stable melodic parts of a composition. The rhythmic fac-
tors constitute the limiting conditions for the rate of reading or
average pause duration whenever the rhythm is not extremely sim-
ple. This implies that increase in rate of reading depends upon im-
provements in ability to grasp rhythmic figures.

Tonal memory is again indicated as an important factor in
musical development. Since musical material must be organized
in advance of its reproduction, this factor is important in determin-
ing how far ahead of execution the performer can read.

Using memory span as an index of diffifulty the investigators'*
rated the phrases as the easiest to the most difficult as follows:
(1) a rhythm composed of a simple repeated figure involving only
three different note values, (2) melodies progressing scalewise or
by symmetrically arranged thirds, (3) rhythms having four or more
note values in varied patterns, and (4) melodies having pitch inter-
vals of a fifth or larger arranged in irregular progressions.

The Gestalt theory as applied to language reading also has im-
plications relevant to music reading (as indicated on Page One of
this paper). The sentence, story and occasionally the word method
of teaching language reading are sometimes described as an applica-
tion of the Gestalt concept that one should begin with a large,
meaningful whole and leave the discovery of the individual parts
to a process of analysis.?® The Gestalt psychologists believe that the
natural way to discover parts is by a process of analysis from a
larger whole. This idea is equated with the development of human
behavior. According to this view an infant first reacts to a stimulus

- as a whole. A differentiated response comes with learning and de-

velopment. Another Gestalt principle is that the whole is greater
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than the sum of its parts or that the whole contains properties which
cannot be found in any of its parts. The meaning of a sentence, as
well as a musical phrase, is found in the relationship of its parts.

The importance of Gestalt perception was found to be a factor
in two experiements involving music reading. Kenneth Bean®! con-
ducted a study of the complexity of musical patterns that could be
perceived with one fixation of the eyes by individuals with various
degrees of musical training and experience. The tachistoscope was
used in the presentation of the musical materials. The subjects were
requested to notate musical patterns presented on a staff following
a brief exposure. The overall pattern of the pitch heights was grasped
even when individual notes within the group were notated incorrect-
ly. The results of a careful study of the kinds of errors that were
made persistently led to a Gestalt interpretation of music
reading, which could be applied to music learning just as Gestalt
principles have been applied to language reading. Bean assumed
from this data that a close analogy exists between the reading of
words and the reading of music, because there are groups of notes
which are definite perceptual units and in this way the equivalent of
words. A similar analogy was assumed by Weaver from the results
of the study mentioned previously. Every musician has a musical
vocabularly just as he has a language vocabulary and familiar pat-
terns should be recognized at a glance.

Otto Ortmann ** studied elements of chord reading in music
notation. The material was presented on a series of flash cards in
a classroom presentation. The notes were placed on a staff without
a clef. Each card was exposed 2/5 of a second and all the subjects,
who were college students, then wrote on staff paper what they had
seen. Difficulty of apprehension increased sharply after chords of
four notes. There was an increase in errors as the vertical distance
increased. When notes of the chordal group formed parallel lines
both horizontally and vertically they were easier to read.

He discovered that the eye was first attracted to the portion of
the pattern with the closest cluster of notes and there were fewer
errors for these parts. A recognizable chord unit, such a
chord built in thirds, was easiest to read. He paralleled this
to word reading. If the chord unit is anticipated and the stimu-
lus coincides with the anticipated unit, the example is easy to read.
He termed this mental set. Here again as in Bean’s study the sub-
jects grasped the geometric outline of the chord as a whole, although
individual notes may have been missed.

Music reading has five aspects in its complete form: (1) eye
movements, (2) visual perception, (3) auditory perception, (4) the
mental process involved in integrating the visual and auditory -per-
ception, and (5) reproduction of the visual stimuli.- The ability to
read efficiently depends upon all of these factors, whlch exist as
an instantaneous reaction.

Experiments have indicated the manner in which the eye moves

during reading. The span of perception has been set at approximately
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three to six notes during one fixation in an area of % to 1 of an
inch. Generally the geometric outline of a tonal pattern is perceived
and related to previous experiences with tonal patterns.

The most complex action of music reading ‘is that of relating
visual and auditory perceptions and their reproduction, particularly
vocal reproduction since instrumental reproduction is somewhat
mechanical. Music reading can be analyzed as a pattern of percep-
tual response behavior. Its development depends entirely on ear, eye
and understanding.

METHODS OF TEACHING MUSIC READING

Every program of music reading should be planned to promote
and develop growth in music awareness. Every procedure for the
teaching of reading must meet one essential requirement — it must
be designed to enhance and improve the learner’s understanding
of music.** It should be preceded by the development of inner
hearing and imagery.

-The concept of readiness has become an important factor in
planning the music reading program. Readiness is a combination of
many abilities, skills, understandings, and interests, each of which
contribute in some manner to the process of learning to read. The
following factors have been proposed as important to a child’s readi-
ness to begin language reading and may be applicable in some meas-
sure: 2t (1) perceptual development, (2) intellectual development,
(3) maturational adequacy, (4) background of personal experience,
(5) auditory and visual discrimination, (6) sensory development,
(7) attitudes and motivation, (8) social and emotional development
and (9) instructional methods and procedures. Generally music
educators characterize music reading readiness by understanding of
concepts of rhythmic movement, high and low, fast and slow, loud
and soft, phrase divisions and skill in singing including an acquain-
tance with a wide range of songs and instrumental music.

., Through the years there has been much disagreement among
music educators as to the best method of teaching music reading.
There are, however, some generalities which can be recognized as the
characterxstxcs of any good method. First an effective method must
approach. the problem through actually making and experiencing
music. It should have an immediately functional or interesting pur-
- pose. It should foster a positive attitude toward music as an ex-
pressive: art and it should have some carry-over value outside the.
music classroom. The method should develop the student’s frame-
work of concepts so that each new problem can be related to knowl-
edge previously acquired.

. The most widely used methods of teaching music reading have
utilized the fixed do and the moveable do systems, singing scale
letter names: and numbers have been variations of the syllable meth-
ods. There have been periods of using the drill to song sequence
and 'periods of using the song method, in which tonal patterns are
learned as they appear in songs.



The use of syllable names is a device for aiding the observation
of tonal relationships. According to Birge the tonic sol-fa began to
be used in England about 1840. Started by Elizabeth Glover, it was
perfected by John Curwen, and became the accepted method of pri-
mary music education in the British schools.?* Curwen’s tonic sol-
fa system was reinforced by a system of hand signs, whose use in
this country has been somewhat revived through methods books
such as the one written by Mary Helen Richards. The tonic sol-fa
method is commonly known as the moveable do system since any
20te may be do and a scale using the other syllables is sung on
hat tone. This system becomes rather awkward when used with
nusic which contains modulations.

The fixed do system utilizes ¢ as do regardless of key. This sys-
:em was used extensively in France, Italy and Belgium. It was ad-
ranced in this country through the prevalence of instrumental study.

Cleo Silvey *" conducted a study to determine the personal re-
ictions to the solmization system of teaching music reading. For
wurposes of comparison and in order to check on degree of retention
hree levels of musicians representing various distances away from
he elementary school were used: high school students, college stu-
lents and church-municipal groups. There were 1804 subjects. They
vere presented a questionnaire requesting that solmization be rated
long with six other factors that may aid music reading. The factors
ised were: home training, private study, experience in singing,
olmization by numbers, relative position and by unison in the
rades. Solmization was ranked from fourth to sixth in this survey.
‘he investigator concluded that solmization does not yield results
vhich carry over in later years of musical activity that would justify
he emphasis placed on it in the elementary school. This view would
ie contradicted by many music educators.

Some music educators have advanced the idea of using only
olk song material in music reading. Its basic difference from other
1ethods is the avoidance of material especially composed to provide
rill on certain notational aspects.?’” Notation is treated as incidental
> the aesthetic experience in music. There is no set sequence for
atroduction to musical elements.

Another method centers on the use of the tonic chord and
eighboring tone material. A rote song, based on the tonic chord
guration, is first taught aurally for future visual study.?* In learn-
1g it, sol-fa syllable, or a neutral syllable may be employed. It is
2]t that the approach through the tonic chord presents a basic
ocabulary for the learning of music. The songs are analyzed as to
lentical contrasting phrases and the phrase structure is made the
enter of the learning process. :

The system of eurhythmics developed by Jacques-Daleroze in-
olves the use of rhythmic physical movement, listening, solfege, im-
rovisation and the general stimulation of artistic and musical sensi-
ilities. He places ear training as.the initial step of music learning.
'y means of movements of the whole body, students are equipped
) realize and perceive rhythms.2?
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George H. Kyme3 contrasted the results of teaching music
reading with conventional notation and shape notes. The experimen-
tal groups were taught using the seven-shape notation developed
by Jesse B. Aikin in The Christian Minstrel (1846), a notation
which is derived from the four-shape system of The Easy Instructor.
The subjects in this study were 183 fourth and fifth grade students
from various schools in the San Francisco Bay area. Results of the
study revealed that the experimental groups were superior in music
reading ability in all the situations compared.

Music reading has been approached through creative projects.
Students are encouraged to use music as a means of expression.
They might create tunes for a favorite poem and have it written in
notation by the teacher, from which a learning situation develops.
The creative approach requires a rich background of listening and
singing experience.

A method of teaching can not be controlled by a strict sequence
including every minute detail. There are probably as many methods
as there are teachers. A method should be thought of in terms of
the general-end to be achieved and the broad effects which will be
produced in students.

There have been many studies conducted which have attempted
to evalute various methods of teaching music reading. The more
recent ones 'have been concerned with the application of the newer
educatlonal ~developments to music.

Smce music is auditory-visual phenomen, it would appear that
the use of audio-visual aids would greatly enhance a music reading
program. Doris Hutton** compared the results of teaching reading
with and without the use of special visual materials. Two sections
of g.fourth grade class, alphabetically grouped, participated in the
study.

-At the beginning of the year, each group was tested as to sight
reading ability by presentation of the Bach chorale, ““Oh, Morning
Star,” from New Music Horizons, Book Four. At the end of the
year:the ‘test was repeated.

‘The experimental group was taught music reading with the
aid of flash cards, musical games, and slides used with the opaque
projector. The flash cards contained the intervals of all the songs
taught during the year. The musical game used was one similar to
Bingo with the cards containing musical symbols. The slides con-
tained the music to simple folk tunes with both the titles and
words omitted.

Although there was a significant increase in music reading abil-
ity apparent in both groups, the experimental group scored higher
than the control group -in the final music reading test. It was felt
that audio-visual materials could be utilized effectlvely in the teach-

ing of music reading.
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Music reading films were produced by Ralph Rea?* which would
force the student to read ahead of where he is playing and prevent
eye regression. This would develop visual memory and give prac-
tice in sight reading. Varied keys, rhythms and other elements were
used in the musical materials. Twelve films were produced under
the general title “A Training Program to Improve the Sight Reading
Ability of Cornet and Clarinet Players . . . Adapted with permis-
sion from publications of Rubank, Inc.”

Each film bears a title and the material used in progressively
more difficult.

The films progressed in this manner: presentation of an “eye-
lead” unit containing time and key signatures with accompanying
vocal instructions, the tempo was given by the click of a metro-
nome, the subject began playing. Once he started playing the music
was projected from two to eight notes ahead of his performance.
The control group practiced music reading from conventional manu-
scripts.

Although the results of the experiment were inconclusive, this
study provides a basis for the production of similar courses of study.

Programmed learning has attracted much attention since the ad-
vent of the automatic testing machine in 1920. Several experiments
1ave been conducted utilizing taped materials to develop aural per-
leption in a structural learning situation. Programmed learning is
tharacterized by these factors: (1) material to be learned is pre-
sented in a logical series of small steps (usually referred to as
‘rames) which lead from the known to the unknown; (2) a response
lo each of the steps, or frames is given by the student, and (3) the
student is provided with immediate knowledge of the accuracy or
the inaccuracy of his response3’ The material is self-instructional
ind permits the student to move at his own pace.

Carlsen®” programmed a melodic dictation course which was
srinted in book form and the melodies were recorded on magnetic
ape. The completed program, consisting of 617 frames, was used
n an experiment conducted for the purpose of investigating cer-
ain variables which pertain to the development of melodic dictation
ibility by means of programmed learning. Among the problems in-
restigated were: (1) the comparative effectiveness of branching
(nature of response determines the sequence) and linear (steps pre-
iented in a fixed sequence) technique for programming melodic dic-
ation, and (2) the value of programmed learning as a teaching
nethod in melodic dictation.

The control group was taught melodic dictation by a teacher
ind the experimental group was taught solely by means of pro-
jrammed instruction with sub-groups utilizing branching and linear
yrogramming techniques. Subjects for the experiment were college
itudents in the first year of ear training.

Results of the study showed that there was no evidence of su-
seriority of one method of programmed learning over the other.
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The difference in effectiveness of teaching method was more notice-
able in the direction of more complex aural perception concepts. In
the experimental situation the programmed learning technique prov-
ed more effective than the traditional classroom-teacher approach.

