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THE DEVELOPMENT OF CONTENT AND MATERIALS FOR A MUSIC LITERATURE COURSE

IN THE SENIOR HIGH SCHOOL

Part I

THE STUDY



Chapter I

INTRODUCTION

The Problem

At the present time, the musical education of youth in the American

senior high school is primarily centered around participation in perform-

ing groups. A recent survey1 of music programs in Iowa high schools

reveals that 43.7 per cent of Iowa high school youth participated in band

and chorus, and to some extent orchestra, but that there were no music

programs that offered a general education course in music which was

either required or elective for all students. Similar studies completed

more recently portray the same story for music programs in Missouri,2

Nebraska,3 and Minnesota. 4
There were limited examples of schools offer-

ing music theory or literature to highly selected students, but no

examples of schools offering a broad cultural music program to all

students in a school.

1
Gerald Lawson, "The Status of Music in Iowa High Schools during the

1959-60 School Year,".(Ph.D. dissertation, University of Iowa, 1960).

2
Richard L. Hills, "rhe Status of Music Instruction in the Public

Schools of Missouri," (Ph.D. dissertation, University of Iowa, 1962).

3
Dale Ganz, "The Status of Music Instruction in Nebraska Schools,"

(Ph.D. dirsertation, University of Iowa, 1963).

4
Joseph Casey, "Music Instruction in Minnesota Schools," (Ph.D.

dissertation, University of Iowa, 1965).
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Although some performance programs have compiled admirable records

and are deserving of much credit, several serious problems exist. A

musical education is obviously best achieved by intimate contact with the

best of the literature. However, few high school groups reach the level

of competency required for the performance of great literature, and those

that do restrict the experience of their participants to works for that

particular medium. A member of a fine high school choir may remain

totally unexposed to orchestral or operatic music, for example, and a

high school bandsman may never come into contact with the works of

Palestrina, or even Beethoven or Brahms. A further problem is that

performing groups in the senior high school are necessarily somewhat

selective, particularly those that maintain a high level of proficiency.

They are thus limited in the number of students they serve. This problem

seems especially critical with instrumental groups, since wind and string

players usually begin their training in the elementary grades or the

junior high school. Those students who lack the proper motivation to

begin an elective program in music at age ten or twelve may be reluctant

to do so atage fifteen, even though they may have by that time acquired

the interest. In most cases they will probably pass through high school

with no instruction in music whatever.

Perhaps the most serious deficiency in the performance type of musical

education is that the cultural and historical aspects of music, as well as

such fundamental concepts as musical structure and design, are too often

neglected for purely technical mattc....3. Claude V. Palisca, in the report



of the Seminar on Music Educat!on conducted at Yale University in 1963,

speaks of some of the inadequacies in content and quality of performance

programs. He states that "the majority [of teachers of performing groups]

have been trapped by the pressures of public performance and of community

and student tastes into a deplorable routine that produces mainly super-

ficial results." And that "even in students who are potentially gifted

and intellectually capable, creativity and agility of musical thought and

judgment are left almost entirely undeveloped, while fingers and lips

are drilled to considerable speed and accuracy."5 A report of the Seminar

on the Disciplines, convened by the N.E.A. in June of 1961, indicates that

a "wide misunderstanding exists concerning the purpose of music in the

public schools." It was the opinion of Stanley Chapple, who represented

music, that secondary school music, as it was generally taught, did not

offer a very complete musical experience to secondary school pupils.
6

Some of these statements seem rather harsh; they do not give

credit to the excellent groups and superior teachers who are developing

qualities of musical alertness and sensitivity in young people. The real

problem is, of course, that these teachers and groups seem to be in the

minority. And, although there may be no substitute for performance

5Music in Our Schools: A Search for Improvement, Report of the Yale
Seminar on Music Education, prepared by Claude V. Palisca (Washington,

D.C.: U. S. Government Printing Office, 1964), p. 5.

6The Scholars Look at the Schools, A Report of the Disciplines Semi-
nar, A Working Paper Prepared for the Project on the Industrial Program
of the Public Schools (Washington, D.C.: National Education Association,
1962), pp. 8-10.



experience in the development of a keen sensitivity to musical expression,

there are other knowledges and understandings which are also essential to

a complete musical education. The form used by the North Central Associa-

tion of Colleges and Secondary Schools in its evaluation of high school

music programs states that the music curriculum should be designed "to

develop appreciation, knowledge, and skills in all students commensurate

with their interest, talent, and ability." And that, in the proper music

program, "opportunities are provided for all students to become apprecia-

tive listeners and successful participants in a variety of music activi-

ties. Even many of our finest performing groups seem to be in need of

supplement if schools are to meet all of these goals in their music

programs.

Need for the Study

Music deserves a place in the high school curriculum which it is not

currently filling. The report of the music panel to the Conference on

Secondary School Curriculum Problems of the American Council of Learned

Societies in 1958 considered "the present offerings . . to be basically

sound, but . . . they do not come as close as they should to accomplishing

their real objectives."8 One of the panel's recommendations was for a

"basic course of consumer music education," which would set as its

7
"Guiding

National Study

81,
Report

Principles," Evaluative Criteria: Music (Washingtun, D.C.:
of Secondary School Evaluation, 1960).

of the Music Panel," ACLS Newsletter II/9 (November 1958), 16.
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objective "the development of musical taste and positive attitudes

toward music."9 The 1963 Yale Seminar on Music Education suggested a

music listening course at the high school level in which "music liters-

ture becomes a serious subject for study, on a par with the literature

of a language. 1110
This would seem to be an answer to many of the prob-

lems that exist. Such a course should serve to supplement the experience

of performing group participants as well as to offer an opportunity for

music instruction to non-performers. However, the Yale Report indicates
4

that "of the three main components of the [music] curriculum -- composing,

performing, and listening -- perhaps the most difficult for the teacher

to guide is listening.
n11

The reason for the limited success of high

school listening courses in the past has been attributed to a "lack of

proper classroom guidance, due in turn to insufficient knowledge and

skill on the part of teachers."12 A further problem which would face

many teachers of such a course is the lack of adequate time and facili-

ties for research.

These problems point to the need for a carefully planned content for

a high school music literature course, and for fully developed materials

to guide and aid teachers -- a source book which would provide outlines

and sources of supplementary information for the units taught, as well

9
Ibid., p. 17.

1°Music in our Schools, p. 17.

llib
id., p. 16.



as practical and effective educational media. These are needs which

the Yale Report
13 and the ACLS Music Panel Report

14
also recognize.

The plans and materials need to be tried and te:ced in the classroom.

It is the purpose of this study to develop such a content and materials,

and to apply and evaluate them in a classroom situation.

Related Studies

There are several types of research related to this study. Included

in these is a number of writings in the general area of the psychology of

music -- musical perception, musical discrimination, musical taste, and

learning theory as applied to music -- as well as studies in the teaching

of music appreciation. The studies surveyed here, however, might be

better termed similar studies, since they are those which are concerned

with general education courses in music in the high school. One of these,

conducted at Michigan State University in 1963 by Gordon Allen Johnson,

is devoted to a correlated music and visual arts course of study.15

Johnson developed only one major unit for the course and, in his recom-

mendations for further study, suggests that the course of study needs to

be completed and the course taught in the public schools for evaluation.

He recognizes two main problems for a combined course in music and art --

teachers and materials.

13Ibid., p. 25.

1411Report of the Music Panel," ACLS Newsletter, p. 17.



James R. Hanshumaker, at the Ohio State University in 1961,

developed a sample segment for a high school music literature course,

but admits that "the ideas and suggestions made in the study are limited

nto the realm of theory and are, as yet, untried. 16 His sample is well-

planned, although the time he would allot to it in a total course of

study seems inadequate for anything more than a superficial coverage.

He devotes a chapter to the "pre-developed skills and knowledge required

by the high schcol music course," in which he lists and defines many of

the skills and knowledges which one would expect such a course to develop.

Hanshumaker's study also delves into the problem of training teachers

for the course.

Homer Wayne Ramsey, in an earlier study at the Ohio State University

(1957), surveyed Ohio secondary schools for music course offerings and

enrollments.17 Although he included "no determination or evaluation of

the relationships of performing groups to general education, n18 he did

include them in his survey. He found that in thirty senior high schools

15
Gordon Allen Johnson, "A Correlated Music and Visual Arts Course

of Study for the Senior High School" (Ph.D. dissertation, Michigan State
University, 1963).

16
James R. Hanshumaker, "Foundations for the Development of a High-

School Course in Music Literature Based on the Principles of General
Education, with Implications for Teacher Education" (Ph.D. dissertation,
the Ohio State University, 1961).

17
Homer Wayne Ramsey, "The Role of General Music in the Curriculum

of the Secondary School" (Ph.D. dissertation, the Ohio State University,
1957).

18Ibid., p. 9.
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surveyed, 42 per cent of the students were enrolled in music, perfor-

mance groups accounting for 34 per cent and courses in theory, apprecia-

tion, or general music for the remainder. 19 The major part of his

writing deals with the role and problems of the general music class on

both the junior and senior high school levels. His survey revealed

that "no organized content for general music classes exists, 1120 and he

provi.des "ideas for content," outlines for six units or "areas of

interest. 1121 Although they are well done, the units are planned for

junior high school classes. Ramsey states that "one of the major problems

associated with general music teaching is that of locating, organizing,

and presenting the materials appropriate to general music. 1,22

A, University of Illinois study conducted by James Henry Robertson

in 1958
23

takes, like Ramsey's, the general music approach. The course

emphasis is on such activities as singing, dancing, playing social

instruments, and some listening, as opposed to a penetrating study of

music literature. Robertson did, however, teach and evaluate his course

in a public school. His class numbered fourteen students, which, he

p. 89

20
Ibid., p. 118.

21
Ibid., pp. 119-45.

22Ibid., p. 104.

23
James Henry Robertson, "Principles for General Music in Secondary

Schools" (Ed.D. dissertation, University of Illinois, 1958).
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reports, "varied from average only in their greater experience in

musical performance.
H24 Pn the basis of pre- to post-test score changes

on four standardized music tests,
25 plus an inventory which he developed

to account for students' music activities, he reports "a significant,

almost startling growth in musical competency . .

1126

Robertson states some disadvantages of preplanned units and

previously organized materials which may be valid, particularly for his

type of course. He writes that "preplanned units emphasize more passive

study than active participation in music activities," and that "pre-

viously organized materidl tends to excuse the teacher from any real

creative teaching, encourages 'going through the motions' without real

understanding or deep involvement.
1127

Another general music study conducted at the University of Illinois

by Martha Pearman in 1964,28 outlines a more systematic course. It was

"based on music education classroom experiences over a period of five

years . . . and upon philosophical-psychological thought in music

24Ibid., p. 122.

25Robertson's measurement instruments were the Rwalwasser-Ruch Test
of Musical Accomplishment (1927), the Rwalwasser Test of Music Informa-
tion and Appreciation (1927), the Aliferis Music Achievement Test (1954),
and the Seashore Test of Musical Talents (1939).

26Robertson, "Principles for General Music," p. 166.

27
Ibid., p. 43.

-martha Pearman, "A Theoretical Framework with Adaptable Instruc-
tional Material for General Music Classes at the Secondary Level" (Ed.D
dissertation, University of Illinois, 1964). .
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education which supports these experiences."29 The course outline was

not applied in the classroom and consequently was not evaluated.

Other recent studies in the area of high school music offerings

have been done by H. B. Porter at the University of Arizona," and

J. H. Patrenos at Auburn University.31 Although both are interesting,

neither is concerned with general education courses. Porter's design

is for an integrated course in literature, theory, and ensemble perform-

ance for talented students, and 2atrenos's is "directed toward the area

of music theory and not a general music course for high school."32

None of these studies answers the need for fully developed content

and materials for a high school music literature course. Those which

have been planned with an emphasis on literature have not been completed,

in either content or materials. Furthermore, they have not been applied

and evaluated in the classroom. The general music studies place their

emphases on other, less academic, activities. While they may satisfy

29Martha Pearman, Abstract of "A Theoretical Framework with Adapt-
able Instructional Material for General Mimic Classes at the Secondary
Level," Dissertation Abstracts XXV/2, 1251.

30.a. B. Porter, "An Integrated Course in Music Literature, Theory,
and Ensemble Performance for Talented High School Students," (Ph.D.
dissertation, University of Arizona, 1964), Dissertation Abstracts XXV/5,

3020.

31
J. H. Patrenos, "A Course of Study in Music Fundamentals for High

School Students Designed for Use on Educational Television," (Ed.D. dis-
sertation, Auburn University, 1964), Dissertation Abstracts XXV/6, 3610.

3
2Ibid.
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the musical needs of certain segments of the school population, they

are really only a continuation of elementary and junior high school

general music course offerings. They seem to offer too little interest

or challenge to the high school student who is really curious about the

literature of music.

