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ABSTRACT 

Purpose 

The purpose of this experimental study was to compare the effec

tiveness of a conventional approach to the teaching of sight singing with 

an instructional design developed by the experimenter which utilizes 

certain innovations in a sequentially structured form. The research was 

prompted by the desire to compare the results of a controlled statisti

cal analysis with the recognized success achieved by the innovative 

method during several years of practical application. 

The Instructional Methodologies Compared 

The innovative—experimental—methodology described in this dis

sertation is based upon the following considerations: (1) the establish

ment of basic familiarity with musical symbolism, (2) regular and fre

quent drill with sequentially-arranged intervallic and rhythmic patterns 

for later recall, (3) a routine for the introduction, interpretation, 

and performance of new practice material from which verbal texts have 

been eliminated, (4) self-analysis of student performance errors, and 

(5) joint student-teacher confidence in the probabilities of ultimate 

success. 

The conventional—control—method used in the comparison was 

based on CI) an awareness of scale intervals, C2) the harmonic implica

tions of the melodic line, C3) a special vocalise for individual inter

vals, and, (4) accurate vocal reproduction of intervals. 

viii 
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Procedures 

The experiment involved regularly enrolled beginning level 

girl vocal students from four AAA comprehensive four-year high schools 

in Tucson, Arizona. Study subjects were selected at random from the 

four participating classes and were equated by means of scores posted 

on three sections of the Seashore Measures of Musical Talent: Pitahj 

Rhythm3 and Tonal Memory. Data employed in testing the hypotheses were 

obtained through the administration of an original sight singing test 

both at the onset and the conclusion of the fall semester of study, 

1969-1970. The experimenter and two qualified judges independently 

scored the taped responses to test the reliability of scoring. Analysis 

of the three judges' evaluations indicate 97.23% agreement. 

Two hypotheses were established prior to the study. The first 

null hypothesis stated that no significant relationship in sight singing 

performance exists among students taught by three teachers varying in 

experience, each of whom utilizes the innovative sight singing method 

under study. This premise was tested by an analysis of variance of per

centage gain noted between post-test and pre-test sight singing scores. 

The second null hypothesis held that no significant difference 

exists between the mean sight singing achievements of students taught 

by the experimental method and students taught by a conventional method. 

This hypothesis was also tested by an analysis of variance of percentage 

gain. 

Results 

The results comparing the success of the three experimental 

groups revealed such strong similarities as to permit the conclusion 
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that there was no significant difference even at the highly conservative 

.75 level of statistical confidence, thereby minimizing the possibility 

of a Type I error. Since this confidence interval is well in excess 

of the pre-selected .05 level, it was considered safe to conclude that 

significant consistency exists and null hypothesis 1 was rejected. 

The results of comparisons between the experimental groups and 

the control group show that all three experimental groups achieved a 

significantly higher gain in the improvement of sight singing skills 

during the period of study than students taught by the conventional 

method compared. Since the difference was judged to be statistically 

significant at the accepted .05 confidence level, null hypothesis 2 

was also rejected. 

Conclusions-

The innovative method can be successfully implemented by instruc

tors of varying practical experience. 

Ample justification exists for the adoption of a carefully-

structured, sequential methodology for the teaching of sight singing 

which emphasizes basic musicianship, routine, drill, the acquisition of 

skills through practical experience, and confidence in ultimate success. 



CHAPTER I 

INTRODUCTION 

Evidence of effective sight singing is a significant measure 

of musicianship. The ability to decipher musical notation and to 

translate it in "terms of accurate, meaningful sound is undeniably a 

mark of achievement worthy of attention. 

Concern for improved methods of teaching sight singing predates 

modern music notation. In the tenth century, Odo of Cluny, in his 

Enchiridion musioes (Strunk, 1950) heralded the development of a new 

and successful approach to sight singing: 

Some after three days, others after four days, and one 
after a single week of training in it, were able to learn 
several antiphons and in a short time to sing them without 
hesitation, not hearing them sung by anyone, but contenting 
themselves simply with a copy written according to the rules. 
With the passage of not many days they were singing at first 
sight and extempore and without fault anything written in 
music, something which until now ordinary singers had never 
been able to do, many continuing to practice and study singing 
for fifty years without profit(pp. 103-104). 

Seemingly, with such evident success, the problems of sight 

singing would cease to exist, there being no need for further concern. 

The eleventh century, however, found Guido of Arezzo writing of his 

frustrations and concern over the failures of singers (Strunk, 1950): 

Marvellous singers and singers' pupils, though they sing 
every day for a hundred years, will never sing one antiphon, 
not even a short one, of themselves, without a master, losing 
time enough in singing to have learned thoroughly both sacred 
and secular letters (p. 117). 

1 
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Early recognition of the desirability for effective sight singing 

was evident in the United States. The establishment of the singing school 

in the American colonies came as a direct result of the need to improve 

the quality of singing in the churches. The means by which this could 

best be accomplished was determined to be through an emphasis on music 

reading. 

The first adoption of a public school music program in 1837 

continued the established practice of teaching music reading as a 

primary function,, just as it had been developed in the earlier singing 

school. The emphasis on music reading in the form of sight singing existed 

in American public schools for little less than a century during which time 

a variety of devices to enhance the effectiveness of the varying approaches 

were developed. Tho trend toward musical competence through sight singing 

with the voice as the sole instrument of musical expression existed well 

into the present century. By the beginning of the second decade of the 

century, other forms of musical expression, instruments both solo and in 

small and large ensembles, moving or playing with music, and music appreci

ation became the vogue with the result that the teaching of music fundamen

tals and sight singing fell into disrepute. 

Today the accent is on competence in all fields of specializa

tion- -competence which, in music, makes possible a higher level of 

performance than has existed heretofor at the amateur or semi-professional 

levels. As the demands for personal musical competence grow, the need for 

a depth of understanding and secure performance abilities force the schools 

to improve the techniques of instruction. 
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Music educators are in nearly universal agreement about the 

desirability for developing music reading skills among contemporary 

American youth. Mohn (1964) compares its importance to the techniques 

required for the efficient reading of language: 

There is no justification for cheating the willing child 
out of his musical birthright. He has as much right to learn 
to read music as he does the English language since he spends 
nearly as much time at it. If he doesn't achieve this facility 
in music he will gradually subside from the desire to read it 
at all, and even from the activity entirely. There should be 
as much zeal and dedication to this task as any other endeavor 
in the school; for, herein will he learn to love music more by 
being an intelligent producer, not just a passive consumer. 
No music teacher worthy of the name will settle for less than 
the best, and this does include learning to read music Cp. 691. 

Snyder (1963) implies that music cannot be completely comprehended 

by those who lack reading ability: "In order to understand, to appreciate, 

and to interpret fully—as well as to perform—the great literature of 

music, it is vastly important for our youth to learn to read music (p. 66)." 

Heffernan (1968) cites the attention given music reading 

historically: "Indeed, it is doubtful if all the other aspects of music 

teaching have together received the attention and thought that have been 

lavished upon the methodology involved in translating music symbols into 

the patterns of sound they represent (p- 1)." 

Although the importance of sight singing is well documented in 

theory instruction books and texts for music education, composition and 

performance, investigation into the processes of teaching sight singing 

are of recent origin. 

Our present knowledge of the psycho-dynamics of reading music, 

although not extensive, is sufficient to suggest its complexity and to 

reveal some of the difficulties in determining all that transpires 
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mentally and physically. The complexity of music reading is suggested by 

the very nature of the materials to be read; the music score, representing 

a wide variety of musical elements. Even when confronted only with a 

single melody line, the singer must deal with rhythms, tempi, tone 

quality, expression, and formal structure, as well as the melody itself. 

He must be competent in the art of interpreting these elements from 

formal written notation, as a result of previous training and experience. 

That music is a language of sounds compels the singer to perform the 

material read, as well as to recognize the notation of musical composi

tion. The additional demands placed upon the reader by performance 

requires that he have previously developed sufficient performing skills 

to ensure efficient reading of notational symbols regardless of inter

ference or distraction brought to bear by the performance process. 

An additional problem confronting the singer which need not 

concern the instrumental musician is the presence of a word text, thus 

further complicating an already difficult assignment. Consequently, 

the singer must not only possess the skills of a thorough musician, one 

who reads competently, but has the superior ability to comprehend and 

interpret the written text as well. Possibly no other reading task 

attempted by man poses more simultaneous problems. 

Ample evidence is available to indicate the failure to achieve 

the desired sight singing objectives with any real degree of universality: 

Teachers of music reading are not satisfied with the 
objectives attained in their field, nor can they decide 
which instructional method would ultimately be most success
ful. In spite of the multiplicity of approaches to the 
basic teaching concepts, there is actually not a wide variety 
of methods (Hewson, 1966, p. 289). 
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The need for new approaches to teaching music reading is claimed 

by Bay (1969): "The traditional ways of teaching music reading, which 

have often produced only frustration, are no longer adequate. The 

problem of how to teach music reading must be explored, and the methods 

reformed (p. 61)." 

Regardless of failures to achieve the established goals in the 

teaching of sight singing, research has provided a basis for success. 

Evidence that learning to sight sing is best accomplished through the 

use of a systematic method or methods was obtained by Zimmerman (1962): 

"Choral sight reading ability appears to be a skill acquired primarily 

through a systematic association with notation . . .(p. 137)." 

Concern for the problem has led the writer to develop a structured 

sight singing teaching design. This study constitutes an evaluation 

to determine the efficiency of the design as it is practiced in Palo 

Verde, Rincon, and Sahuaro High Schools, Tucson, Arizona. 

Statement of the Problem 

The purpose of this study was to examine the efficiency of the 

instructional design for sight singing developed by the writer. Specific 

questions investigated by the study .were: 

1. Can a sight singing method be developed which is both effective 

and generally applicable regardless of the amount of instructor 

experience? 

2. Does the approach used in the teaching of sight singing have an 

effect on the efficiency and competence of the students thus 

taught? 
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Hypotheses 

It was hypothesized that the methodology under study was 

effective regardless of instructor experience factors and would prove 

superior to more traditional approaches. Stated in null form, the 

primary hypotheses of this study were, specifically: 

1. No significant relationship in sight singing performance exists 

among students taught by three teachers varying in experience, 

each of whom utilizes the innovative sight singing method under 

study. 

2. No significant difference exists between the mean sight singing 

achievements of students taught by the experimental method and 

students taught by a traditional method. 

Assumptions 

This study was based on the following assumptions: 

1. The development of sight singing abilities is an essential 

element of the comprehensive music education program in the 

American high school. 

2. The development of sequential instructional design for sight 

singing is necessary in order to insure success with confidence. 