Programmed learning involving audio aids holds great relevance
to music reading, in that the development of aural perception is
basic to the reading skill. If these techniques are used concomitant
to the teacher-classroom, more individualized instruction can be
given which should result in greater gains for the student. It must
be determined what portion of the program can only be taught by
the teacher and what portion can be just as effectively taught by
automated music training. In the words of Walter Ihrke: “The spe-
cific elements of music (pitch and rhythm) adapt themselves re-
markably well to automated training and still keep their essentially
musical character. Since reading notation, hearing the sounds to be
produced, and then producing them on the machine is an integrated
action, it is possible for the student to be completely engrossed in
the music even while he is mechanically manipulating a machine.”**
One of the major problems in music education today is the amount
of time allotted to it in the public school system. Generally a small
portion of this problem is the use of more efficient methods. If auto-
mated learning can provide this, it certainly warrants research into
how it can be most effectively utilized.

The tachistoscope, an instrument in visual education, has re-
portedly been used with much success in developing language read-
ing skills, spelling, typing, shorthand and the like. In a study con-
ducted by Henry Hammer, tachistoscope methods significantly im-
proved music reading skills.?® Subjects of the study were 45 fourth
grade students. Melodic patterns were presented for practice by
means of the tachistoscope.

Tachistoscope techniques are considered highly efficient and
capable of retaining the student’s attention and interest. The fact
that the material is exposed for a brief period of time demands an
alertness that is sometimes lacking in the classroom. One of pri-
mary values of automated devices may be motivation of the mind to
work up to its capacity and at a faster rate. The short exposure time
will: certainly increase the span of recognition, increase the accura-
, ¢y of perception, and develop the ability to organize the material
so that it can be reproduced quickly. Extensive research should
be conducted to determine the effectivness of this and other tech-
niques in music learning.

SUMMARY

As yet there is no one method of teaching music reading that
can, be considered the best way. A variety of methods can be used
if teachers are alert to the needs of the students and know when
and how to apply them. Psychological theories of learning can also

be the underlying principles for music reading.
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Music reading should be neither neglected nor overemphasized.
It should be integrated into the total music program and should be
reinforced by other musical activities, such as singing, listening and
creating. Goals can be flexible with each child moving at his own
rate. Learning to read music should not be nor must it be an un-
pleasant experience. There are many activities which foster the
natural spirit of inquiry and creativity which are inherent in every
child. The skillful teacher knows how to utilize this characteristic
to the best advantage in any learning situation.

Singing by note in no way precludes rate singing. Indeed, rote
singing should precede the levels attained by note singing. Some
songs can be sung using both methods, reading the familiar motives
and singing the other parts by imitation. The teacher should de-
termine when to help the students and when not to help. Music
reading objectives should never hinder the presentation of rich
and varied music.
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'THE USE OF NOTATED EXAMPLES IN FIFTH-GRADE
MUSIC APPRECIATION CLASS

Helen Oberdin, Lemon Grove School District
Lemon Grove, California

(The article by Miss Oberdin is reprinted here with the
kind permission of the author and of the Journal of Research
in Music Education. It follows the article by Mrs. Pierce
for the purpose of comparison of differing points of view.)

THE EbITOR.

Is the use of notated examples with fifth-grade students more
effective -in increasing the student’s ability to recognize musical
themes aurally than is a presentation without the use of notated
examples? For many years book and record albums devoted to
music appreciation have printed notated examples of themes. More
recently, record albums designed for elementary schools have also
included large strips of notated themes for class use. Cahn’s study
of problems' in teaching music appreciation advocates the use of
“devices which present musical concepts by relating them to sensory
experiences such as sight, shape and movement.”!

A study similar to the one presented here was conducted by

- Smith using 101 college students as subjects.®* He concluded. that

there: was a significant difference in ability to recognize themes
when notated examples had been used in the presentation. This
difference remained whether it was tested immediately following
the presentation .or at later intervals. The ability to read notation
appeared to have no significance. While musical aptitude seemed
to increase the value of the examples, they remained significantly
valuable to all.

. No attempt was made in the earlier study to discover any re-

‘lationship between IQ and the value of the examples. Neely’s study

found a positive relationship between IQ and the ability to notate
rhythmic patterns.? He also found that high-IQ students made more
improvement on achievement tests. There has been some disagree-
ment on the relationship of IQ and musical ability.* This disagree-
ment probably stems from the difference in factors tested on various
musical ability tests. More research needs to be done to determine
the factors which truly represent musical ability. A larger IQ range
would probably be present more in an elementary school situation
than among subjects selected from a college group.

The individual’'s musical development proceeds in a logical
sequence. Mursell has listed a number of tentative growth gradients
in musie.’ Petzold finds that age and development of auditory per-
ception are related." The relationship is stronger at a three-year
interval than at a one- or two-year interval. Some support of this
is found in Bokelheide’s study which discovered that eight- and nine-
year-old children had not developed to a high degree the ability to



relate the aural to the visual.” Colwell finds that children lack train-
ing in learning to listen with understanding and discrimination.® In
another study he concluded that pupils do not progress in achieve-
ment yearly.” Thus, children may have been afforded many oppor-
tunities to hear music and yet have gained little knowledge or de-
velopment from the experience. Physical development, as evidenced
by grade level, and musical development, as represented by fewer
years of possible exposure, could make former findings concerning
use of notated examples invalid as applied to fifth-grade students.

Although prior- research would certainly give a strong indica-
tion of the validity of the hypothesis tested, it would seem unreason-
able to ignore the possible effects of maturation, musical develop-
ment, and general intelligence.

The Experimental Design

The two fifth-grade classes used for this study were selected
purely on the basis of availability. The subjects included all students
in these two classes in one elementary school located in Lemon
Grove School District in San Diego County, California. Both classes
contained heterogeneous ability groups. A total number of fifty-eight
children were included. Of these, twenty were girls and thirty-eight
were boys with the sexes being fairly evenly divided between the
two groups. ’

Twenty musical themes were selected, ten of which were pre-
sented to both classrooms, while the remaining ten were included in
the final test as unfamilar themes. The ten themes presented were
then placed in numerical order; one through ten, so that the odd-
and even-numbered themes were matched in difficulty as far as
possible.

All students in the experiment were then given the Drake Mu-
sical Aptitude Tests, Form A, and the Kwalwasser-Ruch Test of
Musical Accomplishment. The 1Q scores from the Scat-Step Tests
were already available. The two classes were designated A and B.
Each group served as both control and experimental on a type of
rotation design. Group A used notated examples on all odd-num-
bered themes while Group B used notated examples on all even-
numbered themes. The themes were presented in two sessions each
week, with two themes being presented in each session. Recordings
from the Bomar Orchestral Library were used in the presentation of
the themes as it was felt that this was the most functional type of
presentation. The experiment was conducted during a three-week
period, with a test for recognition of themes being given during the
final week.

The taped test for recognition of themes included twenty piano
renditions of melodic themes each designated with a letter name and
played in random order. Each student was given a test instrument
on which he scored each theme as familiar or unfamiliar; if the
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themes were familiar, the student had the further option of match-
ing the letter name given on the tape with the correct title on the

test instrument. The test used piano renditions of melodic themes

to avoid reliance on specific instrumentation as a variable aid to
memory. Each student received two test scores, one for recognition
of themes on which notated strips were used, and another for recog-
nition of themes presented without notated strips.

Treatment of Data

Several comparisons were made possible by this research design.
Group A used notated examples of odd-numbered themes but did
not use examples on even-numbered themes. When a t-test was
computed on the difference between the scores, there was no sig-
nificant difference.

Group B used notated examples on even-numbered themes, so
a t-test was computed on the difference between scores for Group
B. In this case the t was 2.49, which meant there was a significant
difference in class B when the strips were used. This difference
opened the possibility that the even-numbered themes were more
easily recognizable than the odd-numbered themes.

_ The design allows for a further comparison by checking the
difference in the scores on the odd-numbered themes in each class,
considering A as the experimental group and B as the control group.
The difference in scores on the even-numbered themes was also com-
puted, considering B as the experimental group and A as the control
group. If the use of the strips was of significance there should have
been a significant difference in favor of the experimental group in
each case. However, this did not occur. There was no significant
difference in either computation. Therefore, one must assume that,
although the even-numbered themes might be more easily recogniz-
able, there is still not significant improvement when notated ex-
amples are used in presentation. While the odd-numbered themes
may have been more difficult to recognize generally, there was no
significant improvement in scores when notated examples were used.

Factors Influencing Significance

It appears that although Smith’s study finds notated examples
of value to ‘all college students in his experiment, they were of no
significant value to fifth-grade students.!® There are four possible
factors in the comparisons of the two groups of subjects which might
have influenced the difference in results between the two studies.
These four factors present in the fifth grade experimental groups
include: (a) possible larger variance of 1Q; (b) the use of both
sexes; (c) possible greater variance in knowledge of notation or
musical aptitude; and (d) age and maturation. These four factors
were considered separately to discover which one might have had
the greatest influence.



College students may possibly have a higher average IQ than
the average elementary school class. To eliminate the possibility of
difference in range of IQ affecting the results of this experiment, the
children with high IQ’s and those with low IQ’s were grouped and
checked separately. Again the results showed no significant differ-
ences.

No male subjects were used in the earlier study as it was con-
ducted at a women’s college. Therefore, a statistical check was made
separately of boys and girls to check the possibility of the use of boys
having affected the data. However, results showed that neither boys
nor girls made significant improvement in scores with the use of

notated examples. Thus, it was not the inclusion of both sexes as
subjects that made the difference in results between the two ex-
periments.

The pretest for knowledge of musical notation found that all
students in the experiement fell in the same low scoring range.
Therefore, no separate statistical check was made for knowledge
>f notation. Children with high and low musical aptitude scores were
grouped, and a t-test computed on their scores. Again, no significant
lifference was found in either case. '

After eliminating the factors cited above, the only remaining
sossibility of difference between the results of the two experiments
~vould be the maturation factor. It would seem that ten- and eleven-
year-old children have not matured enough for the notated exam-
sles to be of any significant aid in recognizing themes.

The conclusions reached in this study appear as follows:

General Conclusions

1. There was no significant difference between the aural recog-
rition of a theme which was presented with the aid of a notated
hematic example and one which was presented without a visual aid
vhen fifth-grade students were used as subjects.

2. The factor of intelligence had no effect upon the results of
he experiment. Neither the high-IQ nor the low-IQ subjects made
| significant improvement in scores when a notated strip was used
n the presentation.

3. The factor of sex had no effect upon the results of the ex-
seriment. Neither the girls nor the boys made a significant improve-
nent in scores when notated strips were used in the presentation.

4. The factor of musical aptitude had no effect upon the results
if the experiment. Neither the children with a high or a low musi-
al aptitude made any significant improvement in scores when no-
ated strips were used in the presentation.

5. From observing the results of this experiment, it 'would ap-
ear that fifth-grade students have not yet reached a maturation
evel on which the notated strips would begin to be of value.

'
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Two questions arise as a result of this experiment which might
be considered for further research. First, at what developmental
stage do notated examples begin to be of value to students? Second,
does this inability by fifth grade students to relate the visual and
the a;xral to any great degree have implications in other subject
areas?
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RAMOS AND SOME POLEMIC THEORISTS
OF THE RENAISSANCE

Robert C. Jones
Southeast Missouri State College

(Note: Although a theoretical paper, the information and
point of view seem especially relevant to music educators
of the twentieth century. The Editor)

Every thoughtful man who hopes for the creation of a contem-
porary culture knows that its development hinges on a central prob-
lem — finding a coherent relation between science and the humani-
ies. Men of the fifteenth and sixteenth centuries faced this problem
10 less than we face it today. Some of them, as well as we, slowly
realized that their educational system was not only failing to face
1p to the problem but also was standing still while the world around
them pushed forward with tremendous speed. As usual only a few
recognized the problem and were willing to cope with it — in many
rases, only to have their efforts rewarded with stones.

The Renaissance was, among other things, a time when individ-
1alism was a dominant characteristic. Speaking of the sixteenth cen-
ury, Bronowski and Mazlish remark: “The ability and power of
he individual — whether artist or statesman — was given great
‘espect and perhaps exaggerated importance.”! As man began to
1ave more confidence in himself and less in the ability of his cre-
itor to intervene in his daily endeavors, he began to ask more ques-
ions about his world. Leonardo’s interest in bone structure as well
1s skin color, his elaborate drawings of machinery, the nude in paint-
ng — all bear witness to this concern with what lies beneath the
urface and of the individual’s right to express himself.

