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 ABSTRACT

As the majority of experimentation in comprehensive
mueicianship has. been done at the'university and’high_schoel.
levels,‘there is a need for_similar feseareh at ﬁhe elementary
level. This  study 1is deSigned to produee a specific programme
aimed at developing comprehensive musicianship'.and predicting
its success in music education. The work is uhique‘in that if
‘incorporates a vocal method devised in Hungary and edapts it . not
: ohly to éhefher country but also applies it to and eombines it
with an instrumenfai pfograﬁme_from Canada.

This _thesis is based on research 'by the author in
_ gomprehensive mﬁsicianéhip, ‘and the Kodaly principles and
'concepts. of _music-'educatiOn, which ‘are used to construct a
strategy for . an effective music teaching programme in 'the.
intermediate .grades, utilizing the dual media of veice and
ukulele. The strategy, which can be used appropriafely by the
music specialist, bis devised from ‘the auther's research,
classroom music teaching experience and studies in .musid
educafion in Hungary, Finland, the United States and Canada.
The Kodaly concepts have been adapted to meet the needs - and
interests of intermediate pupils, their voices and'ranges, and
the fechnical requirements neceséary for ﬁhe ukulele. |

The programme seeks in—aepth development of concepts

through preparation, presentation and reinforcement. Conceptual



iii

'understandidg v énd intrinsic involvement leading  towards
aesthetic appreciaﬁion' are encouraged. The concepts are
presented .under tﬁé. headings of linear pitch, vertical pitch,
form, timbre; dynamics, tempo and style. ‘Tﬁe basic aural,
translatable and dextral skills are 1incorporated in the
performing, analyzing and organizing activities. The cyclical,
sequential and concept based process presented is to be
continualiy anaiyzed and evalﬁated by the teacher in a task-
oriented manner ‘in order to assess the competencies gaiﬁed by
the studenté. |

A comprehensive pitch recognition progrémme, developed and
implemenﬁed .by the auﬁhor, was carried oﬁt’with grade six and
seven students. Pre- and post—pjtch recognition tests were
administered to two different treatment groups, one on ‘a
traditional music programme and the other on a comprehensive
musiciénship progrémme. The results of the .study showed a
-statistically' significant difference of the  comprehensive
musicianship programme group' over the traditional music
programme group (p<.05). | |

| The inétruc;ional procedure presented begins with a vocal
readiﬁess' programme in Phase I. Following is the dual approach
ofvvoice and ukuléle in Phase II and 1III. This ,Sequentiai,
experiential approach 1is designéd to promote and enhance the
development of cdmprehensive musicianship in the intermediate

grades.
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Chapter 1
- OVERVIEW OF THE PROBLEM

Introduction to the Probiem

An unceasing concern of music educators is.to provide the
best possiblé experiences for pupils in music education.
Through 'gontinually improving methodé and content .and = by
building new curricula on observations and research in the
field, music educatoré’constantly strive to dévelop and design
more efficient and'_effectiVe_'methods to attain their goals.
David Wobds says "...it is of importance to every music‘educator
that experimentationvdirected towards improvement in curriculum
design: be made."' That there is a need for new ideas and
programmes is aléo voiced by Woods when he states that "...many
programs have ‘'stagnated' and do'nbt fill their obligation to
the total and aesthetic environment."2 Robért Garofalo concurs

that there is a "...need for educationally sound curriculums

'David Woods, "The Development and Evaluation of an
Independent School Curriculum Stressing Comprehensive
Musicianship at Each Level, Preschool Through Senior High
School" (Ph.D. dissertation, Northwestern University, 1973),
p.1. ' : :

?1bid., p.3.
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“that deal effectively with real learning about music."? It is
evident by the number of newly developed or revised curricula
that there has Seen an attempt to remedy this -vbid. The
formation ‘Qf ‘the General Music Society as bart of the Music
Educators National Conference in 1982 was also an indication of
the concern for direction and sound curricular 1ideas for
problems arising in general music classes. In the search for a
more  effective and meaningful Away to teach music in the
intermediate érades this study aims  to offer an‘ alternative
model of music education by ehphasizing the role of'the voice
"and ukulele. The ideas proposed by coﬁprehensive musicianship
proponents  are combined with the principles of Zoltan Kodaly to
provide the base onn which ﬁhis approach'is'builtf

| Bécause'of the placement of gualified music teachers in the
intermediate grades first, primary music is Offen taught
| sporadicaliy. It is sometimes necessary for the: intermediate
teachef'to-begin in grade four or five with a formal, systematic
programme of teaching basic music skills and concepts. This -
study 'addrééses ‘the need to accommodate musicél defiéiencies.
which afise.Out of this 1late start in music education. It
vbegins with the basic concepts and progresses along a continuum
of_Spirally sequentialled learning experiences. ~As with any
learning "~ situation the teacher must preassess student

competencies in order to ascertain where to begin on the

3Robert  Garofalo, "Blueprint for Band: We Need Sound
Curriculums, Not Just Skilled Performers", Music Educators
Journal 60 (March 1973):39.




continuum.

Intermediate music -classes may be the last formal music
education for students in the publio school system. They .are
therefore crucial £o éstablish bases that can enhanoe further
musical growth later. For those students continuing to study
music in high school as an elective, a foundation on which to
: continue building is important. Kodaly realizedvthe importance
of these early years when_he_stated: '

Gradually and from childhoo& the elementary phenomena’

of music must be .ingrained over the years through

practice and systematic education in the perception of

music. The foundations for this can be laid only in

‘the elementary and secondary schools.®
KodalyvCOntinued to stress the importance of early training when
- he said, "Basic training neglectéd in youth cannot be made up
for later."S |

The author of this reséarch report believes that the dual
media of voice and ukulele are espec1ally su1ted to intermediate
students. The voice, Wthh is maturing and gaining in strength
and fullness of tone, ~when combined with the. ukuiele
accompaniment can produce the effect of a complete musioal

ensemble. The ukulele itself can supply harmony, rhythm and

melody. Chalmers Doane calls it "...the most 'adaptable

Erzsebet Szonyi, Preface to Musical Reading and Writing,
translated by Lili HalapY, (London: Boosey and Hawkes Music Pub.
Co., 1973).

SZoltan Kodaly, "Who is a Good Musician?", The Selected
‘Writings of Zoltan Kodaly, (London: Boosey and Hawkes Music Pub.
Co., 1974), p.198.
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instrument in the world for teaching music."S On it young people
cah be taught to play everything from the classics to jazz and
pop tunes. Thus,- the wukulele can accomplish through its
verSaﬁility‘the following functions by acting as: |

1. .an accompaniment for singing

2, a solo instrument

3. an ensemble instrument

4, a social instrument for enjoyment

5. a teaching ihstrument to reinforce concepts
The voice, as the basis of the elementary school music
vpngramme,' is theréfore given encouragemént to continue its
growth and maintain its pbsition of importance as it is
supportéd and enriched by the underlying accompaniment of the
ukulele; | | o »

The ukulele itself is inexpensive and within the financial
- reach of- MOst' school boards and studenis. The size of the-
standard uku1e1e>(21 inches in 1length) 1is suitable for most
grade four or five students, and the tenor ukulele (23 inches in
length) can be comfortably held and played by most grade six and
seven students. These two factors, price and size, along with
the availability of the instrument, make the ukulele very
attractive for use in an intefmediate ﬁusic élass. |

All the basic concepts in music are té some degree possible
on theb ukulele -- linear pitches, vertical pitches, styles,
timbres, dynamics, tempos, forms and durations. Socially, the

ukulele fulfills its role with intermediate students as a means

fKen Whittingham, "The Ukulele Ideal to Teach Music",
Ukulele Yes 2(Fall 1977):10. : : ‘
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of makihg music together,'vocélly‘and instrumentally, or just
instrumentally. It can provide enjoymenf for leisure time now
and in the future. Acceptable emotional outlets that are needed.
in the students' lives now as well as in later life can be
provided for by this dualv media. The ukulele is also a
steppingfstone to other fretted instruments. The variousvmusics
'of.our multicultural society'can be examined and performed with
instrumehtv and voice in en attempt to develop understanding and
'tolefance in our society. Also, the intellectual‘development‘of
~the students can be fostered, challenged and encouraged_in “this -
dual media approach. | The educetional philosopher Marc Belth
believes that ".,..a -primary educational objective whichb‘the
- school will undertake is - the nurture of expansiveness -of
intelligende...developmentb of 'vexploratofy power..;. ' 'end'
development'of analytical powers."? The voice and ukulele' have
been -chosen by the writer to aid in the developmenﬁ of theee.
- aspects. | |

| Kodaly said, "The purpose of music is ﬁo understand betﬁer:
to evolve and expand our inner world."® This goal he believed
could be attainea through a concept of music education that is
ohild developmental, spiral, SeQuential, conoept based and

consisting of episodes (motivic pitch groupings) leading to

"Marc Belth, Education as a Discipline: A Study of the Role
of Models in Thinking, (Boston: Allyn and Bacon, Inc., 1965),
p-41. : » -

8Zo0ltan Kodaly, from the speech "What 1is the Purpose of
School Music Societies", The Kodaly Concept of Music Education
by Helga Szabo, (London: Boosey & Hawkes Music Pub., 1969), p.4.
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| mastery. Music education thus deéls with the ‘deQelopmént of
intelligence, aesthetics, ear. training and performancé which
'Kodaly said, "...can only be acquired through many-sided work
and nothing: less...".® This approach assuﬁes the above
characteristics plus the addition of time and effort to achieve
its goals. | |
Thé_strategies devised herein can .only vbe appropriafely
used by the music specialist.'_There is no attempt to presume
'tﬁat a.teacher.withoht the réquired music knowledge 'and’_skills
. would ’be able to instigate this programme successfully. The

required skills are grouped under the headings of performing,

-ofganizing and analyzing as delineated in Creating CurriCulpm in
, MJO’» ' ‘

- The author believes that before beginning any instrument
_ certain basic musicianship 'skills and concepfs should . be
acquiréd. Kodaly supports this.by'saying‘"To'teach a child an
instrument without firs£ giving him preparatdfy training...(is
to)...build on sand."'' Therefore, it is necéssafy tblbeéin
building this brogramme ﬁith the voice alone in Phase 1 . before
embarking on the dual media of voice and ukulele iﬁ Phase 1II.

Phase I (voice) and Phases II and III (ukulele and voice)

Szoltan Kodaly, "Epilogue to Pentatonic Music IV", The
Kodaly Concept of Music Education, p.34.

, '9Stefan Edelstein, L.Choksy, P. Leheman, N. Sigurdsson
~and D. Woods, Creating Curriculum in Music, (Menlo Park,
California: Addison-Wesley Pub.Co., 1980).

'1Zoltan Kodaly, "Children's Choirs", The Selected Writings
- of Zoltan Kodaly, p.123. S
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are designed to 1include the 4prih¢iples' of comprehensive
musicianship. The Musié ~BEducators National Conference has as
- one of 'its majof goals the incorporation of comprehensive
musicianship programmes in all schools. This indicétés the
value of and the emphasis attached to this concepf.in the United
States. The comprehensive music'programme as outlined by the
"Music - Educators National Conference is "...cha11enging to'éll
students..."'? and directed towards their needs, encouraging the
correlation of pérforming, creating‘and listening to music ,ana
-promoting music of all periods, styles, forms‘and cultures. The
programme presented here demonstrates the interdependéncy of

these aspects and a diversity of music activities.

vThe-Purpdse.of'the Sfudy

Thé purpose Qf this study was to develop an alternative
music programme for general music classes in the intermediate
grades using the dual media of ﬁkulelé and voice. Comprehenﬁive
musicianship, as poftrayed through the Contemporary  Music
Project  spoﬁsored .by' the Music Educators National Conference,
supplied.ab significant part of the theory, principles and
concepts. in developing such a programme. Its ideals were-
coupled witthodaly principles to present a programme to develop
- basic musicianship skills, develop an -understanding of music

concepts and to create an atmosphere for continued cognitive and

, 32Charles L. Gary and Beth Landis, The Comprehensive Music
Programme,Washington, D.C.: Music Educators National Conference,
1973), p.2. ’
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véffective growth on the pathway to comprehensive musicianship.

Phase I of the programme vﬁas designed tob develop basic
musicianship skills chiefly through using the voice. Phase II
' _reihforces and ekpands the basic skills taught ih Phase 1 using
the voice and ukulele. Phase III is a more advanced voice and
ukulele programme that méy be included as part of the"general’
musjc';courée or added as enriéhmenf. The effectiveness of a
part of the _progrémme was addressed both qdalitatively and

guantitatively.

Scope of the Study
This  study_ was undertaken to develop a structure for
'teachihg voice and ukuiele in the intermediate general music
class based on_.the érinciples_ and concepts of comprehensive
" musicianship and Zoltan Kodaly.» The study consisted of 'the_
following steps:
1. From the study of the literature to:

i) identify principles and characteristics of .
comprehensive musicianship

ii) identify principles and characteristics of the
Kodaly method ’ ' '

iii) investigate ukulele music programmes

iv) 1investigate Kodaly programmes in Hungary, Finland,
the United States and Canada

v) investigate music programmes based on comprehensive
musicianship
2. Utilize the writer's experiences with comprehensive‘
musicianship and Kodaly concepts by: :

i) reporting on direct experiences with comprehensive
musicianship and Kodaly concepts used in ukulele
and voice in general music classes
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ii) reporting on a pitch recognition test given before
' and after the teaching of ‘a comprehensive pitch
recognition unit .

3. Develop a general music programme based on selected
' comprehensive musicianship and Kodaly principles by:

i) developing Phase I, a pfeparation programme, using
the voice as the prime instrument :

ii) structuring Phase II as a reinforcement and
' expansion of concepts and skills of the first
phase using the dual media of voice and ukulele

iii) structuring Phase III, an advanced programme using
' the voice and ukulele

“iv) devising an evaluation process to run concurrently
' with each phase

Limits of the Study
This study was:

1. limited to curriculum development for the general music
class in the intermediate grades (grades 4 to 7)

2. principally concerned with content and strategies for
x developing concepts and skills

3. limited to selected Kodaly principles - of music
education and the  proposals put forth by the
Contemporary Music Project and its offshoots in the
area of comprehensive musicianship

4, _applied to the voice medium in Phase I and the dual
media of voice and ukulele in Phase II and III

5. limited to the writer's applications and observations
of the programme proposed :

The research literature was:

1. limited to accessible Kodaly materials from Hungary,
Finland, the United States and Canada

2, limited to relevant material in comprehensive
musicianship and comprehensive music programmes
growing out of the Contemporary Music Project 1in the
United States
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3. limited to ukulele programmes in effect in Canada

Method and Organization
The writer‘developed a music programme codsisting of three
phases for voice and ukulele for the general music classes of
the intermediate grades based 6n: |

1. an adaptation of selected principles of the Kodaly
approach to music education, “

2. principles and characteristics - of comprehensive
musicianship, : :

3. direct experiences of the writer with comprehensive
musicianship implementation and '

4. ' some comprehensive musicianship programmes already in
- effect and documented. '

The framework for the three phases of the programmé was
based to some extent on that set up by the team of -Edelstein;

Choksy, Lehman, Sigurdsson and Woods in Creating Curriculum in

| Music which was supported by a g;ant from the Ford Foundétion.
This study wutilized the_‘team's common elements or conceptual
base épproach using the eight major concept headings of 1linear
pitch, vertical pjtch, duration, form, style, timbre, dyhamics
and tempo. _The~activities were organized as suggested under the
three categories of performance, analysié and organization. The
'Comprehensivé Mhsicianéhip Project incdrporates essentially the
saﬁe. concepts and activities but under different headings. The
content was chosen by the author for its appropriateness to this
~age group, its level of difficulty, its suitabiiity for playing
on the ukulele and/or singing and its representation in the

broad scope of musics available. The basic skills are listed
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uhder"aural, dextral and translatable as designated in fhe
Menhattanville Music Curriculum Project. The programme‘ is set
’upvin three coneecutivebphases._ The teaching of the'conceptsbis
for the most part sequedtial but mayebe altered to eerve needs
as they arise in individual circumstances. One of the purposes
of the hierarchy is to insure that nothing is omitted. Phase IT
consists ‘of three levels which mey run concurrently if a class
consists . of more than vone level. With = the advent of
mainstreaﬁing this _is highly likely. The average intefhediate
music class usually has a spread in musical knowledge and
abilities and a levels approach may be necessary to meet all the
pupils' nee@s. The 1eVels.are listedvas easy (E), medium (M)
and difficult (D). | |
| An evaluation_ component _was included to - assist in
ascertaining the extent to whieh students had accomplished the
taSks; A study on pitcﬁ recogﬁition within the pentatonic scale
was uhaeftaken to'see if there is a difference in the mean
~achievement scores before and after a comprehensive musiciahship
.programme for pitch fecognition. The group feceiving fhis
‘treatment was then cbmpered to a gfoup receiving a traditional
music programme and the results noted. | |

| Finally, the conclusione, recommendations and implications
of this study were addressed. Possible applications of the

programme and further research were suggested.
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Chapter 2
REVIEW OF THE LITERATURE
Principles and Characteristics of
Comprehensive Musicianship
The term "comprehensive musicianship" has been in use for
~some time. Zoltan Kodaly in a 1953 address at the Liszt Academy
of Music in Budapest gives us some insight into his concept of
this term when he says,
You will not be a good musician if you shut yourself
up like a hermit and pursue mechanical exercises, but
only if you have lived a many-sided musical 1life ' and
have  particularly close contact' with choirs and
orchestras. ' :
He also states that, "...the title of good musician can. be
earned only by a sustained many-sided effort."? His belief that
comprehensive musicianship involves basic training built upon a
many-faceted approach 1is evident. Even before 1853, Kodaly
stressed broad and comprehensive musical training as a necessity

for a worthwhile music education. The majority of musicians, he

says, are half-musicians because they have not been wholly

'Zoltan Kodaly, "Who is a Good Musician?", p.190.

21bid., p.198.
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developed musically. As early as 1944, Lilla Belle Pitts
encouraged broad and varied music experiehces, breadth of
interest and depth of understanding in her book The Music

Curriculum in the Changing World.?3

It seems that the modern definition ‘of comprehensive
‘musicianship‘has evolved because of a felt need of musiqians and
music educators to understand one another by broadening their
horizons., In order to accomplish this "...a broader scope of
music repertoire ana experience than has usually been fprovided
for in school  and college curriculums™® was necessary;;.Basic
musicianship is now.thought of as a fundamental requirement 'to‘
the full growth of every child and has been stated so in the
White,Hbuse Joint Statement about the arts. (See Appendix D.)

The term comprehensive musicianship has been prominent
sin¢é‘ the instigation of the Contemporary Music Project, a
project funded by the Ford Foundation from 1963 to 1973.  The
Music Educators National Conferenée administered ﬁhe grant and
also supported the project financially from 1968 to 1973.

| In 1959, the Young Composers Project, also - funded by the
. Ford Foundation, was initiated and put thirty-onebcomposers into
schools 1in the United States to work with, compose for and have

their compositions performed by the students. This encouraged

Lilla Belle Pitts, The Music Curriculum in the Changing
World, (New York: Silver Burdett Co., 1944). o

“Contemporary Music Project -- Compréhensive Musicianship,
A Project of the Music Educators National Conference, Music
Educators Journal, 59 (September 1973):34. ‘
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young composers and also broadened the outlooks on contemporary
music of both students and teachers. 1In 1963, the title "Young
Composers Project" was changed to "Contemporary Music Project
for Creativity in Music Education”. 1Its purpose was fivefold:

1. to increase the emphasis on the creative aspect of

music in the public schools ' '

2. to'encourage the‘COntemporary music idiom'

3."‘_to reduce compartmencalization

4. ro cultivate taste ahd discrimination

5. to discover creative talent?®

Since 1965, a comprehensive approach to music'educacion has!

been central to the programmes of. the COntemporary Music’
Project. ‘In 1969, grants were given to selected teachers —=
“four elementary, seven secondary and  fourteen university or,
college -- to devise proorammes to develop comprehensive
musicianship. The Contemporary’Music Project later was referred
to as the_Comprehenaive Musicianship-Project because people Had
mistakenly begun to link the Contemporary Music Project with
contemporary music alone. 'This_was not its.only intent.

The Contemporary Music Project (CMP) encouraged a "common-
elements" approach. These elements were defined as. frequency
(pifch),- duration, intensity and timbre. The horizontal
organization of sound was described as movement through time and
encompassed both rhythm and meléody. The vertical organization

encompassed. harmony and texture. The expressive qualities were

51bid., p.34.
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designated as volume, dynamics and timbre. Form was also
treated as an element. Style and context were dealt with
historically, socially and aesthetically. The CMP encouraged
musicianly behaviours by

...developing a broad base of competencies through a

reasonable balance of experiences in analysis

(listening and evaluation): . composition (and

improvising) and performing, as well as scholarship
"(research) and communication (teaching).®

Norman Dello doio, the director of the CMP, prbposed that
"...compréhensivebmusicianship can be that solid base on which
‘'one can ,build .for the future hithout rejecting the past.”’
Rudolf Radocy conductéd an‘, evaluation 6f comprehensive

musicianship in June 1971 and found that

...teachers can espouse a philosophy of Comprehensive
Musicianship, teach in accordance with objectives and
show measureable gains in the 1learning of their
students without sacrificing traditional. 'musical
learning.'® ‘

There has been almost a conscious effort on the part of the
CMP not to define comprehensive musicianship in order that it be

a living, growing effort and not just a stagnantly defined term.

Robert_Werher states that

Defining Comprehensive Musicianship is never an easy
task, even for those of us involved on a day-to-day
basis with its implementation. Comprehensive
Musicianship has to do both with the organization and
content of the instructional programs at all levels
and most important, with the goals and attitudes that
lie behind the teachers' efforts.?

-

¢1bid., p.39.
’I1bid., p.34

8Ibid., p.41.
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At the Music Educators Confefence'in'Atlanta in'1976, concerned
music educatbrs stated’that comprehensive musicianship was not
defined because it then bécomes jargon. But, they suggested
that music educaﬁors should attempt ﬁo define it more cléarly
through the quality and means of its implementation. |

The interpretations of comprehensive musiqianship are as
varied as the individuals that propose that kind of programme.
Such prdgrammes for band, ordhgstra, choir{ guitar, theory and
dlaséroom'music have been devised. - Experiments and observations
have been >performed on such programmes and researchers have
shown the value in them.

Robert Werner presents what is said to be fhe "heart" of
comprehensi&e musicianship, that is; achieving the "synthesis".
He ' states that it_“.#.cOmmits us to the never-ending scrptiny
and revision of our attitudés and techniQues in teaching."'°
This synthesis imposes the necéssity of a wide variety of
activities.‘ One activity that music educators feel has beeh
neglectéd isv creating. This implies composing, arranging and
improvising. Traditionally, these activities ha?e been left to
the 'end of programmes and are séldOm_accomplished. If they are
'underfaken at all it is usdally byAabselect few. - Therefore, in
a comprehensi?e musicianship programme, creating should progress
along with all the other activities in the synthesis. Not only
should the integration of activities take place but also bthe

integration of elements. Separate musical elements should be

Robert J. Werner, "CMP Means Comprehensive Musicianship
Personified"”, Music Educators Journal, 56 (March 1969): 131.

1°Ibid., p.133.
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synthesized in a global setting if they are to resulf in reél.
musical learning. The wholeness of . music,"vthen,' -- its
cognitive, affective and psychomotor aspects -- needs',to be
eXperiénced “and linked.-in this synthesis. ‘Waltpn viéWs'the

synthesis taking place in theory classes when:

All aspects of music =-- harmony, polyphony, style,
texture, form, structure -- combine and become the
basis for the study of music 'literature. This

synthesis is what is rightly called musicianship. The
course of - study should pull everything together to

~ increase and deepen the student's insights.''
Comprehensive musicianship, however, has been interpreted  °
in'many’ways.' Charles Ball says, ";..comprehensive musicianship
in the present context, simply means an understanding of the

structure of music applied to music itself."'? Beth Landis calls

it a myth.'? Others say it is an ideal. The authors of Prelude

.to Musicianship view music teaching as

...the comprehensive, step-by-step development of
musical materials, both aural and written, in a
logical sequence, always proceding from known to . the
unknown and leading the student in ever widening
circles to a full understanding of the concepts and
techniques involved.'*® '

This is in keeping with the CMP's principles of comprehensive

''Charles W. Walton, "Targeting the Teaching of Theory",
Music Educators Journal, 67 (June 1981):40.

'2Charles Ball, "The Answer = Lies in Improved Teaching",
Music Educators Journal, 56 (February 1969):59.

'3Beth Landis, "Comprehensive Musicianship - A Look in the
Crystal Ball", Music Educators Journal, 58 (January 1970) :48.

| 'Linda Mankin, Mary Claire Wellman & Angela M. Owen,
Prelude to Musicianship: Fundamental Concepts and Skills , (New
York: Holt, Rinehart and Winston, 1979), p.v.
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musicianship. David Boyle cites teaching comprehensive.
musicianship as helping all musicians increase their
understanding and perception of music.'5 The term "musicianship"
‘has also been described as "...an awareness of and learned
'ability to discriminate and respond to tonal and rhythmic
patterns which are expressively organized in music."'® Linton
- says musicianship is synonymous with the term "musicality"_»and_
that,

This discrimination ability is based on . an

understanding of the structure of music and the

relationship and functions of elements of music which

comprise that structure, as well as on a sensitivity
~to the aesthetic or expressive purpose of organized

patterns.'’ ‘ : '

So it would seem that there are many tracks leading to the
same goal of a:compréhehsiVe musician. This goal appears to be
an  aim that one strives for but never fully attaiﬁs. Kodaly
says, "Obviously, a perfectly good musician is an unattainable
ideal; for even the best can find shortcomings in themselves."'®

There 1is a certain amount of agreement on what ingredients

are needed for an effective, well-rounded music programme. The

'*pDavid Boyle, "Teaching Comprehensive Musicianship at the
College Level", Music Educators Journal, 57 (July 1971): 330,

'6Melinda Edwards, "An Instructional Objectives Model for
Teaching Comprehensive Musicianship in a Senior High School
Elective Music Course", (D.Ed. dissertation, Columbia University
Teachers College, 1979), p.6

'7Stanley Linton, "The Development of a Planned Program for
Teaching Musicianship in the High School Choral Class", Council
for Research in Music Education Bulletin 10 (Summer 1967):8.

'8Kodaly, "Who is a Good Musician?", p.199. -
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common-elements approach; as meﬁtioned earlier, is supported by
the CMP and in general by all the authors of current music
texts. _The four basic avenues of musical experience in which
the CMP states comprehensive musicianship should. be  developed
are listening, analyzing, creating and performing. These
_activities allow students to integrate their musical knowledge;
Another area of concern lies 'in presenting muéic of a wide
variety of styies, periods and cultures. Serious éontehporary
music is also cénsidered important in the repertoire presented.
Musical .independence, another goal, can be aéhieved by allowing
the students to make informed judgments about music based on
their total knowledge of music, and encouraging them to function
as musicians. Jerome Bruner, with this general statement on
education, says, "Instruction is a_prOQisionél state that has as
its object to make the learner or problem solver self-
sufficient."'? Werner 'says'.that comprehensi?e musicianship
programmés should produée a person who is able

"...to make independent Value judgments about music,

judgments based on a. thorough knowledge of all the-

elements in the musical process,  involving creator,

performer, and listener. This 1is perhaps the most

significant ability any student can gain from his

music education."?9,

All comments, however, on comprehensive musicianship,

repeatedly refer to the need for a thorough knowlédge of,

'9Jerome Bruner, Toward a Theory of Instruction,
(Cambridge, Massachusetts: Belknap Press, 1967), p.53.

20Werner, "CMP Means Comprehensive Musician Personified",
p.131.
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understanding of and skill base in music concepts'without which
musical development is'restrictéd. Walton agrees with this when
he says ".;.teachers must help develop the students' abilities
to identify ﬁhe eiements'of musié and develop their skills as
'tools' so that they can be better musicians."?' Students are
assumed to haVexgrasped basic concepts when they can apply them.
Labuta reminds us that the true test of musicianship lies in

applied examination.??

Summary of the Term "Comprehensive Musicianship”

- The fundamental principles of comprehensive musicianship
can be stated as follows:

1. that musical knowledge 1is synthesized through the

' integration of activities and concepts -

2. that the common-elements approach (the basic concepts

: which make up music) is the best approach to develop
musical understanding

3. that musicianly behaviors (hav1ng pupils function as
musicians) need to be experienced to truly understand
and appreciate music. . :

In order to develop musicianship the CMP proposed that . the
following abilities were needed:

1. ability to synthesize musical knowledge, skills and
understandings '

2, ability to discriminate musical relationships in order
to develop independence and self-direction

3. ability to think creatively and imaginatively??3®

21Charles W. Walton, "Targeting the Teaching of Theory",
p.40. : A

22Joseph A. Labuta, Teaching Musicianship in the High
School Band, (West Nyak, New York: Parker Pub. Co. Inc.,
1972), p.218. - ' : v
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The basic premises on which comprehensive musicianship is
based are consistent with most music programmes but are re-
" emphasized 1in the literature because they are sometimes

overlooked or unbalanced in their presentation and can cause the
‘distortion of programmes. Four such premises are:

1. The proper study of music 1is music itself -- thus
music should be approached through the actual piece of
music and not some other channel.

2. The focus of instruction is on the 1nd1v1dual student
in order for him to gain independence.

3. Comprehensive musicianship serves both music and the.

. student, not one or the other.

4, Students learn in diverse ways and at different speeds
and therefore need many avenues of learning 'in order
. to come closer to achieving their goals.

‘Comprehensive musicianship, as it is ¢urrently understood,
is an evolving theory of music instruction. It is an umbrella
" term that implies a holistic, integrated approach to music. It
is a non-static term because it 1is always in a state of
evolution as the philosophy 1is interpreted and used by
individual teachers. A comprehensive musician is an wultimate
musical goal that can never be reached completely, but towards
which all can strive. 1In order to develop depth and breadth of
musical learning proponents of ‘comprehensive musicianship.
encourage the wuse of music from all" styles, periods and
cultures; a broad base of musical knowledge -- historical,
biographical, stylistic and vocabulary; and skill development
encompassing aural, dextral and translatable skills. 1In order
to develop musicianship, then, music must be viewed in a broad

?23Contemporary Music Project, Procedures for Evaluation of

Institutes for Music in Contemporary Education, (Washington,
D.C.: Music Educators National Conference, 1967), p.1.




22
context.

Cbmprehensivev musicianship, then, 1is a conceptvof music
education that lays particular stress on the relatedness of
ideas. The eleﬁents of‘music have 1itﬁle meaning individually,
but when combined in the synthesis, present a mood or feeling to
the listener. It is through the breakdown (the analysis) of
this thle, and the ehsuing synthesis of its parts, that deeper
meaning is grasped. In, order to aéhieve this analysis,
comprehensive mUsicianship proponents believe that the learner
must constantly relafe and»comparé; 'In order to  compare,1 one
aspect must be differentiated from another. When the analysis
of the»elements for a particular aspect are complete, ahd 'puf
back into context, a synthesis is then achieved by viewing the
whole in a new perspective. The narrow way in which concepts
vwe;e introduced and dévelopedf in music éducation in the‘paét
have léd_ to experiments in éxperiéncing instances of the
cohcepts in a multitude ofv ways 'as in the comprehehéive
musicianship approach. Not only are students in such‘ a
programme expected to experience many instances_illustrating a
concept, but they afe required  to analyze, evaluate and use
these concepts' in c;eating ‘cdmpositions, improvisiﬁg and
arranging. all types, styles and periods of music providé a
varied experigntial background. 1In order to accomplish alllthe
activities involved, basic musicianship skills (aural, dextral
‘and translatable) must be developed. And finally, to gain an
overall pérspective in music, the historical and biographical

aspects about music are required.
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Developing comprehensive musicianship is not an eésy task,
but neither is it an‘impossible.task. Some vision of the basic
avenues for developing it are necessary and a dedication to
accomplishing the _syntﬁesis is mandaﬁqry. . More and more
emphasis 1in musié education is being given toA developing
musicianship. Each teaqher who cherishes this goal will have
his vowh procedure for the applicatioh of the ideas espoused.
The?e is no "magic formula“, but the teacher'é’dedicatidh.to the
: comprehénsive mﬁsicianship philosophy combined with the
- student's potential, ‘and the aforementioned'ingrediehts,‘cén
create the right environment fof ‘developing comprehensive
musicianship.

‘'The comprehensive musicianShip concept Uis' still iﬁ the
proéess of refinement. It'is‘perceived,as-many routes to " the
same goal and encompasses knéwlédge,-skills and.understaﬁding

~with depth and breadth in each.

Zoltan Kodaly's Principles
and Concept of Music Education

Zoltan‘.Kodaly, a composer, ethnomusicologist, music
beducator; author aﬁd ‘linguist, was born~inv1882 in Kecskemet,
Hungary and died in 1967. From 1905 to 1906 Bela Bartok and
Kodaly tried to break through the barrier of fhe predominance of
German music 1in Hungary by collecting and pﬁblishing Hungarian
folksongs. Through their efforts they strobe to. give Hungary
its  own rich heritage of music located in its folk culture. So
great was Kodaly's belief .in the need for "Hungarians to

experience the rhythms and melodies indigenous to their country
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that he incorporated these folk themes into his own
compositions.  Among his writings wéfe vocal works, for
.prescﬁool.to high school students, permeated with the Hungarian
folk idiom.

Kodaly believed that music should be for all the people not
just a select few. This means that the masses must be educated
musically. In order to accdmplish this he emphasized that music
education should begin with the.young child. To assist teachers

with this he composed Fifty Nursery Songs for the very young.

Kddaly stressed that music education begin with the child's own
voice, saying, "It is a long accepted truth that singing.
provides the best start to music education..."?®
In conjunction with this 1is the concept that the child
should sing in his mother—tdngue -- the language that he speaks
and listens to and the rhythm to whidh’he can relate. Kodaly"
believed that musical literacy, like lingﬁistic,literacy, is the
right of every human being. He said, 1 | |
In 1690...(the) idea that everybody could learn to
read and write his own language was at least as bold
as the idea today that everybody should-learn to read
music., Nevertheless, this 1is something no less
possible.?5
Along with stressing the value of the Hungarian musical culture,

Kodaly- believed that composed music of quality from = all

countries should be taught.