Limitations 

1. The degree of validity and the degree of reliability of the 

measuring instruments used in the study is acknowledged to be 

a limiting factor. 

2. Additional limiting factors were the two programs compared; the 

instructional design for sight singing in use at Palo Verde, 



Rincon, and Sahuaro High Schools in School District #1, Tucson, 

as compared with the design in use at Amphitheater High School, 

Tucson. 

The duration of one semester of the regular Arizona school year 

was viewed as a third limitation. 

Definitions of Terms 

The following terms are significant to the study: 

Music student: Any girl student enrolled in a beginning level 

vocal music class in one of the four high schools involved in 

the study. 

Sight singing: The process by which the written notation of music 

is translated accurately into meaningful vocal sound at first 

sight, i.e., without preparatory study of the piece. 

Instructional design: The plan for teaching, syllabus, curriculum, 

or course of study involved. 

Selected teacher variable: The element of actual teaching experi

ence, expressed in terms of years or portions thereof. 

Summary 

Contemporary teachers of high school vocal music do not have 

available a reliable, tested methodology for the teaching of sight 

singing. 

Although ample evidence substantiates the desirability for 

developing such a structured approach, educators have heretofor 

not met the challenge. 



3. The established need has prompted the writer in the development 

of a teaching design for sight singing which, according to such 

indicators as have been available to observers, has been 

markedly successful. 

The balance of this dissertation will involve a statistical 

analysis to determine efficiency of the design: Chapter Two is a 

resume/overview of related research; Chapter Three, an explanation of 

the innovative teaching design used by the experimental group and the 

traditional classroom approach employed by the control group; Chapter 

Four is concerned with research procedures employed in the analysis; 

Chapter Five involves the presentation and interpretation of compiled 

data; and, Chapter Six, a summary, conclusions, and recommendations. 



CHAPTER II 

RESUME OF RELATED RESEARCH 

Of particular interest to this study is the paucity of available 

evidence regarding the development of structured designs for sight singing 

intended for use either at the high school or college levels. An in-depth 

search of experimentation, in fact, has produced only one study related 

to any aspect of sight singing which has used high school students as sub

jects. Although reference is repeatedly made to "conventional" methods 

of teaching sight singing, such methods remain largely undefined in the 

research studies which employ the term. Of the twenty-six studies cited 

in this chapter, none has attempted to outline a sequential design for 

effective sight singing instruction, although the case for such an instru

ment is well documented. 

Studies which have been undertaken relative to sight singing may 

be arranged according to area of specific interest. In order to facili

tate ease of reference, the following categories have been established: 

Studies of Eye Movement in Music Reading; Studies Employing Audiovisual 

Devices in Sight Singing Instruction; Analytical Studies of Drill Proce

dures in Sight Singing Instruction; Studies of Factors Related to the 

Process of Learning to Sing at Sight; Comparative Studies of Word Reading 

and Sight Singing; and, Studies Employing Varying Educational Philosophies 

in the Teaching of Sight Singing. 

9 
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Studies of Eye Movement in Music Reading 

One of several attempts to determine the eye movement character

istics of music readers relative to their levels of accomplishment was 

undertaken by Jacobsen (1941). He concluded that: greater accuracy was 

evident among those who also read fastest; music reading could be im

proved by the use of flash cards; training of eye movement alone does not 

develop more efficiency in sight singing; and, range of recognition was 

positively related to the maturity of the reader. 

Evidence of the complexities of the sight singing process can be 

found in the studies dealing with eye movements, span of vision, reading 

habits, and characteristics of readers. It is interesting to note the 

amount of agreement among researchers in these areas. The findings of 

Ortmann (1937) have been reinforced by other researchers, providing an 

important source of basic information for subsequent studies. As a result 

of experimental evidence, Ortmann reported that the field of clear vision 

on a musical score encompasses a circular area measuring only one-fourth 

to one-third inch in diameter. The average five line staff on a printed 

page measures slightly more than one-fourth inch from the lowest to the 

highest lines; thus, the limits of clear vision embrace a vertical dis

tance from approximately the space below the lowest line to the space 

just above the highest line and a similar distance horizontally. One can 

readily appreciate the problems inherent in sight singing a score with 

text when we realize that the text line is usually placed above or below 

the musical line approximately one-fourth inch away, thereby taxing 

the sight singer to exceed the vertical span which has been determined to 



be practical. To further complicate the situation by the addition of 

harmony, expecting the singer to become meaningfully aware of the added 

dimension at sight, would seemingly, be unreasonable. 

In a study relative to chord reading, Ortmann (1934) determined 

that the greater the distance between the lowest and the highest notes in 

the chord, the greater the chance for error; that chances for error in

creased in direct proportion to the number of notes in the chord; and, 
* 

that eyes are drawn more to notes grouped closely together than those at 

the extremes of the chord. In his later study (1937), mentioned earlier, 

he concluded that the principal failures in harmonic sight singing were 

due to: extremes of linear dimension, symmetry, and complexity of tonal 

patterns; quantity of notes; and melodic/harmonic implications of the 

symbols presented. 

York (1952) selected sixty superior and sixty inferior vocal 

music readers, based on the judgments of two professional musicians. He 

found significant differences favoring the superior readers for the entire 

Kwalwasser-Dykema test battery. The superior group employed wider percep

tual spans, made fewer fixations, and had wider eye-voice leads. 

Bean (1938) undertook a study to determine the complexity of the 

musical patterns which can be perceived by a single fixation of the eye. 

His method involved separating subjects according to their established 

visual habits: (1) readers whose visual span encompasses one or two notes 

and (2) readers whose vision spans a patterned group of notes. Experimen

tation led to his conclusion that the habits of those in group 1 resulted 

in inefficiency while the latter group proved to be not only faster but 

more efficient. The study also showed that practice with a tachistoscope 
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could enable an individual to change his classification from group 1 to 

group 2. 

Studies Employing Audiovisual Devices in Sight Singing Instruction 

Results showing a programed self-instruction sight singing method 

equal but not superior to a "conventional" classroom approach were ob

tained by Kanable (1969). Her experimental approach involved the use of 

magnetic tape on which programed aural practice material was recorded as 

played by piano, although that instrument is recognized as having dis

tinctly un-vocal percussive qualities. The study was limited to a 

three-week period during which the high school subjects were trained in 

twelve consecutive week-day sessions of 50 minutes each. Control group 

participants were instructed by a "conventional teacher-classroom method 

of instruction" using materials containing the "same types of problems as 

those employed in the programed text (p. 221)." 

Bolden (1967) experimented with 348 students who were arranged 

in groups employing (1) the piano keyboard, (2) syllables/letters, and 

(3) recorder as devices for the teaching of rhythmic reading. Of the 

three modes of instruction used in the study, the use of syllables/letters 

produced greater effectiveness than either piano keyboard or recorder, 

both in rhythmic reading gain and in total gain. 

Hutton (1953) compared two methods of developing sight singing 

ability, one of which involved the use of audiovisual aids. Her findings 

led her to believe that the employment of selected audiovisual teaching 

aids resulted in increased sight singing efficiency for the fourth grade 

students involved. 
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A study resulting in evidence in conflict with the final conclu

sion of the study by Bean (1938) mentioned earlier was undertaken by Wiley 

(1962). The results of his experimentation involving the tachistoscope 

as a device for teaching rhythmic sight reading led him to conclude that 

tachistoscopic techniques were not superior to more conventional tech

niques in developing rhythmic sight reading skills at the fifth grade 

level. 

A similar finding was made by Baker (1964) who studied the rela

tive effectiveness of teaching harmonic reading to piano students by 

means of a tachistoscope and by traditional classroom methods. His study, 

involving randomly selected university level freshman music theory students, 

determined that subjects in the control group, who were taught by conven

tional methods, actually showed greater gains in playing harmony than the 

experimental group, although not at a statistically significant level. 

Experimental studies by Stokes (1944) and Stephensen (1955) 

provide additional corroborating evidence refuting the superiority of 

tachistoscopic teaching techniques over common classroom methods in music. 

Hammer (1963), utilizing an experimental design in which the roles 

of experimental and control groups were reversed after thirty-eight weeks 

of instruction in melodic sight singing, found that tachistoscopic train-

ing resulted in significant differences favoring the experimental group 

in each case. He reported that tachistoscopic teaching techniques were 

most effective for subjects above or below the class mean in intelligence. 

Analytical Studies of Drill Procedures in Sight Singing Instruction 

The effect of interval drill upon sight singing ability was stud

ied by Barnes (1960). His technique involved the selection of control 



and experimental groups composed of freshman members of a music theory 

class at Indiana State Teachers College. The two groups were equated 

with respect to intelligence and musicality and the experimental group 

subjected to a ten-week period of interval drill. The experimenter 

found that the experimental group performed at a significantly higher 

level than the control group in sight singing intervals as well as in 

melody. 

No significant difference in sight singing accomplishments was 

noted in experimental and control groups studied by Ray (1964) using 

two different types of pitch pattern drills. The experimenter states: 

It was the purpose of this experiment to compare, by 
testing, the results of two different types of drill with 
pitch patterns. One type, used with the experimental group, 
included drill with tachistoscope and the use of pitch 
patterns of varying length and complexity which were not 
identified with a particular key or mode. The other type, 
used with the control group, omitted drill with tachisto
scope and employed pitch patterns taken directly from 
specified keys and modes. In both groups emphasis was placed 
on clarification of step and half-step relationships (p- 1)• 

Attempts to ascertain the effects of a maximal speed pacing 

technique on drill with rhythmic figurations were of concern to Trismen 

(1964). He compared accomplishments obtained from an experimental group 

which was not subject to regulated conditions of speed. The experiment, 

undertaken during the school year 1958-1959, used elementary education 

students at New York State Teachers College, Cortland, as subjects. Re

sults led to the conclusion that the maximal speed pacing technique for 

teaching rhythmic reading was not superior to the control technique. 
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Studies of Factors Related to the Process of Learning to Sing at Sight 

An attempt to ascertain the influence of certain selected musical 

and psychological factors upon sight singing skill was undertaken by 

Ottman (1956). Involved as subjects of the study were the fifty-two mem

bers enrolled in sophomore music theory at North Texas State College 

during the spring semester of 1955. 

The extent of the influence of (the selected) factors . 
on sight singing skill was measured through statistical 
interpretation of the scores of a sight singing criterion 
and a battery of group tests. These results showed that of 
musical literacy, melodic modulation and hearing intervals 
with a harmonic background apparently had the highest degree 
of influence on sight singing skill (p. 763). 

The study by the Wheelers (1952) mentioned earlier produced a 

high correlation (r=.57) between the ability to read music and measured 

intelligence. 