It is a short step from the general to the specific. The learned
nusicians of the early Renaissance were products of educational
iystems deeply rooted in Greek tradition. With the Renaissance of
lassicism came a renewed interest in this heritage, a reactivation
f the desire to re-establish Greek ideals, now given impetus by the
jpportunity to study actual writings rather than secondary sources.
n addition there was the immigration of Greek and Arab scholars
o all parts of Europe, particularly Italy, after the fall of Byzantium.
lhus the Renaissance theorist tended to be a product of two forces:
n the one hand, he was Greek scholar, pursuing classic ideals, re-
)eating over and over again concepts, definitions, and supersititions
ike a creéd, believing in the power of numbers with religious-like
ervor; on the other hand, he was a revolutionary, able to see the
vorld around him changing and anxious to be a part of this change,
eeling a new, unknown power in himself, and feeling the need for
xpression. Leonardo may be a personification of this Renaissance
nigma, but so also might be Ramos de Pareja.
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Bartolome Ramos De Pareja

Ramos (ca.1440-ca.1491) was a Spaniard who lectured in Sala-
manca before he traveled to Bologna, possibly in anticipation of
" being granted a chair of music there — a position he never received.?
‘In 1482 he published his Musica practica, a significant work not only
as one of the earliest incunabula on music, but also because of the
revolutionary ideas it presented. Stevenson points out that in most
ways Ramos was old-fashioned rather than progressive.® For ex-
ample, his rules of counterpoint nearly conform with those found
in the Practica musicae (1496) of Gaforio, one of his severest critics.
In his discussion of the psychological connotations of the eight church
modes, he repeats authors of two centuries earlier. He feels that the
various modes derive their character from various planets or the
sun and moon (see Stevenson, p. 61), which accounts for the emo-
tional effects of the various modes. He includes a discussion of
musica mundana and is concerned with number symbolism. He
delights in puzzle canons and enigmas, and he includes in his treatise
a canon notated on a circular staff.

Monochord Division and Interval Ratios

_ But it was Ramos’ efforts to simplify and faciltate the educa-
tional methods that brought about the most innovations and contro-
versy. One important opposmon to tradition was his division of the
monochord* — although even in this respect he shows his Boethian-
Pythagorean heritage. Adkins classifies his division as belonging to
Pythagorean tradition among Renaissance monochord treatises®, a
position which Reese also assigns to him.® This tradition saw the
great care for accuracy and efficiency in monochord division give
way to disorganization and inefficiency in this regard.” Another as-
pect of Pythagorean tradition was the reverence for the number 10,
the sum of the first four integers from which all consonances were
derived — 2:1, 3:2, 4:3. Ramos declared that he is familiar with
Boethius method of monochord division but feels that *“. . . although
this division is useful and pleasant to theorists, to singers it is la-
borious and difficult to understand. And since we have promised
to satisfy both, we shall give a most easy division of the regular
monochord.”?

Ramos continues, revealing further the other, the Renaissance,
facet of his personality:
In the first division of our regular monochord we have said
“that Boethius subtly divided ours by vulgar fractions and
“with respect to continuous quantity in order that the stu-
dent may not need first to know both arithmetic and geome-
try. For to require this would be to fall into the error which
we have forbidden ourselves, seeing that we have said that
~ he will need neither of these things to understand our teach-
ing, provided he be informed in the first rudiments. Thus
we have said that a string was to be divided in half, or that
a quantity was to be doubled, tripled, or divided by three,
expressions most familiar to everyone.”
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These statements lend support to Strunk’'s ideas in the preface to
this translation, that Ramos is “ . . . scarcely aware of the implica-
tions of what he is advancing and claims no special virtue for his
division beyond its ready intelligibility and the ease with which it
is carried out.”

What Ramos did was merely extend the Pythagorean system of
monochord division based upon super particular prime numbers, but
the result was a new tuning system, the first non-Pythagorean chro-
matic tuning, and “. . . the most disputed of all monochord divi-
sion.””1® All consonances were classified according to the relation-
ships that exist among the numbers 1 through 6. The Pythagorean
fifth is expressed by the ratio 3:2 (or 6:4). The harmonic mean of
these numbers is 5, so the thirds within the fifth have the ratio 5:4
(major), and 6:5 (minor). The whole tone is arrived at in the
same manner. The major third 5:4 (or 10:8) has a mean of 9. There-
fore, the whole tones exist in two sizes, 10:9 (minor) and 9:8 (ma-
jor).!! Ramos gave instructions for a chromatic division, but it is
not necessary here to do more than summarize his results in order
to show the nature of his innovations. The ratios of the C major
scale were as follows: :

10:9 9:8 16:15 9:8 10:9 9:8 16:15

c d e f g a b c

The 5:4 and 6:5 thirds were the pillars of the entire system,
ind to achieve them Ramos had to sacrifice the symmetry of the
raditional Guidonian hexachord system. The ut-re-mi of the “C”
rexachord would have to be sung differently from the ut-re-mi of
he “F” hexachord — the former requiring the small whole tone,
hen the large, and the latter the large and then the small. In ad-
lition, although several of the fifths were acceptable, the g-d fifth
ind its octave were flat because of the inclusion of the two 10:9
vhole tones within it. The minor thirds b-d and g-b flat were also
maller (32:27) than the 6:5 ratio of the others.

Thus Ramos revived a tetrachord division first suggested by
Jidymus, but he did not think of his system as a form of tempera-
nent — nor even as a new theory of proportions, but “ . . . as a
rractical and simple division of the monochord.”'* Ramos’ tuning
iystem in many ways created more problems than it solved. It did
10t, for”example, eliminate the Pythagorean comma (the difference
setween the twelfth, fifth and the seventh octave), but merely added
o0 it the syntonic comma 81:80 (the difference between the 5:4 third
ind the Pythagorean third).!?

Perhaps writers such as Riemann, Reese, and Adkins do Ramos
in injustice by implying that he seemingly stumbled unknowingly
nto the beginning of a revolution, since the second of the three
vays in which Ramos opposed musical tradition is the natural result
»f his tuning system. He devised a new set of solmization syllables,
»ased on the octave rather than the sixth: '

psal - i - tur per vo - ces is - tas
c d e b4 g a b c



“C" would be sung with either psal or tas according to whether the
melody ascended or descended, but both syllables used the same
vowel. The two places where a semitone might or might not occur
(A-B flat, B-C) were both signaled by syllables ending in “S”.'* Oc-
tave solmization, which we take for granted now, was violently
rejected by many of Ramos’ contemporaries.

Ramos also broke with tradition in another way by declaring
that tritones were permissible, and that succesive fifths were tol-
erable provided that one of the two was an imperfect fifth. Examples
of such writing (even when only two parts are sounding) have been
found by Stevenson in the polyphony of several Spanish composers
flourishing around 1500. This portion of Ramos’ theory does not bear
the significance of his other innovations, since in it he is probably
only reflecting what he heard in much of the music of his day. Ra-
mos also described imitative procedures which were new at that
time.

Controversy

His most radical innovations, particularly the revision of the
ratios for thirds and the recommendation of a solmization system
based on the octave, released a storm of protest and defense fol-
lowing the appearance of his Musica practica. Burzio protested in
his pamphlet Musices opusculum (1487) the slur on the memory
of Guido and further declared that the diatonic genera must be
used because “‘ . . . the mother church chose from these three
. . . genus.’”'% (Incidentally, this same work of Burzio contained
the first known, complete, printed part-composition).'" Ramos’ pupil
Spataro supported him in the controversy and countered with an
Honesta defensia in Nic. Burtii Parmensis opusculum, Bologna
(1491), ‘pointing out that Burzio had no conception of the most
pressing problem — the necessity of equalizing the two sizes of
whole tones through some kind of temperament.'’ (Apart from
his controversial writings he also published a treatise on the inter-
val of the fifth, 1531).!%

Gaforio renewed the attack in his Practica musicae (1496), as
did Jacobus Faber Stapulensis, a mathematician, in Elementa musi-
calia (1496) — even though he rejects the Ramos tuning for seconds
and sixths for the Pythagorean ratios, he remarks: “The semiditonus
(the minor third) lies between the ratios 6:5 and 7:6, although it
- is' pleasing in sound to the ear, it is nevertheless, not to be re-
garded as a consonance (!) ... The fact that a semiditone sounds
pleasing to the ear is proved by one’s experience in listening to
musical compositions. It is not a consonance, however, because its
ratio (32:27) is not super-particular . . . ”'?

“These pieces . . . together with Gaforio’s Apologia of 1520 and
Spataro’s Dilucide. . . . demonstratione of 1521 . . . show how hard
it was for most theorists to bring theory in line with practice.”?" As

- shall be shown, the controversy was kept alive well into the six-
teenth century, mainly by Spataro and Gaforio.



Gaforio

The Italian Renaissance did not want for theorists, and Gaforio
1451-1522) was one of the most distinguished of them, as witnessed
7 the number of times he is quoted in other treatises — includ-
g several by Spaniards who sided with him and against their own
wuntryman, Ramos.?' In the biography at the end of De harmonia
usicorum instrumentorum (1518) Gaforio states that he engaged

public debate with Tinctorus in Naples in 1480.

Around 1480 we find a flowering of music theory in
Italy which is without comparison: in Bologna, Bartolomeo
Ramis and Giovanni Spataro; in Parma, Nikolaus Burtius,
pupil of the recently deceased Johannes Gallicu, and Philip-
pus de Caserta; in Milano, Franchino Gafori; in Lucca, John
Hothby; and in Naples, Tinctoris. Not only by means of
debates |Gaforio and Tinctoris, for example] but also by
means of heated polemical pamphlets all sorts of theoretical
questions were brought closer to their solution, and founda-
tions were laid for the last, but not least, part of music
theory, the theory of harmony. This extraordinary activity
in the realm of theory is obviously only a phenomenon ac-
companying the great upsurge which composition had been
undergoing since the second third of the century and
which had not yet reached its zenith.**

Gaforio's writings are invaluable as a contemporary account of

usical activities. He was also a scholar who had Latin translations
ade for his own use of various Greek treatises, including those of
ristides Quintilianus and Ptolemy.?* His Practica musicae seems
contain the earliest mention of temperament, a discovery that
arbour ascribes to Riemann.?* Among his clearly-stated counter-
int rules, Gaforio discusses the organists’ assertion that fifths un-
rgo a small amount of diminution, implying that some sort of
mperament was common practice and may even have originated
ng before. In addition, Gaforio was a prolific composer and editor;
e so-called Gaforio codices contain sacred compositions of his and
her composers active in Milan. Gaforio’s style, according to Reese,
pears to be influenced by Dufay and Josquin, but contains an
ement of harmonic boldness.*”

As we have seen, Ramos willingly sacrificed a fourth and fifth
order to obtain three major thirds in the 5:4 ratio, three minor
irds in the 6:5 ratio, and all diatonic semitones in the 16:15 ratio.
1is sacrifice the Pythagoreans such as Gaforio, whom Ramos re-
rred to as Guidonis sequaces,”® were willing to make.

The Controversy Continues

In the second and third decades of the sixteenth century, the
ntroversy intensified. Gaforio published De harmonia musicorum
strumentorum, in which he discussed chordal formations, referred
the 4th, 5th, and octave as ‘“natural” consonances, and 3rds and -




6ths and their compounds as ‘“‘irrational” consonances (c.f. previous
quote from Faber). He also understood Ramos and spoke of a di-
vision of the two-octave system into 24 equal parts, with twelve
equal semi-tones within the octave — although he does not seem
to agree with the proposal. He accomplished such a division by
tuning the intervals 3:2, 4:3, 5:4, 6:5, 5:3, 8:5, but he disputed the
correctness of them.?” It is interesting to note that Adkins, who
closely examined a number of monochord treatises, states that al-
though Gaforio used a Pythagorean division, he showed a general
lack of acquaintance with the technique, and his efforts were rather
clumsy.?¥

The most interesting account in English?" of subsequent events
seems to be by Hawkins.®" It is known that Gaforio was not afraid
to voice his beliefs, and he had ample opportunity to do so, not
only with publications but also from the lectern. The 1518 work
further antagonized Spataro, who defended his former teacher in
a small tract, Utile et. breve regule de canto, as well as in several
letters to Gaforio prior to 1520.

In that year Gaforio, nearly 70 years old, published Apologia
Franchini Gafuri musici adversus Joannem Spatarium et complicea
Musici Bononienses, in which he replied to accusations of gross
ignorance and vanity that had been thrown at him, not only by
Spataro but also by others -— including Aron. The cause of the con-
troversy was not only Ramos’s monochord division and his recom-
mendations concerning solmization by the octave, but some aspects
of mensural notation as well. The battle was carried on by Spataro
with the publication in 1531 (nine years after Gaforio’s death) of
Tractato di musica.

. Hawkins does not hide his admiration for Gaforio, and feels
that the attacks upon him were prompted more by jealousy of Ga-
forio’s exalted position than for any other reason.*' At any rate,
neither adversary can be commended for his gentlemanly use of
language.
. To speak in the mildest terms of Spataro's book it is from
beginning to end a libel on his adversary, who was a man
of learning and integrity; and nothing but the manners of
the age in which he lived, in which the style of controversy
was in general as coarse as envy and malice could dictate,
can excuse the terms he has chosen to make use of; and
to say the truth, the defence of Franchinus [Gaforio] stands
in need of some such apology, for he has not scrupled to
retort the charge of ignorance and arrogance in terms that
indicate a radical contempt of his opponent.?*

Later Hawkins includes a translation of a portion of Gaforio’s Apolo-
gai . . . from which we need to quote but a few lines:
. You, Spartarius, who are used to speak ill of others,
have given occasion to be spoken against yourself, by falling
with such madness on my lucubrations, though your attack
has turned out to my honour. Your ignorance is scarce
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worth reprehension; but you are grown so insolent, that
unless your petulance be chastised, you will prefer your-
self before all others, and impute my silence to fear and
ignorance. I shall now make public your folly which I have
so long concealed . . . #

We look in vain for such colorful language in the Journal of the
American Musicological Society!