28Kodaly, in Preface to the Volume "Musical Reading and
Writing" by Erzsebet Szonyi, The Selected Writings of Zoltan

Kodaly, p.201.
2%1bid., p.201,
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That Kodaly's philosophy of life encouraged a well-rounded
existence is stated in the following guotation:

Every art offers something that is its own and cannot

be found in any other. Look into all aspects of life,

-other arts and sciences too.?®

Kodaly encouraged people to be "social human beings" and
help one another because

... every person's worth is measured by how much he

can help his fellow men and serve his country. Real

art is one of the most powerful forces in the rise of

mankind and he who renders it accessible to as many

people as possible is a benefactor of humanity...2’
Thus emotional_growth is important for today's students who will
be tomorrow's teachers as they must be equipped 'f... to
establish a firm bond of sympathy with the people so as to bring
music -hinto their vlives."za These social and emotional growth
aspects Kodaly labels as "heart" training. If one does not have
a well-trained heart one may become what Kodaly terms a "machine
operator" in the field of music -- going through the motions but.
void of the human aspect of feeling. Kodaly also called these
people "half-musicians"” ‘because they did not acquire a full
training in music. Kodaly listed the four corner stones of
comprehensive music training as déveloping:

1. a well-trained ear

2.  a well-trained intelligence

26Kodaly, "Who is a Good Musician?", p.198.
271bid., p.199.
281bid., p.167.
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3.  a well-trained heart

4. a well-trained hand?®
Kodaly thought a well-trained hand was the most developed ‘in the
-majority of musicians. All four, he sayé, must develop
together, in constant equilibrium. To accomplish the above, . he
recommends the wuse of "sol-fa" and the science of form and
harmony along with varied musical experiences such as playing
chamber music and singing in chamber choirs. First and foremost
Kodaly emphasized training the ear.

Kodaly selected three tools for teaching music. First he
chose the sol-fa system Qith the»movéable doh because he felt
that, |

Through the use of sol-fa the Singervié presented with

an exact definition of the tonal function of each note

rather than its exact pitch, and thus it provides for

' certainty of intonation. It also defines the melodic,

and later, harmonic significance of what 1is sung by

relating it to the overall tonal scheme.3° ’
Thén‘he adapted and incorporated the hand signs used by thn
‘Curwen (1816-1880) in England. (See Appendix F.) Finally‘he
b'adopted a rhythm syllable system éimiiar to that used by Emile-
Joseph Cheve (1804-1864) in France.  (See Appendix E.)

The matérials‘ Kodaly advocated were authentic folk music,

authentic children's songs and games, and music of great

composers. He felt a background in and experience with music

251hid., p.197.

30 Zoltan Kodaly Choral Method, (New York: Boosey and
Hawkes Pub. Co., 1962), p.4.. ' _
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was needed in‘order to judge new music. Kodaly w:oﬁe music for
children = because of the lack of Hungarian material_fér this ageb
group. He saw composing for children.as an important task to
 which evefy composer should atténd. In his opinion, it was an
Honour to compose for children.. |

Emphasizing that music education should be geared té the
development 'of the child, he encouraged the arrangementvof the
teaching process into a sequence that .éaralleled the child;s
growth and abilities at various stages of developmeht. Using
this concept. hé advised starting wiﬁh '"moving" rhythﬁs in
keeping with the.child{s inner rhythms -- the gquarter note being
the walking pace 'énd the eighth note being the running pace.
The first books written using Kodaly's ideés began with the'
nOtes. mi-re-doh but were later changed to the.child's natural
chant soh-mi-lah which is thought‘to be universal.witﬁ children.
In keéping with the progression from simple to more complex,
simple duple meter rhyﬁhms were préSented fifst. The range of -
notes for the yoﬁngvvoice was limited‘to five or six notes and
gradually increased as the child.matured.‘ Kodaly provided the’
ideas and the impetus for music education and his students and
colleagues used and refined these 1ideas. Today, various
countries such as the United States, Australia> and ‘Japan - have
adopted his ideas. using them in a slightly different format

depending on their unique circumstances and native languages.
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The Consensus of the Kodaly and the Comprehensive’
‘Musicianship Principles of Music Education

The Kodaly principles and the comprehensive musicianship
principles intersect in many ways. One such area of égreement
is in the types of music to be wutilized.  Although Kodaly
definitely specifies beginning with mother-tongue songs and
pentatonic music, he then states that "...pentatony 1is .an
introduction to world literature: it is the key to many foreign
musical literatures, from the ancient Gregorian chant, through
China to Debussy."3' Norman Dello“Joio, director of‘ the
Contemporary Music Project, etated in 1973, that there 'is.‘a
"...need for a broader scope of musical repertoire."'32 To
include music of varied styles and times in the music curriculum
has  become a major a1m of ‘the Contemporary Music Progect as it
hae been with Kodaly. Both agree that through broadening
repertoire = one ' gains more musical knowledge,  skills and
understanding. |

- Another area of conéensus is the common;elements'epproach.
Roach, in speaking .of a conprehensive outiook eays that,
."Development"of concepts of pitch, duration,lintensity; timbre,

and form is of paramount importance. These are the building

31'Kodaly, "A Hundred Year Plan", p.162.

32"Contemporary Music Project - Comprehensive Musicianship,
A - Project of the Music Educators National Conference", Music
Educators Journal, 59 (September 1973):34,

33ponald W. Roach, "Contemporary Music Education: A
Comprehensive Outlook", Music Educators Journal, 60 (January
1973):40.
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blocks of all music."3?3 Kodaly believed in a common—elements.'
approach presented in the form of basic singing training.
Although he did not use this term, the approach is similar: ‘the
duration or rhythm syllables ‘are spoken and sung; the
development of inner hearing and pitch discrimination through
sol-fa and'hand signs are attended to: dynamic levels are used
in exercisesv as well as songs; timbre of the high, middle and
low voices is discerned; ‘and’kfofm' is studied through vocald

exercises and song. In referring to Kodaly's 333 Reading

Exercises, Erzsebet Szonyi says, "The musicality of = the
'exercises” and their perfection in small form are as useful as
they are pleasant co every beginner, providing a valuable aid
for the teacher."?® 'chaly also believed that improvising
.develops a sense of form. Thus, the common-elements basic to
musicz comprehension are - considered fundamental in  both
-.approaches.
| | The stndent's direct participation in music through
musicianly behaviours is another ‘point of agreement. | Kodaly
believed this was best accomplished in the beginning with the.
voice. The ccmprehensive musicianship advocates allow the
teacher to choose the medium through which the child’willv-
participate.  Kodaly said, "It is a 1long accepted truth that
singing provides the best start to music education; moreover,

children should learn to read music before they are provided

34Erzsebet Szonyi, Kodaly's Pr1nc1ples in Practice,
(London: Boosey and Hawkes, 1973), p.71.
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with’aﬁy instrument."?5 In comprehensive musicianship programmes
one of the goals is the perfdrmance of music which may be in‘the
- form of éinging, playing an instrument, moving or 'conducting.
Although Kodaly insiéted that instruments be left until other
prerequisites, such as reading and writing music were
accqmplished, " he did however, encouragé the use of movément
accompanied by the voiée in singing games. Kodaly encouraged
'such  activities as. beating time, clapping,‘ tapping and
conducting singly, and in combinaﬁions; |

Other aspects of being a musician, such as'vcreating‘ and
- analyzing, were stressed and encouraged in c0mprehensive'
musiciaﬁship- programmes. Créatihg ' encompassed composing,
arranging and impro&ising, and analyzing incorporated listeniﬁg
and evaluating. By putting’ the student in the musician's
_position'comprehénsivé'musicianship proponents felt more iﬁsight
into aﬁd unde:standing Qf music would be achieved. Kodaly also
éncouraged_creatingbthrough impfovising with the voice as wellv
as improvising with rhythmic elements alone. Through dictation,
he felt writing skills, concentration and a keen ear would.be
developed ehébling the pupils be free to use these skills to
compose. Kodaly underlined that,
| ...it 1is first and foremost the composer who needs an.

internal ear as keen as possible...How can he hear and

write down accurately what 1is sounding within the
sounds coming from outside?3®

_ 35Kodaly, "Preface" to the Volume Musical Reading and
Writing, p.201. ' '

.36Kodaly, "Who is a Good Musician?", p.197



31
Of listening and evaluating Kodaly emphasized that:
Individual singing and listening to music (by means of
. active and passive well-arranged experiences) develops

the ear to such an extent that one understands music

one has heard with as much clarity as though one were -

looking at a score.?’ : '

The Seminar on Comprehensive Musicianship that took place at
Northwestern University 1in 1965 declared 1in one of their
"essential" statements that, "The goal of aural and analytical
training should be the achievement of more penetrating insight
into musical structure..."3® This document also states that,
"Training in the practice of composition is an essential element
in  the development of comprehen51ve mus1c1ansh1p..."39 ‘Thus the
student.  taking on the roles of the musician is prevalent in both
points of view.

Another item that appears incessantly in the comprehensive
musicianship . =~ literature is "integration". In the college
designed courses this meant that theory, history, performance,
composition . and other .reQuired music courses were combined to
bring teal_meaning_to each pert through interrelating one aspect
with another. Edwards comments that,

Integration ‘is the central principle around which the

comprehensive musicianship philosophy revolves. It

means that the basic areas of musicianship --

analyzing, performing, and creating -- should be .

experienced as unified activities rather than studied
separately in a random fragmented manner.®®

371bid., p.204.

38Contemporary Music Project, CMP2, (Washington, D.C.:
Music Educators National Conference, 1965), pp.46-47.

3%1pbid., p.38.
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Integration was an important part of Kodaly's approach. Kodaly -
called music education a many-sided effort and said that musical
experience as varied as possible is indiépensible. He believed
that all aspects of music training must develop together, in
constant equilibrium. Sight reading, ear training, singing,
theory, improvising, analyzing; composing, conducting, arranging
and moving may all be accommodated in one lesson foliowing the.
Kodaly concept. Thus, . he approved of a highly integrated.
teaching method.- Edwards states that in the comprehensive
musicianship approach,

.The student's ability to synthesize his musical
knowledge depends on how thoroughly the teacher has
integrated the areas of musicianship and how well he
has taught for relationships among these areas.®’

Both the Kodaly and comprehéensive musicianship approach
focus on the individual student. “Werner®? suggests that the
student should begin to make judgements of his own based on his
knowledge and experience as a creator, performer'ahd listener.
Kodaly expressed several ways for the individual to achieve
- musical independence:

'Try to sing, however small your voice, from written
music without the aid of an instrument. This will
sharpen . your ear...You must learn to understand music
on paper too. . _ v
Learn the basic laws of harmony early. Do not be
frightened by words 1like; theory, figured bass, "

counterpoint. :
Developing the ear is the most important thing of

40Melinda . Edwards, "An Instructional Objectives Model for
Teaching Comprehensive Musicianship in a Senior High School
" Elective Music Course", p.2. '

'1bid., p.4.

_ Y2yerner, "CMP Means Comprehensive Musicianship
Personified", p.33.
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all, ®3
_Thus, realization' of the need for knowledge, understanding and
skills to help each student to become musicialiy'independeht is
anothef point of,consensys.

One of 'the major outcomes of the embryonic comprehensive
musicianship curricula was the realization and reiteration of
the‘ importance. of the_teacher. If the teacher were not truly
-comprehensive in his approach and did not fully believe in the
programme it seemsd to be doomed to failure. Comprehensive
musicianship has to do "...with the goals and attitudes that lie
behind the teacher's efforts. ‘The integrated comprehensive
: musicianship ‘course fequires a comprehensive musician to teach
it..."iu Kodaly's vconcern>'was fqr ths lack of enough.well_
_ tréined proféssionsl teachers. He belieQed that the finest-
cutficula and the wisest regulations issued_from above are of no
value if there is nobody to 'pﬁt them into vpractice with
‘conviction and enthusiasm. Kodaly even goes so far as to say
.that everything depends on the leader. The‘teacher, then, is a
key figure in carrying out both sets of principles. |

The goals‘of the CMP and thé Kodaly approach are Closeiy_
aligned. The CMP's goal is comprehensive musicianship achieved
through various channels. For Van Slyke, "The main goal of the

program is to create a more knowledgeable, better rounded

43Kodaly, "Who is a Good Musician?", p.186.

“8Werner, "CMP Means Comprehensive Musicianship
Personified, p.33.
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mﬁsical adult population through more complete involvement in
music as students."'® Kodaly had similar goals. Choksy states
thaf Kodaly's "...first concern was the musically iiterate
amateur. He wished to see an 'eduéation syétém that could

produce a péople to whom music was not a way to make a iiving
but a way of life."®® Kodaly wanﬁed to aid in the well—balanéed
"social and artistic development of the child. _.His chief goal
was to develop the power of musical comprehension to the highest
.degree. This, ‘hé saia, could only be accomplished through a
full training in music. It is interesting to note that Choksy's

book, . The Kodaly Method ' is subtitled Comprehensive Music

Education from Infant to Adult . showing  that the Kodaly
pﬁiloséphy also aims at a comprehenéive music education. Boyle
concurs with Koaaly when he says, "Devélopment of comprehensivé
musicians not merely competent performers should be_the, primary
'goal."*? ’Kodaly said disparingly at a sol-fa competition, "They
only pléy'with their fingers ' and not with their heads énd
hearts. Theyvafe not musicians but machine'operafors."““

Another major agreement in the two approaches to music

435James K. Van Slyke, as quoted by Woods in "The
Development and Evaluation of an Independent School Curriculum
Stressing Comprehensive Musicianship at Each Level, Preschool
Through Senior High School", p.136.

'%6Lois Choksy, The Kodaly Method, (Englewood _Cliffs,  New
Jersey: Prentice-Hall, Inc., 1974), p.15.

“7J.‘ David Boyle, "CMP's Summer Workshops - Comprehensive
Musicianship for Teachers", Music Educators Journal, 59 (July
1971):67. ' '

*8Kodaly,"Who is a Good Musician?", p.196.
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education is in the area of pedagogy. Choksy proposes that:
| Kodaly represents a body of 1living, growing thought
about music education. It should not be frozen into -
one rigid pedagogy. Within the clearly defined
philosophy of Kodaly many sequences, many teaching
techniques should be possible.*?
She believes that teachers must decide upon their own goals,
determine their own sequences and write their own long-range
plans. Kodaly provided the basic principles and it is up to the
teacher to assess  his students and devise a plan to utilize
these principles. The comprehensive musicianship principles are
also outlined and teachers are encouraged to develop their own
curricula to meet the needs, abilities and interests of theip'
pafticular students. From 1968 to 1973 the CMP gave dgrants to
twenty-one teachers to develop a variety of approaches to
'teaching music comprehensively. For Werner,
Comprehensive musicianship represents basically ar.
attitude or an approach to music education which
~offers a solid yet flexible enough framework wupon
which the strengths and weaknesses of both the faculty
and students can be adapted.®°
‘Mitchell asserts  that, "By definition (comprehensive

musicianship) has no set methodology, for it thrives on

resourcefulness and inventiveness in endlessly variegated

“3Lois Choksy, The Kodaly Context, (Englewood Cliffs, New
Jersey: Prentice-Hall, Inc., 1981), p.177. '

9Robert Werner, "The Contemporary Music Project: The
Development of the Theory of Comprehensive Musicianship", (paper
presented at the CMP Conference on College Music Curricula,
Arlie House, Va., October 28, 1970), p.5.
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situations."®?

Although discipiinary técﬁics, the media for achieving
basic musicianship and the choice of tools to reach goals may
diffef, it is appafent that KodalY's prinéiples fof'_musié
education and those of the comprehensive musicianship proponents
“have some basic ideaé in common. It 1is because the two are
closely‘ aliied‘ in certain fundamental aspects~that.they can be

combined into a programme such as the investigator,isIproposing.

Chalmers Doane Ukulele Programme
The Chalmers Doane Ukulele Programme has been disseminated
primarily through provincial workshops held annually'throughout

Canada forvthe 1ast nine years. His two Dbooks, Classroom

Ukulele Method 52 and Ukulele Encore,®3?® "and vthev’variéus

recordings that Doané aﬁd his Halifax‘student aha.adult -ukUlele
groups have _produéed pfovide the backbone for the programme.

The organization "Ukulele Yes!", of which Doane ‘is’ the
president, offers._journals ahd newsletters of speciéi interest.

to the classroom ukulele teacher.

The Classroom Ukulele Method, a ukulele ‘ method, for
classroom ' teaching, 1is not intended to be a self-teach method

because of sparsely scattered instructions. Doane has purposely

5'William Mitchell, "Observationé on the Arlie House
Symposium”, MENC Historical Centre, McKeldin Library, University
of Maryland, p.3. n.d.

52Chalmers Doané, " Classroom Ukulele Method, rev. ed.
(Waterloo, Ontario: Waterloo Music Co. Ltd., 1980).

, 53Chalmers Doane, Ukulele Encore, (Waterloo, Ontario:
Waterloo Music Co. Ltd., 1975).
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done this to encourage teachers to attend in-service with
teachers he has personally :trained vThrough both v0ca1 and
instrumental avenues Doane pursues aural development 51m11ar to
that‘ identified 1in CMP and Kodaly programmes. Theory, both R
written and aural, is also a major concern. For Doane, "Areas
such as 'picing', rhythmic strumming, sight reading and changing
chords by ear, should be emphasized according to the student's
needs."5% He outlines the:fourgobjeotives of his ukulele course
as follows: . | |
-to teach the basic skills of ukulele playing

. to present ear training indirectly

. to teach the basic concepts of theory
. to increase the student's enjoyment of music 55

> wN -

The method ‘book consists of thirty lessons which provide a
skeletal structure.for starting.the programme which can only be
-implemented .by a knowledgeable teacher. It is assumed that the
songs presented are well known to the teacher as in many cases
no music- is given, just woras, chords.and starting pitohes.v
Doane cautions the teacher to prOCeed slowly - with" the
assignments in this book.

Doane's second book, Ukulele Enoore, is essentially a book

of songs and arrangements for the voice and ukulele. It
provides a convenient initial repertoire for the technical
skills introduced in the method book. The selections 1in this

book may be performed by groups or soloists. He verifies that

54Chalmers Doane, Classroom Ukulele Method, p.3.

551bid., p.4.
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all .the arrangements have been "...successfully used with
ukulele groups before finding their way into this book."56 It is
of importance to Doane that nothing is added to the programme 1in
terms of pedagogy, materials or curriculum until it has been
piloted in classrooms by‘teachers and evaluated 1in terms of
effectiveness in‘building an operational musical capability.

The specifics;of the Doane curricﬁlum can be found in what
are known within the programhe_as'ﬁhe. "workshop levels". For
'teachers, 5ix leVéls are presently identified within a basic
conceptual framework of ten areas of gréwth in skills  and
musiciénship: scales, reading skiilé, strumming ‘techniques,
chérd patterns, solo skills, ear training, playing by ear,
improvisation, sihging'énd theory. |

The Doane progrémme starts with both the voice and ukulele
‘at the same time. Because of the deficiencies which frequently
exist -in the mpsic background of-beginning ukulele stddents,
particularly in a general claésroom, Doane has developéd vocal
‘and instrumentél techniques to help overcome‘initial weaknesses.
An example of this is the concept of "singing the strings", an
effective and accéssible éntry'into vocal harmonization based on
the close similarity of the instrument's first position range
and the vocél fange " of elementary school_children. This not
only proVides the interest of song harmonization but also

assists aural develqpment. His comment that, "When you can

6Chalmers Doane, Ukulele Encore, p.3.
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harmonize...the world is yours."37 indicates a major area of
vemphasis in his approéch.
Beéause'an innovative pfogramme such as this starts without
a Tresource poollof developed matefials, cohtent and curriculum,
the Doane programme is still in a process of steady evolution.

The recently introduced A Music Reading Program for UkuleleS®

was publiShed only after some three years of continuous revisionA
resulting from ﬁhe actual classroom experience of teachers using
it. Interesting to note also is.'the gradual inclusion of
relevant pléying ‘techniques from the - ukulele's cbmpanion_
instruments, the mandolin and the guitar.

Doane  promotes  an experiential wuse of the ukulele
incOrporating‘all the musical concepts. Hislcu:riculuﬁ contains
the following:

1. varieditime signatures in simple time

2. literacy skills with a starting point in the key

of D, a beginning determined by the
instrument's open string tuning of A, D F# B

and moving through the keys of G, C, F, Bb
and A . v

- 3. right hand strumming téchniques, largely unique to
the instrument, which include on-beat, off-
beat and syncopated accent patterns

4. adaptation of right hand guitar and mandolin
techniques :

5. chords for all keys: major, minor, dominant and
diminished wutilizing basic patterns and
barring. _

6. music theory: notation, intervals, scale

S’Chalmers Doane, "A New Look at the Keyboard", Ukulele Yes,
4 (1979):9. N ' - '

58Marven Shields, A Music Reading Program for Ukulele.
(Waterloo, Ontario: Waterloo Music Co., 1982). :
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structure, transposition, and introductory
harmony in terms of chord sequence and
modulation
7. the study of scales as central to the development
of instrumental playing skills including
their harmonization as a requirement for
combining melody and harmony in solo
performance
8. playing by ear, melodically and harmonically and
- the introduction of improvisation 'as a
teachable musical skill ’
8. singing
While his repertoire consists mainly of twentieth century
popular music, jazz and folk songs, the adaptability of this
instrument suggests the capacity'of‘substantial enlargement of
its repertoire. It must be remembered that this approach, the
first to utilize a relatively sophiSticatédv string instrument
for students nine to twelve years old, on a mass basis, is still
in 1its infancy. No pfe4éxisting repertoire like that available
for the recorder lies ready at hand. The fact that some Doane-
trained Specialists have already made a start on adapting
classical repertoire suggests that a range :of musical - styles
will gradually be available for the instrument.
The Doane method has as its goal "...not to learn pieces,
but rather, to become a musician."®? For him a musician is,
...someone who thinks he 1is a musician...when a
student thinks enough of his own ability to play,
sight read, write or sing music that he counts himself

as being a musician, then the teacher's main job has
been accomplished.¢°

59Chalmers Doane, "President's Message", Ukulele Yes, 2
2(1977) :1. ‘
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The aesthetic attributes for his method are addressed when Doane

says:
Music creates in the human soul an emotional response
capable of extreme and direct communication without
the use of language. The ukulele is one of the best
means of starting students along the road to this
end. ¢
The Doane programme is a unique Canadian approach to music
education. Its Canadian content makes it especially attractive

for use iﬁ Canadian schools but its broad conceptual base makes
the prograhme'adéptable'for musics of other countries as well.

Doane'é comprehensive musicianship outléok'is manifeéted by' his
-ihclusion of various styles of performance. The recordings show
a focus on the‘performihg activities of réading and playing and
the organizing activity of arranging. Due to 1its grass roots
beginnings and quality  of repertoire littlé serious
consideration has been given to the Doane progrémme. The
author, hoﬁever, has personally used it for several years and
ifound‘it to be a very exciting and productive way of teaéhing
music. Some of the useful‘ and essential aspects of Doane's
programme are incorporated in - the phases presented here in

- Appendix A, B and C.

691hid., p.1.
‘1Ibid., p.1.
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Manhattanville Music Curriculum Programmes

" The MMCP Interaction and the MMCP Synthesis are two of the

major products of the Manhattanville Music Curriculum . Programme
(MMCP) . From 1965 to 1970 this project was sponsored by the
Arts and Humanities Programme of the United  States Office of.

Education.

The MMCP Interaction is a comprehensive music programme for

“early childhood. "It has been develdped as a basic experience
in musicianship for children of the pre-primary and primary

grades."®? Interaction is process-oriented accentuating personal

involvement. Thé focus is ‘on sound énd on music in an.aural
fofmAwith no emphaSisv on notation. This programme .can  be
implemented by thev classroom teacher 'guiding and initiating
musical'activities and. integrating them with many.laétivities
-during the day. The authors staté_that the programme‘is not an
exclusive learning plan. Although the activities in thé book
are oriented to ﬁhe creative, discovery, expib:atory and
’judgméntal aspects, other experiences‘ are presented such as
- group and individual singing, listening activit{es, dancing,
painting and theatre. The authors state, |

...the study must prov1de the child w1th the fullest

experiences in music as dictated by the nature of the

art. He must become involved in the total process,

composing, performing, conducting, 1listening with
critical awareness, and evaluating.®?

®2Americole Biasini, Ronald Thomas & Lenore Pogonowski,
MMCP Interaction, (Bardonia, New York: Media Materials, Inc.,
1970), p.v. ‘

€31bid., p.5,6.
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The five areas with which this curriculum deals are as
follows:

1. experience within the creative process

2. development of sensitivity to sounds

3. understanding of basic concepts of musical

elements

4. acquisition of simple skills which allow the child

to operate as a creative musician

5. development of positive attitudes toward music and

self. : _

The developmental phases of musical exploration are free
exploration, guided exploration, exploratory improvisation,
planned improvisation and reapplication.-'Each phase is laid out
with sample encounters, principal ideas, objectives, procedures
and evaluation making it relatively easy for the classroom
- teacher to follow.

An alternate serles of encounters 1is given for teachers
needlng more material or wishing to extend the pfocess into the
intermediate grades. These include mental encounters and vocal
encounters, A glossary of terms, list of un¢conventional sound
sources, bibliography, and discography' furnish additional

information a teacher might need.

The MMCP Synthesis on the other hand, emphas1zes concept

and Sklll development as well as experience in the: processes of
mu51c1ansh1p.r It 1ncorporates a spiral approach in presenting
 these musical concepts. The Synthesis, which is suitable from
intermediate grades to college level, requires the teacher to be

a knowledgeable musician.

€41bid., p.9.
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The Synthesis _consists of sixteen cycles or spirals and
strategies grouped in fours. Each cycle consists of the musical
concepts to be_encountered‘under the subtitles timbre, dynamics,
form, pitch and rhythm. The skills for each cycle are listed
under aural, dextrous and translative followed by a list of
~vocabulary for each cyéle. Sample strategies are then presented

to give the teacher direction in how to set up the environment
to accomplish the tasks. Suggested listening examples are
given. Sometimes optional activities or possible extensions are
listed. Of additidnal value are the cYcle‘index, concept indek,
bibliography and extensive discography under headings such -as
 contrasting sounds, complementary sounds, duration, dynamics,
pitch, modes, motives, canons and fugues, ostinati, polyphony,
~animal sounds, machines, mood, portraits and so on.,

These two major productions of the MMCP have importance in
that they explore felt needs in music education;v‘ The authors
believe that these needs can be met by viewing music education
in the following ways:

1. Music must be comprehended from 'within >and :

' flourish as an outward expression of the
~individual through taking the part of a
musician -- creating music in various ways
and responding to music in various ways.:

2. The music experience is a very individualistic
happening as each <c¢hild brings his own
musical background to the music class. ‘

3. Music must be relevant to the child as we cannot
eliminate what the child hears outside of
school.

4, Aural discrimination is of paramount 1importance

in the music experience. The writers do not
advocate imposing values on the child but
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‘stress intelligent listening - with
~sensitivity. o

5. The music programme hust be highly structured and
yet open-ended allowing for personal
embellishments. . :
The.pervading idea is, "Totality of experience in the musical
process is essential to the development of musicality..."€?
where musicality is defined as "refined sénéitivity"._ Ronald
| Thomas underlineS'that musicianship cannot be écquired but can
be faciliﬁéted by the acquisition of skills and data fhiough
diverse e#periences. _ N
‘The ideas put forth in the MMCP are not new but place. a
different emphasis on thé above aspects. This new way of
looking at music education has stimulated others to review their
curricula and reassess their processes of music education. The
Szhthesis is still being revised, adapted and implemented by .
teachers interested bin its basic philosophy. For example,
‘Steven Zvengrowski®® " patterned his spiral cycle for developing

musicianship using the guitar on the MMCP Synthesis.

65Ronald B. Thomas, MMCP Synthesis: A Structure for Music
Education, (Elinora, New York: Media, Inc., 1970), p.21.

66Stephen Zvengrowski, "The Treatment of Idiomatic Sonority’
in Selected Compositions for the Guitar as a Curriculum Source
for Comprehensive Musicianship", (Ph.D. Dissertation,
Northwestern University, 1978).
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The Héﬁaii Music Program

The ‘Hawéii | Music  Program was developed under the
sponsorship of the College of Education Curriculum'Research and
Development Group at thé University of Ha#aii; The total
programme is a unified K-12 comprehensive musicianship
curriculum. The progrémme is divided into five zones:}zone 1
eqﬁivalent.to kihdergarten and grade one; zone 2 equivalent to
grades two and three; zone 3 equivalent to gradés‘four, five and
six;_'zone' 4 equiValent to gfades seven énd eight; ‘and zone 5
~equivalent to grades nine, ten,‘eleQen and twelve. 2Zones 1, 2

and 3 make up the COmprehensive Musicianship Through Classroom

Music series. Each grade contains a book designated A, B or C
and each -letter can be errlapped.into the'preceding or_higher.
grade level. For example, grade six is designated zoné 3, book.
C, but‘ dan be uﬁed in grade'five, seven and eight.v'The zone
most pertinent-to'this study is zone 3; because of the grade
levels. Because the programme deyeloped in this study is béth

vocal and instrumental, the Comprehensive Musicianship Thrdugh

Band Performance and Comprehensive Musicianship Through Choral

Performance are applicable to some extent.

Zone 3:

For each level, A, B and C, there is both a teaéher text
and a student text. The student text is both a songbook and a
ﬁorkbook.

The introduction to each book states, "It is assumed thét

students who participate in this course will have successfully
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completed earlier courses of the program or courses of ‘similar
substance."¢7? Zone 3 consists of four units dividing the school
year into quarters. Each unit has several sections which
require one or more lessons to complete. A section may have one
or more concepts to be studied. The basic concepts are listed
as tone, rhythm, melody, harmony,. texture, tonality and form.
Tone includes the subconcepts of pitch, duratiqh and timbre.
Each section lists concepts, objectives, key terms, materials,
activities such as singing, discussing, playing instruments,
analyzing, notating, plus additional activities to be used at
the teacher's discretion. Each section in the teacher's edition
ends with a checklist for the teacher's wuse. . The songs and
recordings represent a variety of cultures, styles and periods.
The teacher is-encouraged to select other songs and 'récordings_
to supplement the course.
'As stated in the preface:
A major premise of the Hawaii Music Program is that
music should be experienced and studied through
participation in many different musicianly roles, all
of which require a high degree of individualized
activity. Since a goal of the program is to help each
student discover one or more roles through which he
‘'may participate most successfully, attention should
initiate procedures that will permit each student to
progress at his own rate of learning. This may be
accomplished as the musical strengths and weaknesses
of students are identified,and as students develop

their own personal skills as improvisers, composers,
instrumentalists, listeners, dancers, and analysts.®®

67william Hughes,  Comprehensive Musicianship Through
Classroom Music, Zone 3, (Menlo Park, California: Addison-Wesley
Pub.Co., 1974), p.iii. :

¢€81bid., p.v.
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At the end.of each unit a summary evaluation workéheet is
given prescribing ways to assess students individually as they
apply the céncepts they have studied to new musical situations.
The teacher is free to extend or modify these procedures -
according to his own needs.

Betty M. Kanable, University of Texas, Austin, 1in her

review of Comprehensive Musicianship Through Classroom Music

Series, says that it is true to the comprehensive musicianship
" philosophy in that,

The (comprehensive musicianship) attitude is one of
openness to all musical styles and traditions as’
resources for developing musical understandings; it
‘allows for flexibility in the choice of materials - and
teaching = approaches ~ in the - student-centred,
" experience-oriented classroom,®? ' '

Zone 4 and 5: Comprehensive Musicianship Through Band

Performance

These zones consist of five or six units each containing a
composition for full band as a core study.

The units are considered to be models for the study of

musical concepts. Each unit includes objectives...

Activities for comprehensive musicianship, and
evaluation guides... Activities for full band and

small ensembles are provided and correlated.’®

‘The compositions are chosen to broaden understanding of

Y

6€9Betty M. Kanable, book review of "Comprehensive
Musicianship  Through Classroom Music Series", Journal of
Research in Music Education, 23 (April 1975):92.

7%Brent Heisinger, Comprehensive Musicianship Through Band
Performance, Zone 4, (Menlo Park, California: Addison-Wesley
Pub. Co., 1973), p.v.
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concepts, portray diversevmusicél'styles‘and.to provide concert
material. The purpoée‘of the smali ensembles -is to . involve
studeﬁts_ in the performance of chamber music, start students
_'composing,bgive students 6pportunities to rehearse and ‘conduct
others, and provide small groups for analysis,'practice and
.study‘of music. Small groups are designed to reinforce and
extend understanding and refine performances. The student is
also expected to acQuire from the small group e#periences
knowledgé about:
.v small ensemble’performances
basic notation

fundamental orchestration and
. basic rehearsal techniques 7'

> wWwh —
* L]

'Each unit has evaluation guestions at the end. 1Its purpose
is ‘to determine to what extent objectives have been met. Every
student is expected to have a copy of the student notebook.
" Included in the notebook are score excerpts for analysis,
homework examples'and_enSemble exercises. In some exercises the
student is expected to sing melodic intervals;-practise counting
albud using»any method_ preferred and sing songs and parts.
Other activities_ include: perfdrming on an instrumént, takingi
rhythmi¢ and melodic dictatién, | improvising, - transposing,
identifying and playing by ear, analyzing (visually and
aufally)} describing, appraising, identifying, ihterpreting,
listening, imprdvising, composing, mapping, transcribing,

researching, comparing, synthesizing and discussing.

7'1bid., p.vii.
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Zone 5: Comprehensive Musicianship Through Choral Performance

This consists of four books (A, B, C and D) designed for
grades nine through twelve.

The rationale underlying the program emphasizes the

interdependence of musical knowledge and musical

performance...The curriculum is sequentially planned

so that primary understandings are revisited, expanded

and reinforced. In this way, students grasp the

wholeness of music, the interrelatedness of making and

thinking music.’?
Each book contains seven units'-— one for each of the basic
concepts identified in the series. The four compositions
included 1in each wunit, are varied in terms of performing
difficulty, musical style and ethnic derivation. Each book can
be considered a central core for one year's study. However, the
teacher is encouraged to supplement with his own'material. One -
unique part of this choral method is the 1ncorporat10n of non-
Western music. The purpose of the evaluatlon procedures at the.

end of each unit is to determine to what extent the objectives

which are listed at the beginning of the'unit have been met.