Procedure

The procedure followed in carrying out the aims of this study

centered around the teaching of a course titled 1Masterpieces of Music

Literature" at the University High School, Iowa City. The course granted

full credit for two semesters and was elective to tenth, eleventh and

twelfth graders. Its primary objective was to enhance students' under-

standing of the literature of music through the development of certain

skills, knowledges, and sensitivities; it was hoped that this increased

understanding would lead to more positive attitudes and higher musical

tastes and values.

The emphasis in the course was on the music itself -- it was not a

study of music history or theory except where consideration of those

areas was pertinent or necessary. It was believed also that a survey

course aimed for comprehensive coverage would not satisfy the total

objectives of the program. Rather, it seemed wise to present a limited

number of works and to study them in depth. This view is in direct

agreement with the suggestions of the Yale Seminar Report, which states,

"Intense experience with a small repertory can more easily lead to
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insights into how music works than a series of superficial exposures

that aims to be comp-ehensive."33

This premise guided the designing of the course content outline,

which was the initial task of the study. An outline provides a general

plan; it insures that all major musical genres and historical style

periods are represented. However, it must be somewhat tentative,

remaining flexible enough that it does not restrict penetrating study

or stifle teacher creativity. The course content was necessarily out-

lined before the course began. Other work that was done prior to the

first class session included an examination of student textual materials,

since it seemed unlikely that any one current textbook would suffice for

the course. Some preliminary planning was also done for the various

units, but nearly all detailed work was carried out concurrently with the

teaching of the class. Observation of student response to methods and

materials thus guided the planning and production of materials.

Each of the musical works studied was analyzed for form and content

in a manner which is appropriate for a course of this type. Thorough

research and planning were necessary in order to provide interesting and

pertinent information about the music, the composers, performers, and

related works. Attention was also given to the general style characteris-

f-irc nf the period, to the factors which influenced these and, as time

permitted, to the related arts. A set of teacher source materials which

33Music in Our Schools, p. 35.
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presents this informatiol in a logical and appropriate manner, and which

includes suggestions for leading class discussions, is the result of the

research and planning.

Various audio-visual media were employed in teaching the course and

special materials were prepared for them. The magnetic tape recorder

was used extensively in both the classroom and in a listening laboratory.

Tapes prepared for the classroom include thematic excerpts for the study

of form or general content, or for comparisons of style. Portions of

examinations were also recorded on tape to test thematic or stylistic

recognition. Various types of laboratory tapes were prepared for

supplement to and review of classroom work.

The overhead projector was also used extensively in the classroom.

Prepared 10 x 10 transparencies not only save class time but insure

better organization of classroom presentations. Musical themes,

diagrams of form, and various other types of informatim- were prepared

and presented in this manner.

Other common types of audio-visual media were also employed, includ-

ing 35 mm. slides and 16 mm, motion films. Some of these materials were

examined to determine their applicability to specific units of study.

The phonograph and disc recordings were, of course, used extensively in

both the classroom and listening laboratory.

Some examination and development of programmed materials for the

teaching of music fundamentals was also undertaken. Students in the

class varied in their understanding of fundamentals. Programmed materials
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were developed and employed to determine their effectiveness for review

and remedial work in this area.

All audio-visual teaching aids produced are included in the set

teacher source materials. These materials, besides their use at

University High School, were implemented in music literature classes

Fairfield, Iowa, under a somewhat different course design. The Fairfield

classes consisted of two one-sfmester courses, one for a rather select

group of music students, the other primarily for non-performers. The

courses were taught by a local music teacher. All materials were made

available to her, but the teacher used them only as they applied to her

own course plan. This procedure allowed at least a subjective appraisal

of the adaptability of the guide book and teaching aids.

Evaluatior

The evaluation of any course in the curriculum must first involve

a determination of the extent to which it fulfills its specific objec-

tives. The primary objective of the music literature course was to

enhance students' understanding of the literature of music; specifically,

it attempted to achieve this through the development of:

(1) an increasing proficiency in fundamental skills of music;

(2) an increasing intellectual and emotional response to the sounds of

music;

(3) an increasing knowledge of the historical perspective of music;

(4) an increasing ability to collect information about music;
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(5) an increasing ability to make value and taste judgments concerning

music; and

(6) an increasing ability to form generalizations and draw conclusions

about music.

The fulfillment of some of these specific objectives, such as those per-

taining to fundamental skills and historical knowledges, could be measured

by objective means. Others, such as those having to do with responses

and judgments, since they are subjective in nature, could only be measured

subjectively. Class examinations and papers provided some indication as

to how well the course satisfied its objectives, but other factors needed

to be considered and other tecieniqueq employed in order to be both

thorough and accurate in this evaluation.

Matters that are pertinent to the success of the music literature

course include the content and materials, the teaching approach, and

student attitude. Each of those underwent some form of evaluation, even

though it was in some cases highly subjective. The following are the

evaluation techniques that were employed in the study.

Matched-ildividuals musical achievement experiment. In testing the

musical achievement of students in the experimental music class at the

outset of the school year, two tools were used. One was an unpublished

form of the Gordon "Musical Achievement Profile," which measures skills

and symbolic understandings.34 The other was a "ListenIng Achievement

34The Gordon "Musical Achievement Profile" contains four sub-tests:

melodic recognition, rhythmic recognition, harmonic recognition, and
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Test" designed by the author. It measures stylistic recognition and,

to some extent, historical knowledges.35 These tests were also adminis-

tered to the students in the control group, who were selected from the

University High School band, orchestra, and chorus, according to musical

aptitude and scholastic achievement. Matching was based on standard

scores for the Gordon Musical Aptitude Profile36 and the Iowa Tests of

Educational Development.37

Students in the control group received the normal kind of performance

training during the year, while those in the experimental group received

the instruction of the music literature course. Post-testing on both the

"Musical Achievement Profile" and the "Listening Achievement Test" took

place at the end of the school year. Changes in scores for the combined

measures provided a basis for comparison between performance training and

music literature instruction in general musical achievement.

Class visitation and observation. For the purpose of a general,

subjective evaluation of all phases of the study, arrangements were made

symbolic understanding. The first three are auditory-visual discrimina-

tion tests of forty-four items each; the symbolic understanding test is

comprised of fifty items.

35
The "Listening Achievement Test" contains forty-four multiple-

choice items, based on fifteen musical excerpts. Various musical styles

are represented and items are based on composer, rhythm and meter, melo-

dic constructs, harmony, timbre, and texture.

36Edwin Gordon, Musical Aptitude Profile (Boston: Houghton-Mifflin

Company, 1965).

37 Iowa Tests of Educational Development, 9th ed. (Iowa City:

State University of Iowa, 1964).
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for visitations by a number of persons. Those who consented to make

such an evaluation included several professors from the University School

of Music, the Curriculum Consultant from the Iowa State Department of

Public Instructicn, and two school administrators. These visiting

evaluators were asked to rate the instructional activities and materials

of the course, its content and organization, and the extent to which it

fulfilled each of its specific objectives. They based their ratings on

such evidence as class observation, examination of the materials, and

student conferences. Many early class sessions were recorded and these

tapes were available for examination.

An evaluation form was prepared which asked the evaluator to rate

each of the items or questions according to a scale from one (poor) to

five (excellent). In this way a group of subjective evaluations could

at least be tallied and reported with some precision.

Parent questionnaires. Shortly after the beginning of the second

semester a questionnaire was mailed to parents of students in the

experimental class. It essentially attempted to determine parental

attitude toward the music literature course and :ts place in the

curriculum.

Student interviews and questionnaires. In an attempt to gain some

measure of student attitude toward the music literature course, inter-

views of students in the experimental class were conducted by the

Curriculum Consultant from the Iowa State Department of Public Instruc-

tion during the second semester of the course. Questionnaires completed



19

by students at the end of the course provided an indication of their

attitude toward the course and the extent to which it fulfilled its

objectives.

1

1

,



Chapter II

DEVELOPMENT OF THE STUDY

Objectives of the Music Literature Course

The formulation of objectives for the high school music literature

course was necessarily the first step in the development of the total

course plan. Objectives are basic to any instruction; content, method

and materials are all dependent upon them. The process of formulating

instructional objectives involves both idealistic and practical thinking,

since the stated goals must define what a course should ideally accomplish

while being confined to that which is practicable. The primary objective

of the high school music literature course is simply stated: the course

was directed toward the enhancement of students' understanding of the

literature of music. It attempted to accomplish this through a set of

specific objectives -- development of skills, abilities or knowledges

which are all qualified by the term "increasing." It would be erroneous

to assume that students would possess nothing of these skills, abilities

or knowledges at the outset of the course, and it would be presumptuous

to claim that the course could develop an "unqualified" quantity of the

same.

The first of the six specific objectives of the course was the

development of an increasing proficiency in the fundamental skills of

music. While this is a necessary and worthwhile objective, skills were

not regarded as ends in themselves in the music literature course.

Certain skills are necessary for the accomplishment of other goals of the

20
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course -- they are an essential foundation to the study of music. The

skills referred to here are not as sophisticated as those practiced in

a performing group. In fact, most class members who were also performers

possessed the basic skills and fundamental knowledges demanded by this

type of study. Students in the music literature class were not expected

to achieve proficiency in sight-singing, for example, but they were

expected to perform satisfactorily on simple exercises in auditory-visual

discrimination. The approach to teaching skills was both direct and

indirect. Some drill and practice, both auditory and visual, on such

elemental matters as recognition of pitch and rhythm symbols and inter-

vals were necessary, but the study of literature involved them also and

some proficiency should have been developed indirectly in this manner.

Certain basic theoretical knowledges are included in the term

"skills" in this context. Students must understand the make-up of

scales and basic chords and chord functions, for example, if they are to

participate successfully in musical analysis. In some of these matters

performers were only slightly better equipped than non-performers.

The second specific objective was the development in students of

an increasing intellectual and emotional response to the sounds of music.

The study of music, if it is to be worth the time spent at it, should

awaken, perhaps even develop, creative, imaginative powers in the mind

of the student. A course in music literature must contribute to the

transformation of the passive listener into an active one; indeed, this

may be its most essential function. To quote Hindemith:
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Music, whatever sound and structure it may assume, remains
meaningless noise unless it touches a receiving mind. But

the mere fact that it is heard is not enough: the receiving

mind must be active in a certain way if a transmutation from
a mere acoustical perception into a genuine musical experience

is to be accomplished.1

And with respect to emotional versus intellectual response to music,

Hindemith again offers a pertinent comment: "Only after the emotional

reaction has been released by the sounds of music can our power of

reasoning take possession of the artistic impression and transform it

into aesthetic satisfaction . . ."2 To debate the philosophical contro-

versy over the distinction between sense and reason or intellect with

respect to responses to music would be outside the limitations of this

study. It must suffice to say that both the emotional and intellectual

responses were recognized as worthy of enhancement, and that the former

is, as Hindemith points out, a more basic response which can lead to the

latter.

The third objective was the development of an increasing knowledge

of the historical perspective of music. Specifically, students should

acquire a better understanding of musical style by historical period

and they should discover that style in music is consistent in a general

way with style in other arts for a given period. Although the music

literature course was not designed to place an equal emphasis on the

1Paul Hindemith, A Composer's World: Horizons and Limitations,

The Charles Eliot Norton Lectures, 1949-1950 (Garden City, N.Y.:
Doubleday, 1961), p. 18.

2
Ibid., p. 57.
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related arts, it was felt that some attention to the visual arts in

particular would aid in the acquisition of a general understanding of

musical style. A survey of Baroque painting, sculpture and architecture,

for example, can be accomplished in one class session, and should give

students a better understanding of artistic expression in that period.

While certain parallels can be drawn between the stylistic elements of

the visual arts and those of music, it seems advisable to make these

comparisons in a general way between collective art works, rather than

to try to make toc many specific comparisons between specific works.

The general, comprehensive approach to relating the arts would seem to

achieve the desired result, whereas specific comparisons might raise

unanswerable questions or draw fallacious conclusions. It seems safe,

however, to compare a group of visual art works with a specific piece

of music, drawing from the collection that which can be satisfactorily

paralleled with the specific.

An acquisition of ce:Lain historical knowledges, which are natural

companions to the study of music literature, is of course related to

the historical objective. However, historical knowledges, in a course

of this type, must be regarded, like the related arts, as simply an aid

in developing understanding of the literature itself. Students were

given suggested reading lists and biographical sketches of the composers

studied, and it was necessary to examine them on this material. But,

too much emphasis on these matters can make the study tedious and detract

from the real intent of the course. Students can quickly forget the
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specific life dates of Beethoven and Debussy, but if they are properly

instructed they should retain the knowledge that each represented the

turn of a century and a change in style.

The fourth objective, which is stated as the development of an

increasing ability to collect information about music, needs little

explanation. The fulfillment of this objective is, of course, somewhat

dependent upon the resources of the school library, but it is expected

that it might be achieved through normal activities of the course.

Special reports and papers demand the collection of information from

periodical publications as well as from standard music reference works.

Students should become aware of the wealth and depth of information

about music that is available to them.