Innovations Gradually Accepted

Spataro and Ramos had their defenders as well as their adver-
saries. Aron was a friend of Spataro, and his Thoscanello in musica
(1523) is one of the most significant treatises before Zarlino.** The
many subjects dealt with include the first explanation of mean-
tone tuning, and with pure (5:4, 6:5) thirds, but with the fifths flat-
tened by one quarter of the syntonic comma.*?

Fogliani adopted Ramos’ system of tuning in his Musica theo-
rica and improved upon it. He advocated two “d's” and two “b
flats,” but was willing to compromise with a mean tuning for each
of these notes. "

Vicentino, perhaps the most controversial figure of the time,
carried chromatic tuning to such an extreme that he suggested di-
viding the octave into thirty-one parts, and built two instruments
to demonstrate his proposals. For his effort he became involved in a
controversy that resulted most probably in more personal conse-
quences than were suffered by either Ramos or Spataro — a con-
troversy®” that makes as interesting reading as the one we are
presently concerned with.

A radical Netherlands composer, theorist, and editor by the
name of Waelrant (b. 1519) advocated solmization by the octave
rather than by the hexachord. It is known that he visited Italy dur-
ing the third or fourth decade of the sixteenth century, and Low-
insky feels that he was probably much interested in the furor that
was still generating around the revolutionary ideas of Ramos and
his followers.?*

Finally, Zarlino further developed Ramos’ innovations and in
spite of even more venomous attacks the new teachings gradually
became accepted. The Pythagorean tuning system eventually was
replaced, first in practice and finally in theory. The concepts of
consonance and dissonance gradually changed. “Consonance” no
longer denoted relationships that could be shown with combinations
of the numbers 1 to 4, and “dissonance” all other combinations of
notes. Consonance as we know it came to be associated with “pleas-
ure” and/or “relaxation”, and dissonance with “displeasure” or
“tension.” '

Ramos did not advocate equal temperament, as some have sug-
gested, but to paraphrase Barbour, he is, as the first of the innova-
tors and reformers, . . . worthy of respect accordingly.”*" The con-
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troversy he started — knowingly or unknowingly — outlived all
of the original protagonists, but he participated in the beginning of
an age when men had faith in themselves and believed their world
to be better than the preceding one — an age that would see the
almost complete revision of all knowledge.
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INDIVIDUALIZED INSTRUCTION FOR GENERAL MUSIC
CLASSES INVOLVING THE USE OF SLIDES PROJECTED
IN SYNCHRONIZATION WITH PRERECORDED TAPE

Lewis B. Hilton
Washington University

The camera enthusiast and the hi-fi hobbyist both know how
simply one can prepare a professional-appearing 35 mm. slide show
by prerecording comments and sound effects on one channel of a
stereophonic tape recorder and recording sixty cycle beeps at ap-
propriate points on the second (right hand) track, which activate
the cycling mechanism of the slide projector. This relatively inex-
pensive system seemed worth exploring as a possible means of pro-
viding individualized instruction for General Music classes. The
author was the recipient of a grant from the Missouri Arts Council
to acquire the equipment necessary to develop the project. Equip-
ment purchased (frequently aiready available in public schools)

- was as - follows:

1. A stereophonic tape recorder and playback unit $175.00
2. A carousel type 35 mm. 2x2 slide projector with

remote control mechanism $105.00
3. A sound synchronizer mechanism. (available at
photography supply outlets) $ 28.00

A 35 mm. camera was already available. The Arts Council also

_ provided some additional funds for assistance of a professional pho-
tographer, something which would most often not be needed for

similar projects, depending on the nature of the photos desired and

. the photograph skill of the teacher or student preparing the pro-
_.gram.

The sequence in preparing the program is as follows:

1. Writing of the seript, including all cueing of audio and video
effects (see sample script below)

2. Taking and developing of the 35 mm. transparency slides.

3. Placing the slides in the carousel in the proper order.

4. Recording the audio portion of the program, including music,
special sound effects, and spoken commentary while pressing
the button of the remote control device, plugged into the
synchronizer, at the appropriate times to record the 60 cycle
beep which will automatically change, or cycle, the carousel.

The resulting program can be used by individual students, by
small groups, or even an entire class, but its primary purpose is
thought to be to provide individual instruction to stimulate subse-
quent class' room discussion and learning.

Principal features of this teaching device appear to be:
1. High degree of stimulation afforded students through audio
and visual means.
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2, Relative ease and economy in time and money in preparing
programs especially designed for a particular group of stu-
dents and a particular curriculum.

3. Potential for students to design and record their own pro-
grams.

The diagram below explains the procedure in the synchroniza-
tion process:

Remote control eycler plugewd
Into sound eynchonizer to re.
cord eyel but un-
rlu]nd for subsequent opera.
lon of synchronizer,

" Tape recorder
and playbeck
4
/ CLO
[}
1
1]
! \’ A/
: S
/ i - ol
Sound synchonizer plugged oo Carousel stide
SRR R into Tight channel nput of socket projector
npuf channel tape recorder and Into re.
input ;':::'anrol socket of pro-

(N.B. A piece of equipment which contains all of the features in-
‘luded in the units diagrammed above, but possessing the advantage
f being completely self contained and portable is available for
ibout $500.00 from firms specializing in audio-visual devices.)

The script which follows is perhaps somewhat more elaborately
srepared in terms of precise timing than is necessary for most pro-
grams; it is included here as a sample of the kind of preparation
lesirable in preparing a program.
>rocedure for set up: .

1. Remove carousel projector from packing box. Also remove
ower cord and connect to projector (in back) and to wall recep-
acle. Point projector toward screen or light colored wall 10 to 20
eet away. :

2. Remove front of tape recorder. Open access door on rear.
ixtend power cord and connect t6 wall receptacle. Remove sound
iynchronizer from access door. Connect long wire of synchronizer
o terminal on front of tape recorder labeled Ext. Sp. Connect short
vire of synchronizer to back of projector.

3. Place reel of tape on left spindle of tape recorder. Place
'mpty reel on right spindlee. BE CERTAIN THAT THE NUMBER
T" CAN BE SEEN ON BOTH REELS. Thread tape through slot in
ienter of the machine and up to the outside of the empty reel. -

4. Remove carousel type tray which holds slides from packing
ox. Place it on top of the projector. BE CERTAIN THAT GUIDE
sLOT ON BOTTOM OF TRAY ALIGNS WITH GUIDE ON PRO-
‘ECTOR. The number 0 should appear adjacent to indicator arrow.

5. Turn power switch on tape recorder to on position. Put ma-
hine in play position and leave machine in play until all of the
vhite tape has wound on empty reel and darker tape appears. AS
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SOON AS DARKER TAPE RUNS ON TO EMPTY REEL STOP
MACHINE WITH SAME LEVER THAT IT WAS STARTED. De-
press counter reset button.

6. Turn power switch on back of projector to on position. (There
is a low and high intensity position. Use the one which works best
in your room.)

7. Focusing knob located above and to one side of lens should
now be turned to focus slide 0 as clearly as possible. Experiment
until the focus slide 0 is completely clear and easy to read.

8. Equipment is now ready to use. Control is done by moving
play lever down to begin lecture and returning it to stop at the
end. Tape should be rewound so that counter again reads 0. Ma-
chine is now ready for re-operation.

Recorded Lesson One
Introduction to Twentieth Century Music

Title: Music in Society

Audio Effects Time Seript  Visual Time Position
1. Rock dance 0” 1. Rock dance 0" 1
2. Str. Qrt. 12” 2. Str. Qrt. 12” 2
tuning
3. Voladores 22" 3. Voladores 22" 3
4. Applause 33” 4. Hands 33" 4
5. Haydn minuet 41" 5. Str. Qrt. 2 41” 5
str. qrt.
6. Hammering 51" 6. Man 51" 6
hammering
7. Gregorian chant 57" 7. Iluminated 57" 7
ms.
8. Piano com- 111" 8. Pianist 111" 8
position ,
125" 9 blank
How much of what you just saw
and heard is music? Did you
like it? All of it? Part of it?
What did it mean? Was it easier
to put yourself in one “scene” than
another?
9. Rock dance
(#1) 1417 9. Rock dance #1 1'41” 10
17’54 The sound of the string quartet
tuning might be familiar . . . 11 blank
10. Str. Qrt. 2’3" 10. Str. Qrt. (#2) 2'3” 12

Is it music? Does it refer to music? 13 Blank
And the applause you heard? . . and the
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so called primitive music of a Mexican
flutist perched on a high pole playing
for a religious ceremony . ?

11. Voladores (3) 2'31” 11. Voladores (#3) 2’31” 14

241

12. Hammering

350"

4’6"

13. Rock Dance
(#1) 4'28”
4)44”

14. Str. Qrt. 4'44”
Haydn
4,54”

Is the music of the string quartet better
than the Mexican Voladore music?

. is the music of the string quartet
better or poorer than the Rock dance
music?

Which dc you prefer?

Is it a matter of appropriateness?

Is one performance bettter than another?
What is the music for?

What does it mean?

341" 12. Hammering 349” 15
How about the man
hammering?

Can this conceivably be
music or even refer to music?
13. Man in tails 3’55 16
Girl in formal :

One set of clothing is considered
appropriate for one occasion. The
other for another, although some
parents don’t think the latter ap-
propriate for anything . .
14. Same man 17
and girl
in “beat” attire

15. 20th C. score 4'16” 18

So what has all this to do
with twentieth century musie,
or any kind of music? That's
what we are supposed to be
talking about . . .

Now, if you think music is just this . . .

16. Rock Dance 428" - 19
(#1)
or just that . .. 17. Str. Qrt. 440" 20
(#2)
Or just any one thing, you
may have to do a bit of
rethinking. Music is not
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15. Hammering

(#6)

6)10"

Time Seript Visual Time Position

just a string quartet with
you sitting there, all dressed
up, quietly listening.

On the other hand, music can be
and often is in the 20th Century a
rejoining of many experiences
which have frequently been
separated in the Western world
since medieval days.

In many parts of the world through 21
history, it has been unthinkable to
separate playing, singing, poetry,
dancing, acting . . .

In some twentieth century music we
are returning to that conception, the
joining together of several forms of
expression into one. But sound, and
its opposite, silence, remain central.

And many sounds which have not been
admissable as music in the western

world, are now admissable . . . even,
possibly . . .
6'05” 19. Hammering 605" 22
‘ #6 23

In fact, the word music has become
very difficult to pin down. We can
define it, perhaps, as: “Sound and
silence organized in some way, in
some environment.” But that doesn’t
really say very much. It merely
seems to suggest that music
involves sound homehow or other
. . . very inadequate, and it leaves
out anything about good, better,
bad, worse . . .

There are standards for making judgments
which of course, keep changing and are
different in different parts of the world,
just as standards of dress, of morality,

of speech, always have. We ourselves
make the standards.

Then there is the matter of appro-
priateness. “I ain’t going” may say it
more clearly than “I do not choose
to go” under certain circumstances.
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In other words, the rules of grammar
are not the same for all places.

This . .
16. Rock (#1) 723"
733" is more appropriate for this.
21. Rock #1 735" 24
than this
17. Qrt. Haydn 740" 22. Str. Qrt. #2 740" 25
minuet (#5) :
4’50’) 7’50”

even though they are both dance music.

8'0” Another way of 8'0” 26
defining music is to-
say that it is a way of behaving with
organized sound and silence in a particular
environment.
This seems almost to equate music with
politics, a baseball game, a church service,
a war, the construction of a house, placing
the emphasis as it does on a manner of
behaving.

If it does suggest this, you are on
the right track.

All of these are human ways of
behaving which involve rules or
modes of behavior.

9'15” 24. Chess Board 9'15” 27
. which the participants make up and
change even as they participate in an
effort to make things work better, or
differently, or more interestingly,

man and woman 28
A study of tradition would appear to be a
study of the way man changes his rules of
behavior. (This may put the emphasis
differently than you have believed correct
regarding tradition).

A skillful, or good, politician is one who
konws thoroughly the rules and contem-
porary modes of political behavior, and
can act on them with great expertise.

10°25" 25 Baseball Game 10°25" 29
A good baseball player is one who knows
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18. Flute Music

10°57”

11’07”

Time Script Visual Time Position

the contemporary rules of baseball
(Yes, they change too) and how to act
on them with skill. A good baseball game
is the result of a workable set of rules
plus expert players.

1045” 26. Flutist 10'45” 30

. a good flutist . . .
. . . a good piece of music for flute . . .
Get the idea? . . .

Umpires, pitchers, spectators, 31
everyone at a baseball game who baseball
really participates has to share in

an understanding of the rules and

ways of behavior. The rules for

music and about music are just as
man-made as are the rules or customs

. for behaving in a classroom . . .

The rules concerning how you propose
to a girl . . .