Summary of The Hawaii Music Program

The '_Hawaii> Music Program follows the = comprehensive

musicianship philosophy in the following respects:

1 It is sequentlal ,
2 It encourages cont1nu1ty of programme from K to

12, '
3. It is child-centred -- allows individualization.
4. It focuses on music as the study of music.

72Brent Heisinger, Comprehensive Musiciahship Through
Choral Performance, Zone 5, (Menlo Park, California: Addison-
Wesley Pub.Co., 1973), p.v. ‘
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5. It covers a diversity of musics.

It encourages teacher and student input.

. It allows pupils to participate 1in musicianly
" roles. v '

It integrates concepts and activities.

It is comprehensive in that it covers concepts,
basic skills, music knowledge and
performance. '

10. It considers evaluation an essential part of teaching

and learning. -

11. Its main purpose 1is to help the student understand

music and thereby aid the development of comprehensive
musicianship.

~l OO

O

¢ o

The Hawaii Music Project staff consisted of ten people,
each assigned to different areas and zones, but all committed to
the same philosophy. The purpose of their efforts in this
series'is."...to enhance by a focus on musical concepts already

existing musical activities",73

Other_Prégrémmes Incorporating Kodaly Techniques

I. Coiout Strings ’* (student book and handbook for

teachers and parents)

This . Kodaly based wviolin method devised by‘the Hungarian
music educator Geza Szilvéy:was produced in .Helsinki, Finland
with the help of an art grant from the Finnish Ministry of
Education. The sﬁccess of its implementation was attested to at
the Internatiohal_Society of Music Educators in London, Ontario

in 1978, the many concerts given in Europe, United States and

731bid., p.v.

78Geza Szilvay, Colour Strings, Violin, (Helsinki, Finland:
Fazer, 1980).
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Australia, and by the Finnish Broadcasting Company's 38-part
pedagogical television series "Viuluviikarit musiikkiméassa"
(Mini fiddlers ih musicland), which wés produced in honour of
' the International Year of the Child. |
In keeping with the Kodaly concept of starting music
education at an early age, Szilvay starts with early-preschool
aged children. He states that he "...aims to teach'themvto play
" the instrument by means of children's songs."’5 As with Kodaly,
SzilVay says the "...songs shouid be sUng both with words and in
sol-fa syllables, and hand signs might be added to the
exercise."’® Szilvay's method 1is group oriented. Although
Kodaly'believéd one should be taught to play an instrument only‘
after he can read music,»Szilvay attempts to have the child see
a "néte-picture" and hear a sound and vice veréa. He feels this
is hot hindéring the development of the audio-visual capacity to
hear internally but is enhancing it. Thus the concept for each
string . is learned v?— e.g. from  highest string to lowest is
pictured a bird, mother,iﬁather'and a big bear. Each of these
indicates . to the child something about the pitch quality of the
note. This isvlater transferred to coloured strings of yellow,
blue, red and green of different thicknesses according to pitch.
Szilvay 1is concerned with the content of his programme when he
says, "A well-chosen collection of Songs and musical pieces will

provide a background and contribute to the basis of the future

’51bid., p.4.
761bid., p.5.
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emotional life of the child."’’ Szilvay's.goal in music teaching
is to develop not only knowledge and skill but_also to develop a
weli rounded personality. He cautions teachers not'tovdemand”
prdgfess beyond thé child's normal rate of dévelopment.> vThe
method appears to be sequential and leaves a great deal of room
for the teacher's imagination. Since this method is devised for
very young children a diffe:ent approach would be needed with
older children - one in keeping with the basic premises but on a

‘more sophisticated level.-

II. Listen, Look and Sing by Aden Lewis’®

| This'Kodaly.based method conéisting of six volumes and a
" correlated listeniﬁg programme to accompany each follows a
sequence similar to-the Hungarian method initiated by ‘Kodaly.
Aden . Lewis prdmOtes music literacy through sequéntial‘ and
cyclicél»learning experiences involving rhyth&ic movement, inner
'heariﬁg;. singing,'.games, 'creativé activities and writing
‘activities. _

| The programme is vocally orientea élthough resonator bells
aﬁd recorders may bé incorporated at appropriate levels.. The
~ usual "tools" of the Kodaly method;-such.as rhythm syllables,
hand_sighs, and sol-fa syllables are used. The pitch"sequence

(soh mi la re and doh) and the sound before sight procedures are

771bid., p.7.

78Aden Lewis, Listen, Look and Sing, Grades ' to 6,
(Morristown,New Jersey: Silver Burdett Pub.Co., 1983).
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followed. This series of materials is also valuable in that it
has a correlated listening programme. Each volume 1is small
enough to allow the féacher to incorporate his own materials and
.content. It is pbssible that the regular classroom teachéf.in
the primary grades could implement this programme with little
outside assistance. |

III. Threshold to Music - Mary Helen Richards

Mary Hélen_ Richards was one of the first to adopt thé
Kodaly_method of music'edﬁcation for use in the public schools
in the United States. As’with the Kodaly system, her programme
is based on a sound rhythmic foundation using rhythm syllables
and movement, The melodic patterhs are based én‘the pentatonic

scale with the use of sol-fa syllables:and hand signals. Both

Kodaly and Richards concur that music literacy is a means to

achieving greater musical understanding. Richards here »has>
~devised é step-by-step process of-fifst hearing, then feeling
and then'reading music. She states,v"The basic instrument - for
blearning music is the voice."’? |
~Charts are provided to assist classroom teachers 'in
presenting '-méterial “and to help regulate the  teaching
procedures. Richards alleges they' may be wused for training
anYone‘of any age to understand and to read music. However, the

Threshold to Music was devised for the first three grades where

7SMary Helen Richards, Threshold to Music, (Palo Alto,
California: Fearon Pub., 1964), p.viii. ’ .
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"...teachers in each of the primary grades must master the
material to be presented in ali of the primary gfades if they
are to teach the music work of their own grade accuratelyv.and
cOnfidentlf."°°

Richards cautions that "...the foundation must be built .
gradually and carefully, but with great enthusiasm."®'
Four vital points stressed are:

1. The joy of music must be communicated by' an
enthusiastic teacher. '

2. The child is the musical instrument.

3. The elements of music are felt. Children must learn
to respond to music they see 1in the same way they
respond to the music they hear.

4. Two-part activity is the most useful teaching tool.®?

801bid., p.x.
81Ibid., p.129.
821pbid., p,129,
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Chapter 3
| BASES FOR‘ A COMPREHENSIVE MUSICIANSHIP PROGRAMME

Rationale for the Use of the Voice

The voice, the child's - first instrument,  has undergone
experimentation with tones in a variety of ways from birth.
Because a child comes to school equipped with a voice and some
prior experience - with 1it, the voice is the logical instrument
with which to begin. Not only is the voice cost free but also
it 1is part of_the person which makes it a persOnai and uniqﬁe 
instrument. Singing encourages the development of pitch
perception and vocal independence. Pitch recégnition,'.
intervalic relationships and  intonation can be taught
effectively with the voice. Kodaly supports this statement when
he says, "...the‘ human voice, the finest of all instruments,
free and accessible to everyone;.,should be the foundatiqn ~to
instrumental playing."' Landis and Carder say of Kodaly's method

that:

The basic mode of instruction in Kodaly's method is
singing. He believed that the voice 1is the most.

'Helga Szabo, . The Kodaly Concept of Music Education,
(London: Boosey & Hawkes, 1969), p.4, 20.




57

immediate and personal way of expressing oneself in

music...students should be taught to use their voices

as well as possible. Pure tone and accurate

intonation are required. - Development of inner hearing

contributes to this ideal...?
Kodaly maintains that "He who is taught to sing first, and only"
later to play an instrument will grasp the real meaning of every
piece more quickly."® Bennett Reimer says that, "Singing
is...(an) effective way to actively engage children in music.
processes so that these processes can be more clearly understood
and more powerfully experienced."® Long also commends teaching
singing because "Choral experience correlates more highly with
music discrimination than does band or orchestra experience
because - singers...must listen...more carefully than do
instrumentalists."®

Instrumentalists, as Jarvis explains, 

...identify with this personal experience in learning

the = importance of the voice 1in attaining basic

musicianship ...Dizzy Gillespie acknowledged - the

importance of being able to say (sing) a musical

.phrase. Many research studies emphasize the value of
vocalization.® o - _

2Beth Landis and Polly Carder, The Eclectic Curriculum in
American Music Education: Contributions of Dalcroze, Kodaly and
Orff, (wWwashington, D.C.: Music Educators National Conference,
1972), p.50. ’ ’

3szabo, The Kodaly Concept of Music Education, p.20.

“Bennett Reimer, "Patterns", Music Educators Journal, 58
(April 1976):22.

SNewell H. Long, "Performance‘and Music Discrimination”,
Music Educators Journal, 58 (July 1972):51.

sWilliam Jarvis, "Say It To’ Play It", Music Educators
Journal, 67 (January 1980):44.
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Roger Sessions concurs with Kodaly's concept of "inner
hearing" development when he says,

The listener's real .and ultimate response to music

consists not merely in hearing it, but inwardly:

reproducing it; - and his wunderstanding of music
consists of the ability to do this in his
imagination.’

This is a part of the singing process.

Speech therapists',and reading specialists notice the
assistance of the singing voice in developing auditory
discrimination. ~Gladys Uhl suggests that "To 51ng well one must
: dlscrlmlnate between consonants and vowel sounds."

Kodaly, 1in his writings, encouraged the use of the voice
and frequently reiterated William Schumann's ideas:

Try to sing, however small your voice, from written

music without the aid - of an instrument.  This will

sharpen your ear...Sing in choirs often, particularly

the middle ©parts. This will help you to become a

better and better musician...The fingers should follow

the will of the head and not the other way around...

Music teaching in Latin countries starts with singing

and therefore thelr 1nstrumental playing also has the
nature of 51ng1ng

Lois Choksy states that "...musical iearning must bégin
with the child's own natural instrument -- the voice...If one

were to express the essence of this education in one word, it

"Roger Sessions quoted by Malcom Tait, "Self in'Sound",
Music Educators Journal, 67 (March 1980):50 o

8Gladys Uhl, "Singing Helps Children Learn How to Read",
~ Music Educators Journal, 56 (April 1969):45.

Kodaly, "Who 1is a Good Musician?", The Selected Writings
of Zoltan Kodaly, p.186-191, ' :

'9%Choksy, The Kodaly Context, p.7.



céuld dnly be -- singing."'® Chalmers Doane says that "The fact
that singing is the besﬁ way to train'the :ear is pretty ‘well
acéepted within the music education community."'! He also says,
"Singing is essential in training the musical ear."'2 Because of
its contribﬁtioné to de?eloping musicianship, the voice has been

‘embraced as one of the major media in this approach.

Rationale for the Use of tﬁe Ukulele
. The ukulele in the general music -cléssroom in  the
intermediate grades is Ipractical because itv can be used in
conjunctibn with the major instrumént, the voice. In'.this
context,' the ukulele can be employed to foster andrenrich the
vocal experience through its ;ole és an adcompanying_ tooi.'.
Other roles for the ukulele 1ie.in solo, ensemble and large
group playing of a purely instrumental nature. Because it hés
the -Capébility of producing rhythm, melodies and hathonies_the

ukulele_qén_assumé the above functions.. |
" One of the advantages of teaching the ukulele at this age
level is its size. Not only éan it be carried from one. location
to another by the child but it can also be piaYed without the
stfétching probiems encountered. on the guitar. Also, - the
.ﬁkulele is relatively.inexpensiVe so that a school district or

an individual child can cope with the cost. The -tone of the

''"Chalmers -Doane, ""Singing the Strings", Ukulele Yes,
5(1980):5. ' '

'2  Chalmers Doane, quoted in "The Ukulele_Ideél to Teach
Music", Ukulele Yes, 2 1(1977):10 :
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ukulele is soft and fherefore not irritating to parents in the .
home when the child is pracfising.f

From the teacher's point of view, visualizing the tones and
" semitones on a fretted string instrument has definite
pedagogical advantages. The ukulele is capable of producing
- both linear and vertical pitches so that all the basics are
. possible on the instrument. Another advantage for the teacher
is that all students are learning the same instrument and so.the '
problem of divérsity of instrumentation such as bands and.
orchestras encounter 1is eliminated. The‘ukuleie also prepares
students for playing other -fretted 1instruments such as the
guitér which mayibe'offered in high school.

In keeping with the comp;ehenéive.musicianship orientation,
the ukulele can be adapted to many activities. The potential.
for integrating and reinforcing concepts using first the voice,
then the ukulele, énd finélly both media together is also
advantageous. A bfoad repertoire is attainable on the ukulele.
Doane acknowiedges this'when he says, "The wukulele's i:énge is
limitlesé.;.and young people can be taught to play everything
frbm‘the claésics.to jazz and pop tunes."'® Therefore, beéause
of  the wukulele's overall versatility it is suited to assist‘in

this approach to‘develop comprehensive musicianship.

- 13Chalmers Doane, "?ocus_'80'", Ukulele Yes, 5(1980):2.
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Model of Requirements to Develop Cdmprehensive Musicianship

~

b} X . .
The following model is an overview of the components that
contribute to the overall goal of the approach. Each compbnent

is equally important to the total programme.
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MODEL OF REQUIREMENTS TO DEVELOP
COMPREHENSIVE MUSICIANSHIP
. (Figure 1) ‘

[ Comprehensive Musician |

. rhasic Musicianship_Skillsl | IAesthétic Attributes |

aural perceiving
dextral " responding
‘translatable _
duration
: ‘ ' : linear pitch
[Activities] vertical pitch Repertoire|
» tempo
Performing timbre " Folk
-singing form - Renaissance
-playing dynamics Baroque
-moving - style Classical
-chanting Romantic
Analyzing Modern
Organizing Popular
-composing
-arranging
-improvising
| Sequences| [ Developmental Procedures |
: based on '
Pitch - tritonal o
Duration - rhythm -+ growth development of child
Performance spiral nature of learning
Analytical continuous progress
Organizational multiplicity of experiences

varying ability levels
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Conceptual Framework of the Eight Major Concepts

The concepts to bé dealt with in  this approach are
-separafed into eight categories. .These categories were selected
for their usefulﬁess in adapting them to both the voice and fhe
ukulele. Each concept 1is broken down into subconcepts to
clarify and identify the‘contenﬁité be covered.

1.0 Duration

1.1 Beat

1.2 Meter - accented and unaccented beats in groups of
twos, threes and fours

1.3 Rhythm —‘pltched or non-pitched patterns of longer or
- shorter durations - "grouped together and which may be
punctuated by silences."'® - .

2.0 Linear Pitch
2.1 Relative and Absolute Position of Pitches
.1 higher or lower than a given pitch
.2 the same as a given pitch
.3 pitches ascending stepwise or skipwise
.4 pitches descending stepwise or skipwise
2.2 Phrases
2.3 Melodic ostinati
2.4 Intervals
2.5 Scales, tone set and tonal centre
2.6 Melody without harmonic support - monophonic

2.7 Two or more simultaneous melodies - polyphonic

2.8 Imitation of melody at the same pitch or
different pitch -

'“Edelstein et al, Creating Curriculum in Music, p.25.




3.0

4.0

5.0
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Vertical Pitch_

3.1 Chords - three or more pitches sounding
simultaneously
3.1.1 Triads :
3.1.2 Four note chords
~3.1.3 Seventh chords
3.1.4 Tonic chord
3.1.5 Chord clusters

3.2 Cadences
3.2.1 Perfect
3.2.2 Imperfect
3.2.3 Plagal
3.3 Modulation

3.4 Harmonic . accompaniment and ground,’bass - a melodic
line may be supported by a harmonic accompaniment

3.5 Double stops - two notes sounding simultaneéusly-

- Form

4.1 Motives

4,2 Phrases

4.3 Themes

4.4 Periods - two or more phrases

4.5 Introduction

4.6 Coda

4.7 Types of forms

4.7.1 A B - binary

4.7.2 A B A - ternary

4,7.3 A B ACA - rondo

4.7.4 Theme and variations

4.7.5 Ballads = strophic
Timbre

5.1 Classification

5.1.1 Strings
5.1.2 Woodwinds
5.1.3 Percussion
5.1.4 Brass
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5.1.5 Voice type
5.2 Determinants of timbre
5.2.1
5.2.2 Shape
5.2.3 Material
5.3 Tone Quality
5.4 Role in musical expression
6.0 Dzhamics' _ |
6.1 Levels - pp, p, mp, mf, £, ff
6.2 Gradual and sudden changes
6.3 Expressive quality contributing to:
 6.3.1 Unity
6.3.2 Variety
6.3.3 Form
7.0 Tempo
7.1 Fast, slow and medium - Speed maintained
7.2  Gradual or sudden changes
7.3 Contribution to expréssive guality
7.3.1 Unity
7.3.2 Variety
7.3.3 Form

8.0 Style

8.1 Cultﬁral and environmental

8.2 Historical

Basic Skill Development foeromprehensive_Musicianship

Music, being a temporal, aural art form, demands  a high
level of concentration and awareness for certain periods of
time. The periods of required concentration may be short at

‘first . and increase as the attention span of the pupils
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increases.. Thus the teacher's task is to judge the period of
time the pupils are able to.concentrate,-start with that and try
to gradually increasevit. | |

.The basic musicianship skills to develop comprehénsive
musicianship are listed under the headings of aural, dextral and
translatable merely to try to differentiate the types of . skills
to be developed. These headings were‘used.effectively in the
MMCP programme.> In reality they are seldom used sepafatelyV but
rather in combination with each other. This is exemplified‘hére
in the strategies for teaching specific concepts with the song -
"Land of the Silver Birchv. The skili categories are listed for
each egample. | | |

The three skill categories afe not always given the same’
‘amount of time or consideration and therefore do not always
progress at the same fate.. The éural skills develop from the
time one .is born and dévelop acco:ding to aptitude, experience
and guidanée. Dextrai skills also develop'early as 'the child
-.éXperiments vocally with sounds that he is able to méke. - Gross
motorkdeVelopment occurs before fine motor and therefore delays
the playing of instruments. Translatable skills are the .last.to
develop and_sometimes are neglected. The problem thus presents
~ itself in that what the child is able to read is very simple
.when compafed to what he 1is able to decipher aurally. The
challenge is to somehow advénce all the skills without retarding
or stopping any one for the benefit of the other. Thefefore,
what the child can play.dn an instrument by eér will be.morg

advanced than what he can play from the written score. The
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child can listen to and aurally anaiyie much more complex music
than he caﬁ sing, play or read. However,ithe three skills .must
come together at some time in order to develop the weakest link
(translating). This can be done by simplifying the written

score -- 1i,e. presenting the main theme, or motive in a key
readable by the student; having the pupil play this theme_ or
motivé and then playing'a recording of an ofchestral arrangement
of the selectién; In  this  way‘£he dektral and translatable .

skills can be enhanced as well as the aural skills challenged.

Aural Skillé

Aural skills depend a great deal on tonél memory for such
concepts as linear and vertical pitch. This means that a
certain amounf of repetitibn ié required. ' For example,  to
remember what a perfect fourth sounds like, or what the tonic.
~and dominant chord sounds 1like involves a great’>deai of
practice. To develop these skills students need to experience
the cdncepts in many diffefent ways to ensure .and consolidate
understanding. Thus, a perfedt fourth could be experienced,
formally taught and practiced in the form of soh,.to doh. The
same proéedure could.be‘followed with lah, to re; re to'sbh; and
mi to lah within, the framework of the penfatonic. ‘All are
perfect fourths but all have a different vantagé point according
to their position in relation to the tonic. As students
progress' through the phases they then experience the perfect
fourth within the diatonic -- doh to fah and ti, to mi.
| Aithough tonal membry plays a secondary part in the concept

of duration, rhythmic memory plays an important role here. For
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| the students to repeat correctly é rhythm given by the tgacher
'or.andther student‘reQUirés a certain amounf of‘experiehce "with
v-rhythmic elements. This may be accomplished through clapping
given ththms; writing given' .rhythms; dictating . fhythms'
theméelves ‘to the class; saying the rhythm‘syllables; saying
speech ththms; freely moving to rhythms; doing fseﬁ :dahce
.rOUtines,' étc.  The cbncept of duratioh is also relative. The
veighth_néte'iﬁ relation td the quarter nbte is twice the speed.
'Thevquarter.note'in relation to the half nofe‘is half its Spéea.
It is.through theselrelationships that we can ascertain the time
Value_of a given note. If the quart¢r note is the tempo beat
and used as the ndte value to which othér.nofes are related,
_notating rhythms .becomeé clearer. V‘The'.sﬁudentsi simply askv’
~ themselves how many soundethey hearbto'each tempo béat. The
Vtempo'beats_can be written as .. __ ___ f__and the rhythm beats'
inserted such as 1 [ 4 . Pupils in Hungary with.daily
‘practice and aftention to duration have beén known td listen_to;
mémorize,and notate a:thirty-two’beét'rhythm dictation vithin a
very short time span. This again requires concentrationvand
practice. |
Aufally,-the other concepts, form,  dynamics, - timbfei and
style, are much simpler to develop. Form is'linked to duration'
and linear pitch and their _similarities and differenées.
Dyhamics is an_entity unto itself but is linked someﬁhat to form
andl style. It .fs a concept that is easy to discern aurally.
Timbre increases in difficulty as it becomes more reStriétive.

For example, in order to gradually increase aural discrimination
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difficulty, the differences between classes needs to léad to
differences within classes of instruments. | | |

Aural skills are listed in the Phase 1 and 11 teaching

strategies for developing specific concepts usiﬁg the song."Land
of the Silver Birch" under the heading "skills". Some specific -
items to develop basic aural skills contributing té
_comprehensive musicianship would be to:

- describe basic elements of gorh (similarities,
differences, Qquestion-answver, number  of
phrases, etc.) ' : '

- identify the tonal centre

- idenfify a closing cadence

- distinguish between acceptable and unacceptable tone
guality

- idehﬁify dynamics - pp, p, mp, mf,.f, £f
- identify legato and staccato

- identify modulations

- identify beat, meter and rhythm patterns
- identify‘pitcheé | |

- identify the way pitches mové

- identify mood

differentiate between acceptable and unacceptable
improvisations and compositions

Dextral Skills

Dextral skills are those involving muscular movement -
through singing, playing or bodily movement. Singing and moviﬁg
to music begin very early in life developing muscular control to
produce certain pitches and to move parts of the body in time

with music. Because playing an instrument requires fine motor
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co-ordination, mény previously unencountered problems are
presented. It is therefore necessary to iéolate these technical
deficiencies from time to time. For ﬁkulele, initial dextral
skills are of utmost importance and need to be taught, re-
emphasized and cotrectéd immediately." Students very quickly
develop set holding ‘and finger positions; With some students
five repetitions may be all that is neceséaty to solidify the
muscle memory and from then.Onrchanging that muscle movemeht-
cpuld be very difficult. However;,if great care is taken to
form the correct mﬁscle patterns. in the beginning stages no .
reteaching will be necessary and fewer corréctions wili. be
required. The  teacher ‘must -be és perfect a model as possible
for the imitator S£udents.' Every student's holding position ~in
the class needs' to be checked constantiy during the fifst fewA
lessons. 1In othervwords, dextral skills must take priority.:
above other skills whén' the students are forming muscular
movements and positions that are foreign to them. Once the
correct basic positions are established the focus of attention
may shift to other skills. The translatable skills éan be put
aside fér a short time while the basic positions ére being
established thus allowiné the students to place all their
‘attention on muscular coordination. (See Technical Exercises
Without Music Notation.) Aural skills are used along with the
dextral ones to determine whether the correct nq£e, or chord, is
being played. Dextral skills, such as holding the ukulele
correctly, using the correct finger posifions énd finger playing

positions, eventually must become automatic in order to gain any



- facility on the

~positions are

instrument.

students, but

An

A
instrument. The moré correct the the basic
thév greater the chanée' for facility on the
incorrect position. may feel -easier fdr some

as the ' technical difficulties increase these

faults will hamper the progress of the pupils.

Some basic dextral skills to develop comprehensive

musicianship in Phase I are:

to sing

songs by rote

‘to repeat a given rhythm or melody

to improvise vocally and on melody bells -

to'sing

to sing

to sing

ternary

to sing

to sing

to sing

and play using dynamics - p, mp, mf, f
and play in a legato or 'staccato StYle .
ahdvplay basic forms - rondo, binary and
forms | | A _

and play cadences - VI, IVI, VI I, IV
and‘play with accebtable tone quality

using hand signs

Some basic dextral skills in Phase II1 are:

correct

angle of holding the ukulele

left hand thumb positionb— behind neck of instrument

left hand finger position - curved fingers

left hand finger placement on finger board -

right hand position for strumming

general

right hand placement for strum
-right hand wrist action for strum

right hand finger‘action for strum

body position
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- rith hand digit movement
- left hand barr chords
Since the left hand ié u%uaily weaker than the right in right-
héndéd peoplé, finger strength, facility and cdordinationv need
to be developed. Both guidance and practice are required for :
correct hand position. |

Translatable Skills 1

Translatable skills are covered in Phase I leading to thé
use of the ukulele in Phase II. The ukulelebin this approach_is_
tﬁned .to the key of D -majof, 'the strings being (lowest to
highest) A-D-F#-B. Instead of beginning in C major, as  is the
case with the recorder and the Orff instruments which play in C,
F and G pentatdnic, the ukulele will start with‘D pentatonic and
proceed to G and A pentatonic. In Phase I this does not cause

any real problem since key signatures need not be used at the

outset. For example,
O 0‘9
71 - a, Z —n O i
— O Y5 0% o = "
7 57 vT F T e

The tritonal approach deals first with doh, revand mi in each
key, following the simple!visual rules, such as,vif doh is in a
space mi is in the space above. For this concépt key signatures

or clef signs are not required but become necesséry when playihg
the ukulele in Phase II. The relationship of frets to semitones

is also established here allowing the pupils to create chromatic
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scale batterns.

Some baéic musicianship skills that de&elop the
translatable aspect are: | |
- to read notes from the staff
- to read rhythms
- to write notes on the staff
- to write rhythms
- to franspose
- to iaentify on a staff,‘dbh,_or'tonal centre
- to.recognize'a writtén rhythm pattern that is sung

or played |
- to write from memory a melody usiﬁg known notes
- to identify the terms piano, forte and mezzo
- tb_identify the terms 1egato.and staécato, and how
~to wrife them ih muSic_

The basic aural, dextral and translatable'skills(_that help
in the development of comprehensive musicianship are taught
_throughv thé performing, _analyzing'ahd brganizing activities.
The skills are in actuality inseparable frombthe_activities, but
have been isolated,here_to show the significant part they play

in a comprehensive musicianship programme.

ACTIVITY FRAMEWORK

Performing -- Playing, Singing and Moving

The performing activities are generally the ones on which
.most attention is focussed. In many ways this is justified as

it signifies to the teacher that the students can or cannot do
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what they were taught. However, most children are good
imitators and devise means to acquire the co:tect response,
someﬁimes without much understanding of what they are actually
doing. There are instances where the students are asked to
perform music they have never heard before;las in sight—readihg,
rhythm alone, or rhythm and melody combined. Here no amount of
~imitation could accomplish the task. |
- In a comprehensive musiéianship_prograhme the moré types of
performance activities employed the more chances the  students
have of unde;standihg the concepts, and utiliiing'thé skills.
.Thus; until the ukulele.iszintroduced in Phase II the plaYing
| activities are - delegated to classroom .per§USsion,_ melédy

_instruments and body percussibn. These should'incluae drums = of
various sizes and shapes, wood blocks, sticks, finger cymbals,
individuél resonator bells, Orff pitched-percussion instruments
and recorder, to name a few. Body movement can be incotporated
into all phases of the progrémme, and should not be overlooked
once the ukulele is introduced in Phase II.

The performing activities require aural skills. ~_The.
students must be able to discern whether the sound is right or
~wrong, and why. All performance depends on this. bAural
discrimination thus becomes the keynote. of all performing
activities. | |

'Dextral skills, those requiring muscular movement, are also
part of every performing activity. Such requiremenfs include
movement of the throat and diaphragm to produce the coirect

pitch while singing, correct finger movement required to prbduce
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"the correct note on the recorder‘or-ukulele, and co-ordination
of the feet with the beat of the music required to do a dance.

The dextral skiils must be nearly automatic in order to function

when called upoh. Often frustration reéults‘wheh'the mind knows
what to do, but the. muscles do not respond adequately.» A
programmme mﬁst_allow time for technicai drills in ofder‘ to
vauire‘ the necessary quick muscular respOnSes to mental .
commands. (See Technical Exefcises Without Music Notation  for
Ukuléle- as an example of. isdlatihg ~and promoting dextral
skills.) | |

| Translatable skiils, those requiring reading note pitdhes
and/or rhythms are not always used invperférming'activities} In
general, movement, whether it be-free.or»constfucted dance, does
not require reading. Singing or playing by imitation (rote) or
‘by improvisation also do not require trahslatable skills.;‘.But
playing ‘and singing from written music requires translatable
skiils7albng with aural and dextral skills. It is because of
the many skills incorporated at one time that this area becomes
one of the most difficult with which to deal. Thus, to allow
attention  to focus on heérihg and reading the notesAthe dextral -
skills_must'be éé'automatic as'possible.‘ Using the voice to
bégin reading music allows the students to concentraﬁe on the.
aﬁral_.and translatable aspects. The aural development is
invaluable in the later phases for judging pitch‘aﬁuity’and
pitch accuracy. The translatable skills are taught follo&ing
the linear pitch sequence. Hand signs are used to demonstraté

visually the'highness or lowness of the notes in relation to:
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~each oﬁher. The = sequence is generally tritonal, e.g. doh.re
mi. In such tritonal patterns students can.relate each pitchvas
follows: | | |

doh in relation to mi is lower

doh in relation to re is lower

re in relation to mi is lower

re in relation to doh is higher

mi in relation to re is higher

mi in relation to re is higher

re is the pivotal note between doh and mi

o O
[ =4

V.4 I
Eeo 0 ~ LF-

N

N g
F: :
' d r m

3
Q_
S
3

T Q)

8
d

The rélationships'of the three pitches is thus establishéd.
They are performed (sung), moved to,(hand'signed); visualized
and written_(staff notated).' Other tritonal groupings are doh
re 'lah, and doh lah, soh,. Once the tritonal relationships are
learned they ére_linked to other notes-where.:new relatiénships
are est?blished in a four tone sequence, e.g. doh re mi 1lah,;
doh re lah,'soh,; and doh re mi soh.‘-These four tone 5sequenées
are then related to a fifth tone_and results in the pentatonic,
~scale. . |
The doh note is indicated by a key -- | . Oncévthe 'Qisual
placement of the notes is estéblished and the relationships
between them, the translating skills become automatic. The
~aural aspect, the ihner hearing of a tone ‘in relationship to
another tone, alsd becomes automatic as tonal memory:- is

developed. The process takes time and practice. Therefore,
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this first phase is a very important cornerstone and needs a
certain amount of "digestion" before proceding to Phase II.
~Analyzing -- Listening, Describing, Identifying, Comparing
o and Distinguishing Between .

-- Reading, Writing and Moving (when the purpose is
analytical)

Analyzing activities should be in progress a great deél of
the time. Like organizing, it tends to be put aside because of.
bthe time element. Often telling ﬁhe students instead of ésking_
them to analyze and discover for themselves seems a more
efficient use  of time. ‘But teiling‘ does _not' ensﬁrev
vunderstanding._ A comprehensive musiciansﬁip programmevvrequires
the pupils to think. and search for answers. Because ofbthis
- process they come to a gréater' understanding of music. This
;does not .méan‘students should discover everything themsélves.
It does méan, however, that the tools necessafy for.the inquify
néed btb be experigncea, formally taught and reinforced througﬁ
usé and pfaéﬁice. Anélysis'is ‘one means of réinfofcing‘ the .
basic elements or concepfs which aré the building blocks of
music. Just as children gradually develop ~a - number sense in
mathematics, so they gradually devélop a rhythm and pitch sehse'
in music. "Analyzing activities are required to assist 1in the
understanding and application of cqncepts;'

| The listening activity demands concentration and focus of
attention on certain aspects of the music. The_ teacher may
direct’ the students to identify aurally the number of beats in
' ééch measure (duration); the_intervallic leaps within a section

(linear pitch); the number of chords used in a phrase (vertical
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pitch)} the number of phrases in a‘ song v»(form);“‘ the
‘classificatioﬁ of 1instrumentation iﬁ é symphony (timbre); the
use of dynamics in a ‘section (dynamics); the tempo‘ changes
within a sonata (tempo); and the repeated rhythmic pattern,ih'a.
Habanera (style). One pfoblem with thelvlistening activity is
hbwA to ascertain whether or not the ©pupils are’ actuélly
listening. Because of thisv dilemma, written .quizzes help
students to pay. closer attentioh and judge for.themselves
whether they are analyzing correctly és» well' as inform the
teacher how each ‘pupil's analyzing abilities are developing.:
Listéning actiVitieé need.to be geared Very carefully to the .
concepts already _taught{. Immediate feedback is cruciél to
inspire confidence in listening abilities. Ideally, after, the
papers of = a listening aétivity have been coilécted a replaying .
6f the material and an oral presentation of the correct answers
‘(by teacher or pupils)vbwould have more impact than delaying
feedback unfil the next period. The listening quizzes mayv'be
Ashort, cpnsuminé little time, but reaping big dividends'in
learning because of their poSsible frequency. ' The  1istening
activity éncourages development of aural skills. Dextral skills:
may also be utilized if movement is included while listening and
interpreting the music. 'TranSLatable skills may be'feQuired
during the listening activity in the form of dictation. |

t
Describing is another aspect of analyzing that can include

verbal, written or dextral skills. For example, the students
could say what they think the mood _of: a piece 1is, write a

description, or move to the music in such a way as to show the
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mood of the piece. All the concepts can be described in various
‘ways.

Another aspect of analyzing is identifying. This activity

could - require the identification of the title of a piece of
music ér the number of times a motive appears in a score. It
can be a written (words or notes), vérbal (sung or expressed in
words) or dextral‘(played or moved to) response. In the dextral
response the students could move in similar ways to similar
sounds they hear inbthe music.