King (1954), also established that a positive relationship exists 

between IQ scores and music reading ability, although an insignificant 

(.15) correlation between mental age and sight singing ability was ob

tained by Mosher (1925). 

Zimmerman (1962) determined that influences which showed a high 

positive relationship to choral sight reading ability were: formal 

music study, instrumental music training and experience, and the use of 

a systematic method, or methods, in sight singing. 

Of interest is the somewhat surprising finding that private 

voice instruction and extensive listening experiences showed very little 

relationship to choral sight singing ability. Musical experiences re

quiring no specific discipline with regard to notation appeared to offer 

little in the development of sight singing ability. 



Comparative Studies of Word Reading and Sight Singing 

The possibility that language reading and music reading share 

similar problems, the study of which might assist in formulating posi

tive answers, has been of interest to several researchers. The conclu

sions reached with regard to the correlation between the problems, how

ever, have differed considerably. A philosophical treatise by Fletcher 

(1957) concludes that a significant correlation exists and that music 

reading could be improved appreciably by the application of language 

reading techniques. 

A statistical comparative study conducted by the Wheelers (1952), 

however, determined that the correlation between music reading and ver

bal reading is low, although positive. 

In an experiment conducted by Jones (1968), 206 students were 

asked to view 120 slides of verbal and music notation projected by the 

tachistoscope. Evidence was found which indicated that only small rela

tionships existed between music background and music reading achievement. 

The relationship between perceptual time span and music reading achieve

ment was not highly significant and no appreciable relationship was found 

between intelligence and sight singing ability. The study also revealed 

that verbal reading ability did not relate significantly with music 

reading achievement. 

However, success in applying the techniques of word reading to 

the teaching of sight singing has been reported by Christ (1954). An 

experiment in which drill with rhythmic patterns was employed in associa

tion with a tachistoscope and metronome yielded extremely significant 
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gains in reading ability of all members of the experimental group. The 

experimenter states: 

The results obtained indicate that this is a quick, 
efficient means of teaching rhythmic reading; that training 
to increase the rate and span of perception of rhythm symbols, 
combined with practice in tapping patterns to a constant 
metronome beat results in increased efficiency in the perfor
mance of a continuous succession of such symbols (p. 684). 

Significantly important is the investigator's statement regarding 

the importance of acquiring the skills needed for successful music 

reading: 

Because of the basic importance, the real necessity of 
being able to read efficiently musical symbols, the language 
of music, music reading training should be made, must be made, 
an integral part of the training of musicians. Such a train
ing program would make a real contribution to the broad, 
general aims of music education - to the development of per
sons skilled in the manipulation of the materials of music, 
either from the standpoint cf composition, performance, or 
audition (p. 684). 

Studies Employing Varying Educational Philosophies in the Teaching of 
Sight Singing 

Lundin (1953) noted the neglect shown applied educational psy

chology in sight singing training: 

Since learning music is a kind of behavior pattern 
practiced by many individuals from childhood, it is unfor
tunate that this application of psychology (educational 
psychology) to music has been largely neglected in view of 
the amount of material available on other forms of human 
learning. Both professional performers and teachers of music 
have written on this subject from their own personal experi
ence, but the number of experimental studies available on 
learning and remembering of music is comparatively small (p- 112). 

The relative effectiveness of "whole" and "part" methods of 

teaching sight singing was studied by Helbling (1965). This investiga

tor interpreted the "whole" method as based upon the field (Gestalt) 
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theory of instruction; the "part" method, an outgrowth of the associa-

tionist concept. Twenty-six subjects from the undergraduate elementary 

education majors at Ashbury College were involved. A parallel grouping 

method was employed using the scores of an original sight singing test, 

the Kwalwasser-Ruch Test of Musical Accomplishment, and the Pitch3 

Rhythm, and Tonal Memory sections of the Seashore Test. The results 

indicate that neither the "whole" nor the "part" methods are superior. 

The need for additional research in the procedures by which 

music is learned was indicated by Mursell (1948): 

Our knowledge of the process of music reading is incom
parably less complete and exact than is our knowledge of the 
process of language reading'. In the latter field there has 
been an immense amount of well-controlled and fundamentally 
significant research, in the former hardly any (p. 241). 

Musicians have long accepted the idea that music reading, partic

ularly sight singing, is a most important ingredient for the successful 

functioning of musical experience. Jones (1957, p. 17), opined, "The 

value of sight reading cannot be over-estimated." Murphy (1950, p. 44) 

declared that, "This ability to think music (from the written score) is 

essential to musicianship and its importance and cultivation cannot be 

exaggerated." Benward (1965) states that, "Sight singing is an established 

discipline the importance of which has been recognized by musicians for 

the past 300 years. It is doubtful that any other course in the entire 

music curriculum has enjoyed such prominence in history (p. v)." 

Summary 

A review of the literature indicates that: 

1. No evidence is available to indicate the development of a 
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structured methodology for the teaching of sight singing at the 

high school or college levels; 

2. Of those surveyed, only one study used high school students for 

experimental subjects; 

3. Although the term "conventional" is frequently applied to methods 

of teaching sight singing, it is rarely defined; 

4. Greater reading accuracy is evident among mature, faster readers, 

although music reading can be improved by the use of flash card 

drill; 

5. Superior readers score higher on the Kwalwasser-Dykema test 

battery; 

6. The vision of efficient music readers spans a patterned group 

of notes; 

7. Programed techniques are not likely to supplant classroom teacher 

techniques, due to lack of superiority for the former as well 

as the amount of hardware necessary; 

8. The employment of syllables/letters as devices in the teaching 

of sight singing produces results demonstrably superior to those 

gained by the use of piano keyboards or recorders; 

9. Considerable disagreement exists as to the effectiveness of the 

tachistoscope in the teaching of sight singing; 

10. Drill with pitch intervals, particularly without the tachisto

scope, is likely to result in increased sight singing efficiency; 

11. Maximal speed pacing does not positively effect sight singing; 

12. Disagreement exists as to the correlation of intelligence with 

sight singing success; 
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13. Formal music study, instrumental experience and systematic 

instruction in sight singing have a significant positive effect 

on success; 

14. Musical experiences requiring no specific discipline with regard 

to notation appear to offer little in'the development of sight 

singing ability; 

15. Verbal reading ability does not relate significantly with music 

reading achievement; 

16. "Whole" teaching methodologies, based on Gestalt psychology, 

are not significantly superior to "part" methods based on 

associationist concepts. 



CHAPTER III 

THE INSTRUCTIONAL DESIGNS 

The purpose of this chapter is to outline the instructional 

designs employed by the experimental groups and the control group. Be

cause of its innovative nature, the plan used in connection with the 

experimental groups consumes the greater portion of the chapter. 

The case for a methodical approach to sight singing instruction 

appears to be well documented. Available evidence points to the need 

for formal theoretical music study (Zimmerman, 1962), pitch interval 

drill (Barnes, 1960), rhythmic pattern drill (Christ, 1954), the employ

ment of syllables or letters as an intermediary procedural step (Bolden, 

1967), and the development of personal discipline based on a measure of 

confidence in achievement (Zimmerman, 1962). To a considerable extent, 

development of the innovative instructional design under study has been 

based on assumptions derived from this research evidence as well as from 

practical classroom experience. Experimental application of varying 

teaching techniques over a period of seventeen years has led the author to 

assumptions which, although not absolute, are considered essential to the 

effectiveness of this design. 

The primary goals of American education suggest that curriculum 

designs be geared to meet the needs of the broad spectrum of student 

population. Regardless of the instructional design adopted, its purpose 

should be to reach all who aspire to the goal of individual competence. 

21 
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The developer of the innovative teaching guide outlined here has 

proposed that music education should not emphasize the group performance 

aspects of music if, in the process, it fails to provide the individual 

student with the tools of musical understanding which will enable him to 

continue meaningful participation in the art following the termination of 

formal group instruction. The development of individual capabilities and 

personal competence deserves the attention of all music educators. If 

continuing progress is desired, and if they are to consistently perform 

at superior levels of public performance, the writer believes that high 

school choirs can not depend upon the student musician whose only partici 

pation is contingent upon rote stimulus. 

In the hope that it may prove an effective means of producing 

improved student musicians, the following instructional design h~s been 

developed. 

The Teaching Design of the Experimental Program 

A competent understanding of the fundamental music vocabulary is 

considered essential to the implementation of this design. Little signif 

icant progress in musical performance can be gained prior to it, since 

basic musicianship necessarily precedes intelligent performance, regard

less of the medium for expression employed. It is implied that one does 

not satisfactorily converse in any language sans a fair understanding of 

its vocabulary. 

Music is written in an alphabet of its own: an alphabet 
of minims and semi-quavers, of sharps and flats and naturals, 
ruled for convenience on a stave of five lines and punctuated 
for convenience with a succession of upright bars. Like 
every other alphabet this is conventional: like every other 
it has its own system of fixed and determinate symbols, each 
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with a special significance . . . like them it has to be 
learned: when learned it can be read (Hadow, 1926, p. 37). 

One of the greatest problems in the teaching of music fundamentals 

appropriate for the high school singing class appears to be the dearth of 

study materials arranged practically. Most texts designed to explore the 

necessary material are either geared to the elementary school level, usual

ly in workbook form, or are excessively detailed for use by the beginning 

level high school student. Few, if any, exist which can be adapted easily 

to the needs of high school students. Consequently, the instructor is 

faced with the necessity of compiling the necessary information. 

Care should be exercised to select only that information which is 

essential to develop the stated objectives. The material should be sim

ple, direct, basic, and applicable. A brief, meaningful explanation of 

the following elements of music notation may suffice: 

staff letter names of lines and spaces 
clef signs for the grand staff 
ledger lines sharp key signatures 
measure lines (for major and minor) 
double bar flat key signatures 
repeat signs (for major and minor) 
phrase lines basic tempo terms 
breathing signs basic dynamic markings 
coda sign simple vocal/choral terms 
note values the syllable scale (major and minor) 
rest values pitch intervals for the range of 
meter signatures one octave 

common rhythmic figurations 

Mastery of this material is considered essential--it is the vocab

ulary of the musical language. A concise, yet workable compilation can 

easily be presented in mimeographed form for distribution to the individ

uals in the class and need not exceed twelve to fifteen pages in length. 



24 

Experience has led to the conclusion that it is safest to assume 

that students registered for first year vocal music classes have limited 

musical knowledge and/or experience. Once accepted, this_premise pro

vides the basis for a successful approach to general class musicianship. 