19. Here comes 12'06” 27 Kneeling man  12'06” 32
the Bride — organ Victorian dress
12”13" and we keep changing them all
28. Chess board 12'18" 33
#24
12'18” So we keep making and learning new
rules. This does not mean that the new
rules or ways of behaving are unrelated
to the older ways. Usually new ways
and rules are modifications of the old
ones,
Nor does it mean that new ways are
either better or worse than the old ones.
They are just different.
20. Str. Qrt. 12'42” 29. Str. Qrt.  #2-12°42” 35

Haydn minuet #3

21. Electronic

Sounds

12’51” 30. Electronic 12'51” 36
console
13'05” For example, you are going to discover

that the Haydn Quartet and the music

produced by electronic means are just as

" different as one would expect some-

thing to be, made by men living almost
two hundred years apart: the rules have
changed and they continue to change but
that doesn’t mean that the older and the
newer are unrelated.
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22. Horses 13'31” 31. Stage coach 13’31 37
23. Auto race 13'43"” 32. Sports car 13'43” 38
sounds -

doppler effect

33. Two scores 13’56” 39
20th C. and tra-
ditional
13'56”
So we will attempt a very general defi-
nition of music which should encompass
twentieth century music and all kinds
of music everywhere, whether it be
church music, rock and roll, or what-
ever. Later in other lessons, we will be
more specific about different types of
music. '
14°20”

33a. definition 14'20" 40
“Music is the science and the art of
using and arranging sound and its op-
posite, silence, in ways and situations
where it will have (similar) meaning
to everyone who participates in the ex-
perience. Visual and other experiences
may be joined with aural experiences
as an integral part of music.”

24. Chinese 14'46” 34. Chinese Opera 14’46"” 41
Classical Opera ~ Scene .
15'02” This seems to suggest for example, that
if you have never been to a presentation
of classical Chinese opera, it would not
at first be music for you but would be
for someone else who had experience
and understanding of this style and later
it might become music for you.

25. “Virgen de 15'30” 35. Bull Fight 15°30” 42
15°46” A bullfight may well appear to many
people north of the Mexican border as

the silliest and cruellest kind of but-

chery (or it did until Hemingway started
explaining it). Perhaps this is not an
altogether fair analogy because sound

and rhythm arrangements may all by
themselves occasionally have a more in-

nate, direct appeal without any prior
preparation. Yet this so called direct, un-
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schooled reaction may well be just as
misleading as are the responses of the
novice to the gestures and ritual of the
bull fight, i.e. its style.

36. Two Scores 16’57 43
#33
16'57" “During the next lessons, you will learn

enough about music to consider yourself,
not an expert, but reasonably well in-
formed about twentieth century music
as well as other music. Of course, dif-
ferent people will bring varying sets of
information and feelings about music
which have been already learned. You
won't all turn out like peas from the
same pod.

170”  You will start to make value judgments
. . . “this piece is better written or per-
formed than that one . . . ” In this re-
spect your judgments will probably agree
with those of your equally well and
similarly informed friends. But you may
not agree on such a statement as this,
“I like this piece better.” or “This piece
makes me feel thus and so.” Yet you may
have a tendency to approach agreement
even here. People who learn the same or
similar sets of rules or style symbols are
inclined to be in agreement at least about
how well they are being followed or
applied. It will be possible to reach an
agreement on what a particular piece of
music means, but often very difficult
to put into words. (Music as we have
defined it, is not a language comparable
to French or English. Its meanings can
be just as real but different from those
imparted by words. Certain kinds of
music may, of course, include the use
of words, too.)

18’14” You may even agree on such a statement
as this: “This piece is prettier, or uglier,
than the other one” although these terms
often ‘have little to do with twentieth

| century music, i.e. they are irrelevant.
26. Cons. and

diss. chords

Piano 18’26”
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28.
29,
30.
31
32.

33.
34.

35.

Man  18'44”
hamering #6

18’50”

209"

Rock #1

Str. Qrt. tuning
Voladores #3
Applause #4
Haydn Minuet
Str. Qrt. #5
Hammering #6
Gregorian
Chant #7
Piano
Composition #8

22'36”

If you hold such opinions, they will
almost certainly not be the same as
those held by someone living a hundred
years ago, or even quite possible, not
the same as your parents’ opinions.
All meaning, all beauty, all humor, sad-
ness, everything in music is created by
the human participants.-We are not born
with musical opinions; we learn them.
No music is meaningful, great, good,
bad, ugly, beautiful, until ‘it is thought
and believed to be so.

In this lesson we have asked almost as
many questions as we have answered
and in some respects this will continue
to be so.

Although you will be learning about
twentieth century music we cannot con-
fine ourselves to studying just our own
century; you can easily understand why
by now.

The materials of sound and silence are
used in all music and are the basic ele-
ments. We are about to examine them
in a manner which will be applicable to
all kinds of music . . .

216" 37. Rock Dance #1
#2 21'18” 38. St. Art #2

21°31” 39. Voladores #3

21’31” 40. Applause #4
41. Str. Qrt. #2

21°55” 42, Man

22'05” hammering #6
43. Illus. ms. #7

22'10” 44, Pianist #8

22'21”

You have now heard recorded Lesson
One. In twenty seconds you will hear
a beep tone, your signal to turn your
lesson manual to page——,

Turn to page
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Beep 22'56”  This tape is now almost completed. When
you hear the next and final beep tone,
stop the machine by pushing button—
the same one with which you started it.
Look at page—— as soon as you have
stopped the machine and follow the
printed instructions.

Beep 23'14”
24'0” STOP THE MACHINE

Students Manual

1. The questions on P............ of this manual are for your use in
determining whether or not you have learned the essential material
in recorded lesson one and are ready to proceed to recorded lesson

- two.

2. Questions 1 to 15 are factual questions which are to be an-
swered true or false. They are, of course, based on the information
in recorded lesson one. The correct answers appear on P........ of
this manual. A short explanation for the correct answer appears
with each answer.

| 3. Put your finger in the manual at page ... so that you
can flip readily back and forth from page ........... to page ...

" 4. Check your answer directly after answering each question
by reading the proper answer and explanation.

5. Note that if you make a wrong response (answer) you are
directed to ............

6. Questions 16-20 are questions which are not answered in
the manual and are designed to help you think through the con-
tent of recorded lesson one and discuss it in class.

7. Now turn to question I, etc.

Student Manual For Recorded Lesson One

Introduction to Twentieth Century Music

‘Factual (true — false) questions numbers 1-15

1. Twentieth century music is totally unrelated to music of the
nineteenth century.

2. Twentieth century music may include sounds other than
those made by human voices or instruments of the band or or-
chestra.
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3. In order to understand twentieth century music, it is neces-
sary to have some comprehension of musical styles of other periods.

4. Sounds and silence are both basic musical elements.

5. Twentieth century composers have eliminated dance, drama,
or other visual effects as part of twentieth century music.

6. Music can be regarded as a human manner of behavior com-
parable to politics or baseball.

7. Music is best regarded as something so specialized and mys-
terious that only a few especially gifted people can enjoy and under-
stand it.

8. There are rules regarding the composition, performance and
the participation in music just as there are for a game such as chess.

9. The study of traditions reveals that human nature and hu-
man behavior are unchanging throughout the history of mankind.

10. According to the definition of music given in this lesson, a
particular arrangement of sound and silence might be musical to
one person but unmusical to another.

11. People are born with certain musical preferences that re-
main largely unchanged by their environments during their lifetime.

12. Lesson one makes the point that so-called primitive music
is clearly inferior to modern European or American music.

13. The set of attitudes you now hold regarding music will in
no way effect the attitudes you will have when you have completed
this series of lessons.

14. “Good” music is “good” no matter when or where or by
whom it might be heard.

15. According to the definition of music given in this lesson, one
might logically assume that “music is a universal language”.

Questions For Class Discussion

16. Which statement do you think is most nearly true?
a. This lesson is a reflection of the old saying “art for Art's

sake”
b. Music is the servant of man

17. Do you think that the content of lesson one represents
what might be called a _ '
a. sociological approach to music and the arts, or
b. platonic approach to music and arts.

18. Discuss the following statement: “Beethoven’s Fifth Sym-
dohony is a great work of art; it always will be no matter how
nankind may regard it at any particular time.”
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19. Do you think that it demeans music to compare it to a base-
ball game or a bull fight?

20. Schopenhauer, the great philosopher, once said “The com-
poser reveals the inmose essence of the world . . . which relatively
few people are capable of understanding.” . . . “The less the com-
poser is contaminated by the demands of his audience the more
faithful he can be toward his mission.” Do you think that quotation
is a fair summary of the philosophy underlying the content of lesson
one?

Answers to questions 1-15.

9.
10.
11.
12.
13.
14.
15.

R e
LR
g vy g g 13 g

‘Glossary of Terms Used in Recorded Lesson One

(for class discussion)

Integral Value Judgments
Style Style Symbols
Science and Art Irrelevant
Participate Meaning
Analogy Basic Elements
Inate Aural

Ritual
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PILOT EXPERIMENTAL PROGRAMS FOR DEVELOPING HIGH
SCHOOL ENSEMBLE MUSIC CLASSES (BAND, ORCHESTRA,
CHORUS) INTO COURSES REPRESENTING AN
ACADEMIC DISCIPLINE

Alfred W. Bleckschmidt,
Missouri State Department of Education

P. J. Newell, Jr., Assistant Commissioner,
Missouri State Department of Education

(The proposal by Mr. Bleckschmidt and Mr. Newell will
be operational on an experimental basis in selected schools
of Missouri starting with the fall semester, 1968). The Editor

The image of high school ensemble music classes (band, or-
chestra, and chorus) is presently one primarily related to public
performance. The existing instructional approach is almost totally
directed toward achieving technical proficiency. Because of this
stress upon technical skill, the secondary music curriculum generally
gives only limited consideration to the academic _phase of music
instruction.

It is proposed that high school music teachers give consideration
to developing music courses in band, orchestra, and chorus con-
sisting of an academic discipline, these courses to be developed on
an experimental basis. Just how such experimental course would be
developed will in some degree be left to local discretion. The pri-
mary objective will in all cases give preeminence to subject matter
covered in the academic phase of music instruction as well as time
allotment, to the extent the music classes would unquestionably be
organized and presented as an academic discipline.

The instructional program for a high school class in band, or-
chestra, or chorus developed to be an academic discipline would
consist of the following:

I. A well-developed curriculum. The curriculum would consist
of (1) Carefully selected music to be covered through en-
semble study and performance, (2) Academic study related
to the music being performed.

II. An appropriate class schedule. There are numerous ways a
course as an academic discipline could be organized and pre-
sented. A sample weekly schedule for implementing such
a program may consist of the following pattern:

A. Monday. No instruments, no choral performance. The in-
structional program would consist of a study of the Struc-
-ture of Music. This would include a study of music theory,
music form, music analysis, and other interrelated areas.
This instructional period would be related to the music
}itlec;-ature found in the students band, orchestra, or choral

olders.
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B. Tuesday. Regular band, orchestra, or choral classes meet.
The primary objective would be the implementation of
knowledge gained on Monday as related to the music in
the students’ folders which the students would be expected
to play or sing.

C. Wednesday. Groups would meet as academic classes. In-
struments would remain at home. The Wednesday class
session would consist of an instructional program of Music
Appreciation. This could take many forms, but would pri-
marily be organized to acquaint the students with many
great works of the masters and especially works related to
the music laterature found in the students’ folders.

D. Thursday. The groups would meet as conventional per-
forming ensembles. The rehearsal period should always
be related to the previous Monday and Wednesday sessions.

E. Friday. Groups would meet as academic classes. The in-
structional program would be directed toward Music His-
tory. Again, the historical findings would be related to
the music literature found in the students’ folders.

Instead of being responsible only for the technical proficien-
cy of performing a set of music in a folder, the student will have
in addition, textbooks for instructional purposes and be subjected
to a testing program covering several areas of music. The above pat-
tern encompasses three academic areas and one in performance.
This, of course, may vary in accordance with local planning. The
students would be expected to spend at least one hour daily in
study and preparation.

The title of the course may be “Band Fundamentals,” “Choral
Musicianship,” or some similar title to distinguish it from the con-
ventional band, orchestra, or choral classes.

""" Only those schools requesting the privilege of offering such a
pilot course on an experimental basis will be considered. Presently
only the larger AAA school systems maintaining superior programs
of music supervision will be considered in this initial program of
experimentation. Approvals will be on a one year basis subject to
intensive review before approval is extended. Approvals will not
be granted until the schools interested in developing such a pilot
program do the following:

I. Present a well-developed curriculum showing the interdiscip-
linary approach of music learning as an academic discipline
related to music performance.

II. Show evidence of planning to include sequential aspects to
cover more than one year — at least two years and possibly
three. (Academic classes are expected to master a body o°
knowledge in one year and proceed to an advanced body of
knowledge the following year. The same principle must be
followed in planning music courses of this nature.
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Approved music experimental courses clearly evident of being
an academic discipline shall carry one unit of high school credit.