Comparing is an analytical activity_ thch réquiresztwo
items (notes, bars, mbtives, themes,'phrases, sections or whole
pieces). It may involve éomparing concepts préViously studied
and applying them to the above. For example, the rhythm of oné"
section .in a piece can bé isolated, compared to another section
and similarities noted. Comparisons-need’to be formally taught
in éfder to bevassured that the students are'conscidnsly aware
'df similarities..’Comparing can be done for the performance and

organizing activities as well.

Distinguishing between requires that students focUs-their‘
attention on thé.differences in what théj hear and/or see. This
can and should be done in performing and organizing activities
as well. All coﬁcepts can be analegd to note their differences
by applying aﬁral 'énd translatable skills. For example, the
linear pitch in "Land of the Silver Birch" lines one and four is
distinguished between by the perfect fifths in the first line

and minor thirds in the fourth line.

Reading, writing and moving, as apparent above, also come



80

under the heading of analytical activities. 1In reading a score
for analytical purpoées, students may determine many things they
"will need to know when perfofming that piece -- . e.g. the time
signature. Writing_musié for the purpose of analysis is another
way 6f helping students become.more aware of certain concepts. .
For example, students may be asked to notate all the perfect
fourths they hear or see in a theme. This activity . requires -
translatable skills (and aural skills if the item is presentea
aurally instead of viéually). Moving, whén the purpose is
analytical, ‘generally' entails listening to a passage and
ihterpreting_it for one,'or a combination of'concepts.b Through.
movemént studéhts could analyze ﬁhe- linear pitch, duration,
.tempo and dynamics of a piece of music. Linear pitch ‘could” be
kinesthetically déscribed through the level or height at which
'theyvmove} duration, through feet, bcdy or hand mévement; tempo,
through the speed at which they move; and dynamics, through the
strength levels exhibited. |

:Analyzing Iactivitieé hélp ‘to  develop and reinforce
concepts. Thrbugh'the students' concentrated efforts to recall
concepts, analyze and consciously use them, _understandiﬁg
emerges. The analyzing activities, then, allow students to
practisé .a process'of inquiry which can be used in all musical

endeavors.

Organizing -- Composing, Improvising and Arranging

- The organizing activities in this comprehensive-

musicianship programme' are incorporated into all phases (I, II
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and III)." They are also intégrated into each skill  categ6ry
(aural, dextral'.and translatable) at one time or another. All
skills and concepts are first prepared ‘through 'expérience,
_ihtroduced formally, and practiced befbre ﬁhey are used in
composing, improvising or arranging. .In this way the organizing
_activities act as culminating and testiné stagés, ensuring their

value in the main body of the music curriculum.

fn_the‘case of improvising, aufal and dextral skills are
feinforced, complimented by synthesis and'praCticea."Sometimés._'
it may.be desirous ﬁo memorize an improvisation and noﬁate it,
thereby using translatéble skills.. |
| .Arrangihg ‘may, 'orb méy not, encompass translatable skills'
depending‘dn its purpose. Howe&er, performihg an arrangemént
' requires aural and dextral skills. |
' Comgosing necessarily requifes aural and translatable
ékills, as compoSing implies hearing the sounds that are to be
produced and notating those sounds. The composervor'other‘
pdpils_may perfofm_the compésitions ‘requiring utilizationv of
dextrél-skills.. |
| The organizing activities.incorpérate thé_use of‘concepts.-”
The eight éoncepts listed 1in the- conceptual frémework are
considered"in each activity, no matter how briefly. ~ For-
example, the tempo of an improvisation_is'es£ablished and then
generally is not consciously thought of és other concepts vare
brought to attention. Duration, lineér pitch, dynamics, tiﬁbre
and style are dealt with in any organizing . activity. Vertical

pitch may or may not be included.
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- The organizing activities not only let the students know if
theyi have ﬁasteredbthevuse of the concepts and skills but also
act as an evaluation fof the teacher. The téachef then »has an
indication of whether the students understand the concepts, have
developed adequate skills, and what techniques need to be:
employed for reteéching; practicing .and vreinforcing ‘these
céngepts and skills.

- Through  the careful and isystematic apblication; of
_strétegies,to dévelop ‘musicianship, success in the various
activities | is more likely to occur. | Becausé of this,
experiencing the joy of muSic,and the message it carries is
Apossible through any of the avenuesvof;pe:fdrming,-analyzing orb

composing.
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Chaptér 4

'~ SCOPE AND SEQUENCING OF THE VOICE
. AND UKULELE PROGRAMME

Overview of the Three Phases

Phase I

The processing depends...greatly on the total
previous, stored experience in that particular brain.'

Basic musicianship skills and concepts - are | extremely
‘important in any music programme as they are the foundation for
comprehensive musicianship. The main purpose of Phase I is to
teach"the basic musicianship skills and concepts as efficient1y 
and effectively as possible iﬁ ofder that they may be applied to
the dual media of voice and ukulelé in Phase II. Phéée. I uses
only the voice medium to avoid‘the mechanical interferenée of an
instrument. To constfuct the broad base required for a
comprehensive mﬁsicianship programme, aural, dextral and -
tranélétablé skills need to be experienced and dealt wifh using
deliberéte, mastery learning techniques, such as those devised

by the followers of Kodaly. This process can .all be

'Leslie A Hart, "The New 'Brain' Concept of Learning”, Phi
Delta Kappan, 59 (February 1978).
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accommodated using the voice.. Jarvis'v says, - "Many
instrumentalists may identify with this persoﬁa; expetience in.
learning fhe ~importance of .the voice in attaining basic
musicianship."? | |
The consenéus of opinion regarding a programme beginning by
teaching basic  musicianship skills using the voice is
widespread. Gordon says, "To play an instrument beforevyou caﬁ
audiate or move is ridiculous.”? Kodaly had the  same ‘viewpoint
wheﬁ he said, "To teach avchild anuinstrumént without fifst
givih§ him'preparétofy tréinihg... is to build wupon :sand;"A
Gagne SaYS of. learning 1in general that, "If learning at any
- level is to oCéur,with greatest faéility, careful attention must
be'paid to its prerequisites."s
.Research in readiness procedures prior to learning ah
ihstrumeﬁt also supports their inStigation; Noble® , from the -
results of his research, stresses the value of being able to

recognize tbnal'and rhythm patternsvin notational form before

?william C. Jarvis, "Say It to Play It", Music Educators
Journal, 67 (September 1980):44. ‘

: 3Edwin Gordon,'The Psychology of Music Teaching, (Englewbod
Cliffs, New Jersey: Prentice-Hall, Inc., 1971), p.123. :

*Kodaly, "Who is a Good Musician?",lp.196.

SRobert Gagne, The Conditions of Learning, 2nd ed., (New
York: Holt, Rinehart and Winston Inc., 1970), p.274.

SRobert Noble, "A Study of the Effects of a Concept
Teaching Curriculum  on Achievement 1in Elementary School
Beginning Bands", Washington, D.C.: Department of Health,
- Education and Welfare, Office of Education, Bureau of Research,

1969). - ' :
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learning to ‘manipulate a ~musical instrument. Because note -
‘reading itself .is__two—dimensional, rhythm and pitch, Ffoseth7
suggests that students should concentrate on interpreting rhythm
notation independent of pitch notation before they read for
their instrument. This they can do by using body percussion or
>'c1assroom instruments. Thus,

The research results of Froseth...and Gordon..indicate
that any student can profit from instrumental music
instruction just as soon as he has developed the music
readiness which can reasonably be expected from
knowledge of his levels of musical aptitude.®
Gordon concludes through his research:
Instrumental music readiness, then, in the form of a
developed sense of tonality and meter and of an
established vocabulary of tonal and rhythmic patterns,
must be developed before a student can be expected to
~learn to perform well on a musical instrument.?®
MacKnight, 1in her research states, ."Control err "the
instrument and “mastery of notational  symbols are often
substituted for an understanding of music."'? Therefore, in her
experiment she initiated a tonal pattern training as oppoSéd- to

note identification training and used such techniques.as singing

in sol-fa, chanting :hythm syllables, and a conceptual approach.

7James Froseth, "An Investigation of the Use of Musical
‘Aptitude Profile Scores in the Instruction of Beginning Students
in Instrumental Music", (Ph.D. dissertation, University of Iowa,
1968). '

 ®Gordon, The Psychology of Music Teaching, p.123.
°Ibid., p.125. - |
1°Carol B. MacKnight, "Music Réading Ability of Begihning

Wind Instrumentalists After Melodic Instruction", Journal of
Research in Music Education, 23 1(1975):53. :
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The results revealed statiétically significant'differences in
favour of the experimental approach indicating to this author
that this aspect 1is possibly where the first phase of a
programmevshould begin. Phpils should,.be enchraged to read
with musical understanding using the voice rather than to read
mechanically with an instrument.

Two expefiments that lend support to thé vocalization of
music along' with instrumental performance are reported by
Tatting and McGarry. - Tatting'' implies that the experimental

" group of students receiving sight-singing instruction along'with
instrumental lessons learned to read music more effectively»thén
 thoée,students who.received' only sight reéding ihstruction.
McGarry conéludes his eXpérimént by'5aying:

Vocalization as a teaching procedure is significantly
effective 1in developing performance skills for

" instrumental music students below = average
ability...vocalization is @particularly effective 1in’
the absence - of this bias (private

- lessons)...vocalization had a 1levelling influence
which narrowed the achievement range within performing
groups, thereby facilitating selection of repertoire ,
the formulation of lesson plans, and efforts to
sustain interest during rehearsals.'? '

Therefore, it seems possible that developing basic skills ahd'

concépts using the voice prior to playing an instrument could

'"Warren Frederick Tatting, "An Investigation of the
Effectiveness of Teaching Melodic Aspects of Music Reading By
Means - of Dictation", (Ph.D. dissertation, University of
Minnesota, 1975). '

'2Robert J. McGarry, "A Teaching Experiment to Measure the
Extent to Which Vocalization Contributes to the Development of
Selected .Instrumental Music = Performance Skills", (Ed.
D. dissertation, New York University, 1967).
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result in more efficiént,and effective instrumental programme in .
Phase II. :

‘Another reason for including” vocalization prior ~to and
along with inStrﬁmental performance_lies in the-interpfetation
of music; Many conductors and educators wutilize the singing
approach to help‘the'production of tone on instruments as weil
as to assist in phrasing. If teachers are going to use this
method of relating instrumental playihg‘to the Qoice then some
"prior.training_with cdncepts using the voice is advantageous.'
The baéic mﬁsiciaﬁship skills in Phése,I encompass aural,
dextféi, énd translatable . skills .as .categorized in 'the.--

Manhattanﬁille Mhsic Curriculum Project.'?® The degree to which

: thesé skills are mastered determines the level of musicianship
~that is reached; The conceptSQin this programﬁe categorized
'under the headings duratioh,‘ linear pifch, §erti§a1 pitch,
dynamics, timbre, tempo, form énd stjle were adopted from thé

authors of Creating Curriculum in Music.'® As the required

skills  and concepts: are the basis of further léarning, a high .
degree of masteryvis necessary. The teacher evaluates the level
of mastery and decides the'many routes and repetitions needed-tb>
develop competence in these basic musicianship skills.

.In learning the basic musicianéhip skills and concepts in

Phase I, the pupils are exposed to the aesthetic properties of .

'3Ronald B.  Thomas, Manhattanville Music Curriculum
Project —-- Synthesis. ' : '

'%Edelstein et al, Creating Curriculum in Music.
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shapé, space, line, colour, style and texture, and the feelings
‘they elicit. Thé. aeéthetic properties ‘and the resultant_.
attitudinal effects play an important role in fhe Kodaly concept
of educating the whole child as well as with the comprehensive
musicianship advocators.  But, because the experimenter feels
that "All new powers Bring enjoyment to the‘possessor;.;ﬁ‘s the
aesthetic or attitudinal aspects of a programme will_ not be
} dealt with here. Positive attjtudes and feelings fbr muéic can

be built by the careful and precise treatment of skills and

concepts. Barzun says that what we should be worried about is- -

" "...the course that leads nowhere because it aims only to please
by fooling around with the . art...".'¢ Garofalo, in his book

Blueprint for»Band," claims thatvattitudes, appreciations and

habits  are by-products .of his programmé that encompasses
.understanding, knowledge and skills.

‘Thé first phase covers the reading skills necessary for the
beginning ukuleie énd voice pfbgramme. .The author posits that
it is throughfthe‘attempt to master some of the aural, dextral 
and translatable skills in Phase I - using the familiar vocal
instrument that the students' chances - of success when the

ukulele is introduced are enhanced.

'SJacques Barzun, "Art and Educational Inflation", Art in
Basic Education, (Washington, D.C.: Council for Basic Education,
1979), p.12.

'¢1bid., p.12.

"17Robert J. Garofalo, . Blueprint for Band: A Guide to
Teaching Comprehensive Musicianship Through School Band ’
Performance, (Portland, Maine: J. Weston Walch, 1976)..

1y
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Phase I may require two'months or two years .depending dn
the lévels of achievement in skills and conceptual development
of the group. It is always the teacher'sidilemma as to whether
a class 1is "ready" for ‘the next phase of a programme.
Fortunately, in this music programme, when the majority of
students have reached an acceptable standard, the group may move
on to tﬁe next phase carrying with it the few remaining sfudenté
who have not achievéd"that standard. BecauSe'of the spiral,
cyclical nature of the programme, slower ~students will get a
chance to review basic skills and concepts in the nex£ phase as -
they are re—encountered.__Thé more_adept-students will vﬁévé‘ a
: chance to consolidate and expand on basic.ékills'and cohcepts.
The coéhitive, psychomotor and afféctive development will also
be allowed to progréss*at the sﬁddehts' rates of growth;-
| The level at which Phase I is geared is as simple as the
structuré of musiC]will_allbw..,It is founded on the most bésicv
skills, -COncepts’. and ‘subCOncepts as it spirals upwards
interrelating acti&ities, concepts and content. The follbwing
are some exampleé of'concepts that can be introduced; developed
and practised_using the Canadian folksong, "Land of the Silver
Birch". Each one must be experienced, brought té thé'students'
_cdnscidus awareness bj direct teaching and explanation, and
repeated in order to develop wider and deeper understanding.
Each major concept :will “be numbered consecutively and each
subconcept numbered after the decimal point'as'follows; | |

e.g. Duration 1.0

beat 1.1
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ﬁetér 1.2
rhythm 1.3
Activities will be catégorized into three areas:
P = Performance activify

0

Organizing activity

A = Analyzing activity

Skills will be designated as:

a = aural
d = dextralv
ot o= translatéble_

Phase I1I
(tiCe and Beginning Ukulele Programme)

If the requifed basic musicianship skills have been
achieved in Phase I, the beginning ukuléle skillé should be vthe
focus here. However, Dbasic aural and translatable skills and
the eight major concepts will be reinforcéd using the ukulele.
The only new element initially .will be the dextral skills
required to play thé ukulele. |

Duration_éonéepts can be performed by plucking individual

strings or . by strumming chords. The linear pitch sequence may

 be presentedvdsing one, two or three_keys :(D, G or A major)
depending on the level of the group. 'Wiﬁhin a group.there may
be more than one level. The lowest level could play in D major,
the middle group coﬁld cope with D and G major, and the top

group could handle D, G énd A major. Thus all groups could be
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equally challenged. The vertical pitch sequenée involving'aural

and visual identification of chords could again be handled 'inv
three 1levels of abiiity_as the three keYs, D, G and A major are
inéorpdréted. When a child is unablevto_play eQery chord in a
key he may be able to sing one note of the chord and thus
fulfill some pérformance criterion until he can play it. = Doane-
calls this "singing the strihgs"_(choosihg one.string to sing
while fhé cho:ds change). Another possibility 'is to_:sing the
root -(tonic) of the chord and "pic" (pluck with’finger).it'on
thevukuleie_at the same time. Singing'thevstrings and_'singiﬁg
the roots also enhances.aural development. - '

Form, timbre, ' dynamics, tempo and style are all
._incofporatéd into the first thrge concepts. Music, :in "most
instances,__ compriseé all. the concepts ~and cannot be
'realisticaliy séparated; For focussing on a specific skill, or
making‘.the child aware 6f a certain subconcept,Aan item may be
- extracted and then put back into tﬁe sélection. This resulté in
thé wholé, part, whole approach. This synthesis also assumes
that thé 'final whole presentation'Will be different from the
‘inifial whole, as moré insight and understanding of concepts are
attained. |

Essehtially Phaée Ii is a repétition of Phase I 'with- the
addition of the ukulele. 'Dextral_skills'need a great deal of
attention thfoughout Phase II. Exercises for these are in the
section  "Technical Exercises for  Ukulele Without Music
Notation". Exercises can be played musically re-enforcing

designated @ concepts. For example,' fingér patterns for |
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strengthening fingers, and‘fof gnining dexterity and a feel for
the fingerboérd can be'done using thé_métérs 2, 3 and 4;- Many
‘variations of accent could' also be wused. | The recyciing “of
concepts at highervleyels in varied waYs plays an important part -
in developing comprehensive musicianship. Single strumming
chords with a steady tempo is a prerequisite to more difficult
strum patterns just as keeping a steady tempovwhile‘singing or
clapping is a prérequisité to strumming with a steady tempo.

The left hand and right hand skills need to be practised
fOcuséing on gggAhand at a time. If the 1left . hand jtechnique
requires all the child's a'tltention_, the left hand should be .
practised_Separately, then combined with the right- hand':(which‘

should initially be kept as simole aé possible). For example,-ﬁ
whilé thé_child is learning the 1left . hand configurations for
chords the right hand should play single'étrums. Once_the_ieft.7
hand becomes somewhat automatic, the focus can then shift to the
right hand Strumming pattern 'which can "be. incteased in
difficulty to a double strum. The right hand strum patterns are
seqﬁenced under "A Possible Chord Sequence fot.Ukulele". v

- The second phase, 'lfke’the first, is merely one route to
developing aural, dextral and translatable skills but with the

addition of‘the_ukulele medium. The sequence can be adjusted to
a..certain' extent to the pupils; neéds,‘and does not havé to be
adhered to rigidly. The aural skills are naturally more
developed than the. others. Thus, this suggests two routes of

development:

1. aural/dextral (hearing, singing or playing)
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2. translatable/aural/dextral (readingb or writing/

hearing/ singing or playing)

In the first route, the ear leads in discriminating what
pltches it wants to hear the voice sing or the wukulele play.
There 1is 1in _the performer's mind a preconceived idea of the
sounds he wants to produce. This approach relies a vgreat deal
on ronal and rhythmic memory which can be developed through
"trial and error",’repetition,and musical experiences. In the
second route,»:the performer looks at the score or writes the
- score, hears the written notes' and plays aocordingly,  The
second route reqguires more steps as the performer is: compelled
to deal with the readlng process. Ideally, both routes need to
l be developed Simultaneously vwith equal _attention,;m This is -
possible in all phases of this programme through the activities
of performing, analyiing and organizing. | |

Aural skills need to be developed in conjunction with
dextral and translatable skllls. _The instructional procedures
and act1v1t1es are designed to encourage this dual development.
Phase I1 has skills and concepts integrated.

The 1linear pitch sequence for singing and playing develops
along a continuum beglnnlng with two pitches doh and re (for
note readlng DE; GA; A B and for aural presentatlon any major
- second) and continues to include all the notes of the pentatonic'
" scale. As seen in the "Linear‘Pitch Sequence kfor Singing and
Playing" section, a range from 1low A (lowest note on thé
ukulele) to high F§ is encompassed. A wide singing range is

thus encouraged. Pupils can play and sing their pentatonic
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songs in three keys using single notes‘or,chords.

The time line for this sequence will differ with each
group. It may take advanced groups part of a year. An ordinary
Vclass,‘ wiﬁh miked levéls, will necessérily feduire moré time‘
than an advanced group. The phases do not indicate the grade or
the years spent - on the ihstrUment_ but simply indicate
.achievement level. ‘The goal is ‘not to finish each phase in
recofd ‘time, but rather to teach ‘skills and .concepts
effectively.'- The goal is tovdevelop comprehensive musicianship
at'whatevér_level the.child is - cépable. The basics leafned
thoroughly; gandb.integrated and éyntheéized through a myriad of
activities; wiil sﬁana_a pupil in good ‘stead_bfor. continued
growth in the high school. 'Rushing through a curriculum without
providing_adequate expe:ienceé for concept and skill devélopment
'will not acdomplish the goal of comprehensivetmusicianship.
‘Therefore, the timing of any curriculum reéts with the teacher's’
expertise inrasséssing progress each step of the way. (See

Evaluation Procedure Summary)

Phase III
' Phase 111 takes the pupils further up this spiral.
curriculum to include a melodic sequence of major scales, minor
scales and modes. The pitches and their placements on the staff °
for the most part = will already be known. It is a‘matter Qf
~putting them together‘in the correct order. For example, the
notes ofbthe D major scale have all been covered in'Phase II in

the pentatonic. . The notes of the G major scale will ~also  have
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been éovered.- rThe, only new note to.be-ihtrOduced is G'. The
‘notes of the A major écale have_been covered except for G#' andv
A', The méjor scales of C, E‘and B are then added. Minor -
scales, albng with the Doriah and Aeolian (natural minor) modes
make up the new material in Phase III, Because ceftain scales
are specified does not preclude the introduction of other séales
as the teacher'sees”fit. . These may bé_ discovered aurally  or
fheoregically;
. Summary
.The three phases are boundless as each.one can be extended
 with materials and activities. The progrémme is an _ongoing
sequential learninglcycle of prebaring concepts, presenting them
~and praéﬁiéing théi; épplications,with the voice and/or‘ukulele;'
Each phase has  a skill compénent (aural/dextral/trahslatable)
"and an -activity component (perforhing/énalyzing/orgénizing).

The concepts; skills and activities are continuously integrated..

Linear Pitch SequenCe.fdr Singing and Playing
‘The following linear pitch Sequence .is appropriate for.
Phases I, .II and III. It need not be strictly adhered to but
offers a guideline for introducing and integrating  linear
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LINEAR PITCH SEQUENCE FOR SINGING AND PLAYING:*

Phase I and II -- Pentatonic
Sol-fa D Major G Major A Major (both octaves)
dr D E G A A B
drm D E F# G AB A B C#
dr 1, D E B, G A E, ' A B F#,
dl,s, D B,A, G E,D, " A F4,E,
dr1l,s, D E B,A, GAE, D, - - ABF#,E,
drml, D E F# B, GABE, A B C4 F#,
drml,s, DEF# B,A, GABE,D, A B C# F#,E,
drms DEF§ A GABD . ABCHE
drms]l DEF# A B- GABDE ABCH#EF#
drmsll,s, DEF#AB,A, GABDEE, D, - ABCHEF#F#,E,
. : P P
0 Qg 19
al P %)
P -0 ¢ E o ¢7 ;
. 19110 r—au : - - - O*IM
Phase III -- Diatonic

D major scale (all pitches have been,ébvered in Phase I and II)
G major 5cale -~ introduce C and G’

A major scale -- introduce A'

‘Dorian mode

Aeolian mode

* Any note below the tonal centre (final note) is designated by
a comma following the sol-fa syllable or the letter name. Any
note an octave or more above the tonal centre is designated by
an apostrophe following the sol-fa syllable or the letter name.
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Learning Outcomes for Each Concept

(Adapted from the goals in
Creating Curriculum in Music'®)

I Duration

II

Students will:

1.

W N
. o

Develop and demonstrate awareness of beat -and will
detect and indicate beat, if present, in music, speech
and environmental sound. '
Be aware of the function of accentuatlon in music.

Develop an awareness of rhythm as a fundamental source

of motion in music and a sensitivity to various

rhythmic phenonmena.
Develop an awareness of meter as an organlz1ng force

" in music and a sensitivity to varlous metric patterns

and combinations.

Develop a sensitivity to extended 51mu1taneous use of
different rhythmic or metric patterns. :

Linear PitCh

- Students will:

Develop a sensitivity to sound and  pitch as

-fundamental elements of music,

Develop a sensitivity to the rise and fall of pltch

patterns and contours and to the relationship between

pitch contour and overall musical effect.

Develop a sensitivity for the phrase as a musical
entity. -
Develop an ability to recognize intervals, scales and
tonal centre. They will be aurally familiar with and .
sensitive to these phenomenon and will understand

their function and use in music.

Develop a sensitivity to melodic lines and to the1r
use in musical compositions. They will be familiar
with monophonic and polyphonic textures and be able to
distinguish these from homophony.

'®Edelstein et al, Creating Curriculum in Music.
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Vertical Pitch

Students will:

1.

Be sensitive to the vertical organizations of pitch
that produce harmony and to the wuse ‘of harmony in
musical composition. They will be familiar with
various harmonic traditions and practlces.

Develop an ability to recognize tonal center. They
will be  aurally familiar with and sensitive to the
phenomenon of tonality and will understand its
function and use in music. . -
Develop a sensitivity to the wuses of harmony to
accompany musical lines. They will be familiar with

- homophonic texture and will be able to distinguish it

Form

from monophony and polyphony. :
Develop a sensitivity to the simultaneous existence of
two or more tonal centers or to the relative weakness
or non-existence of tonal center. They will be
familiar with various composxtlonal practices relating

. to these phenomena..

Students will:

1.

>Devélop a‘sensitivity to the existence of wunity and

variety in music and an ability to identify the

. sources of unity and variety in musical compositions.

2.

Develop a sensitivity to the existence of structural
units in music and a famlllarlty with the uses of such
units in musical composition.

Develop a sensitivity to form and structure within and
between small and large units in music. They will be
familiar with the structural principles by which the
elements of music are combined to produce the
phenomenon of form, and will be knowledgeable with
respect to the wvarious formal structures in which
music has been and continues to be organized.

Timbre

Students will:

Be sensitive to differences 1in timbre and will
recognize distinctive timbres. ' _

Be familiar with the factors that determine or
influence timbre. _ L
Be familiar with the role of timbre as an expressive
element in music and with the function of timbre in
defining musical form.
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VI Dynamics
Students will:

VII Tempo

Be sensitive to differences. in dynamlc levels and - to
changes in dynamics.

" Be  familiar with the factors_ that determine or

influence dynamics. :
Be familiar with the role of dynamlcs as an expre551ve

element in music and with the function of dynamics in
defining musical form. '

Students will?

1.

Be sensitive to dlfferences in tempo and to changes in
‘tempo.

2. Be familiar with the role of tempo as an expressive
element in music and with the function of tempo in
- defining musical form. .
VIII Style

Students w1ll-'

1.

. 2 L]

Develop a sen51t1v1ty to style in music and an ab111ty
to recognize the characteristics that define musical
style. :
Be knowledgeable with respect to the factors that
influence style and will be familiar with diverse
musical styles of past and present.

Instructional Objectives for the
Concepts to be Taught

(based on Creating Curriculum in Music'?)

I Duration

A. Beat
Stude

1.

nts will:

Demonstrate the beat by stamping, tapping, clapping,
snapping, patsching and marching to music while

'91bid.



B.i Meter
Stude
» 1 [ ]

2,
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singing or listening. (These movements creating sound
off the body are called body percussion.)

Represent beat in notation and will translate such
notation into sound. '

nts will:

- Demonstrate various meters by singing, moving and

using body percusion.
Aurally and visually 1dent1fy and dlstlngulsh between

-various meters.

3
4.
C. Rhythm

Stude

- 1. )
2.

" 1I Linear

Notate music in various meters ~
Improvise and compose music in various meters.

nts WIll

Perform rhythm patterns.

Identify and distinguish between various duratlonal
values of notes and rests.

Notate rhythm patterns. :

Organize durational values of notes and rests, and
combine them in units of various lengths. '

~Perform and notate rhythmic ostinati.

Stude

Pitch
nts will:

Distinguish between higher and lower pitches.
Demonstrate melodic contours by physical movement.
Reproduce melodic contours represented by traditional
and nontraditional notation.

Compare and describe melodic contours.

Represent melodic contours graphically or by notatlon
Improvise and compose wutilizing specific = melodic

‘contours.

Perform pitch patterns and phrases mu31cally
Represent pitch patterns and phrases by movement.
Identify and analyze pitch patterns and phrases by
using traditional or invented symbols.

Notate pitch patterns and phrases by using traditional
or invented symbols:

Improvise and compose musical phrases.

Perform melodic ostinati.

"Given aural or visual examples, identify, compare or

notate melodic ostinati.
Create melodic ostinati.
Demonstrate various intervals using the wvoice,
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16.

17,

18.

19.
20.

21.

22.
23,

24.
25.

26.
27.

28.
29.

30.
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movements and graphic representation. :
Given aural or visual stimuli, identify, classify or

‘notate various intervals. -

Improvise or compose music emphasizing specified
intervals or intervals patterns.

- Compare, analyze and describe wvarious wusages - of

stepwise patterns in aural or notated examples of
musical compositions. . -

Improvise or compose music emphasizing specified
stepwise patterns. »

- Identify the tonal center of melodies.

Perform monophonic music from various periods and
cultures.

Compare and analyze given aural or visual examples of
monophonic music. _
Notate or graphically" represent examples of monophonxc
music.

Improvise and compose monophonic music.

Perform vocal canons from various style periods and
cultures, :
Improvise ‘and compose canons. ,
Perform polyphonic music from wvarious style periods
and cultures. ’
Given aural or visual examples,-identify, compare and

- analyze various kinds of polyphonic music.

Notate . or graphically represent examples,  of
polyphonic music.
Improvise and compose polyphonic music.

Vertical Pitch -

- Students will:

1.

O VW OUNOURWN

—

—
p—y
.

12,
13.

14.

Given  aural or visual examples, 1identify chord
changes. '

Identify and analyze triads and other chord changes.
Sing the notes of -the chord.

Sing the roots of chords. _

Identify the tonic chord as the tonal centre.

Perform specified cadences.

Notate spec1f1ed cadences. ‘ ,
Given aural or visual examples, identify and describe
various types of cadences.

Improvise and compose music 111ustrat1ng various types
of cadences.

Perform homophonic music from various style periods
and cultures. ' v
Given aural or visual examples, identify various kinds
of homophonic music.

Perform specified modulations. o

Given aural and visual  examples, identify, describe
and classify modulations.

Notate modulations in specified mu51cal examples.
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IV Form
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Improvise and - compose music illustrating specific
modulations. : ' ' :

Students wilIﬁ

1.

12,

13,

V Timbre

Identify and perform recurring rhythmic or pitch
motives. : .

Given aural examples, identify motives and notate
them. - : -
Given aural or visual examples, compare and analyze
motives and the ways in which they are used. '

Use original or given motives when improvising or
composing music.

~Identify and perform themes from musical comp051tions.

Given aural examples of musical compositions, compare.
and analyze themes and the ways in which they are

- used.

Use original or given themes when improvising or
composing melodies.

Identify introductions and codas in’ music performed
Identify and compare binary and ternary forms in music
they listen to, perform and create.

Given  aural or visual examples, analyze and describe
binary and ternary forms.

Improvise and compose words demonstrating elearly‘

identifiable b1nary or ternary form.

Identify. and compare other forms such ‘as rondos,

- themes and variations, canons, fugues and ballads.

Analyze . and describe the rondos, themes - and
variations, canons, fugues and ballads they listen to,
perform and create. ' S

Students will:

Identify, compare and classify sound -sources and
timbres. , : -
Improvise, dramatize, compose and perform  works
utilizing specific timbres or timbral combinations.
Compare and describe the influence of the size, shape
and material of a sound source on its  resulting
timbre.

Identify, describe and compare various means of tone

production. ‘ _
Compose,. improvise and perform words 1illustrating
various means of tone production.

" Respond to uses of timbre by means of movement.

Given aural or v1sua1 examples, describe and compare
various composers uses of timbre.
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Through improvisation or composition, - illustrate
various specific uses of timbre,

VI Dynamics
Students will:

1.
2.

3.

Demonstrate various dynamic levels and changes in_
dynamics and utlllze them in the interpretation of
music.

Given aural or visual examples, identify, compare and
describe various dynamic levels and changes . "in
dynamics. :

- Improvise, dramatize, compose and perform works

utilizing various specific dynamic patterns.

VII Style
Students w1ll'

1.

2.

8.

Perform, with appropriate interpretation, music of.
various styles.

Given aural or visual examples, describe, analyze and
compare various ways in which duration, pitch, timbre,
dynamics, tempo and form are organized and combined in

various styles.

~ Through listening and study, describe and analyze the

extra-musical forces. _
Analyze through 1listening and, illustrate through

‘composition various functional applications of music.

Through - listening, identify, analyze and classify
examples of popular music and ethnic music of various
cultures. They will indicate the specific uses of the
elements of music on which these conclusions are
based. '

~Given aural examples of compositions inspired by or

based on folk music, or ethnic music of wvarious
cultures, analyze  and describe how composers have
utilized these idioms in their works. ’

Improvise or compose examples of popular music or
works influenced by folk or ethnic music.

Describe, analyze and compare aural or visual examples
of music of various styles, periods or cultures.

VIII Tempo
' Students will:

1.

2.

Demonstrate various .tempos and tempo changes and.
utilize them in the interpretation of music. ,
Given aural or visual examples, identify, compare and
describe various tempos and tempo changes.
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3. Improvise, dramatize, compose and perform works

- utilizing various specific tempo patterns. .

4. Respond to various tempos and tempo changes when
moving to music.

5. Given aural or visual examples, describe and compare
various composers' uses of tempo and tempo changes.

6. Through improvisation or composition, illustrate
various specific uses of tempo and tempo changes.

Teaching Concepts Through a Multiplicity of Activities

‘The following model illustrates the many avenues available
for experiencing, teaching- and' reinfbfcing' concepts in a

comprehensive musicianship programme.



105

TEACHING CONCEPTS THROUGH A MULTIPLICITY OF ACTIVITIES

(Figure 2)

Performing

CONCEPT

 Analyzing

Performing

singing
playing

moving

reading purpose 1is

moving when the
writing}

Organizing
Analyzing Organizing .
listening composing
identifying
‘describing arranging
comparing
distinguishing improvising

between C

analytical
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Chapter 5
EVALUATION OF COMPREHENSIVE MUSICIANSHIP PROGRAMMES

EVALUATION PROCEDURE SUMMARY

Evaluation, as exhibited in quality music programmes, often
determines eventual outcomes. It can be an asset ‘to both the
student ’and the teacher. - Most evaluation in music should be
formative evalu;tion. Formative evaluation is conducted during
~ the _instructionai procedure and consiSﬁs‘of "...the obsérvation
of student progress and diffiéulty in learning followed by
adjustment in ‘instructional procedures to - improve. that
progress.”! The_ofher type of evaluation is summative. It is
conducted ‘aftef the instructional procedure is completed "...to
make judgements about the effectiveness of the learning, the
instruction, or the curriculum,"?