The introductory lesson should commence with an explanation of 

the musical staff. Subsequent instruction can proceed from this point, 

only as rapidly as the class will deem practical, to an exposure of more 

involved symbolism. During each session, every effort should be made to 

relate material to the commonality of class purpose--to establish a uni

form basic understanding of the elements of the musical language. It is 

assumed that familiarity breeds understanding and it is on this under

standing that the foundations are laid upon which all subsequent musical 

experiences must depend. 

Although, in its initial stages, emphasis must be on the absorp

tion of factual information, the instruction should move as quickly as 

possible toward involvement in the sounds of music which relate to the 

material studied. It is assumed that the essential worth of music lies 

in its performance, without which it has little meaning or purpose. A 

meaningful musical example can stimulate interest, promote understanding, 

and inspire appreciation. However, the writer believes that an example 

which does not involve student participation is little better than none. 

Opportunities for student involvement can be expanded by imaginative in

struction. It is important in the successful development of this design 

that substantial habits of perception be established early. In fact, 

experience may lead to the conclusion that all acceptable performance 

practices can be developed coincidentally with an exploration of music 



fundamentals. There is little justification for slovenly posture and poor 

breathing techniques in any style of singing, regardless of the simplicity 

of musical form. A comfortably erect body can reproduce a dotted 

eighth-sixteenth note .pattern more efficiently than one which has allowed 

the rib cage to collapse. It would seem propitious to assume confidence 

in the students' ability to perform multiple tasks simultaneously. 

One needs to consider a solution to the problem of finding the 

time necessary to devote to drill and study of the material when con

fronted by the need to prepare a program for the next concert. It is not 

feasible to expect practical success in an undertaking as time-consuming 

as is the development of efficient sight singing unless it can be prac

ticed daily and with diligence ... it must assume the role of primary 

importance in planning. In this program no other activity should be al

lowed to encroach on the time scheduled for sight singing preparation and 

instruction. It is suggested that the solution to the problem can best 

be affected by a new look at the manner in which classes are scheduled 

within the vocal music area. If successful sight singing is worth the 

effort, classes need to be structured to provide for an entire year of 

beginning level training at which time the student can concentrate on the 

fundamentals of the musical language, ear training, sight singing, and 

the proper use of his vocal instrument, free of public performance pres

sures. Because of the unique vocal and consequent psychological problems 

common to boys at this age, it is recommended that beginning level high 

school vocal classes might well operate more efficiently if boys and girls 

are segregated. There appears to be a need for limiting the size of 

training classes to allow for realistic student-teacher interaction 
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opportunities, since it is felt that habits formed at this time are the 

habits which will ultimately affect not only the performance level of 

future advanced groups, but individual responses to and participation 

in music activities as well. Although large, disciplined, and carefully 

trained choirs can produce success, the effectiveness of large training 

classes is suspect. At this level, it seems important that time be made 

available to meet the needs of individual students. 

One desirable arrangement would create beginning level vocal 

classes of forty or fewer members, for boys and for girls separately, 

with few commitments for public performance during the school year. Re

search (Zimmerman, 1962) implies that lasting success in the development 

of sound musicianship is best achieved by the regular and judicious 

application of substantial blocks of time devoted to formal drill. If 

the culmination of these efforts affords a life-long personal involvement 

in meaningfully creative musical activities, the method of attainment 

appears justified. 

Drill 

A significant portion of early class sessions should be devoted to 

training the ear in preparation for sight singing practice. The employ

ment of tonal aids involving the initial pitches of familiar tunes and 

other melodic patterns can be a beneficial practice in the development 

of tonal concepts relative to their notational appearance. Since effec

tive sight singing is essentially the result of accurate recall, it is 

implied that at some stage of musical development students must have been 

exposed to the necessary audiovisual relationships. Simple intervallic 
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patterns such as are to be found within the range of an octave can readily 

be assimilated if a relationship is established to familiar tonal models. 

A repertoire of useful tonal patterns might include examples such as 

the following: 

Familiar Tonal Corresponding Notational 
Pattern Interval 

Rowj Row3 Row Your Boat Ascending major second 
(1st to 4th notes) 

Rowj Rowj Row Your Boat Ascending major third 
(1st to 5th notes) 

Here Comes The Bxn,de Ascending perfect fourth 

My Bonnie Lies Over The Ocean Ascending major sixth 

Bali Hai (from South Pacific) Ascending major seventh 
(1st to 3rd notes) 

Star Spaiugled Banner Descending minor third 

Nobody Knows The Trouble I've Seen Descending major sixth 

Personal experience has led the writer to assume that imaginative 

drill with these and similar patterns can produce lasting impressions for 

effective recall. 

It is suggested that drill with common rhythmic figurations be 

conducted coincidentally with melodic ear training. Although possible by 

means of a mathematical approach, it is recommended that rhythmic groupings 

be practiced to the point where an awareness or "feel" supplants the 

scientific. When this has been achieved, a consistently accurate and 

smooth rendition of rhythm can result. Aside from the ease with which 

precision develops by this approach is the positive effect it has on 

musicality. Musicians will agree that a labored, mechanical effort 

creates few opportunities for sensitive expression; rather, it tends to 
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stifle enjoyment and suppress resourcefulness. It is important to this 

design that a familiarity which enables the practitioner to detect the 

vitality and excitement inherent in contrasting rhythms be the goal of 

each training class. 

Varying devices may prove successful, any of which involve some 

form of eurythmics or motor response. Among those which have been suc

cessful are: handclapping, tapping (with toe, hand, finger, foot, or pen

cil), speaking, chanting, and singing. 

Experimentation with various forms of tapping may determine the 

mode which is most suited to the needs of a specific class. Since stu

dents in these classes are already vocally motivated, it is suggested 

that a form of percussive singing might serve well for the next proce

dural step. It is considered important that some hard consonant which 

can provide a "point" and an easily formed, well-sustained vowel be com

bined to implement accuracy and clarity. Because it is one of the easiest 

formed of all explosive sounds and lends itself to rapid formation, the 

"t" is well suited for use in combination with "e", the vowel which re

quires the most open and relaxed throat position of all. The resulting 

"tee" is satisfactory from every respect in that it provides an easily 

identified point to the rhythm and can be sustained to assure proper length. 

Once the elements of melodic interval and patterned rhythms have 

been practiced sufficiently well to achieve relative group competence, 

it will be advantageous to combine them in drill. It is at this stage 

that the class may first experience a form of independent sight singing, 

for of the five basic musical elements—melody, rhythm, harmony, form 
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and color—only the first two are considered necessary for the production 

of basic but satisfying music. 

At this juncture, it is also appropriate for the instructor to 

assume a new role in the learning process . . . where he was previously 

cast as the disseminator of fact, he now should become a helpful guide 

to the achievement of rewarding musical expression. It is considered 

important that the teacher envision his character in this teaching 

design as one which involves change. As the students become more active 

in the process of making intelligent sound, the role of the instructor 

becomes increasingly more passive until the point is reached (to be 

explained later) at which he must completely remove himself from the 

active, creative process. At every step, it is deemed important that he 

should be the catalyst for growth, providing the encouragement, confi

dence, and inspiration which ultimately leads to independence. 

When combining the elements of melody and rhythm for practice, 

personal experience has shown that desirable results can be obtained by 

the use of a neutral syllable which employs a somewhat more liquid con

sonant than the "t" used for rhythmic drill, so as to effect a satisfac

tory legato movement. The "1" sound accommodates the need acceptably well 

and when combined with a simply formed "oo" it creates a sound embodying 

resonance, sufficient "point", and ease of articulation. 

Previously cited evidence (Ortmann, 1937) implies that the musi

cal staff and an accompanying verbal text together exceed the practical 

limits of clear visual perception, particularly for beginning sight 

singers. Many vertical perception problems can be avoided by selecting 

practice materials which have no text or merely disregarding it in 



exercises which employ it. In either case, the problems will then be 

confined to those which are strictly musical in nature. Further, it is 

important that at this stage, maximum attention be given the notation so 

that a significant jnount of success with melody and rhythm can be 

realized by the students, thereby establishing a basis for self-confi-

dence. Once the musical obstacles have been overcome, the addition of 

text is more easily accomplished. 

Selecting Effective Materials 

An important undertaking is the selection of the right musical 

examples to serve the course objectives. Recommended materials pro

vide a challenge, yet exhibit possibilities for student comprehension 

and success. Practice exercises should advance in level of difficulty 

slowly and logically, exposing the students to constantly changing key 

and meter settings. When selecting material for this purpose, the diffi

culty of various pitch intervals and rhythmic patterns need to be recog

nized and care given to arrange them in logical sequence. Studies 

conducted at the Ohio State University School of Music under Spohn and 

Poland (1963) indicate the following rank order of difficulty for pitch 

intervals: 

Interval Rank Order (easy to difficult) 

Perfect 8 1 
Major 2 2 
minor 2 3 
Major 3 4.5 
Perfect 4 4.5 
Perfect 5 6 
Major 6 7 
Major 7 8 
minor 3 9 
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Tritone 
minor 7 
minor 6 

10 
11 
12 

The author has been most successful with this teaching design 

while using the Melodia series of sight singing materials published by 

the Oliver Ditson Company. Although some typographical discrepancies 

will be noticed, these booklets provide a logical pattern of sequential 

development from simple unisons and repeated tones to challenging com

plex patterns and follow the above interval table with remarkable faith

fulness. Each exercise is melodious and singable, no text is involved, 

ranges are realistic for young voices, interesting rhythms are employed, 

meters and keys are regularly varied, and a logical and progressive 

sequence is maintained. 

Routine 

It is assumed that there is comfort and security to be gained 

through the establishment of a routine, so long as it appears obvious 

to the learner that the routine seems destined to result in success. 

Advocates of the "numbers" school, solfeggio methods, and Orff techniques 

can all find comfort in this design. It matters little which crutch is 

used so long as it enables students to accurately envision key relation

ships and diatonic interval patterns. The author favors the "moveable-do" 

approach, liberally sprinkled with related aids such as the Orff hand 

symbols, merely because the syllables relate only to singing sounds, are 

monosyllabic and therefore easily sung, and are well-established histor

ically. However, music educators whose backgrounds or preferences 

fancy numbers will find that device similarly effective. Regardless of 
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the method, students will require some means of adapting previously gained 

knowledge of staff, clefs, keys, notation, melodic intervals, and rhyth

mic patterns to the exercises used for practice. 

The early establishment of sound, efficient perception habits are 

basic to this methodology. Confronted with a new musical example, the 

student can then react with an analysis of all the symbolism pertinent to 

performing the notation. His competence should extend to an awareness of 

key center, relative tonal position of the first and last notes—which 

establish relative major or minor key setting--meter, and any unusually 

challenging melodic interval or rhythmic problem. Since the goal is indi

vidual proficiency, it is well to create opportunities for self-expression. 

