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ABSTRACT

The focus in education today is on change and innovation. In-
structional practices are being challenged and re-evaluated, new cur-
riculum strateqies developed, and facilities studied in order to
discover better ways of assuring greater individual achievement for
each student. This dissertation features a plan to expand the music
curriculum by providing carefully designed and sequenced materials for
independent study and self-directed learning in choral music offerings
at the secondary school level. A basic premise of the dissertation is
that much of the cognitive learning in music can be programed. Pro-
gramed instruction offers the student a means of individualizing his
acquisition of musical skills and understandings. Such instruction
can be particularly effective in an educational environment which em-
phasizes flexible scheduling.

This dissertation has been organizéd for presentation into
two separate sections. Part | has given attention to the current edu-
cational climate and to new technology and different avenues for or-
ganizing instructfon. Part Il consists of five important phases of
learning in the study of chora! music, each of which is in the form
of original programed instruction. Each phase has considered a dif-
ferent element of learning which is essential to the understanding,
performance, and enjovment of music. The sections are planned to elic-
It student responses to the audio and visual aspects of music instruc-
tion. Phases 1, 2, and 3 develop self-instructional materials to

In



supplement reqular classroom study in the association of musical
sounds with the appropriate musical symbols. Information sheets,
tapes, and inquiry sections requiring written or sung responses help
the student gain skill in dealing with three components of music:
intervals, rhythm, and melodic arrangements. Phase 4 is titled Becom-

ing Acquainted with Our Heritage in Music Literature. Assigned Listen-

ing to Programed Materials. It is based on the assumption that music

literature can be programed and made available for individual study;

that exposure to music literature from the past and present can add vari-
ety, dimension, and enrichment to the school experiences of students;

and that the priority for initiating this type of study opportunity for
the majority of all students enrolled in high school remains crucial.

The work selected to indicate the type of material which might be pro-

gramed is the ''Crucifixus' from the Mass in B Minor by Johann Sebastian

Bach. 1t Is the writer's conviction that students need to develop de-
sirable attitudes toward the constructive use of leisure-time. Instruc-
tion in music can focus on these ends by encouraging individuals to
"explore areas of speclal interest while still In school and to be self-
directing and self-evaluating in avocational endeavors. Consequently,

Phase 5 is titled Becoming Acquainted with Our Heritage in Music Liter-

ature. Listening to Programed Materials as a Leisure-Time Activity.

It deals with musical theatre - an area of special interest to many
young people. Phase 5 explores the history of musical theatre and looks

specifically at one example, Kismet. Programed information and response



xi

sheets with melody and accompaniment tapes for independent vocal study
are provided. For those students who are motivated to consider more
advanced, yet related material, a section is included which presents

the Polovtsian Dances performed as an orchestral suite.

Finally, the dlssgrtation has emphasized the desirability of
continued research to determine and describe behavioral objectives more
specifically as well as to restructure educational strategies in music.
It has proposed that the study of choral music, when planned for sig-
nificant achievement and when utilizing new technology, can offer young
people in our schools new dimensions for using and understanding music

in all of its many facets.
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THE NEED FOR THIS PLAN



CHAPTER 1
CURRICULUM CONSIDERATIONS

Learning and Motivation

New technology and plans for organizing instruction offer
unlimited possibilities at the present time for enriching educational
experiences. The innovative possibilities of the new technology have
had a powerful impact on traditional concepts and teaching procedures.
For example, the use of programed instruction has resulted in more ef-
ficient use of both student and teacher time. Such instruction utilizes
textbooks, tape recorders, teaching machines, or television to present
brief but specific and carefully selected information. The presentation
of material is logical and in small sequential steps. The learner
responds at each step and receives immediate feedback or accuracy of
answer. Reinforcement! is provided as he progresses through each stage.
Knowledge of correctness of response and designed variations in the
sequence of repetition both have reinforcing effects. Through this
pattern of stimulus, response, and reinforcement, the learner's be-
havior is altered gradually through a series of successes rather than

discouraging failures.

1. Reinforcement is the occurence of a consequence which
strengthens the behavior that produced the consequence. William A,

Deterline, An Introduction to Programmed Instruction (Englewood
Cllf;s, New Jersey: American Instltute for Research, Prentice-Hall,
1961).




The use of programed instruction can eliminate having to spend
a fixed amount of time on a particular subject at a fixed period for
each student regardless of individual differences. Motivation vari-
ables which take into account such items as boredom, novelty, and rein-
forcement, may be incorporated into programed instruction, be observed,
and manipulated. Through careful evaluation, it is possible to learn
what the student has achieved and under what conditions. A record of
student responses provides a basis for revision of the program.

Programed instruction is particularly effective when it is
combined with new plans for organizing instruction, such as flexible
scheduling and nongrading. These plans deal with the daily time allot-
ment for subject areas in the curriculum and are based on the premise
that scheduling of school time can be better organized than the
widely-accepted practice which allots the same number of minutes daily
to each subject.

The challenge to education, then, is two-fold: to determine
which learning experiences are most significant for the individual, yet
are relevent to the needs of the soclety in which he will live and to
discover the most effective means of presentation for these experiences.

in music, as In other subject areas, attention must be focused
on developing more completely educative course content and more produc-
tive teaching procedures. The tq;k of music educators is to guide stu-
dents through musical experlencesﬁthat provide the knowledge, skills,

and aesthetic appreciations which an educated individual should possess.



The music curriculum must offer diversified education for different
individuals, with the emphasis on ‘‘release, quest, and discovery rather

than restraint, regurgitation, and rote memory as now.''2

The Current Educational Climate

Curriculum may be defined as the learner's involvement with
various facets of his environment as planned by the school. For example,
the learner's involvement with his teachers, classmates, and other
persons; his involvement with materials and facilities; as well as his
involvement with subject matter and ideas are all important curricular
considerations. The major goal of the high school is to offer the kind
of instructional opportunities through which each student can develop
his capacities to the fullest possible degree.

A curriculum reform movement is presently under way. The dis-
cipline-or-subject-centered era, now at its peak, concerns itself with
organized subject matter and the discipline as a separate entity in the
curriculum. This movement emerged shortly after the Soviet satellite
Sputnik in 1957 and the ensuing national competition for space explora-
tion. School curriculums reflected this situation and focused attention
on those subjecf areas which would prepare students for future science
study. Music, as other of the fine arts, was assigned to a position of
lesser importance, and, in some instances, the result was loss of school

time and loss of student and teacher personnel. Music instruction was

2. B. Frank Brown, The Nongraded High School (Englewood Cliffs,
New Jersey: Prentice-Hall, Inc., 1963), p. 8.



the object of frequent criticisms; its lack of academic depth and
breadth elicited the label "frill,'" and teachers found that it was nct
always easy to secure and maintain a place for music as a subject arca
in the curr}culum. The emphasis of the discipline-centered era proved
to be somewhat difficult for music educators as a whole.

The current direction of curricular reform is toward a total-
curriculum, in which the learner's total diet will be the concern. This
era is just emerging and may gain momentum in ten to fifteen years.

This curriculum will include various phases of education, each phase em-

phasizing different aspects of learning which contribute to the growth

and development of the individual and to the welfare of society. The

total curriculum will familiarize high school students with both the

arts and sciences through various learning sequences and universal proc-

esses. Basic concepts common to several disciplines such as music, art,
sculpture, and architecture will be segregated and taught without iden-
fying each subject and providina for its inclusion in the curriculum.

Curriculum reform has been accelerated by a number of general
social changes in addition to Sputnik. The automated, prosperous, and
mobile society of today demands a more intellectually sophisticated man-
power. High school students must be educated to be flexible and adapt-
able enough to fill jobs which do not now exist, and they must be able
to make wise and worthwhile choices for their increasing leisure time.
Instruction in music and the arts can focus on developing desirable

attitudes toward leisure-time activities. The rapid accumulation of



new knowledge and the capacity of technology to reproduce and disseminate
it have been important factors affording change. Government, industry,
and universities have greatly increased their expenditures for education-
al research and development. Society has begun to place greater emphasis
on cultural and aesthetic activities. There is increasing interest and
inquiry into behavior and learning processes. And, perhaps the most
important specific in bringing about the current educational climate is
the formidable size and growth of the educational system and its stagger-
ing projections for future school enrollments. ''Change' and '"innovation'
are key words today. Secondary school practices are being re-evaluated,
and pilot projects are being established to explore new and better ways
for more individuals to know more in less time through improved avenues
for teaching the individual.

Two government agencies, the National Foundation in the Arts
and Humanities and the Arts and Humanities Program of the Office of
Education, have added strength to the efforts of professional organi-
zations and foundations by providing financial assistance for research
projects in the arts. The Arts and Humanities Program has sponsered
projects through the Co-operative Research Act. One of the first was
the Yale Seminar in 1964, which was held for the purpose of improving
and extending education in music. The Yale Report of the proceedings
stresses the inclusion of a varied music repertory for students. |t
also recommends musicians in residence for schools, advanced theory and

literature courses, and institutes for teacher training and retraining.



in 1963, The Music Educators' National Conference supported the
Contemporary Music Project under a grant from the Ford Foundation. It
provided fellowships for composers in residence in school systems. In
addition, seminars and workshops were offered for music educators, and
pilot projects dealing with contemporary music, creative musical expe-
riences, and the teaching of music composition were organized. The two

reports, Comprehensive Musicianship and Experiments in Musical Creativ-

j}1J3 are being used to update teacher training.

Through an Office of Education grant, the Juilliard School of
Music has compiled an enlarged music repertory for kindergarten through
grades six.

The Arts and Humanities Program has sponsored numerous research
projects in music alone and others in the arts in general and in the hu-
manities.

The National Defense Education Act made possible institutes
for music teachers in the summer of 1966. Plans have actualized
for continuing study opportunities in music through the sponsorship of
this act.

Perhaps the greatest source of financial aid, particularly for

poverty areas, has been provided through The Elementary and Secondary

3. Comprehensive Musicianship, The Foundation for College
Education in Music (Washington, D. C.: Music Educators' National
Conference, 1965).

Experiments in Musical Creativity, The Foundation for
College Education in Music (Washington, D. C.: Music Educators'
National Conference, 1966).




Education Act of 1965, A first-year summary listed programs such as sum-
mer music workshops, listeningkcenters, and concerts in 17,481 school dis-
tricts, providing opportunities for 8.3 million children.t

Summer, 1967, produced a sequel to the Yale Seminar. The
Music Educators' National Conference Tanglewood Symposium convened to
consider '"Music in Contemporary Society;' its attempt was to re-define
the role of music in American society. All aspects and areas of music
were represented, and the report of the activities has already had an
impressive impact on the music profession.

The ultimate goal of '‘change'' is to provide better education
for pupils; to achieve this goal, ''innovations'' must be developed which
will permit pupils to learn in their own way, at their own pace, through
a wider access to learning resources.

In generating '‘change'' and ''innovation,' there appear to be
three main functions. First, a researcher undertakes to discover know-
ledge and information. Then, a developer makes application of the
knowledge, and finally, a specialist explores and disseminates it.
Research has already discovered many types of new technology and organi-
zational plans which can enhance and enrich the music curriculum in the
high school. This study will focus its attention on developing suitable
means to use these innovations to improve and expand classroom condi=~

tions and techniques and to facilitate learning in choral music.

L. NEA Journal, Vol. 56, No. 5, May 1967 (Washington, D. C.),
p. 3.



CHAPTER 1|1

INSTRUCTIONAL INNOVATIONS

Technology

Television has been used as an educational medium since its
introduction in the 1950's. Its effectiveness was not immediately rec-
ognized, but today it is considered to be the mosf potent means of avail-
able communication. Instructional television is being used in many ways,
and a variety of classes are broadcast over both commercial and educa-
tional stations for course credit or optional viewing on the national,
state, and area levels.

Multi-state courses are perhaps the most dramatic experiment
yet undertaken, The Midwest Program on Airborne Television Instruction
dispatches an aircraft containing ultra-high frequency programs to
schools in a 200-mile radius. More than three hundred carefully screened
teachers produce the telelessons; approximately eight to ten new courses
are planned for each year, plus the necessary revisions of lessons previ-
ously offered.>

Closed-circuit television on a state-wide or single school
basis provides opportunities for improving the scope of instruction
and making more efficient use of staff and facilities. Relatively new

on the educational scene are video tape recorders. They provide

5. James W. Brown, A-V Instruction (New York: McGraw-Hill,
1959), pp. 223-225.
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instantaneous playback of both picture and sound, for the purpose of
immediate evaluation or restudy. They also provide an opportunity for
the transmission of teacher-prepared lessons to a vast variety of stu-
dents for viewing and reviewing, elther individually or simultaneously.
They can make education immediate and personal and provide versatile
approaches to learning. Action and sound can be viewed from different
vantage points, and graphics and unusual resources may be used to sup-
plement classroom facilities.

The future for instructional television will include the
increased use of videocorders, the addition of numerous educational
televiéion programs distributed by coaxial cable or microwave relay,
pay-television via school cable systems, and international television
networks, such as the cdmmunication satellites Telstars.,

There has been rapid expansion in the production and use of
teaching machines during the past ten years. A teaching machine is a
mechanical device which presents programed material in a systematic
manner. [t is only as good as the program which it contains, but the
construction of the teaching machine directly determines the flexi-
bility which may be Incorporated into the program. Five main categories
of teaching machines are recognized.

The most simple teaching machines are in the form of programed
textbooks, in which the student either writes an answer (linear form)
or chooses an answer which directs him to another page (branched form).

Simple manually-operated teaching machines can employ linear or branching
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sequences. The material is présented in a way that the student does
not have total access to it and must follow given directions. Cheating
is virtually eliminated. An electrically-operated teaching machine
type uses 35mm projection techniques. These machines require that the
student follow definite directions and make a response. A considerable
number of frames can be stored in these machines; fhus branching tech-
niques may be used. Electrically-operated machines which allow a vari-
ety of presentations and responses are available and offer tremendous
flexibility of programing. Linear or branching sequences can be employed.
Material may be presented through a variety of media, and the student's
response can be written, oral, or a manipulative activity.

Many schools now have available language laboratories or learn-
ing resources centers, equipped with various teaching machines for indi-
vi&ual or group listening, viewing, and responding in semi-private or
private carrels. Experiments in a number of schools have incorporated
a variety of electronic component combinations or systems by which
students may select lessons through the use of dlals or switching
systems. The lessons may be on audio or video tape, on films, slides,
filmstrips, microfilms, teaching machines, or a combination of these
media. Programed materlals, self-testing devices, or computers can fur-
nish a record of the student's progress for his own and for his instruc-
tor's information. This system provides for Individual differences, and
it makes avallable a variety of lessons for use according to student read-

iness, capacity, need, and interest. It also gives teachers more time
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for planning learning experiences and enables them to give more individ-
ual attention to the needs of their pupils. Self-instructional study
stations with technological equipment will significantly influence cur-

ricular organization and content.

Plans for Organizing Instruction

The graded schools prevalent today are not in keeping with the
changing climate of education; that is, that every child should have thg
opportunity to develop his talents to the fullest possible degree. Stu-
dents in the traditional schools frequently participaté in learning only
to please parents, to acquire the grades they need for college, or to
avoid failure, rather than for the sake of learning itself.

The traditional plan sets the same number of minutes daily for
all classes, assuming that all of them require an equal amount of time
for mastery of the course content. This fixed schedule, in turn, limits
the use of school facilities and maintains classes of approximately the
same size. Each day, the students face the same routine with the same
class members, grouped according to chronological age. The young people
who want so intensely to be individuals are herded along in education by-
the-bell and by-the-grade, with little self-discovery or independent
work. .

The nongraded organizational plan allows for the ultimate in
innovation. Flexible scheduling, independent study, small and large
group study, and team teaching are important elements within this frame-

work. Flexible scheduling provides class length and size which vary
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from day to day, depending on the instructional task to be considered.
Teacher and student needs for individual study, small group discussion,
or large group study govern the use of facilities, and classes are usual-
ly scheduled by the week to best accommodate this plan.

Nongraded high schools emphasize the young person as an indi-
vidual; they group the students together on the basis of achievement,
giving attention to the special interests, talents, and motivations of
each person. Since age seems to have relatively little to do with in-
terests and individual talents, this appears to be a more realistic
approach.,

Melbourne High School in Melbourne, Florida, has been nongraded
since 1958. Each year of nongrading has shown a decreasing number of
dropouts. In 1962, the national dropout rate was 30 per cent; Melbourne
showed 4 per cent.

The second school in the United States to ungrade its curricu-
lum was Brigham Young University Laboratory School. They titled theirs
the Continuous Progress.Plan. Middletown High School in Newport, Rhode
Island, was third with the Middletown Project. Borrego, California, has
introduced the Borrego Plan for Individual Learning, and other areas of
the country are trying similar experimental projects'whlch feature the
nongraded approach.

Figures 1, 2, 3, and 4 illustrate the possibilities for organ-
izing instruction through the use of new technology and plans. These

figures are adapted from Images of the Future - A New Approach to the

Secondary School by Lloyd J. Trump.




ORGANIZATION OF

TEACHING-LEARNING EXPERIENCES:

Large~Group

Instruction

Small—=Group

Instruction

\

Teacher and Student Preparation
Introduction

Motivation

Explanation

Group Study

Group Planning for Performance
Enrichment

Evaluation

PLACE:

Auditorium, little theatre,
classrooms, or rehearsal
rooms equipped with audio-
visual facilities

PERCENTAGE OF TOTAL
TIME: 40 per cent

Figure 1. Organization of Instruction

M

Examination of terms
and concepts and
skills to be developed

Diagnosis of individual
and group needs

Attention to present

stage of musical
development

PLACE:
Classroom or rehearsal

room equipped with audio-
visual facilities

PERCENTAGE OF TOTAL

TIME: 20 per cent

INSTRUCTION

Individual

Instruction

v

Listen ond respond to
recordings and tapes

View, question, analyze,
think, perform

Experiment, examine,
investigate

Read, write, create,
memorize, record

Self-appraise

PLACE:

Library, project and
materials centers,

music centers either
inside or outside school,
carrels, individual
rehearsal studios

PERCENTAGE OF TOTAL
TIME: 40 per cent



8:30 A.M,

9:00

9:30

10:00

10:30

11:00

11:30

12:00

1:00 P.M.

1:30

2:00

2:30

3:00
3:30
4:00

PROPOSED STUDENT TIME SCHEDULE

Saturday

///

1\ //IH\\Y T

LUNCH AND ACTIVITIES

T

/

T | i

v

Large~Group Instruction ~ 12 hours

Small-Group Instruction — 6 hours

individual Instruction = 12 hours, excluding before school time,
noon hours, after 3:30 P.M., and
weekends

Figure 2, Proposed Student Time Schedule



PROPOSED TEACHER TIME SCHEDULE

Monday Tuesday Wednesday Thursday Friday

IIIIIIIIIIIIIIIIII

T T [T T

/H\ /H\ /H\ /H\ /H\

i

Empty spaces show time available for professional
activities
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AVENUES TO LEARNING

TEACHER o WRITING @ PRINTING oFILMORADIO®TVeRECORDINGS e MACHINES

The Twentieth Century

Until about 1900

Before Printing E——————
Before Writing —
LARGE-GROUP

INSTRUCTION

Closed.and-openecircuit television to provide enrichment, magnification, simultaneous instruction in
several rooms

Projectors with overhead, rear projection for writing, printing, and other presentations in black and
white and color, with overlays, for use in light or semi«darkened rooms

Electronic tope and other recordings to reduce repetition, provide uniformity, and permit resuse
Films, filmstrips, ond slides of various sizes for photographed materials
Charts, pictures, flannelboards, models, mock-ups, museum materials, and other visuals for demonstrations

Duplicated moaterials to provide uniformity, involvement, and concrete illustrations

INDIVIDUAL
INSTRUCTION

All of above that are portable should be available in project areas and moaterials centers
Language and music learning loboratories with available library facilities and supplies
Self-teaching and appraisal devices and se!feappraisal tests — to permit selfeexamination and scoring

SMALL-GROUP
INSTRUCTION

All of above that are portable should be cvailable for students to bring to group study sessions as aids in
explaining and presenting ideas and information about music

Figure 4, Avenues to Learning
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Largé-group instruction is one type of activity which will be
found in the secondary school of the future. As indicated in the pre-
ceding figures, it would occupy approximately 40 per cent of the stu-
dents' time. New topics and concepts could be introduced to the large
group, the range of possible related learning activities could be probed,
and student interest and interaction could be stimulated by buzz sessions,
panels, and other group techniques. Content not readily available to
students could be presented through the use of mass media.

Large-group instruction which employs team teaching makes use
of the individual abilities of teachers, thus resulting in better in-
struction for students. Mass explanation should create ideas for fur-
ther exploration by means of small-group instruction or independent
study.

Small-group instruction involving twelve to fifteen students
can provide the occasion for group examination of the new topics, with
the teacher acting as a consultant and evaluator. This would be pri-
marily student planned and executed discussion, which would help to
develop pupil-teacher relationships. This type of study would consume
20 per cent of the students' time.

.The remaining 40 per cent of student time would be spent in
individual study. In this type of educational activity, teachers be-
come sources of information, aiding pupils to develop the ability to

study, think, and solve problems. Teachers must learn to present their
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materials in an open-ended manner and to encourage students to seek
further information and to exercise their initiative.

The term independent study means a learning within
the school day which allows a student to develop personal
competencies through experiences as an individual but in
interaction with others when needed. It is characterized
by freedom in learning. It implies that all students pos-
sess potentialities for self-initiative, self-discipline,
resourcefulness, productivity, and self-evaluation. In
independent study it is not the study that is independent,
it is the learner that is independent.