The fifth objective of the music literature course was to develop

in students an increasing ability to make value and taste judgments

concerning music. This is a lofty but well-intended goal, the achieve-

ment of which is most difficult to measure. It has definite implica-

tions for the method of teaching the course. Students cannot, it seems,

learn to make value judgments by being told what is good or not-so-good

music. Their musical standards and taste can perhaps be raised by a

year's exposure to good music literature, but the propaganda technique

is to be avoided also. The content of the course was built around some

of the best of the literature, but students were allowed to judge its

quality themselves through intensive exploration into its elements and

meaning. A teacher-imposed judgment would seem to have much less

24
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significance than one which the student has arrived at himself. Further-

more, a value judgment imposed by the teacher stints discussion and thus

prevents this aspect of learning from taking place. Value and taste

judgments in the fine arts are a highly personal matter; the music

literature course can most likely develop these abilities in students in

an indirect manner, by equipping them with certain tools and knowledges

rather than by providing sets of rules.

The sixth and final specific objective, which has to do with the

development of an increasing ability to form generalizations and draw

conclusions about music, is closely related to the value and taste

judgments goal. Many of the same learnings are implied by both objec-

tives. However, it seems desirable to strive for some general under-

standings about the function and role of music in society that do not

involve value judgments, even though the direct methods of teaching

that enable students to form generalizations and draw conclusions are

perhaps those which will indirectly guide them toward the ability to

make value and taste judgments: Students should be encouraged to form

generalizations about music, with specifics to back them. And although

the conclusions they draw may not always be definite, by working toward

this end they may derive more meaning from a collection of details.

Roger Sessions distinguishes four stages in the listener's development:

hearing enjoyment, understanding, and discrimination.3 The sixth

3Roger Sessions, The Musical Experience of Composcl-, Performer,

Listener (New York: Atheneum, 1965), pp. 88-89.
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objective of the musical literature course fits into Sessions's "under-

standing" level, while the value and taste judgment objective is at the

"discrimination" stage.

Course Content

The content outline for a music literature course could follow any

of several designs. It could be organized by historical period, by

composer, by musical genre, function,or form. Although the course that

is the subject of this study was intended to take an intensive approach,

it was comprehensive in some respects; it included representative works

from each of the major historical periods of musical style and for each

of the major musical genres, and, of course, these were selected to rep-

resent certain major composers, functions, and forms. The most logical

content organization, to include all of these features, would seem to

be one that incorporates both the historical and musical genre approaches.

However, once that decision is reached a more important problem must be

confronted -- what shall be the sequence or order of units? A chrono-

logical order might be appropriate for a course in which the main

emphasis is history. But for a general education course in which histori-

cal knowledge is only one of several goals, the chronological order would

probably not serve best. As Joseph Machlis points out, there is a

"definite order of difficulty in listening to various musical works."4

4Joseph Machlis, On the Teaching of Music Appreciation (New York:
W. W. Norton, 1963), p. 4.
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Although some might disagree as to how "definite" that order is,

Machlis's approach of arranging units into an order that approximates

thL accessibility of the music seems sensible for what is basically a

layman's course.

Following this premise, the original course content outline was

planned to begin with a unit on "Wisic of Our Times," which included

jazz and the American musical stage. After much deliberation, however,

this seemed inadvisable, since no real ground for communication would

have been established. In order to delve into any type of music,

students must have an understanding of the elements that comprise it.

It had been previously planned to base all musical explorations on the

elements of rhythm, melody, harmony, texture, and timbre; to concentrate

on these in the second unit of study and later to combine them in a

unit on style and form. However, in order to establish some basic termin-

ology and understandings at the very outset of the course, it was

decided to begin with a unit on the "Elements of Music," with examrles

from currently popular tunes, Aaron Copland, and Mussorgsky's Pictures

at an Exhibition. The popular tunes were selected for their familiarity

and obvious accessibility. The Copland music, specifically the Billy

the Kid Ballet Suite and some from Rodeo and Appalachian Spring, offered

easily recognized examples of the elements and maintained further interest

by its program nature. Pictures at an Exhibition was selected for two

reasons: comparison of the original piano version and the Ravel orches-

tration provided excellent discussion material for the study of timbre,
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and its descriptive nature allowed a natural transition from the first

unit to the second, the title ot which was "Vineteenth Century Instru-

mental Descriptive Music." Wherever possible, units were tied together

in some manner so that the study was not divided into isolated segments.

The other major work included in the second unit was Richard Strauss's

Till Eulenspiegel's Merry Pranks, which was studied for thematic unity

and development besides its programmatic content.

The third unit of study, which was simple titled "More Elements of

Music," concentrated on tonality, modality, style,and foim. In the

first unit the class was introduced to rhythm and pitch notation and

the make-up of major scales and triads. This unit expanded those basic

knowledges by introducing chord functions and the minor mode. Style

was explained as the combined effect of the various elements in a given

piece of music, and was demonstrated by short examples from the early

Renaissance to the twentieth century. Form was introduced by examining

simple folk and popular songs.

The fourth unit was based on "Sonata-movement Design: The Classical

Sonata and Symphony." Introducing the principles of sonata-movement form

logically followed the examination of simple two- and three-part forms

which closed the preceding unit. The first piece for study was the first

movement of a Mozart sonata for violin and piano, followed by the first

movements of the Haydn "London" Symphony and the Beethoven '!Eroica." In

all three cases only the first movement was studied intensively, although

the class was given the opportunity to hear the works in their entirety
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at least once. The three pieces were chosen not only because of the

representative composers but also to exemplify an early, direct example

of the form, a slightly later one, and an expansion of the design. The

Beethoven Third Symphony was also chosen because it is one of the

earliest major works to demonstrate Romantic tendencies. The finale of

the "Eroice was studied in the fifth unit, "The Variation Form in the

Romantic Era," where it was compared with the finale of the Brahms

Fourth Symphony.

The original course plan included a unit on chamber music that was

to have immediately followed the unit on sonata-movement design; its

core work was to have been a Haydn string quartet. That unit was replaced

by the study of variation form for two reasons: the class had been

engaged in intensive study of sonata-movement design for over two weeks

and interest seemed to be lagging, and it seemed desirable to study more

than one movement of at least one of the pieces in the fourth unit.

The sixth unit was based on the concerto, the core work being the

Beethoven "Emperor" Concerto. The seventh unit concentrated on song and

choral music with the study of two Schubert art songs and Verdi's pequiem.

The eighth unit, "Bach and Handel: The Culmination of the Baroque,"

continued with choral music, its first piece for study being the Messiah.

The Messiah was included at this point not only because it is choral

music providing a transition from the preceding unit, but because it is

familiar and easily accessible Baroque music, and the time immediately

preceded the Christmas holiday. It was studied with less penetration

than most of the works in the outline, attention being given to prominent
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Baroque features while listening to the work in its entirety. The

other Handel work included in the unit was the Water Music Suite, with

emphasis being placed on the forms and characteristic movements of the

Baroque suite. The Bach works studied were the "Mighty Fortress"

Cantata, the Toccata and Fugue in D Minor, and a Brandenburg concerto.

The Baroque unit closed the first semester of study.

The second semester began with a unit on "Early Music," which in

this case meant the middle and late Renaissance and the transition into

the Baroque. Works of Josquin Des Prez and Palestrina were chosen to

represent the Renaissance, although some discussion of early instruments

and instrumental pieces of Praetorius and Heinrich Isaac were included.

Mbnteverdi's Ii ballo delie ingrate was selected as an ea:ample of the

"stile moderno" because it is a staged work which combines features of

opera and ballet.

The tenth unit, on opera, used Mozart's Don Giovanni as its core

work. Although this was the only opera studied intensively, students

were asked to volunteer to give class presentations, in groups of two

or three, of other works from the operatic repertoire. Reports on

La Traviata, Tristan und Isolde, and Salomg provided a basis for compari-

son of styles between all of those works and the Monteverdi piece from

the previous unit.

A, unit on "The Late Romantic Symphony" concentrated on the Mahler

Fifth Symphony. The first two movements were studied in particular for

their thematic relationship and for the thematic development within each.



Debussy's Nocturnes was the core work for a unit on impressionism. The

remainder of the course content outline dealt with twentieth-century

music.

A study of neo-Classicism was begun with Prokofiev's Classical

Symphony because of its obvious likenesses to classical form and style.

The principle work of the unit, however, was Stravinsky's Symphony of

Psalms. The fourteenth unit of the course, "The Influence of Folk

Music," used as its example the BartOk Concerto for Orchestra. A unit

on serial technique and expressionism began with work on Webern's

Symphony, Op. 21, which, although it is a controlled piece that is not

regarded as "expressionistic," is an excellent example for the study of

serial technique. The Schoenberg Serenade, Op. 24, and the Berg Violin

Concerto were also included in this unit. The sixteenth unit of the

course was called "New Directions" (borrowing a term from Peter Han-

sen).
5

It included two pieces of electronic music: the Edgar Varese

Poeme ilectronique and Stockhausen's Gesang der Anglinge.

The final unit of the course was devoted to twentieth-century

American music. The initial work studied was Charles Ives's Three

Places in New England, followed by a brief exploration into the total

serialization techniques of Milton Babbitt (coinciding with that com-

poser's visit to the University campus). The Roy Harris Third Symphony

5Peter Hansen, An IntroAuction to TWentieth Century Music

(Boston: Allyn and Bacon, 1961), p. 345.
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was studied in some detail, and Gershwin's Concerto in F for Piano and

Orchestra was briefly examined for the influence of jazz on art music.

Finally, a study of music from the Broadway musical stage concentrated

on Leonard Bernstein's West Side Story and included comparisons of the

original recording of that music with recordings by Stan Kenton, Oscar

Peterson, and Dave Brubeck.

The choice of literature for such a content outline was a difficult

one. Many important composers were neglected, yet it was necessary to

limit the number of works if the study was to be penetrating. A list of

units and the approximate time allotted to each follows:

Unit I

Unit II

Unit III

Unit IV

Unit V

Unit VI

Unit VII

2 and 1/2 weeks

1 week

1 and 1/2 weeks

2 and 1/2 weeks

2 weeks

1 and 1/2 weeks

2 weeks

Unit VIII 4 weeks

Unit IX 2 weeks

Unit X 2 and 1/2 weeks

Unit XI 1 week

Unit XII 1 week

Unit XIII 1 week

Unit XIV 1 week

Unit XV 3 weeks

Unit XVI 1 week

Unit XVII 4 weeks

32
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The Approach to Teaching Music Literature

As has been previously stated, the approach to the music literature

course was that of a study in depth rather than a comprehensive survey.

With either approach one would hope to motivate students toward further

musical experience. The survey approach attempts to introduce many

pieces of literature with the expectation that students might independently

delve deeper into their make-up. The intensive approach concentrates on

fewer pieces, with the hope that a better understanding of these will

motivate them to learn more of the literature in a similar manner. If

the intensive study premise is valid it is partly because concept develop-

ment is a slow and gradual process. George H. Henry, Professor of Educa-

tion at the University of Delaware, discusses time schedules and concept

development in a recent article in the English Journal.6 His remarks

are directed toward thfl teaching of the literature of the language;

however, while the concepts are different, the principles of their

development would seem equally valid in the teaching of music literature.

In summarizing the research of various investigators and logicians, Henry

states that "a concept is best developed slowly and through the progres-

sive development of meaning in time and must be arrived at through dis-

117covery. He deplores fixed time schedales, because "we tend to let [them]

6George H. Henry, "The Idea of Coverage in the Teaching of Litera-

ture," English Journal LIV/6 (September 1965), 475-82.

7Ibid., p. 475.



34

determine purposes." "Coverage, as survey or overview in a pre-stated

time," he states, "is an easy mode for unqualified teachers [and] is,

above all, hostile to concept development.
118

Henry is in agreement with the teaching of a literature by the

intensive method. His second principle of concept development is that

Ha concept is best developed as it serves to harmonize more and more cases.

A concept is not the storing up of many cases.
119 This principle offers

support for the teaching of literature through penetrating study of a

few works, and Henry's comments on fixed time schedules emphasize that,

in a future use of the music literature course content outline, the time

allotments suggested for each unit need not be rigidly observed. The

time allotments are given because many teachers of such a course would

need to rely on them as a general guide. However, the teacher must allow

time for adequate discussion; when student interest and class discussion

are such that a two-week unit expands to three or four weeks, it would be

much better to pursue chat than to adhere to the suggested schedule.

Henry's third principle of concept development points out the need for

systematic design and organization in a course of study. He states it

this way: "A concept is best understood when it is sought within, or a

place is discovered for it in, a pattern or structure. "1° His ideal

8Ibid., p. 475.

9Ibid., p. 479.

1°Ibid.
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method for the teaching of literature, then, would be a course organized

around several proposed principles, involving intensive study of a few

works, relating other works to these, and without a pre-stated time

schedule. This is basically the method employed in the music literature

course design which is presented here.