Note: The present policy concerning the number of credits in
music courses a student may apply toward meeting high school
graduation requirements shall remain in effect. No more than four
of the total of seventeen units for graduation may be in music (no
more than two in vocal nor two in instrumental). Students earning
more than the seventeen units of credit for graduation may earn
some or all of the additional units in music.

This interdisciplinary type of program will in no way affect
schools desiring to maintain their traditional band, orchestra, and
choral programs. The traditional programs will continue to allow
one-half unit of credit for five class meetings per week and one-
fourth unit of credit for three class meetings per week.

When the pilot programs have existed a sufficient length of time
to establish definite objectives, have developed proven procedures
and formulated acceptable evaluative criteria, the State Department
of Education will assist in developing a state-wide curriculum guide
related to music ensemble instruction as an academic discipline.




AN INTRODUCTION TO MUSIC LITERATURE

Ed.D. Dissertation. Washington University 1967
William Seymour, University of New Mexico

Reviewed by Jerry Galloway, Parkway Public Schools

An Introduction to Music Literature is a two volume work writ-
ten to be used as a textbook in general music classes at the ninth
grade level. Volume I is designated Student’s Book and includes most
of the material to be presented in the class. Volume II, the Teacher’s
Manual, contains suggestions for teaching the material found in
the Student’s Book and suggests related musical experiences in lis-
tening, singing, and creative activities.

It is refreshing to find a general music textbook which dares
to deviate from the security of the usual chronological approach.
It is also encouraging to note the absence of biographical trivia
which so generously pads most general music texts. The author,
through his approach, places major emphasis on the music itself
rather than on the lives of composers. As a result, the activities
for the students become more meaningful.

Music literature has been organized into six principal divisions.
The divisions are entitled, “Art Music and the Art Song,” “Solo
Instrumental Music,” “Sacred Vocal Ensemble Music,” “Opera and
Secular Vocal Ensemble Music,” “Music for Large Instrumental
Groups,” and “Chamber Music.” In addition, there is an introductory
chapter on folk music and a concluding chapter dealing with the
modern music which does not fall into the six major divisions.

Each chapter traces the literature in that division chronologically
from the earliest significant examples through the major periods
of music history including the twentieth century. Thus the origin
and evolution of types of compositions, compositional techniques,
style, and performance practices within a given performance medium
become more readily apparent and their development is more easily
followed.

The format.is good. There are abundant musical examples and
a most beneficial glossary of terms as well as informative appen-
dices. A partial summary concludes each part of a chapter and a
complete summary at the end of each chapter reviews the new ma-
terial in that chapter and attempts to relate it to previous chapters.
Although the summaries are beneficial, they are weakened by the
introduction of new material. The Student’s Book contains margi-
nal entries for quick reference and as an aid to organizing the ma-
terial. The author includes “aside” comments and suggestions to
call special attention to certain points or to aid the student in re-
calling some facet of a previous discussion.

.Included, also, are “Musicharts” which serve as visual aids for
assisting the student in understanding the material he has read. The
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charts are not totally effective, however, because the data is vague
and items are often included which have no explanation in the
text.

Assignments and theme topics are suggested. It appears that
most of the assignments require rote memory of the material and
allow little opportunity for inductive thinking or reasoning. They
and the theme topics presume more musical knowledge than the
ninth grade student will possess.

The vocabulary employed throughout is rather mature for a
class of average ninth graders.

While the text is informative, it cannot be termed interesting
reading for a general music class because in the final analysis, the
author resorts to a large accumulation of facts and terms defined.
It would require an intensly imaginative and exceptionally creative
teacher to maintain the interest of the students using this text and
to supplement it in such a way that it would create enthusiasm for
music in the classroom. It would seem that the Student’s Book might
be used effectively as a teacher’s reference manual.

It is, of course, impossible in a broad survey of this type to
include even every major composer and his work and every facet
of every performance medium. However, the following omissions are
regrettable: the work of Richard Strauss and Faure from the chap-
ter on “Art Music and the Art Song”; more detailed discussion of
solo sonatas for instruments other than keyboard from the chapter
on “Solo Instrumental Music”; the operas of Verdi from the chapter
entitled “Opera and Secular Vocal Ensemble”; and the symphonies
of Brahms and Mahler from the chapter on “Music for Large In-
strumental Groups.”

The suggested lists for listening would be more beneficial if
expanded and if specific references were made to the movement or
portion of the movement which illustrates the point the author is
making.

A class taught using Mr. Seymour’s plan could be an exciting
one in the hands of an expert teacher. After all, the business of the
general music class is not to teach history or to study the lives of
great men. The purpose is to focus on the music. There is no doubt
that the author has this purpose clearly in mind.
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- TEACHING MUSICAL STYLE AND FORM TO ELEMENTARY
SCHOOL CHILDREN THROUGH THE PERCEPTION
OF MUSICAL DIMENSIONS

Ed.D. Dissertation. Washington University 1967
Robert Neidlinger, St. Louis University

Reviewed by F. Bion McCurry, Southwest Missouri State College

Review

Dr. Neidlinger’s study is based on his assumption that many
present day music educators are teaching to their students musical
concepts which are not universally applicable to the music, by set-
ting norms for contemporary music with those as music was con-
ceived during the years 1600 to 1900. Because of this, the researcher
feels that a large repertoire of music of other places and other times,
including our own contemporary music, is either ignored in the
music curriculum or is treated superficially. He feels that undesir-
able results are obtained because music educators are conditioning
their students to the musical styles of the common practice period
to such an extent that they easily mistake those styles as the abso-
lute norms against which all other music is to be judged. He further
feels that when music educators confine student’s musical cognition
to one limited area of musical learning, they fail to provide them
with fundamental concepts of musical materials upon which study
of any or all manifestations of those materials may be based. Be-
cause of this, many music classes are producing listeners who are
not capable of understanding music of their own contemporary cul-
ture.

It is obvious that the products of our schools, and specifically
the products of our music classes are, for the most part, consumers
of music. A large majority of elementary and secondary school
students' will not become composers or performers, but listeners.
It is understandable that appreciation for any art form is greater
when the listener or the viewer has, within his experience, infor-
mation and knowledge concerning the relative values of the dimen-
sions of the art form.

At what age should these experiences be made available to the
student? Is there a magic age for the child to begin to learn about
form in music, to learn about musical style, and to learn about con-
cepts of musical dimensions and their relative values? Dr. Neidlin-
ger's study postulates the following hypothesis:

“Children at the elementary level can learn concepts of
the musical dimensions and their relative values, prepara-
tory to subsequent study of musical style and form arising
from those styles and forms, through a program of listening
exercises which focuses attention upon the similarities and
differences in the dimensions.”
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The musical dimensions used by Dr. Neidlinger were time, pitch,
loudness, timbre, and simultaneity. Examples of these dimension-
were tape-recorded first as a single dimension, then gradually as
similated with the other dimensions. Each listening exercise in-
cluded twenty-four examples. Each of the examples in every exer-
cise was progressively more difficult.

An advance organizer was applied to the procedure in the study
by asking the subjects to observe two concrete objects and to com-
ment on the similarities and differences of those objects.

When the listening exercises were presented to the experimental
group, each exercise was played three times to provide for the
synthesis-analysis-synthesis sequence in learning. To determine the
ability of the subject to differentiate and describe the various musical
dimensions, different lengths and sizes of cylinders were placed on
a peg-board by the subject to indicate the dimensions of time, pitch
and loudness. Colored beads were used to represent timbre. The
final arrangement of the cylinders and beads comprised a visual
symbol of what the subject had perceived.

The control group was taught by the regular music teacher
who used traditional procedures in presenting the listening lesson.
The subjects ranged in age between seven and eleven years. A pre-
test and post-test technique was used as an evaluative measure to
determine whether or not the subjects had been able to gain in their
perceptable acquity.

Results

By applying statistical treatment to the pre-test and post-test
scores of both the control and experimental groups, it was found
.that the T scores were quite small, indicating no significant differ-
ence between the mean scores of the pre-test and those of the post-
test. Therefore, the postulated hypothesis was rejected. .

Reflections

Dr. Neidlinger has done a thorough job of reviewing psycho-
logical theories of learning. This very large section of the study not
only reviews these theories for the reader who has been able to
study psychology extensively, but also presents a detailed explana-
tion of these learning theories to the non-psychologist.

The study was limited due to the fact that a small number of
subjects was used, and that laboratory conditions for the experiment
were not available. The manipulation of the cylinders and beads
by the subjects may have been a determining factor in the low T
scores when statistical treatment was applied to the mean scores
of the control and experimental groups. The reviewer feels that a
weakness of this experiment lies in the method of response used by
the researcher. Perhaps some other type of response which the
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subjects were more accustomed to giving, such as an oral or writ-
ten one, would have resulted in a different outcome of the experi-

ment.

While the study is a limted one, it is of a kind which is needed.
So-called listening or “appreciation” music lessons have too long
been made with a haphazard presentation on the part of many teach-
ers. It is too easy for the teacher to say to the class: “Today we
will listen to this recording. I hope you will enjoy it.” It is feasible
to assume that children of any age will be more receptive and enjoy
listening to music if they first have some insight into the make-up
of the selections being heard. If they can learn to discriminate and
to differentiate between the parts and dimensions of a musical se-
lection, their knowledge and enjoyment of that selection as a whole
should be greatly enhanced. The question still remains, however,
as to when and how these dimensions are to be included in the
music curriculum.

Although the original hypothesis of this experiment stands re-
jected, Dr. Neidlinger’s contribution is no less important. A negative
result of research is as important as a positive one. The result of
one piece of research, either positive, or negative, is not necessarily
final and decisive. Only after the research project has been repeated
several times can a conclusive result be obtained. Dr. Neidlinger has
made a definite contribution to the field of music education. It is
hoped that since his interest lies in this area, he will continue fur-
ther research.
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THE HISTORY OF MUSIC IN KANSAS CITY: 1900-1965

D.M.A. Dissertation. University of Missouri in Kansas City, 1967.
James Milford Crabb, Kansas City, Kansas Public Schools.

Reviewed by M. O. Johnson, Independence, Mo. Public Schools.

This review of music history from 1900 to 1965, is a prodigious
work concerning the musical activities and their development in
the metropolitan area. Because all of the information does not per-
tain to the history of public school music, and because the disserta-
tion proved to be such interesting reading, the reviewer has quoted
several sections of the writing verbatum. Also, because the history
of the public school music program is inter-woven within the total
story, we have the permission of the author to reprint that informa-
tion about the music in the public schools.

. . . The public schools began to function in 1867 when the
Kansas City School District was organized. Central High School was
opened that year. The public library was opened in 1874.

In 1874, there were 4,163 pupils in a town of 32,260. Manual
High School was opened in 1897. Kindergartens were started in
1893. Lincoln High School was opened in 1906 and Westport High
School in 1908.5¢

Mr. E. C. White was employed at an additional salary of $25
a month to teach music to the teachers of schools, and to give such
aid as they require in their classes, to enable them to teach elemen-
tary principles of music successfully in their schools.*”

S. G. Bennett was the first Supervisor of Music for the Kansas
City, Missouri Public Schools, serving from 1890 to 1894.5*

S. G. Bennett was engaged by the Board of Education to teach
vocal music at the high school in 1895. The board adopted the Nor-
mal Music Course to replace the National Music Course. He re-
quired the pupils to memorize the following statement: “Loud sing-
ing in a schoolroom is disorder.”?? :

Professor Carl Betz was Supervisor of Music and Calisthenics
from 1896 to 1898. '

By 1900, the oldest district school system had largely disap-
peared. A school or group of schools was supervised by a superin-
tendent, principal, and special supervisors. The grade teacher taught
each of the subjects offered, including music.

Bessie M. Whitely was supervisor of music for the Kansas City,
Missouri Public Schools. Carrie Farwell Vorhees was the music
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teacher at Central High School; Maybelle Lucas was the vocal mu-
sic teacher at Lincoln High School; Mrs. Jennie Schultz was the
music teacher at Manual Training High School; and Jennie Rose
was the vocal music teacher at Westport High School. The elemen-
tary teachers taught their music in their classrooms. Weekly music
meetings were held at the Library Building by the supervisor of
music to assist teachers who needed help.%!

Rote singing was replaced by music reading and consideration
of the indvidual child with his unique vocal possibilities. The fact
that the child could learn to read music gave music a more secure
position in the curriculum.

The teaching of music was very satisfactory in those
schools where the teacher especially qualified was intrusted
with the instruction of several classes, as was the case in
the Lowell, Jefferson, Longfellow, and Yeager Schools.®

The responsibilities of the schools are carried out through the
local school boards and by the cooperation of the school personnel.
The school’s purpose is to develop good citizens — morally, socially,
economically, politically — by giving each child the opportunity to
satisfy his needs, interests, and abilities.

.. . Many of the European musicians who came to Kansas City
brought skills handed down as a sacred trust. These persons have
been honor bound since the Middle Ages to maintain high standards
as performers and as instrument makers or repairmen.

Most Americans are children of immigrants, many of whom
came seeking refuge on the frontier. “Kansas City was, for many
years, the narrow part of an hourglass bringing the pioneers to its
portals and spreading them westward by way of the Santa Fe and
Oregon Trails, the ralroads, and finally the airplane.”*

The European immigrants and emigrants from the Eastern
United States brought a culture which they imposed on Kansas City.
As the city matured into a great financial and industrial center, the
layer of culture made it a musical center as well.