Francis Keppel, former United States Commissioner of Education
has commented: ''The first revolution in American education was a revo-
lution in quantity. Everyone was to be provided the chance for an edu-
cation of some sort. That revolution is almost won. The second revolution
is equallity of opportunity. That revolution is under way. The next
turn of the wheel must be a revolution in quality.”7 Qualitative edu-
cation is more difficult to produce, and this goal will not be achieved
immediately in all schools. Modern technology and plans for organiza-
tion of instruction already suggest new ways of saving time and energy
and of imparting knowledge more successfully, But many more experi-

mental studies are needed to determine the best ways of serving students

through new innovations.

6. Donald C. Manlove and David W. Beggs I1l, Flexible Sched-
uling - Bold New Venture (Bloomington: Indiana University Press, 1965),
p. 2.

7. The Arizona Republic, August 20, 1967, B-11. The article,
“Education, Shape of America's Dream, Under Scrutiny,' was adapted from
material published by Kaiser Aluminum and Chemical Corporation.
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The focus in education today is on change - alterations in
staff patterns, size and length of classes, scheduling, technology, and
facilities. Change is a challenge requiring courage, the courage to be
inventive and flexible. Part Il of this plan will present information
on programing, a type of instructional innovation which will be used in

preparing areas of study in music.



PART 11

THE PLAN
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CHAPTER 111

AN INTRODUCTION TO THE PLAN

The Objectives and Advantages

Part 1l of this dissertation features programed instruction
which is designed to emphasize Important aspects of music activities in
the high school. Self-instructional materials which have been prepared
can be used to enhance and enrich musical experiences on an individual-
ized basis in conjunction with the choral activities. The materials
provide several types of instruction suitable for use with small groups,
large groups, or with students involved in independent study.

A basic premise of the dissertation is that much of the essen-
tial information about music notation and skills can be presented through
programed»lnstruction. In preparation of these materials, consideration
was given to diversified student backgrounds and abilities which result
from private voice or instrument study, differing degrees of emphasis
placed upon music in the home, previous school! experiences, and varia-
tions In rate of learning. One of the desired outcomes of this study
is to provide for these differences through new and appropriate means.

At present, most of the instructional resources in music are
of a workbook nature, with few or no accompanying audio aids. Thus, no-
tation and other theoretical aspects must be constantly brought to life
in class, resulting in needless repetition for some students and insuf-
ficient repetition for others. In the following materials, students are

22
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involved In the audio and visual phases of music instruction, both of
which are essential for a meaningful study of music and a maximum
development of musical skills,

This programed instruction will emphasize student self-
direction and determination. When given the responsibility for his own
learning, the student is more highly motivated; he learns and retains
more. The inquiries require an active respdnse from the student and
provide Immediate confirmation of results. Programing insures that the
student is most often successful; thus he is more strongly motivated. In
high school choral activities, it is important to involve participants
in a series of successful, significant, and varied choral experiences
and to help them develop self-responsibility for learning. Through
this approach, it is possible to attain the ultimate goal, that is,
that students develop the interest and initliative to elect to continue
in music activities in the school or community, vocationally or
avocationally.

The most ideal teaching situation is the tutorial method in
which one student and one teacher co-operate. Iindividual applied
music study has used this procedure for some time. The teacher func-
tions as a guide to bring the student into direct contact with situ-
ations, problems, and knowledge suited to his needs and capabilities.
The teacher organizes and reorganizes his materials according to the
responses made by the student. This feedback or communication between
student and teacher permits the teacher to be thoroughly flexible in

his approach to information and in his rate of presentation. The
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student is conStantly challenged and personally involved in the situ-
ation., The tutorial method allows for differences in student intelli-
gence, ability, and aptitude. Although this procedure has been
effective in individual music study, to equally satisfy the needs of
everyone in a choral class of many students is impossible. Programed
learning offers a similar means to reach the individual with precision
and effectiveness, while making more efficient use of student time in )
mastering subject content. It also releases teacher; to do those
tasks which only the human teacher can do - select and prepare materi-
als for study and motivate and counsel students to questiod, imagine,
invent, and appreciate.

Iin 1912, Dr. Edward L. Thorndike described the possibilities
of a programed text in a publication., Dr, Sidney L. Pressey actually
constructed a mechanical device which had instructional promise in the
early 1920's, but it was not until 1954 that considerable attention was
directed to programed learning. Professor B. F. Skinner expanded Dr.
Thorndike's work into what is now known as linear programing. About
this same time, Norman Crowder and his assocliates began the method
known as intrinsic or branched programing. Gordon Pask, the third
person concurrently researching the area of programing, devised an
adaptive teaching machine. At present, the three main schools of
thought on programing are based on the works of Skinner, Crowder, and
Pask.

The materials prepared for this study will contain both

linear and branched programing. Linear programing centers around
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the use of rewards as a means of making certain that a particular re-
sponse is repeated. Skinner began his linear programing by breaking down
a body of information into a sequence of small steps leading logically
through the subject matter., The steps are small because it is important
that the student makes as few errors as possible. The increments of
information share some common elements from frame to frame for the pur-
pose of reinforcing the learning and increasing the probability of a
correct response. The student is given a small item of information and
is asked to respond by filling in the missing words or phrases. These
constructed responses encourage the student to think more deeply about
the material than do multiple choice responses. The linear program
gives the student immediate knowledge of the accuracy of his response,
The hypothesis of this type programing is that the more often a student
makes a correct response, the greater is his motivation.

The basic structure of intrinsic or branched programing is a
frame, containing a paragraph or two of information, which is followed
by a multiple choice question. The student's response to this question
determines the material he sees next. |f he chooses the correct re-
sponse, he is told that he is correct and is given the reason why the
response he selected was the most appropriate. Then, he is given a
paragraph of new information. |f he makes a wrong response, he is told
that he is wrong and is given the probable cause of his error. He is
either directed back to the original! frame for another try or is di-
rected to a remedial sequence before being returned to the original

frame or the one following it.
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The third type, adaptive programing, is designed to teach basic
motor skills. This self-organizing program provides a model inside a
machine against which a student's performance is scored. For example,
with a self-organizing program connected to a piano, a student could
learn to recognize, use, and understand musical symbols such as the
notes, dynamics, tempo, and rhythm of a composition. These machines,
with the aid of computers, can build up a memory of the student's speed
and accuracy of performance and take into account the student behavior
during the learning cycle. When the error rate goes below a certain
level, the degree of difficulty is automatically raised by machine; when
the rate goes above a certain level, the degree of difficulty is lowered
by the machine. Adaptive machines are in the early stages of develop-
ment. Their complexity and cost make the teaching of an entire musical
work impractical for sometime to come. It Is, however, presently feasi-
ble to build and program machines to teach selected vocal mugic skills.8
It is also possible to combine different types of programs to augment

one another.

The Approach

The process of programing requires a more thorough analysis
of the subject matter than does traditional planning for instruction.

Constructing a successful program consists of a study of the subject

8. Wolfgang E. Kuhn and Raynold L. Allvin, "Computer-Assisted
Teaching; A New Approach to Research in Music,' Journal of Research in
Music Education, Vol. XV, No. 4 (Winter, 1967), 305-315,
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area content, the reconciliation of the content with the needs of stu-
dents and with the specific aims of the training, the preparation of a
strategy for work, the collection and organization of materials (includ-
ing information and required equipment), and the actual frame writing.

In studying the subject area content and reconciling it with
the needs of students and with the specific aims of training, a programer
must consider specific questions:9d

(1) what will the student be expected to be able to do

when he has finished the program?

(2) What questions will he be expected to answer after

going through the program?

(3) what tasks, procedures, techniques, and skills will

he be able to perform, and at what level?

(4) What discriminations is it reasonable to expect the

student to make after completing the program?

(5) What changes In behavior can be expected?

In devising a strategy for work, it is helpful for the teacher
to write down topics on separate cards or slips in order that the items
of information may be rearranged to develop the most effective order of
presentation. Sometimes the most logical order is not the best one for

learning purposes. Attention should also be given to arranging the

9. The five questions included were adapted from the following
source: C. A. Thomas, |. K. Davies, D. Openshaw, J. B. Bird, Programmed
Learning in Perspective (Chicago: Educational Methods, Inc., 19325,

pp. 37-38.
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topics in ways which will stimulate, intrigue, and challenge the stu-

dents. Techniques which emphasize the interdependence between various
facets of music such as theory, music history, and performance can be

advantag;ously employed.

The next step in preparing programed instruction is the col-
lection and organization of content. The teacher must be certain that
his information is accurate and entirely up to date. After the mate-
rials are collected, they must be organized into a logical teaching
sequence suited to the needs of the pupils. Care must be taken not to
present too much material in too short a time. All information should
be considered as to its relevancy. A helpful guide for determining
relevancy is the labeling of each fact by a system of priorities, such
as ''student could know, student should know, and student must know.'!

Through this detailed pre-planning, the actual writing of
frames becomes much easier. The frame, as the means of presentation,
should have certain qualities. The subject matter should be presented
in an organized sequence of small steps, attractively arranged to hold
the attention of the student, and it should offer a maximum probability
of success. The frame also should require a student response to the
information within it as well as within previous frames, and it should
provide immediate feedback.

The desirable future development of programed instruction will
include more emphasis on the growth of the art of programing rather

than the commercial considerations. Researchers and schools must examine
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textbooks, television, films, group study, and other means of presenta-
tion to see where they can benefit from programed instruction., Finally,
teachers must be trained to use this type of procedure expertly. To
date, programing has focused on how to teach rather than what to teach.
Part 11 of this study explores areas of music instruction in which stu-
dents can benefit from the use of this new avenue to learning.

A goal of this study is to have students develop an understand-
ing of the style, media, content, and design of the music they hear and
perform. In presenting information about musical learnings to students,
it is advantageous to first give them an overview of the work as a whole,
then examine the parts, and finally look at the whole again to see the
parts in perspective.

''Interrelation is not an aspect of the subject which can be
added to its piecemeal treatment, but a view of it as a whole which pre-
cedes its detailed elaboration.'10 For example, it is often stated that
melody consists of an arrangement of tones; however, the distinguishing
features of the tones which actually make up the melody and which are
appropriate for study are pitch, tonal direction, and duration.

Style can be best approached by means of an examination of
characteristic features and consideration of their placement into periods

or sets of tastes. In order to gain skill in stylistic discrimination

10. Arnold Didier Graeffe, Creative Education in the Humani-
ties (New York: Harper and Brothers, 1951), p. 72.
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and to develop a feeling for style, students should have opportunities
to detect similarities and differences in compositions. For example,
the final portion of Part |i of this study explores musical theatre and
is designed for student leisure~time use. It contains illustrations

and comparisons of several theatre styles which are within the compre-
hension of those with little or no musical training. Students are
involved in making stylistic discriminations of a relatively simple
nature. In the programed study of the Bach ''Cruxifixus'' stylistic items
are discussed in detail. A desirable follow-up activity would be the
contrasting of this composition with one written by a different composer
of the Baroque era. Still another possibility would be the contrasting
of the Baroque era, represented by the Bach selection, with music liter-
ature from the Classic or Romantic periods.

The medium refers to the vehicle which the composer uses to
communicate his feelings and ideas. In choral music, the medium is the
human voice. In instrumental music, the medium pertains to the instru-
ments and their combinations with each other. Individuals are naturally
curious about various mediums and methods of production. Direct contact
with the medium and its techniques are starting points for creativity
with students. An acquaintance with these aspects helps them visualize
the potential of the medium and to better understand the other parts of
music. Violations of the medium, such as inferior or inappropriate per-
formances merit discussion as further aids in developing students' musi-

cal discrimination and taste.
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Content refers to subject matter. In music, there is superfi-
cial content (the immediate sentiment or story expressed) as well as )
subject matter in depth. As students increase their awareness and com-
prehension of subject matter in depth, they become reoriented, and their
new understandings place musical compositions in a new light.

Design in music is a particular arrangement of musical ideas,
with consideration given to unity and variety. Elements of design
should be examined visually and aurally, with comparisons illustrated
by means of diagrams and recordings when possible. To only explain and
analyze design is not enough; students need to hear, rehear, and if
possible, to perform the music studied to gain perspective into the
unity of organization.

The following areas of study will deal with varied means to
approach the components of music. Elements of style, medium, contgnt,
and design will be given attention in the programed materials which have
been prepared. |Individualized programed instruction has been developed
to assist students in recognizing, notating, and performing interval,
rhythmic, and melodic arrangements. The materials are of graded
difficulty and are designed for individual or group use.

These areas of instruction utilize independent study and self-
directed learning as means to involve students in a purposeful under-

standing of the components of music and to view these components in

their perspective.



CHAPTER tV
PHASE | OF THE PLAN. INTERPRETING THE MUSICAL SCORE

Intervals in Music

This phase develops self-instructional materials which propose
to supplement classroom instruction in the association of musical sounds
with the appropriate musical symbols. Attention is focused on helping
the student gain skill in the identification, performance, and notation
of intervals in music. The opportunities afforded each person to work
independently, at his own rate of speed, provide for individual differ-
ences and should increase student motivation and achievement. In addi-
tion this approach makes more efficient use of student and teacher time
than does the traditional instruction in sight-singing, keyboard, ear
training, and other isolated aspects of music theory.

The notational aspects are approached through audio and visual
means, both of which are essential for an understanding of music and a
maximum development of musical skills. The materials include magnetid
tapes, visuals, and response sheets. The information is introduced in
small segments, with written responses frequently requested so as to
guarantee a maximum degree of student participation and a reinforcement
of learning.

Music, as a system of communication, has sounds which are repre-

sented by established, well-organized notational symbols. Music learning

32
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includes a study of the technical aspects of music as well as the
development of aural and visual perception of sounds and symbols.
The technical knowledge of the fundamentals of music refers to:
(1) symbols used in music notation to represent pitch
(high-low) and rhythm (durational value)

(2) the various markings and terminology used to

interpret the notation

The second division of music learning, being able to associate
sounds and symbols, involves three important skills:

(1) the ability to accurately write the symbols of

music that represent pitch and rhythm

(2) the ability to read music (the visual perception

of music notation)

(3) the ability to notate, perform, or verbalize

what one has heard (aural perception of music)

This chapter explores means to develop skill in aural and vis-
uval perception of intervals in music. Through the use of this programed
instruction, students should be able to increase their ability to ana-
lyze and understand music both aurally and visually. They should im-
prove in music reading and performance skills. They should be able to
synthesize what has been learned and be able to apply the skills which
they acquire to musical experiences in cholr, band, orchestra, and
private study.

It would be desirable for the teacher who might plan to use

these materials to determine the student's present level of musical
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achievement before undertaking to administer this type of programed
instruction. An instrument which would test the knowledge, ability,
and aptitude of individuals prior to their use of these materials
could be selected or prepared. It is important that the teacher keep
an accurate record of each student's progress.

ldeally, either a listening laboratory or a learning resources
center with individual study carrels and equipment would be a desirable
facility for use. It would also be possible to set up a special class~-
room area conducive to this type of study. Each student should have
printed information and response sheets to accompany the programed
tapes and should be able to request teacher assistance by appointment
when necessary.

Student information and response sheets comprise the remainder

of this chapter.
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INTERVALS IN MUSIC

A basic element of music is the INTERVAL. The term INTERVAL s
used to describe the distance between two tones, measured by their dif-
ference in pitch. An INTERVAL may be sounded in either of the following
ways:

1. When two tones are sounded simultaneously (together, at the

same time), the INTERVAL is called an HARMONIC INTERVAL.
HARMONIC INTERVAL in treble clef:

HARMONIC INTERVAL in bass clef:

2. VWhen two tones are not heard at the same time, but are
heard alternately, the INTERVAL is called a MELODIC INTER-
VAL. MELODIC INTERVALS may be either ascending or descend-
ing.

MELODIC INTERVAL ASCENDING  MELODIC INTERVAL DESCENDING

4 E !

MELODIC INTERVAL ASCENDING  MELODIC INTERVAL DESCENDING

= e“—il::ﬂ
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INTERVAL 1HQUIRY |

INSTRUCT IONS :
Carefully examine the following intervals. Determine how each
one would be classified. Select your response from the following three

choices and write it in the space provided.

HARMONIC INTERVAL
MELODIC INTERVAL ASCENDING

MELODIC INTERVAL DESCENDING

Ll. 2. 3:33. b4,

%—tg z ie —o—C

2.

3.

b,
5. 6. 7. 8.
&8 — S =
— L — —

5.

6.

7.

8.

CHECK THE ACCURACY OF YOUR RESPONSES ON PAGE 37.
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CORRECT RESPONSES FOR INTERVAL [INQUIRY |

|

Te—

I

R

5.

This is a melodic interval ascending. ' The
two tones are sounded alternately. The
pitch of the second tone is above that of

the first one.

This is an harmonic interval. The two tones

are sounded simultaneously.

This is a melodic interval descending. The
two tones are sounded alternately. The
pitch of the second tone is below that of

the first one.

This Is a melodic interval ascending. The
two tones are sounded alternately. The
bitch of the second tone is above that of

the first one.

This is an harmonic interval. The two tones

are sounded together.

CONTINUE TO PAGE 38 FOR REMAINING RESPONSES.
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@ﬁﬂ 6. This is a melodic interval ascending. The

two tones are sounded alternately, not to-

gether. The second tone is above the first

tone.

5 ,
31_@ g 7. This is a melodic interval descending. The

two tones are sounded alternately. The

second tone is below the first.

: =, 8. This is an harmonic interval. The two tones

are sounded simultaneously.

IF YOU INCORRECTLY IDENTIFIED ANY OF THE ABOVE INTERVALS, REREAD PAGE
35, THEN COMPLETE INTERVAL INQUIRY Il ON PAGE 39. IF YOU CORRECTLY

IDENTIFIED ALL THE INTERVALS, CONTINUE TO PAGE 41 FOR NEW MATERIAL.
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INTERVAL INQUIRY |1

INSTRUCTIONS :
Carefully examine the following intervals. Determine how each
one would be classified. Select your response from the following three

choices and write it in the space provided.

HARMONIC INTERVAL
MELODIC INTERVAL ASCENDING

MELODIC INTERVAL DESCENDING

1. 2. 3.
™
— —O—
-
1.
2,
3.
4, 5. 6.
e g;::“ Ei! =
")
4,
5.
6.

CHECK THE ACCURACY OF YOUR RESPONSES ON PAGE 40,



CORRECT RESPONSES

=

0

r—=—o—|
=

O
7

==

e

-

mél

q

I.

2.

This

This

This

This i

This

This

is

is

is

is

is

Lo

FOR INTERVAL INQUIRY 1|1

an harmonic interval.

a melodic interval descending.

a melodic interval ascending.

a melodic interval ascending.

an harmonic interval.

a melodic interval descending.

IF YOU INCORRECTLY IDENTIFIED ANY OF THE ABOVE INTERVALS, REREAD PAGE

35, THEN RETAKE INTERVAL INQUIRY Il. _CHECK YOUR RESPONSES, AND |F YOU

MISSED ANY THIS TIME YOU'RE NOT THINKING! TRY AGAIN. WHEN YOU CORRECTLY

IDENTIFY THE ABOVE INTERVALS CONTINUE TO PAGE 41.



)

The tones which form the intervals are taken from the scale.
The major scale is used as the basis for those intervals with which we
are here concerned. Scales are distinguished by their distribution of
half and whole steps. The pattern of whole and half steps for the major

scales is shown in the example below,

The C Major Scale:
Y.

N 22
P L &) - J
\3 = L W | —
5 -

A keyboard, showing the octave C to C, with half steps indi-
W Whlhislhlhlalalhls 1514 14

cated:

C|DIE|F]G}JA|B|C

On the keyboard, the distance from a white key to the touching black key
above or below is a half-step. From a black key to the touching white
key either above or below also constitutes a half-step. From E to F
and from B to C on the keyboard, there are natural half-steps, with no
black key in between. From one white key to another touching white key
either above or below and including a black key between the two white
keys is the distance of a whole step.

The next two pages show all the major scales. These will serve
as a means of review for you and a source of reference as you proceed

with this section.



THE SCALE WHICH USES NEITHER SHARPS NOR FLATS IN THE KEY SIGNATURE:

THE SCALES IN WHICH ONE OR MORE FLATS COMPRISE THE KEY SIGNATURES:

THE MAJOR SCALES

.e.

C MAJOR

WX

wre

4

F MAJOR

L]
GE
’_a_g__nEﬁ:d
} L4

a“bs‘

L2

B FLAT MAJOR

E FLAT MAJOR

| 5




THE SCALES IN WHICH ONE OR MORE FLATS COMPRISE THE KEY SIGNATURES:

h3

Qb‘ap n i
— L
4
A FLAT MAJOR D FLAT MAJOR b
i-2
N N 4 [« ) b"e* l!\.le'bﬁ-b—= ‘e'
O i I
A y 4 1E

¥ I

o D ,
a ri g
gb-e—baﬁé
G FLAT MAJOR C FLAT MAJOR
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_‘a’T 1 £F 4
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THE MAJOR SCALES

THE SCALE WHICH USES NEITHER SHARPS NOR FLATS IN THE KEY SIGNATURE:

0

C MAJOR

THE SCALES IN WHICH ONE OR MORE SHARPS COMPRISE THE KEY SIGNATURES:




THE SCALES IN WHICH ONE OR MORE SHARPS COMPRISE THE KEY SIGNATURES:

hs

B MAJOR

F SHARP MAJOR

.0
vie

C SHARP MAJOR

Sl
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DETERMINING THE GENERAL NAME OF AN INTERVAL

To determine the GENERAL name of an interval, count the lines
and spaces included by the two notes. Always count from the lower note

to the upper note.

Interval of a fifth:

B

ds S

Interval of a second:

Interval of a sixth:

Interval of an octave:

Check the intervals given below. Two of them are incorrectly

identified. Circle each of the two incorrectly labeled intervals and

write the correct name below each one.