Another article from The English Journal, by M. Miriam Page,

supports a combination of the intensive and comprehensive approaches to

teaching literature.11 It was written at a time, 1945, when the trend

was to teach literature through the survey method. She attacks the

superficiality of relying strictly on the comprehensive approach and

suggests that "we gain balance by analysis and mastery . . . of a piece

of great literature."12

The specific procedure with which the music literature class under-

takes the study of a piece of music is partly determined by the nature

of the piece itself. In a Classical symphony, for example, form is a

major consideration, but in a nineteenth-century programmatic piece the

descriptive aspects of the music would seem more important. The relation-

ship of text to music might be emphasized in the swdy of an art song,

while in a concerto the interplay of soloist and urchestra is a major

point for discussion. In general terms, however, style and structure

11M. Miriam Page, "Re-examining Certain Methods in the Teaching of

Literature," The English Journal XXXIV/6 (June 1945), 326-29.

12Ibid., p. 329.
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are the important considerations in the penetrating study of a piece of

music. They encompass all of the above and more. The usual procedure

in the music literature class was to introduce a piece (or the movement

or part to be studied) by listening to it in its entirety, then to

outline and discuss in general terms its overall design, followed by a

detailed examination of its prominent features. Consideration of the

musical elements -- rhythm, melody, harmony, texture, and timbre -- in

the principal theme or themes provided a starting point for this detailed

examination, after which attention was given to thematic development,

repetition, or contrast. The groundwork had then been laid for a more

thorough discussion of style and structure. Through this procedure the

student's attention was gradually directed from the whole to its parts,

and finally back to the whole again. This method is basically in agree-

ment with that suggested by Robert Hare in his study on the pedagogical

principles of music appreciation: "It is suggested that [the studentj

listen for the form of music by three successive stages, namely:

(1) general effect, (2) over-all design, and (3) specific details."13

It would seem that the same stages might be applicable to listening

for style in music as well, and it seems wise to add a fourth stage to

these -- a return to listening for general effect. One or more listen-

ings to a complete movement or piece immediately after detailed study has

taken place is important not only because it reunites the pieces into

13Robert Yates Hare, "The Pedagogical Principles of Music Apprecia-

tion" (Ph.D. dissertation, University of Iowa, 1959), p. 109.
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a whole, but also because it helps the listener to understand and

appreciate what he has accomplished by the detailed study.

The specific manner in which the detailed study of a piece of music

is directed in the classroom will be somewhat clarified in the discus-

sion of special materials that follows.

Materials

In the designing and development of materials for the teaching of

music literature, one overall purpose seems to govern all others:

materials must, above all, direct the student toward attentive listening.

Grosvenor Cooper, in the introductory remarks to his Learning to Listen,

presents an appropriate metaphor on the layman's listening habits:

A great deal of music has poured into the ear of
everyone who reads these lines, but so has a great deal
of water doubtless poured over his head in the shower.
And the showerbath method of listening to music -- the

method of standing in simple passivity under it, while
his mind is occupied elsewhere -- does no more for the
listener than give him soothings impersonal companionship

as he goes about his business.14

Proper, well-planned materials can do a great deal to overcome the

"showerbath method of listening." Cooper's answer to the "What should

I listen for?" question is: "You should attend to whatever is going on

in the music; you should follow where it leads."15 The answer is a

14Grosvenor W. Cooper, Learning to Listen, Phoenix ed. (Chicago:

University of Chicago Press, 1961), p. viii.
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logical one, but it is hardly explicit enough to offer a real solution.

Materials that help to focus the attention on "whatever is going on"

may, however, help the student to "follow where [the music] leads."

Two types of materials are necessary for the music literature

course -- one for the classroom and the other for outside, independent

study. Specially developed classroom materials would include tape-

recorded excerpts of music studied, 10 x 10 overhead transparencies of

musical themes, formal diagrams, or terms, and duplicated materials for

various types of classroom exercises. Other materials, such as 35 mm.

slides of related art works or 16 mm. motion films are available from

various sources, and although they must be carefully selected, they need

not be specially developed. Laboratory materials for independent study

would include prepared tapes and listening guides, some written materials,

and programmed materials for the study of music fundamentals.

Prepared, tape-recorded excerpts to music to be studied can be an

invaluable aid to the teacher in the classroom. The excerpt might be

an important theme, a variant of a theme, a cadence point, or any musi-

cal material that merits special attention. The tape-recorded form has

great advantage over a disc recording because the specific excerpt can

be isolated and easily located, thus saving class time. Nhere excerpts

are recorded in the proper sequence, the teacher need only stop the tape

machine for explanation or discussion -- by noting the starting nu..,ber

on the digital counter for a specific excerpt he can rewind the tape to

that point for replay, or if he wishes to move on to the next excerpt he
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need only start the machine again. Teachers who are proficient at the

keyboard can, of course, demonstrate much at the piano, but a tape-

recorded excerpt still offers the advantage of preseating the intended

timbre.

The disadvantage of tape-recorded excerpts is that one cannot

isolate single voices from the whole without involving much time and

expense -- a melody line, or the bass part, for example, cannot be

extracted when recording from a phonograph record. Since this is often

desirable, it is suggested that the best method of presentation is to

use both tape-recorded excerpts and the keyboard. The latter would be

used for single lines of music or for breaking down harmonies, simple

keyboard tasks that any music teacher should be able to accomplish.

The overhead projector is a replacement for the chalkboard in

presenting material to a class. It offers several advantages over the

chalkboard, one being that transparencies may be prepared prior to the

class session, thus resulting in a saving and better organization of

class time. Materials presented in this manner are also usually neater

in appearance and more easily read, although the overhead projector

does not require a dark room. A further advantage is that the teacher

faces the class while using the overhead projector.

Transparencies may be produced by several different methods. The

simplest of these is a dry heat process which may be accomplished on a

relatively inexpensive copying machine in a few seconds time. The trans-

parency is made from a pencilled or typed original copy; from the same
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original the machine will also copy on paper or on a special spiritmaster

which may then be nsed to produce multiple dittoed copies. The advan-

tages of such a i:echnique for the teacher are obvious -- music manuscript,

for example, need only be written once, in pencil, to produce both a

transparency it use in the class and multiple copies for individuals to

keep and study. Furthermore, tr-nsparencies are permanent and may be

filed for future use.

The teachel, in using the overhead projector, is not restricted to

material that has been prepared on a transparency. With a grease pencil

or colored writing pens he way add to the prepared material, circle,

underline, or draw an arrow to emphasize a point, or he may simply use a

blank transparency to write a term, name, or any other information.

Blank staff transparencies are especially convenient for the music

teacher, since it is considerably easier to notate music on a transparency

than to write large manuscript on a chalkboard. A transparency of an

octave or twelfth of the keyboard is also a valuable aid in teaching

music fundamentals.

Transparencies prepared for the music literature course include a

number of elementary materials on rhythm and pitch notation for the first

unit of the course. Themes for most of the pieces studied have been

notated on transparencies and formal diagrams of a few pieces have been

prepared. The overlay technique is effective for presenting formal

diagrams. For the first movement of the Beethoven Third Symphony, for

exe.ple, only the principal theme section of the exposition appears on



the basic transparency. The second theme section is outlined on a

second transparency, which is laid over to connect with the first; the

development section is diagrammed on a third sheet, and so on through

the movement. For that particular piece, the various sectims also

appear in different colors. The advantage of the overlay technique is

simply one of orderly, sequenced presentation -- the viewer is not

confused by material beyond that which is being discussed, yet when the

entire set of overlays has been presented the appearance is of one

complete diagram.

The use of color in transparencies, although somewhat more compli-

cated to produce than the method previously mentioned, is very effective

for some types of material. In order to visually demonstrate the

imitative counterpoint of a Palestrina motet, for example, the four parts

were drawn in graph form on the basic transparency, with two blocks of

the same color drawn on each overlay. The blocks of color, when laid

over, each cover and emphasize a point of imitation, so that the result

when all overlays are applied is a graphic presentation of the four

parts with each point of imitation appearing in a different color.

Certain types of written material have also been prepared on trans-

parencies, such as the parts of the Hass (used in the study of the Verdi

Requiem), and the basic parts of sonata-movement design. A number of

sketches have also been done on transparencies, some for instructional

purposes, such as a set of drawings of early instruments, and some to

arouse interest, such as sketches of composers and opera scenes.
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A listening laboratory is an almost essential facility in a school

if the music literature course is to actually place its emphasis on

music itself. A library of books about music is, of course, important

also but, as a general approximation, students should spend at least

three or four hours listening to music for every hour they spend reading

about music. The listening laboratory should include both tape recorders

and phonographs equipped with headphones. Besides a library of ?hono-

graph records, specially prepared study tapes of various types are also

desirable.

The majority of the laboratory tapes that were prepared for the

music literature course at University High School were designed far

review and supplementary study of pieces dealt with in the class.

Ideally, study tapes for other, related works should be available; the

original Flan for course materials included such tapes, but time did not

allow for their production during the one school year. A library of

study tapes for supplementary works could be gradually developed over a

period of a few yeaLs, if the specific course content were to undergo

some change from year to year and if study tapes were prepared for each

new piece.

The prepared laboratory tapes for pieces studied are of several

different types. For programmatic pieces, such as Till Eulenspiegel and

Copland's Bilir the Kid Ballet Suite, isolated excerpts of the music are

each preceded by comments on the program, thematic treatment, or any

other special features Leard in the excerpt. Students were instructed
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to listen to the recording of the entire work immediately after listening

to such a tape. Listening guide sheets that include the comments heard

on the tape and the themes of the excerpts are prepared to accompany the

study tapes. They serve as an aid in listening to the entire work as

well. While this type of study tape serves well for some pieces, their

disadvantage is that they break up the music into many short segments.

Only one other tape besides those mentioned above was prepared in this

design -- that was for the first movement of a Mozart sonata, which

served as the initial example for the study of sonata-movement form. On

this tape each of the various sections of the form is treated in segments,

then is tecorded as a whole with comments superimposed on the tape.

In order to avoid segmenting the music most study tapes on specific

pieces were recorded with brief comments super-imposed over one stereo

channel. The result is that the student hears the music in uninterrupted

form, except for directions as to what he should listen for at a specific

moment. The directions, since they were recorded on only one stereo

channel, are heard in only one ear through headphones. This technique

is particularly satisfactory if the study tape is accompanied by a

listening guide so that the comments need not be lengthy.

For a few pieces the study tapes were designed specifically for

students to concentrate on thematic recognition. Tapes for each the

first and third movements of the Beethoven "Emperor" Concerto, for

example, were produced with this in mind. A theme sheet which identifies

each of the major themes for a movement by a letter code vas provided
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playing each of them twice. At the bottom of the theme sheet is a set

of four or five numbered lines. The student is instructed to begin on

line one and to identify each theme by its letter code as he hears it.

He is told when to move to each of the succeeding lines in marking the

identification of the themes. These brief instructions are the only

comments heard during the playing of the entire movement. The identifi-

cation of themes is divided into sections for two reasons -- it greatly

facilitates checking the work, and the divisions correspond with the

structural. design of the music. For the first movement of the Beethoven

concerto, for example, four lines are given at the bottom of the theme

sheet. They represent: (1) the opening ritornello and solo exposition

secti,ps of the movement, (2) the second ritornello and development,

(3) the recapitulation and ritornello excerpt, and (4) the cadenza and

coda. After identifying the themes students can then compare, by

observing the sequence of letters on each line, the use of themes in

one section with another.

For each laboratory tape prepared in this manner a second is pro-

duced with super-imposed comments for students to check their own work.

If they have missed identifying more than three or four themes in the

movement they are instructed to repeat the effort as soon as possible.

This exercise can be conducted in class as well as in the listening

laboratory. Its most desirable result is that it requires attentive

listening. The techniqre is, of course, practicable only with pieces
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that are built around a few distinct themes or motives, but extensive

use of it would not be desirable since it forces the listener to

concentrate only on thematic recognition.

Other types of laboratory tapes include those which deal with

specific fundamentals, such as recognition of intervals and scale modes.

These tapes were also designed for self-instruction -- the student marks

responses on paper while listening to Tape A, then listens to Tape B to

check his work. Laboratory tapes on style and on each of the musical

elements were prepared. They were intended for supplementary study,

using different musical examples from those incorporated in the class-

room materials on style and the elements.

For students in the course who needed special aids in learl:4=

music fundamentals, several sets of programmed materials were prepared.

They are of the simple linear design, since neither time nor facilities

warranted working with the more complex branching technique. The first

sets developed were printed on flash cards, bound together on key rings.

Later, several sets were prepared for two different types of teaching

machines. These materials initially cover the basic fundamentals of

pitch and rhythm notation, progressing to such matters as intervals,

key signatures, modal qualities of scales, and basic chord functions.

Programmed materials are valuable aids if stmlents use them properly.

The machines offer some advantage over flash cards or booklets in this

respect -- with one of the two employed the student must respond correctly

to an item before the next one appears. A machine that counts responses
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also offers a motivational advantage because the student can measure

his own progress from day to day.