Carl Busch and Contemporaries

The “Father of Kansas City Music,” as Carl Busch was later
called, came to Kansas City (128,000 population) in 1887 at the
age of twenty-five and, for more than fifty years, took an active
part in the music of the community. He found people interested in
music, seeking expression in singing societies and other musical
groups. There was widespread ambition to attain amateur skill
with some instrument. The city was enthusiastic about good opera
but had only vague ideas about chamber and symphonic literature.
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Busch left no fortune but helped give the city a national repu-
tation as a cultural and civic center. He was born in Bjerro, Den-
mark on March 29, 1862, the youngest of five children.®® The boys
were tutored at home by a governess, trained in music as well as
academic subjects, during their early years. Carl practiced on the
flute, cello, and violin but did not study music seriously until he
was nineteen. His father enrolled him in law school at Copenhagen
but Carl, against his father's wishes, turned to music. He enrolled
in the Copenhagen Conservatory of Music to study piano with Bon-
desen, theory with Niels Vilhelm Gade (1817-1890) and Emil Har-
mann (1836-1898), and violin with Lars Tofte (1832-1907). He
worked so diligently that within three years he was able to secure
engagements with the Copenhagen Symphony Orchestra and the
Royal Opera House Orchestra. Busch won a scholarship to the Brus-
sels Conservatory but it was revoked because he worked on com-
position instead of attending orchestra rehearsals.

Busch went to Paris and found a position with Benjamin Go-
dard’s orchestra where he was assigned as a violist in a viola sec-
tion of twenty players. He studied wth Godard in 1886 and was
able to secure, through Godard (1849-1895), playing engagements
with Anton Rubinstein (1829-1894) and Camille Saint-Saens (1835-
1921), who were in Paris at that time. He also became acquainted
with Charles Gounod (1818-1893) and his works. He accepted an
engagement to play in a resort hotel in Southern France but the
hotel burned, leaving him without a position. He had heard, through
a violinist friend, that there were oppirtunities for musicians in
Kansas City. He found three other musicians, former fellow mem-
bers of the Royal Opera House Orchestra of Copenhagen, who were
interested in going to the New World and organized the Gade String
Quartet (Busch’s hero was Niels Vilhelm Gade, his violin teacher
and a composer). The members of the quartet were: Daniel Hanne-
man, first violin; Valdemar Pappenbrock, second violin; Henri Mat-
thiassen, cello; and Carl Busch, viola. Their contact in Kansas City
was Thyge Sogard, Danish Consul, who was former music publisher.
Sogard was interested in having string quartet concerts presented
in Kansas City. The members of the quartet were interested in find-
ing fame and fortune in the New World of America.

In 1887, the Gade String Quartet played several 'concerts in
Sweden and then came to the United States and Kansas City to
make fortunes and reputations.

The quartet arrived in Kansas City after an ocean trip and a
rail trip via Canada. They had few clothes but carried a collection
of Beethoven, Mozart, Haydn, and Boccherini string quartet scores.
The long trip and the first Kansas City concert for a small audience,
on an afternoon in a gloomy hall on the second floor at 916 Main
Street, made the men feel discouraged. Carl Busch played a viola
solo, “Legende” by Wieniawski (1835-1880), on this concert with
Mary O’Doherty (Mrs. Lee Riley) at the piano.’® This concert was
sponsored by the Lorelei Society and Mr. W. H. Lieb.
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KANSAS CITY SYMPHONY ORCHESTRA

CARL BUSCH, Conductor

Soloist, Miss ELIZABETH PARKINA, Soprano
NOVEMBER 4th, '1912

PROGRAM

Symphony No. 3, in A Minor (Scotch) - F. Mendelssohn
Introduction-Allegro agitato
Scherzo-Assai vivace
Adagio cantabile

Allegro Guerriero-Finale Maestoso

Scene and Aria from “Lucia” - - - G. Donizetti

MISS ELIZABETH PARKINA
(Flute obligato Mr. J. Rendina)

Intermission
Overture fq “Rienzi” . - - - R. Wagner
Aria, Depuis le jour from “Louise” - - G. Charpentier
MISS ELIZABETH PARKINA
Scene and Valse from Ballet “Gretna Green” - - E. Guiraud
Prelude to the 4th scene of “La Vierge” - - - J. Massenet
“Carnival in Paris” - - - - - - J. Svendsen

Steinway Grand Piano from J. W. Jenkins’ Sons Music Co.

Fig. 6.—Kansas City Symphony Orchestra Program, Second
Season, 1912-13, Monday Afternoon, November 4, 1912, Shubert

Theatre.
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The Kansas City, Missouri Public Schools were making pro-
gress in music under the direction of Mrs. Bessie M. Whitely.

It was Mrs. Bessie M. Whitely (Supervisor of Music
from 1900-1921) who first sought to place music on an
equal basis with other subjects in the curriculum. Inter-
class contests were organized, school concerts were given
and school orchestras were formed. By 1911 some schools
started their own music libraries. Instrumental music classes
for beginning band and orchestral instruments were autho-
rized by the Board of Education in November, 1916. Her
course of study stressed a uniform method -of teaching,
books for indigent children, sight-reading, and development"
of a sense of rhythm.!"¢

Great strides were made in music. Progress was mdx-
cated by the desire for higher standards of excellence in
rendition of school songs, establishment of school concerts,
installation of musical libraries, interclass musical con-
tests, school orchestras, purchase by schools of pianos and
player pianos for the use of the pupils, patronizing of high-
class musical entertainments — assistance rendered by the
school children.!%7

The establisrment of daily drill in school music and methods
in the Normal Department was a most progressive measure.
Music festivals were held and school orchestras organized.
Thirty-three school orchestras were organized with a total
of more than 300 students. In 1913-1914, two events of great
educational value occurred, — a concert between the choral
organizations of the high schools and a concert by the Kan-
sas City Symphony Orchestra for children of the elementary
grades.1®

Music appreciation lessons were given in many schools
during the “Children’s Hour.” In the fall of 1915, elemen-
tary and high schools combined in a choral and orchestral
ensemble in the preparation and performance of music for
the entertainment of the State Teachers’ Association.!??

On April 9-10, a performance was given at Convention
Hall. 150 pupils of the elementary schools furnished the
orchestra music; fifty-six schools and 3,000 pupils were rep-
resented. The next year a community orchestra was formed
with the Jefferson School as the center. It was composed
‘of members of the high 'school and grade school orchestras,
and adults of the community; thirteen schools were rep-
resented.’?

Orchestral instrument classes, — violin and other instru-
ments, — were held after four p.m., not more than twenty
cents a lesson from each pupil in classes from five to ten.
Such classes were held in thirty-one schools. 111

. “In 1916, the teaching of band and orchestra instruments was
authorized by the Kansas City, Missouri Board of Education.”134
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The music system in the Kansas City, Missouri Public Schools
before 1921 had consisted of a supervisor of music and an assistant,
with a music teacher in each high school. The teachers in the ele-
mentary schools taught music to the pupils in their classrooms with
the aid of the music supervisors.

. Prior to 1921, the Kansas City, Missouri schools had lagged in
the development of the music program. Only about ten per cent of
the high school students came into contact with music. Los Angeles
High School in California, as a comparison, had sixty per cent of
its students elect music as a subject toward graduation.

The Kansas City, Missouri Public School Board engaged Ma-
belle Glenn as supervisor .of music in 1921. She had the responsi-
bility, with three assistants, R. H. Brown, Mrs. Esther Darnell, and
Miss Sarah Clifford, of directing the music program for a junior
college (music classes and a teacher’s college), four senior high

. schools, six junior high schools, and eighty-eight elementary schools.

The progress made in the Kansas City, Missouri Public Schools
in 1924 is indicated in the Annual Report to the Board of Education
by the Superintendent of Schools.

Much is being done in music through the formation of
more orchestras, classes in the appreciation of music and
teaching of piano. It is most interesting and enjoyable to
see and hear the kindergarten and primary orchestras,
formed to develop rhythm.

The little folks are taught to listen to the music, often
played on the victrola, and determine which instruments
should be played at different stages of the piece. The instru-
ments used are bells, drums, toy instruments, small cymbals,
and tambourines, often made by sewing tiny bells to the
edge of a paper plate. ‘

The School Board co-operates with the Kansas City

~ Symphony Association in bringing concerts to the school

children. Miss Margaret Lowry, who replaced Miss Edith

Rhetts, who was engaged by the Detroit Symphony, as mu-

. sic. appreciation director, spends most of her time in work

with the school children under the auspices of the Kansas

City Symphony Association. Music contests upon which the

- boys :and girls prepare are held each spring. Concerts are

held during the fall and winter. Pupils are prepared through

the use of phonograph records, received in the office of

the superintendent, and- by music appreciation notes for
children’s symphony concerts.

" In 1924, the teaching of piano in classes was begun un-
der the supervision of Miss Helen Curtis and Miss Mabelle
Glenn. Each child pays ten cents for a lesson. Both ele-
mentary and high schools give credit for outside music.!3"

By 1925, the music staff in the Kansas City, Missouri Public
Schools had been increased.
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By 1925, Mabelle Glenn had ten music teachers in the
four high schools, four elementary school supervisors, one
piano supervisor, fourteen piano teachers, one violin super-
visor, seven violin teachers, one part-time teacher for each
orchestral instrument, two music appreciation teachers, and
one special music teacher for each platoon or departmental
school.138

Each of the 45,000 children in the elementary schools in the
Kansas City, Missouri Public Schools received daily instruction in
music from the classroom teacher. Enrollments in the high school
music classes increased. There were bands, orchestras, glee clubs,
classes in general music, appreciation of music, instruments of the
band and orchestra, and piano. Mabelle Glenn started free instru-
mental music classes with instruments loaned to the students with-
out charge. Piano classes were started in the elementary schools.
Credit was given for private lessons taken outside of school from
private teachers. Students could earn up to six credits toward gradu-
ation from high school on a basis of one credit per semester per
instrument. Credit could be earned on all symphony orchestra in-
struments as well as in piano and voice. Monthly reports were re-
quired on the pupil's work. Examinations were given at the end
of each semester by a selected committee.

Young Peoples Concerts were again scheduled. Carl Busch had
given symphony orchestra concerts for school children as early as
1911. Children were prepared for concerts by lessons in apprecia-
tion which included the use of special music notes and recordings
when available.

Music Memory Contests were scheduled and a teacher’s chorus
was organized. City Festivals were organized and Christmas Sings
were held at the Union Station.

Mabelle Glenn was secretary of the National Music Supervisors
Conference in 1918 and from 1920 to 1925 served as a member of
the organization's National Board of Control. When the Music Su-
pervisors National Conference was held in Kansas City in 1925, the
full forces of the Kansas City Schools and the community rallied
to provide a memorable program for all who attended.

Mabelle Glenn was elected as the first president of the South-
western Music Supervisors Conference in 1926 when the National
Conference went on the biennial plan. In 1928, Miss Glenn was
elected president of the Music Supervisors National Conference. She’
was instrumental, as president, in the establishment of the national
office in Chicago with an executive secretary. This office is now
located in the National Education Association building in Washing-
ton, D.C. '

Miss Glenn was elected co-president of the Anglo-American
Music Conference in Lausanne, Switzerland in 1929.

Mabelle Glenn was a successful educator, 'a competent musi-
cian, and particularly resourceful in the area of methodology in
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music and music materials for young people. She believed in the
use of live music because she felt that the real love of music was
best developed at the concerts. She became well-known as a com-
munity worker as director of the boys’ choir at Grace and Holy
Trinity Church and through her work with the Kansas City Phil-
harmonic Orchestra. The Philharmonic children’s concerts, the 7,000-
8,000 pupil choruses in the Arena, and the Grace and Holy Trinity
boys’ choir set high standards of excellence. When not involved in
the direction of the large events or the desk responsibilities of her
position, Miss Glenn made frequent visits to the classroom.

“Music for every child” was her objective. She believed that
America was restless because many young people lacked an emo-
tional outlet. She wanted to stimulate self-activity through music
in the schools, the kinds of activity that bring their rewards in sat-
isfaction. She believed that instilling the love of music in children
was the principal task of each music teacher.

Miss Glenn served as a lecturer for colleges and universities,
including Northwestern University, San Jose State Teachers’ Col-
lege, University of Southern California, Columbia University, Uni-
versity of Idaho, Washington State College (Pullman), Julliard
School of Music, University of Cincinnati, University of Michigan,
University of Minnesota, University of Montana, University of Utah,
University of Arizona, University of Texas, and Drake University.

Miss Glenn received the honorary Doctor of Music de-
gree from the Chicago Musical College in 1930 with Percy
‘Granger. Rudolf Ganz was the director.

In 1943, she received another honorary Doctor of Music
degree from Monmouth College, her old alma mater.137

. In 1933, she received the honorary Doctor of Music degree from
the Kansas City-Horner Conservatory of Music.