S - i
ISON 2.THIRD 3.SECOND 4.0CTAVE 5.SIXTH 6.FOURTH 7.SEVENTH 8.0CTAVE

CHECK THE ACCURACY OF YOUR RESPONSES ON PAGE 47.
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CORRECT RESPONSES FOR PRECEDING PAGE

Number 5 was incorrectly labeled. It is a fifth rather than A

a sixth as shown.

Number 8 was incorrectly labeled. It is a sixth rather than

an octave as shown.

SPECIAL INFORMATION TO THE READER

In many instances only a few correct response lines will appear
on a page such as this one. This format was selected rather than a
scrambled text arrangement to facilitate the use of these instructional

materials by students.
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INTERVAL INQUIRY 111

INSTRUCTIONS:
Examine the following intervals. Identify each by writing one

of these responses in the corresponding space.

UNISON FIFTH
SECOND SIXTH
THIRD SEVENTH
FOURTH OCTAVE
1. 2, 3. o

EE=E

2.

3.
4, 5. 6.
|w-T o Ajﬁs}

- -

b4,

5.

6.

CHECK THE ACCURACY OF YOUR RESPONSES ON PAGE 49.



CORRECT RESPONSES FOR INTERVAL INQUIRY 111

0
% ﬁ 1. This
% g 2. This
f 8 3. This
=
4., This

-
L

égia Q 5. This

¥ - 6. This

is the

is the

is the

is the

Is the

is the

interval of a fifth.

interval

interval

interval

interval

interval

of a fourth.

of an octave.

of a third.

of a seventh,

of a second.

kg

IF YOU CORRECTLY RESPONDED TO ALL SIX INQUIRIES, CONTINUE TO PAGE 52.

IF YOU MISSED ANY OF THE RESPONSES, REVIEW PAGE 46;

INTERVALS ON PAGE 50.

THEN IDENTIFY THE



INSTRUCTIONS:
Examine the following intervals. Vrite the correct

identification for each one in the corresponding space.

1- 2- a 3-

7——i—= =

CHECK THE ACCURACY OF YOUR RESPONSES ON PAGE 51.

50
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CORRECT RESPONSES FOR PRECEDING PAGE

1. This Is the interval of a fourth.

2, This is the interval of a sixth.

g
%—T‘ 3. This is the interval of a fifth,
H— _

CONTINUE TO PAGE 52.
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DETERMINING THE SPECIF!C NAME OF AN INTERVAL

The SPECIFIC name* of an interval indicates what kind of a
second, third, fourth, fifth, sixth, or seventh it is. The SPECIFIC
name may be determined by several methods. An easy one for seconds,

thirds, sixths, and sevenths is:

Interval of a sixth,

my

covering six letter u

names:

Refer the interval to the major scale constructed upon the
lower of the two notes. For example, this interval has E as its lower

note, which refers you to the scale of E major.

The C sharp which is given as the top note of the interval
is found in the scale of E major; the C sharp coincides with the sixth
note of the E major scale. In naming this interval, we call it MAJOR.

Seconds, thirds, sixths, and sevenths may be named major.

*For purposes of this study, the writer has selected one
particular method for determining the specific name of intervals.
After examining numerous procedures and systems, it was decided that
this was the most effective method for this type of study. Should a
teacher wish to use another preferred procedure, it would be an easy
task to revise this section accordingly. In addition, there would be
no harm in augmenting this method with another one. It would offer
reinforcement.
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An interval which is a half-step smaller than a MAJOR interval

is called a MINOR interval. (Only MAJOR intervals can be made MINOR.)

)

A MAJOR SIXTH A MINOR SIXTH

To Hetermine if an interval is MINOR, refer first to the lower nofe,
which In this case is E. This indicates the E major scale. Then exam-

ine the upper note and determine if it is found in the E major scale.

C natural is not found in the E major scale. Since C is one-half step
smaller than the C sharp which is found in the E major scale, this is
a MINOR sixth, one-half step smaller than the MAJOR sixth from E to C

sharp.

Seconds, thirds, sixths, and sevenths may be named minor.

A1l of the UNISONS, FOURTHS, FIFTHS, and OCTAVES presented in

these materials are called PERFECT intervals.

Refer to the charts of major scales on pages 42-45 when you
need assistance in naming intervals.
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Y PERFECT INTERVALS IN THE KEY OF E MAJOR
.E??F{___ggggﬁ - K %; —
= ==
UNISON FOURTH FIFTH OCTAVE

The three specific kinds of intervals you will study in the

following sections will be:

MAJOR
MINOR

PERFECT

The notational representation for a major interval is a capital
letter M. A minor interval Is shown by a small letter m. A perfect in-

terval is indicated by a capital letter P, For example:

MAJOR THIRD M3
MINOR THIRD m3
PERFECT FIFTH P5

For practice, write the notational representation for the fol-

lowing intervals:

MAJOR SIXTH
MINOR SIXTH

PERFECT FOURTH

CHECK THE ACCURACY OF YOUR RESPONSES ON PAGE 55.



CORRECT RESPONSES FOR PAGE 54

1. MAJOR SIXTH M6
2. MINOR SIXTH mb

3. PERFECT FOURTH P4

55
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It is important for a vocalist to develop skills in identifying,
notating, and performing intervals. To build these skills takes consid-
erable practice and study. A vocalist cannot rely solely on hearing,
because interval performance involves a combination of seeing symbols
and associating them with their representative sounds.

A chart can be an aid in making associations. The chart on
page 57 was prepared for this purpose and can be used for reference
when needed. It shows the interval name, how the interval is labeled,
and how the MAJOR, MINOR, and PERFECT intervals appear from middle C
to octave C.

In showing intervals in music notation, it is frequently nec-
essary to use accidentals. Accidentals - sharps, flats, and naturals -
are symbols used in music to alter the pitch of a tone. Accidentals
apply to the note before which they appear, as well as to all notes of

the same pitch within the same measure,

NAME OF ACCIDENTAL NOTATIONAL REPRESENTATION  FUNCTION OF ACCIDENTAL

SHARP # raises the pltch of
a tone one-half step

FLAT b lowers the pitch of
a tone one-half step

NATURAL # cancels a previous
accldental or
changes a sharp or
flat in the key
signature
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INTERVAL
NAME

ABBREVIATION USED
FOR THE INTERVAL

HOW THE INTERVAL LOOKS IN
NOTATIONAL REPRESENTATION

MAJOR SECOND

MINOR SECOND

MAJOR THIRD

MINOR THIRD

PERFECT FOURTH

PERFECT FIFTH

MAJOR SIXTH

MINOR SIXTH

MAJOR SEVENTH

MINOR SEVENTH

PERFECT OCTAVE

M2

m2

M3

m3

P4

Ps

M6

mb

M7

m7

P8

ii\»e

J @
-4
SRE
v &
v o
©
0
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Printed below, the reader will see a chart of intervals
beginning with the unison and increasing in distance to the octave.
Both treble and bass clefs are shown.

A single bar line cancels a preceding accidental. However, in
this chart a natural sign is used in parenthesis as a reminder that the

flat used in the preceding measure is no longer applicable.

[ ]
r—= K3 o o ol o[ o ©
unison||m2 M2 [m3 lf M3 Il P4 llPs [ m6 {lMe || m? [| M7 || P8
-0
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INTERVAL INQUIRY 1V

INSTRUCTIONS :

Examine the intervals written below. FOUR OF THE INTERVALS ARE
INCORRECTLY IDENTIFIED. Circle the four incorrectly identified intervals
and accurately label them. Refer to the major scales on pages 42-45 when

necessary.

KEY OF C MAJOR

[ - |
L =4 = =
1. P5 2. P4 3. M6 L, M3
 KEY .
_C‘T_LG_K' OF 8 L.LATe MAJOR S
Fe—tbe——\¥ro——18
5. P8 6. M5 7. M7 8. M3
KEY OF F MAJOR .
‘ O —

=25
10. P4
s m&}; : O JHL

13. P8 14, m7 5. m? 16. M3

CHECK THE ACCURACY OF YOUR RESPONSES ON PAGE 60.
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CORRECT RESPONSES FOR INTERVAL INQUIRY 1V

The intervals incorrectly identified were these four:

)

3. This is not a major sixth; it is a minor

sixth. {1n the C major scale there are no

sharps or flats., Therefore we know imme-
diately that the A flat shown does not coin-
cide with the sixth note of the C major scale.
it is a half-step smaller than the A which

is found in the scale. Thus, interval 3 is

correctly identified as a minor sixth, mé6.

6. This is not a major fifth; it is a perfect

ﬁ fifth., Reread page 53 where you are

informed that all of the unisons, fourths,

FIFTHS, and octaves presented in these

materials are called PERFECT intervals.

12. This is not a major sixth; it is a minor

poy sixth. The D flat which is given as the

top note of the interval is not found in the
F major scale. Since D flat is one-half
step smaller than the D natural which is

found in the scale, this is a MINOR sixth.

CONTINUE TO PAGE 61.
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14. This is not a minor seventh; it is a major
seventh. The F sharp which is given as the
top note of the interval is found in the
scale of G major; it coincides with the
seventh note of the scale.Therefore, inter-

val 14 is correctly identified as a MAJOR

seventh.

CONTINUE TO PAGE 62.
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INSTRUCTIONS :

If you had difficulty with INTERVAL INQUIRY IV, you will prob-
ably need to review this entire section before continuing to page 65.

If you were able to discover the four incorrectly identified
intervals and to accurately label them, continue to page 65. If you

made any wrong responses, review this section.
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SPECIAL INFORMATION FOR THE READER

NOT INTENDED FOR STUDENT USE

Recent research has determined that some intervals are more
difficult to perceive than others. Ranked in order from easy to dif-

ficult, the intervals are as follows:!!

PERFECT OCTAVE
MAJOR SECOND
MINOR SECOND

MAJOR THIRD

PERFECT FOURTH

PERFECT FIFTH
MAJOR SIXTH
MAJOR SEVENTH
MINOR THIRD
MINOR SEVENTH

MINOR SIXTH

Additional research indicated that students often confuse dif-
ferent intervals with each other; for example, PERFECT FQURTHS are often
confused with MAJOR THIRDS. A study of this confusion element and the

above order of difficulty led to the grouping of intervals into three

, 11. Charles L. Spohn and William Poland, An Evaluation of Two
Methods Using Magnetic Tape Recordings for Programed Instruction in the
Elemental Materials of Music (Columbus, Ohio: Research Foundation, Ohio

State University, 1964), p. 13.
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levels of difficulty., These three levels are used as the basis for

preparation of the programed studies which follow. 12

INTERVAL LEVEL |
M2
P4
M7
P8

INTERVAL LEVEL I
m2
M3
M6

INTERVAL LEVEL 111
m3
P5
mé
m7

Tapes 1, Il, and Il1) and the corresponding printed materials
present written and aural examples of the intervals in Levels |, 1, and
tI1. Student inquiry sections are included with the responses planned
according to the above levels of difficulty: The material which follows

has been planned to be placed in the hands of the student.
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INSTRUCTIONS FOR THE INDIVIDUAL USING THE INTERVAL INSTRUCTIONAL

MATERIALS:

INTERVAL INFORMATION SHEET | and TAPE | can be used to acquaint

you with the sight and sound of the following intervals:"

M2
P4
M7
P8

The voice on the tape announces the name of the interval to be
sounded. The interval is played on the piano in ascending pattern, from
the bottom to the top. Listen and follow the notational representation
and the abbreviated name of the interval given on the information sheet.
Repeat this portion of TAPE | until you are able to recognize the sounds

of the four intervals shown above. Then continue to INTERVAL INQUIRY

V.
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INTERVAL INFORMATION |

INTERVALS TO BE PRESENTED: P8 M7 M2 P4

)
| 5 35— —#°
Y o) 11
S1. r8 Y 2. p8 S 3, M7 L. M7
q
1A
e =0 —— ——
3 o] ﬁ%- o
5. M2 6. M2 7. P4 8. P4
btb b-ir
77— #o— =
° 9, P8 #-c 10. M7 11. P4 i2. P8
: 2 — ——
%9 — - [ ] e
13. M7 1h, M2 - 15. P4 16. M2
0 -
A L #ia = -
Eygede—ig S
17. M2 18. M7 19. Ph 20. P8
b o
€ #3 =
2Y: ~ bo & ' ‘L:a
.H el L

21, py 22, M2 23, M7 24, P8
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INSTRUCTIONS FOR INTERVAL INQUIRY V:

These four abbreviations will be used to represent intervals
used in INTERVAL INQUIRY V:
P8
M7
P4
M2 A
Use a capital M to indicate a MAJOR interval and a capital P to
indicate a PERFECT interval., For practice, write a capital M in this

space:

Write a capital P in this space:

You should have written:
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ADDITIONAL INSTRUCTIONS:

As you listen to the tape you will hear an interval sounded
twice on the piano. You will be directed to identify it as M2, P4, M7,
or P8. The procedure will be:

-~ listen to tape

- identify the interval by writing one of the above
abbreviations in the appropriate space on the re-
sponse sheet

~ write a response for each item, as those sections
left unanswered must be counted as errors

The spaces on the response sheet look like this:

Your response should be written in the top portion of the space. The
bottom portion should be used to record the accuracy of your response.

Mark an X in the bottom portion to indicate an error.

For example: ' write response

mark an X for an
incorrect response

do not mark in the
bottom portion if
your response Is correct

For practice, begin the tape and identify the first interval,

You should have responded: P8




played on the piano.

An interval will be sounded twice on the tape.

INTERVAL INQUIRY V

SPECIAL INFORMATION FOR THE READER

NOT INTENDED FOR STUDENT USE

69

It will be

The student is asked to respond by identifying

the interval and writing its abbreviated name on the response sheet.

The response sheet which students will use for this INQUIRY is shown

on page 70.

are left unfilled must be counted as errors.

INTERVALS AS THEY WILL BE HEARD ON THE TAPE:

The student should understand that those spaces which

1. 2. 3. L, 5.
e — . cie —]

Ve TS

6. b m 7. 8. o 9. 0. 4o
Fre— == =—f—

) ()

1. 2. . 13. 14, 15. 2

—© p— © = m— ﬂ
77 N Xl

16. 17. 8. o 1. ha 20 Jo
Ee— = = = © I
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NAME DATE _

INTERVAL INQUIRY V
RESPONSE SHEET
INTERVALS TO BE PRESENTED: M2 P4 M7 P8
Write your response in the top space of each section. The bottom space

is provided in order that you may later record the accuracy of your

responses.

. 12. 13. 4. 15. 16. 7. 18. 19. 20.

NUMBER OF ERRORS

After you have responded to all 20 items, check your responses with
those given verbally on the tape. |f you have 18 or more correct re-
sponses, continue to INQUIRY VI. |If you have more than 2 errors, use

the duplicate response sheet onApage 71 to repeat this INQUIRY.
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NAME DATE

INTERVAL INQUIRY V
DUPLICATE RESPONSE SHEET
INTERVALS TO BE PRESENTED: M2 P4 M7 P8
Write your response in the top space of each section. The bottom space

is provided in order that you may later record the accuracy of your

responses.

1. 12. 13. 14, 15. 16. 17. 18. 19. 20.

NUMBER OF ERRORS

After you have responded to all 20 items, check the accuracy of your

responses with those given verbally on the tape.

CONTINUE TO PAGE 72.
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INSTRUCTIONS FOR INTERVAL INQUIRY VI:

Examine the notation on the next page. The lower note of each
interval will be sounded on the piano. Listen, then think the upper
note. When you hear the directions '"'sing and identify,' use the syl-
lable ""loo" to sing the Iowér and upper notes into the microphone of
the tape recorder. Since the notation uses both treble and bass clefs,
you may need to change the octave to fit your voice range. After you
sing, also give the name of the interval. Select your response from

these choices:
M2

Ph

M7
P8

The procedure will be:

listen to the lower note of the interval sounded

on the tape

- think the upper note

~ sing the lower and upper notes into the microphone
when you hear the direction ''sing and identify"

~ speak the name of the Interval into the microphone

~ listen to the correct response as it is given on

the tape
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NAME DATE

INTERVAL INQUIRY VI

INTERVALS TO BE PRESENTED: M2 P4 M7 P8

& b, 5.

1. 2,

3.
[~ -

s ° ° & °

7- . 9. 10.

it g

S ° =
pn. 12.

13.
(-] {5553@" o FEE =)

v :5_ o
16. 170 ) 180 190 20.
s N -
%J? ) o =
= = = >

After you have responded to all 20 items, check the accuracy of your
taped responses with the instructor. Use page 74 to record the re-
sults of this inquiry. If you correctly sang and identified 18 or
more intervals, continue to INTERVAL INQUIRY VII. If you sang and
identified more than 2 intervals incorrectly, review this section
and repeat INTERVAL INQUIRY VI, Use the duplicate response sheet

on page 75 to record the results.
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DATE
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INTERVAL
1.

N

—_ O W 00 N O Nt W

N

13.
14,
15.
16.
17.
18.
19.
20.

INTERVAL INQUIRY VI

RECORD OF ACCURACY OF RESPONSES

ACCURATELY PERFORMED

- ———_—— s —

TOTAL NUMBER OF INTERVALS
INCORRECTLY SUNG OR

IDENTIFIED

|

INTERVAL ACCURATELY IDENTIFIED
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NAME DATE
INTERVAL INQUIRY VI
RECORD OF ACCURACY OF RESPONSES
( DUPL I CATE)

INTERVAL ACCURATELY PERFORMED INTERVAL ACCURATELY IDENTIFIED
. o
2. -
3. e
h, e
5. __ —
6. .
7« .
8. __ o
I -
. o
nw.e o
2. o
3. o
W, I
5. - .
. e
17. ______ TOTAL NUMBER OF INTERVALS  ___

INCORRECTLY SUNG OR
18. IDENTIFIED
19.

20.
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INSTRUCTIONS FOR INTERVAL INQUIRY VIt:

Examine the notation on the next page. The upper note of each
interval will be sounded on the piano. Listen, then think the lower
note. When you hear the directions ''sing and identify,' use the syl-
lable ''loo'' to sing the upper and lower notes into the microphone of
the tape recorder. Since the notation uses both treble and bass clefs,
you may need to change the octave to fit your voice range. After you
sing, also give the name of the interval. Select your response from
these choices:

M2
Ph
M7
P8

The procedure will be:

- listen to the upper note of an interval sounded on
the tape

- think the lower note

- sing the upper and lower notes into the microphone
when you hear the direction ''sing and identify"

- speak the name of the interval into the microphone

- listen to the correct response as it is given on

the tape
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NAME DATE

INTERVAL INQUIRY ViI
INTERVALS TO BE PRESENTED: M2 P4 M7 P8

gt a 2, ' 3. b4, 5. o
=S

6. 7. 8. 9. 10.
CE—— ——#o =
: e e—"
011. 12, 13. 14, 15.
(=] e}—-J=L5§;E S ﬂ
e 11 :
= ~4sz§:7 —a—

6. . . L] .

7‘1. 17 lr18 19 I 20 ba
- | = W |

' e °°

After you have responded to all 20 items, check the accuracy of your
taped responses with the instructor. Use page 78 to record the results
of this INQUIRY. If you correctly sang and identified 18 or more in-
tervals, continue to INTERVAL INQUIRY VIII. If you sang and identified
more than 2 intervals incorrectly, review this section and repeat IN-

TERVAL INQUIRY Vii. Use the duplicate response sheet on page 79 to

record the results.
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NAME DATE

INTERVAL INQUIRY VII

RECORD OF ACCURACY OF RESPONSES

INTERVAL ACCURATELY PERFORMED INTERVAL ACCURATELY IDENTIFIED

14,
Is-
16.

17.
TOTAL NUMBER OF INTERVALS
18, INCORRECTLY SUNG OR
IDENTIFIED
19.

20.
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NAME DATE

INTERVAL INQUIRY VII

RECORD OF ACCURACY OF RESPONSES
(DUPLICATE)

INTERVAL ACCURATELY PERFORMED INTERVAL ACCURATELY IDENTIFIED
"
2.

£ W

~N o WU

10.
.
12.
13.
14,
15.
16.
17.

) TOTAL NUMBER OF INTERVALS
18. INCORRECTLY SUNG OR
IDENTIFIED

19.
20.
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INSTRUCTIONS FOR INTERVAL INQUIRY VII1:

An interval will be sounded on the tape in ascending melodic
manner. It will be played twice on the piano. The lower note of the
interval and its name will be accurately given on the inquiry sheet.
You will be directed to listen, then write the correct top note of the

interval on the staff.

The procedure will be:

- observe the lower note of the fnterval and its

abbreviated name on the inquiry sheet

P8

- listen as the interval is sounded on the tape

- write your response on the staff provided at left

P8

- check the accuracy of your response

you should have written:

=

P8
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NAME DATE

INTERVAL INQUIRY VIII

RESPONSE SHEET
INTERVALS TO BE PRESENTED: M2 P4 M7 P8

(=)
2. Ph 3. M7 b, M2 5. Ph

0
—
=

— = = '
6. P8 7. M7 8. M2 9. Pl 10. P8
M.’ p 12. PL4 13. M2 14, M7 15. M2
, =
16. M2 17. P8 18. P4 19. M7 20. P8

NUMBER OF ERRORS

After you have responded to all 20 Items, check the accuracy of your
responses on page 82. If you correctly notated 18 or more Intervals,
continue to INTERVAL INQUIRY IX. If you incorrectly notated more than
two intervals, review this section and repeat INTERVAL INQUIRY VIII,
using the dupllcate response sheet which is provided on page 83.