A guide book for teachers of the music literature course was

prepared in conjunction with the teaching of the course at University

High School during the 1965-66 school year,
16 Its contents include an

introduction to each unit which explains the general goals of that

particular segment of the course, guides to the specially prepared

materials, including classroom tapes dnd transparencies and laboratory

materials, suggestions for discussion and special teaching techniques or

materials that might be employed, and suggested readings for both teacher

and students. The guide book is intended as an aid for the music teacher

who may already have full-time teaching responsibilities before the

literature course is added to the curriculum. In order to teach the

course properly, however, the teacher will still need to spend a consider-

able amount of time in preparation. Except for the biographical sketches

of composers, there was no attempt to include information that is readily

available in standard sources. The intent was to provide such technical

materials as analyses of the pieces studied, and to organize them in a

logical sequence. The teaching of a course that is based on intensi-1

study requires much more preparation than one which surveys and focuses

on the general. It is believed that the teacher who lacks the time to

prepare adequately may, despite good intentions, resort to the latter

approach. A teacher's use of the prepared guide book may result in his

adhering to the intensive study approach, if only because it guides his

16
See Part II.
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preparation in that direction. The guide book and other materials will

not dismiss the teacher from making daily preparations, since he must

still learn each piece of music thoroughly before he can present it to

a class.

It should also be recognized that no one guide book could provide

all of the materials necessary for the teaching of such a course, nor

could it provide materials that would be ideal for every teacher and

every teaching situation. Most teachers would want to supplement and

adapt these materials to fit the needs of a class. This guide book, then,

may best serve as an example and as a general design for teaching the

music literature course.

Measuring Student Performance

Precise and thorough measurement of student performance is difficult

in a course which includes "intellectual and emotional response" and

"value and taste judgmer-s" in its objectives. Some music skills and

knowledges are easily measured, but they constitute only a portion of a

student's expected growth in the course. It is perhaps in the nature of

the art that those understandings which seem most important are the most

difficult to measure.

It is a generally established procedure in our educational system

that pupil progress is reported in the form of grades. And while grade

reports may be intended to have some motivational value, students too

often regard the grade as an end in itself. It is not the purpose of
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this writing to defend or condemn grade reporting practices; neither is

it the purpose of this study to suggest or implement changes in those

practices. It is necessary that a new course in the curriculum conform

in these matters to the standards and procedures set forth by the school

in which it functions. The important consideration would seem to be a

recognition of the fact that since grades in an academic course are

often assigned largely on the basis of examination scores, the examina-

tion has more than a general motivational value -- its motivation is

direct and specific. As a result of the extreme tmportance that is

placed on grades, examinations exert a powerful influence on how students

study as well as on what they study. It is important that the examina-

Lions for the music literature course be designed and prepared to moti-

vate students toward study habits that are conducive to the development

of deeper understandings and appreciations than might be reflected by a

mastery of fundamental skills or historical facts -- students should be

motivated to listen to music.

The major examinations for "Masterpieces of Music Literature" were

of the objective type, in three or four separate parts. The first two

parts Tiere factual, one dealing with material from students' reading,

the other with material from class lectures and discussions. The former

tended toward historical knowledges and the latter toward concepts of

form and style. These two parts made up approximately one-half of the

total examination score. The third part was a listening test comprised

of ten to fifteen excerpts of music studied. Students were asked to
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identify these excerpts by historical period or possible composer.

The listening tests were of the four-foil, multiple-choice type, the

fourth foil being "none of the above" to eliminate ele forced response.

The factual tests were either of this type or matching.

Although the factual tests were considered necessary, the emphasis

in these examinations was on the listening sections. The listening tests

could not measure everything one would like to know about a pupils

progress in musical understanding, but did function very well in motivat-

ing students to use the listening laboratory. Average item difficulty

and discrimination figures for the individual sub-tests on all examina-

tions are presented below. Difficulty figures represent the percentage

of students who responded correctly to the average item in each type of

sub-test. Discrimination figures are calculated according to the

Flanagan method,17 which uses the highest- and lowest-scoring 27 per cent

of a group as the basis for correlating performance on an individual item

with total test performance.
Average Item
Difficulty

Average Item
Discrimination

Subtest I - Factual (Historical) 60.6 % .546

Subtest II - Conceptual (Style-Fcrm) 72.3 .542

Subtest III - Listening (Music giudied) 71.0 .546

Subtest TV - Listening (Music not Studied) 62.1 .504

17Merle W. Tate, Statistics in Education (New York: Macmillan,

1955), pp. 363-64.



Kuder-Richardson estimates of reliability, based on item variance,

were calculated for some of the examinations. These figures are only

slightly lower for the listening tests than for the factual tests.18

All examinations, with analysis figures are included in the teacher's

guide book; tapes for the listening tests are included with the class-

room tapes.

Student performance was, of course, also measured on the basis of

written papers, class quizzes and exercises, and short written assign-

ments. Students could earn optional credit points for reports or

reviews of concerts or for volunteered class reports.

First semester grades for "Masterpieces of MUsic Literature" were

assigned on the basis of 450 total points -- 385 for examinations, 35

for quizzes, and 30 for papers. A maximum of 30 points was allowed for

optional reports or reviews. Scores ranged from 153 to 416 points,

with a mean of 338, median of 341, and standard deviation of 63.5. The

frequency distribution was as normal as might be expected for a group

of twenty-five:

32%

76%

88%

96%

-2.Or -1. Sr -1. Or -0. Sr m=0 +O. 5r +1. Or +1. Sr +2. 0e

18See Teacher's Guide Book, Examinations
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Second-semester grades were based on a total of 398 points -- 264

for examinations, 84 for quizzes and written exercises, and 50 for a

term paper. Scores ranged from 112 to 370 points, with a mean of 265,

median of 266, and standard deviation of 69.9.
19

The second-semester

frequency distribution might also be described as normal:

38%

67%

88%

96%

2.00 1.5w 1.0er 0.5r m=0 0.5cr 1.00* 1.5er 2.0er

The correlation between first- and second-semester scores was .87.

19Based upon scores of the 24 students who had been in the class

during the first semester.



Chapter III

EVALUATION OF THE STUDY

Evaluation Procedures

As previously stated in Chapter I, the evaluation of the music

literature course was based upon:

1. pre- and post-testing of musical achievement in both
musical skills and stylistic recognition

2. observation of the class and examination of the materials
by vlsiting yvaluators

3. parent questionnaires

4. student interviews and questionnaires

Description of the Experimental Group

The 1965-66 experimental course in "Masterpieces of Music Litera-

ture" at University High School was offered on an elective basis to

tenth, eleventh, and twelfth graders. Enrollment was open to both

performers in school music groups and non-performers. Of the twenty-

five students who enrolled, six were members of school instrumental

groups and another ten were chorus members; fifteen were seniors, nine

juniors, and one was a sophomore. There were nine boys and sixteen

girls in the class.

It should be pointed out that only fifteen of the twenty-five

students in the class actually elected the course. Of approximately

twenty students who had indicated an interest at pre-registration,

52
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Second-semester grades were based on a total of 398 points -- 264

for examinations, 84 for quizzes and written exercises, and 50 for a

term paper. Scores ranged from 112 to 370 points, with a mean of "65,

median of 266, and standard deviation of 69.9.
19

The second-semester

frequency distribution might also be described as normal:

387.

677.

88%

96%

2.0c, 1.5. 1.00' 0.5e m=0 0.5. 1.0" 1.5dr 2.0.

The correlation between first- and second-semester scores was .87.

19Based upon scores of the 24 students who had been in the class

during the first semester.
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several could not enroll because of schedule conflicts. It was sug-

gested to the school administration and guidance department that other

junior and senior students who needed an additional course to complete

their schedule might be added. Ten students in this category were

enrolled; their academic ability ranged from quite low to very high.

The level of the experimental class might best be defined by quot-

ing percentile scores from the Mhsical Aptitude Profile and the Iowa

Tests of Educational Development. On national norms for the MAP, indi-

viduals in the class ranged from the 51st to the 99th percentile, with

52 per cent scoring above the 90th percentile mark. The class ranged

from the 41st to the 99th percentile on national norms for the ITED,

with 56 per sent ranking above the 90th percentile mark. Although this

figure seems extremely high for an experimental class, it should be

pointed out that it was not untypical for the school. University High

School eleventh and twelfth graders rank at the 99th percentile on

national group norms. In comparing the class with University High

School norms,
1 individuals ranged from the 5th to the 99th percentile,

with only 16 per cent ranking above the 90th percentile level.

In order to further describe the class the Allport-Vernon-Lindzey

Study of Values
2 was administered at approximately mid-year. "The Study

'Established by the eleventh- and twelfth-grade classes of 1963-

64-65.

2Gordon W. Allport, Philip E. Vernon, and Gardner Lindzey, Study of

Values 3rd ed. (Boston: Houghton Mifflin, 1960).
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of Values aims to measure the relative prominence of six basic interests

or motives in personality ; the classification is based directly

upon Eduard Spranger's Types of Men."3 The mean scores given in Table I

compare the experimental group with collegiate norms -- no high school

norms are available. Mean scores for maies and females are provided

because of the difference in sex norms and because the authors recommend

that ". . . for most purposes it is wiser to compare a given score with

norms for the subject's own sex."4 The general norms provided in the

manual give equal weight to the norms for both sexes, since ia the pop-

ulation at large the number of males and females is approximately the

same. The ratio of males to females is nine to sixteen in the experi-

mental group, however; hence fhe general norms given here have been

computed to that ratio to provide a more accurate comparison. The con-

struction of the Study of Values is such that a score of 40 is the aver-

age for any single value.

The authors of the Study of Values provide standard deviations

derived from the scores of 3378 college students, slightly less than

one-half of the number from which the above norms were established.
5

Table 2 compares the observed differences between the experimental group

3Ibid., p. 3.

4Ibid., p. 11.

5Ibid., p. 12.



Table 1

Alltort-Vernon-Lindzey, Study of Values Comparison
of Mean Scores for the Experimental Group

with Collegiate Norms

Values

Males
Colleg. Exp.

Norms Group

Females
Colleg. Exp.

Norms Group

General
Colleg. Exp.

Normsa Group

Theoretical 43.09 44.33 36.50 40.75 38.87 42.04

Economic 42.05 45.44 36.85 32.94 38.72 37.44

Aesthetic 36.72 34.66 43.86 52.31 41.29 45.96

Social 37.05 36.66 41.62 40.50 39.97 39.12

Political 43.22 42.00 38.00 35.50 39.88 37.84

Religious 37.88 36.88 43.13 37.50 41.24 37.28

alWeighted 9:16, male:female, to equal experimental group ratio.

Table 2

Allport-Vernon-Lindzey, Study of Values Standard

Deviations and Differences between Experimental

Group Mean Scores and Collegiate Norms

Values

Males
S.D. Diff.

Females
S.D. Diff.

General
S.D. Diff.

Theoretical 7.34 1.24 7.19 4.25 7.27 3.17

Economic 7.92 3.39 7.30 -3.91 7.61 -1.28

Aesthetic 8.49 -2.06 8.34 8.45 8.42 4.67

Social 7.03 - .39 7.02 -1.12 7.03 - .85

Political 6.64 -1.22 6.23 -2.50 6.44 -2.04

Religious 9.32 -1.00 9.40 -5.63 9.31 -3.96
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mean scores and collegiate norms with the standard deviations.6 A pos-

itive difference indicates a higher mean score for the experimental

group; a negative difference indicates a lower value rating on the part

of the experimental group.

Only two of the "values" or interests as categorized by Spranger

and the Study of Values would seem to be closely related to attitude or

interest in the music literature class -- they are the theoretical and

the aesthetic. The class as a whole rated both of these interests

somewhat higher than did the general collegiate population. The girls

in the class ranked aesthetic values over one standard deviation higher

than did the college girls, and although the boys rated this area of

interest lower, the mean score for the experimental class as a whole is

still over one-half standard deviation above the general collegiate

norm. Both the boys and girls rated the theoretical category higher

than did the college groups, although the difference in this area is

not as significant as in the aesthetic category. According to

Spranger's classification of men, the class as a whole, and the girls in

particular, might be expected to be responsive to the study of music,

due to high aesthetic values. Their high rating of theoretical values

might indicate that the experimental group would respond favorably to

6The mean scores of the smaller group for which the standard devi-

ations are provided are slightly different from those of the total group.

The differences are too insignificant to merit any special consideration

in this comparison, however.
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the intensive type of study that was pursued in the music literature

course.7

The Remmers Scale to Measure Attitude toward Any School Sub'ect
8

was also administered to the experimental class at approximately mid-

year. Students' attitudes toward music as a school subject were meas-

ured, along with their attitudes toward English, mathematics, and social

studies. The Remmers instrument is a 17-point scale on which students

check responses to each subject, ranging from very favorable to very

unfavorable. The student may check as many or as few responses as

indicate his attitude toward a given subject; his score for that subject

is the mean of his responses.