A successful technique is to habitually call upon individuals from the 

class to stand anJ interpret the symbolism and notation of a new exercise, 

making certain to avoid establishing any pattern of selection. Fore

warned of the procedure, students will learn to interpret as a matter of 

habit and waste less time in introductions. 

Diligent drill should make it possible for any member of the class, 

when faced with a new musical experience, to stand and give verbal evi

dence of his understanding in the following manner: "The (musical exam-

3 
pie) is written in the treble clef, the time signature is which means 

that there are three beats in a measure and a quarter note gets one beat, 

and, it begins on sol and ends on do. The name of the key is F major and 

there is a *b natural1 accidental in the third measure. The music be

gins with a 'pick-up note on the third beat'." 

At this point, the student has introduced the music to the class 

and, in addition, has exposed his analysis to the scrutiny of the other 
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class members. All necessary preliminary information has been given, uni

formity of understanding has been established, and a basis has been pro

vided for the singing which is to follow. 

Motivation 

Following the completion of the necessary introductions, the stu

dents are asked to hold the music chest high with both hands--thereby 

assuring improved posture--and the instructor proceeds to the piano up

on which the tonic chord is sounded to establish a feeling of key. The 

students then sing the key center tone—do--and the starting pitch— 

usually sol} do3 or mi--all without vocal assistance from the instructor. 

Next, a step which is considered to be of the utmost importance to the 

effectiveness of this method: the teaaher must leave the keyboard and 

not return to it until the completion of the exercise. The temptations 

to "be helpful" to the class are viewed as being considerable and it is 

felt that to be in a position to succumb is likely to prove excessively 

unnerving. To "assist" by playing or singing a difficult interval or 

rhythmic pattern is to continue rote teaching and defeats the primary 

purpose of sight singing instruction. Students should be challenged to 

make an honest individual effort though errors will occur and the ten

dency to falter may be great. Once the key center has been established 

and the starting pitch has been sung or hummed, the instructor sets the 

tempo by counting a complete measure, "one, two, ready, sing." The 

teacher then has terminated his active participation in the sight singing 

process and the students must accept their responsibilities for the 

successful completion of the exercise. It is felt that the must fruitful 

individual experiences cannot occur until this juncture has been reached. 
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During the practice session, the instructor should listen care

fully so as to be aware of any possible echo or lag which would indi

cate that a portion of the class was being led by rote rather than their 

more creative independent resources. Students will need encouragement 

to sing with a solid tone and to accept errors as an honest and necessary 

part of the learning process. It is considered most important that the 

instructor continuously acknowledge any success and provide encourage

ment for future efforts. Relatively small classes, as suggested, will 

permit the instructor to circulate and to become aware of the progress 

and needs of individual class members. 

To achieve success by this method, the concept that sight sing

ing is best accomplished by doing needs to become firmly established. It 

is implied that we learn wisdom from failure much more than from success; 

we often discover what "will do" by finding out what "will not do;" and, 

it is theorized that the man who never erred never discovered. 

It is considered important that every attempt be made to continue 

an exercise to its completion, regardless of mistakes that occur. Stu

dents need to be challenged to recover quickly from errors and to con

tinue so that an uninterrupted flow of the music can be maintained from 

initial attack to final release. Students will need to be trained to 

avoid repeating a difficult interval or rhythm for the sake of accuracy 

while the music moves on. Errors of this type should await a more pro

pitious moment when they can be practiced out of context. The class, 

however, can mentally record the error so that it may be analyzed fol

lowing the completion of the exercise. 
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The writer feels that individual analysis of errors is of para

mount importance in the development of effective, alert sight singers. 

To that end, the instructor in this design functions merely as the agent 

to challenge creative student thought and does not provide the analysis 

himself except as a final resort. Basic to this methodology is the 

theory that significant and accurate self-analysis can develop quickly 

when students are led to realize their own competence and are made to 

feel the trust which their instructor should display in them. Greater 

accuracy in subsequent practice trials should result from systematic 

discussions of performance errors. It must be remembered, however, that 

it becomes the students' responsibility to sing without the aid of audi

ble teacher assistance. Further, they analyze their own mistakes. The 

number of trials given a specific exercise will be determined by the 

instructor, based on the relative accuracy of preceding efforts and the 

challenge of the assignment, as well as factors such as time, morale, and 

vitality. 

Personal experience leads to the conclusion that practical re

sults can be achieved if this teaching method, once established as 

habit, is practiced during every class session or rehearsal for the en

tire span of formal class involvement, not being confined simply to the 

training year. Practice need not become excessively time-consuming. 

Once the routine is effectively established, five minutes stolen from 

the vocalization period at the beginning of each performing group rehear

sal might well be sufficient to maintain and, hopefully, improve sight 

singing prowess. It is theorized, further, that directors will find a 

greater wealth of literature can be explored as a result of improved 
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reading abilities and the amount of time necessary for learning new music 

can be cut significantly, thereby more than compensating for the time 

given to sight singing drill. 

This program is based on the assumption that in order to accom

plish the desired results, the greatest importance must be assigned to 

regular drill. Benward (1965, p. vi) affirmed this, stating, "The past 

300 years have wrought many changes in sightsinging material, but the 

truth still remains that in order to sight read well one must practice 

the art regularly and with diligence." Christ (1954, p. 684) in his 

study of rhythmic reading and word reading reasserts, "Nothing can re

place frequent periods of reading practice, whether instrumental or vo

cal—periods spent in concentrated effort to improve reading efficiency." 

ployed by the control group is best outlined by its instructor, Mr. 

William R. Funk: 

My teaching of sight-singing skills is based on an 
awareness (both intellectual and aural) of scale intervals. 
I refer to scale intervals by number (1-2-3-4-5-6-7-1). I 
stress the harmonic implications of the melodic line, and 
will often call attention to the arpeggio structure of a 
single vocal line. 

I refer to individual intervals by their formal names 
("minor third", "augmented fourth", etc.), and incorporate 
this nomenclature (actually sung) in a special vocalise: 

The Teaching Design of the Control Program 

In the interest of clarify, the conventional methodology em-

EE-AW, MINOR SECOND, EE-AW-EE: EE-AW, MAJOR SECOND, EE-AW-EE 
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up to the major tenth, and then back down again, using sixteen 
intervals depending from C on the staff. 

Great importance should be placed on the accurate singing 
of intervals—especially, the half-tone and the whole tone. 
I spend much time working for "in-tuneness". In my own 
teaching, I am sure that I place much more emphasis on the 
accurate vocal reproduction of an interval, than I do upon 
its intellectual or theoretical recognition. Of course, 
theoretical and aural perception are prerequisites to accurate . 
vocal reproduction, but to my mind the physical production is 
the proper area for emphasis. 

Proportionately, I give much more instructional time to 
pitch problems, than I give to rhythm problems. 

I give the least theoretical instruction time to my be
ginning classes, and the most to my advanced ensemble. The 
vocal production of beautiful sound, and the knowledgeable 
building of the individual voice, is the center of my teach
ing program. 

Summary 

The Experimental Teaching Design 

The following points are pertinent to the experimental design: 

1. The case for a carefully structured sight singing methodology 

is well-established; 

2. Its purpose should be to satisfy the needs of all who aspire to 

the goal of individual competence; 

3. A substantial foundation in music fundamentals must precede con

centrated sight singing instruction; 

4. Classes should be scheduled to permit an entire year of basic 

training free of performance pressures; 

5. Classes should be limited to forty or fewer registrants and 

should be arranged to permit segregation by sex, due to unique 

boys' vocal problems; 
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6. Regular drill with isolated pitch intervals and common rhythm pat

terns must be established as a basis for effective recall; 

7. Musical exercises with no accompanying verbal text should be used 

for combined melodic/rhythmic drill; 

8. Establish a routine approach to new musical challenges; 

9. Practice material should be arranged in logical sequence of dif

ficulty with respect to melodic intervals; 

10. Either numbers or syllables can be used effectively; 

11. Students sing the key tone and starting pitch with no assistance 

other than the tonic chord; 

12. Mistakes should be taken in stride and not allowed to disrupt the 

continuation of the exercise; 

13. Students must analyze their own errors; 

14. Challenging patterns may be isolated for separate drill at the 

completion of any trial effort; 

15. The teacher must not attempt to assist in the singing of drill 

exercises by any vocal or instrumental means; 

16. Constant encouragement must be given students to build pride and 

confidence in individual abilities; 

17. To affect significant permanent results, sight singing must be 

practiced regularly and diligently. 

The Control Teaching Design 

The following elements are significant to the control design: 

1. Success is based on awareness of scale intervals; 

2. The harmonic implications of the melodic line are stressed; 



Individual intervals are referred to by their formal names and 

practiced in a special vocalise; 

Emphasis is on the accurate vocal reproduction of intervals; 

Proportionately more time is devoted to pitch problems than to 

rhythmic problems; 

The most theoretical instruction is given to advanced ensemble; 

the least to beginning classes. 



CHAPTER IV 

RESEARCH PROCEDURES 

The purpose of this chapter is to describe the experimental 

procedures and techniques used in testing the hypotheses posed in 

Chapter I. The numbers and location of experimental subjects, the 

application and appropriateness of measuring instruments, and the sta

tistical methods used to analyze the data are described in detail. 

Location of the Experiment 

The study comparing the two sight singing teaching programs 

outlined in Chapter III was conducted in three of the District Number 

One high schools and in one high school from the Amphitheater School 

District, all of which are located in Tucson, Arizona. A conventional 

sight singing program was used at Amphitheater High School, students 

from which comprise the control group in this study. The innovative 

instructional methods were followed at Palo Verde, Rincon, and Sahuaro 

High Schools whose students are referred to as experimental group 

subjects. 

Enrollments in the four cooperating schools as of December 19, 

1969, ranged from 1388 to 2674. All are comprehensive, fully accredited, 

class AAA, four-year high schools with offerings representative of those 

found in other schools of similar classification in the metropolitan 

Tucson area. 

40 
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Subjects 

The subjects involved in the experiment were 88 beginning level 

female vocal students. At the beginning of the fall school semester-

September, 1969--the enrollments of the four classes under study varied 

from 22 to 44. To establish numerical consistency and allow for normal 

attrition, it was decided to include all the students from the smallest 

class and select an identical number from the classes of the other three 

participating schools. Participants were chosen from the larger classes 

through the pre-selection of a series of random numbers arranged to en

compass the total numerical range represented by varying class sizes. 