82

INTERVAL INQUIRY Vill

CORRECT RESPONSES

O
L
L

O

—
» 5 5 s ©
1. P8 2. Pb 3. M7 b, M2 5. P4
G & e - bo
/ — j;_g = — Fi\;
6. P8 7. M7 8. M2 9. Ph 10. P8
e e e o %
1l é 11 é -
v
76, 12. Ph 13. M2 1. N7 15. M2
ﬁ‘#ﬂf e— ~ ©
Z = s e =
16. M2 17. P8 18. Py 19. M7 20??8
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INTERVAL INQUIRY VIl
DUPLICATE RESPONSE SHEET
INTERVALS TO BE PRESENTED: M2 P4 M7 P8

%

1
-
7T ) (o) (=) o]
1. P8 2. Ph 3. M7 b, M2 5. Ph
=50 A
— o= = - —
6. P8 7. M7 8. M2 9. Ph 10. P8
 ~ K o )
1 % 12. P4 13, M2 14.M7 15, M2
g0 L
16. M2 17. P8 18. P4 | 19. M7 zo.ﬁ

NUMBER OF ERRORS

After you have responded to all 20 items, check the accuracy of your

responses on page 82.

CONTINUE TO PAGE 84, -
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INSTRUCTIONS:

INTERVAL INFORMATION SHEET || and TAPE Il can be used to ac-

quaint you with the sight and sound of the following intervals:

m2
M3
M6

The volice on the tape announces the name of the interval to be
sounded. The interval is played on the piano in ascending pattern, from
the bottom to the top. Listen and follow the notational representation
and the abbreviated name of the interval given on the information sheet.
Repeat this portion of TAPE Il until you are able to recognize the sounds

of the three intervals shown above. Then continue to INTERVAL INQUIRY IX.



INTERVAL INFORMATION 1|1

85

INTERVALS TO BE PRESENTED: m2 M3 M6
2
o 7 — - I
-] o
€ 2. M6 3. m2 b, M6
; © st =
5. m2 6. M6 7. M3 ‘ 8. M3 '
8 - — -]
o—e = :
9. M3 10, m2 ©-11. M6 12, m2
2
s 5 o @ Y~ - :.::h:ﬂ____.l
13. M3 14, m2 15, M6 16, m2
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INSTRUCTIONS FOR INTERVAL INQUIRY IX:

These three abbreviations will be used to represent intervals

used in INTERVAL INQUIRY IX:

m2
M3
Mé

Use a capital M to indicate a MAJOR interval and a small m to
indicate a MINOR interval. For practice, write a capital M in this

space:

Write a small m in this space:

You should have written:.
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ADDITIONAL INSTRUCTIONS:

As you listen to the tape you will hear an interval sounded
twice on the piano. You will be directed to identify it as m2, M3, or
M6. The procedure will be:

- listen to tape

- identify the interval by writing one of the above
abbreviations In the appropriate space on the
response sheet

- write a response for each item, as those sections
left unanswered must be counted as errors

The spaces on the response sheet look !ike this:

Your response should be written in the top portion of the space. The
bottom portion should be used to record the accuracy of your response.
Mark an X in the bottom portion to indicate an error.

For example:

write response .y

mark an X for an
Incorrect response

do not mark in the
bottom portion If
your response Is correct

For practice, begin the tape and identify the first Interval.,

You should have responded: M3




INTERVAL INQUIRY X
SPECIAL INFORMATION FOR THE READER

NOT INTENDED FOR STUDENT USE

An interval will be sounded twice on the tape. 1t will be
played on the piano. The gtudent is asked to respond by identifying
the interval and writing its abbreviated name on the response sheet.
The response sheet which students will use for this INQUIRY is shown
on page 89. The student should understand that those spaces which

are left unfilled must be counted as errors,

INTERVALS AS THEY WILL BE HEARD ON THE TAPE:

88
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HAME DATE

INTERVAL INQUIRY 1X
RESPONSE SHEET
INTERVALS TO BE PRESENTED: m2 M3 M6
Write your response in the top space of each section. The bottom space
is provided in order that you may later record the accuracy of your re-

sponses.

NUMBER OF ERRORS

After you have responded to all 16 items, check the accuracy of your
responses with those given verbally on the tape. |f you have 14 or more
correct responses, continue to INQUIRY X. |f you have more than 2 errors,

use the duplicate response sheet on page 90 to repeat this INQUIRY,
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NAME DATE

INTERVAL INQUIRY IX
DUPL ICATE RESPONSE SHEET
{NTERVALS TO BE PRESENTED: m2 M3 M6
Write your response in the £op space of each section. The bottom space
is provided in order that you may later record the accuracy of your

responses.

9. 10. 1. 12. 13. 14, 15. 16.

NUMBER OF ERRORS

After you have responded to all 16 items, check the accuracy of your

responses with those given verbally on the tape.

CONTINUE TO PAGE 91.
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INSTRUCTIONS FOR INTERVAL INQUIRY X:

Examine the notation on the next page. The lower note of each
interval will be sounded on the piano. Listen, then think the upper
note. When you hear the directions ''sing and identify,'" use the syl-
lable '"loo'" to sing the lower and upper notes into the microphone of
the tape recorder. Since the notation uses both treble and bass clefs,
you may need to change the octave to fit your voice range. After you
sing, also give the name of the interval. Select your responses from
these choices:

m2
M3
M6

The procedure will be:

- listen to the lower note of the interval sounded
on the tape

~ think the upper note

- sing the lower and upper notes into the microphone
when you hear the direction ''sing and identify'

- speak the name of the interval into the microphone

- listen to the correct response as it is given on

the tape
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NAME DATE

INTERVAL INQUIRY X

INTERVALS TO BE PRESENTED: m2 M3 M6

0 1. 2. 3. #_c b,
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After you have responded to all 16 items, check the accuracy of your
taped responses with the instructor. Use page 93 to record the results
of this INQUIRY. If you correctly sang and identified 14 or more in-
tervals, continue to INTERVAL INQUIRY XI. |If you sang and identified
more than 2 intervals incorrectly, review this section and repeat
INTERVAL INQUIRY X. Use the duplicate response sheet on page 94 to

record the results.
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NAME DATE

INTERVAL INQUIRY X

RECORD OF ACCURACY OF RESPONSES

INTERVAL ACCURATELY PERFORMED INTERVAL ACCURATELY IDENTIFIED
1.
2.
b,
5. .
6.
7.
8.
9. _
10.
1.
2.
13, TOTAL NUMBER OF INTERVALS
INCORRECTLY SUNG OR
. IDENTIFIED
15,

16.
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NAME DATE
)

INTERVAL INQUIRY X

RECORD OF ACCURACY OF RESPONSES
(DUPL I CATE)

INTERVAL ACCURATELY PERFORMED INTERVAL ACCURATELY 1DENTIFIED
. | -
2.

3.

b,

5.

6.

7.

8.

9.

10.

n.

12,

3. :
TOTAL NUMBER OF INTERVALS

W, INCORRECTLY SUNG OR
IDENTIFIED

15.

16.
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INSTRUCTIONS FOR INTERVAL INQUIRY Xi:

Examine the notation on the next page. The upper note of each
interval will be sounded on the piano. Listen, then think the lower
note. When you hear the direction ''sing and identify,' use the syl-
lable ''100" to sing the upper and lower notes into the microphone of
the tape recorder. Since the notation uses both treble and bass clefs,
you may need to change the octave to fit your voice range. After you
sing, also give the name of the interval. Select your response from

these choices:

m2
M3
M6

The procedure will be:

listen to the upper note of the interval sounded

on the tape

- think the lower note

-~ sing the upper and lower notes into the microphone
when you hear the direction ''sing and identify"

- speak the name of the interval into the microphone

- listen to the correct response as it is given on

the tape
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NAME DATE

INTERVAL INQUIRY XI

INTERVALS TO BE PRESENTED: m2 M3 M6

1. 12.
T#é = -2

13. 14, 15. 16.

z/‘f: = =2 “ ; T r_w

After you have responded to all 16 items, check the accuracy of your

0

0

taped responses with the instructor. Use page 97 to record the results
of this INQUIRY. If you correctly sang and identified 14 or more inter-
vals, continue to INTERVAL INQUIRY XII., If you sang and identified more
than 2 intervals incorrectly, review this section and repeat INTERVAL
INQUIRY XI. Use the duplicate response sheet on page 98 to record the

results.
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NAME DATE

INTERVAL INQUIRY XI

RECORD OF ACCURACY OF RESPONSES

INTERVAL ACCUARTELY PERFORMED - INTERVAL ACCURATELY IDENTIFIED
o
2. _ _
3. e
b, .
5.
6.
7.
8.
9.
.
]
12. i
3.
TOTAL NUMBER OF INTERVALS
14, ——  INCORRECTLY SUNG OR
5. IDENTIFIED

16.
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NAME DATE

INTERVAL INQUIRY XI

RECORD OF ACCURACY OF RESPONSES
(DUPLICATE)

INTERVAL ACCURATELY PERFORMED INTERVAL ACCURATELY IDENTIFIED

TOTAL NUMBER OF INTERVALS
W, INCORRECTLY SUNG OR
IDENTIFIED
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INSTRUCTIONS FOR INTERVAL INQUIRY XI1:

An interval will be sounded on the tape in ascending melodic
manner. It will be played‘on the piano. The lower note of the interval
and Its name will be accurately given on the inquiry sheet. You will
be directed to listen, then write the correct top note of the interval

on the staff.

The procedure will be:

- observe the lower note of the interval and its

abbreviated name on the inquiry sheet

M3

- listen as the interval is sounded on the tape

J] - write your response on the staff provided at left

M3

- check the accuracy of your response

you should have written:

0

==

M3




100

NAME_ DATE__

- e e e e S e o < bt e

INTERVAL (INQUIRY X1i1

RESPONSE SHEET

INTERVALS TO BE PRESENTED: m2 M3 M6

i
qu
: O

R

;' = - < —©
5. M6 6. m2 7. M3 8. M3
o i~ =)
. 'm2 10. M6 1. M3 12. m
7o —© o
- —
13, M3 14, m2 15. M6 16. M3

NUMBER OF ERRORS

After you have responded to all 16 items, check the accuracy of your
responses on page 101. If you correctly notated 14 or more intervals,
continue to INTERVAL INQUIRY XIIi., If you incorrectly notated more
than 2 intervals, review this section and repeat INTERVAL INQUIRY XiI1i,
using the duplicate response sheet which is provided on page 102.
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INTERVAL INQUIRY XII

CORRECT RESPONSES

. M6 3.

:
&

=]
L] m 11. 12. m

o]
0|

m2 15. M6 16.§3
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NAME DATE

- . - -

INTERVAL INQUIRY X1

DUPLICATE RESPONSE SHEET

INTERVALS TO BE PRESENTED: m2 M3 M6

Y
= O
20
2 O
T.

3. k., m2
W
77— = = =S
5. M6 6. m2 7. M3 8. M3
)

9. m2 10. M6 11. M3 12, m2

B =

13. M3 14, m2 15. M6 18 M3

NUMBER OF ERRORS

After you have responded to all 16 items, check the accuracy of your
responses on page 101.

CONTINUE TO PAGE 103
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INSTRUCTIONS:

INTERVAL INFORMATION SHEET 11l and TAPE 1l! can be used to ac-

quaint you with the sight and sound of the following intervals:

m3
P5
mé
m7

The voice on the tape announces the name of the interval to be
sounded. The interval is played on the piano in ascending pattern, from
the bottom to the top. Listen and follow the notational representation
and the abbreviated name of the interval given on the information sheet.
Repeat this portion of TAPE |1l until you are able to recognize the
sounds of the four intervals shown above. Then continue to INTERVAL

INQUIRY X1 1L,
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INTERVAL INFORMATION 111

INTERVALS TO BE PRESENTED: m3 P5 mb6 m7

= & ©
© -3 -2 ©
1. m3 2. P§ 3. mb 4, m7 5. P5
oy . b & o
—/—§ —© =—»0—i & - = =
6. P5 7. m3 8. mb 9. m7 10. m3
/ 5 b o o e —1
O — o - e
1. m3 12, mb 13. P5 1. m7 15. PS5
bo
. — bo
o s = o

16. m3 17. P5 18. mb 19. m3 20. m7
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INSTRUCTIONS FOR INTERVAL INQUIRY X!I1:

These four abbreviations will be used to represent intervals
used in INTERVAL INQUIRY XIlf:
m3
P5

m7

The procedure will be:

- listen to tape

- identify the interval by writing one of the above
abbreviations in the appropriate space on the
response sheet

- write a response for each item, as those sections

left unanswered must be counted as errors

Use a small m to indicate a MINOR interval and a capital P
to indicate a PERFECT interval. For practice, write a small m in this

space:

Write a capital P in this space:




SPECIAL INFORMATION FOR THE READER

INTERVAL INQUIRY XI 11

NOT INTENDED FOR STUDENT USE

106

An interval will be sounded twice on the tape. It will be

played on the piano.

The student is asked to respond by identifying

the interval and writing its abbreviated name on the response sheet.

The response sheet which students will use for this INQUIRY is shown

on page 107.

left unfilled must be counted as errors.

INTERVALS AS THEY WILL BE HEARD ON THE TAPE:

The student should understand that those spaces which are

1. 2. 3. 4. 5.
Jy- H
= — | =
yv
6. 7. 8. b a 9. 10. A:Etf
. ‘§2 H n
, e ===
1. 2. & 13, a 1k 5. o
o o —
16. 17. 18. 19. 20.
: 40 —=°
%—g o~ {re —- —
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NAME DATE

INTERVAL INQUIRY X111
RESPONSE SHEET
INTERVALS TO BE PRESENTED: m3 P5 mé m7
Write your response in the top space of each section. The bottom space

is provided in order that you may later record the accuracy of your

responses.
1. 2 3 L 5. 6. 7. 8. 9. 10.
1. 12. 13. 14, 15. 16. 17. 18. 19. 20,

NUMBER OF ERRORS

After you have responded to all 20 items, check your responses with
those given verbally on the tape. If you have 18 or more correct re-
sponses, continue to INQUIRY XIV. If you have more than 2 errors,

use the duplicate response sheet on page 108 to repeat this inquiry.
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- NAME DATE

INTERVAL INQUIRY X111
DUPLICATE RESPONSE SHEET
INTERVALS TO BE PRESENTED: m3 P5 mb6 m7
Write your response in the top space of each section. The bottom space

is provided in order that you may later record the accuracy of your

responses.

1. 12. 13. 4. 15. 16. 17. 18. 19. 20.

NUMBER OF ERRORS

After you have responded to all 20 items, check your responses with

those given verbally on the tape.

CONTINUE TO PAGE 109.
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INSTRUCTIONS FOR INTERVAL INQUIRY XIV:

Examine the notation on the next page. The lower note of each interval
will be sounded on the piano. Listen, then think the upper note. When
you hear the directions ''sing and identify,' use the syllable ''loo' to
sing the lower and upper notes into the microphone of the tape recorder.
Since the notation uses both treble and bass clefs, you may need to
change the octave to fit your voice range. After you sing, also give

the name of the interval. Select your response from these choices:

m3
P5
m6
m7

The procedure will be:

- listen to the lower note of the interval sounded
on the tape

- think the upper note

- sing the lower and upper notes into the microphone
when you hear the direction ''sing and identify"

- speak the name of the interval into the microphone

- listen to the correct response as it is given on

the tape
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NAME DATE

INTERVAL INQUIRY XIV

INTERVALS TO BE PRESENTED: m3 P5 mb6 m7

bo n PR s

EEAJ?=3 }:. — ié; g? *E = 4*=:::1

5 = chge°.

W' [ =] g

6, L 17._bo 18 Vg 9. & 0. Qo

After you have responded to all 20 items, check the accuracy of your
taped responses with the instructor. Use page 11l to record the re-
sults of this inquiry. If you correctly sang and identified 18 or
more intervals, continue to INTERVAL INQUIRY XV, If you sang and
identified more than 2 intervals incorrectly, review this section
and repeat INTERVAL INQUIRY XIV. Use the duplicate response sheet

on page 112 to record the results,



NAME DATE

INTERVAL INQUIRY XIV

RECORD OF ACCURACY OF RESPONSES

INTERVAL ACCURATELY PERFORMED INTERVAL ACCURATELY IDENTIFIED

14,
15.
16.

17.
TOTAL NUMBER OF INTERVALS
18. INCORRECTLY SUNG OR
IDENTIFIED
19.

20.
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NAME DATE

INTERVAL INQUIRY X1V

RECORD OF ACCURACY OF RESPONSES
(DUPL I CATE)

INTERVAL ACCURATELY PERFORMED INTERVAL ACCURATELY IDENTIFIED

'5-
16.

17.
TOTAL NUMBER OF INTERVALS
18. INCORRECTLY SUNG OR
IDENTIFIED
19.

20.
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INSTRUCT IOHS FOR INTERVAL INQUIRY XV:

Examine the notation on the next page. The upper note of
each interval will be sounded on the plano. Listen, then think the
lower note. When you hear the directions ''sing and identify,'' use
the syllable '"loo'" to sing ihe upper and lower notes into the micro-
phone of the tape recorder. Slncevthe notation uses both treble and
bass clefs, you may need to change the octave to fit your volce range.
After you sing, also give the name of the interval. Select your re- |

sponse from these cholces:

m3
P5
m6é
m7

The procedure will be:

- listen to the upper note of the interval sounded
oﬁ the tape

- think the lower note

- sing the upper and lower notes Into the microphone
when you hear the direction ''sing and identify"

- speak the name of the interval Into the microphone

- listen to the correct response as It Is given on

the tape
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NAME DATE
INTERVAL INQUIRY XV
INTERVALS TO BE PRESENTED: m3 P5 mé m7
1. 2. 3, 4, 5.
= -
@—;——»‘L o ¥ e
-3 & -2
6. 7. 8. 9. 10.
5 Em— | — ﬂ =) }-E
T IvS O
N, £ 1. @ 1. " X- TS
T -3 = — . 2
— -
16. 17. 18, 9. | ] 20,
‘ | = m— - | 1~ |

After you have responded to all 20 Items, check the accuracy of your

taped responses with the instructor.
sults of this INQUIRY.

more intervals, continue to INTERVAL INQUIRY XVi.

If you correctly sang and Identifled 18 or

If you sang and

identified more than 2 intervals incorrectly, review this section

and repeat INTERVAL INQUIRY XV.

Use the duplicate response sheet

on page 116 to record the results.

Use page 115 to record the re-




NAME

DATE

15

INTERVAL ACCURATELY PERFORMED

A Y] o oy W &S W ~
. . .

- -
-_ O

12,
13.
14,
15.
16.
17.
18.
19.
20.

T

INTERVAL INQUIRY XV
RECORD OF ACCURACY OF RESPONSES

TOTAL NUMBER OF INTERVALS
INCORRECTLY SUNG OR °
IDENTIFIED

AARRRRRRRARNAY

INTERVAL ACCURATELY IDENTIFIED
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NAME DATE

INTERVAL INQUIRY XV

RECORD OF ACCURACY OF RESPONSES
(DUPL I CATE)

INTERVAL ACCURATELY PERFORMED INTERVAL ACCURATELY IDENTIFIED

|

|
i

13.
14,
15.
16.
17.
TOTAL NUMBER OF INTERVALS

18. INCORRECTLY SUNG OR
IDENTIFIED
19.

20.

T
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INSTRUCT IONS FOR INTERVAL INQUIRY XVi:

An interval will be sounded on the tape in ascending melodic
manner, |t will be played on the piano. The lower note of the interval
and its name will be accurately given on the inquiry sheet. You will
be directed to listen, then write the correct top note of the interval

on the staff.

The procedure will be:

: “ - observe the lower note of the interval and its

5 abbreviated name on the inquiry sheet
P5
- listen as the interval is sounded on the tape
_p - write your response on the staff provided at left
P5

check the accuracy of your response

you should have written:

=)

P5
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NAME DATE

INTERVAL INQUIRY XVI
RESPONSE SHEET
INTERVALS TO BE PRESENTED: m3 PS5 mé m7

I |
= & = = = —
1. PS5 2. m3 3. mb b, m7 5. m3
N e—— —
7 ﬂ—é i E o
6. m3 7. P5 8. mb 9., m? 10. P5
- - N
- — ==
tem 12. mb 13. m3 14, PS5 15. m3
‘:ZS% é;;,
s = = =
16. mb ~17. Ps 18. m3 19. m? 20, P5

NUMBER OF ERRORS

After you have responded to all 20 items, check the accuracy of your
responses on page 119. |If you correctly notated 18 or more intervals,
continue to INTERVAL INQUIRY XVii. If you incorrectly notated more
than 2 intervals, review this section and repeat INTERVAL INQUIRY XVII,
using the duplicate response sheet which Is provided on page 120.



INTERVAL INQUIRY XVI

CORRECT RESPONSES

119

—— === '
5 526 — ——
1. P5 2. m3 3. mb 4. m7 5. m3

& .
=D Hﬁ —O—
—7 .- m — 1
6. m3 7. P5 8. mb 9. m7 10. P5
" o o 2
= —n — o —
. m 2. m 13.m3 14, P5 15. m3
- — = fﬁ
16. mb 17. P§ 18. m3 19. m?7 20, PS5




NAME : DATE

120

INTERVAL INQUIRY XVI
DUPLICATE RESPONSE SHEET

INTERVALS TO BE PRESENTED: m3 P5 mé m7

1. PS5 2, m3 3. . m7 5. m3
- —
- - - i~ m
6. m3 7. PS5 8. mb 9, m?7 10. P5
A -
#_, = = L=
1. " m7 12. mb 13. m3 14, PS 15. m3
'r'n E o - r =
16. mb 17. PS 18. m3 19. m?7 20. P5

After you have responded to all 20 Items, check the accuracy of your
responses on page 119,

CONTINUE TO PAGE 121



INSTRUCTIONS FOR INTERVAL INQUIRY XViI:

121

Study INTERVAL INFORMATION SHEETS I, I, and Itl and the cor~‘

responding portions of TAPES I, 11, and 11l as you find necessary to
review all 11 intervals presented in the preceding materials.
As you listen to TAPE IV you will hear an interval sounded

twice on the piano. You will be directed to identhy it as:

~

m2
M2
m3
M3
Py

The procedure will be:

- listen to tape

P5
mb
M6
m7
M7
P8

- identify the interval by writing one of the above

abbreviations in the appropriate space on the

response sheet

- write a response for each item, as those sections

left unanswered must be counted as errors



The spaces on the response sheet look like this:

122

Your response should be written in the top portion of the space. The

bottom portion should be used to later record the accuracy of your re-

sponse.
For example: write response —

record accuracy
of response

For practice, begin the tape and identify the first interval.