Mabelle Glenn was helpful in promoting the circulation of thou-
sands of musical scores and recordings through the assistance of the
Kansas City, Missouri Public Library. A pamphlet (1939) was
published by the library which contained lists of miniature orches-
tral scores, operas, cantatas, operettas, choral music, anthems and
sacred cantatas, masses, and oratorios with available recordings.

Miss Glenn had added eight instrumental music teachers in the
.elementary schools by 1950.

Mabelle Glenn created a music education program in the Kansas
City, Missouri Public Schools and a community relations program
in the city that caught and has held national attention to the present
‘time. She had a unique ability to secure help when she needed it.
Her brilliant and joyful personality, her knowledge and her power
to inspire others, gave her an important place among the great fig-
ures of music education. .

The Kansas City, Missouri Public Schools had an extensive
radio broadcasting program in elementary music from 1946 to 1952.
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The program was directed by Mabelle Glenn and Alice Gallup and
broadcast by Station KMBC . . . S

. . . Mabelle Glenn was succeeded upon her retirement in 1950
by Robert Milton, vocal music instructor at Southwest High School
(1937-1950). There were five vocal music supervisors and eight
elementary music teachers. Milton increased the music budget to
provide for added services. Roy Tharp was appointed elementary
instrumental music supervisor in 1951. The staff of eight elementary
instrumental music teachers was increased to eighteen in 1951 and
all were given contracts.

Robert Milton died in 1961 and was succeeded by Richard C.
Berg, a well-known writer, lecturer, and authority on audio-visual
aids with special interest in educational television. He came from
Yonkers, New York, where he had been director of music and a
consultant for the New York State Department of Education. “In
1962 there were 10 vocal music assistants and 18 instrumental mu-
sic teachers under contract.”!*! Tharp was appointed assistant di-
rector of music in 1964, with special responsibility for elementary
and high school instrumental music. Under Richard Berg’s guidance,
the music budget for equipment and materials was greatly improved.
The Music Educators National Conference convened in Kansas City,
Missouri in March of 1966 with' Richard Berg in the capacity of the
host music director. A Kansas City Night was presented the evening
of March 21, 1966 to a capacity audience of M.E.N.C. members and
Kansas Citians. Several thousand pupils from the Kansas City,
Missouri schools were featured on the program . . . _

. . . The Kansas City Conservatory of Music is about to take
advantage of the authority granted them in its charter by
the state of Missouri, and establish advanced courses of
musical studies in all branches, upon the completion of which
will be granted in their order the degrees of bachelor of
music, master of music, and doctor of music. In arranging
these courses, Dr. Hans Gartlan, who for many years was
director of the Royal Conservatory of Odessa, Russia, will
follow the standards established by the greatest musical in-
stitution in the Old World.14

On September 1, 1914, Charles F. Horner, an enterprising young
teacher from Menomonie, Wisconsin, established the Horner Institute
of Fine Arts at Linwood and Holmes. He had attended the Univer-
sity of Nebraska Law School and had been a principal of the Eddy-
ville, Nebraska school prior to coming to Kansas City. His estab-
lishment of the Institute was coincident with the move of the Con-
servatory to 1515 Linwood. The curriculum of the Horner Institute
of Fine Arts was organized by Earl Rosenberg to give a thorough
course of study in the areas of music, dramatic art, and painting.
The first year enrollment included 200 students, 134 of whom were
professional musicians attracted to the school by the quality and
reputation of the faculty members.
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The faculty aimed to give the highest artistic instruction and
: ‘education to young men and women and to urge the ideals of serv-
ice to their fellow men. The school was dedicated to the serious
study of the fine arts. Each teacher was chosen on the basis of
- artistic excellence, ability to impart his ideas to others, and high
. moral qualities. The program was aimed as serving two types of
students — those who had a professional purpose and those who
.wished to attain more knowledge and proficiency in their area of
- culture.

On September 6, 1926, the amalgamated schools, the Horner
Institute and the Kansas City Conservatory opened for the 1926-
1927 term. The main offices were at 3000 Troost and the facilities at
- 1515 Linwood remained in use. Branch studies were continued at
- the Country Club location, 63rd and Brookside; Rockhill, 4016 Wal-
nut; Northeast, 140 South Chelsea Street; Pembroke, at 75th and
-~ State Line; and in Kansas City, Kansas at 40 South 18th, the Ar-
- gentine District, and the Quindaro District. The school operated un-
" der a charter from the state of Missouri as a public institution, not
operated for profit and non-sectarian. Charles F. Horner was presi-
. dent, and L. L. Marcell was chairman of the Board of Trustees.
 There was a thirty-three member Board of Trustees with an Ad-
- ministrative Board, or Executive Committee, of five, headed by
Earl Rosenberg and including Henry Gorrell, Albert H. Johnstone,
" Forrest Schulz, and John Thompson. Horner served without salary
. and Miss Grace Kaufman continued as registrar. There were three
" ‘classes of trustees — honorary, advisory, and active. There was a
. combined faculty of 80 teachers and a student enrollment of nearly
. 5,000 students. The faculty included graduates in many areas of
music and veterans of the concert field.

, The Horner Junior College was established in 1932 to provide a
" regular college course in academic subjects. Sixty semester hours
. of academic subjects leading to the degrees of Associate in Arts
 and Associate in Education were offered (see Figure 14). The
. Board of Trustees, composed of nearly one hundred leading citi-
- zens of Kansas City, named Charles F. Horner as president and
" Clyde E. Evans as dean. The Advisory Committee included: O. C.
Sanford, Assistant Superintendent of Instruction, State of Missouri;

- George Melcher, Superintendent of Public Instruction, Kansas City,
. Missouri; and A. Ross Hill, former President, University of Missouri.

Courses Leading to Degrees in

Music - Theatre Arts Dancing Expression
, Kansas City — Horner Conservatory
Freshman-Sophomore Classes, College of Liberal Arts
T Horner Junior College
Va. 6544 Lo. 3737 Dr. 0345 Ind. 829

. .'Fig. 14 — Advertisement from the Kansas City Journal-Post,
" February 12, 1933.
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In 1934, the Kansas City-Horner Conservatory of Music was
renamed the Conservatory of Music of Kansas City. Earl Rosen-
berg remained as manager for several years until he resigned to
enter personnel work with Lockheed Aircraft in California.

In 1936, the school was moved to the Armour Mansion, former
home of Mrs. A. W. Armour, at 3500 Walnut Street, with each fac-
ulty member acting as an administrator. The Trustees supported
the faculty during this period with John Thompson, eminent pianist,
serving as director for both the college and the preparatory school.
From 1936 to 1955, the Conservatory used the auditorium of the
Unitarian Church at Thirty-fourth and Baltimore for assemblies
and summer workshops.

The Conservatory of Music presented a concert of original com-
positions by the students from the studio of Francis Buebendorf on
the evening of May 9, 1950 in the Unitarian Church, 3425 Baltimore
Avenue, Kansas City, Missouri. Soloists included Robert Downs,
baritone; Virginia French, piano; Judith Hulse, piano; Gordon May,
flute; John Raimo, piano; Marilyn Sailor, piano; La Vergne Gresich,
piano accompaniment. The Conservatory String Quartet was fea-
tured. Compositions included sonatas for piano by Ben Olsen and
John Elliot, a suite for string quartet by Don Duncan, and a song
“Lullabye” by Jack Ralston.

In 1951, the Conservatory was moved to 4420 Warwick Boule-
vard, the former Mrs. Simeon B. Armour home and carriage house.
This facility offered an opportunity for an expanded program, with

. twenty-two studios, nine practice rooms, and a classroom. The car-
riage house (or Annex) now has eight studios and a classroom on
the second floor. The first floor is used for classes in ballet.

In 1954, ground was broken for Grant Hall. Mr. Grant was sur-
prised at the ceremony to find that the building was to bear his
name. Mr. and Mrs. Grant had contributed $100,000.00 for its con-
struction. Later donations from Mrs. Grant totaled $40,000.00, which
helped liquidate the building debt on Grant Hall.

In 1955, the new $250,000.00 Grant Hall and Stover Auditorium
was opened for use. This new and additional facility had 16 studios,
a 250-seat recital hall, library, 4 classrooms, 6 practice rooms, a
kitchen, dining hall, and administrative offices.

The honorary Doctor of Music degree has been conferred by
the Conservatory of Music on Carl Busch, Madame Ernestine Schu-
mann-Heink, Howard Hanson, Hans Schwieger, Forrest Schulz,
Harvey Ringel, Regina Guilmette Hall, Richard De Young, Donald
Swarthout, and Mabelle Glenn.

The year 1956 was the Golden Anniversary for the Conserva-
tory of Music. The school, started by John A. Cowan on a modest
scale, had succeeded with high standards. A large group of influ-
ential Kansas City citizens had placed the school on a permanent
civic basis as a non-profit institution. This list of sponsors has in-
cluded such persons as W. T. Kemper, Irvin Kirkland, R. A. Long,
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J. W. Jenkins, John F. Downing, Herbert F. Hall, J. C. Nichols,
J. L. Love, D. J. Huff, Mr. and Mrs. W. T. Grant, W, D. Grant,
Henry D. Ashley, John Henry Smith, Phil R. Toll, Sigmund Harz-
feld, Mrs. Russell Stover, Powell Groner, Cliff C. Jones, Sr., Cliff
C. Jones, Jr., Mrs. Walter Jaccard, Charles F. Horner, William Hut-
tig, L. P. Rothschild, Dr. James DeRenna, Lester Milgram, and
Henry C. Haskell. Most of the prominent Kansas Citans of the era
and leading musicians in the city were associated with the Conserva-
tory at various times.

The directors for the Conservatory of Music have been Arnold
Volpe (1922-1926), Dr. Earl Rosenberg (1926-1928; 1929-1930), Al-
bert H. Johnstone (1928-1929), Dr. John Thompson (1931-1938),
Harold Van Duzce (1939-1940), Dr. Wiktor Labunski (1941-1958),
and Dr. Archie N. Jones (1959). The directors have maintained the
high standards inherited from John A. Cowan and Charles F. Horner.

The major problem in the consummation of this work is
the selectlon and not the collection of data. To be the author of a
careful scrutiny of the Kansas City musical scene is a tremendous
and on-going responsibility. It is hoped that as additional studies are
made that more sources will be located and made available for
study. The search for pertinent information has been difficult, frus-
trating, and exciting! Stern consideration of space and time have
limited the study to representative persons and events from each
period .

The review of this dissertation has been handled a little dif-

ferently than the usual review. In addition to the information about
the music in the public schools of Kansas City, Missouri, the His-
tory of the whole metropolitan area is included. It will prove inter-
esting reading to more than the local residents. The early history
abounds with interesting incidents of musical programs, the prob-
lems of staging these events, raising money, and obtaining the back-
ing of the financial barons of the day. A most interesting aspect of
the writings includes the programs of the individuals, groups, and
companies of traveling organizations. The reprinting of these pro-
grams gives us insight into the musical fare of the early settler and
kinds of musical entertainment that seemed most readily accepted.
Of no small importance is the fact that entertainers performed in
. auditorium that were large enough to seat more than a thousand
" people. _
It is a known fact that this History is the first of its kind in
- the Kansas City area. It will serve no small purpose to those in
" future years who will continue to write about the daily happenings
in the musical world of the Kansas Cities. It can only be hoped that
a continuum will be kept of the important happenings.

In addition to the historical information set forth in this disser-
tation, about one hundred sixty pages are devoted to reprints of
. programs, critiques of these events, names of music critics, perform-
ers, personnel of many of the performing groups, directors of musi-
cal and theater activity, and historical accounts of the men and
women engrossed in the daily problems connected with the arts.
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FOOTNOTES

(These footnotes will refer only to the written material being quoted
from the original dissertationn. The footnote numbering was not re-
vised nor altered for this particular publication.)

“$Kansas City Journal-Post, September 6, 1925.

“TSecretary’s Minutes, Article 3535, Kansas City, Missouri Board of
Education (October 2, 1878) 266. :
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19

%1 Annual Report, Kansas City, Missouri Public Schools 1902-03, 183
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City, Missouri” (unpublished Master's thesis, Dept. of Mus. Ed., University
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184Annual Report, Kansas City, Missouri Board of Education, 1913-
1914, 71-72.

109 Annual Report, Kansas City, Missouri Board of Educatlon, 1915-
1916, 95. ,

1101bid.

" Annual Report, Kansas City, Missouri Board of Educatlon 1916-1917
718.

133William Theophilus Eicher, “The Use of Professmnal Symphony Mu-
sicians as Instructors of Instrumental Music in the Public Schols” (unpub—
lished Ed.D. project, Columbia University, 1958), 160

1341Kansas City Star, October 16, 1966.

135E]la Wiberg, ‘“The History of the Development of Public Educatlon
in Kansas City, Missouri” (unpublished Master’s The51s University of Wis-
consin, 1925), 59.

136George Holgate, The Life of Mabelle Glenn, Music Educator (West
Yarmouth, Mass.: Rainbow Press, 1965), 22.

1377 bid., 136.

H1Interview with Roy Tharp, July 29, 1966.

HsKansas City Journal, November 11, 1917.
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