It is important to note that school subjects are not compared with

one another on the Remmers instrument. A student might respond very

favorably to all subjects, or very unfavorably to all. Remmers's scale

values range from 1.0 for the seventeenth or least favorable response

to 10.3 for the first or most favorable. The indifference point is

6.0.
9 Table 3 provides mean scores for the total experimental class

and by sub-groups:

7Allport, Vernon, Lindzey, Study of Values, p. 4-5.

8H. H. Remmers (ed.), A Scale to Measure Attitude toward An

School Sub'ect (Purdue Research Foundation, 1960).

9H. H. Remmers, Manual for the Purdue Master Attitude Scales (West

Lafayette, Ind.- university Book Store, 1960).
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Table 3

Remmers, Scale to Measure Attitude
toward Any School Subject

Experimental Class Mean Scores

Sub'ect
Total
Group Males Females

Elected
Cou;se

Did Not
Elect Course

English 7.9 7.2 8.3 8.2 7.5

Math 6.7 7.7 6.1 6.2 7.2

Soc. Stud. 6.9 6.3 7.2 7.2 6.7

Music 7.5 7.2 7.7 7.9 6.9

The Remmers scores indicate that the experimental class as a whole

responded most favorably to English as a school subject. The same was

true of all sub-groups except the males. The second most favorable

response was given to music, by all groups except those who did not

elect the course. Sub-group ratings indicate the expected result, that

music as a school subject was favored most by those who elected the

course and least by those who did not, and that fhe girls in the class

responded more favorably to it than the boys. Of the twenty-five stu-

dents in the experimental group, only one indicated an unfavorable

attitude toward music as a school subject; another four indicated indif-

ference. Nine students indicated a highly favorable attitude.

In a summary description, the University High School experimental

group ranked high on national norms for both musical aptitude and

scholastic achievement tests. It represented a reasonably accurate

cross-section of the local school population in scholastic achievement,
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however, and it might be expected that most students who had acquired

the interest in music to elect such a course would be those with aver-

age or above musical aptitude.

Forty per cent of the twenty-five students in the class enrolled

at the suggestion of the school principal or a guidance counselor; sixty

per cent had indicated high interest by enrolling at pre-registration in

the spring of 1965. The class as a whole rated aesthetic and theoreti-

cal values somewhat higher than the general collegiate population on

the Allport-Vernon-Lindzey Study of Values, which might be interpreted

as indication of a favorable attitude toward the serious study of music.

This was confirmed by a generally favorable response to music as a

school subject on the Remmers attitude scale.

The music literature course as conceived in this study is intended

as an elective subject; thus, in any school situation, it would be

expected to serve students with a rather high interest in music. By its

nature and because it would often be a fifth or added subject, it would

also be likely to attract the better students in a school. Considering

these factors, the experimental group for the study seems to have been

an appropriate one; any abnormality probably laid in its wide range of

both interest and achievement in music, since it included several indi-

viduals who would have been outstanding in both in almost any situation,

as well as a few who felt some resentment toward being enrolled. Table

16, Appendix B, lists fhe scores of individuals in the experimental

class for the various instruments discussed.
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Selection of the Control Group

A control group was employed in the evaluation of the study to

test and compare growth in musical achievement. All students in the

control group were selected from members of University High School per-

forming music groups. Individuals were matched with students in fhe

experimental class on the basis of standard scores for the Iowa Tests

of Educational Development and the Musical Aptitude Profile.

The Iowa Tests of Educational Development were administered to all

University High School students in September of 1965. From the compos-

ite standard scores of band, orchestra, and chorus members on this test,

forty-five individuals were matched, within a designated maximum lati-

tude of three standard-score points, with students in the experimental

group. The Musical Aptitude Profile was then administered to these

forty-five music students. Standard scores for the ITED are based upon

a mean of 15 and a standard deviation of 5;
10 standard scores for the

MAP are based uoon a mean of 50 and a standard deviation of 10.
11 It

was considered desirable to match control group individuals to those in

the experimental group within a latitude of one-half standard deviation

for each test.

°How to Use the Test Results of the Iowa Tests of Educational
Development: A Mhnual for Teachers and Counselors, 9th ed., (Iowa City,

Ia.: State University of Iowa, 1964), p. 62.

1lEdwin Gordon, Mhnual: Musical Aptitude Profile (Boston:

Houghton Mifflin, 1965), p. 29.
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Examination of the scores revealed that it was possible to meet

these matching criteria for all but one individual in the experimental

group. That student was consequently dropped from the matched-individ-

uals experiment. One other student was excused from the course for the

second semester at the request of the school admin%stration, since it

WAS necessary for him to correct an academic deficiency in another area

at that time. The matched-individuals experiment was thus based upon

an N of 23.12

No attempt was made to match individuals on grade, sex, or cultur-

al background. However, Table 4 reveals that individuals were matched

within two standard-score points on the ITED, with the exception of one

pair who differed by three points, and within thvee standard score

points on the NAP, again with the exception of one pair, who differed

by four points. Group mean scores were within 0.2 point on the ITED and

within 0.6 point on the NAP. Student numbers in Table 4 correspond with

those on Table 18, Appendix B, which describes the experimental group

by individual scores.

12Three students with strong music backgrounds mere permitted to

Th

course, used in the

ese students wt.Le not, of

matched-individuals experiment, but were included

in some other evaluation measures.

j

enroll in the class for the second semester only. Two were girls who

had elected ehe course at pre-registration, but who could not schedule

it during the first semester; the third entered University 7:7.h School

at the beginning of the second semester.
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Table 4

Nhtching of the Experimental and Control Groups:
Composite Standard Scores for the

Iowa Tests of Educational Development
and the Musical Aptitude Profile

Stud. No.

ITED

Control

MAP

ControlExperimental Experimental

1 31 33 64 66
2 31 30 59 66
3 34 34 70 70
4 18 19 58 55
5 22 24 65 62
6 28 31 70 71
7 23 22 67 65
8 36 37 57 53
9 22 20 66 66

10 34 32 60 61
12 26 25 67 65
13 17 15 55 56
14 18 18 63 66
15 32 30 66 68
16 31 33 68 65
17 33 35 68 65
19 24 25 64 63
20 27 26 65 64
21 19 21 64 65
22 31 32 54 54
23 19 20 61 59
24 25 24 58 58
25 26 26 58 57

N = 23
Mean = 26.4 26.6 62.9 62.3

Description of the Measurement Instruments

The instruments employed in the pre- and post-testing of the exper-

imental and control groups for musical achievement were the Gordon
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1Husical Achievement Profile"" and a "Listening Achievement Test"

designed for the study. The form of the IMusical Achievement Profile"

used in the study contains four sub-tests, measuring melodic recogni-

tion, rhythmic recognition, harmonic recognition, and symbolic under-

standing. The "recognition" sub-tests each contain forty-four items;

they are of the auditory-visual discrimination type. The "symbolic

understanding" test is comprised of fifty items; it involves no lis-

tening.
14

Table 5 presents data obtained from administering the

"Musical Achi%vement Profile" to 129 University High School music

students.

Table 5

Means, Standard Deviations, Standard Errors of Masurement,
and Reliability Coefficients (Odd-Even Method, Adjusted

by the Spearman-Brown Prophecy Formula)
for the 1Husical Achievement Profile"

Test

Number
of Items Mean S.D. S.E.

Melodic Recognition 44 34.6 7.03 2.51 .87

Rhythmic Recognition 44 33.2 8.41 2.36 .92

Harmonic Recognition 44 29.7 7.05 2.79 .84

Total Recognition 132 97.7 20.55 4.71 .95

Symbolic Understanding 50 36.3 9.08 2.68 .91

Composite 182 134.0 28.48 5.17 .97

"Edwin Gordon, qiusical Achievement Profile," currently being
revised for future publication.

14For more detailed information or the aature and make-up of the

1Husical Achievement Profile," see Gordon, Manual: Msical Aptitude

Profile, pp. 69-70.
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Examination of the figures reveals that the Gordon achievement

test is a highly reliable instrument for measuring certain musical

skills and symbolic understandings. It does not, however, measure the

"stylistic perception" aspect of musical achievement. In order to do

this, a "Listening Achievement Test" was developed for the study.15 It

attempts to measure students' recognition of musical styles, rhythm and

meter, melodic constructs, harmony, timbre, and texture. The test con-

sists of forty-five items, three each on fifteen taped musical excerpts.

Subjects are given fifteen seconds to read the three questions per-

taining to an excerpt before hearing the music, and are allowed ten

seconds to mark their answers after the excerpt. The musical excerpts

average about one minute each in length.

The first item for each excerpt on the "LAT" tape asks the subject

to identify the music by compo:cr, choosing from two composers and a

"not given" response. Various musical styles are represented on the

test: two excerpts are from the Renaissance, two from the Baroque, and

three are from the Classical period; four are Romantic in style, one is

impressionistic, two neo-Classic, and one is expressionistic. The

second and third items for each excerpt ask the subject to identify

elemental characteristics in the music: seven items deal with rhythm,

meter, or tempo, and seven with melodic construction or phrasing; there

are six items each on texture and timbre, and two each on harmony and

15See Appendix A.
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form (symphony or concerto, etc.). These items, like those on composers,

are three-foil multiple choice, the third foil being "not given." This

is consistent also with the Gordon achievement test.

An item analysis on the "Listening Achievement Test" revealed one

item with negative discrimination.16 It was dropped from the test for

scoring and reliability purposes. On the forty-four item test, 129

University High School music students achieved a mean score of 28.1,

with a standard deviation of 4.75. The standard error of measurement

was 2.82 and the split-half reliability coefficient, adjusted by the

Spearman-Brown formula, wf- a disappointing .65. The "Listening

Achievement Test" cannot be considered adequately reliable for individ-

ual measurement, but it should be of some value for group measurement.
17

Reliability data obtained from the pre-treatment administrations

of the "Musical Achievement Profile" and the "Listening Achievement

Test" to the experimental and control groups are presented in Tables

6a, 6b, and 6c.

16See Appendix A, Item Analysis (item no. 21).

17William E. Whybrew, Measurement and Evaluation in MUsic
(Dubuque, Ia.: Wm. C. Brown, 1962), pp. 62-63.
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Tables 6a, 6b, 6c

Means, Standard Deviations, Standard Errors of Measurement,

and Reliability Coefficients (Adjusted by the Spearman-

Brown Prophecy Formula) for the "Musical Achievement

Profile" and "Listening Achievement Test"

Table 6a: Experimental Class CN = 26)a
No. of Items Mean S.D. S.E.

Ms Ach, R Tests 132 107.2 14.92 3.79 .94

Mus Ach, SU Test 50 40.2 7.52 1.79 .94

Mus Ach, Comp 182 147.4 20.83 4.11 .96

L A T 44 31.4 4.54 2.39 .72

Mus Ach Comp and LAT 226 179.6 23.68 2.49 .99

Table 6b: Control Group (N = 23)

No. of Items Mean S.D. S.E. r

Ms Ach, R Tests 132 106.5 14.69 3.79 .93

Mus Ach, SU Test 50 39.7 8.11 2.95 .87

Mils Ach, Comp 182 146.1 22.07 4.55 .96

L A T 44 28.9 3.85 2.13 .69

Mkis Ach Comp and LAT 226 176.0 24.54 4.80 .96

Table 6c: Experimental Class and Control Group (N = 49)

No. of Items Mean S.D. S.E. r

Mus Ach, R Tests 132 106.9 14.82 3.89 .93

Mus Ach, SU Test 50 39.9 7.81 2.43 .90

Mkis Ach, Comp 182 146.8 21.43 4.44 .96

L A T 44 30.2 4.42 2.31 .73

als Ach Comp and LAT 226 177.9 24.15 3.13 .98

aThis number represents the twenty-four students who were in the

class for both semesters, plus two of the students who were in the

course for the second semester only.
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It may be noticed that the reliability coefficients for the "LAT"

are slightly higher for these groups than was obtained from the larger

group, and that the coefficients obtained by adding the listening test

to the total "Musical Achievement Profile" are extremely high. Table 7,

which presents intercorrelations among the sub-tests of the Gordon

achievement test and the "LAT," indicates, due to its comparatively low

correlation with other tests, that the listening test does measure

different achievement factors from the Gordon test.

Table 7

Intercorrelations among the 1Husical Achievement Profile"

Sub-tests and the "Listening Achievement Test," based upon

Administration to the a?erimental and Control Groups (N = 49)

MR RR HR R SU C LAT

Melodic Recognition .78 .65 .90 .74 .89 .63

Rhythmic Recognition .78 --- .61 .91 .74 .89 .50

Harmonic Recognition .65 .61 .85 .57 .80 .48

Total Recognition Tests .90 .91 .85 .77 .97 .60

Symbolic Understanding .74 .74 .57 .77 .90 .47

Courovsite .89 .89 80 .97 .90 .58

Listening Achievement .63 50 .48 .60 .47 .58



68

The correlations shown in Table 7 are not corrected for attenu-

ation. The "true" correlation coefficient between any two measures

allows for random errors and is computed by the formula:

xy
oda

in which r is the observed correlation coefficient between two meas-xy

ures, rx is the reliability coefficient of one and ry the reliability

coefficient of the other.18 Table 7a demonstrates the effects of

corrections for attenuation for coefficients shown in Table 7.