You should have responded:

M3




INTERVAL INQUIRY XViI

SPECIAL INFORMATION FOR THE READER

NOT INTENDED FOR STUDENT USE

An interval will be sounded twice on the tape.

played on the

piano.

123

It will be

The student is asked to respond by identifying

the interval and writing its abbreviated name on the response sheet.

The response sheet which students will use for this INQUIRY is shown

on page 124,

are left unfilled must be counted as errors.

INTERVALS AS THEY WILL BE HEARD ON THE TAPE:

(R

The student should understand that those spaces which

2. i 0O Lo 5
%ﬁ ° E o— bﬂ
6. m 7. 8. & 9. 0.
q__/:_g =] Jﬂ'_'!,! (@) (> — o——
0 1. 12, 3. a 1, 5. o
- o © —
= =] o— =)
6. @ 17 18. 19. _20.
B =r==iz=—c=-=
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NAME DATE

INTERVAL INQUIRY XVII
RESPONSE SHEET
INTERVALS TO BE PRESENTED: m2 M2 m3 M3 P4 P5
m6 M6 m7 M7 P8
Write your response in the top space of each section. The bottom space

is provided in order that you may later record the accuracy of your re-

sponses.

1. 12, 13. 14, 15. 16. 17. 18. 19. 20.

NUMBER OF ERRORS

After you have responded to all 20 items, check your responses with
those given verbally on the tape. |f you have 18 or more correct
responses, continue to INQUIRY XVIIl. If you have more than 2 errors,

use the duplicate response sheet on page 125 to repeat this inquiry.



125

NAME DATE

INTERVAL INQUIRY XVII
DUPLICATE RESPONSE SHEET

INTERVALS TO BE PRESENTED: m2 M2 m3 M3 P4k PS5

m6 M6 m7 M7 P8
Write your response in the top space of each section. The bottom space
is provided in order that you may later record the accuracy of your re-

sponses.

. 12, 13. LR 15. 16. 17. 18. 19. 20.

NUMBER OF ERRORS

After you have responded to all 20 items, check your responses with

those given verbally on the tape.

CONTINUE TO PAGE 126
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INSTRUCTIONS FOR INTERVAL INQUIRY XVilt:

An interval will be sounded on the tape in ascending melodic
manner. |t will be played on the piano. The lower note of the interval
and its name will be accurately given on the inquiry sheet. You will
be directed to listen, then write the correct top note of the interval

on the staff,

The procedure will be:

_ - observe the lower note of the interval and its

P8 abbreviated name on the inquiry sheet

- listen as the interval is sounded on the tape

! 1 - write your response on the staff provided at left

- check the accuracy of your responses

you should have written:

/ o

P8



NAME DATE

INTERVAL INQUIRY XxVIi|
RESPONSE SHEET
INTERVALS TO BE PRESENTED: m2 M2 m3 M3 P4 PS

me6 M6 m7 M7 P8

{
‘%—ﬁ; ro

© =) —©

1 2. M3 3. m3 4, P5 5. M3

e
6. mb 7. M6 8. P8 9. M7 10. m?

[ ]
o B [ ]
I r_.) L= ) —
N
11. m2 12, m2 13. M2 14, Py 15. m?7
&Y: o Q
= 5 =

16. m?7 17. M7 18. P8 19. P4 20. PS

NUMBER OF ERRORS

After you have responded to all 20 items, check the accuracy of your
responses on page 128. |If you correctly notated 18 or more intervals,
continue to page 130. If you incorrectly notated more than 2 inter-
vals, review this section and repeat INTERVAL INQUIRY XVII|, using the
duplicate response sheet which is provided on page 129.



INTERVAL INQUIRY XVIII

CORRECT RESPONSES

128

o
N 1
—- —o—— e————1—C— h °
v 1. p8 2. M3 3. m3 L. PS5 5. M3
e te e & bo
o - — T 4= <
6. mb 7. M6 8. P8 9. M7 10. m7
0 ho
T — i o
1 = -~ -
r_ ]
Vi oo
1. m 12, m2 13. M2 14, P4 15. m7
S
e %% e
= = =~
-
16. m7 17. M7 18, P8 19. P4 20. P§
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NAME DATE

INTERVAL INQUIRY XVIII
DUPLICATE RESPONSE SHEET
INTERVALS TO BE PRESENTED: m2 M2 m3 ﬁS P4 PS5
m6 M6 m7 M7 P8

6. mb 7. M6 8. P8 9. M7 10. m7

g o
5 8- —
v
i. m2 12, m2 13. M2 14, Ph 15. m7
o

7 —— - %1 = =

16. m? 17. M7 18. P8 19. Pk 20. P5

After you have responded to all 20 items, check the accuracy of your
responses on page 128.

CONTINUE TO PAGE 130.
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INSTRUCT IONS :

You have completed the programed interval study. Schedule a
conference with the teacher and discuss your progress and any problems
with him. Take your materials with you so tﬁat he may refer to the
INQUIRY sections and evaluate your success with this area, He will

prescribe your next phase of study.



CHAPTER V

PHASE 2 OF THE PLAN. INTERPRETING THE MUSICAL SCORE

Rhythm in Music

Students in choral groups need to acquire knowledge and develop
technical skills in music to be able to fully experience, understand,
and communicate the content of a musical work. Through carefully-
planned aural and visual learning situations in music they can become
familiar with combinations of sounds and develop the ability to perceive
those sounds represented by a musical score. Programed instruction pro-
vides the opportunity for teachers to meet these needs of students by
prescribing instructional materials according to individual capabilities
and musical development.

Phase 1 of this plan features programed instruction designed
to familiarize the reader with pitch arrangements. Phase 2 is concerned
with the duration of pitch; that is, how long a pitch is sounded as
indicated by the music notation. Frequently, students who enroll in
choral activities are unable to deal accurately with the rhythmic as-
pects of a musical composition. I(n a large choral group, it is impos-
sible for the teacher to offer individual assistance to each student.
The programed materials in rhythm which have been designed for Phase 2
supply opportunities for students to work independently, at theif own

rate of speed, in a logically-planned sequence of study. They do not

131
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attempt to encompass every aspect of rhythm. They do present signifi-
cant Information which can be expanded upon in the rehearsal and which
can make choral experiences more meaningful for students.

The instruction begins with an explanation of duration and an
introduction of related terminology. Later sections provide partici-
pation activities for the student. Different note arrangements are
Introduced, and. INQUIRY sections requiring written or sung responses
are presented.

The material which follows has been planned to be placed in

the hands of the student.
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RHYTHM IN MUSIC

Phase 1 of this programed instruction has familiarized you
with pitch arrangements. Phase 2 is concerned with the duration of
pitch; that is, how long a pitch is sounded as indicated by music

notation. Two aspects of duration are:

1. the grouping of beats which divides

music Into equal amounts of time

2. the arrangements of the notes in
different lengths to give variety

and interest to the music

With your pencil, tap steadily four times at a medium rate of

speed. Repeat this group of beats three times.

Next, as you continue to tap, stress beat | more than the other three
beats so that you can feel where each group begins. Note In the visual

that beat 1 has a heavier line to indicate this stronger stress.

Keep up the steady tapping. Using the syllable TAH, sing a continuous

sound while you tap the four groups of beats on page 134,



TAP: B 11 bR L
1 2 3 4 1 2 3 4 1 2 3 4 1 2 3 4
SING: TAH

This time, continue to tap and sustain TAH as long as the line

after it indicates. Breathe after each group of four beats.

TAP: B | | (N I | [ [ I | P e | | i
P2 3 & 1y 2 3 4 1 2 3 L 1 2 3 &4

SING: TAH TAH TAH TAH

Each TAH should have been sustained for four taps. A total of four
TAHS should have been sung. Repeat this grouping untll you feel com-

fortable in performing it.

The next pattern below introduces a shorter duration. Examine
the diagram, then try the tapping and singing as indicated.
TAP: ¢ | | [ I | [N I | | I | |

1 2 3 4 Vv 2 3 4 v 2 3 4 1V 2 3 &
SING: TAH___ TAH TAH TAH TAH TAH TAH TAH

Eight TAHS should have been sung. Each TAH should have been sustained
for two taps. Repeat this grouping until you feel comfortable in per-

forming it.
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The next step is to add another duration pattern for your sing-

ing in which one TAH is sung for each tap. Try tapping and singing the

pattern as it is written below., Stress beat 1 in both your tapping

and singing.

TAP: P | | | P I | P | o 1 | { i
12 3 4 1 2 3 4 v 2 3 4 v 2 3 4

SING: TAH TAH TAH TAH TAH TAH TAH TAH TAH TAH TAH TAH TAH TAH TAH TAH

Below are several combinations of the preceding singing and

tapping groups. Practice each one until it is easy for you.

SING: TAH TAH TAH TAH TAH TAH TAH___ TAH TAH TAH TAH TAH __ TAH___

SING: TAH___ TAH TAH TAH TAH TAH___ TAH___ TAH TAH TAH TAH TAH___
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TAP: t | | 1 I | | | L | | P | i |
12 3 4 v 2 3 4 v 2 3 4 1 2 3 4

SING: TAH TAH TAH TAH TAH TAH TAH TAH TAH TAH TAH____ TAH TAH TAH____

You have just sung and tapped the patterns of rhythm for three well-

known melodies:

I. GOOD KING WENCESLAS

Il. BEAUTIFUL SAVIOUR (FAIREST LORD JESUS)

110, ARE YOU SLEEPING? (FRERE JACQUES)
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In each of the preceding singing and tapping combinations

there were two rhythms going on simul taneously:

1. the tapping of the steady beats

2. the rhythm of the melody which you sang on TAH

The underlying rhythm represented by steady tapping is called the METER.
The METER provides regular pulsations against which the more irregular
rhythms of the melody are heard. Each recurring group of beats is called
a MEASURE. The MEASURES contain an equal number of béats, which are

set off by vertical lines known as BAR LINES.

TAP
These are the steady beats or pulsations

which form the METER. The grouping of
beats into accented (stressed) and
unaccented beats divides music into
equal amounts of time. The BAR LINES
show the division of the beats into

MEASURES.

SING TAH TAH TAH
— Sounds are arranged in different lengths
[ I | |

to give variety and interest to the
melody. This can be illustrated by sing-
ing on the syllable TAH as indicated at

the left.
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Musical symhols used to indicate exact duration are called
notes. Note symbols are constructed in different ways according to
the duration of the sound which they represent. It Is important to
be able to recognize them by sight, know their correct names, and
learn how to draw them. The materials which follow use whole, half,
quarter, elghth, aﬁd sixteenth notes.

The whole note is shaped like a horizontal oval. It is

written llike this: (o] A whole note can represent a single

continuous sound which lasts for four beats.

TAP: 01 1|
SING: TAH __
symsoL: &

A shorter sound, one which lasts only half as long as the
whole note, is represented by an oval symbol with a stem attached.
It Is called a half note and is written like this: J
When the whole note (o) equals four beats, the half note

represents a single continuous sound which lasts two beats.

TAP: | | |

SING: TAH

| TAH___
SYMBOLS : J J
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Two half notes sung consecutively will equal as much duration

of sound as one whole note.

i

To represent a still shorter sound, the quarter note is used.
The symbol which represents the quarter note has a filled-in notehead
and looks like this J When the whole note QI equals four
beats, the quarter note J is sustained for one beat. Two quarter
notes J J equal the same duration as a half note four quarter

notes J J J J equal the same duration as a whole note €

d = JJ o = JJII

Examine the following illustration. The sound represented by
each symbol is sustained for the number of beats shown by the length of

the line following it.

When the whole note ) equals four beats, the duration of

the whole note half note J and quarter note 1 are as

shown on page 140.



140

RELATIVE DURATION OF WHOLE, HALF, AND QUARTER NOTES

WHEN THE WHOLE NOTE EQUALS 4 BEATS

° 4 beats

J . 2 beats
J 1 beat




141

The first phrase for each of the three melodies given on pages

135 and 136 can be written in rhythmic notation by using note symbols

which have just been presented.

Each tap will be shown as a quarter note,

GOOD KING WENCESLAS
TAP:
(steady beat)

SING:
(rhythm of the melody)

OBSERVE:
(note symbols)

I

TAH TAH TAH TAH -

bl

111

TAH TAH TAH

)

FAIREST LORD JESUS (BEAUTIFUL SAVIOUR)

TAP:
(steady beat)

SING:
(rhythm of the melody)

OBSERVE :
(note symbols)

J 11l

TAH TAH TAH

d 1

J 1l

TAH TAH TAH

I

ARE YOU SLEEPING? (FRERE JACQUES)

TAP:
(steady beat)

SING:
(rhythm of the melody)

OBSERVE:
(note symbols)

Jid

TAH TAH TAH TAH

J L

I

TAH TAH TAH TAH

Pl
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Two eighth notes are produced if the quarter note J is
divided into two equal parts. The symbol for an eighth note is formed
by adding a flag to the symbol used for the quarter note r
When the whole note € equals four beats, the eighth note is sus~
tained for one-half beat. Two eighth notes J, equal the duration

of a quarter note

Two sixteenth notes are produced if the eighth note P is
divided into two equal parts. The symbol! for a sixteenth note is formed

by adding a second flag to the eighth note

When the whole note @ equals four beats, two eighth notes
sung consecutively will consume the same duration of sound as one
quarter J note. Four sixteenth notes sung consecutively P P

will consume the same duration of sound as one quarter note

When a number of consecutive notes require flags on their stems,
it is possible to link two or more of the notes together to facilitate

reading and to conserve space.

For example:
two eighth notes connected by a beam n

four eighth notes connected by a beam J I J j
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As you sing the patterns written below, observe that two eighth
notes n will be sung for each quarter note l During each quar-
ter note beat, you will sing two sounds using TAH TAH. Make them equal
in duration to represent the two eighth notes. Examine the pattern below,

perform it, and repeat it several times until you have mastered it.

Y R B
w 000

TAH TAH TAH TAH TAH TAH TAH TAH

As you sing the patterns written below, observe that four six-

teenth notes ! I I l will be sung for each quarter note J

During each quarter note beat, you will sing TAH TAH TAH TAH. Examine
the pattern below, perform it, and repeat it several times until you

have mastered it.

wr ) ) !

TTTT TTTT TTTT TTTT
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These five symbols and the durations which they represent will

be considered in the self-instructional materials which follow:

WHOLE WOTE o

HALF NOTE
QUARTER NOTE

d
]
Iy

SIXTEENTH NOTE

These notes can be combined in different ways to form rhythmic
patterns. Continue to the next page where you will find rhythm patterns

which have been extracted from familiar songs.
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These illustrations show the rhythmic notation for the
first phrase of these familiar songs. Sing and tap each one several
times until you have mastered it,

we ol 111
ossenvs:J J | l ﬂJ

SING: TAH TAH TAH T T TAH

wel ] ] IR
wsene: | | || nild

SING: TAH TAH TAH TAH TTTAH TAH

wl b0 L
wo | (111 |11

SING: TAH T T TAH TAH TAH TAH TAH
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You have just sung the rhythms for the beginning portions of three well-

known songs:

I. HI HO NOBODY HOME

Ii. SKIP TO MY LOU

111, UP ON THE HOUSETOP

Now that you have discovered the songs from which these rhythms
were extracted, review page 145, keep the melodies in mind as you tap

and sing the rhythms. Then continue to page 147.
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Is it possible to indicate duration other than an even number
of beats? Suppose it is necessary to represent a sound which is to be
sustained for the duration of three beats. It is possible to write
A Jbut this indicates two sounds rather than one sound sustained
for the duration of three beats. We can join together notes of the same
pitch by means of a curved line “—r called a TIE. When this curved
line is placed under two notes of the same pitch, it indicates that the
tone is to be sounded and sustained for the duration of both notes. In

this instance, the tone would be sustained for and be equal to the

duration of three beats pictured below as three quarter notes:
JJd = 4 J
-
V

Here are several other examples of tied notes:

Iy
|

Q
.—
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In the illustrations below, which combination of notes does
not have the duration of two whole notes? Write your response in the

rectangular space provided below right.

NNy
Y
Ny

(
(

o— 0
& — ‘o
*QQ— o__

CHECK THE ACCURACY OF YOUR RESPONSE ON PAGE 149.

Sing and tap these rhythms which contain tied notes.

A Y i dd

SING: TAH

TAH TAH

——— - i it —

o d_ 4 L] d_ 4
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CORRECT RESPONSE FOR PAGE 148:

d

Another way in which to notate this note combination would be
to use the DOT. When placed after any note, the dot extends the duration

of that note by one-half its value,

For example: J
1 2 (duration of 2 beats)

d.

1 2 3 (duration of 3 beats)

A dotted half note J. equals in duration J J or J J 1 '
LSS s

The quarter note can also be used to illustrate the durational
value of the DOT. When dotted, the quarter note Is often followed by an
eighth note J_

For example: l l

1 2 (duration of 2 beats -
| beat plus | beat = 2 beats)
| !

1% 3 (duration of 2 beats -
14 beats plus % beat = 2 beats)
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One of the note combinations below does not have a duration
equal to two half notes. Determine which combination has a duration
of LESS than two half notes. Write your response in the space provided.

1 2 3 4

. d

L
1) 45

R

T

CHECK THE ACCURACY OF YOUR RESPONSE AT BOTTOM OF PAGE 150,

The note combinations which were presented on page 149 can be
written by using the DOT or the TIE. Examine the combinations below;
observe that the pattern is notated first with a DOT; next with a TIE.
Notice that the tones are sustained the same duration even though the

notational representations are not identical,

I P A

A dot cannot add any amount of duration other than one-half of the value

of the note which It follows.

CORRECT RESPONSE FOR TOP OF PAGE 150:
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The three aspects of rhythm are:

1. relative pitch duration of the melody (the arrangement
of notes in different lengths to give variety and interest to the music)

2. meter -~ regular pulsations (the grouping of beats which
divide music into equal amounts of time)

3. tempo
The preceding pages have given attention to pltch duration and mster or
regular pulsations. At what speed are the regular pulsations to be
tapped? How fast do the beats go by? The rate of performance speed
of the beats is called TEMPO. Frequently, the TEMPO is indicated by
a special marking at the beginning of a composition. The composer may
write a general performance direction such as ''slow,' ''fast,'” or "lively,"
or he may use ltallan instead of English words.* Sometimes, the composer
will designate a specific metronome** marking to insure that his Intended

tempo s observed.

*The use of Italian words to Indicate tempo has evolved from
the seventeenth century when Italian composers were predominant in the
musical world, Thelir markings were adopted for use by musiclans In
other countries. Two examples of Italian tempo markings are ANDANTE,
Indicating a walking speed and ALLEGRO, indicating a fast rate of speed.
**The metronome is a mechanical device which makes ticking sounds
and which can be set to tick at a particular rate of speed. An Indlcation

of M.M. 80 means that the pendulum makes 80 oscillations per minute.
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A set of numbers at the beginning of a selection gives helpful
information about the meter of the music. These two numbers form the

METER SIGNATURE. The most common meter signatures are:

&N

E o Fg v

The top number indicates the number of regular pulsations or beats con-
tained in each measure. The bottom number indicates which note value
will be counted as the basic pulse and will receive one beat.

In i meter, two regular pulsations are contained in a measure.
The music moves in groups of twos. The lower number 4 shows that the
quarter note receives one beat.

In Z meter, three regular pulsations are contained in a measure.
The music mers in groups of threes. The lower number 4 shows that the
quarter note receives one beat.

In 2 meter, four regular pulsations are contained in a measure.
The music moves in groups of fours. The lower number 4 shows that the
quarter note receives one beat.

There are infinite possibilities for combining notes to form

rhythmic arrangements. Sing and tap the rhythmic arrangements in the

3
following examples of i § and ﬁ meters.
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(pulsatlons)

L )
)

J
~

OBSERVE : J
(rhythmic J ]
arrangement) 2 1 2
SING: TAH TAH TAH TAH TAH TAH REPEAT
(pulsations)
OBSERVE: 2 J y J ‘P
(rhythmic . .
arrangement) 1 2 ] 2
SING: TAH TAH* TAH TAH REPEAT

*Make certain that this eighth note is sung after the second tap in

each measure.

2 ] ]

(pulsatnons) +

OBSERVE : 1. J
(rhythmic
arrangement) 1 2
SING: TAH

J

TAH

I

1 2

TAH  TAH TAH REPEAT
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1 2 3
TAP: J
(pulsatigns) i J J

]
Il

OBSERVE :
(rhythmic 3 J J :
arrangement) +
SING: TAH TAH TAH TAH TAH TAl REPEAT
1 2 3 1 2 3
w3 c 30 A R R O T
(puisations +
OBSERVE: 4 (g
(rhythmic
arrangement) -1-
SING: TAH T-T-T* TAH TAH T-T-T* TAH REPEAT

* © 3 % is the symbol used to represent a TRIPLET.
divides a beat into 3 equal parts.
are sung in the duration of | quarter note beat.

The TRIPLET sub-
In this instance, 3 eighth notes
Sing the 3 steady

pulsations, and fill the one indicated with 3 TAH TAH TAHS.