The students shodld know exactly what the expectations are
for every step of the programme in 6rder to strive to achieve

the - standards set by the teacher. These directions and

! Educational Researcher, 2(March 1973), p.7, quoted in
David  Pratt, Curriculum: Design and Development, (Harcourt,
Brace and Jovanovich, Inc., 1980), p.228. :

21bid., p.228.
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expectations aidAinIgiving impetus to accomplishing the task.

» Every music period should be evaluated individually by the
:students.to ascertain what accomplishments were made. This type’
~of general, overall eyaluatidn of how the learning is proceeding
hayvbe carried out through student and teaéher e?aluation.» It
is interesting again to note fhét Bruner said, "Kids are not
very sure about what théy know, or about hothhey know things."?
With this general tfpe of evaluation studentsvméy’ reélizé that
they do know‘something. This also helps to build confidence in
what'they know.

" The more common type of evaluation, that of individual
testing, either written or oral, is also valuable in iettiné £he
student$ know what they know and letting teachgrs know what the
students know. Short oral tests can be done périodically"by
© individually testihg five dr six pupils on a concept 6r skill.
‘This informs the teécher immediately as to the'effectiveness of
his_teéching éna'Whetherfto'back-track of continue. This method
is 'used frequently in Hungarian music classes. An example of
this could be to ask :individuals to. clap different patterns
using the  rhythm element being studied in the lesson. Small
f groups‘dr the whole class coﬁld also be evaluated in this way."

| Written tests can be édminiStered at ,intervais further
apart than ofal tests because they usually také more time. But

~

some written work in the form of practice, or short quizzes can

3Jerome Bruner, Psychology Today, "Schooling Children in a
Nasty Climate", Interview by Elizabeth Hall, (New York: Ziff-
Davis Pub.Co., January 1982), p.59.
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be done almost every petiod requiring little time and with good
results. Fpr_ example, to write frhythms. in stickf notation
brequires Vety_ little time. The pupils can see the answers put
.on the board by their peers'and mark their own papers. The
teacher can have immediate feedback by walkingbaround the room
to see what Students are having troublevand what the problems
are.' Short }quizzes can be ‘handed in to the teacher to mark
perioditally for further feedback té teacher and students.

The goal in all testing:isg100 per cent accuracy or mastery
of Qhat ia'being taught. Bloom says, |

Most students (perhaps 90 per cent) can master what we

teach. Our basic instructional task is to define what

we mean by mastery of a subject and to discover

methods and materials to help the largest proportlon

of our students reach it.* |
‘ Certain aspects of music require_this,.others approximate it
For example, if the teacher sings a short melodlc passage and -
the students are’ requ1red to write it in mu51ca1 notation, 100
per cent_atcuracy is expected. ‘But if the students are asked to
compose a four bar phrase certainpaapects cannot be measured.
Whether_the teacher likes(the melody created or not is a purely
personal opinion.' But the correctness of the theoretical
aspects are indeed measureable. It is this dichotomy in music
--  the emotional and intellectual -- that often causes teachers

to choose one side or the other. The intellectual side should

not be neglected because teachers want all children to "love"

“Handbook of Formative and Summative Evaluation of Student
Learning, (1971), p.47, Bloom quoted in Pratt, Curriculum:.
Design and Development, p.219.
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music. The emotional ‘side should not be neglected  because
teachers believe a knowledge of the rudiments is mandatory to
ﬁhé understanding of music. Both should exist.side by side with
equal emphaSis. Kodaly makes this point time and time again.
One without the other results in an unbalanced musician.

How can we test for feeling? How can we tell a child is
" singing or playing musically? Richard Colwell5, to illustrate
that people can discriminate musicality, played a tape vof' a
pianist performing five exéerpts, each in two different ways --
once "muSically" and the second time "unmusically" or. vice
versa. It was interésting tQ note that even though the_playing'
6f the excérpts was technically identical; all present were able
to distinguish which playing of thé excerpt was "musical" and
- which was not. 'Chilareh's'discrimination in this area was also
- noticed by the experimenter. This somehow intrinsic ébility to
discriminate musiqality is being further researched. 'Aithough
the aesthetic evaiuation of performing or organizing (composing,
improvising andvarraﬁging) is somewhat possible it has to be
ﬁandled in a different manner than technical ahd theoretical
~aspects. Numbers do not always suffice. Teachers may wish to
devise a system of their own wusing words to describe the
situation such as excellent, good; average, fair or ©poor, or
simply pass or fail. Generally, excellent should be reserved

for the truly outstanding pupils. Other words that describe the

SLecture on "Evaluation of School Programmes"” on February
20, 1982 in Kamloops, B.C. for the BCMEA Conference.
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‘mood created could be used -- joyful, urgent, sombre, etc.  The
performances could be recorded on tape and played back to the
whole class for their evaluation. Videotaping could be used if
the visual aspect, such as movement, is incorporated. Elliot-
Eisner® says that we must search for new ways to evaluate the
arts. He also suggests using some of the new technology to do
this.

Evaluation should be done by all concerned in the learning
process. Individual students should evaluate their own work
constantly. ' They should also evaluate their peers' works and in
turn be evaluated by their peers. The teacher 1is the overall
examiner evaluating students, the curriculum and curriculum
implementation.

A list of possible test forms suggested by Labuta is as
follows:

1. Information examinations

o da. true-false
b. multiple choice
c. matching
d. completion
e. short answer -
f. essay
2. Listening tests
3. Student reports
-a. book reports
b. musical analyses
c. project report
d. research paper

- e. term paper

4, Interview

.~ SElliot W. Eisner, The Educational Imagination, (New York:
Macmillan Pub., Co., Inc., 1979), p.17.
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a. oral examination
b. conference

5. Performance measures

a. rating scales

b. check lists

c. adjudicators form

d. videotape scales

e, tryout

f. applied examinations (juries)

" 6. Activity inventories (what do you do, collect,

etc.?) '

a. books

b. records

c.  practice routine

d. 1listening habits

e. music file

7. Anecdotal records

8. Student logs

9. Direct observation (informal)

- 10. Self-evaluation

11. Attitude scale or opinionnaire’

The types of evaluation may take any of the above forms and
should be as comprehensive in scope as are the objectives of the
programme. Since, as  Taba says, "The scope of evaluation
determines what types or levels of learning are emphasized..."®
.a variety = of testiﬁg ‘procédures ‘is reqﬁired to test a
comprehensive musicianship programme. = All FOf the evaluation
procedures listed by Labuta may be used at some time during the

course of this comprehensive musicianship programme. The

7’Joseph A, Labuta, Guide to Accountabilty in Music
Instruction, (West Nyack, New York: Parker Pub.Co., Inc., 1974),
pp. 127,128. '

8Hilda Taba, Curriculum Development: Theory and Practice,
(New York: Harcourt, Brace and World, Inc., 1962), p.313.
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teacher needs to look at the instructional objectives and decide
on ways of evaluating them.

Creating Curriculum in Music?® lists twenty-three evaluative

criteria that are linked to specific instructional objectives
throughout the book. These criteria are mainly the teacher's
judgement as to whether the task has been completed correctly.
(e.q. ~#14 "The performance must reveal a clear awareness of
beat..." - and #7 "The performance must reflect high standards of
musicianship with'respect to tone quality, intonation, dynamics,
phrasing, style, expression, and other aspects of musical
~interpretation."'®
The Manhattanville Music Curriculum Program Synthesis
- states that evaluation procedures also emerge from the stated
objectives. Thomas says that in any comprehensive musicianship
type programme:
One of the major prihciples of this curriculum

deals with the totality of experience from the musical

and educational points of view. The  grading system

should be consistent with this principle in every way.

For example, to emphasize an evaluation of skill

development separately from the total  musical

experience which 1includes attitudes, cognition and

aesthetic sensitivity is to create distorted hierarchy

of values which can wultimately narrow the entire

learning experience.'’

The Hawaii Music Program wuses a summative evaluation

procedure by including evaluation materials at the end of each

Edelstein et al., Creating Curriculum in Music.

1°1bid., p.226.

'1Thomas, Sznthesis,_p.iz.
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unit. - They stateAthat, "These prescribe ways for you to assess
students:individually as they apply the coﬁcepts they have
studied to new musical situations."'? Although not listed under
the subheading evaluation, daily assessment is considered
through worksheets with most lessons and a checklist fbr.the’
teacher.to record student responses throughout the lesson and to
record impressions in relation to each objective. The checklist
is a three point SyStem,-- 1 = highly accéptable, 2 = to some
degree and 3 = not at all..

The problem of accountability 1is prominent in today's
literature and with parents and school boards. | In the book

Accountability and Objectivés for Music Education'?® the authors

link evaluation and objectives by wusing the objectives as
testing devices to form a check list. The students receive
numbers to indicate how well they performed_the task;

1. can achieve the objective with 100 per cent
accuracy '

2. can achieve the objective with 75 per cent
accuracy :

3. can achieve the objective with 50 per cent
‘accuracy

4. needs much help
5. should drop the course and listen to records

In an attempt to encourage a multiplicity of evaluation

'2 Hawaii Music Program, Zone 3, p.v.

133.A. Livingston, M.D.. Poland, R.E. Simmons,
Accountability and Objectives for Music Education, (Costa Mesa,
California: Educational Media Press, 1973).
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methods to suit this comprehensive musicianship programme, and
the needs and abilities of students, some examples Qfe vays of

assessing deVelopment follow.

¥

EVALUATION TECHNIQUES FOR "LAND OF THE SILVER BIRCH" (Pﬁase I)
Each item to be .tested will be number referenced to
correspond with the sectionv"An EXample of Teaching Specific
Concepts  Through the . Song' 'Land of the Silver Birch'".
Evaluation procedures spec1f1ed for each 1tem are as follows.

1.1 i Clap beat of song while singing. Grade on two point
scale - satisfactory/ unsatisfactory; the
beat should be steady and exact. Notate
beat on board while singing the song. Grade
on a three - point scale -
good/satisfactory/needs improvement; assess
aCcording to steadiness and accurate timing.

1.2 iii Conduct two beats in a bar while class sings.
Conduct with confidence, steady, accurate
timing and correct motions. Grade on a five
point scale - excellent/good/satisfactory/
fair/unsatisfactory. Retest pupils in the
bottom two categroies at a later date. Five
pupils can be tested at one time in front of
the class. Pupils can singly conduct - in

- front of the class. Each class member has a
class list and grades his peers according to
how he thinks they performed on a five p01nt'
scale as above.

1.3 vi Pupils prepare paper _ _ __ | __ .Teacher claps a
o rhythm (repetitions are more numerous in
beginning stages). Pupils notate rhythm.
Grade pupils as to correct (100% accuracy)
or incorrect. Answer may be put on board
for pupils to check, papers may be handed to
peers for checking or the teacher may
collect the papers and check them. After
completing: five of the  above  patterns
pupil(s) claps back patterns consecutively.
‘Grade pupils as to accuracy and steady beat.
Deduct one point for each mistake from a
total of 10. Any mark less than 8 repeats
the test at a later date after more
practise. ' : '



2.1.1

2.1.5

2.2

2.3

2.4

i

i
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h Pupil sings bar 1;2 and 13 'using words. Grade

b Pupils

i Pupils

according to correct intonation, rhythm, and
enunciation. Grade according to each on a 5
point scale. Pupils sing bar 1, 2 and 13 on
tape without giving names. After all
students have taped these bars play tape

‘back to <class. Evaluate as above. Guess

name of person singing.

prepare staff lines by marking off four bars.
on one line. The tone set is sung by the
teacher and pupils and notated on the board.
(d r ms1l1l,). The teacher sings bars 5,
6, 7 and 8. Pupils write notes on . prepared
staff 1lines. As a variation, teacher may
change the song rhythmically or melodically
and pupils notate the variation. From a
total of 10 marks one mark is deducted for
each error in duration or pitch. Pupils may
be presented with the score of the song in
which there are a set number of mistakes.
Pupils are asked to locate and correct the
mistakes. One mark is given for each error
detected. One mark is given for each error
corrected. '

are asked to write short answers to
questlons such as how many phrases are there
in the song? On what word does each phrase
end? Which two phrases are almost the same?
Which phrase has a wide interval in it?
Which phrase fades away? R

One pup11 performs the melodic ostinato while

Pupils

another pupil sings the melody of the song.
Then they alternate parts. Both pupils are’
judged on their ability to hold their part
securely. = Intonation, adherence to the
rhythmic structure and a musical performance
are assessed. They are marked on a three
scale system -  good/satisfactory/needs
improvement. : :

write the distance of each interval for one
phrase or the whole song. (e.g. D to A =
Perfect 5th) Pupils also state the sol-fa
names for each interval. As a variation,
pupils are grouped 1into sixes and each
person is assigned a note (dr m s 1 1,)
Each pupil sings his note as it occurs in
the song. Each group is graded according to
accuracy of pitch and rhythm on a three



2.5

2.6

3.1.1

3.1.2

3.2
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point scale - good/satisfactory/
unsatisfactory. Groups not achieving at
least a satisfactory, practise and repeat
test later. _

iv G1ven the written score of the song, pupils notate

~the tone set on the staff and label scale.:

Circle tonal centre. Given three tone sets
on staff lines, pupils are asked to identify
which one 1is for this song. One mark is
given for each response. ,

Individuals sing the song or specific phraSeS

W -

without any accompaniment. Intonation is
graded on a five point scale:

100% accuracy

75% accuracy .

50% accuracy : '
unsatlsfactory - repeat test at a later date

v Three puplls, each singing one note of the triad,

X

51ng the three triads as specified. Pupils
give their names and sing the triads on the
tape. They may play it back and retape
until they are. satisfied with  their
performance. The - class grades the
performance on a seven p01nt scale - A B C+
CC-DE. '

"Each pupil then writes what notes he sang on staff

lines or on the board giving absolute letter
names. .

ii Teacher plays major and minor chord in succession

v

X

iv

Each

Pupil

in root position and inversions. Pupils
identify as to major or minor by writing
-their response on paper. One mark for each
note in the chord correctly identified s
given. - '

pupil sings the notes of the chord played
bythe teacher as a solid chord. One mark is
given for each note sung correctly.

plays the tonic chord on the bells every

time it occurs in the song. From a score of
10 deduct one mark for playing the tonic
chord at the wrong time and one mark for not
playing - the  tonic .chord when it should
occur., :

Teacher plays the song on the piéno with chordal

accompaniment. Pupils from multiple choice



i In grou

iv Compose

ii Pupils

iii  Pupil

iv Pupils

ii Listen

xi Pupils

100%
75%
50%
less
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answers circle the chord at the end of each
phrase.

ps of four, pupils sing melody of song and
ground bass note "A" (two on each part).
Grade overall performance satisfactory or
unsatisfactory. : _

motives using the same pitch patterns as in
the song but changing the rhythmic patterns.
Correct pitch patterns = 10 marks; correct
rhythmic patterns = 10 marks. Sing motives
on tape. Teacher grades according to
correctness in singing what each pupil wrote
on a five point scale.

create movements in groups of two or three.
Videotape each group. Teacher and class
adjudicate each performance. - : - '

s perform their introduction in groups of
five. Grade as to suitability - yes or noj;
and overall effect - satisfactory or
unsatisfactory.

compose additional verses. Grade as to
correct syllabication -satisfactory/needs a
few changes/needs many changes.  Suitability
of words is satisfactory/unsatisfactory.

to two recordings of song. Write a
description of each and compare them
according to timbral effects. Say which
recording you prefer @ and why. - Grade
good/satisfactory/ unsatisfactory according
to pupils ability to aurally discriminate
timbre and give a justifiable reason for the
appreciation of one above another or equally
liking both.

move according to the sound of the drum
being played at different dynamic levels.
Move in. groups of five. Videotape each
group. Play back videotape without sound.

Pupils determine at what dynamic level the
drum 1is playing- pp, p, mp mf, f ff. Each
group is graded according to how well the
class 1is able to discern at what dynamic
levelthe drum is playing. s '

of the time = 1

of the time = 2

of the time 3

than 50% of the time = 4

inon .



118
6.2 1 On the score pupils mark in the dynamics they wish
- to use. They then perform it using their
dynamics. Grade as to approprlateness -
satisfactory/unsatisfactory.
7.2 ii Pupils write why the song should or should not have
any tempo’ changes in it after having
explored 1its possible wuses. This 1is a.
personal decision. Some editions specify a -
tempo change, others do not. Since this
question 1is mainly included to make pupils
analyze their preference most answers will
be acceptable and assessed as satlsfactory
-or unsatisfactory.
8.1 1iv Pupils write a story about what they think has.
' _ happened 1in the song. Teacher and students
listen to stories being read and together

determine if it is feasible. Mark possible
or not possible for each.

OBSERVATION OF A MODEL COMPREHENSIVE MUSICIANSHIP PROGRAMME
Some of the 1deas put forth in this the51s were used twith

the grade six and seven ,students 6f' the CMP group and are
des;rlbed in chépter 6. tOrganizing activities of,composing and
artanging .provided a stérting point for the following exercise-
example. The resultant compositions énd aarrangements were in
~turn perférmed and analyzed. | |
Students"were asked~»tq. compose muSic”usihé 'giQen the
' @itcheS'mi re and doh in the keys of D major or G major.. They
could use the followlng rhythm elements:

)ﬂAJjjjAOZJ—J—jI)
They were ésked specifically to end on the tonic. Compositions
are numbefed to retain - the anonymity of. the pupils. - All
students wete to cqmpose”withOUt the use of the ukulele in order

to encourage internalization of sound. After the eight bar
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compositioh was completed it ~was checked by the teacher for
technioal;errors. Pupils then practised their compoéitions on
the ‘ukulele, They were Iallowed to change any part of their
piece after playing it. This was done by some stuaents to} make
it easier to play or to enhance their ideas. |

Thé teacher chose at random: compos1:ions_ to bo put on
‘overhead transpgrencies. " When a student's compositioo appeafed
on the screen he/she was asked to play it for.thé class. bThen
the whole class played the éompOsition; Sometimes rhythms and
pitch progressions were reviewed before playing. This formed
parﬁ oflthe analytic process.  Sometimes the piece was sung
~using hand signs. After performing ' the piece (using voice
and/or ukulele) an analysis of thé concepts contained thérein

took place. Such as an analysis of the composition that

- follows: -
11 —t— —1 ] ——t—
/4 A . :
2 | 7d 44 1 { " 2 v 4 4 D S S S——
"'0 ’ [ d
) 4
H "
—r—t—+— f — 7 T f l — 1
— T ' i :
1 : — 1 ] | & ]
2 S _,L_JL_‘LfL_Z} —7 L —» —

'The'analyzing activities of identifying, describing, - comparing
and  distinguishing between were used to discover the components

of the composition.

Duratlon (1.0) and Linear Pitch (2. 0)
- the m, r, d sequence occurs four times in dlfferent
forms -- i.e. some notes are repeated
- the d, r, m seguence occurs two times
- the d to m skip oc¢curs two times
~ the m to d skip never occurs
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- begins on m; ends on d -

- them, r, d in bar 1 is reversed in bar 2 to d,r,m

- bar 1t and bar 6 contain the same pltches but the
rhythm is different

- when bars 4 and 8 are compared one gives the
~feeling of finality and the other does not

- when bars 3 and 7 are compared the use of
augmentat1on is noted

- intervals in the piece are: m r =M2; r d =M2;
dr =M2; r m =M2; d m =M3; unisons d, r and m

- rhythm elements used - [

- recurring rhythm pattern - _J J J an J.JJ

- m, r, d patterns compared in bars 1, 3 and 6 show
bars 3 and 6 a simplification of bar 1

~ bar 2 and 5 contain the same pitch pattern of 4,
r and m

- the - meter is 4/4

Form (4.0)
- four two-bar phrases
Timbre (5.0)

- pic melody with thumb (pizzicato)

Tempo (7.0)

- moderato _ - v

When the piece had been partially. analyzed, - further
insights asvto what effects the student desired were added. For
~ example, §ertical' pitch (3.0) was‘éddedpwith the analysie of
cﬁords. It was determined by the students that the tonic  and
dominant seventh chords would be used.to match rhe'notee in the
' piece. 'Thusvharmony (chords played on the ukulele) was added.
Some students went even further to add e second part to create a
duet. Thej ‘were allowed to wuse more pitches than in the
original composition.

Dynamies (6.0) were then decided upon to give added
interest; ’Style (8.0) was discussed - mood, effect created;

'etc.
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When. the above had been decided the pupil was asked t6~
present the composition to the class. Other - pupils were
recruited to assist in the presentation. The compoSer was also .
responsible for érranging the piece. It sometimes required two
or three pupils -- e.g. one to pic the first part, one to pic
_tﬁe second part and one to play the chords.‘ The composer could
choose to conduct these bupils or play a part. The piece was
presented on a tape.orvlive before the class. One -piecé. was
chosen_and perfofmed by the whole class at a school concert.

In the above process the organizing activities of éomposing
and arrahging_played a major role. All concepts &ere COnsidered
to varying degrees depending on the piece. Listening to pupil
compositions, 'identifying, . describing, comparing and
- distihguishing between were all employed in the analyiing
actiQities.- The performing activity of playing the ukulele ,wasv
used as well as encburagément to finclude -singing "in the
arrangement. For example, a title could be selected and 1yricsv
--words or just vowels or nonsense syllables -- written.’
Movements to accompany the piece could be aaded to complete >thé
performance activities. Through composing and arranging ax
multiplicity of activities can be involved. (See also Teaching

Concepts Through a Multiplicity'of Activities)

The students were surprised that they could compose pieces
that sounded well. They thus gained'confidenée in their ability
to make music. .All pieCes were playable and pﬁpils were praised'
for their indiviaual efforts. Through the analysis pupils

became aware of what they actually composed and gained insight
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into previously mystical activities, that of composing and

arranging.
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TWO NOTE STUDENT COMPOSITI ONS
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THREE NOTE STUDENT COMPOSITIONS

) 4

Lz
AUy

g

Nt

|
2.

1]

27

F |

] A
Illl" T
HN 1]
(ﬁ..‘- . /ﬁl

_ .

\ T : \
pareg.. | ('l
1
HR 1]
l
5 AN
. A
o] r.l.a
N : - et ’
H-N
™
. b !ll@ TT™w .
SR
3~ S
wm'ﬁw (] hw,vm. #W- -
a8 . ===




125

-FOUR NOTE STUDENT COMPOSITIONS
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FIVE AND SIX NOTE COMPOSITIONS
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Chapter 6

QUANTITATIVE EVALUATIONvOF A COMPREHENSIVE
PITCH RECOGNITION TREATMENT
| METHODOLOGY
The‘Specific Problem Investigated:

In this pilot study encompassing one aspect of a
comprehensive 'musiéianship programme, the main area of’intérest
‘waé in‘the students'iability to_raécertain pitches. within' the'
{pentatonic scale. ' |
) Maiﬁ» Qﬁestion:'Does»encountering pitchesfih a variety

of ways -as specified in this comprehensive pitéh

'récogﬁition. study ’enablel students to_significéntly

increase their ability to identify pitches?

Populatibn and Samplé

.The.two senior classes 1in an- elemenﬁary. school in the.
‘Vancouver Lower Mainland. area were selected for'administering
two music programmes. One class, consisting of 26 grade seven
pupils (13 girls . and 13 boys) was randomly assigned to_tﬁe
traditional music treatment (TMT). A second class consisting of
9 gradé six pupils (4 girls and 5 boYs) ~and 21 grade _séven
pupils (9 girls and 12-boys§ was assigned to the ComprehensiQe.

musicianship treatment (CMT). Since it is mandétory by law that
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all gradé six and seven sfudents receive music training it was
ihpossible‘>to test a.group that had no music'classes during the
treatment perioa. EéSentially, then, both groups were treatment
groups,‘one.on a traditional music treatment and the other’on a
comprehensive musicianship treatment, both using voice and
ukulele.. |

There were no obvious differences between the two classes
at the outset exceptathat‘one~class consisted of grade six and
seven pupils and the other only grade seven‘pupils, Students at
this particular school, for <c¢lass purposes,  are  grouped
hetérogeneouSly by teachers according to academic ability as.
well as on social, physical and emotional factb:s. This applied
to split classes as well. The teachers assigning students to
these two‘ classes were dnawaré that these graups would be used
in thisvstudy, ‘The achievement level.of the students in the‘iwo
classes ranged fromvthose that scored in the first percentile to
the.nihety— ninth percentile on the British Columbia 'Minisﬁry
grade seven mathematics and reading tests. The,grade sixes also
Vahowed a similar spread in their academic stahding as registefed'
on the Canadian Tests of Basic Skills. According to the results
of these tests the students as a group appeared to represent a
cross-section in aptitude and achievement. Analysis  of
cbvariance was proposed shoﬁld mathematical equating of groups
be necessary. _ |

The pretest was given to the two groupa (56 students). The
post-test was administered to 24 grade sevens on the TMT (12

girls and 12 boys) and 28 grade six/sevens on the CMT (5 boys
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and 4 girls in grade six and 10. boys and 9 girls in grade
seven). A girl and a boy in the TMT group and 2 boys in the CMT
group left fof other schools before the post-test wasvgiven.
The géneralizability of the study is limited :because _6f the

small sample size. See chapter 7 for further assumptions.

Instrumentation

The author devised‘ a 36-item pitch recognition‘ test
entitled the Madhosingh Pitch Recognition Test (MPRT), which
included tones from the pentatonic scale with "D" tonal Centfe}
(Sée _Appendix G.) Each of the 36 items consisted of two tonesv
played on the piano three times preceded by an asqending and
descending pentaﬁohié scale (D E F#.A BD' BAF4 EDB, A, B,
D). The intervals were selected randomly. Each  item took .
approximatcly 30 seconds to piay.i Pupils were asked to write
the tﬁo tones in . sol-fa syllables on a previously numbered
answer sheet. Both tonés in an item had to,be_correét fdr_one
point.. Each group took a pretest and scores were recorded.
.After a treatment period ofvapp:oximately’four monthé a post-
test, identical to the prétest, was administered to all.

A Hoyt estimate of internal consistency (i.e. reliability)
for 'the._MPRT was obtained wusing pretest scores with  the
Laboratory of Educational Researéh' Test -Analysis Package -

(LERTAP).' An estimate of test-retest reliability was obtained

' L.R. Nelson, Guide to LERTAP Use and Interpretation,
(Dunedin, New Zealand: Dept. of Education, University of Otago,




130
using a separaﬁe'sample of 40 grade five ‘students. Students
wrote the MPRT and after a two‘week'interval'wrote abmbdified
Version of the test (items‘were reordered and the test was given
on paper of a different colour andxdimensioh).b Using the SPSS-x
- Pearson correlatibn procedure? é Pearson product moment
correlation coefficient was thained for the pre- and post-test
scores of the 40 students.
" ‘Two pitches of the pentatonic scale were randomly sélected
td make up each item of a relative pitch test consisting of 36
questions. . The subjects were then required to name both.pitchés
in the order played. The MPRT_containéd'pitches which could be.
recognized without subjects having "perfect" or "absolufe"
pitch. = However, it seems"unlikely pupils would be able to
recognize many pitches without'havihg some understanding of the
relationship of the_ two given pitches to each other or to the
tone set. | |
| Experimental_Desigﬁ |
Thevdependent variable was the MPRT scores for the pretest
and post-test (24 on the CMT and 28 on the TMT). A threefway
analysis of variance (ANOVA) with repeated measures? was used to
énalyze the effects of the_independent variable factors gehder,
programme (CMT.and TMT) and time (pre and post) as well as their

interactions. Grade level scores were first tested to see if

2g50SS Inc., SPSS-x, User's Guide, (New York: McGraw Hill,
-1983). ' ' .

3 w.Jd. Dixon et al, BMDP Statistical Software,  (Los
Angeles: University of California Press, 1983). v N
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this created a difference within the CMT group.  When an
analysis of Qarianéé with repeated measufes (i.e,‘ pre'aﬂd post-
MPRT scores as the repeated factor) was performed using the
BMD:P2V statiétical programme® to see if grade was a factor in
performance, an F ratio of 3.07 and a tail pfobability of 0.0923
showed that the grade main effect was not significant at the,.05
level. It was from this point on that the grade 'si#es and
sevens were treated as one group under ﬁhe title CMT group.

"(See Appendix H for further results.) The two groups were given
different treatments as outlined below. The‘ same test was 

administered before and after treatment to both grou?s. The
adjusted means on the pre- and post-MPRT's of the CMT and TMT
groups were plotted. | |

The following statistical hypotheSes were investigated:

Hypothesis 1

A

" There 1is 'no statistically significant time factor
difference at the .05 level between the pre- and post-
MPRT mean scores for all subjects.

Hypothesis I1I

There 1is no statistically significant gender factor
difference at the .05 1level between the male and
female MPRT mean scores for all subjects

Hypothesis III

There is no Statistically significant programme factor
difference at the .05 level between the CMT and TMT
MPRT mean scores for all subjects.

“Ibid.
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Hypothesis IV

There is no statistically significant time by gender
interaction effect at the .05 level among the MPRT
mean cell scores for all subjects. ’

Hypothesis V.

There is no statistically significant time by
programme interaction effect at the .05 level among
- the MPRT mean cell scores for all subjects. ‘

"Hypothesis VI

There is no statistically significant  gender by
programme interaction effect at the .05 level among
the MPRT mean cell scores for all subjects. :

Hypothesis VII

‘There is no sighificént " time by gendef by programme
interaction effect at the .05 level between the pre-
and post—-MPRT mean cell scores for all subjects.:

jTteatment Procedures |

Both the CMT and the'TMT'subjects were familiar - with the
sol-fa system and  the co;responding hand _signs before thé
'pretest. During the treatment period.thejTMT' group did learn:
some Song materiél:bthrough ‘sol-fa preéeﬁtation, but this was
incidental rather than part of a deliberate plan. Both groups
'performed. togefher, at - school assemblies and district events.
Another commonality was the use of the voice and ukulele in the
tfeatmehts. Both groups met on Tuesdays and Tﬁursdays. The TMT
grodp met from 1:40 to 2:20 P.M. and the CMT group from 2:20 to
3:00 P.M. |

The CMT group went through the following procedure as time
permitted during fhe four month treatment. This generally took

pléce for the first ten minutes of the two periods per week.
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The ensuing comprehensive pitch recognition programme was
prepared and instigeted by the experimenter. The TMT greup did
not go through this ptocedure.' The CMT group were asked to:
1. sing‘pentatonic scale with hand_signs

2. sing 1ntervals from each step of the pentatonic
- scale

3. identify from song material pentatonic intervals
4. identify intervals played on the piano and ukulele

5. reproduce vocally and 1dent1fy pitches sung by the
teacher and individual students _

6. _write all intervals on the staff
7. play all intervals on the ukulele.

8. reproduce vocally and 1nstrumentally intervals
played on ukulele :

9. improvise with intervals using voice and ukulele
10. compose and notate p1eces u51ng some or all of
o the 1ntervals

The TMT conSisted of the following activities:

1) listening to recordings of songs to be sung and
- played ' R

2) playing these songs on the ukulele
3) singing the above songs while playing the ukulele

4) reading to varying degrees the music of the ‘above -
songs : '

.5)-composing with some or all of the pentatonic noteS"
Testing Procedure

Both pre- and post-MPRT's were given to whole groups at one
4
sitting in the afternoon by the experimenter. Pupils vere .

encouraged to do their best  on this survey type test for
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recognizing pitches. The post-test was ﬁreated similarly in
that pupiié were told to try their best on a test to see whethéf
they had'imp:0ved their ability to recognize pitches. They were
assured that this mark did not mean they would pass or fail
their music courseA'because it only indicated their ability to

recognize pitches which is but one aspect of music training. 

AnalySis
Two scores were obtained for each of 52 subjects. A three
way - analysis of variance with repeated measures was used to

analyze the factor scores.

Hypothesis I to VII

Using pre- and post-MPRT scores for'the-CMT and TMT group
boys _and girls, a three way repeated measure ahalysis of
varianée -- group by sex by occasion _with ‘occasion as the
repeated factor ~-- was performea using the BMD:P2V staﬁistical
programme. 5 The_computed F ratios and tail lprobabilities. under
the respective null hypotheses were examined for sex, group and
occasion  main effects and _their interactions. The tail
probabilities ‘were vcompared with'.the ;05 “critical value to
determine whether or not to reject the respective nﬁll_
hypotheses.

RESULTS

The 'estimate . of internal consistency reliability obtained

SIbid.
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for the pretest MPRT scores was 0,92, The value of the test-

retest reliability coefficient was 0.88. (See Table 1.)

Table'1;Test—Retest Reliability for the MPRT Using Grade 5 Pupils

Variable Cases Mean Std.Dev. Correlation
Test 40 6.63 5.71
| | 0.88
Retest 40 . 6.65 5.54

Tests of Hypothesis I

Hypothesis I

There 1is no statistically significant time factor
difference at the .05 level between the pre- and post-

MPRT mean scores for all subjects.

'As can be seen from Table 2 and 3 below all students made
some gain from pretest mean scores to post-test mean scores.