Students were assigned numbers in rotation by their own teachers. The 

pre-selected numbers were then read aloud by the research as an announce

ment of participation. Selected students were subsequently assigned a 

letter designation to permit ease of reference and increased objectivity 

during the study. 

Transience, illness, and changes in class schedules reduced the 

number of study participants as the semester progressed. Any student not 

present for any of the tests, pre- or post-, was eliminated from the 

study. As a result, the final total sample numbered 72 students. 

Instruments 

Three basic instruments were used in obtaining the data necessary 

to equate the musical aptitudes of student participants and to test the 

hypotheses. 
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Seashore Measures of Musical Talent 

Three sections of the Seashore Measures of Musical Talent were 

administered during the third and fourth weeks of September to determine 

whether the participating groups were naturally equated in terms of 

musical aptitude. 

Although sufficient validity for these tests to predict ade

quately musical success and measure total musical talent is questioned 

by some authorities, the tests, as a group, detect certain abilities for 

perceiving elements which function consistently in sight singing situa

tions. The elements of particular concern are measured by the Pitch, 

Rhythm, and Tonal Memory sections of the Seashore test. The reliability 

coefficients of these three subtests as estimated by the Kuder-Richard-

son Formula 2l for grades 9 through 16 are: .84 for Pitch, .64 for 

Rhythm, and .83 for Tonal Memory. All test materials are recorded on a 

single disc for playback at 33-1/3 r.p.m. 

The Seashore test of Pitch consists of fifty pairs of tones. The 

second tone in each pair is always higher or lower than the first. The 

listener responds by indicating whether the second tone is higher or 

lower in pitch than the first. 

The Seashore test of Rhythm consists of thirty pairs of single 

pitched rhythmic patterns which vary from seven to nine pulses in length 

3 4 5 
i n  ̂ ^ ,  a n d  ̂  m e t e r s .  T h e  l i s t e n e r  r e s p o n d s  t o  t h e  p a i r e d  p a t t e r n s  b y  

indicating "same" or "different". 

The Tonal Memory subtest consists of thirty pairs of tonal pat

terns which span four, five, and six notes. The listener is asked to 
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react by indicating the sequential number of the note which is different 

in the second group. 

Results obtained from the administration of these tests to study 

subjects are shown in Table? 1, 2, 3, and 4. Each set of scores posted 

by participants in the four schools were compared by means of a single 

classification analysis of variance design to determine statistical 

differences. In every case, an analysis of the data by this procedure 

indicated no significant difference at the .05 level of confidence or 

beyond and the participating subjects were presumed to possess similar 

musical aptitudes. 

Sight Singing Test 

This original test consisted of three trial selections ranging 

in length from 22 to 29 notes. All exercises were based on the quarter 

note as the unit with eleven half notes, four dotted half notes, four 

quarter rests, six isolated eighth notes, and six dotted quarter-eighth 

note patterns comprising the remainder of the notation. 

All test exercises were written within the range of a tenth 

1 2 
extending from the space "b" just below middle £ to the "d" above c^ , 

and contained no interval greater than a perfect fourth. 

The keys of C Major and D Major were employed as settings, double 

sharps and double flats were avoided, and augmented and diminished inter

vals, therefore, appeared diatonic—for example, the minor second from 

e*" to d#* was used, but was never written e* to efc*. 

Trial selections were developed to provide a variety of melodic 

structure and included completely diatonic items as well as items 
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TABLE 1 

SCORES OF PARTICIPANTS 
ON THE SEASHORE TEST OF PITCH 

Scoresa 

School "A" School "P" School "R" School "S" 

A 49 J 49 G 48 L 46 
U 47 D 47 B 46 J 46 
T 47 S 46 D 46 F 46 
N 46 N 45 N 46 S 46 
S 46 K 45 E 44 D 45 
P 46 E 45 N 44 I 45 
F 46 H 44 C 44 G 44 
Q 46 M 43 T 43 E 44 
I 44 P 42 S 41 A 43 
D 44 B 41 K 40 H 43 
G 41 I 37 H 39 C 43 
K 40 L 36 A 39 K 41 
V 37 Q 35 M 38 P 40 
B 36 C 35 Q 36 N 38 
L 32 0 34 L 34 R 34 
R 31 A 33 F 34 Q 34 
H 28 R 32 J 33 0 25 
C 28 F 25 R 27 B 17 

X = 40.78 X •= 39.67 X = 40.67 X = 40.11 

Score equals number of correct responses. 

F = .087/2.745 The difference is not significant at the .01 level of 
confidence as determined by the single classification analysis of vari
ance test. 
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TABLE 2 

SCORES OF PARTICIPANTS 
ON THE SEASHORE TEST OF RHYTHM 

Scores3 

School "A" School "P" School "R" School "S" 

N 30 C 30 D 30 L 29 
U 30 K 30 G 29 P 29 
I 29 Q 29 B 29 B 29 
T 28 J 29 T 29 C 28 
S 28 P 29 H 29 D 28 
F 28 H 29 F 29 E 28 
H 28 D 28 0 28 R 28 
D 28 E 28 E 28 I 27 
B 28 B 27 N 28 G 27 
A 27 I 27 A 27 H 27 
K 27 0 27 M 27 A 27 
Q 26 M 27 Q 27 K 27 
R 26 F 26 R 27 J 27 
V 24 N 25 C 26 Q 27 
C 24 R 25 K 24 S 26 
L 23 S 25 J 23 F 24 
P 23 L 22 S 21 0 24 
G 21 A 22 L 21 N 23 

X = 26.56 X = 26.94 X = 26.78 X = 26.94 

Score equals number of correct responses. 

F = .11/2.745 
confidence as 
ance test. 

The difference is not significant at the .01 level of 
determined by the single classification analysis of vari-
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TABLE 3 

SCORES OF PARTICIPANTS 
ON THE SEASHORE TEST OF TONAL MEMORY 

Scoresa 

School "A" School "P" School "R" School "SM 

I 29 C 30 D 30 S 30 
N 29 J 30 B 30 L 29 
U 29 K 29 N 30 B 29 
A 28 E 29 F 29 J 29 
T 26 R 29 0 29 F 29 
H 26 S 28 G 29 Q 28 
V 25 M 28 E 29 D 28 
F 23 H 28 C 29 K 28 
K 23 P 28 S 28 P 28 
G 21 L 28 H 27 C 27 
D 20 A 27 A 25 A 27 
B 19 N 26 K 25 I 27 
R 18 D 26 T 22 H 26 
S 18 I 25 R 19 G 25 
P 16 B 23 Q 17 E 25 
Q 15 Q 16 M 15 R 23 
L 13 F 14 L 14 0 20 
C 10 0 13 J 12 N 18 

X = 21.06 X = 25.39 X = 24.39 X = 26.44 

Score equals number of correct responses. 

F = 3.1/4.09 The difference is not significant at the .05 level of 
confidence as determined by the single classification analysis of vari
ance test. 
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TABLE 4 

SCORES OF PARTICIPANTS 
ON THE COMBINED SEASHORE TESTS 

Scoresa 

School "A" School "P" School "R" School "S" 

u 106 J 108 D 106 L 104 
N 105 K 104 B 105 S 102 
A 104 E 102 0 103 J 102 
I 102 D 101 G 103 D 101 
T 101 H 101 N 102 F 99 
F 97 B 101 E 101 I 99 
D 92 P 99 C 99 A 98 
S 92 S 99 H 95 C 98 
K 90 M 98 T 94 E 97 
Q 87 N 96 F 92 P 97 
V 86 C 95 A 91 K 96 
p 85 I 89 S 90 H 96 
G 83 R 86 K 89 G 96 
B 83 L 86 Q 80 Q 89 
H 82 A 82 M 80 R 85 
R 75 Q 80 R 73 N 79 
L 68 0 74 L 69 B 75 
C 62 F 65 J 68 0 69 

X = 88.89 X = 92.55 X = 91.11 X = 93.5 

Score equals number of correct responses. 

F = .534/2.745 The difference is not significant at the .01 level of 
confidence as determined by the single classification analysis of vari
ance test. 
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combining diatonic and chromatic features in varying degrees. Emphasis 

was placed on diatonic and chromatic structures because of their basic 

role in musical literature. 

As used in this study, the term "diatonic" is applied to a 

tonal or scale order which encompasses the range of an octave, and con

tains five whole-steps and two half-steps, the half-steps being well 

separated. Not more than one half-step can be found within any group 

of four successive tones. Any diatonic scale also includes one tritone. 

The diatonic pattern of the ascending major scale follows the form: 

whole-step, whole-step, half-step, whole-step, whole-step, whole-step, 

half-step. 

"Chromatacism" may be best illustrated by the appearance of the 

keyboard. The total of white and black keys presents a vivid display 

of half-step intervals; therefore, a chromatic pattern may be developed 

by playing any series of neighboring keys on the piano. 

The reliability of the test was established by using the 

test-retest method with a group of sixteen musically advanced high school 

students from the select vocal ensemble at Palo Verde High School in 

Tucson. Each of the students took the test twice, the second administra

tion awaiting an interim of five days—October 3 and October 8, 1969. 

The test results were subsequently compared on the basis of pitch and 

rhythm accuracy, using both the Pearson product-moment formula: 

Zxy  .  (zx)fcy) 

r y^FTwyoFTwy 
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and the Spearman rank formula: 

The coefficient of reliability established by the Pearson 

product-moment method was found to be r = .95. By means of the Spearman 

rank formula, the coefficient was r = .71. In both cases, the results 

indicated statistical significance at the .01 level of confidence and 

the original sight singing test was determined to have a high degree of 

reliability. Results of the test-retest procedures are shown in Table 5. 

The original test instrument and the instructions to testees may be 

found in Appendix A. 

Administration of the Sight Singing Test 

The sight singing test was administered individually, both at 

the beginning and at the close of the fall semester, 1969, to all sub

jects participating in the experiment. The time required for adminis

tering the test varied from 6 to 7 minutes, depending upon the subjects' 

comprehension of written instructions and the need for verbal clarifica

tion. Test results were recorded on magnetic tape for later transcrip

tion and scoring. 