Table 7a

Intercorrelations among the "ftisical Achievement Profile" and
the "Listening Achievement Test," Corrected for Attenuation

SU Comp LAT

Total Recognition Tests .84 .99 .73

Symbolic Understanding .84 .97 .58

Composite .99 .97 .69

Listening Achievement .73 .58 .69 ---

Other Evaluation Tools

One of the evaluation procedures for the study involved visitation

by several professors from the University School of Mimic and by several

'hate, Statistics in Education (New York: Macmillan, 1955),
pp. 352-53.
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professional educators. It was felt that observation of the class and

examination of the materials by such persons could provide valuable

insight into some matters and judgment about others. The evaluative

judgments of the music professors were valued not only because of their

technical knowledge of the subject matter, but also because they were

cognizant of the techniques and special problems involved in teaching

music as an academic subject. The professional educators' evaluations

were also considered important, because they could compare the quality

and appropriateness of the music course offering with that of other

school subjects, and because they are the persons most immediately re-

sponsible for the acceptance or non-acceptance of such a course in the

high school curriculum.

Visiting evaluators were asked to rate the instructional activities

and materials for the course, the extent to which it fulfilled each of

its objectives, and the course content and organization. In order to

assist the evaluator, and so that evaluations could be reported more

precisely, a form was devised.
19 It requested the evaluator to rate,

from one (pocm) to five (excellent), five items under instructional

activities, six types of materials, six specific objectives, and three

items on course content and ora,anization. The form also provided brief

statements about the guiding principles and objectives of the course, a

rather detailed description of the class, and a guide to making the

19See Appendix C.
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evaluative judgments.

In order to obtain some indication of parental attitudes toward

the music literature course, a questionnaire was designed2° and mailed

at approximately mid-year. It inquired about the parents' interests

and participation in mooic, about their observations concerning their

son's or daughter's change in attitude toward music during the school

year, asked them to rate the importance of eight school subjects and

activities and to appraise University High School's program in each.

The questionnaire also asked the parents' opinions about the place of a

classroom music course in the high school curriculum and whether it

should be academic in nature or activity-based. The questionnaires were

unsigned.

Students in the experimental class were also asked to express their

feelings about the music literature course. A questionnaire was design-

ed for this purpose
21 and was administered in May. Each student was

asked to rate the value of the course and the extent to which it ful-

filled :ach of its objectives for him personally. The questionnaire,

which was unsigned, also asked the students about changes in attitude

toward music during the year, about their opinions concerning examina-

tions and grading for the course, about music that interested them most

or least during the year, and whether or not they would recommend the

205ee Appendix D.

215ee Appendix E.
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course to a friend.

Presentation of Data

For the convenience of the reader the musical achievement experi-

ment is redefined:

1. The experimental treatment consisted of the two-semester

course in "Masterpteces of Music Literature." The control

treatment consisted of the normal musical training

received through two semesters of.performing group

experience. It should be pointed out that fourteen of

the twenty-three students in the experimental group were

also members of some high school performing group, so that

they were receiving a double treatment.

2. Individuals in the control group were matched to those in

the experimental group on the basis of Musical Aptitude

Profile and Iowa Tests of Educational Development com-

posite standard scores. No attention was given in the

matching to sex, age, or cultural background.

3. The experimental group was a sample of above-average

tenth, eleventh, and twelfth graders who might elect

an academic music course such as "Masterpieces of Music

Literature."

The null hypothesis for the musical achievement experiment is

stated: Two semesters' experience in a high school course in music lit-

erature, or that combined with performance training, will not produce

significantly greater growth in general musical achievement than two

semesters' experience in a high school performing group alone.

Table 8 presents the pre- and post-treatment test score means, the

mean gain for each group, and the mean difference between the gain

scores for the 1Musical Achievement Profile," the "Listening Achievement

Test," and the combination of the two.
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Table 8

Pre- and Post-treatment Mean Scores, Mean Gain Scores, and
Mean Difference Scores of the Experimental and

Control Groups on the "Musical Achievement Profile"
and "Listening Achievement Test"

Qain
)12-X1, Difference (il;

Pre (111,11) Post (112,/2) Y2?
1

( -itg 1g)

MR
Exp (X)

Cont (Y)

38.00

36.21

37.17

36.96

-0.83

0.75
-1.58

Exp (X) 36.78 38.35 1.57
RR 0.88

Cont (Y) 36.91 37.60 0.69

Exp (X) 31.65 34.09 2.44
Hit 2.31

Cont (Y) 33.39 33.52 0.13

Exp (K) 106.43 109.61 3.18
1.61

Cont (Y) 106.52 108.09 1.57

Exp (X) 39.39 43.61 4.22
SU 2.18

Cont (Y) 39.65 41.69 2.04

Exp (X) 145183 153.22 7.39
Comp 3.78

Cont (Y) 146.17 149.78 3.61

Exp (X) 31.17 34.56 3.39
LAT 1.65

Cont (y) 28.87 30.61 1.74

Comp
& LAT

Exp (X)

Cont (y)

177.00

175.04

187.78

180.39

10.78

5.35
5.43



73

An examination of the figures in Table 8 reveals that there was

little practical difference in mean gain scores between the experimental

and control groups. The greatest mean difference score shown is for the

combined qiusical Achievement Profile" and "Listening Achievement Test,"

but a mean difference of 5.43 for a total of 226 items seems relatively

insignificant. For the 44-item "Listening Achievement Test" alone, the

mean difference of 1.65 seems insignificant from a practical point of

view, particularly sirce it is less than the standard error of measurement

reported for that test.22

The statistical significance of the mean differences between gain

scores may be tested by the "t" test of differences between means of two

correated samples. The .05 level of confidence is adopted to indicate

significance and the raw-score formula for the "t" test is:23

t =

in which:

\fN IE D2 - (it D)2

N2 (N - 1)

N = number of matched pairs

1 MMEA. NINO NINO NINO

D = mean difference in gain scores ([12 - Xl] - [Y2 - Y1])

4ED = the sum of the difference scores

*D = the sum of the squares of the difference scores

22See Tables 6a, 6b, and 6c.

23Tate, Statistics in Education, pp. 466-67,
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In applying the "t" test to the total achievement battery (compos-

ite "Musical Achievement Profile" plus the "Listening Achievement Test"):

N = 23

t =

D = 5.43

(D = 125

*D2 = 4905

4\)(

112,815 - 15,625

5.43

11,638

5.43

= 2.90 ; t = 1.87

The null hypothesis cannot be rejected at the .05 level of confidence

(two-sided region of rejection, with 22 degrees of freedom), since "t"

is not equal to or greater than 2.07. Two semesters' experience in the

music literature course, or the course combined with performance train:-

ing, did not produce significantly greater growth in general musical

achievement than two semesters' experience in performing groups alone.

The "t" test was also applied to each of the sub-tests of the musi-

cal achievement battery. 24 Results are shown in Table 9.

24See Appendix B for raw data and computations.
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Results of the "t" Test of Differences between Means of Two
Correlated Samples as Applied to the Sub-tests of the "Musical
Achievement Profile" and the "Listening Achievement Test" (N = 23)

Test
a D2 "t" Value

b

Melodic Recognition -1.57 36 408 -1.78

Rhythmic Recognition 0.87 20 568 0.84

Harmonic Recognition 2.31 53 887 1.79

Total Recognition 1.61 37 2215 0.78

Symbolic Understanding 2.18 50 1084 1.57

Mus Ach Prof Comp 3.78 87 4163 1.37

Listening Achievement 1.65 38 566 1.65

aThe slight discrepancy between the mean differences (5) given here and
those given in Table 8 is due to rounding; these figures are the more
accurate.

b
A "t" value of 2.07 or greater is necessary to reject the null hypothesis

at the .05 level of confidence (two-sided region of rejection with 22
degrees of freedom).

The lack of significant differences in gain scores between the

experimental and control groups may be attributed to one or more of

several factors. The relatively low reliability of the "Listening Achieve-

ment Test," on which one would expect the experimental group to make

significantly greater gain than the control group, causes it to be

regarded as inadequate for precise measurement. And, while the "Musical

Achievement Profile" is a highly reliable instrument, it measures factors

that were not stressed as ends in themselves in the music literature course.
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The "Listening Achievement Test" was added to the qlusical Achievement

Profile" in an attempt to measure "general" musical achievement, but the

former accounts for only 44 of the 226 items in the total battery. It

might also be pointed out that the performance instruction received by

the control group was excellent, and that all students in that group

elected to participate in music, while eight of the 23 experimental-group

students did not elect the music literature course.

Visitor's Evaluations

Visiting evaluators of the music literature course project included

three professors from the University School of Music, the Director of

Secondary Education for the Iowa City Public Schools, the Principal of

Iowa City High School, and the Curriculum Consultant from the Iowa State

Department of Public Instruction.25 Excepting that of the State Depart-

ment representative, who spent nearly two full school days examining

materials, observing the class, and interviewing students, evaluations

were made in approximately one-half day. Two of the evaluators felt

that their observations and examinations of materials were too brief to

enable them to complete the rating form, although both expressed a

favorable reaction to the course and materials. Results of the four

returned rating forms are presented in Table 10.

25
5ee Appendix C for names of visiting evaluators.
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Table 10

Ratings of the Mimic Literature Course Instructional
Activities, Materials, Fulfillment of Objectives,
and Content and Organization by Four Visiting

Evaluators (5 = Excellent, 1 = Poor)

Music Professional
Professors Educators Total

No. Mean No. Mean No. Mean
Resp. Rating Resp. Rating. Resp. Rating

Instructional Activities
1. Class interest in material 2 4.5 2 4 4 4.25

2. Appropriateness of presenta-
tion to capacity of students 2 4.5 2 4.5 4 4.5

3. Clarity of presentation 2 5 2 4.5 4 4.75

4. Direction toward learning of
specific skills and knowledge 2 5 2 4.5 4 4.75

5. Direction toward general
musical understandings 2 5 2 4.5 4 4.75

Mhterials
1. Classroom tapes 2 5 2 5 4 5

2. Transparencies 2 5 1 5 3 5

3. Laboratory tapes and
listening guides 2 4.5 2 5 4 4.75

4. Programmed materials 0 - 1 5 1 5

5. Teacher's guide book 1 5 1 5 2 5

6. Examinations 1 5 1 5 2 5

Fulfillment of Objectives
1. Fundamental skills 2 4.5 1 4 3 4.25

2. Intellectual and emotional
response 2 4.5 1 4 3 4.25

3. Historical perspective 2 5 2 4.5 4 4.75

4. Ability to collect information 2 5 2 5 4 5

5. Value and taste judgments 2 4.5 2 4.5 4 4.5

6. Ability to form generaliza-
tions and draw conclusions 2 5 2 4.5 4 4.75

Course Content and Organization
1. Appropriateness for all

students in a school 2 3.5 2 4 4 3.75

2. Direction toward specialized
needs of individuals 2 4 2 3.5 4 3.75

3. Adequacy of time allotment 2 5 2 3.5 4 4.25
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Evaluators' ratings of the instructional activities, materials,

and fulfillment of objectives were high. The appropriateness of the

course content and organization for all students was understandably

rated slightly lower, as was the attention to specialized needs of

individual students. One school administrator rated the adequacy of

the time allotment lower, with the comment that he believed a concen-

trated listening course such as this should be scheduled in the morning

rather than late afternoon. The bime evaluator also suggested that, if

a school schedule were flexible enough, such a course might be sched-

uled for three ninety-minute periods weekly rather than five fifty- or

sixty-minute sessions. His reasoning was that students need time to

adjust to the type of attention that the arts demand, and that such an

arrangement would better allow time for listening and discussion in the

same class period.

The Curriculum Consultant from the State Department of Public

Instruction, who evaluated the program most thoroughly, expressed

enthusiasm for the music literature course:

As a school administrator I have often pondered the prob-
lem of apparent cultural deprivation existing in the fine arts

area of our curriculum. my observations were that, because we
didn't actually pursue the building of cultural programs, we
were creating a broad background of ignorance in those areas
in which we could have provided a knowledge of our rich her-
itage in music, art and dramatics. This program developed by

you could be the beginning of an exciting innovation in our

schools' curricular offering.26

26.be_tter from William A. Tock, March 22, 1966.
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The State Curriculum Consultant also interviewed each of the stu-

dents in the experimental class. He found that:

All students showed at least a high average interest in
music with those who participated in music showing exceed-
ingly high interest in this program. Those who had not par-
ticipated in music but elected this course showed a slightly
higher interest than those who had participated but who had
not elected this course.27

With regard to students' opinions about their own musical development,

the interviewer found that:

Those who were nonparticipants in music but elected this
course thought that their development was extremely acceler-
ated while those who participated and elected the course
considered themselves to be accelerated by [it] .28

Results of the Parent Questionnaire

The parent questionnaire was designed to obtain answers to three

items: parental observation of any change in the student's attitude

toward music during the year, parents' opinions as to whether or not a

classroom course in music should be a part of the high school curric-

ulum, and opinions as to whether such a course should be academic in

nature, stressing literature, or general music, oriented toward such

activities as singing and playing social instruments. All other items

on the instrument were included to aid in classifying responses, since

275ee Appendix C for "Evaluation of Masterpieces of Music Litera-

ture," by William A. Tock, Curriculum Consultant, Iowa State Department
of Public Instruction.