-All improved over time.
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Table 2. Means and (Standard Deviations) for CMT and TMT Gfoups

CMT TMT
Actual Pretest Mean _ 10.68 7.12
Pretest Std.Dev. | o | (8.57)‘ - (7.06)
‘Actual Post-test Mean | 15.54" o . 8.54
Pdst—test Std.Dev. . (8.50) ‘, (7.}3)'
'Adjustéd Pretest Mean '9.15 | 8.9T'>
Pretest Std.Dév{ © (8.57) >‘ (7.07)
Adjusted Post—tést Mean = 14.00 - 10.33
Post-test Std.Dev. 4.(8.50) (7.13)
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Table 3. Means and (Standard Deviations) for Subgroups
CMT(B), TMT(B), CMT(G) and TMT(G)

_ - Boys ' Girls
CMT TMT _ CMT T™MT
Pretest | 9.77 6.83  11.47 7.42
Std. Dev. (10.38) (9.61) (6.93) (3.45)
Post-test 13.38  8.08 17.40  9.00
std. Dev.  (9.93) (8.08) (6.83) - (6.37)

Table 4. Main Repeated Measures Analysis of Variance for Pre-
: = and Post-MPRT Scores of the CMT and TMT Groups

. 8§ af © MS F Prob.
Mean ©11196.97 1 11196.97  93.85 0.00
Gender (G) - 83.84 1‘ | 83.84 0.70 ‘_0.41,
Programme (P) 689.69 1 689.69 5.78 0.02
G X P - 28.60 1 28.60  0.24 - 0.63
Error 5726.63 48 119.30 I
Time (T)  247.08 1 247.08  30.60  0.00
T X G ~11.33 R 11.33 '1.40"- 0.24
T X P 72,88 1 ©72.68  9.00  0.00
GXTXP 6.35 1  6.35 0.79  0.38
Error 3.87 48 8.07 |

The F ratio of 30.60 (tail probability of 0.00) for the
time main effect as shown in Table 3 indicates gain over time

- for all subgroups tested. Thus one rejects null hypothesis I.
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Tests for Hypothesis II

Hypothesis 11

‘There is no statistically significant gender factor

difference at the .05‘level between the pre- and post-
MPRT mean scores for boys and the pre and post MPRT

mean scores for girls.‘
"As seen in Table 4 ‘the 'F ratio of 0.70 and a tail
prdbability of 0.41 indicates that the gender factor was not

significant. One therefore fails to reject the null form of

hypothesis II.

Tests:fof'Hypothesis III

vapothesis 111
There 'is no statisically significant programme factor
difference at the .05 level of pre- and post-MPRT mean
scores between all the subjects of the CMT group and.
the TMT group.

Because of the lower pretest mean score for the TMT it was:
necessary to adjust the mean scores to more accurately gauge the
: differénce_in gains made by the two groups. ' There appears to be
greater gains by the CMT group than the TMT -- e.g. the CMT

group increased their mean score by 4.85 while the TMT only

increased by 1.42. (See Figure 3 following.)
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Figure 3. Adjusted Means for CMT and TMT Groups on MPRT's
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There was a sighificent programme main effect‘as noted in
Table 4 with an F ratio.of 5.78 (tail probability = 0.02);
This, therefore, céﬁsed a rejection ef hypothesis III, Table 5
below »shews a programme main effect ‘F ratio of 12.11 (tail
probability of 0.001) thch is significant at the .05 level.
This- further }evidences’ the gain difference according to the

programme (CMT or TMT) the students were on.

Table 5. Repeated Measures Analy51s of Covariance for CMT and
TMT Groups' Pre- and Post-MPRT Scores U51ng the
. Pretest as the Covariate

Source | SS af o MS F ~ Prob.

Programme (P) = 93.82 1 93.82 - 12.11  0.001

Error o 379.47 49 7.74 | v

Time(T) . 254.33 1 254.33 31.27 0.000

TXP  76.48 | 76.48 9.40  0.003
Error - . 406.63 50 8.13 |

Depenaent t-test values were ebtained on pre- and post-teét
scores for each group. As can be noted from Table 6 .following,_
the CMT group with a 2?tailed probability of 0.000 and a t-value
of -6.58 showed a significant improvement from pre to post-test
results. Whereas the TMT's t-value was only -1.66 with a 2-

‘tailed probability of 0.110.
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Table 6. Means and (Standard Deviations) for Dependent t-test
Values on Pre- and Post-MPRT Scores for CMT and TMT Groups

CMT | TMT
Mean Pretest ~ 10.68 | 7012
Pretest St.Dev. . (8.57) | (7.06)

Mean Post-test . 15.54 8.54
Post-test St.Dev. - (8.50) | -~ (7.13)
St. Error of Mean - 1.62 ‘” A 1.44
ﬁ-value ‘ o ~6.58 -1,66';
df . o 27 23
2v—_ta.il.Prob. - 0.000 0.110

Tests .for Hypothesis IV

* Hypothesis IV

There is no statistically significant time by gender
. interaction effect at the .05 level between the pre-
and post- MPRT mean scores for all subjects. '

" As can be seen from Table 4, the F»ratio for time by gender
interaction . of 1.40 is not significaht at the .05 level. The
tail_probability of 0.24 is greater than .05 causing a rejection

of a significant time by gender interaction effect.

Tests for Hypothesis V

Hypothesis V

There 1is no statistically significant time by
programme interaction effect at the .05 level between
the pre- and post- MPRT mean scores for all subjects. .
Table 4 indicates that the F ratio of 9.00 1is significant

with a _tail"prdbability of 0.00 which is less than .05. One,
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theréfore, can assume a time by programme effect and reject

hypothesis V. (See Figure 3.)

- Tests for Hypothesis VI

Hypothesis VI

There is no statisfically significant gender by
programme interaction effect at the .05 level between:

the pre- and post-MPRT mean scores for all subjects. .

Table 4 also indicates with an F ratio of 0.24 and a tail
probability of 0.63 that there is no significant gender  by

.programme interaction. Therefore one fails to reject hypothesis

VI,

Tests for Hypothesis VII

‘Hypothesis VII

There 1is no statistically significant time by gender
by programme interaction effect at the .05 level
between the pre- and post-MPRT mean scores for all
subjects.

~ This three-way interaction with an F ratio of 0.79 and a -
tail probability of 0.38, as  shown . in Table 4 was

nonsignificant. One, therefore, fails to reject hypothesis VII,

DISCUSSION _

A significani factor‘in the MPRT study Qas.'the effect of
tiﬁe. All students, whether on the CMT or TMT, made some
progress over.time. (See Figure 3.) This supports_the»idea.that
as long as students are exposed to music training over a period

- of time some gains are inevitable. *A second significant factor
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was the effect of programme. Althéughi both .gfoﬁps idid ‘not'
» acﬁievebthe identical pretest mean score, the CMT group improved_
significantly but the TMT grodp did ﬁot (Table 6)‘indicating
that the programme probably played a role in  the 'post—ﬁest.
outcome fér the CMT group. A third significant factor was the
time by programme interaction'effect. Thé students in :the CMT:
group showed a.significént improvemeﬁt while the‘TMTngroup did
not. Thus, it may be deduced ffom this study that the ‘CMT
group, over time, produced‘results significantly better than the
_TMT. | - | | |

" Gender was a nonsighificant factor with boys and girls on
both programmes performing edUally well., Also, the interactioni_
effects of fime_ by gender and prégrammé by gender were
vnonsignifiéant, _Thé tﬁree*way"interactibn effect of gender;
~time and pfogramme, was also nonsignificant.

_‘This. vstatistical  study represented : an atteﬁpt to
investigate the _role;: that a éomprehensive_v musicianship
prcgramme,- uéing the voice and .ukulele, plays in intreaSing
- pupils’ ability to recoghize pitches of thev pentétonic"scale.
Based on theitest results, pitch discrimination waé developed to
vérying'degrees by this ége level. The differences would appéar
" to be due iafgely to training as suggested by fhe results
produced by the.CMT experiment. |

'~ It was observed that the 36-item test was long causing
~concentration problems for some studénté in both the CMT and TMT
gfoups for the pre- and posﬁ—tests. The difficulty of the items

'was randomized with some easily identifiable pitches occurring
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nearvthe end of the test when Stuaents ‘were - showing. signs of
fatique. It would be worthwhile fearranging items according.ﬁo
difficulty to see if this would influence test scores. Also'
pupils might perform better if the tést'had,been shortened to
possibly 30 items. | | |
Musical training and experiehcés outside of school were

obvious in thé_pretest results with the top scores'recofded by
pupils taking private music leSséns- (é.g.Ai-ofv the top three'
scorés, two were pianists and 6ne was a trumpét player). Even
so, gains.were made by all pﬁpils regardlesé.of private'léssons.
Muéicél aptitude, which is difficult to separate from 'musiéalr
_ expefience, appeared to play a part here as some students in the
~CMT group who did not takevpfivate lessons were able té double’
their scores from.pre- to post-test. |

' Because all students in this study participated in -school -
~and district‘eVents-the,time required fo do more aspecfs of the
curriculum in depth was not available. The gquestion arises
therefore, as to whether or not a more concéntrated CMT
“treatment would be more effectiye.. Approximateiy twenty minutes.-'
' a‘week spréad out over a four month period was however able to

-~ produce some significant gains.

 SUMMARY
It is unrealistic to measure a comprehensive musiciaﬁship
pfogramme’on oné aspect, namely pitch recognition. -However,'the»
‘Success of this programme can provide - needed encduraéement to

teachers by showing that this approach can be beneficial in this
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éegment' of music education and that possibly suéh a programme
encompassing the whole spectrum of music education could be
viable. - Further studies are needed using different age groups

and different aspects of the music cufriculum to ascertainb.its
total effectiveness and ramifications. . 1In general, it appears
that a comprehénsive pitch recognition t:éatment using the voice
-and ukulele encourages the development of pitch reéognition'

better than a traditional music treatment wusing voice and

ukulele.
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Chapter 7

CONCLUSIONS

Summary
Comprehensive_musicianShip, as it is defined in Chapterlnz,
necessarily demands that- the teacher interpre;, analyze and
vdevelop his own programme to suit the ages, needs and 'interésts
of the students. The téacher also needs to keep in mind thét

the approach is through:

1. the "basic elements" (the concepts) and the
integration thereof ‘
2.  the activities of performing, analyzing and
o organizing ' :

3. the synthesis of the 1interrelationships inherent
' in music :

4., a broad cross-section of musics from ancient to
the present; from folk music to "classical"
composed music; and from solo music to
orchestral music ’

The time required to prepare curricula frequently . inhibits
the above taking place. Therefore, the next best p:ocedure'may'
~be for teachers to look at already designed curricula and use
the parts that would be suitable and beneficial to their
students. It is with this purpose in mind that this study was

carried out.

Geherally speaking, the more students know about a subject
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the more ¢onfidence they have in themselves 'in handling @ that
subjeét. A comprehensive musiéianship appfoach thus strives to.
start with the basics and present them in such a variety of ways
that Success in grasping some understanding is 1likely. This
prograhme,' designed tb develop comprehensivé musicianship,
strives for mastery learning at _éll levels, créating"higher

v expectations'than the "traditional” method.

RECOMMENDATI ONS

.Coﬁprehensive  musicianship progfammés need to be developed
and_experiﬁentéd witﬁ'at the elementary . school level so that
many models using various media can be incorporated. -Teache:s
would then _be able to choose and adapt comprehensive
musicianship programmes to their advantage.

A longitudinal study, one’involving the implementétion of a
édmpreheﬁsive musicianShip progfamme using the ukﬁlele‘as a
classroom instrument encompéssing linear and vertical pitch and-
solo - and accompanying techniques in conjunction with the voice,
needs to be researched. The instigation and effects of the
ﬁkulele. ih “the Junior High and High_School Setting could be
investigated. Likewise, comprehensive” musiciénship 'programmes
in :the primary grades using voice and classroom jnstrﬁments
could be examinéd throUgh reéearch pfocedures to note their
effectiveness. |

| Teachers need to. be encouraged  to use comprehensive
musicianship teéhniqués through. retraining programmes and

examples of effective programmes. Teacher training could expose
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future teachers to this mode of teaching because of its appareﬁt
effectiveness. |
Comprehensivev'musicianship implementation problems such as
time allotments, evaluation - and  accountability, specific .
repertoire and special areas such as mainetreaming and1
enrichment heed to be_investigated. | _ |
-.»Similar:studies to thetbreported in chapter 6 with pupils
in the lower intermediate grades would assist in defihing at
what grades the ukuleie and &oice programme would best assist in
vmusical- learniné. It’ may be because of possibly greater.
receptivity Ieveis that younger pupilé would produee greater
_gains. Studies using the medium of reeorder in place of-»the
ukulele would help to indicate whether a string instrument

assists pitch perception to a greater degree than a woodwind.

IMPLICATIONS OF THE CMT AND TMT STUDY_

1. Musical  learning ean be  achieved in the
intermediate grades through ecomprehensive-
mueicianship 'programmee . using voice .and
,ukulele...

‘2._ Students can successfully aceomplish musical tasks
fhfough performing, analyzing and'prganizing |
actiQities in a comprehensive musicianship
‘programme.

3.  Kodaly principles can be incorporated successfully
in a comprehensive musicianship prograhme.

4. Basic musicianship skills in pitch recognition can



149
be taught through a comprehensive
musicianship programme with greatér"success
than through a traditional music progrémme. 
5. The ukulele when used in conjuction with the voiqe
reinforces the léarning of concepts in the

intermediate grades.

CONCLUSIONS |

Tﬁis study shows that Kodaly's principles and the ideals of
comprehensive musicianship can be interwoven and moulded into
one coherent proéramme. It was found that this type ofz
' programme requires more'preSentation time thah the traditional
programme becéuée of the multiplicity of ways in which concepts .
are'intrbduced.' Therefo:e, it is felt ﬁhat for stﬁdents to reap
the greateét benefiﬁs from the]prog;amme'more time is needed
than is tréditionally given (i.e. two periods a week on the
averagé). . An additionél class period per week would be a great
asset in teaching a‘comprehensive musicianship pfogramme. The
teachers' preparations are time conéuming in the initial stages
as well as tthUghput the spiral continuum., Every concept must
be coVeréd in - numerous - ways whiéh reqﬁires a great deal of
§lénning_ahd_organizing. Thus, an important' requirement in
working wfth comprehensive musicianship programmes is the
organizing ability of the teacher. Each programme should be
tailor-made for the students being taught. In order to.
accomplish this, the_ author sees the need for thé‘ teacher

himself to be a comprehensive musician, looking at music from
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composer, evaluator and performer viewpoints. This programme
can be redesigned by the 1individual teacher .having this

perspective within the framework offered here. Finally, it |is
realized that this programme is not a panacea but one approach

to encouraging the development of comprehensive musicianship.
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Appendix A

A SEQUENTIAL INSTRUCTIONAL PROCEDURE FOR PHASE I: VOICE
Major Concept - DURATION

Activity _ ' Sub-Concept Content

Students are expected to: ' o BEAT _ - "l .l J J

1. perform the beat using body ) . : : 'l -
percussion while listening . : : v *
or singing.

2. echo the teacher’'s four beats - ’ o ‘r ‘r ’r
" of body percussion. : - . o »

3. sing or listen and do any body ) . J J
percussion by alternately : ) .
externalizing the beats of one
phrase then internalizing the
beats of the next phrase.

4. sing or listen and do any body
percussion by alternately
externalizing four beats then
internalizing the four beats

5. notate the beat on the board or
in notebook while listening or

singing. (Use stick notation)
Translate the beat back into sound.

Students are expected to:

{. stamp or use other body percussion ) . : 2, 3
to the first beat of each bar while : ' ’ : .4 4
singing or listening to music
a) this may be emphasized by patsching . .

the first beat heavily and the remaining
beats of the bar 1lightly.
b) patsch the first beat and snap the : o . . . "4, 6
8

remaining beats of the bar. ‘ ' ' » 4
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Activity

c) walk with one shoe on and one shoe off
to demonstrate two beats in a bar.

d) feel externally the first beat and
internalize the remaining beats of the bar.

determine if a piece of music moves in
groups of two’s, three’s or four'’s

conduct in two’s, three’‘s and four’s.
create dance steps in duple and triple meter.
do dance steps in duple and triple meter.

determine if the music moves in two’s, three’s
four’'s or six’s. :

notate music in various meters.
(using stick notation --e.g. II . l ]| . I |||
pj ?

compose and improvise music in various

meters -- singing., moving or using body
percussion. e.g. a) rondos in two’s and three’s
b) a rondo comprising two meters -- part A in
two and parts B, C, D etc. in three.

Students are expected to:

1.

perform gquarter and eighth notes using
body percussion. (Other elements will be
added once once this is mastered with
singing or listening activities.)

say the rhythym sylliables while listening to music
echo four beat rhythm patterns given by
teacher using body percussion. ‘

echo four beat rhyfhm'patterns given by
teacher using body percussion and

‘rhythm syllabies.

echo four beat rhythm patterns by saying

Sub-Concegt

[(RHYTHM ]

Music moves in longer and
shorter durations which
are often grouped together
and which are punctuated by
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ti-ti = rw
= one beat
rest

ta-a = CJ

tripleti = []]
ti-di-ti-di = ﬁzﬁ



Activitx : ) : Sub-Concept

10.

1.

13.

only the rhythm syllables.

sing to rhythm syllables the rhythm
of familiar songs.

identify songs from their rhythms only

notate using stick notation rhythm patterns
after the teacher has presented it aurally.

notate rhythms of familiar songs.
compose and improvise rhythms. e.g.
a) rondo -- each student will make up a four .
beat pattern which is interspersed with a given pattern.
b) compose a rhythmic ostinato to accompany a song.

read rhythms from board, overhead or rhythh
cards using rhythm sytlables.

read rhythms of familiar songs using rhythm syltabies

read rhythms by using body percussion.

Major Concept --|LINEAR PITCH

Students are expected to:

1.

-identify a pitch . . ) ’ ’ ‘ . Successive pitches may
as being higher or lower than move higher or lower
another pitch. : ‘ ) : - or stay the same.

a) upon hearing two pitches sung or played
The rise and fall of the

i) sing them back using a ’ S ) pitch within a melody
neutral syllable gives it a distinctive
ii) sing them back using sol-fa ) : shape or contour

syllables and hand signs
iii) sing them back using numbers

e.g. doh = 1, re = 2, etc.
iv) sing them back using letter
names. ’

b) identify the intervail
i) in sol-fa
ii) in numbers

iii) in letters - ' :
iv) in interval names e.g.P4
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soh mi la doh re

AF#BDE

D" B E’

E C# F#

‘stems up A

stems down f;



Activity v ) ' Sub-Concept ) Content
c) notate the interval on staff ' . » ' mrd
2. move upward or downward or at the
- same level while listening to music
or singing songs to illustrate melodic
contours.

3. sing melodic contours from:
a) separate line notation and continuous

line notation -- e.g. . —
) —

— .~ m
b) contoured sol-fa syllables CJ

c) sol-fa syllables on staff
d) letter names on staff

e) notes on staff using sol-fa,
letter names or neutral syllables

1

4. compare and describe melodic contours through:

a) movement. : _ . ' ' hand signals
b) writing -- iconic and traditional notation : ’
c) reading -- singing

5. write melodic contours (pitch patterns)

a) graphically

b) in contoured sot-fa
c) in sol-fa on staff
d) in letters on staff
e) in notes on staff

6. compose and improvise vocally using
specific pitches and melodic contours
a) d r patterns: d r m; etc.
b) descending, ascending and
repeated patterns ’

7. perform melodic pafterns and phrases: ) . » o : o
: a) when singing will breath at the : ) . //””—_-—-\\\\\
: -end of the phrase .

b) when singing will show rise and . ‘
fall of dynamics in phrase and ’ . ‘=::::: t::::=>
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Activity

10.

1.

12.

13.

t4.

15.

16.

stressed words

represent pitch patterns and phrases

a) by hand signs

b) by drawing phrases in the air

c) by using body levels to illustrate
high, medium and low )

identify and analyze whether p1tches move up

or down or repeat by:
a) looking at the written score
b) listening to music

identify and analyze phfaseS'by:
a) looking at the written score
b) listening to music

represent melodic contours graphically
or by notation

compose and improvise musical phrases

vocally.

perform melodic ostinati using:
a) soh and mi
b) soh mi and la
c) doh re mi soh and la
d) doh re mi soh and la
e) to the above add low soh (s, )
- and low la (1, )

identify, compare and notate melodic
ostinati aurally or visually

create melodic lines using:

a) body levels and voices

b) nontraditional notation and voices
c) sol-fa syllables and hand signs

d) traditional notation and voices

demonstrate various intervals using
voice: .

a) sing ascending -- d r; d m;
ds; dlrs; dd'; rm;
rl; rdj; s, d; s, r;

s,m; 1, d; 1, r; 1, m;

" A repeated melodic pattern d
o s

Sub-Concept ‘ Content

may serve as the
accompaniment to a
musical work.

The distance between two .
musical pitches . . PS5, M6, m7, P8
constitutes an interval.

Each interval has a distinctive

sound regardless of which
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Activity

19.

20.

21.

1. 8;: 1, 1; s, s
b) sing descending -~ r d: m d:
mr; sm;, sr; sd; 1 s; 1 m.

1 r; 1 d; d'd using sol-fa, numbers
‘letter names and neutral syllables
c) move in direction of intervals at
. various levels ' .
d) notate intervals
i) in icons.
ii) in sol-fa
iii) in letter names
iv) on staff

identify, classify or notate

various intervals after they are played --

a) given a melodic interval aurally or
visually identify the second pitch as
rising or falling

b) given a melodic interval identify the notes
by letter names after being told the letter
name of the first note. )

c) given a melodic interval identify both intervals
in sol-fa

d) given a melodic interval identify the interval

- e.g. M2:; P4 etc.

e) given a melodic interval write in sol-fa the
interval after being told the the first
note, syllable or tonic chord

f) given a melodic interval write the interval
on the staff '

improvise or compose music emphasizing

specified intervals or interval patterns

e.g. using d r stepwise pattern; skip-wise patterns
d to m; combination stepwise and skipwise
patterns: inverted patterns and intervals;
retrograde patterns

students will compare, analyze and
describe usages of stepwise patterns in
aural or notated examples of musical compositions

compare, analyze and describe various

usages of skip-wise patterns in aural

or notated examples of musical compositions

improvise or compose music using step-wise

Sub-Concept

pitch it is built on.

Two pitches may be sounded

simul taneouslty or
successively
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descending: M2; M3; m3;
P4; PS5; MG6; mG6: m7; P8.

arm, body and
hand signals

Use all known intervals

e.g. compare Hot Cross
Buns and Mary Had
a Little Lamb



Activity

and /or skip-wise. patterns

22. identify tonal centre of melodies
e.g. final note doh (major) and
final note lah (minor)

23. perform monophonic music from -
various cultures and periods

24. compare and analyze given aural or
visual examples of monophonic music

25. notate or graphically represent examples

of monophonic music

26. perform vocally canons from vafious
style periods and cultures

27. improvise and compose canons
e.g. using pentatonic scale

Major Concept --[VERTICAL PITCH]

Students are expected to:

1. given aural or visual examples,
a) identify chord changes.
b) signify when a new chord
is heard e.g. I vI

2. analyze and identify. triads and other
chords and chord progressions
a) major and minor . triads
b) tonic dominant and sub-dominant
c) dominant seventh

3. 'sing the notes of the chords.

4. sing the roots of the chords.

Sub-Concept

a melodic line may exist
without harmonic support

a piece of music

may be created

by “imitation of a melody

by succeeding voices at the
same pitch level

Certain harmonies and harmonic

progressions tend to
establish a feeling

of tonal centre or tonic.
This tendency is referred to
as tonatity. .

A given tone together

with the third and fifth
above it constitutes a
specific kind of chord
called a triad.

An additional third may be
added to triads producing a
seventh chord
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Content
tonic (home tone)

monophonic music from
various cultures
and periods

canons

tonic chord
dominant chord

dominant
seventh

sub-dominant
chord



Activity
5. identify tonal centres -- tonic chords.
6. sing cadences
(groups assigned to each note)
7. notate cadences and triads.
8. identify and describe cadences given
aural and visual examples.
9. improvise and compose music illustrating
various types of cadences.
10. 'perform homophonic music from
various style periods and cultures
-- e.g. Baroque, Classical, Romantic
Modern, Popular, Western, Folk,
Ethnic, etc.
11 perform by singing or moving
to specified modulations.
12. identify, describe and classify, .
modualations when given aural or visual examples.
13. notate modulations in specified
musical examples.
14 compose and improvise music illustrating
specific modulations.
15. develop a sensitivity to two

or more tonal centres
simultaneously

Major Concept -- FORM

Students are expected to:

1.

identify and perform recurring
rhythmic or pitch motives.

identify motives aurally or visually'
and notate. :

Sub-Concept

Certain chord progressions
tend to establish a

sense of finality.

The feeling of tonal
centre may vary from
strong to weak or

‘may be nonexistent

The tonal centre may
change within a given
piece of music.

Two or more tonal
centres may exist
simul taneously.

Musical works often contain
brief groupings of rhythmic

or pitch patterns called motives.

Motives may function as
identifiable elements in
musical compositions
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Content

tonic chord
v

V7 I
Iv I

Musics from various

" periods, styles and

cul tures

musical selections
that change key

e.g. write Hot Cross

Buns in the key of
D and G major

. sing known songs in two
keys at the same time

musical selections
containing motives



Activity

3. compare and analyze motives and
the ways in which they are used.

4. wuse original or given motives when
improvising or composing music.

5. identify and perform themes
from musical compositions.

6. compare and - analyze themes and the way
in which they are used.

7. given aural examples of musical compositions,
identify and notatate the basic themes.

8. use original or given themes .
when improvising or composing music.

9. identify and compare binary,
ternary and rondo forms in music
they Tisten to, perform and create.

10. given aural or visual examples,
analyze and describe binary,
ternary and rondo forms.

11. improvise and compose works

demonstrating identifiable binary,
ternary and rondo form.

Major Concept --|TIMBRE
Students are expected to:‘

1. identify, compare, and classify sound
sources and timbres.

2. improvise, dramatize, compose and
perform works utilizing specific
timbres or timbral combinations.

3. compare and describe the influence of
the size, shape, and material of a
sound source on the resultant sound.

4, identify, describe and compare

- Sub-Concept

Musical works oftenr contain
melodies which may function
as identifiable themes.

Most traditional musical
forms are based in imitation
or on repetition and contrast.

Many smaller musical works are

binary, ternary or rondo.

Sounds may differ
in timbre

Sound sources may be
classified in various
ways according to timbre.

Each sound source produces
its own distinctive timbre
depending on its size,
shape, and material.

Tone quality is affected by
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Content

all rhythm symbols
and pitches known to dat

e.g. Classical Symphony

e.g  "Surprise Symphony

families of
orchestral instruments

family of ukutleles

classroom instruments



Activity . _ - Sub-Concept Content

various means of tone production. : : . ..a variety of factors . examples of same
relating to tone production
. ) ‘"e.g. playing or singing techniques
5. respond to uses of timbre by means ) : .
of movement. )

6. given aural or visual examples, ) ' Timbre provides an important
describe and compare o : . © source of unity and variety
. various uses of timbre. . - in music and serves an important

2)t function in defining musical form.
: : It may also play an important role
in musical expression.

7. through imbrovisation or composition, Musics containing vari-

illustrate various specific ) ' ' ’ ous timbres; Music in
~uses of timbre. : ' _ ' which timbral difference

are easily discerned.

Major Concept --|DYNAMICS

Students are expected to:

1. demonstrate various dynamic levels o . Sounds may differ recordings --e.gd.
and changes in dynamics and utilize in loudness. “Surprise Symphony"
them in the interpretation of music using Changes in dynamics may :

' dynamics may occur suddenly known songs or
: or gradually melodic or rhythmic
a) movement to illustrate loudness. . ’ patterns

b) body percussion
c) voices _
d) classroom percussion

2. given aural or visual examples,
identify, compare, and describe various
dynamic levels and changes in dynamics. -

3. improvise, dramatize, compose and perform ) ’ : sound-scapes
works utilizing various specific dynamic ) stories
patterns -- using movement, body percussion, . poems

voices and classroom percussion.

4. respond to uses of dynamics o Dynamics play an important
by means of movement. : - ) role in musical expression,
' : ) provides an important source of
5. given aural or visual examples, ) unity and variety, and helps
describe and compare composers’ : . in defining musical form
uses of dynamics. . ' :
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Activity

6.

through;improvisation'or composition,
illustrate various specific uses
of dynamics.

Major Concept --'

Students are expected to:

1.

demonstrate various tempos and
tempo changes and utilize them
in the interpretation of music.

given aural or visual examples,
identify, compare and describe various
temos and tempo changes

improvise, dramatize, compose and ;
perform works utilizing various specific
tempo patterns.

respond to various tempo and tempo
changes when moving to music or

rhythm patterns.

given aural or visual examples, describe and
compare various composers’ uses of tempo

and tempo changes.

Illustrate various specific uses of tempo
and tempo changes through improvisation
and composition.

Major Concept --|STYLE

.Students are expected to:

1.

perform (sing or move) with appropriate
interpretation music of various
styles. : S

given aural or visual examples, describe,
analyze and compare various ways
in which duration, pitch, timbre,

Sub-Concept ) ' Content

PP, P, Mp,’

mf, £, ff
Music may move ) fast, medium
relatively fast or slow
slow in tempo
Changes in tempo music with
may occur suddenly . ' : contrasting tempos
or gradually ’ :
Tempo plays an important
role in musical expression,
provides an important source
of unity and variety and helps
in defining musical form.
The elements of music
may be organized and
combined in a wide variety )
of ways to form characteristic Ethnic and folk
patterns and idioms. : music of various culture

Functional music
-- lullabies
-- marches, etc.
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Activity ‘ Sub-Concept _ . Content

dynamics, tempo and form are organized
and combined in various styles.

3. through listening and study, describe ) Musical style is influenced
and analyze the extra-musical - : . to some extent by various )
forces that may influence ' . . external factors including e.g. types of dances
music style. ) . . cultural, social, technological and economic forces.

4. analyze through listening and illustrate
through composition various functional
applications of music.

5. through listening, identify, . : : Various ethnic or national
a) analyze and classify examples ) groups sometimes tend
of popular music and ethnic to develop distinctive
music of various cultures - .musical styles. '
b) indicate the specific - ' ' Musical compositions may .
uses of the elements of music reflect the influence popular music
on which these conclusions are based. ) ' : ' of various national -- use of syncopation

. . or ethnic traditions.

6.. given aural examples of compositions
inspired by or based on folk music, or
ethnic music of various cultures,
analyze and describe how composers have
utilized these idioms in their works. -

7. improvise or compose examples of ' o e.g. Oriental music

popular music or works influenced -- pentatonic
folk or ethnic music Scottish music --rhythm

8. describe, analyze and compare : ) Musical styles may musical works of
aural or visual examples of music ' . be classified as, various periods,
of various styles, periods or cultures. Medieval, Renaissance ’ styles and cul tures
: i : " Baroqgue, Classical, Romantic, etc.
-Various subcategories may also be
‘identified as well as Non-Western )
. music, folk music and popular music.
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AN EXAMPLE OF TEACHING SPECIFIC CONCEPTS THROUGH THE SONG "LAND OF THE SILVER BIRCH" (Phase I)

Tone Set -- drms 1.5. 1,

[1.0 DURATION] _  Additional | Activity skill
- i Concepts .
. Incorporated
1.1 Beat
i sing and/or listen to song and tap beat, march beat, : P!
’ a.,d?
say rhythm syllables, play beat on rhythm instrument
ii do #i by alternately externalizing beat and
internalizing beat for each phrase. form(f) : P, A ~ a,d
iii do #ii but teacher performs beat while students ) Co P,A ’ a,d
internalize beat. : :
iv do #iii but alternate every two beats with students . . C : P.A . a,d
and teacher . : ' :
v do #iv alternating every two beats without teacher ; ) P.A . a,d
participation
vi notate the beat on the board or in notebook while V : ' ) P.A,O. a,d,t
listening to music or singing (use stick notation) P,A,O a,d,t
vii make up an Indian dance in circle formation deing . )
feet _ ‘ : tempo( te) . P,AO a,d’
viii read beat from board or notebook and play a ' P.A,Q a.d,t
percussion instrument, use body percuss1on or. say the
beat )

'where P=Performing; A=Analyzing; O0=0Organizing

‘yhere aéaural;‘d=dextral; t=trahslatable
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1.2 Meter

1

.3

viii

Listen to "Land of the Silver Birch" and
determine if it moves in two’s or three’s

Use body percussion or play an instrument on

the first beat of each bar

Perform first'beat loudly and second beat

softly

Use a different timbre for the accented beat
than the unaccented beat

Move (step., jump, bend knees, etc.) on the first

beat of every bar; remain still on the other beat(s).

Pupils use body percussion on the first beat of the
bar and internalize the second beat

One half of the class externalizes the first beat
and the other half of the class externalizes the
second. Reciprocate procedure. The second beat
should be accented.

Conduct two beats in a bar while singing and/or
listening to "Land of the Silver Birch"

Create a dance emphas‘21ng the first of each two
beats.

Write and identify the time signature -indicating quarter

note in groups of two -- p
: . [} L
Use stick notation to indicate meter in relation

to accented and unaccented beats —-e.g.,l

Sing and clap the rhythm of the song.

Echo teacher by clapping two bar phrases after:
an example has been given.
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iid

viii

x i

xii

xiii

XV

Echo teacher’s clapping as in #ii and say
rhythm syllables :

After teacher has clapped any two bars of
the song say the rhythm syllables.

After the teacher has ciapped any two bars
of the song identify the words that have
that rhythm.

After the teacher has clapped two bars of .
the song pupils write the rhythm using
stick notation. : ’ ’

Compose rhythm rondos using the rhythms
studied in song. :

After a song or part of a song is stick

notated sing the song/or parts in rhythm sy]lables.

Ihprovise rhythm rondos using the rhythms
studied in "Land of the Silver Birch".

Play from notation the rhythm of "Land of the

Compose an ostinato or ostinati for

"Land of the Silver Birch" using the rhythms
contained therein and play it while the
class sings the song.

Compose syllables or words, to chant with
the ostinato/ostinati.

Pupils sing and play ostinato at the
same time.