Written instructions were read by each test subject as she waited 

in an adjoining room preparatory to taking the test. When admitted to 

the test room, the student was seated at a bench before a piano and was 

allowed 10 seconds to study the first exercise which had been placed on 

the music rack before her. The tape recorder was then started and the 

subject's pre-assigned letter was announced. The tonic chord, then the 

starting pitch was played, and the test administrator counted "one, two, 
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TABLE 5 

TEST-RETEST SCORES POSTED ON 
THE ORIGINAL SIGHT SINGING TEST 

TO DETERMINE RELIABILITY 

Scoresa 

Subject Test Rank Retest Rank 

V.tf. 62 6 68 3 
L.A. 65 4 62 4 
J.F. 26 16 40 15 
R.O. 46 13.5 55 11 
T.L. 46 13.5 39 16 
J .A. 52 10.5 51 12.5 
J.S. 56 8.5 45 14 
D.B. 49 12 51 12.5 
F.F. 61 7 60 6.5 
B.W. 52 10.5 58 8 
J.M. 70 2 60 6.5 
A.N. 65 4 56 9.5 
J.B. 73 1 73 1.5 
T.T. 45 15 56 9.5 
N.R. 65 4 61 5 
L.M. 56 8.5 73 1.5 

X = 55.56 Y = 56.75 

Score equals total accuracy per measure for both melody and rhythm 

r = .95 using the Pearson product-moment formula. 

r = .71 using the Spearman rank formula. 

Both results indicate statistical significance at the .01 level of 
confidence. 
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ready, sing" to a tempo of = 76, as established by the metronome. It 

was expected that the trial selection would be sung without interruption 

or further assistance. The procedures employed in the singing of the 

remaining two exercises were identical to those used in the initial 

exercise. 

Equipment 

Similar equipment was used in both administrations of the sight 

singing test. Included were a piano, a TaktelZ spring operated metro

nome, and a model 4F Tandberg four-track tape recorder with microphone 

and foot control. 

Recording student responses made possible a more accurate, 

objective analysis and s°coring than would have been possible during the 

actual test. It also provided a permanent record of student responses 

which were useful in pre/post comparisons. 

The tonic chord and initial pitch, played on the piano, estab

lished the tonality for each of the melodies used as test items. 

The metronome provided the desired tempo—M.M. J = 76—previous 

to each trial selection and assured controlled uniformity for objective 

evaluation. 

Scoring 

Sight singing test performances were interpreted from the tape 

to individual mimeographed scoring sheets for subsequent evaluation. A 

pre-determined measure-by-measure point assignment had been established 

by the investigator and two experienced music specialists. The relative 

difficulty posed by each melodic interval and rhythmic figuration 
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provided the basis for values. An effort was made to consider every 

detail of the performance, including: (1) the actual pitches sung, 

(2) the actual rhythm patterns sung, (3) adherence to the tempo estab

lished by the metronome, (4) flatting or sharping, (5) false or extra 

attacks, and, (6) hesitations. In interpreting intonation, as long as 

pitches could be considered in a tonality and notated as a particular 

pitch, they were judged correct. 

A sample of the instrument used for recording scores on the -

sight singing test may be found in the Appendix B. 

To ensure objectivity in scoring, two impartial judges, con

sidered qualified because of professional musical achievements, 

independently evaluated test responses. In cases wherein the experi

menter and the independent judges were in disagreement regarding a test 

subject's score, a median score was selected for use in the statistical 

analysis. Results of comparisons between the three evaluations indica

ted 97.23% agreement. Affidavits signed by both judges are to be found 

in Appendix D. 

Weekly Teaching Record of Elements 
Relative to Sight Singing 

It was understood that the amount of class involvement in sight 

singing instruction could effect the meaningful interpretation of final 

data, although it was considered impossible to control this factor be

cause of individual instructor autonomy. To permit consideration of the 

time devoted by each class to the study of related material, records were 

maintained by the individual instructors involved. Each of the four 

indicated the amount of time per week which had been devoted to (1) music 
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fundamentals, (2) ear training, -and, (3) sight singing. These statistics 

were' viewecl^as important in that they are suspected of influencing the 

criterion but could not be controlled in this study. Thus, the records 

maintained by the classes provided the only source of data which could 

prove of value in interpreting the information sought by testing. 

A sample of the form used in the compilation of this statistic 

may be found in Appendix C. 

Treatment of the Data 

True growth in sight singing ability as exhibited by the study 

subjects between pre- and post- testing is expressed in Chapter V in 

terms of percentage gain. The derivation of this statistic is: 

Post Score - Pre Score 
Percentage Cain = 

Perfect Score - Pre Score 

A single classification analysis of variance was employed as the 

statistical instrument in testing both hypotheses. 



CHAPTER V 

ANALYSIS AND INTERPRETATION OF THE DATA 

The data analyzed in this chapter were obtained through the 

procedures outlined in Chapter IV and were used to test the hypotheses 

posed in Chapter I. The five per cent level of confidence was accepted 

for statistical significance. 

Null hypothesis 1 stated that no significant relationship in 

sight singing performance exists among students taught by three teachers 

varying in experience, each of whom utilizes the innovative—experi

mental—sight singing method under study. Having been selected randomly 

and equated by means of scores posted on the Pitohs Rhythm3 and Tonal 

Memovy sections of the Seashbre tests, subjects in the three experimen

tal groups were given an original three melody sight singing test pre

vious and subsequent to one semester's training in the method. Indivi

dual percentage gain figures derived from a comparison of post-test 

scores with pre-test scores provided the data for a single classifica

tion analysis of variance test of significance. 

Table 6 shows the pre-test and post-test scores for each of 

the study subjects as well as the individual gain or loss noted over 

the semester of instruction. It will be noted that scores range from 

0 to 60 of a possible 75 points. Net gain is shown for each study group 

and is indicative of comparative progress between groups although it is 

not considered to be a valid statistic. 

54 



TABLE 6 

PRE-TEST AND POST-TEST SIGHT SINGING SCORES 

Control Experimental Experimental Experimental 
School "A" School 1 liptl School 1 I.RM School "S II 

Pre Post Gain Pre Post Gain Pre Post Gain Pre Post Gain 

A 7 14 7 14 21 7 11 31 20 17 23 6 
B 7 14 7 13 28 15 43 50 7 1 7 6 
C 0 1 1 5 25 20 13 27 14 15 18 3 
D 7 17 10 25 43 18 30 43 13 25 31 6 
E 16 33 17 27 37 10 15 21 6 
F 9 12 3 0 6 6 8 19 11 14 30 16 
G 13 19 6 10 31 21 18 29 11 
H 2 3 1 8 15 7 7 13 6 4 20 16 
I 6 10 4 23 35 12 3 12 9 
J 54 57 3 1 1 0 15 29 14 
K 3 3 0 48 60 12 12 12 0 11 16 5 
L 2 5 3 14 26 12 3 5 2 13 26 13 
M 7 13 6 5 16 11 
N 13 21 8 7 9 2 4 24 20 6 IS 12 
0 9 20 11 22 24 2 0 1 1 
P 12 9 (-3) 11 14 3 24 41 17 
Q 4 11 7 4 9 5 4 22 18 3 22 19 
R 6 5 (-1) 5 IS 10 6 6 0 3 14 11 
S 6 12 6 49 50 1 6 26 20 12 24 12 
T 6 3 (-3) 6 18 12 
U 17 27 10 
V 10 2 (-8) 

NET GAIN 58 167 187 183 
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True percentage gain statistics for all study subjects are shown 

in Table 7. Examination of this data indicates a high level of similar

ity between the three experimental groups in mean percentage gain. 

TABLE 7 

PERCENTAGE GAIN NOTED BETWEEN 
PRE-TEST AND POST-TEST SIGHT SINGING SCORES 

Control Experimental Experimental 
School "R" 

Experimental 
School "A" School "P" 

Experimental 
School "R" School "S" 

A 10.29% A 11.48% A 31.25% A 10.34% 
B 10.29 B 24.19 B 21.87 B 8.11 
C 1.33 C 28.57 C 22.58 C 5.00 
D 14.70 D 36.00 D 28.89 D 12.00 
F 4.55 E 28.81 E 20.83 E 10.00 
G 9.68 F 8.00 F 16.42 F 26.23 
H 1.37 H 10.45 G 32.31 G 19.30 
I 5.79 I 23.08 H 8.82 H 22.54 
K 0 J 14.29 J 0 I 12.50 
L 4.11 K 44.44 K 0 J 23.33 
N 12.90 L 19.67 L 2.78 K 7.81 
P 0 M 8.82 M 15.71 L 20.97 
Q 9.86 N 2.94 N 28.17 N 17.39 
R 0 0 16.67 0 3.77 0 1.33 
S 8.69 P 4.68 Q 25.35 P 33.33 
T 0 Q 7.04 R 0 Q 26.39 
U 17.24 R 14.29 S 28.98 R 15.28 
V 0 S 4.76 T 17.39 S 19.05 

X = 6.16 X = 17.12 X = 16.95 X - 16.16 

As indicated by Table 8, when these data are subjected to 

analysis of variance, the results indicate no significant difference well 

beyond the accepted .05 level of confidence. Null hypothesis 1 can, 

therefore, be rejected. 
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TABLE 8 

SUMMARY OF THE ANALYSIS OF VARIANCE 
COMPUTATION FOR EXPERIMENTAL GROUPS 

SOURCE S.S. D.F. M.S. F. 

Between 9.44 2 4.72 .041 * 

Within 5834.92 51 114.41 

Total 5844.36 53 

* .041 / 5.06 No significant difference at the .05 level. 

* .041 / .289 No significant difference even at the .75 
level of confidence. 

Null hypothesis 2 stated that no significant difference exists 

between the mean sight singing achievements of students taught by the 

experimental method and students taught by a traditional method. Con

trol group participants were selected in the same manner as experimental 

participants and were equated similarly by the methods outlined in 

Chapter IV. The sight singing abilities of all participants were mea

sured by the test-retest method. Individual percentage gain figures 

resulting from a comparison of pre-test and post-test scores provided 

the data used in a single classification analysis of variance test of 

significance. 

Table 6 on page 55 details the consequences of pre- and post-

testing and the resultant individual gains for control group subjects 

and students in the three experimental groups for a semester of instruc

tion. Although highly significant consistency was noted in the progress 
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of students in the three experimental groups, a considerable disparity 

exists between the improvement of these groups and the sight singing 

gains posted by members of the control group. The net gain recorded by 

the latter is approximately one-third that of the former. 

Examination of the percentage gain statistics in Table 7 further 

reveals the differences between the experimental groups and the control 

group in the growth of sight singing skills. As shown in Table 9, an 

analysis of variance of these data produces results which indicate a 

significant difference at the accepted .05 level of confidence and forces 

the rejection of null hypothesis 2. 

TABLE 9 

SUMMARY OF THE ANALYSIS OF VARIANCE COMPUTATION 
COMPARING CONTROL AND EXPERIMENTAL GROUP GAINS 

SOURCE S.S. D.F. M.S. F 

Between 

Within 

1523.13 

6385.57 

3 

68 

507.71 

93.90 

5.41 * 

Total 7908.70 71 

* 5.41 / 4.09 Significant at the .05 level. 