(pulsatlons) 1

2
OBSERVE:

J 1
o | 1)

SING: TAH T-T-T TAH

1 2 3

I
A

k

REPEAT
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3 b

<,,u.saJ:::;>¢l I
OBSERVE ; Jm 1 J

(rhythmic
arrangement)
SING: TAH TTT TAH TAH

)

Jizjul
IR

TAH T TT TAH TAH

REPEAT

pulsat.:-g:s)4J J J J
OBSERVE:
gt 21 553 )

SING: TAH TTTIT TAH TAH

I
J Al

TAH TTTT TAH TAH

REPEAT

2

TAP: 3 l
(pulsations)
OBSERVE:
(rhythmic m
arrangement )

SING: TAH TT TAH TAH

| ffRl

TAH TTTT TAH TAH

11

REPEAT
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SPECIAL INFORMATION FOR THE READER

NOT INTENDED FOR STUDENT USE

The materials which follow were planned for student use and were

constructed according to these premises.

1. Because it is important for students in choral groups to
hear sustained tones, the organ was selected as the most appropriate
instrument for presentation of rhythm patterns. Students hear pulses
and meter set by the metronome, and at the same time they hear a tone
sustained for its exact duration by the organ.

2. The use of a single tone appears to be the most successful
means of presenting rhythmic materials. Percussive sounds which are
produced by tapping are frequently used, but they are not as effective
as a single tone.

3. 1t is possible to construct rhythmic materials which

include several levels of difficulty. A workable plan is to

establish a pattern of rhythm and then change that pattern on beats
1 and 2 but not on beat 3. For example, in Z meter, three possibil-
ities, ranging from easy to difficult, would be:

a. change the notation on beat 2

b. change the notation on beat 1

c. change the notation on both beats 1 and 2
In : meter, two possibilities would be:

a. change the notation on beat 2

b. change the notation on beats 2 and 4
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L, A definite tempo must be established and adhered to when
presenting rhythmic materials. |In this study, quarter notes are per-

formed at the rate of one per metronome tick.

The procedure for the use of these rhythmic materials will be:

- presentation of the rhythmic examples on tape
with accompanying visual notation in the

RHYTHMIC RECOGNITION sections

- presentation of the rhythmic examples on tape
followed by a period of silence for the stu-
dent's written or sung response in the RHYTHMIC

INQUIRY sections

- identification of the stimulus in one of three

ways, in terms of the instructions given

- repetition of the procedure as necessary for

individual students

All students are directed to respond to each item. Spaces left
unanswered are counted as errors. Students are instructed to meet the

specified criterion level before they proceed to the next level of

difficulty.
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Some students will need more time than others to complete this

instructional area. This is an advantage of programed instruction. |t
gives attention to individual differences, and students can work independ-

ently, at their own rate of speed.

The materials planned for student use in rhythmic response and

understanding comprise the remainder of this chapter.
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NAME DATE

RHYTHMIC INQUIRY |

RESPONSE SHEET

Three aspects of rhythm are: METER . . . . . regular pulsations

PITCH DURATION . . arrangement of notes
in different lengths

TEMPO . . . . . performance speed

INSTRUCTIONS :
Observe the meter signature for the measures of music which

appear below. Respond to the inquiries below.

. I ||

1. What kind of note represents the regular pulsations?

2. What is the number of regular pulsations in each measure?

3. How many complete measures are there in this musical example?
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4, Write the names of three kinds of notes used in this music.

ADDITIONAL INSTRUCTIONS:
Circle any words which are inaccurate in the next three state-

ments. In the spaces provided, write a word which corrects the statement.

If there are no errors, leave the space blank.

5. A tie joins notes of different pitch; it is written as follows:

6. By using a beam, it Is possible to link together consecutive eighth

and sixteenth notes.

7. A dot placed after a note extends the duration of that note by one-

third of its value.
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8. Tempo refers to the rate of performance speed of music. A metronome
Is a mechanical device which can be set to tick at a specific rate

of speed.

9. A triplet subdivides a note into two equal parts.

CHECK THE ACCURACY OF YOUR RESPONSES ON PAGE 162,



CORRECT RESPONSES FOR RHYTHMIC

. a quarter note - - - -
2. 4 - - - = - - -
3, 2 = = = = = - =

L. dotted half note - - -

quarter note

sixteenth note

half

note - - - - -

. G -

6. correct as is

7. one-half

8. correct as is

9. Guo

three

P

162

INQUIRY |

)

IF YOUR RESPONSE WAS
INCORRECT, THEN REVIEW
THE PAGE SHOWN BELOW

page 152

page 145

page 137

pages 144 and 149

page 147

page 142

page 147

page 157

page 154

WHEN YOU HAVE CHECKED YOUR RESPONSES AND REVIEWED
THE MATERIAL WHICH YOU MISSED, CONTINUE TO RHYTHMIC

RECOGNITION | on page 163.
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INSTRUCTIONS :

RHYTHMIC RECOGNITION | and TAPE | will acquaint you with the

sight and sound of these note combinations: J

As you listen to the tape you will hear a rhythm pattern sounded
twice on the organ. You will be directed to listen the first time it is

sounded and to tap out the pattern as it is played the second time. The

procedure will be:

listen to tape as the rhythm pattern is sounded

tap the rhythm pattern as it Is sounded the second time

notate the rhythm pattern on the response sheet

- write a response for each item, as those sections

left unanswered must be counted as errors

The spaces on the response sheet look llke thls:

Your response should be written In the top portlon

of the space.
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The bottom portion should be used to later record the accuracy of your

response. For example:

write response

A\ J

record accuracy
of response °

Mark an X below an incorrect response. Do not place any mark in the

bottom portion of the space if your answer if correct.

Each measure will contain the equivalent duration of three
quarter notes. RHYTHMIC RECOGNITION | will present rhythm patterns in
z meter, Repeat this portion of TAPE | until you are familiar with the

rhythm patterns shown on page 165. Then continue to RHYTHMIC INQUIRY I1I.
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RHYTHMIC RECOGNITION |

KINDS OF NOTES TO BE J

PRESENTED: n

T
T3

Jl|nnn:

£

L

|1 ||/ mmm

+~w

AN Ny!

*The symbols l

* and :“ are repeat signs. They indicate repetition

of the section enclosed by them. I[f :“ is used alone, the repetition
starts from the beginning. Each of the above patterns is to be repeated
from the beginning and reviewed until you have mastered it. Then

continue to the RHYTHMIC INQUIRY on page 166.
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NAME___ DATE

- s - = o= e

RHYTHMIC INQUIRY 1|
RESPONSE SHEET
Listen to the example given on tape and write your response in the top

space of each section. The bottom space is provided in order that you

may later record the accuracy of your responses. l

Kinds of notes to be presented: I I

NUMBER OF ERRORS

After you have responded to all 10 items, check the accuracy of your
responses on page 167. Mark an X in the space below those responses
that are incorrect. If you have 8 or more correct responses, continue
to RHYTHMIC INQUIRY I1l. If you have more than 2 errors, use the
duplicate response sheet on page 168 to repeat this INQUIRY.



w
.

£

o

ECT RESPONSES FOR RHYTHMIC INQUIRY 1]

10l

) T0
| ]
Ny
1 ]
[
1
) T

167
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NAME DATE

RHYTHMIC INQUIRY 11
DUPL ICATE RESPONSE SHEET
Listen to the example given on tape and write your response in the top
space of each section. The bottom space is provided in order that you

may later record the accuracy of your responses.

Kinds of notes to be presented: n

NUMBER OF ERRORS

After you have responded to all 10 items, check the accuracy of your
responses on page 167. Mark an X in space below those responses that
are incorrect.

CONTINUE TO RHYTHMIC INQUIRY I11.
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NAME DATE

RHYTHMIC INQUIRY 11!
RESPONSE SHEET

Listen to the example given on tape and write your response in the top

space of each section. The bottom space is provided in order that you

may later record the accuracy of your responses.

Kinds of notes to be presented:

]
oyl
T

10.

NUMBER OF ERRORS

After you have responded to all 10 items, check the accuracy of your
responses on page 170. Mark an X in the space below those responses
that are incorrect. If you have 8 or more correct responses, continue
to RHYTHMIC INQUIRY 1V, If you have more than 2 errors, use the
duplicate response sheet on page 171 to repeat this INQUIRY.



RESPONSES FOR RHYTHMI

-

. .

N
- Al
1
Im

|
]
]
!
Nl
]
)
!

o 1511
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NAME DATE

RHYTHMIC INQUIRY 111
DUPLICATE RESPONSE SHEET
Listen to the example given on tape and write your response in the top
space of each section. The bottom space is provided in order that you
may later record the accuracy of your responses.

Kinds of notes to be presented: I I

NUMBER OF ERRORS

After you have responded to all 10 items, check the accuracy of your
responses on page 170. Mark an X in the space below those responses
that are incorrect.

CONTINUE TO RHYTHMIC INQUIRY 1V,
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HAME DATE

RHYTHMIC INQUIRY 1V
RESPONSE SHEET

Listen to the example given on tape and write your response in the top

space of each section. The bottom space is provided in order that you

may later record the accuracy of your responses. J

i
yrr
T

Kinds of notes to be presented:

10.

NUMBER OF ERRORS

After you have responded to all 10 items, check the accuracy of your
responses on page 173. Mark an X in the space below those responses

that are incorrect. |f you have 8 or more correct responses, continue

to RHYTHMIC RECOGNITION t1. 1f you have more than 2 errors, use the dupli-
cate response sheet on page 174 to repeat this INQUIRY.




w

R o

\%, ]

[+,3

~

[

O

CORRECT RESPONSES FOR RHYTHMIC INQUIRY IV
1. n ol ] J

-0l
mil
Rl
| N
ARl
J 1l
mmm
| R

173
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NAME DATE

RHYTHMIC INQUIRY IV
DUPLICATE RESPONSE SHEET
Listen to the example given on tape and write your response in the top
space of each section. The bottom space is provided in order that you

may later record the accuracy of your responses. J

Kinds of notes to be presented: ! I

NUMBER OF ERRORS

After you have responded to all 10 items, check the accuracy of your
responses on page 173. Mark an X in the space below those responses
that are incorrect.

CONTINUE TO RHYTHMIC RECOGNITION 1.
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RHYTHMIC RECOGNITION 11

)

KINDS OF NOTES TO BE J l ‘P J \
PRESENTED: _{ .[ l J. C ol

AN NN

11 m m A S
EIR TR ST

IR L

Each measure will contain the equivalent duration of four quarter notes.

4~ b -

RHYTHMIC RECOGNITION §1 will present rhythm patterns in ﬁ meter. Repeat

this portion of TAPE Il until you have mastered ft. Then continue to the

RHYTHMIC INQUIRY on page 176.
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NAME DATE

RERYTHMIC INQUIRY V
RESPONSE SHEET
Listen to the example given on tape and write your response in the top
space of each section. The bottom space is provided in order that you

may later record the accuracy of your responses.

Kinds of notes to be presented:

A

I U A

6. 7. 8. 9. 10.

NUMBER OF ERRORS

After you have responded to all 10 items, check the accuracy of your
responses on page 177. Mark an X in the space below those responses
that are incorrect. |f you have 8 or more correct responses, continue
to RHYTHMIC INQUIRY VI. |If you have more than 2 errors, use the
duplicate response sheet on page 178 to repeat this INQUIRY.
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NAME L DATE

RHYTHMIC INQUIRY V
DUPLICATE RESPONSE SHEET
Listen to the example given on tape and write your response in the top
space of each section. The bottom space is provided in order that you
may later record the accuracy of your responses.

Kinds of notes to be presented:

3

IT Ly 4

6. 7. 8. 9. 10.

NUMBER OF ERRORS

After you have responded to all 10 items, check the accuracy of your

responses on page 177. Mark an X in the space below those responses
that are incorrect.

CONTINUE TO RHYTHMIC INQUIRY VI
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NAME DATE

RHYTHMIC INQUIRY VI
RESPONSE SHEET

Listen to the example given on tape and write your response in the top

space of each section. The bottom space is provided in order that you

may later record the accuracy of your responses.
Kinds of notes to be presented:

N

L oLy

9. 10.

NUMBER OF ERRORS

After you have responded to all 10 items, check the accuracy of your

responses on page 180. Mark an X in the space below those responses
that are incorrect.

If you have 8 or more correct responses, continue
to RHYTHMIC INQUIRY VII.

If you have more than 2 errors, use the
duplicate response sheet on page 18] to repeat this INQUIRY.
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J. S .\.
A..m o~
— ¢
un AV-) -,o o0 o [ =)



NAME

DATE
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RHYTHMIC INQUIRY VI

DUPLICATE RESPONSE SHEET

Listen to the example given on tape and write your response in the top

space of each section.

may later record the accuracy of your responses.

Kinds of notes to be presented:

Y

) ML) e

The bottom space is provided in order that you

NUMBER OF ERRORS

After you have responded to all 10 items, check the accuracy of your
responses on page 180. Mark an X in the space below those responses
that are incorrect.

CONTINUE TO RHYTHMIC INQUIRY Vil
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NAME DATE

RHYTHMIC INQUIRY VI|
RESPONSE SHEET
Listen to the example given on tape and write your response in the
top space of each section. The bottom space is provided in order that

you may later record the accuracy of your responses. Note symbols to

be presented: V)
) N R Mmool
Each measure will contain the equivalent duration of two quarter notes.

RHYTHMIC INQUIRY VII will present comhbinations of the above note symbols
2

in L meter,
1. 2. 3. 4, 5.
6. 7. 8. 9. 10.

NUMBER OF ERRORS

After you have responded to all 10 Items, check the accuracy of your
responses on page 183. Mark an X in the space below those responses
that are incorrect. |f you have 8 or more correct responses, continue
to page 185, If you have more than 2 errors, use the duplicate response
sheet on page 184 to repeat this INQUIRY,
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CORRECT RESPONSES FOR RHYTHMIC INQUIRY Vil

1. J J
. [ [
3. l

10. J
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NAME DATE

RHYTHMIC INQUIRY VII
DUPL ICATE RESPONSE SHEET
Listen to the example given on tape and write yvour response in the
top space of each section. " The bottom space is provided in order that
you may later record the accuracy of your responses. Note symbols to
be presented:

nmm ommhLy

Each measure will contain the equivalent duration of two quarter notes.

RHYTHMIC INQUIRY VIl will present combhinations of the above rhythms in

ﬁ meter.
1. 2, 3. 4, 5.
6. 7. 8. 9. 10.

NUMBER OF ERRORS

After you have responded to all 10 items, check the accuracy of your
responses on page 183. Mark an X in the space below those responses
that are incorrect.

CONTINUE TO PAGE 185.



INSTRUCTIONS FOR THE NEXT TWO INQUIRIES:

inquiry:

Combinations of these notes will be presented in

QUARTER NOTE

2 EIGHTH NOTES (BEAMED)

L SIXTEENTH NOTES (BEAMED)

1 EIGHTH NOTE, 2 SIXTEENTH NOTES (BEAMED)

EIGHTH NOTE TRIPLET

1 DOTTED QUARTER NOTE, 1 EIGHTH NOTE

1 DOTTED HALF NOTE, 1 QUARTER NOTE

1 HALF NOTE

185

the following

ippp!
Iy

T
..

J
Il
~

A

- o
P
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Your response sheet on page 188 will indicate rhythm patterns
designated by note names, such as QUARTER, EIGHTH, SIXTEENTH, or com-
binations of these, as the case may be. You are asked to listen to
the rhythm as it is played on the tape, observe the written names of
the notes, and then write in the appropriate spaces the musical symbols

which represent the rhythm pattern.

The procedure will be:

- examine the information given on your response sheet

- listen to the tape as the organ sounds the rhythm pattern

twice

- write a response for each item, as those sections left

unanswered must be counted as errors.

The spaces on the response sheet look like this:

0
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Your response should be written in the top portion of the space. The
bottom portion should be used to later record the accuracy of your

response,
For example:

A

4 1 quarter, | quarter, | gquarter, | quarter

write response J J J J

record accuracy
of response

CONTINUE TO RHYTHMIC INQUIRY VIl ON PAGE 188.
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NAME DATE

RHYTHMIC INQUIRY Vil
RESPONSE SHEET
In the top space, write the correct note symbols as indicated. The bottom
space is provided in order that.you may later record the accuracy of your

responses by drawing an X in the space below an incorrect response.

1. 1 quarter, 2 eighths, | quarter

2. L4 sixteenths, 2 eighths, | quarter

3. 1 eighth, 2 sixteenths, 1 half
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L, 1 eighth triplet, | quarter

5. | dotted quarter, | eighth

6. 1 half

SN

7. | dotted half, 1 quarter
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8. 1 quarter, | quarter, 1 half

&

9. 1 dotted quarter, 1 eighth, |1 dotted quarter, 1 eighth

NUMBER OF ERRORS

After you have responded to all items, check the accuracy of your

responses on page 191. |If you correctly notated all 9 rhythms, continue

to RHYTHMIC INQUIRY X. If you have any errors, continue to RHYTHMIC

INQUIRY IX on page 193.
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CORRECT RESPONSES FOR RHYTHMIC INQUIRY VIII

) M

RN

"R

W

£ N

"l




192

e dd

2 b
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DATE

NAME

RHYTHMIC INQUIRY IX
RESPONSE SHEET
in the top space, write the correct note symbols as indicated. The

bottom space is provided in order that you may later record the accuracy

of your responses by drawing an X in the space below an incorrect

response.

1. 1 half, 1 quarter

2. 1 dotted quarter, | eighth

]

3. | dotted half, | quarter
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4, 1 quarter, 4 sixteenths

NUMBER OF ERRORS

After you have responded to all items, check the accuracy of your
responses on page 195 and mark an X in the space below any incorrect
response. |f you correctly notated all 4 rhythms, continue to RHYTHMIC
INQUIRY X. |If you have any errors, use the duplicate response sheet on

page 196 to repeat this INQUIRY.
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CORRECT RESPONSES FOR RHYTHMIC INQUIRY IX

"l PR
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NAME DATE

RHYTHMIC INQUIRY IX
DUPLICATE RESPONSE SHEET
In the top space, write the'correct note symbols as indicated. The
bottom space is provided in order that you may later record the accuracy
of your responses by drawing an X in the space below an incorrect

response.

1. 1 half, 1 quarter

2. | dotted quarter, | eighth

3. 1 dotted half, | quarter




197

4, 1 quarter, b4 sixteenths

NUMBER OF ERRORS

After you have responded to all items, check the accuracy of your
responses on page 195 and mark an X in the space below any Incorrect

responses.

CONTINUE TO RHYTHMIC INQUIRY X
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INSTRUCTIONS FOR RHYTHMIC INQUIRY X:

In this INQUIRY, you will be directed to listen to rhythm

patterns as they are played on the organ, then sing them using the

syllable ''tah.” Kinds of notes to be presented:

IR T

The procedure will be:

- listen as the voice on the tape announces the meter

signature for each pattern

- listen as the organ sounds the rhythm pattern twice
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- respond by singing the rhythm into the microphone

of the tape recorder

- use the syllable ''tah'' when singing the rhythm

patterns

~ a metronome tick represents the equivalent

duration of one quarter note

CHECK WITH YOUR TEACHER AS TO THE ACCURACY OF YOUR SUNG RESPONSES.
IF YOU HAVE 10 OR MORE CORRECT RESPONSES, CONTINUE TO RHYTHMIC INQUIRY
X{. {F YOU HAVE MORE THAN 2 ERRORS, REPEAT THIS SURVEY AND CHECK WITH

YOUR TEACHER FOR FURTHER INSTRUCTIONS,



CORRECT RESPONSES FOR RHYTHMIC INQUIRY X

A

) A

3 31

4 Mml

200



(CORRECT RESPONSES FOR RHYTHMIC INQUIRY X)

S T 20 .

S S

201
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IHSTRUCTIONS FOR RHYTHMIC INQUIRY XI:

In this INQUIRY, you will be directed to observe rhythm patterns

in notation, then sing them on the syllable 'tah."

Kinds of notes to be presented:

SEER

Q_ O !——-—
— 2

The procedure will be:

- observe the notation

- listen for the metronome tick which represents

the duration of one quarter note
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- respond by singing the rhythm into the microphone

of the tape recorder

- use the syllable ''tah' when singing the rhythm

patterns

CHECK WITH YOUR TEACHER AS TO THE ACCURACY OF YOUR SUNG RESPONSES. |IF
YOU HAVE 6 OR MORE CORRECT RESPONSES, CONTINUE TO PAGE 206. |F YOU HAVE
MORE THAN 2 ERRORS, REPEAT THIS INQUIRY AND CHECK WITH YOUR TEACHER FOR

FURTHER INSTRUCTIONS.



RHYTHMIC INQUIRY XI - PATTERNS TO BE SUNG ON TAH

204

3 PATTERN A
BEATS 1 2 3
PATTERN B J J
t PATTERN A ﬁ J
BEATS 1 2
PATTERN B m J
4’ PATTERN A J
+ BEATS 1 2 3
PATTERN B J J
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(RHYTHMIC INQUIRY XI - PATTERNS TO BE SUNG ON TAH)

73N
2-' PATTERN A J m J J
BEATS 1 2 3 4

PATTERN B ﬂ J n J
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This concludes Phase 2 which has presented programed rhythmic
study. It is essential that you have mastered this material and the
preceding interval study phase before continuing to the next section.
Schedule a conference with your teacher. Take your printed materials
with you so that he may examine the response sheets and evaluate your
achievement. After careful consideration, he will suggest your next

area of programed instruction,



CHAPTER VI

PHASE 3 OF THE PLAN. INTERPRETING THE MUSICAL SCORE

Melodic Arrangements in Music

Two of the basic eiements of music have been explored in the
preceding sections of instructional materials. By combining two tones,
various intervals were formed. Rhythm patterns were constructed by
combining notes of different durations. Intervals and rhythm patterns
are isolated items. The performance of music involves the consolida-
tion of different tonal relationships and rhythm patterns. Just as we
combine assorted letters and sounds to produce words, we also combine
intervals and rhythms to produce units of music.