Compare and describe rhythms of bars and
phrases with one another

Compare rhythms of different bars by playing
them on different types of drums. Use dynamics
to accentuate differences. ) ‘

te . " P.A

te ’ P,A

te o A

te N A0

te P,O

1inear . P.A

pitch(1p)

' P.O

f P, A
P,A,Q
P,A,OD
P

f A

ti,dy . PLA
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12.0 LINEAR PITCH |

2.1 Relative Positions of Pitches and Absolute Pitches:

2.1.1

‘vii)
viii)
ix)
%)

2.1.2
i)
i1)

iii)

2.1.3
i)
ii)
iii)
iv)
v)

higher or tltower

compare bar 1 to bar 2 (D to A)

compare bar {3 to bar {1 and 2 as

to which goes higher = . i
compare notes in bar 7 (G F G)

sing above using hand movements or body
movements at corresponding levels to
indicate notes moving higher or lower
sing above using sol-fa syllables

sing above using sol-fa syllables and
hand signs

sing above using letter names

sing above using words of song

sing above using rhythm syllables Duration(du)
sing above using numbers e.g. res2

same

compare notes in bar { (D D D)
‘compare notes in bar 1 with notes in bar 3
compare notes in bar { with notes in bar 13

ascending stepwise and skipwise

identify ascending patterns in the song
label patterns as to stepwise or skipwise
compare ascending patterns

sing ascending patterns using words

play ascending patterns on melody bells

2.1.4 deécending stepwise and skipwise

i)
ii)
iii)
iv)
v)

identify descending patterns in the song
label patterns as to stepwise or skipwise
compare descending patterns

sing descending patterns using words

play descending patterns on melody bells
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2.1.5 Notation of above:

1)

it

2.2 Phrases
i)

ii)

iii)

iv)

v)

Vi)

vii)

notate relative positions of pitches . du
notate pitches and compare pitches
visually using

i

sol-fa
il m
letters ‘
D A
numbers : 6, 3
words . .'the 5;’-
. ‘ the bea-

sing, demonstrate, describe and compare
through movement (hand or body) the:
a) first phrase (A=a+a)
b} fourth phrase
c) first two phrases melodically
e.g. perform both phrases at the same
using two pupils or groups
line draw the contour of: ] .
a) phrase one and four; . : du, te,
describe and compare . E f, s

b) phrase two and three
describe and compare

notate phrases on staff from memory
or dictation :

transpose a phrase on staff lines S
e.g. to relative minor or tonic maJor :

(B minor, D major )

transpose a phrase orally singing words and svnQIng
Tetter names

compose and/or improvise ‘a phrase using
similar melodic contours

sing phrases incorporating dynamics (to o dy. s
show the rise and fall of the phrase)
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2.3 Melodic

2.

4

i)
S
iii)

iv)

Ostinati:
perform a given ostinato ' o - du.
€-9. J Irj J‘ } w
i 2P DD A A :
compose a melodic ostinato using o . . ’ du

notes of the pentatonic scale and perform it

compose words or syllables for melodic du
ostinato :
describe and analyze given melodic du

ostinato and those composed by pupils

Intervals: ' :

i)

iii)

iv)

v)

vi)

sing and identify aurally and visually
intervals in the song by sol-fa (on staff
and with hand signs)., letter names and numbers
-- see list of intervals contained in the song
on p. (Analysis of Concepts Contained in
in "Land of the Silver Birch")

name intervals from #1 after they have
been played or sung by singing back the
interval in sol-fa and then by interval
name -- e.g. "s m, minor third"

notate intervals played consecutively

by teacher after being given tonal centre

and tone set: . '
a) by interval name e.g. P4
b) by sol-fa names e.g. doh’ soh (d’'s)
c) by numbers e.g. 8 5 ’
d) by letter names C’ G

identify intervals from staff notation
as to interval name, sol-fa, numbers and
Tetter names

classify intervals as to major seconds,
etc. e.g. 1 s =M2; r d= M2

compose a phrase or phrases using

specified intervals e.g. ascending M2
or other intervals in the song
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vii)

viii)

identify and compare intervals

within bars and phrases e.g. phrase one --
ascending perfect fifths, phrase four --
ascending minor thirds .

compare number and quality of

ascending and descending intervals
e.g. phrase two -- five descending
intervals four ascending intervals

2.5 Tonal centre, Scales and/or Tone Set

1)

ii)

iii)

iv)
v)
vi)

vii)

viii)

sfng tone set (la-pentatonic -- 1, d
rms 1) to sol-fa and hand signs
ascending and descending

sing tone set in any order.

Sing tones in order presented in
phrases of song as teacher or pupil
points to them on the board

notate tone set on staff

sing tone set to letter names-

sing tone set to numbers

locate tonal centre ‘la’ orally
and visually on the staff ’

sing tonal centre ’la’ on cue
when teacher or pupil stops singing anywhere
in the song

2.6 Melody Without Harmonic Support (Monophonic)

i)
ii)

sing song without any accompaniment

sing song with rhythm accompaniment -
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- | 3.0 VERTICAL

PITCH ]|

3.1 Chords
3.1.1 Triads
i) listen to triads D minor, F major
and A minor played linearly
ii) listen to above triads played
vertically : :
iii) sing the triads linearly to:
a) sol-fa using hand signs
b) numbers
c) letter names
d) to ‘interval names
iv) sing the triads vertically with
pupils or groups holding each note
and using #iii format
5C(s)
3A(m) _ - 3A(m)
1F (d) 1F(d)
3E(m)
eD(1,) IF maiorl
1C(d)
6A(1,)
v) From the above chords determine what

notes could be sung in each triad by a
pupil or groups with the least amount
of movement :

e.g. A — A — A

o
T~c¢—c¢

[0 minor A" minor{F major]

1p

188



vi)

vii)

viii)

ix)

x)

xi)

xii)

xiii)

sing the new arrangement of triads . 1p
in #v using sol-fa and hand signs : i
numbers and letter names

sing the chord‘progressions - o ' 1p
throughout the song with one pupil
or group on a given part

sing as in #vii and add one ) : - 1p
pupil or group on the melody part

write the triads in sol-fa, numbers and
letter names and notate on staff

notate what was sung in #v

compare staff notation in #ix with
that of #x :

triads can be built on any note of
scale -- listen to triads played on
the piano or ukulele on each step of
and identify them as to major or minor

notate intervals from the song
played vertically

3.1.2 Four Note Chords

i)
i1)
iii)

}v)

v)

listen to the song played on the

piano or ukulele using three chords

D minor, F major and A minor. . Identify
aurally how many chords are used

identify auraitly the quality of
chord as to major or minor '

sing each chord linearly using _ , 1p
sol-fa and hand signs, numbers, letter ’
names and interval names

sing each chord vertically with pupils
or groups holding each note (see #3.1.1 iv)

identify chord changes played 6n

the piano or ukulele -- note when
the chord changes and to what chord
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vi)

vii)

write chords in sol-fa, numbers and
letter names and notate on staff

organize the three chords to

show the least amount of movement
between notes whenperformed by
individuals or groups starting with
D minor (see #3.1 v)

3.1.4 Tonic Chord

i)

ii)

iii)

iv)

V)

vii)

viii)

ix)

x)

listen to the first and last chord
of the song -- analyze as to quality
and sameness

sing the first and last chord to
sol-fa, numbers and letter names

notate and label chord as tonic
(home chord), la centred (root note)
and Roman numeral T

notate D minor chord in rcot, first
and secondinversion using sol-fa,
numbers, letter names and notes on staff

sing chord in #iv in root, first, B p
and second inversion using sol-fa,
numbers and letter names

sing chord in #iv vertically - 1p
with individuals or groups holding
each note (use above procedure)

relate first and last ncte of song
tonic chord :

identify the D minor chord in
root position and inversions from
staff notation

experiment by writing chords and
playing them on bells

experiment by playing chords on bells
and them notating them
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xi) sing pitches with other pupils to

form

chords, identify the pitches

using bells or piano and notate

3.2 Cadences

i

i) listen to the final phrase of the song
and identify and label the final chord
as the tonic (1)

ii) listen to the final chord of the first
phrase in relation to the I chord; sing

both

chords and note the starting notes

in root position; discover what number to

call

A, (V). by counting up the steps of

the scale

ii) label D minor to A minor as chord
numbers I to V and as an imperfect cadence

iv) note
e.g.

3.4 Accompaniment
: i) ground bass

i

4.0 FORM

a)

b)

ii) sing

ii) sing
#3. 1

4.1 Motives

the chord that ends each phrase
phrase {1--V phrase 2--V,
phrase 3--1. phrase 4--1

from the three chords discover what note
occurs in atl (A) : :

an individual or group sings the note A
throughout the song while another individual
or group sings the song ‘

and/or play on bells the roots of

and/or play the triads as -in
vi with the melody

i) identify aurally recurring rhythmic
and pitch patterns '

p
1p

p

du,
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ii.)

viii)

iy)

v)

4.2 Phrases
N

ii)

iii)
iv)
v)
vi)

vii)

4.5 Introduct

i)

identify visually recurring rhythmic
and pitch patterns

sing reéurring pétterns using words
and sol-fa hand signs

compose or improvise motives using
pitch or rhythmic patterns from the song

compose or improvise motives using inverted
pitch patterns from the song

label each line (phrase) to indicate 1likeness
e.g. ABBvC

create movements to indicate phrasing i
movements are repeated as patterns are repeated

do phrase markings in the air while

singing the song e.g.

pupils or groups of pupils sing a
specified phrase; all sing phrase 4

sing the words of phrase 2 and 3 at

the same time using individual pupils

or groups and note the difference at the
end of the phrases

write bars 8 and 12 in:
a)sol-fa b) numbers c) letter names d) notes

write phrase 2 and 3 as above

ion

create a rhythmic and/or melodic
introduction using some pattern/s from
the song ' - - :

add dynamic markings
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iii) perform the introduction ‘ ‘ ~ PL(A) .oa,d.(t)
iv) analyze and evaluate introduction ’ ’ _ ' v ' A A, (t)

v) notate introduction ’ C ' ‘A0 t

4.7 Types of Forms

i) analyze, describe and identify fornm ’ : © du, 1p ' : A t

of song as strophic ) ) . ’ A t
ii) identify repetition of words within . A ' v t
phrases
iii) note phrase 4 is labelled refrain ,‘ _ ' ’ A ‘ ) t
iv) write additiénal words for phrases.1 and 2 0 Ca,t

5.0 TIMBRE

5.1 Classification

i) classify three types of timbre that . . A » a -
could be used effectively for the song

ii) identify and describe the voice quality ) A a,d
that is needed to present this song .
e.g. soft, longing, hopeful, homesick, etc.

iii) sing and dramatize the song to o du, 1p P,A,O a,d
portray the feelings contained therein

iv) explore drum sounds on same and : du, 1p P.A ' . a, d
different instruments and decide which
timbres are most appropriate for accompanying,
introducing and ending the song :
5.2 Determinants of Timbre
i) discover through experimentation what ) . : P,A . ' a,t
effect size, shape and material have on ’ :
resultant sound :

ii) perform the song with drum accompaniment du - P,0 a,d

193



iit)

pupils decide on use of recorder to
introduce, accompany or end song: teacher
as directed by pupils )

5.4 Role in Musical Expression

i)

ii)

move to the sound of various drum
timbres played by teacher or pupils

listen to recordings of various arrangements

- of the song and describe and compare the uses

iii)

iv)

v)

timbre

compose a rhythmic composition using the
rhythm patterns in the song on drums with
different timbres

play rhythmic compositions of #x

pUpils decide on use of ukulele to

-introduce, accompany or end song: teacher plays

as dfrected by pupils.

(6.0 DYNAMICS].

6.

1

Levels

i)

ii)

i)

iv)

v)

vi)

sing the song three times at three
dynamic levels

sing the song and use movement to illustrate
the above three dynamic levels

sing song and use body percussion
to illustrate the three dynamic levels in #1

sing the song and play classroom percussion
instruments to itlustrate the three dynamic levels
in #1

evaluate and decide what‘levels are suited
to each phrase

devise own non-traditional dynamic
markings for #v .
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vii)

viii)
Tix)
x)
xi)

6.2 Gradual

i)

iii)

iv)

,V)

vii)

6.3 Expressi

label dynamic markings traditionally

sing the sdng'using the dynamic
markings decided on in #v and written in #vii

play rhythmic patterns contained in the
song on drums at various dynamic levels

pupils liten to the teacher play the recorder
using the dynamic markings decided on in #v

move to drum patterns played by pupil

or teacher at various dynamic levels
or Sudden Dynamic Changes

analyze and decide what dynamic change could
occur between the beginning and end of each
phrase and notate it

sing the song from dynamics notated in #i

evaluate dynamics performed in #ii

devise non-traditional dynamic markings
to show changes - :

label and write traditional dynamic markings
to show changes
©

dramatize gradual and sudden dynamic changes
played on a drum

improvise dynamic changes on a drum using
rhythmic patterns contained in the song
ve Qualities

analtyze the feelings dynamics contributeto
analyze the unity achieved through dynamics

analyze the variety achieved through
dynamics
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iv)

v)

7.0 TEMPO

7.1 Speeds

i)

ii)

7.2 Gradual

i)

i)

8.0 STYLE

8.1 Cultural

i)
i)
iii)

iv)

analyze the correlation between dynaﬁics
and form '

set dynamic markings for the new words composed
in section on form

Maintained

sing the melody of the song at three

speeds -- fast, medium, and slow; determine
aurally what speed is the most appropriate to
the words and music .

sing the song adding vocal chordal

accompaniment at three speeds; evaluate
aurally the most appropriate speed

or Sudden Changes in Speeds

explore any possible uses of speed changes
in the introduction, song itself and coda

evaluate the effectiveness of gradual
or sudden speed changes

and Environmental

determine from words who. is singing
the song

determine from words where the song takes
place e.g. forest, lowlands, etc.

determine from the words what instrument
is playing

determine from words the message of the song
and what questions the song evokes through
words and music
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v)

note repetition of words and 1inear pitches
contributing to feeling of tonging to return

8.2 Historical Features

i)

ii)

i)

iv)

v)

vi)

vii)

note the repetition of rhythms typical
of primitive and folk music

note the repetition of intervals typical
of primitive and folk music:

compare how Indians lived in the past
and now . .

identffy range of song

note the linear pitches (pentatonic) typical of
oriental music

note the close relationship of folk
music to the love of nature

listen to other folk songs praising
nature and a desire to be emersed in it
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ANALYSIS OF CONCEPTS CONTAINED IN 'LAND OF THE SILVER BIRCH'

1.

0

DURATION

- Beat J

1.1
1.2 Meter
1.3

Rhythm elements

LINEAR PITCH

tone set - 1,

range - 1,

intervals

sol-fa & hand gigns

1,

drmsl
to 1

m

(DFG

name of
interval

P5

M2

M2

m3f

M3

M2

M2

AC'D")

numbers

I Y Y S )
) ) 4 '

6,

e

letter
‘name

po—— —
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VERTICAL PITCH

Key = D minor

Cadences - I V D minor and A minor
VI

Ostinato accompaniment - Bordun D and A

Triads within song ~ s m d and mdl,
(major) . (minor)

Form

A B BV cC; A= a+ a

Jij J ; /r.J 4r ; /fth_drj

recurring rhythms /I,fj
.

Opens with perfect fifths and ends with minor thirds

Timbre

drum accompanlment timbre (experlement w1th different

types and sizes of drums)
voice timbre

‘possible echo effects incorporated

Dynamics
introduction pp————=——=——=p
phrase one p==——"mp p—=mp
phrase two mf
phrase three mf ———————mp
phrase four mp = P
coda p —/—————==——"pp
Tempo
. steady tempo beat ' (moderato)
STYLE
monophonic originally .
Canadian folk song - Indian-like rhythm accompaniment
appropriate; characteristic rhythm
open interval - P5; narrower interxrval - m3

pensive mood created in la-pentatonic
simple folk song style with repeated motives
strophic - 3 verses
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LAND oF THE SILVER BIRCH

hz Brl'n F#‘m BEm | - F#m
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L . [ ' ‘ 1
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2. Down in the forest, deep in the 1ow1ands,
My heart cries out for thee, hills of the north
Blue lake and rocky shore,
I will return once more.

3. High on a rocky 1edge ['11 bu11d my w1gwam,
Close by the water's edge, silent and still.
Blue lake and rocky shore,

I will return once more.

* This song is documented in the book Folk Songs of Canada
bg Edlth ‘Fowke and Richard Johnston, Waterloo Music Co.,
54 191 as follows:

The words and tune of this song were contributed by Merrick
Jarrett of Toronto who first heard it up in Muskoka some
fifteen years ago. It is widely known throughout Ontario
from Lake of the Woods to Ottawa, and all through the
Muskoka-Haliburton lakes. It has been sung in summer

camps for at least twenty years, but no one seems to know
when or where it originated.
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Linear Pitch Reading and Writing Exercises

for Voice and/or Ukulele

(based on Kodaly's 333 Reading Exercises*)

Fingerinag 0, 2
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<= x=.
o o
B
4 - -
V4 - » Z . o .
¥ y o F F O
Y
. N~z 1 N
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;’ 3 7 7 /7
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*Zoltan Kodaly,
Boosey & Hawkes, 1972).

333 Reading Exe

rcises, (Willowdale, Ontario:
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Fingering 0, 2, 4
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Appendix B

PHASE I1 (VOICE AND UKULELE)

AN EXAMPLE OF TEACHING SPECIFIC CONCEPTS THROUGH
: THE SONG "LAND OF THE SILVER BIRCH"

Additional ’ Activity Skill
Concepts
| 1.0 DURATION ]
1.1 Beat
i} sing the words of the song and single strum . P! a,d, t?
the chords )
ii) sing the melody‘of'the song using chord ‘ . P a,d,t
names and single strum the chords ’
iii) do #i and march the beat : S ’ S P  a,d.t
iv) do #ii and march the beat ) P : a,d.t
v) sing the words of the song and double strum ) p a,d,t
© the chords '
vi) sing the melody of the song using chord P o a,d,t
names and double strum the chords
vii) do #v and march the beat ] o P ' a,d.t
viii) do #vi and march the beat ’ P . a,d.t
1.2 Meter
i) sing the song and single strum on the ' P . a,d, t
first beat of each bar :
ii) sing song and "pic" low A string on ' ' ) P : a,d, t

'where P=Performing; A=Analyzing; 0=0rganinzing

’where a=aural; d=dextral; t=translatable
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iii)

iv)

v)

vi)

vii)

viii)

ix)

the first beat of each bar

sing only the first syllable of each
bar and tap the ukulele on that beat

sing only the first syltable of each
bar and single strum the first chord of
each bar

sing the words and single strum two
beats in each bar accenting the first

> >
eq. || . ete.
m Am
do #v but double strum accenting the
first eighth note of each bar

eq r‘] 1 l r—| M ete

sing the chord letter names for the
first beat of each bar while singing the
melody of the song

sing the words of the song, single
strum chords accenting the first beat and
march the beat

half the class conducts two beats in a

bar and sings the words of the song while

the other half double strums chords accenting
the first beat of the bar and sings the words
- exchange parts

1.3 Rhythm

i)

ii)

"Pic" the rhythm of the song on the low
A string while singing the rhythm syllables
of the song to the melody

strum the rhythm of the song on the D
minor chord while saying the rhythm syllables

‘vp=vertical

Additional

Concepts

vp, 1p?
vp, 1p
vp, 1p
vp, 1p
vp, 1p
vp, Ip
p

vp

pitch: ip=linear pitch; du=duration:; te=tempo; dy=dynamics;

s=styte:

Activity

; ti=timbre

Skill



iii)
iv)
v)
vii)
Cviid)
ix)

x)

x1ii)

xiii)
xiv)

xV)

do #ii but use the chord progréssion
in the song )

strum the rhythm of the song using
the correct chord progression

do #iv and sing the chord names
do #iv and sing the words of the song

sing every second bar internally while
double strumming chords continuously throughout

strum and sing all the quarter notes
in the song; internalize all other rhythm elements

do #viii but sing and strum all the
eighth notes

an individual strums the rhythm of a bar
which is then identified by number and notated
on the board

pupils notate rhythms played by teacher
on ukulele :

improvise rhythm rondos using open strings
or chords D and A minor or F major

individual pupils combose and notate
a rhythm rondo which they then direct other
pupils to take part in o '

using rhythm elements in the song write
a rhythm ostinato pattern to strum on ukulele
while singing the words of the song

students are aSSigned specific
rhythms to. strum throughout the song

[2.0 LINEAR PITCH |

i)

2.1 Position of Pitches

sing a phrase
a) to words
b) to sol-fa

Additional
Concepts
vp

vp

vp., 1p
vp.1p
vp, 1p
p -

p

1p, vp
1p., vp
- vp
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P ‘a,d, t
P.A a,d,t
P,A a,d,t
P a.d,t
P a,d,t
P.A a,d,t
P.A a,d,t
P a,d,t
A a,t
0 a.,d
P.0 a,d,t
P.O a,d,t
P a,d,t
P,A a,d, t



Additional

Concepts
c) to letter names

d) to ukulele fingerings while left
hand fingers position for notes
e) to ukulele fingerings while left
" hand fingers position for notes
and right hand. "pics"
Levels: :
E ptay only phrase 1 and 4
M play phrase 1 and 4, and the first
beat of each bar in phrase 2 and 3
D* play all the notes

ii) pupil or teacher plays a bar of the
song on the ukulele: :
a) pupils echo play the bar
b) pupils identify the bar in the song
c) pupils notate the bar on the staff
lines from memory
Levels: : '
E identify bar in the song
M identify bar in the song and echo play
D do M and notate correctly from memeory

2.2 Phrases

i) one student plays phrase 1 while another
plays phrase 4; compare v -

ii) one pupil plays phrase 2 while another
plays phrase 3 - compare

iii) notate phrases from dictation
(played on ukulele)

iv) notate phrases from memory
v) play phrases from memory
Levels:
E play phrase 1 and 4; notate

M play phrases 1,2,3 and 4; notate
D play phrases 1,2,3 and 4 using solo

‘E=Easy: M=Medium; D=Difficult
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Activity
P.A
P.A
P.A
A
A
P




Additional Activity SKilY

Concepts
technique of placing chord fingerings
on frets; notate
(See Advanced Techniques for Solo Playing
"Land of the Silver Birch") ’
vi) transpose a phrase to B minor: P, A, O a,d, t
a) sing words in new key '
b) sing sol-fa in new key
c) sing letter names in new key
d) notate in new key
e) play in new key
f) play and sing in new key
Levels:
E transpose and notate phrase | and 4
M transpose and notate phrases {, 2, 3 and 4
D transpose, notate and play phrases 1, 2, 3 and 4
vii) compose or improvise a variation ' du' A0 ) a.t
on a phrase: :
a) change the rhythm by augmentation or
diminution
b) change the pitches by inverting intervals
or playing in retrograde
viii) notate #vii ' " du o t
ix) sing #vii . ' . du . P.A a.d.t
x) play #vii : ’ ' du . P.A ca,d. t
xi) sing and play #vii . _ du P.A a,d,t
xii) play and sing phrases demonstrating ~dy P,A,O a,d
rise and fall in dynamics
Levels:
" E phrases 1 and 4
M all four phrases
D all four phrases using chord
fingerings instead of note fingerings
2.3 Melodic Ostinati
i) sing and play a melodic ostinato ' . du - P,A a,d,t

a) sing words
b) sing letter names
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Additional Activity - Skill
Concepts -

c) sing sol-fa names

d) sing ukulele fingerings

ii) compose, notate and play a melodic ' : du _ P,A,O a,d,t
ostinato using notes of the pentatonic’ ’ ) )
scale :

iii) compose words or sy]fab]es for #ii du . ' A,O . t

iv) one group sings and plays chords for #iii while du . ) P.,A a.d,
one group sings and plays the melody :

2.4 Intervals

i) teacher plays specific intervals from : ) P.A
the song on the ukulele while pupils: :
a) locate the interval in the song
b) name the notes of the interval
c) name the interval - e.g. P4
d) ptay the interval stating the ukulele fingerings
e) notate the interval on the staff

ii) given isolated intervals from the song’ . P,A
on staff ltines or "hand" staff pupils: )
a) name notes
b) name interval
c) sing in sol-fa
d) play stating the ukulele fingerings

i.ii) compose or improvise a phrase using du ' A.O0 t
’ specific intervals : . : oo } .

iv) play #iii

v) locate and play all major thirds in the . - P.A d,t
song; do the same for other intervals

Levels:
E deal only with ascending perfect 5ths and
ascending and descending minor 3rds
M deal with intervals in E above and major 2nds
D deal with all the intervals in the song

2.5 Tonal Centre and Tone Set

i) sing and play tone set from notation using N P,A,
a) sol-fa syllables
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Additional Activity

Concepts
b) letter names :
c) ukulele fingerings (See SpeC1F1c Techn1ques
for Ukulete)
ii) locate in the song where part of the PnA
tone set occurs consecutively and
a) sing intervals from sol-fa
b) sing letter names
c) sing ukulele fingerings and finger
silently
d) sing words and "pic"
iii) locate tonal centre on ukulele and P.A,
"pic" note: find another tonal centre an octave
above; if fingerboard is long enough find
a third tonal centre
iv) notate tonal centre on staff and show A
fingering on fret chart
e}
Q0.
Wt
L=
3
9
o D o ~ isth fret
v) one group sings and plays tonal centre note P,A
throughout the song except for bars 6 and 10
where the note F is played: a second group plays
the melody of the song and sings
Levels:
E play tonal centre D and F where required
M play all the notes of the melody
D play all the notes using chord fingering
formations
[ 3.0 VERTICAL PITCH |
3.1.1 Triads.
i) play the chord fingerings for D ) v 1p, P

minor, A minor and F major triads by
picing the third, second and first
strings consecutively
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iii)

iv)

v)

vi)

vii)

viii)
ix)

x)

xi)

AdditionaIA

‘ ‘ Concepts
sing the pitches of the triads 1p
while playing #i using sol-a and ' : )
letter names
notate each triad on staff
lines vertically e.g.

’ & o) 77
(7] o) £
&2 o o)
[ ¥4
Dm Am F
determine from the written triads
what position these triads are in
e.g. D minor = 1st inversion
"pic" the triads vertically using . du, te,
index finger on third string, middle ’
finger on second string and ring finger
on first string - "Pic" two guarter notes
per bar while singing the song
do #v but divide class into four du, te,
groups - three groups will each sing one '
of the strings -while the fourth group sings
the melody (see #iii)
E play only D minor and F major chords and notate
M pic one triad per bar in #v '
D do everything as stated
do #vi but pic the string being 1p.. te,
sung on the first beat and strum the du, dy
chord on the second beat
do #vi singing only . ip, te,
-use sol-fa syllables and letter names -
divide class into five groups - ip, te,
four groups each sing one of the : du, dy
strings and one group sings the melody o
do #vi but add strumming . 1p, te
‘du, dy
play an arpeggio thumb pic using . te, du,
all four strings from bottom to top
in one beat (A,F A D’ = )

sing melody with chord names and words
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Additional -
) ) Concepts
xii)} play an arpeggio strum using te, du, dy P.A
the thumb and first three fingers ) . -
(see Ukulele Techiques); one group
sings melody and one group plays; exchange parts
xiii) single strum the first beat of 1p,te, P,A
each bar from memory while singing the du, dy
song : .
E play song with simplified chords (Dm and F)
notate only Dm and F; do arpeggio strum with
thumb only )
M do all suggestions
D perform items in small ensembles;
do all items in the key of Bm also
3.1.2 Four-note Chords (major and minor)
i) single strum the chord progression te : ) P.A
of the song from chord markings
ii) single strum the chord progression ' 1p, te, P.A
of the song and sing melody to words, . du, dy
chord names and sol-fa ) : - ’
iii) pic and sing each note of the D 1p P
minor, A minor and F major chord to
a neutral syllable )
iv) upon doing #iii decide aurally what ' ip , P
notes are played an octave apart ’ :
v) notate vertically on staff lines the . " 1p ) .. P
chords from lowest note to highest :
as they are played on the ukulele
vi) each of four sings one string 1p. te, P,A
throughout the song while following the chord ) du, dy

progression; teacher may pic or sing the
melody softly
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Additional : Activity Skill
. Concepts : ’
3.1.4 Tonic Chords '

i) play the first and last chord of . ) ) P,A a,d
song; compare aurally

ié) sing the sohg and strum only the ) 1p, te, » P.A a,d. t
tonic chord when it appears in the song - du, dy ) .

jii) sing and strum the simp1ified chord ' ip, te, ) P.A a,d,t
: version using only D minor and F major du, dy
{substitute D minor for A minor)

iv) do #iii but do not strum F ' : ' 1p. te, : P.A a.d,t
major chords . . . du, dy -

" v) teacher sings the melody of the . - _ 'lp. te, ' : P,A a,d,t
song while the pupils do #iv and sing du, dy
the root of the chord (D) to ‘doh’

vi) divide class into four groups; : : 1p, te, P,A a,d,t
each group pics one string of the ) . du, dy
D minor chord and sings it in sol-fa :
whenever the D minor chord appears in
. the song; teacher sings the melody

E do only one performance activity at a
time; i.e. 'sing or play:"

M omit #iii - use all three chords

D perform in small ensembles #vi; perform
in key of B minor

‘'vii) notate the tonic chord in root,_ ' ' T A0 t
first and second position T '

viii) sing what was written in #vii ' . . . . P,A

ix) discover in what position the D : ' P.A t
minor chord is played on the ukulele

x) improvisé melodically and rhythmically _ e P,O. a.d
on the tonic chord R . . : . . : .

3.2_Cadences

i) strum two D minor chords and two S : - P ) ~a.d
A minor chords - ) o S )
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ii)

iii)

iv)

note the feeling of incomplete-

ness and the pull back to the D minor
chord

notate D minor and A minor
vertically in root posision and
label them I and V

Tabel the I and V progression
as an imperfect cadence C

3.4 Harmonic Accompaniment

i)

ii)

jii)

iv)

v)

Vi)

vii)

viii)

pic low A to quarter notes while
singing the song (ground bass)

single strum quarter notes and
and sing the song

arpeggio pic the four strings
with thumb and/or individual fingers
and sing the song

arpeggio pic the chords using the
top three strings with thumb or
individual fingers and sing

the song ‘

pic all four strings simultaneously
while singing the song

pic the top three strings of
the ukulele simultaneously while
singing the song :

one group pics the melody of the
song while another group strums using

one of the following:

a) single strum

b) double strum

c) arpeggio four string strum
d) arpeggio three string strum
e) solid four string pic )
f) solid three string pic

divide into groups and sing
the strings for a chordal

Additional

Concepts
-] .
1p, te,
du{ dy, s
Ip, te,
du, dy, s
1p. te,
du, dy, s
1p, te,
du, dy,

s

1p, te;
du, dy, s
ip, te,
du, dy. s
1p, te,
du, dy, s
Ip., te,
du, dy, s
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Additional Activity Skill

Concepts
accompaniment with the melody: have small group -
accompany on ukulele : ' .
E use arpeggio thumb pic only; omit
four string and three string pic
M do all items suggested
D do all items in B minor as well
4.0 FORM
4.1 Motives
i) locate repeated pitch patterns ‘ : 1p, du - A t
ii) sing the song internally except ’ 1p, du P,A a,d,t
for a specific motive : ' ' ’
iii) pic each motive separately A ' , 1p, du : P.A a.d,t
iv) strum and sing each motive ’ 1p, du P,A . ‘a,d, t
: separately : : ' ’
v) notate motives ei{her sung or 1p, du ' AO - a,t
played on ukulele
vi) compose variations on any of : : 1p; du’ o o t
the motives by: ' '
a) changing rhythms
b) changing pitches
vii) play and sing #vi . ) . tp, du P,A ) a,d,t
viii) analyze and evaluate variations 1p, du A t
of other pupils ’ '
4.2 Phrases
i) analyze, locate and label phrases v Ip, du : A t
by letters e.g. A B B C ’ : : : :
ii) sing song breathing at the ends - : ' 1p, du’ P.A . a,d,t
of phrases .
iii) sing song and draw phrases'in . ‘ tp, du "P,A a,d,t
the air while singing ’ ’ : :
iv) pic one phrase and strum ’ C lp,idu- : P.A Co ' a,d,t
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v)
vi)
vii)

viii)

ix)
x)

xi)

and sing the next

sing and walk in a different
direction for each phrase

strum, sihg and walk in'a

different direction for each phrase

notate phrases either sung
or played by the teacher

sing and pic phrases using:
a) sol-fa syllables
b) ukulele finger numbers
c) letter names -of notes

write variations on each

phrase (rhythmic and melodic)

play and sing phrase 1 and variation
1; continue with other phrases '

evaluate and analyze variations

4.5 Introduction

i)

ii)
iii)

iv)

.V)

create an instrumental introduction

‘(aurally) using the ukuleile

notate #i
add dynamic markings

play introduction and strum
and sing the song

evaluate each pupil’s introduction

noting the similarities and differences

4.7 Types of Forms

4.7.5 Strophic

i)

ii)

write verses to finish the story

Play and sing all verses
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Concepts
lpl,au
1p, du
1p. du
1p, du
1p, du
Ip,bdu
1p, du
1p., du
1p, du
1p, du
1p, du
1p, du
lp,'du-
1p, du

Activity



5.0 TIMBRE

5.1 Classification

5.1.1.Strings

i)
i9)

11i)

classify ukulele as to type
~of instrument

Classify méthods_of playing
the ukulele

compare to other string

instruments (e.g. harp is also p1ced)

5.2 Determinants of Timbre and Tone Ouality

i)

iii)

iv)

v)

vi)

teacher or pupil demonstrates

picing the song on tenor and standard

ukulele; discuss and compare sounds

teacher or'pupil demonstrafes,
single strumming the song on tenor
and standard ukulele

teacher or pupil demonstrates
double strumming the song on tenor
and. standard ukulele

teacher or pupi1 demonstrates
arpeggio strum on tenor and standard
ukulele; compare

teacher or pupil demonstrates
solid chord pic on tenor and
standard ukulele; compare

experiment using pencils, etc.
bouncing off strings in a set

rhythmic pattern while fingering chords

and singing

5.3 Percussion

i)

compose a rhythmic ostinato

for drums

Additional

Concepts
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ii) try #i on different types and
sizes of drums and choose one
to accompany the song

5.4 Role

in Musical Expression

i) decide what tone production methods
best suit the song (More than one
may be used for var1ety in presentation)

ii) class or ensembie performs the

[6.0 DYNAMICS |

6.1 Leve

arrangement (pics,

1s

strums, sings and plays drums)

1) strum and sing the song three
times at three different dynamic
levels - p, mf and f

ii) evaluate what levels should be
used and where in the song; mark
dynamics on the score

iii) play using dynamic markings

iv) play
three dynamic levels;

v)

introduction at the above
add other dynamic

Tevels if necessary

decide at what level(s) to play
introduction and mark on score

vi) play drum pattern(s) at the
- above dynamic levels

'vii) decide on what dynamic level(s)
the drums should be ptayed

6.2 Gradual

or Sudden Dynamic Changes

i) from dynamic levels decided on above
decide if a more expressive way of
manipulating the basic levels could be

used

Additional
Concepts

p, vp, du.
te, s, f

above continued

for section 6
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ii)

IRERD]

iv)

V)

strum and sing the song using .
the dynamic levels and gradual changes
decided on in #i .

add the drums, introduction and
coda and perform the whole song using
dynamics decided on

evaluate use of dynamics in #iii
one group strums and sings at the

dynamic levels decided on while another
group moves at different levels according

to the dynamic level played e.g.

g oo . .
A A 45 & &
_f rnfi mp P PP

reverse parts

6.3 Expressive Qualitites

6.3.1 Unity

i)

note from pltaying and singing the

song the increase and decrease in

dynamics e.g. overall formation of

.dynamic structure

6.3.2 Variety’

i)

‘ii)

note from playing and singing.the
song the interest sustained by the
rise and fall of dynamics

note from playing and singing the

song the fading away .effect at the end

contrasting with the second phrase
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. 6.3.3 Form

i)
ii)

7.0 TEMPO

note from playing and singing the
song that B and B are almost at the
same dynamic level

note from playing and singing that

A (the opening phrase) is approximately

opposite C (the closing phrase)

7.1 Maintained Speeds (Fast, Medium, Slow)

i)

ii)

sing and play song at the three -
different speeds ’ . o

determine what speed(s) is most
appropriate for the song

7.2 Gradual or Sudden Changes in Speed

i)

ii)

explore any possible uses of speed
changes

evaluate the effectiveness of gradual
or sudden speed changes in #i

7.3 Contributing to Expressive Quality

7.3.1 Unity

i)

8.0 STYLE

note that the fairly consistent tempo
required by the drum effect of the last
line tends to. encompass the whole song

8.1 Cultural and Environmental

i)

ii)

the effect of the drum beat permeates
the whole song; note the possible

use of rhythm for ukulele strum or drum
ostinato; perform both ’ '

compose a melodic and rhythmic

ostinato. to accentuate the drum beat

Additional
Concepts

p, vp, te,
f, du, dy,.
ti

above continued
for section 8.1
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iii)

iv)

v)

vi)

Additional

. Concepts
effect similar to the last line; play

on ukulele

note the simplticity of the style in
keeping with the setting: fit accompaniment
to the styte

the origin of the song is unknown
but note a certain area or setting specifled
by the words and the haunting melody .

note repetition of rhytims which is

a common trait in Indian music

note the close relationship of

folk music to nature; listen to other
folksongs extolling nature - e.g. "The
Wild Goose" (recorded by Bartlett and
Ruebsaat on "The Green Fields of Canada")

8.2 Historical Features

iv)

tell the Indian story the song presents

note that the song is pentatonic

note the feelings of the people

revealed in the folksong tradition; listen to
other Canadian folk songs and concentrate on
the feelings being portrayed

compare today’s Indians with the
Indians of one hundred years ago
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Specific Technigues and Exercises for Ukulele Encompassing
the Concepts Duration and Linear and Vertical Pitch
(based on the song "Land of the Silver Birch")

These techniques and exercises are devised to
studying the song "Land of the Silver Birch".