Serious attempts were made to control or account for such vari

ables as might have a contributory effect on the final results of this 

research. One factor could not be predicted or controlled because of 

desired teacher autonomy—no set amount of class time could be prescribed 
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for application to the improvement of sight singing; therefore, it was 

considered important that the four instructors maintain individual re

cords of class time devoted to these purposes. Table 10 shows that three 

of the four study groups consigned a comparable amount of time to the 

elements of sight singing instruction—music fundamentals, ear training, 

and sight singing--while the fourth spent less than half the time ex

pended by the other three. 

TABLE 10 

TOTAL CLASS TIME DEVOTED TO SIGHT 
SINGING INSTRUCTION BY STUDY GROUPS 

Control Experimental Experimental Experimental 
School "A" School "P" School "R" School "S" 

25 hrs. 5 min. 24 hrs. 3 min. 26 hrs. 42 min. 10 hrs. 38 min. 

Summary 

1. There was no significant difference well in excess of the 

conservative .75 level of confidence between the sight singing 

gains posted by the three experimental groups and null hypothe

sis 1 was rejected. 

2. There was a significant difference at the .05 level of confidence 

between the sight singing gains posted by the control group and 

those of the three experimental groups and null hypothesis 2 was 

rejected. 



CHAPTER VI 

SUMMARY, CONCLUSIONS AND RECOMMENDATIONS 

The purpose of this experimental study was to compare the 

effectiveness of a conventional approach to the teaching of sight 

singing with an instructional design utilizing certain innovations in 

a structured form. 

Summary 

An experimental design was devised and permission obtained to 

conduct the research using regularly enrolled beginning level girl vocal 

students fr^m Amphitheater, Palo Verde, Rincon, and Sahuaro High Schools 

in Tucson, Arizona. Study subjects were selected at random from the 

four participating classes and were equated by means of scores posted on 

three sections of the Seashore Measures of Musical Talents: Pitch, 

Rhythm3 and Tonal Memory. Data employed in testing the hypotheses were 

obtained through the administration of an original sight singing test 

both at the onset and conclusion of the fall semester of study, 1969-1970. 

Except for pianos which varied according to location, identical 

equipment was used for every administration of the sight singing test, 

preceded by the same instructions, and with every effort undertaken to 

apply identical procedures. 

The experimenter and two qualified judges independently scored 

the taped responses to test the reliability of the scoring. Analysis of 

60 
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the three judges' evaluations indicate 97.23% agreement. For the seven 

test items wherein judicial inconsistency occurred, a median score was 

selected for use in the final computations. 

Two hypotheses were established prior to the study. The first 

null hypothesis stated that no significant relationship in sight singing 

performance exists among students taught by three teachers varying in 

experience, each of whom utilizes the innovative sight singing method 

under study. This premise was tested by an analysis of variance of 

percentage gain noted between post-test and pre-test sight singing 

scores. The results of this comparison reveal such strong similarities 

in achievement between experimental group subjects as to permit the 

conclusion that there was no significant difference among them even at 

the .75 level of statistical confidence, thereby minimizing the possi

bility of a Type I error. Since this confidence level is well in ex

cess of the pre-selected .05 level, it is deemed safe to conclude that 

significant consistency exists in the growth of the sight singing skills 

developed by experimental group subjects and that hypothesis 1 may con

fidently be rejected. 

Null hypothesis 2 held that no significant difference exists 

between the mean sight singing achievements of students taught by the 

experimental method and students taught by a traditional method. This 

hypothesis was also tested by an analysis of variance of percentage gain 

derived from pre- and post-testing. The results show that all three 

experimental groups achieved a significantly greater improvement in sight 

singing skills during the period of study than students taught by the 

traditional method compared. Since the difference was judged to be 
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statistically significant at the accepted .05 confidence level, null 

hypothesis 2 was also rejected. 

Conclusions 

The results of testing the relative sight singing achievements 

of all experimental subjects—those who were instructed by the innova

tive method of concern here—led to several conclusions. 

1. The innovative method, at least within the stated limitations 

of this experiment, can be successfully implemented by instruc

tors of varying practical teaching experience. Participating 

experimental teachers in this study possessed, respectively, one, 

thirteen, and twenty years of full time teaching background. 

The experimenter maintains that this range of practice is suf

ficient to justify the stated conclusion. 

2. The amount of classroom time devoted to sight singing study 

appears to have little positive relationship to final achieve

ment. Records maintained by the individual instructors indicate 

that one spent considerably less than half the time in sight 

singing instruction recorded by either of the other two—10 

hours, 38 minutes versus 24 hours, 3 minutes and 26 hours, 42 

minutes. It is, therefore, possible to conclude that the method 

used has a greater effect on ultimate accomplishment than the 

total amount of time spent at it. 

Comparing the significant results gained by experimental subjects 

with those achieved by control group participants permits the following 

conclusions: 
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1. Ample justification exists for the adoption of a carefully-struc

tured, sequential methodology for the teaching of sight singing 

which emphasizes basic musicianship, routine, drill, acquisition 

of skills through practical experiences, and confidence in ulti

mate success. 

2. At least within the stated limitations of this experiment, it 

can be concluded that the intervallic and rhythmic awareness 

which results from an association with familiar patterns is most 

successful. 

3. An awareness of the harmonic implications of a melodic line had 

little positive relationship to successful sight singing within 

the stated limitations of this study. 

4. This study indicates that success in bight singing is better 

achieved by recognizing it as an area of study which requires 

concentrated efforts through a basic theoretical as well as 

practical understanding of musical symbolism. 

5. Records maintained by individual instructors relative to time 

spent in sight singing and related studies indicate that the 

control—traditional—group spent nearly as much time studying 

these elements as did the highest of the experimental groups 

(25 hours, 5 minutes versus 26 hours, 42 minutes) and well in 

excess of the remaining two experimental groups (24 hours, 3 

minutes and 10 hours, 38 minutes). The conclusion can then be 

drawn that the choice of method in this study showed a more 

significantly positive effect on success than the time devoted 

to training. 
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Recommendations 

Experience gained through this experimental study leads to the 

following recommendations for further research: 

1. The training atmosphere should be evaluated for its effect upon 

sight singing achievement. 

2. Individual instructional styles should be defined and evaluated 

coincidental with studies of instructional methodologies for 

sight singing. 

3. Investigations should be undertaken to determine the lasting 

effects of varying forms of sight singing instruction. 
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SIGHT SINGING- INSTRUMENT 

Exercise #1 
1 R 

1 M 

1 R 

1 M 

1 R 

1 M 

1 R 

1 M 

I 
1»-

la 4, -O IS 

•# 

2 R 
1 M 

2 R 
1 M 

2 R 
1 M 

1 R 
1 M 

$ 
± 5 3 

number of points assigned to rhythm for each measure 

number of points assigned to melody for each measure 

•2 for incorrect tempo -1 for each hesitation 

Exercise #2 

« ! • #  J a  

* 

-2 for incorrect tempo 

-1 for each hesitation 



Exercise #3 

/ 

2 R 
4 M 

 ̂4- a 

1 R 
.. . 2 M 

1 R 
4 M 

3 R 
2 M 

1 R 
1 M 

0 

V aU 
IZ» 

1 R 
2 M 

1 J j J -j 

2 R 
3 M 

1 R 
1 M 

"V 1— — ^ 
^ ,v J J. ^ * J -J8—f— 

-2 for incorrect tempo 

-1 for each hesitation 
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INSTRUCTIONS TO TEST SUBJECTS 

1. Take a seat next to the test administrator at the piano bench. 

2. Study exercise #1 which will be placed on the piano music rack. 

3. After 10 seconds, the test administrator will play a chord to 

give you the sound of the key and then, the starting pitch. You 

should at least think this pitch very carefully (perhaps to hum 

ittwould be better). 

4. The administrator will then count "one, two, ready, begin" and 

you should then sing the entire exercise with "loo", not stopping 

until you have completely finished the exercise. 

5. The other 2 test exercises will be sung following the same proce

dure. 

NOTE: It is understood that very few students will be able to 

sing everything perfectly, in fact, we would be very surprised if you 

did. Since it is expected that you will make some mistakes, don't be 

afraid to sing out well and when mistakes occur, take them in stride and 

go on. 

GOOD LUCK! 
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TEST SCORING INSTRUMENT 

NAME ' PRE 

SCHOOL POST 

EXERCISE #1 

Measures #1 (2) #2 C2)___ #3 C2)___ #4 C2) _ 

#S (3) #6 (3) #7 (3) #8 (2) . 

#9 (2) 

Sub-total (19) 

EXERCISE #2 

Measures #1 (2)___ #2 (4) #3 C2)___ #4 (4) 

?5 C2)____ #6 (4) #7 (2)___ #8 (3) 

Sub-total (25) 

EXERCISE #3 

Measures #1 (6) #2 (3) #3 (5) #4 (5) 

#5 (2) #6 (3) #7 (5) #8 (2) 

Sub-total (31). 

TOTAL (75) 

Melody and rhythm/tempo have been considered the two most impor
tant elements of sight singing. Each has been assigned points within 
the measures according to degree of difficulty. 

The three exercises have been arranged in sequence relative to 
difficulty. 
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WEEKLY REPORT OF CLASS TIME DEVOTED TO ASPECTS OF SIGHT SINGING 

School ' 

Report for the week beginning 

(Please indicate minutes spent in the following activities:) 

Music Fundamentals Ear Training Sight Singing 
(Theory) 

MONDAY 

TUESDAY 

WEDNESDAY 

THURSDAY 

FRIDAY 
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I hereby certify that I have independently scored the sight 

singing performances of study subjects involved in Evaluation of an 

Innovative Instructional Design for Sight Singing. 

Further, I warrant that I have seen the data employed in the 

analysis and conclusions of this study and that, to the best of my 

knowledge and ability, I believe it to be accurate. 

/ // J' / 
y //9 76 C JJftL d -1 r. /j  

(Da^e) 
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I hereby certify that I have independently scored the sight 

singing performances of study subjects involved in Evaluation of an 

Innovative Instructional design for Sight Singing. 

Further, I warrant that I have seen the data employed in the 

analysis and conclusions of this study and that, to the best of my 

knowledge and ability. I believe it to be accurate. 

4 ff 10 
(Date) . / 
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I hereby certify that I have checked the numerical calculations 

involved in the statistical tests used in Evaluation of an Innovative 

Instructional Design for Sight Singing3 using the data as shown in 

Table 7. To the best of my- knowledge and ability, the results shown 

in Tables 8 and 9 are accurate. 

_ . <r 

6 ?£> 
/-

(Date) 
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