This section of programed instruction presents information and
plans responses to help students gain skill in identifying, performing,
and notating melodic arrangements containing different rhythmic and
tonal relationships.

Information for the reader will be found first, followed by

self-instructional portions for student use.

207



SPECIAL INFORMATION FOR THE READER

NOT INTENDED FOR STUDENT USE

The intervals used in these materials will be the six smaller
combinations which have been previously presented and mastered: m2,
M2, m3, M3, P4, and P5. Emphasis will be placed on the eight different

notes and notational patterns shown below:

~

T ECh

.

The change in the rhythm pattern will fall on beat 2 of each measure
in i meter. Beat | will always be presented as a quarter note in this
meter. The rhythm pattern on beat 2 will begin on the same pitch as
beat 1.

In 4 meter, the rhythm change will be made on any beat, and
the pitches may vary from beat to beat.

It has been determined that ascending melodic direction is

easier to perceive than descending direction. The change of melodic
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direction within a pattern is considerably more difficult than maintain-
ence of the same direction throughout, either ascending or descending.12
In view of this information, the three levels of difficulty to be

presented in these materials will be:

LEVEL | melodic arrangements with

ascending direction

LEVEL | melodic arrangements with

descending direction

LEVEL 111 melodic arrangements with
ascending and descending

direction

All tones used in the melodic arrangements will be kept within
the staff, and no more than one accidental will be used in an arrange-

ment.

Student information and response sheets comprise the remainder

of this chapter.

12. Charles L. Spohn, A Comparison Between Different Stimuli
Combined with Two Methods for Provndnng Knowledge of Results in Music
Education (Columbus, Ohio: Ohio State University Research Foundation,

1965), p. 93.
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STUDENT INSTRUCTIONS FOR MELODIC INQUIRY 1I:

As you listen to MELODIC TAPE | you will hear a melodic arrange-
ment sounded twice on the piano, It will be a three-beat example
performed in ascending dﬁrection. The intervals used will be selected

from these choices:
m2

M2

m3

The four kinds of notes used will be selected from the following:

)

]

J
The portion of the rhythm pattern to which you are to give special
attention will fall on beat 2 of each measure. Beat 1| will always be
presented as a quarter note. The rhythm pattern on beat 2 will begin
on the same pitch as beat 1.

All tones will be kept within the staff, and no more than one

accidental will be used in a melodic arrangement.
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The procedure will be:
- observe the pitch of the first note given on the

response sheet 9

for example: H

- to aid you in sensing the pulses, you will hear

metronome beats on the tape. Each beat of the

metronome represents a quarter note.

- listen to the tape as the plano sounds a melodic

arrangement twice

- write the remaining pitches in correct rhythm
on the staff. Notice that the bass clef is

used for some of the responses,

- write a response for each item, as those sections

left unanswered must be counted as errors

- check the accuracy of your responses after you

have completed all 9 items

For practice, begin the tape and identify the first melodic arrange-

ment: You should have responded:
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NAME DATE

MELODIC INQUIRY 1

RESPONSE SHEET

INTERVALS TO BE PRESENTED: KINDS OF NOTES TO BE USED:
m2 ' J
M2

P4 J

P5
Write your response in the appropriate portion of each measure.

;e 5'; 6
: :
70 8 9'

&

NUMBER OF ERRORS

After you have responded to all 9 items, check the accuracy of your
responses on page 213. If you notated 8 of the melodic arrangements
correctly, continue to MELODIC INQUIRY II, Otherwise, review
this section and repeat this INQUIRY, using the duplicate response
which is provided on page 214. Circle any errors on your response
sheet.



CORRECT RESPONSES FOR MELODIC INQUIRY |

213

b, 5 6y I"ﬁ |
DES= == e
7. 8 ﬁ;q | 9 o
—p— —a——
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NAME DATE

MELODIC INQUIRY |

DUPLICATE RESPONSE SHEET

INTERVALS TO BE PRESENTED: KINDS OF NOTES TO BE USED:
m2 : ‘
®

M2

m3 4;;k
3 IEp!
Pl J

P5
Write your response in the appropriate portion of each measure.
'. 2. N
r, | 3
T 1
<
I
“oi S' 60 i
:z*::%p:j 1
—I.—ﬁ t
0 7‘ 8. n 9‘
X :

NUMBER OF ERRORS

After you have responded to all 9 items, check the accuracy of your
responses on page 213. Circle any errors on your response sheet.

CONTINUE TO MELODIC INQUIRY 11
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INSTRUCTIONS FOR MELODIC INQUIRY I1:

As you listen to the tape you will hear a three-beat melodic
arrangement sounded twice on the piano. It will be performed in

ascending direction.
The procedure will be:
- observe the pitch of the first note on the

response sheet

- to aid you in sensing the pulses, you will
hear metronome beats on the tape. Each beat

of the metronome represents a quarter note

- listen to the tape as the piano sounds a melodic

arrangement twice
- write the remaining pitches in correct rhythm
on the staff. Notice that the bass clef is

used for some of the responses

- write a response for each item, as those sections

left unanswered must be counted as errors

- check the accuracy of your responses
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The portion of the rhythm pattern to which you are to give
special attention will fall on beat 2 of each measure. Beat | will
always be presented as a quarter note in z meter. The rhythm pattern
on beat 2 will begin on the same pitch as beat 1. All tones will be
kept within the staff, and no more than one accidental will be used
in a melodic arrangement.

The intervals used will be selected from these choices:

m2
M2
m3
M3
P4
P5

The notes and note combinations will be selected from the

following:
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NAME DATE

MELODIC INQUIRY 11

RESPONSE SHEET

INTERVALS TO BE PRESENTED: KINDS OF NOTES TO BE USED:

2 J
e I

m3

vy
PY '—-—

ps .i‘

Write your response in the appropriate portion of each measure.

1., 2. 3.
1
|
= 3
b, 5. 6
: 1
7 8. 9.
: ¥
. m

NUMBER OF ERRORS

After you have responded to all 9 items, check the accuracy of your
responses on page 218. |If you notated 8 of the melodic arrangements
correctly, continue to MELODIC INQUIRY 111, Otherwise, review
tnis sectlion and repeat thlis INOUIRY, using the duplicate response sheet
which is provided on page 219. Circle any errors on your response sheet.



CORRECT RESPONSES FOR MELODIC INQUIRY t1

218

1., 2. 3.
1 % ! -—0—@
~ ' ™ ¢
b g 5, 6.
= —

—+ o e )
7. 8. 9.

—

| I E
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NAME DATE

MELODIC [INQUIRY 1|1

DUPLICATE RESPONSE SHEET

INTERVALS TO BE PRESENTED: KINDS OF NOTES TO BE USED:
m2 ' J
" ip
m3
. R
L] ®e
Ph m
P5

Write your responses in the appropriate portion of each measure.

‘Z 1. 2, a.
1
2 , E
~ 1
b 5. 6.
| L
=
} |
¥ 1
7. 8. 9.
] {
3 =

e =

MUMBER OF ERRORS

After you have responded to all 9 items, check the accuracy of your
responses on page 218. Circle any errors on your response sheet.

CONTINUE TO MELODIC INQUIRY 11
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INSTRUCTIONS FOR MELODIC INQUIRIES 111 AND IV: -

As you listen to the tape you will hear a four-beat melodic
arrangement sounded twice on piano. It will be performed in descending
direction.

The procedure will be the same as for the preceding two

MELODIC INQUIRIES.
b 3
REMEMBER THAT THE METER WILL BE j INSTEAD OF 4

The intervals will be selected from these choices:
m2
M2
m3
M3
Ph
P5

The notes and note combinations will be selected from the

d )
d. o d ) Lhap

-

following:

The pattern of rhythm will be changed on any of the four beats, and pitches
may vary from beat to beat. All tones will be kept within the staff, and

no more than one accidental will be used in a melodic arrangement.
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NAME __ DATE

MELODIC INQUIRY 111
RESPONSE SHEET

INTERVALS TO BE PRESENTED: KINDS OF NOTES TO BE USED:
m2 ‘ J

M2 J j’

m3 *

s J
P4 J. J

PS
Write your response in the appropriate portion of each measure.
1. 2, 3.
P*
—aﬁ >
l'o 50 6.
: —- + g
/ 1 1 :H
1 1l
7' L] 9.
& \
‘ ! !
\ v .

NUMBER OF ERRORS

After you have responded to all 9 items, check the accuracy of your
responses on page 222. |f you notated 8 of the melodic arrangements
correctly, continue to MELODIC INOUIRY V. Otherwise, review
this section and repeat this INQUIRY, using the duplicate response
sheet which Is provided on page 223. Circle any errors on your
response sheet.



CORRECT RESPONSES FOR MELODIC INQUIRY 111

222

0 1. : 2. 3.4 .
)] -| r‘fj _d- i
ey B N '. S .
: — — =
7 8.

——1‘.’9

e
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NAME__ DATE

MELODIC INQUIRY 111
DUPLICATE RESPONSE SHEET

INTERVALS TO BE PRESENTED: KINDS OF NOTES TO BE USED:

w2 | J
M2 JH‘ J?

m3

“ J
P4 c;. J

P5
Write your response in the appropriate portion of each measure.
1. 2! 3.
b, 5. 6.
- . —
¥
¥
7 8. 9-
= * !
+ \. ‘

NUMBER OF ERRORS

After you have responded to all 9 items, check the accuracy of your
responses on page 222, Circle any errors on your response sheet.

CONTINUE TO MELODIC [NQUIRY 1V
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NAME DATE

MELODIC INQUIRY 1V
RESPONSE SHEET
INTERVALS TO BE PRESENTED: KINDS OF NOTES TO GE USED:
m2

J |

m3

M3 -L_,J. cl._,-l'

P4
P5

Write your response in the appropriate portion of each measure. Be sure
to notate the tied notes wherever they are used.

1. 2. 3.

SEe——

NUMBER OF ERRORS

After you have responded to all 9 items, check the accuracy of your
responses on page 225. |f you notated 8 of the melodic arrangements
correctly, continue to MELODIC INQUIRY V, Otherwise, review
this section and repeat this INQUIRY, using the duplicate response sheet
which is provided on page 226. Circle any errors on your response sheet.
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CORRECT RESPONSES FOR MELODIC INQUIRY 1V
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NAME L DATE

o i e — v e e

MELODIC INQUIRY 1V
DUPLICATE RESPONSC SHEET
INTERVALS TO BE PRESENTED: KINDS OF NOTES TO BEL USED:
m2

M2 J | J

m3

M3 J.,J J J

S’
P4

P5
Write your response in the appropriate portion of each measure. Be sure
to notate the tied notes wherever they are used.

_pal. 2. 3.{

4
1 AJ

v !
b, , 5. 6.
53— F
7. | 8. 9,
| =
—

NUMBER OF ERRORS l

After you have responded to all 9 items, check the accuracy of your
responses on page 225. Circle any errors on your response sheet.

CONTINUE TO MELODIC INQUIRY V



227

INSTRUCTIONS FOR MELODIC INQUIRY V:

As you listen to the tape you will hear a two-beat melodic
arrangement sounded twice on the piano. It will combine BOTH ascending
and descending direction.

REMEMBER THAT THE METER WILL BE i

The intervals will be selected from these choices:
m2
M2
m3
M3
P4
P5
The notes and note combinations will be selected from the

following:

. T
I Iy

The pattern of rhythm will be changed on either of the two beats, and
pitches may vary from beat to beat. All tones will be kept within the
staff, and no more than one accidental will be used in a melodic

arrangement.
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NAME DATE .
MELODIC INQUIRY V
RESPONSE SHEET
INTERVALS TO BE PRESENTED: KINDS OF NOTES TO BE USED:
< | .

M2

m3 ‘F:%~. ‘J ] j
M3

N JT1

P5

Write your response in the appropriate portion of each measure.

1. 2. 3.
 — — - ——
, == B
L, 5. 6

’ -

—
NUMBER OF ERRORS

After you have responded to all 9 items, check the accuracy of your
responses on page 229. |If you notated 8 of the melodic arrangements
correctly, continue to MELODIC INQUIRY VI. Otherwise, review this
section and repeat this INQUIRY, using the duplicate response sheet which
is provided on page 230. Circle any errors on your response sheet.
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CORRECT RESPOMSES FOR MELODIC INQUIRY V

?

2.
—

= o
5.

b, 6. 73
T ==
W —
7. 8. 9.

H

T
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e . i e W e - —

NAME DATE

e ————— - - — e =

MELODIC INQUIRY V
DUPLICATE RESPONSE SHEET

INTERVALS TO BE PRESENTED: KINDS OF NOTES TO BE USED:

| J Ippp
, I A
; 9y

m2

P5
Write your response in the appropriate portion of each measure.
1. 2, 3.
N lﬁi ;l g
b, 5. 6.

e L .
- =

<
B4

NUMBER OF ERRORS

After you have responded to all 9 items, check the accuracy of your
responses on page 229. Circle any errors on your response Sheet.

CONTINUE TO MELODIC INQUIRY VI
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INSTRUCTIONS FOR HMELODIC INQUIRY Vi:

As you listen to the tape you will hear a four-beat melodic
arrangement sounded twice on the piano. 1t will combine BOTH ascending

and descending direction,

REMEMBER THAT THE ﬁETER WiLL BE 2

The intervals will be selected from these choices:
m2
M2
m3
M3
Py

P5

The notes and note combinations will be selected from the

J
L.}

d
J. 4

The pattern of rhythm will be changed on any of the four beats, and

following:

pitches may vary from beat to beat. All tones will be kept within the

staff, and no more than one accidental will be used in a melodic arrange-

ment.
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NAME_“‘ ‘_DATE--

MELODIC [INQUIRY VI
RESPONSE SHEET
INTERVALS TO BE PRESENTED: KINDS OF NOTES TO BE USED:

m2 | |

M2

m3 l‘ J,
y J
P4 ‘J J
P5 °
Write your response in the appropriate portion of each measure.

1. 2. 3.
i

1
=
¥

ol
ik,

'ggigi:_%iA " :

T
NUMBER OF ERRORS

After you have responded to all 9 items, check the accuracy of your
responses on page 233. If you notated 8 of the melodic arrangements
correctly, continue to MELODIC INQUIRY Vi1, Otherwise, review
this section ana repeat this survey, using the duplicate response sheet
which is provided on page 234. Circle any errors on your response sheet.




CORRECT RESPONSES FOR MELODIC INQUIRY Vi

N

233

y } t
e — —
b, 5.i 6. , { o
e e
g 7. . 8. 9.
ety ’*
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NAME . DATE

- o ot

MELODIC INQUIRY VI

DUPLICATE RESPONSE SHEET

INTERVALS TO BE PRESENTED: KINDS OF NOTES TO BE USED:
m2 ‘ J
M2

m3 J. r
M3 J

Py

" 1

Write your response in the appropriate portion of each measure.

0 1. 2. 3.
fro —te —i%
b, 5. 6.
Per—=as r
p 7. 8.

R

After you have responded to all 9 items, check the accuracy of your
responses on page 233. Circle any errors on your response sheet.

-i-q-u

NUMBER OF ERRORS

CONTINUE TO MELODIC INQUIRY Vil
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INSTRUCTIONS FOR MELODIC INQUIRIES VII AND VIII:

As you listen to the tape you will hear short melodies played
on the piano. The intervals used to form the melodies will be selected
from these choices:

m2
M2
m3
M3
Ph
P5

The notes and note combinations will be selected from the

following:



The procedure will be:

observe the meter signature

each beat of the metronome represents a quarter note
listen as the piano plays the rhythm only twice on

a single tone

write the rhythm on the line provided

for example: 2

observe the first pitch of the melodic arrangement
on the response sheet

listen to the tonic chord sounded on the piano
1-3-5-8-5-3-1

listen to the tape as the piano combines the rhythms
with intervals; this melody will be played twice
write the remaining rhythms and pitches of the melody
in notation on the staff labeled MELODY and provided
for your response

write a response for each item, as those sections
left unanswered must be counted as errors

check the accuracy of your responses after you have
completed all of this INQUIRY

record the accuracy of your responses Iin the spaces
provided at the end of each rhythmic line and each

melodic line

236
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NAME DATE

MELODIC INQUIRY Vil

RESPONSE SHEET

INTERVALS TO BE PRESENTED: KINDS OF NOTES TO BE USED:
" . Iy
M2 J"]
M3
T} !

P4
s 17 d- 4

RHYTHM:

MELODY NUMBER OF ERRORS IN RHYTHM

il

NUMBER OF ERRORS IN MELODY l_ ,




238

MELODIC INQUIRY VII

RESPONSE SHEET

page 2

RHYTHM:
NUMBER OF ERRORS IN RHYTHM
MELODY:

i

NUMBER OF ERRORS IN MELODY
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MELODIC INQUIRY VII

RESPONSE SHEET

page 3

RHYTHM:

NUMBER OF ERRORS IN RHYTHM

MELODY:

s S ]

NUMBER OF ERRORS (N MELODY

Check the accuracy of your responses on page 240. |f your total number
of errors exceeds 6, repeat MELODIC INQUIRY VIi, using the duplicate

sheets provided starting on page 241, |If you have fewer than 6 errors,
continue to page 24k,
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CORRECT RESPONSES FOR MELODIC IMQUIRY ViI

R I o O 0 O A

SEEESESSasssss=
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NAME DATE

MELODIC INQUIRY VI
DUPLICATE RESPONSE SHEET
INTERVALS TO BE PRESENTED: KINDS OF NOTES TO BE USED:
m2
N

M2

.
m3
M3
P4

!
-

; AT
Ih

o— O - _
—

RHYTHM:

NUMBER OF ERRORS IN RHYTHM

MELODY:

0

NUMBER OF ERRORS IN MELODY




MELODIC INQUIRY VII

DUPL!CATE RESPONSE SHEET

page 2

RHYTHM:

242

NUMBER OF ERRORS IN RHYTHM

MELODY:

e |

NUMBER OF ERRORS IN MELODY
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MELODIC INQUIRY VII

DUPLICATE RESPONSE SHEET

page 3
RHYTHM:

NUMBER OF ERRORS IN RHYTHM
MELODY :

p=

NUMBER OF ERRORS IN MELODY

Check the accuracy of your responses on page 240. Record the number of
errors In rhythm and melody in the spaces provided on your response sheet.

CONTINUE TO MELODIC INQUIRY VIII
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NAME DATE_

B 4 B G et W (D et s 4 @ s

MELODIC INQUIRY VI

RESPONSE SHEET

INTERVALS TO BE PRESENTED: KINDS OF NOTES TO BE USED:
m2 v ’
M2 l
" I I
M3
P ppp d. |

e

PS5 m J

RHYTHM

MELODY - NUMBER OF ERRORS IN RHYTHM

{

NUMBER OF ERRORS IN MELODY




MELODIC INQUIRY VIII

RESPONSE SHEET

page 2

RHYTHM:

NUMBER OF ERRORS IN RHYTHM

MELODY :

NUMBER OF ERRORS IN MELODY

Check the accuracy of your responses on page 246. |If your total number
of errors exceeds 6, repeat MELODIC INQUIRY VIII, using the duplicate
sheets provided starting on page 247. |If you have fewer than 6 errors,
continue to page 249.
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CORRECT RESPONSES FOR MELODIC INQUIRY VIII

i e R




NAME DATE

HELODIC INQUIRY VI

DUPLICATE RESPONSE SHEET

INTERVALS TO BE PRESENTED: KINDS OF NOTES TO BE USED:
. J T
M2
m3 | | J- J’
L]
s 4
. e
Py ¢ o
P5 ] 1 3 J

RHYTHM:

B —————
——

nt————-f

——

——

NUMBER OF ERRORS IN RHYTHM

MELODY:

NUMBER OF ERRORS IN MELODY |
|
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MELODIC INQUIRY VIitI

DUPLICATE RESPONSE SHEET

page 2

RHYTHM:

NUMBER OF ERRORS IN RHYTHM

MELODY :

%

NUMBER OF ERRORS IN MELODY

CHECK THE ACCURACY OF YOUR RESPONSES ON PAGE 246.

CONTINUE TO MELODIC INQUIRY X,



INSTRUCTIONS FOR HELODIC INQUIRY I1X:

As you listen to the tape you will hear four-measure melodies
played on the piano. The intervals used in these melodies will be
selected from these choices:

m2
M2
m3
M3
P4
P5
The notes and note combinations will be selected from the

following:

T
)

]
iy
5 )
7T 5]



The procedure will be:

3 L

2
observe the meter signature: 4, 4 °f
each beat of the metronome represents a quarter note

observe the pitch of the first note of the melody as

shown on the response sheet
listen to the tonic chord sounded on the piano

listen to the tape as the melody is played three times
on the piano; there will be a period of silence between
each playing during which you are to make your written

response

write a response for each item, as those sections left

unanswered must be counted as errors
check your responses after you have completed all items
record the number of errors in the space provided at

the end of each melody line; write ''0'" if you have no

errors
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NAME DATE

MELODIC INQUIRY IX

RESPONSE SHEET

NUMBER OF ERRORS

NUMBER OF ERRORS

NUMBER OF ERRORS

NUMBER OF ERRORS

! NUMBER OF ERRORS

. NUMBER OF ERRORS

Check the accuracy of your responses on page 252. If your total number
of errors exceeds 6, repeat MELODIC INQUIRY IX, using the duplicate re-
sponse sheet provided on page 253. |f you have fewer than 6 errors for
the total page, continue to page 254,



CORRECT RESPONSES FOR MELODIC INQUIRY 1X
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DATE

MELODIC INQUIRY IX

DUPLICATE RESPONSE SHEET

NUMBER OF ERRORS

NUMBER OF ERRORS

|———— |

NUMBER OF ERRORS

NUMBER OF ERRORS

il

NUMBER OF ERRORS

NUMBER OF ERRORS

CHECK THE ACCURACY OF YOUR RESPONSES ON PAGE 252

CONTINUE TO PAGE 254
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INSTRUCTIONS:

If you have had difficulty with MELODIC INQUIRY IX, you may
need to review this entire section on MELODIC ARRANGEMENTS. Check with
your instructor if you feel that you need additional assistance with

this particular area of study.