A, CHORDS

prepare for

1. Teach the positions for the chords D minor, A minor
-and F major: :

anchor
Ahjer
Y |
: 2
Lo oo _ ‘
2 34 3
‘A minor

D minor

_2.’Practise

a) D minor to A minor to . D minor

progressions:

b) D minor to F major to D minor

B. STRUM PATTERNS

Basic Strum
single
single
single

double

triplet strum

Elements
down strum I
up strum ﬁ'l

up strum r

v 4
strum
M

O

guadruple strum.

k3

F major

Strumming rule: Generally a beat starts with a downward motion.

+
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Strumming Segquence:
1. Single Strum

Strum single strums on each chord using the
following rhythms: (Also use Dm and F)

i)j)lm. [J)lmf]fs H
Qii)'lll|$|,||l|$:|\

Dm ‘ S
i HENRRRIRRE
Am

1v) |,1|-'|| ||;|;:|

2. Double Strums (Also use Dm and F)

a) strum double strums of unaccented, ‘even eighths:

ﬂﬂ]ﬂﬂlﬂmlﬂﬂ

.Dm

'b) strum double strums of accented eighths as
illustrated
> > “> ‘)
nnimnihnmr
Dm Am Dm Am
3. Combination Single and Double Strums

a) strum single strums on quarter notes and double
strums on eighth notes

Dot oo
Dinfim|infing]
m : m Dm m

4. Syncopated Strum

a) strum double strum accenting as shown

fn|in|rn|in
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b) strum and 51ng up strums as indicated
7F7r|7r7l‘l7r7rl7l‘7F”

c) strum double strum but make the second down_strum

silent v

T_U_]] M ‘ M
i

rny

Dm m .
d) strum reading the tied strums now as quarter note

up strums

T4
M

MM

I

5. Quadruple Strums (sixteenth notes)

a) strum sifffgnth notes as indicated

Fﬁzlfﬂﬁl:l:ﬁl:ﬁ:\

b) strum sf;teenth and elghth notes as 1nd1cated

v our ,
i) [AIM | re.
y ¥

.ii)" I:FH_] F_ﬁ f_I:'"

6. Comblnatlon Single, Double and Quadruple Strum

Patterns

a) strum the
b) etrum the
c) one group

using the
the other

rhythm of the song on one chord

rhythm using the chords of the song

single strums the first beat of each bar -

designated chord in the song;
group plays all the chords

C. LINEAR PITCH TECHNIQUE

Tone Set: 1,d r ms 1
0 _
—t *L . ‘
L 83 e3]
F a c' D'
1, d m 1
- &
=N O
@) S -
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Practise progression: (technical exercises for the left hand and
- right hand thumb "pic") : -

Sing and play each exercise at the same time using finger
numbers, note names and sol-fa syllables. :
Do each exercise ascending and descending.

a) 0,3 on the D string
b) 1,3 on the F# and B strins
c) 3,3 on the D, F3 and B strings
d) 1,1 on the F# and B strings

) entire tone set - 0,3,1,3,1,3
The Linear Pitch Reading and Writing Exercises in chapter 5°
should be sung and played: o

a) using sol-fa syllables
b) using letter names
c) from staff notation
'd) from fret charts

The exercise sequence is as follows:

i)
ii)
iii)
iv)
v)
vi)
Swvii)

1
11,

[oTNoTRoTNoTR e THoTRON
"_1 T S T T B
5333+~3

nunnk+=

Simplified Two-Chord Version of Song:

omit all A minor chords and play D minor in its place.
Continue to play F chord where indicated.

Chord Positions:

The D minor chord is played with individual fingers rather
than barred so that the F chord position and A minor chord
. position is easier to form. The anchor finger never needs to be

changed throughout the song (see page 166) ’
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D. Folk Pics

1. Arpeggio Thumb Pic

Thumb piés each string from lowest to highest.

string 4 321 | 4321

rhythm  [] []

chords Dm

2. Arpegglo Flnger Pic
The thumb, first, second and third flngers pic each
string from 1owest to highest.

 strings and fingers T 1 23 T 1 2 3
o : 4 3 21 4 3 21
rhythm - r_l rj
D F

chords

Technical Exercises for Ukulele Without Music Notation
"Picing"
Play each exercise ascending and deséending ’

The finger number and fret correspond.
_Each exercise is played on all four strings.

1) 0.1

2) 01 2
3) 0 2

4) 01 2 3
5) 0 3
6) 01 2 3 4
7) 01 3
8) 0 4
- 9) 0 2 4
10) O 34
11) 0 2 3
i2) 1 020 30 4

Exercises Anchoring One Finger

1) 1(hold) 2 1
2) 2(hold) 3 2
3) 3(hold) 4

31 41
4 2
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Exercises Requ1r1ng a First Finger Slide From First Fret to the
Second Fret ( =slide up 1 fret; =slide down 1 fret)

1) 01110
"2) 0112110
3) 011232110
4) d 1123432110

Exercises Requiring a First Finger Slide From First Fret to the
Third Fret ( - =slide up 2 frets; : slide down 2 frets)

1) 01 1 10

2) 01 121 10

3) 01 1 2321 10

4) 01 1234321 1 0
Stretching Exercisés'

e.g. 2(2)/3 = second finger on second fret; then slide second
‘finger fret fret finger to third fret

1) 1(hold) 2 2 2 1 |
2) 1(hold) 2(hold) 3 3 3 2 1
3) 1(hold) 2(hold) 3(hold) 4 4 4 3 2 1

4) 1(hold) 2(hold) 3 3(hold) 4 4 4 3 3 2 1

The exercises are to develop finger independénCe, fléx1b111ty

and - strength. They may be done to various rhythmic patterns
using the following rhythmic elements:

Jﬂmﬁzﬁfﬂjﬁﬁ

The right hand development coincides with the left ‘hand while
doing the above exercises with the thumb first, then the

individual flngers and finally the thumb in con]uct1on with the
fingers.
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"Pic" all the exercises with:

thumb
first finger (1ndex)
second finger
third finger :
thumb and first flnger (when the exercises are
comprised of an even number of notes) ' :
6) thumb, first and second fingers (when the exercises
are comprised of an odd number of notes)
7) thumb, first, second and third fingers (when the
exerises have four notes)
8) thumb, first, second, first (when the exercises:
- have four notes) ' .
9) thumb, first, second, third, second, first and
‘thumb (when exercises have six notes)

i
2
3
4
5

More Advanced Techniques: Phase III

"Hammer" and "pull" with the left fingers:
. Play all the exercises using these techniques;
--all open strings are piced or "pulled" - o
with the first finger of the left hand :
--hammer fingers on strings for ascending passages
--when descending p1c or pull with finger adjacent to
the finger pressing the string .

Organlz1ng Act1v1t1es -= Comp051ng, Improvising and Arranging

1). Using any sequence in the exercises pic a four beat
guesticn and have a partner pic a four beat answer

2) Write and play an eight or sixteen beat compesition
using parts of the exercises :

.3) Choose a sequence or part of a sequence for the A

: section of a rondo. Each pupil makes up . his own

part for B,C, etc.
4) Make up rhythm patterns for each exerc1se

Technical Exercises for Strumming (Phase II and III)

Do all exercises on known chords.

1) single strum (down¥ ) wusing | and ¥ in various
patterns and meters ' ‘

2) single strum (up?) using I, 7 and | in wvarious
patterns and meters

3) double . strum ( [ ) using Ml and ¢ in various

_ patterns and meters

4) double strum off-beat ( FW ™ ) in various meters

5) combine single and double strum 1in various _patterns
_ -and meters :

6) 1ilt strum ( 3 r? ) in _various meters

7) calypso strum ( mEnlEninl
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arpeggio strum using thumb .

arpeggio strum wusing thumb, first, second and third
fingers in even number time signatures :

arpeggio strum wusing thumb, first, second, third,
second and first fingers (use in trlple meter) :
triplet strum ( ) in compound duple meter
triplet strum in 2/4, 3/4 and 4/4 meters (e.gq. )
sold chords wusing thumb, first, second and third
fingers picing all four strings simultaneously, use"

" various rhythm patterns

14)

’15)

16)

Technical
(Phase 11

1)

2)

3)

4)

5)

solid triads using first, second and third fingers on -
strings 3, 2 and 1; use various rhythm patterns

right hand damp -- play chord and stop vibration of
strings by placing the right hand softly on the
strings; use various rhythm patterns

roll strum -- starting with the fourth finger on the
fourth string brush across the strings with one finger
following closely behind the other; alternate roll
strums with single strums :

Exerc1sesvfor Picing and Strumming Comblnatlons
and III)

thumb/strum -- pic note with thumb and strum ' with
index finger; use various rhythms and. meters;
generally use the lowest note for the thumb pic or the
root of the chord
finger/thumb/strum -- finger pics a strlng, followed
by "the thumb picing a string, followed by a strum; in
the case of playing scales, the finger pics the first
degree - of the scale and the thumb pics the fourth
string followed by the strummed chord
thumb/finger/strum -- thumb pics a string (usually the
lowest) followed by the finger picing a string
(usually the melody) followed by the strummed chord
pointing the strum -- strum to the melody note (e.g.
if the melody note is G strum the fourth, third and
second strings : '
finger fill with right hand -- play chord positions
with left hand and using first finger of right hand
brush two <consecutive strings at a time in an upward

‘motion
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‘A Possible Chord Seguence for Ukulele

I - v(7) IAY
Major ;

D A

D A7

D A7 . G

G D7

G D7 - C

A _E7’

A E7 D

c .G7

o G7 F

E " B7

E  B7 A

B F#

B F§ E (barred)

F c7

F . 'C7 B (barréd)
Minor

Em | Bm

Am Em

Dm Am

Bm "F#m



Appéndix C

PHASE III (Voice and Ukulele)

AN EXAMPLE OF TEACHING SPECIFIC CONCEPTS THROUGH THE SONG
"THE TROUT" BY SCHUBERT - '

Additional - ’ Activity Skill
Concepts : )
[1.0 DURATION |
1.1 Beat
i) sing and/or listen to song and tap beat; ' . o ) P a.d(t)?
say rhythm syllables and play beat on a ‘ : :
rhythm instrument; sing melody and pic
- root of chord to beat
ii) do #i by alternately externalizing C £ : , PLA a,d,t
and internatizing the beat for each phrase ) '
iii) do #ii but alternate eQery two bars : ' : P,A a,d, t
iv) conduct two beats in a bar while E : P a.,d
) singing and/or listening )
v) Singfe_strum chords on the beat while : ' [ a,d, t
‘'singing or listening to the song - :
vi) do #v and march beat ’ . ' P a,d,t
vii) notate beat on board or in notebook f . . P,0 a,d,t
. one phrase per line while singing or
listening to the music ’
1.2 Meter
i) listen to song and determine if it moves o : A ) a

‘where PéPerforming;'A=Analyzing; 0=0rganizing
*where a=aural; d=dextral; t=translatable

‘where f=form; dy=dynamics; du=duration; té=tempo: ti=timbre; s=style:; 1p=linear pitch;.vp=vertical pitch
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Additional
’ . Concepts
in two’'s, three’s or four's
ii) use body pechssion or play a single
strum on the first beat of each bar
iii) using single strums on ukulele strum. : dy
first beat of bar heavily and second beat :
lightly :
iv) using double strums on ukulele do #iii ) dy
v) do #iv and read beat from board . ‘ dy
vi) do #iv and sidestep to right with right dy
foot on the first beat:; on the second beat
bring left foot beside right foot and tap left
toe on the floor; reverse for the next bar
vii) do #vi and sing the song to "loo" . . ' dy
or words ’
viii) do #iv and create own movements ' ' s
1.3 Rhythm
i) sing the words and clap fhe rhythm of ' te
the song : . :
ii) do #i and sing the rhythm syllables A ‘ te
iii) find bars that have the same rhythm
iv) fihd bars that have similar rhythms
v) clap and say the patterns for #iii and iv
vi) after the teacher or student has o te
clapped any two bars of the song clap
and say the rhythm in response
vii) after the teacher or student has : 1p, te

viii)

clapped any two bars of the song sing . y ’
those two bars back with words '

after the teacher or student has

clapped any two bars of the song pupils
write rhythm using stick notation
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ix) compose own two bar rhythms using
rhythmic elements in the song

x) improvise rondos using the rhythmic
elements of the.song on the ukulele

xi) improvise questions and answers in
two bars with partner on the ukulele; use
rhythmic elements from the song

xii) play the rhythm of the song on the.
ukulele using down and up strums '

xiii) compose a rhythmic ostinato for
the song; pic it on the root of the chord

xiv) do #xiii while part of the class sings
the melody

xV) compose words for #xiii ostinato and
sing and play it

xvi) pic rhythms of two different bars on
two different notes simultaneously.

[2.0 LINEAR PITCH |

2.1 Retlative Positions of Pitches
and Absolute Pitches

2.1.1 higher or lower

i) after singing words and picing on the

ukulele compare the movement of the

following notes:
a) pick-up to each line followed by the
) first note of the full bar
b) last note of each line in relation to

the first note in each line

c) bars one and five :
d) bars two, six, ten, fourteen and eighteen
e) bars eleven, fifteen and nineteen

Additional

Concepts

vp
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Activity Skill

A,O a,t

P.A.O a,d. t
P.A,O a,d,t
P,A a,d,t
P,A a,d,t
P,A a,d,t
P,A a,d. t
P A a,d,t
P,A a,d,t



Concepts
f) bars thirteen and seventeen

ii) sing a to f above u51ng solfa syllables
and hand signs .

iii5 sing a to f above using letter. names
:iv) eing a to f above using’numbers
2.1.2 seme (repeated notes)
i) fine all repeated notes in song

ii) sing all repeated notes and internalize
the others while singing through the song

iii) do #ii and pic all the repeéted notes

'iv)vcompare bars for repeated notes (rhythms
: may not be the same)

2.1.3 ascending stepwise and skipwise
i) identify ascending patterns in the song

ii) label patterns as to stepwise or
sk'ipwise movement

iii) compare ascending patterns
iv) sing ascending patterns>using words

v) sing ascending patterns using solfa
and handsigns

vi) play ascending patterns .on ukulele

vii) play ascending patterns on ukulele
and sing letter names

2.1.4 deecending stepwise and skipwise
repeat procedure for 2.1.3
2.1.%5 notation of 2.1.1 to 2.1.4

i) notate relative positions of pitches ’ : du
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ii)

using nontraditional notation

notate pitches on staff and compare

visually using:
a) solfa syllables
b) letter names )
c) numbers
d) words

2.2 Phrases

i)

i)

iii)

iv)

v)

Vi)

vii)

viii)

ix)

x)

sing and demonstrate through movement
the phrases '

compare the phrases me10dica11y

1ine draw the contour of the phrases;
describe and compare

notate phrases on staff from memory
or dictation :

transpose a phrase on staff lines
play #v on ukulete

transpose a phrase orally singing
words and then singing letter names

compose a phrase using similar
melodic contours; play and/or sing it

improvise on the ukulele a phrase
using similar melodic contours

sing and/or play phrases incorporating

dynamics to show the rise and fall of the phréses

2.3 Melodic Ostinati

i)

perform on tHe ukulele and/or sing

. ostinati based on roots and fifths

i)

compose an ostinato for each chord
using the notes of the chord
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Additional
Concepts
du
du
du
du, te,
f{s
du, f
s
du, s
du, vp
s, dy
du, ‘vp
vp

Activity

Skill



Additional Activity Skill

- - ) Concepts
iit) play and/or sing #ii . . o : P . a,d.t
iv) describe and analyze melodic ostinati ) - ) ’ . A ‘a.t
composed by other pupils
2.4 Intervals
i) identify aurally and visually the ' . ) P,A a,d,t
intervals in the song by: . )
a) solfa syllables and hand signs
b) letter names
c) numbers
ii) sing and/or play #i ._ ' P,A a,d,t
iii) after hearing the tonal centre and ) i ' A a,t
pentatonic pitches notate on staff 1lines [ ‘ )
intervals played by teacher or student; label
a) interval name )
b) solfa syilables
c) number of step in scale
d) letter names )
iv) identify intervals from staff notation ’ ) . A a,t
in song
v) classify intervals as to types e.g major, etc. ' ) . A a,t
vi) compose a phrase using spécified intervals ’ ’ A,0 a,t
from the song . ) : : '
v{i) play and/or sing #vi ‘ ’ P ©a,d, t
viii) note how many times an A N a,t
interval is used in the song ) ’ ' :
2.5 Tonal Centre, Scales and/or Tone Set
i) sing tone set to solfa syllables ' P.A ‘ a.d,t
and letter names . : : :
ii) sing tone set using hand signs ’ . oo ) : . PLA a,d,t
iii) play tone set on ukulele - ' o ' . P,A o a.d,t
iv) after the teacher or student sings any . : ’ A - a,d

note from the tone set, sing the tonic
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v)
Vi)

vii)

viii)

Addifional

Concepts
sing tone set in any order

play -tone set in. any order

notate notes from the tone set as
sung or played by teacher or pupil

listen to Quintet in A Major and
note change in tonal centre at variation
IV from major to minor

2.6 Melody Without Harmonic Support (Monophonic)

i)
ii)

sing song without any accompan1ment

sing song with rhythm accompan1ment

[3.0 VERTICAL

PITCH |

3.1 Chords

3.1.1 Triads

i)
ii)
iii)
iv)
v)

"vi)

vii)

viii)

listen and play triads of chords in
song linearly (pic each note)

listen and play triads of chords in

song vertically (strum three strings only
for the three notes)

sing the triads in root position, first
inversion and second inversion’(linearly and
vertically) .

play the triads linearly in all positions
notate #iv in solfa, numbers énd letters
sing one string while playing the

triad; sing to letter names, solfa and

numbers

sing the triéd progression.in the
song as stated in #vi :

do #vii and add a group on melody
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ix)

Additional

. » . Concepts
notate, sing and ptay intervals from
the song that form a triad or part of it

3.1.2 Four Note Chords

i)

ii)

iii)

iv)

v}
vi)
byii)
viii)

ix)

play the chords of the song on ukulele

sing each chord vertically with other

pupils holding each note; use solfa syllables
with hand signs, numbers and letter names
arpeggiaté chords on ukulele

do #iii and sing each note-to "loo"

sing each chord linearly naming the -
intervals e.g. doh to mi = major third

identify chord of‘spng as teacher or
student plays them on the ukulele; note
when the chord changes and to what chord

write the chords in all positions,

play the notes of the chords as
written above S

sing one string and play the chords

of th song; each of four groups sings a
different string
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P.A

Skill



3.1.4 Tonic Chord

i)

ii)

iii)

iv)

v)

vi)

Additional
Concepts

listen to and analyse the first and last
chord of the song :

sing and play the tonic chord to
solfa syllables, numbers and letter names

notate and label chord as tonic (1)

notate chord in root position, first and
second {nversion .

sing and play #iv vertically and linearly

relate first and last note of song to
tonic chord

3.2 Cadences

i)

ii)

Pii)

iv)

v}

4.0 FORM

4.

1

tisten to the final two chords of the song
and identify and label (V7 I )

sing the two chords using groups or
individuals on each note of the chord

note the chord on which each phrase ends .

note the chord preceding the final chord
of each phrase; label cadences

all sing the melody while one group
arpeggiates the chords and the other group
pics the roots of the chord

Motives

i)

ii)

i)

identify aurally and visuélly identical © du,
recurring rhythmic and pitch patterns

identify aurally and visually similar . ’ - du,
recurring rhythmic and pitch patterns '

sing recurring patterns in #i and ii du,
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Additional : Activity Skill

- : Concepts )
iv) alter motives rhythmically and melodically du, 1p, (¢l a,t
to create new ones L : : vp, f
v) play and/or sing #iv - ' : " du, lp; vp, f - P a.d,t
4.2 Phrases ' - '
i) identify and label the first five phrases . T odu, 1p, : ) a,t
e.g. A Av B C Cv : '
ii) improvise or compose a "D" or a S du, 1p, o P.0 a.d,t
"Bv" phrase o ' : vp, f
i1i) compose another verse and perform it : . ' P,0 a,d,t
iv) create movements for‘each phrase - ) , o] a,d
v) perform #iv P a,d
vi) sing each phrasevusing one breath ) B ' P a.d
vii) notate the inversion of phrase one ) 1p, du i A t
starting at the first full bar )
viii) play and sing #vii above . i du, 1p v P ) a,d,t
4.5 Introduction
i) create a rhythmic or melodic ’ du, 1p - 0 a,t
introduction using some patterns
or motives from the song
11) add dynamic markings to #i ' dy : o0 . a,t
iii) play above introduction ’ . ’ : P a,d, t
iv) evaluate introductions performed ' A i a
4.6 Coda
i) create a rhythmic or melodic coda du, 1p ' -0 ) a,t
1i) add dynamic markins to #i ‘ . . dy .0 a,t
iii) Play coda S _ . R a,d,t
iv) evaluate codas performed ) : _ ) o A a
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Additional ) Activ%tx
: Concepts - )
5.0 TIMBRE

5.1 Classification

i) listen to the "Quintet in A Major" played by o A
violin, viola, cello, string bass and piano; .
identify which instruments play the melody
in each variation ' ’

ii) listen to "The Trout" played on the . ’ ' A
piano and sung ‘ : .

iii) listen to "The Trout" played on i o ‘ . A
the ukutele and sung : i .

iv) compare and evaluate effect of timbre . . : : A
on #i, i1 and iii :

5.4 Role in Musical Expression

i) describe the voice quality that is : s A
needed to present this song

ii) describe the accompaniment played on . ) s ’ - A

strings, piano and ukulele and its. impact
in the song

|'6.0 DYNAMICS |

6.1 Levels

i) note the rise and fall of phrases and : f A
relate to changes in dynamics

ii) note the range of dynamics throughout : o . A0
the song when listening to the "Quintet" :

ii1) sing and play the song and decide what o A,D
dynamic markings to use

iv) mark dynamics in the score (these » ) . 0
may change from verse to verse)

6.3 Expressive Qualities
i) . analyze the feelings dynamics contribute h ' o A

to the song e.g. feelings of anger --
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ii)
iii)

iv)

7.0 TEMPO

volume increases

analyze the unity achieved through
dynamics : :

analyze the variety achieved through
dynamics

analyze the correlation between dynamics

7.1 Speeds Maintained (section 1)

i)
ii)

iii)

iv)

sing at tempo marking -- allegretto

play and sing at tempo. marking
maintaining speed

play and sing maintaining a
slower tempo: repeat at a faster tempo

evaluate and determine the best speed

7.2 Gradual or Sudden Changes in Speed

i) explore any possible uses of speed changes
in the introduction, first or second section

ii)

of the song and the coda

evaluate effectiveness of gradual or sudden

speed changes

7.3 Contribution to Expressive Quality

i)

|8.0 STYLE]

compare the quick tempo (allegretto)
to what is happening in the song

8.1 Cultural and Environmental

i)
ii)

iti)

determine who is singing in the song
determine where the song takes place

determine what the piano accompaniment -
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Additignal

Concepts
f

f

du, 1p
‘du, 1p,
du, 1p,

vp

mp

Activity




iv)

- Additional
' Concepts
is trying to portray )

determine from the words the message

8.2 Historical

i)

ii)

iii)

iv)

v

vi)

note the repetition of motives and phrases
with different rhythmic elements and/or
pitch embellishments typical of art songs at
this time . : ’
note use of accompaniment to enhance song

note use of theme and variations

in Quintet in A Major

take four bars of "The Trout" or compose

a simple four bar melody and write variations
on it

Perform #iv

research the era to which this piece pelongs
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A a,t

A a

A a
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ANALYSIS OF CONCEPTS CONTAINED IN 'THE TROUT'

1.0 Duration:
1.1 beat J'

Z
1.2 meter 4

1.3 rhythmic elements or éomponents Jj, J\) J:j) ﬁ?:j
S3, M, I, a1

phrase:- comparison of rhythms for each phrase

>

1 ) }—j JJ J Jj;j 1r*j f77] J 4
2 7 /E—7 /1 / )rj lf:fj lrj J 7 |
3 SN ST ) S\ ST JTT3 )
4 )\ 4f7 J[TJ ) lrj Irij ,fj] J‘

s MR 50T %
2.0 Linear Pitch

tone set - drm¢€fs, 1, t, fi,
- A BC#D EFH G D# (key of A major)
- GABC D,ELF#‘Cf‘ (key of G major)

range - fi, to fa; D#,to D (key of A)
: C# to C (key of G)

- major 7th

intervals: -

letter names and staff

sol-fa interval numbers A major G major
(F# CH# G#) (F#)

s, d B4 5, 1
Z &
1 r 4
d s, P 4 1 s,
24 - -
g 14
d m M3 1 3 - o
Frl #V




m d

s, t,
s, r
d fi,b
t, £
f‘i, sv,
t, d
£ .r

r t,
L a
r d
t,- 1,
1:' t,
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31
S, 7,
5, 2
14,
7, 4
4 s,
7, 1
4 2
2 7,
6, 1
2 1
7, 6,
6, 7,

L O
L ~ o
o
Y
Val v 17
v Jd
14 o)
o
hed g
P 0
i Lo
#O ¥
£3.
L Z
V.
A Fol
] .

F 4 e T g
0 yo .
-4 Vol ©
4
Lo O ys4

Ao 0
V.1
7 7
i a )
7 = &
1’4
P2y
7 o A s | o
v
poy
A yz4 Yol o
174
oy
y/A et Vo

)
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3.0
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9
o

Vertical Pitch:

Key - A major and/or G major

Chords - A E7 B7 D (A major)
G D7 A7 C (G major)

Cadenées - I V, imperfect

7
‘ V7 I perfect
Form:

AA_ B CC_; five phrases:
v v

Timbre:

- voice and piano accompaniment

- Quintet in A Major ("Trout”) - violin, viola, cello,
: string bass and piano ’

- Ukuleles - picing melody and arpeggio or double
: strum accompaniment

Dynamics

- p, pp., crescendo, mf, £

Tempo

- allegretto

Style - art song; composer strives for unity of text,
melody and accompaniment

- tonal (play in A major or G major)
- variations in Andantino section of Quintet
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Trout

by M. Marks The F. Schubert (D.559)
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German words ' ‘,
by C.FD. Schubar‘t - DIE FORELLE

- In einem Bachlein helle, da schoss in froher Eil die 1aun1sche
Forelle voruber wie ein Pfeil.

Ich stand an dem Gestade und sah in susser Ruh des muntern
Fischleins Bade im klaren Bachlein zu, : :
des muntern Fischleins Bade im klaren Bach1e1n zu.

- Ein Fischler mit der Rute wohl an dem Ufer stand,
und sah's mit kaltem Blute, wie sich das Fischlein wand.
So lang' dem Wasser Helle, so dacht ich, nicht gebricht,
so fangt er die Forelle mit seiner Angel nicht,

so fangt er die Forelle mit seiner Angel nicht.

. Doch endlich ward dem Diebe die Zeit zu lang. 3
Er macht das Bachlein tikkisch trube, und eh ich es gedacht,
so zuckte seine Rute, das Fischlein, das fischlein zappelt dran,
und ich mit regem B]ute sah die Betrogne an,
und ich mit regem Blute sah die Betrogne an.

.
5
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Appendix D -

White House Joint Statement of the Arts' »
(Conference on Arts Education -- September 8, 1976) -

Whereas the arts provide’a'necessary contribution to realizing
the full potential of every human being as an aware, sensitive,
responsive individual regardless of his talents and ab111t1es,'
his vocation or any special need he mlght have, and;

Whereas the arts are essential to the full growth of every child
at all levels for consistent growth and aesthetic awareness and
. creative expression to develop a human being in touch with the
world and able to experience the environment and - express
feelings and ideas, and; : . :

Whereas the ‘arts contribute to the humanity of every individual
nurturing understanding, self-respect, identity, - humaneness,
“and; : - - _ _ ,

Whereas education 1in the arts should include both experiencing -
the arts, and creation and expression ‘in the varlous arts, and;

~Whereas the arts are not to be used merely as auxiliary aids to_
increase knowledge 'in subject matter areas but must stand as

indispensable dlsc1p11nes for contributions which they alone can
‘make, and; : :

'Whereae the belief that the arts are basic to the education of

all persons causes arts educators in theatre, dance, music, and

~the visual arts education for all through special attention to
in-service  and pre-service education for specialists and
classroom teachers; ' : ‘

Therefore, let it be resolved this eighth day of September, 1976
on the occasion of this White House conference on arts education
that  the four associations,  the National Art Education -
Association, National Dance . Association, Music Educators
National Conference, and the American Theatre Association,
representing the Arts Education profession in the United States
affirm their commitment to the necessity of arts experiences for
"all citizens for the full realization of the creative, sensitive
.and appreciative potential ‘as human beings and affirm the
necessity of arts education in the nation's schools as basic and
essential to each individual's education and throughout life as

an integral part of human development.

: 'MENC News, "White House Joint Statement of the Arts",
Music Educators Journal 62 (April 1976):60. '
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Appendix E
Rhythm Syllable System

(adapted from the Hungarian system)

“Ta (tah)
Ti-ti (tee-tee)

|
i
Tri-ple ti (tri-ple tee) | [T1

——r

Ti-di-ti-di (tee-dee-tee-dee)

Ta-a'(tah—ah)

0
Ta-a-a ftah—ah—ah) 0
Ta-a-a-a (tah-ah-ah-ah) o
Tum-ti . T
Ti—rum ‘P |-
[

Syn-co-pa (sin-ko-pah)

>

Ti-di-ti - il

Ti-ti-di [ H

o 2
J_L,

Sh sh.
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Appendix F

Hand Signals and Syllables

CURWEN’S ORIGINAL KODALY'S VERSION

ta

@

_%;Il fa
<q§2:[lmi




11,
12,
13.
14.
15.
16.
17.

18.

mi - doh
".doh - mi
soh - re
doh - doh'
doh - re
re:— mi
soh - 1la
doh - la
mi - re
re - 1la,
dohf.— re .
re - la |
doh' - mi
la.— mi
la - soh
soh - doh'
la - re |
doh ?_soh‘
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Append

MADHOSINGH PITCH

19.
20.
21,

22,
23.
24.
25,
26,
'27;
28,
29,
- 30.
31.
32,
33.
34.
35.

36.

ix G

RECOGNITION TEST

‘soh - soh,

‘soh - doh
la - la,‘
.mi - la
re - doh'
doh - soh,
re - soh
mi - soh,
soh - lé,
soh - mi
ré —_soh,
mi - la,
doh - ia,
la - doh'
lé - doh
mi - soh,
mi - doh
re - doh
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Appendix H

Table of Means and (Standard Deviations) of CMP Boys and Girls"
. on the Pre- and Post-MPRT Scores - _

Grade 6B Grade 6G Grade7B Grade7G
Pretest Mean 3.60 1 10.25 13.63 11.91
Pretest Std.Dev.  (3.44) (7.27) (11.56) (7.11)
Post-test Mean 7.40 16.50 17.13  17.73
Post-test Std.Dev. (5.55) (3.32) (10.49) - (7.85)

Analysis of Variance with Repeated Measure (Post-Test)

for the CMP. Group

-Source _ SS af - MS ‘ F ?rob.
Mean 7231.28 .  1 7231.28  57.78 - 0.0000
Gender (G) 160.85 1 160.85  1.29 0.2681
Grade (GR) ~ 384.74 3 384.74  3.07  0.0923

G x GR 213.53 1 213.53 - 1.71  0.2038
Error 3003;39 24 125,14
Time (T) 281.66 1 281.66 36.23 0.0000
Crxe . 17.07 1 17.07 2.20  0.1514
TXGR  0.40 1 0.04 0.05  0.8220
T X GR XG 0.01 1 0.01 ° 0.00  0.9677

Error 186.59 24 7.77