When you feel confident in dealing with the previous informa-

tion, continue below.

INSTRUCTIONS FOR MELODIC INQUIRY X:

Examine the notation on page 256. When you hear the direction
“'sing'' on the tape, use the syllable ''tah'' to sing the notes of the
melody into the microphone. Since the notation uses both treble and

bass clefs, you may need to change the octave to fit your voice range.

The procedure will be:
- examine the notation; observe the clef, key

signature, and meter signature

- observe the pitch of the first note as shown on

the response sheet

- listen to the tonic chord and the first tone of

the melody sounded on the piano

- sing the melody into the microphone of the tape recorder



- check the accuracy of your responses with your

instructor after you have completed all items

- record the accuracy of your responses in the

space provided on the response sheet

- all rhythms and intervals will be selected from
those presented in the preceding MELODIC INQUIRIES

and are shown below.

INTERVALS TO BE PRESENTED: KINDS OF NOTES TO BE USED:
m2 \
o
M2
m3 e e
M3 i ! \
. oo O
P4
PS JIEI
o e

[Tl
!

QO o 66—
P
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NAME , DATE

MELODIC INQUIRY X

RESPONSE SHEET
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MELODIC INQUIRY

RESPONSE SHEET

page 2

]
H

-

NUMBER OF ERRORS

After you have responded to all 3 items, check the accuracy of
your taped responses with the instructor. Record the results in

the spaces provided.

You may be interested in checking below for the titles of the
3 melodies which you sang in INQUIRY X.

SELVE, VOl CHE LE SPERANZA - Rosa
(FOREST, THY GREEN ARBORS)

THE LASS WITH THE DELICATE AIR - Arne

| ATTEMPT FROM LOVE'S SICKNESS TO FLY - Purcell

CONTINUE TO PAGE 258,
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You have now completed the three phases of programed instruc-
tion which were constructed to help you gain skill in the identification,
performance, and notation of interval, rhythm, and melody arranaements.
Mastery of the information presented should have increased your confi-
dence and ability to deal with the musical score in choral activities.

Schedule a conference with your teacher. Take your materials
with you in order that you may together evaluate your over-all success
with these three areas.

You may wish to inquire about other available areas of proqramed

instruction in music.



CHAPTER VI

PHASE 4 OF THE PLAN. BECOMING ACQUAINTED WITH OUR
HERITAGE IN MUSIC LITERATURE. ASSIGNED LISTENING

TO PROGRAMED MATERIALS

Special Information to the Reader

One of the objectives of education in American schools is the
transmission of our culture to each new generation of young people.
They have a heritage in music literature which all too often goes undis-
covered and unused. One of the priorities of the music education pro-
fession at the present time is to provide more opportunities at the
secondary school level for students to gain an acquaintance with an
understanding of representative works from music literature. In English
or American literature classes, for example, attention is given to the
novel, the short story, and various forms of poetry. It is possible
and desirable to organize study opportunities along similar lines in
music literature. Attention can be focused on guided listening to major
forms In music, such as the symphony, concerto, oratorio, opera, can-
tata, suite, and overture. tn English and American Literature classes
the student acquires an overview of the best literary works of the past
and the present. He gains skill in reading for comprehension and inter-
pretation and often develops a life-long leisure-time reading interest.

The same type of exposure to the best music literature from the past
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and the present can likewise add variety, dimension, and enrichment
to the school experiences of students as they develop skill in how tu
listen and what to listen for in the performance of music.

The priority for initiating music literature study opportunities
for the majority of all students in high school who are not involved in
nusic performance classes remains crucial. However, it is equally
important that the students who elect to participate in the choral activ-
ities come into contact with music literature from many historical peri-
ods. For example, students enrolled in choir need to hear and become
acquainted with major works in choral literature which are beyond their
present performance abilities or for other valid reasons cannot be
included in the choir repertory. It is generally believed that much
music literature can be programed and made available for individual
study as an out-of-class assignment. This chapter presents programed
listening materials concerning one major choral form, the Mass. The

work selected is the ''Crucifixus' from the Mass in B Minor by Johann

Sebastian Bach.

The INQUIRY sections in these programed listening phases could
be written in scrambled style instead of appearing consecutively. How-
ever, to insure clarity and ease of reading for this paper, the writer
has chosen the latter design. Should these materials be reprinted for

actual student use, a different format could be considered.
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STUDENT INSTRUCTIONS:

The following programed listening selection is designed for
your individual study. The material is divided into three sections,
and you are asked to complete one section at a sitting, As you increase
your awareness and comprehension of the subject matter, your new under-
standings will place this work in a new light. Thus, it is necessary
to rehear the music at different sittings to fully appreciate and absorb

the content.

Follow the directions given as you progress through these
instructional materials which present the "Crucifixus' from the Hass

in B Minor by Johann Sebastian Bach.

The entire score for the 'Crucifixus'' appears on pages 289-
292, Permission was granted by G. Schirmer, Inc., New York, for the
reprinting of pages 118-121 from their edition of the Mass in 8 Minor
by Bach.
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INFORMATION |

JOHANN SEBASTIAN BACH

Many of you have heard the name Bach, but how many of you have
heard any of his music? And, if you do occasionally hear or perform
the music of J. S. Bach, what do you know about it? Often, we focus
our attention on biographical details and unusual interest items about
a composer when what we need to know is his music. The more we know
Bach's music, the more we like it. This section will help you discover
the intrigue, the grandeur, the vibrance of the music of this famed

composer. A selection from his Mass in B Minor will be examined.

The Mass in B Minor is a work of enormous proportions. It

requires nearly three hours for performance. Because of its length
and elaborate nature, this Mass is not intended to be used at a litur-
gical service. |t has been described as a unlversal statement of
Christian faith rather than a denominational work.

From earliest times, the Mass has been the central act of wor-
ship of the Roman Catholic Church. |t commemorates the sacrifice of
Christ on the Cross. The Mass offered many opportunities for the use of
music to enhance and strengthen the worship experience. For this reason,
music became an important addition to the religious service, and in turn,
the church became an influential patron of the art of music.

The musical portions of the Mass divide into two categories,

the Proper and the Ordinary. The texts for the Propers are flexible,



263

that is, they change with the particular day, kind of service, or church
season. The text for the Ordinary remains constant and appears in every
service. For this reason, composers frequently set the five Ordinary
portions of the Mass to music. They could be performed many times
during the year, while the Propers could be sung only on the special

day for which the text was intended. Four of the five sections of the
Ordinary were performed in Latin. One, the 'Kyrie," was performed in
Greek. Due to recent changes in the liturgy, it is possible to hear

the entire Mass celebrated in English. The following illustration gives

the names of the five sections of the Ordinary and the message contained

in each textual passage.

KYRIE ELEISON LORD HAVE MERCY

GLORIA IN EXCELSIS DEO GLORY BE TO GOD ON HIGH

CRENO IN UNUM DEUM I BELIEVE IN ONE GOD

SANCTUS HOLY, HOLY, HOLY, LORD GOD OF HOSTS
AGNUS DEI 0 LAMB OF GOD

The B Minor Mass of Bach follows this order. Some of the set-
tings are written for chorus and others are written as duets or solo

arlas. The work has an orchestral accompaniment.



264

The Credo of this Mass is subdivided into eight subsections.

CREDO IN UNUM DEUM | believe in one God
PATREM OMNIPOTENTEM Father almighty

ET IN UNUM DOMINUM And in one Lord

ET INCARNATUS EST And was incarnate
CRUCIFIXuUS Crucified

ET RESURREXIT And has arisen

ET IN SPIRITUM SANCTUM And | believe in the Holy Spirit

CONFITEOR UNUM BAPTISMA And | confess one baptism

Each subsection may be performed independently. Continue to

page 265 for information about the ''Crucifixus' of the Mass in B Minor

by Johann Sebastian‘ Bach.
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The '"Crucifixus' is the most dramatic chorus of the Mass. It
combines elements from the church and from the opera house. The text
for the ''Crucifixus' is the element from the church, as it is a sub-
séction of the Credo of the Mass. The musical effects used to create
an atmosphere of grief and sorrow show the influence of the dramatic

operatic laments of the seventeenth century.

The entire text for the 'Crucifixus' is printed below:

CRUCIFIXUS ETIAM PRO NOBIS He was crucified also for us
SUB PONTIO PILATO, PASSUS under Pontius Pilate, suffered
ET SEPULTUS EST and was buried

To establish an atmosphere of grief and sorrow in this compo-
sition, Bach uses several musical techniques. Three of them are explained

be low.

1. MINOR KEY. The use of a minor key, in this case E minor,
effectively adds to the pictorial representation of grief

and sorrow.

2. DESCENDING VOCAL LINE. This was often used in Baroque music
to suggest sorrow and grief. Conversely, an ascending melod-

ic line was often used to portray joy and triumph.
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descending melodic line in each of the voice parts at the

beginning of the composition and at letter E.

These are the descending voice parts which you should have located in

your score beginning at measure 5.
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Refer to your score again. Find your own volce part at letter E and

examine Its descending pattern.
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3. DESCENDING CHROMATIC BASS. The word 'chromatic'' indicates
that altered tones are used in addition to regular scale
tones. Compare the E minor scale and the E chromatic scale
which appear below. The chromatic scale uses all the
pitches (all half-steps, all the black and white keys on

the piano) from E to octave E.

E Natural Minor Scale

Eé?ﬁ; ) oo ¢ o =
] < M-

E Chromatic Scale
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In Baroque music, a descending chromatic scale formation
is often used to express lament. The bass line of the
orchestral accompaniment for the 'Crucifixus'' uses a descending

chromatic scale formation to symbolize pain, sorrow, death.
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Examine the descending chromatic bass pattern below.

(See page 289.)

in your score.

Locate it




BEGIN

REFER

LISTEN

REVIEW

RESPOND

269

INSTRUCT ONS
tape

to your score, page 289
~
for an atmosphere of deep grief, created by the use
of
1. minor key
2. descending vocal line
3. descending chromatic bass in

the accompaniment

pages 262-268 and rehear the tape as necessary for a
thorough understanding of the preceding information.
Should you need special assistance, schedule an appoint-

ment with the instructor for this course.

to INQUIRY sections beginning on page 270.
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INQUIRY |

INSTRUCTIONS: Having read the preceding pages and having heard the tape,
you will have made certain discoveries regarding a choral work and the
period during which it was written. On the basis of the information
given you, read the following material and follow the directions given

for making a written response.

Since early Christianity, the Catholic Mass has included five sections
which do not vary in text. They make up what is termed the Ordinary
of the Mass. The "Crucifixus'' is a subsection of one of these larger
sections. To which of the following sections does it belong?

1. KYRIE

2. GLORIA

CREDO

&S W

SANCTUS

AGNUS DEI

1

Your response

IFf YOU SELECTED EITHER RESPONSE 1 OR 2, TURN TO PAGE 271 TO CHECK THE
ACCURACY OF YOUR RESPONSE.

|F YOU SELECTED RESPONSE 3, TURN TO PAGE 272 TO CHECK THE ACCURACY OF
YOUR RESPONSE.

IF YOU SELECTED RESPONSE 4, TURN TO PAGE 273 TO CHECK THE ACCURACY OF
YOUR RESPONSE.

IF YOU SELECTED RESPONSE 5, TURN TO PAGE 273 TO CHECK THE ACCURACY OF
YOUR RESPONSE.
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You selected either response 1, KYRIE or response 2, GLORIA. Neither
is correct. Reread pages 262 and 263. Then select another response

and write it on the second line provided on page 270,
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You selected response 3, CREDO. This is correct. The "Crucifixus' is

one of the eight subsections of the CREDO.

CONTINUE TO INQUIRY It ON PAGE 274.
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You selected either response 4, SANCTUS or response 5, AGNUS DEI,
Neither is correct. Reread pages 262 and 263. Then select another

response and write It on the second line provided on page 270.
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INQUIRY 11
To effectively portray the atmosphere of extreme grief set forth in the
text, 'He was crucified also for us under Pontius Pilate, suffered, and
was buried,'' Bach uses several musical techniques. Three techniques
were discussed and heard earlier as a part of INFORMATION |{. They are
listed below. Two of them are accurately described; the third one is
inaccurately described. Read each item, determine which description is
incorrect, then write the number of that statement on the response line
below. After the number, also write a correct description of the technique.
1. DESCENDING VOCAL LINE. A descending melodic line in the
voice parts of a composition was frequently used to suggest
grief in the music of the Baroque Era.
2. DESCENDING CHROMATIC BASS. A pattern used in the bass
part of the accompaniment to symbolize pain, sorrow, and
death. It is based on a major scale formation.
3. MINOR KEY. Minor keys are often used to portray sadness,
grief, or suffering.

Your response

IF YOU SELECTED RESPONSE 1, TURN TO PAGE 275 TO CHECK THE ACCURACY OF
YOUR RESPONSE.

IF YOU SELECTED RESPONSE 2, TURN TO PAGE 276 TO CHECK THE ACCURACY OF
YOUR RESPONSE.

IF YOU SELECTED RESPONSE 3, TURN TO PAGE 277 TO CHECK THE ACCURACY OF
YOUR RESPONSE.
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You selected response 1, DESCENDING VOCAL LINE: A descending melodic
line in the voice parts of a composition was frequently used to suggest
grief in the music of the Baroque Era. There was no inaccuracy in this

description; thus your response was incorrect.

Reread pages 265-268, then select another response on page 274 and write

it and an accurate description on the third response line provided.
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You selected response 2, DESCENDING CHROMATIC BASS2 A pattern used
in the bass part of the accompaniment to symbolize pain, sorrow, and

death. It is based on a major scale formation.

There is an inaccuracy in this description. A descending chromatic
bass uses the chromatic scale not the major scale. Your response was

correct.

CONTINUE TO INFORMATION 11 ON PAGE 278.
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You selected response 3, MINOR KEY. Minor keys are often used to
portray sadness, grief, or suffering. There was no inaccuracy in this

description; thus your response was incorrect.

Reread pages 265-268, then select another response on page 274 and write

it and an accurate description on the third response line provided.
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You have completed portion | of this programed listening, It would

be desirable for you to return at another time to continue with portion

It. However, if you have the opportunity and a special interest in

doing portion |l immediately, turn to page 279.
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INSTRUCTIONS :
This is portion 1l of programed listening for the 'Crucifixus"

from the B Minor Mass by Bach.

INFORMATION 11

A repeated bass pattern such as you find in the bass line of
the accompaniment for the ''Crucifixus'' is called an OSTINATO BASS. A
definition of OSTINATO is as follows. It is a melodic phrase which
is repeated usually in the same voice part and at the same pitch. It
occurs most frequently in the bass part. Compositions which are based

entirely on such a bass are called ''grounds."

REVIEW the four-measure pattern in the bass line of the

accompaniment

DETERMINE how many times this four-measure pattern appears in
the bass clef portion of the accompaniment, beginning

with measure 1. Write your response in this space:

CHECK the accuracy of your response on page 280. |f you have
an incorrect response be sure to recount the patterns

and review INFORMATION tI if necessary.
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LISTEN to the tape, concentrating your attention on the
orchestra part. Follow the descending chromatic
bass pattern. How effective do you think it is in

establishing an atmosphere of grief?

Correct response for page 279: 13

COUNTERPOINT is melody, accompanied by one or more additional
melodies going along at the same time. In other words, horizontal
melodies flowing at once provide COUNTERPOINT., Each voice has its own
independent melodic line. Observe the score at letter D. Each voice
comes in with its own melody, as opposed to having a melody on top,

supported by chords underneath.

Examine the IMITATION in the voice parts at the beginning of
the '"Crucifixus.”" The melody begins with the statement of a five-note
motive by the sopranos. This mottvg is then imitated by other voices -
altos, then tenors, and finally basses. Since each melody employs iMi-
TATION, we call this IMITATIVE COUNTERPOINT - using independent melodies

which imitate each other.

LOCATE the following examples of IMITATIVE COUNTERPOINT in your

score:
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(IMITATIVE COUNTERPOINT)

measures 5-8

4 measures beginning at letter D

The key signature and beginning pltches indicate that this
selection begins in the key of E minor. Check to determine if the
composition ends in this same key. If it does, write SAME in the
space below. |If it does not end in the same key, write the name of

the ending key in the space.

CHECK THE ACCURACY OF YOUR RESPONSE
ON PAGE 282,
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Correct response for page 281:

The ""Crucifixus'' does not end in the key of E minor. It ends in the
key of G major. The bass part of the accompaniment, the bass, voice
part, and the alto voice part all have the pitch G, while the sopranos
and tenors sing the other pitches, B and D. G-B-D is the tonic chord

in the key of G major.

E minor and G major both have the same key signature, which is one
sharp (F sharp). We can tell that this composition ends in G major
rather than E minor because the last chord is a G chord rather than

an E minar chord,

=
ﬁ = 1‘{!

E minor chord G major chord



Johann Sebastian Bach lived from 1685-1750. His music surned
up the practices of the Baroque Era, which extended from approximately
" 1600-1750. The following stylistic cha;acteristics evolved during the
Baroque period and are discernible in the "Crucifixus.'” Some of the

items have been previously discussed in detail.

HARMONY
1. USE OF MAJOR AND MINOR TONALITIES (KEYS). During the Baroque

period, major and minor tonalities-were developed and established.

2. DESCENDING CHROMATIC BASS. A descending chromatic scale formation

is often used in Baroque music to express lament.

MELODY

DESCENDING VOCAL LINE. This was frequently used in Barogue music

to suqgest sorrow -and grief.

2. IMITATIVE COUNTERPOINT. This employs independent voice parts
(melodies) flowing simultaneously and imitating one another -

using the same motive as a basis.
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TEXT

There is repetition of the text. (Refer to your score and observe

how small segments of the text are repeated.)

There is text painting (expressive musical effects) for such words

as ''crucified, died, buried."

ATMOSPHERE

A single movement is concerned with one single atmosphere or idea.
A grave or serious atmosphere prevails throughout the entire

""Crucifixus."

CONTRA FACTA

Bach often borrows melodies from other of his earlier compositions
and redoes them with different texts. This is referred to as
CONTRA FACTA. The melody for the "Crucifixus' is borrowed from

an earlier cantata.
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ACCOMPANIMENT

OSTINATO BASS. This is a melodic phrase repeated over and over

usually in the same part and at the same pitch.

L4
3

The accompaniment does not duplicate the choral part; it has inde-
pendent lines. (Refer to your score and compare the voice and

accompaniment parts.)
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INQUIRY I
INSTRUCT IONS ¢
Having read the preceding pages, you will have made certain
discoveries regarding a choral work by Johann Sebastian Bach and about
the Baroque Era during which this work was written. On the basis of
the information given you, read the material below and follow the

directions for making a written response.

Examin; the excerpt from the ''Crucifixus'' on pages 239-292. Locate one
of each of the stylistic characteristics listed below. As you find an
example of the stylistic characteristic, write the measure numbers

where it is found in the appropriate space. Also circle the measures

on your score and write the number of the illustrated example in the
circle. If you are unable to locate an example of a particular stylistic

characteristic, write NONE in the space provided.

1. MAJOR-MINOR TONALITY

2. DESCENDING VOCAL LINE

3. IMITATION

L, COUNTERPOINT

5. OSTINATO
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6. INDEPENDENT ACCOMPANIMENT LINES

7. REPETITION OF SMALL SEGMENTS OF THE TEXT

8. SINGLE ATMOSPHERE OR IDEA FOR ENTIRE SELECTION

9. CONTRA FACTA

After you have responded to all items, listen to the tape and follow
your score. Rehear portions as necessary to check the accuracy of your

responses and to become aware of the effectiveness of these stylistic

characteristics.

Then continue below.

SCHEDULE AN APPOINTMENT WITH YOUR INSTRUCTOR TO DISCUSS THE ACCURACY
"OF YOUR RESPONSES FOR INQUIRY 1. HE WILL ADVISE YOU TO EITHER REVIEW
PRECEDING PORTIONS OR TO CONTINUE TO PORTION I1l. TAKE YOUR PROGRAMED

MATERIALS WITH YOU IN ORDER THAT HE MAY REFER TO YOUR INQUIRY SECTIONS.
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This is portion 1| of programed listening for the "Crucifixus'

from the Mass in B Minor by Johann Sebastian Bach.

INSTRUCTIONS :

Review the preceding INFORMATION sections: pages 262-268 and

pages 279-285.

Then listen to the ''Crucifixus' on tape. You should find the music
more stimulating and enjoyable now that you have acquired new under-

standings about its content. Rehear this selection as you wish.

WHY NOT INQUIRE ABOUT ANOTHER PROGRAMED LISTENING SELECTION FROM THE
BAROQUE ERA? IT WOULD BE INTERESTING TO DISCOVER HOW MANY OF THE
STYLISTIC CHARACTERISTICS EXPLORED IN THIS COMPOSITION COULD BE DIS-
COVERED IN OTHER MUSIC OF THIS PERIOD. OR, YOU MIGHT FIND IT INTRIGUING
TO LISTEN TO MUSIC FROM ANOTHER MUSICAL ERA - MEDIEVAL, ROMANTIC, OR

CONTEMPORARY - TO DETECT DIFFERENCES AND SIMILARITIES IN STYLE.

CONFER WITH YOUR INSTRUCTOR.
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Crucifixus.
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Bach borrowed the music for this movement from his Cantata No, 12