28Ibid.
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the questionnaires were unsigned. Of the twenty-four questionnaires

mailed to parents, twenty-one were returned.29 Table 11 shows the

results.

Table 11

Results of the Parent Questionnaire

1. Contribution of music to
leisure time enjoyment

2. Concert attendance

3. Community or church
musical activity

4. Observed change in son's
or daughter's attitude
toward music during the
school year

5. Rated importance of
school functions

No.

Very much 14 67%
Some 7 33%
Very little 0 0%

Frequent 6 29%
Occasional 14 67%
Never 1 5%

Yes 5 24%
Yes, but not regular 3 14%
No 13 62%

More interest in serioup
music 6 29%

Interested in wider
variety of music 8 38%

(Both of above) 3 14%
No evident change 4 19%
Less interested in music 0 0%
No observation 0 0%

Rating of University High
School's programs

1 = Extremely significant 1 = Excellent
2 = Quite significant 2 = Quite good
3 = Of some importance 3 = Only fair
4 = Of little value 4 = Quite inadequate

29Questionnaires were mailed only to parents of students who were
in the class for the entire year.



Table 11, cont.

Mean Mean
1.2 English and Communicative Arts 1.8

1.9 Fine Arts 2.0

2.0 Guidance Services 2.3

2.6 Physical Education and Athletics 2.0

1.3 Physical, Natural and Quantitative Sciences 1.6

2.2 Practical (Vocational) Arts 2.5
2.9 Social Activities 2.6

1.5 Social Studies 1.9

6. Does a classroom course Definitely
in music have a place Perhaps

in the high school No

curriculum?

7. Should a high school Literature

music course be General
academic or general? Both

Undecided

No. 7.

13 627

7 3370

1 570

12 57%
6 297.

1 57.

2 107

81

A total of 81 per cent of the parents indicated a positive change

in attitude toward music on the part of their son or daughter, 19 per

cent had observed no change. Parents' opinions about the inclusion of a

classroom course in music in the high school curriculum, and the nature

of such a course, were classified according to their own musical inter-

ests and activities, and according to their ratings of the importance of

the fine arts and the core academic subjects as school functions. Re-

sponses to items 1, 2, and 3 on the questiOnnaire were assigned values

(3 = highest interest, i = lowest), the first three item responses were

then summed. Since no parent responded "very little" to the first item,

the lowest total was four. Categorization of the questionnaires
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according to parent interest or activity in music, then, was:

High interest (total of 8, 9) - N = 4

Mon4rate interest (total of 6, 7) - N = 13

Low interest (total of 4, 5) - N = 4

In rating the importance of school functions, no parent rated the

fine arts "of little value." The questionnaires were divided into three

categories according to this criterion; six considered the fine arts

"extremely significant" school functions, ten rated them "quite signif-

icant," and four considered them "of some importance." (One did not

respond.)

Ratings of the core academic areas--English and the communicative

arts, physical, natural, and quantitative sciences, and social studies--

as school functions were summed. A total rating of 3 for the three

areas, then, was the highest; the lowest total rating was 6. Categor-

ization of the questionnaires according to these ratings was:

"Txtremely significant" (total of 3) - N = 10

"Highly significant" (total of 4, 5) - N = 8

Nuite significant" (total of 6) - N = 3

Table 12 presents the parents' responses to items 6 and 7 on the

questionnaire, according to the categories described.
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Table 12

Parents' Opinions about the Inclusion of a Classroom Course
in Music in the High School Curriculum and about
the Nature of Such a Course, according to their

Interest in Music and Ratings of Various School Functions

Interest in Music

Classroom
Course in
Curriculuma

Per-
Def. haps

Music
H. S.

No

Type of Music Course
Preferreda

Unde-
Lit. Gen. Both cided

High (IN = 4) 3 1 4 - -

Moderate (N = 13) 8 5 7 3 1 2

Low (N = 4) 2 1 1 1 3

Racing of Fine Arts as

School Function

Extremely significant (N = 6) 5 1 5 1

Quite significant (N = 10) 6 4 7 1 1 1

Of some importance (N = 4) 2 1 1 3 1

Ratin s of Core Academic
AreasD as School Functions

Extremely significant (N = 10) 7 3 - 9 1

Highly significant (N = 8) 3 4 1 2 4 1 1

Quite significant (N = 3) 3 - - 1 1 - 1

aSee Appendix D for sample parent questionnaire, items 6 and 7.

bEnglish and the communicative arts; physical, natural, and
quantitative sciences; social studies.

The table indicates that there is a relatively high correlation

between the parents' interest in music and their opinion as to the place

of a music class in the high school curriculum. The agreement between

the fine arts rating and the opinion about a music course in the
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curriculum is not surprising, but some significance might be attached to

the fact that of those who rated the core academic areas most important,

seventy per cent definitely favored a classroom music offering. There

was also agreement between preference for the academic, literature-based

music course and high music interest, and between the literature ap-

proach and high ratings of the fine arts and the core academic areas as

school functions.

Results of the Student Questionnaire

The student questionnaire" was administered during the second

week in May, at the close of the post-testing sessions. It was given

to the class as a group; students were instructed to respond to items

according to their own personal feelings or reactions, not to make

judgments for a group or for someone else. All twenty-seven students31

in the experimental class completed and returned the questionnaire,

which was unsigned. Results are shown in Table 13.

Twenty-three of the twenty-sevea students indicated that the course

had been worthwhile for each of them personally. However, of the four

who felt that it had not been worthwhile, two indicated that they under-

stood better how music "works" than before the course. One student who

responded negatively offered the comment (in a space provided at the end

"See Appendix E for sample student questionnaire.

31Three students were in the class for the second semester only.



Table 13

Results of the Student Questionnaire

Item

General Evaluation
1. Has the course been worthwhile?
2. Do you understand better how music

"works"?

Fulfillment of Objectives for the Individual

3. Mhsic fundamentals
4. Historical perspective
5. Ability to collect information

about music
6. Emotional and intellectual response
7. Value and taste judgments
8. Ability to generalize and draw

conclusions

Interests
9. More interested in "serious" or art

music?
10. Po you nay listen differently to

art music?
11 More interested in popular music or

jazz?
12. Do you now listen differently to

popular music or jazz?
13. More interested in "new directions"

in art music?

Examination and Grading
14. Have exams and grading been fair?

15. How have your grades compared
with what you believe you
should have received?

Gerlral Evaluation
lb. Would you recommend 1Music

Masterpieces" to a friend
for next year?

85

No. Responses
Yes

7.

?Yes

23

25

No ? No

4

2

85%

937.

15%

77.

16 11 59% 41%
23 4 85% 15%

11 16 41% 59%

21 5 1 78% 19% 4%
14 11 2 52% 41% 7%

22 5 81% 19%

14 13 51% 49%

21 6 78% 22%

9 17 1 33% 63% 4%

12 15 44% 56%

18 9 67% 33%

19 7 1 707. 267. 47.

Better Same Lower Better Same Lower

4 17 6 157. 637. 277.

Yes, Yes,

Yes Not All No ? Yes Not All No ?

13 10 3 1 497. 377. 117. 4%



86

of the questionnaire) that, "This is a good course, but not for me."

Another remarked, "It might be all right if you wanted to take it and

weren't forced to so your whole frame of mind wasn't against it." He

obviously was one of those to whom an administrator or guidance counse-

lor had "suggested" the course. The filst two items on the question-

naire, which were intended as general evaluations on the part of the

individual students, brought a very high percentage of positive res-

ponses.

Items 3 through 8 asked the students to indicate whether or not

the course fulfilled itd objectives for each of them personally.32

Responses were generally positive, to varying degrees, but the collec-

tive response to item 5, which asked if the student felt better equipped

to find information about music than before the course, was negative;

41 per cent responded "yes" and 51 per cent answered "no" to that item.

It should be explained that the questionnaires were completed before

many of the students had begun to do research for their term papers,

which were due in late May. The response to item 5 might have been more

positive had the questionnaire been completed in late rather than early

Mhy. It may be observed on Table 13 that the most positive response was

to the "historical perspective" objective (item 4), followed by those

dealing with the "ability to generalize and draw conclusions about music"

(item 8), and "emotional and intellectual response to music" (item 6).

32See Appendix E for the statement of these items.
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Over forty per cent felt that it had not increased their ability to make

value and taste judgments (item 7). The response concerning mudic fun-

damentals in one sense validates the honesty of students' responses to

the questionnaire. At least nine, or 33 per cent, of the twenty-seven

students in the second-semester class were instrumental performers whose

knowledge of fundamentals prior to the course should have surpassed the

level attained by the class; they could not reasonably be expected to

give an honest "yes" response to item 3. The response to the "value

and taste judgments" item is also encouraging in one sense. This is

considered an "indirect" objective, since taste is not taught or learned

by a direct process. A highly positive response for item 7 would likely

indicate either that the students were not giving serious consideration

to each individual item in marking the questionnaire, or that the

teaching approach had not allowed students to arrive at judgments

themselves.33

Items 9 through 14 on the questionnaire inquired about student

musical interests. Fifty-one per cent responded that they were more

interested in "serious" or art music than before the course, and 78

per cent indicated that they listen differentiy to art music as a result

of the course. Items 11 and 12 dealt with jazz and popular music; they

33.,-Ine "dictated value judgment" might lead the student to believe
that he had increased his own ability to make such judgments, when he
actually had not. The "indirect" approach, however, might very likely
bring about positive results in such matters without the student
realizing that he had undergone change. Note the "in doubt" response

to item 7.
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were included in the questionnaire only as a matter of interest, since

at the time the questionnaire was administered little discussion of this

music had taken place. The response to both items was negative. Sixty-

seven per cent of the class indicated greater interest in "new direc-

tions" in art music than before the course (item 13).

Seventy per cent of the class felt that examinations and grading

for the course had been fair; 26 per cent felt that they had not. Of

the seven students who made up the latter category, only three indi-

cated on item 15 that their grades had been higher or lower than they

thought they should have received. The others received the grades that

they felt they deserved, but considered the examinations and grading

unfair. Six students responded to item 15 that they had received lower

grades than they felt they deserved; of these, only two regarded the

grading and examinations unfair, however.

Forty-nine per cent of the students indicated that they would

unquestionably recommend "Music Masterpieucs" to a friend; another

37 per cent indicated that they would recommend it, depending upon the

abilities and interests of the friend. Of the three students who re-

sponded "no" to item 18, all had answered negatively to item 1 and to

at least ten of the first fourteen items.

Five students gave generally negative responses34 to the question-

naire. It is interesting to note that of the five, three persons

34Eight or more "no" responses to the first fourteen items.
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responded positively to each of four different Items: item 2 (under-

standing of how music "Iworks"), item 4 ("historical perspective" ob-

jective), item 13 (greater interest in "new directions" in art music),

and item 14 (fairness of examinations and grading).

The Fairfield Classes

In order to gain a subjective appraisal of the specially developed

materials and their adaptability to other situations, all tapes and

transparencies, some written materials, and all examinations were sent

to Fairfield, Iowa, High School, where they were employed in two one-

semester classes. The first-semester course at Fairfield was elective

to students in performing groups only. Twenty-one students were en-

rolled, ten from instrumental groups and eleven from vocal groups. The

mean ITED composite standard score for the select class was 25.1,35 with

a range of 17 to 36. The second-semester course was intended for non-

performers, although among the twenty-one students who enrolled, four

had had instrumental training and seven were in chorus. The general

academic level of this class was somewhat lower, the mean ITED compos-

ite standard score was 18.9, with a range of 2 to 32. Both courses

were taught by the local high school vocal music teacher.

The two Fairfield classes were pre- and post-tested only with the

"Listening Achievement Test." No control group was employed, but

35In comparison, the mean ITED composite standard score for the

University High School experimental group was 26.4.
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difference scores indicate substantial growth in both groups. The pre-

treatment "LAT" mean score of the first-semester class of musically se-

lect students was 31.2, with a range of 17 to 39. The post-treatment

"LAT" mean score was 34.3, with a range of 26 to 41. This growth is

very comparable to that reported for the University High School experi-

mental group after two semesters' training.36 The second-semester Fair-

field class scored a pre-treatment mean of 25.7, with a range of 16 to

36; their post-treatment mean score was 31.2, with a range of 24 to 41.

Ten students in the first-semester Fairfield class indicated a de-

sire to continue their study through the second semester. Since the

teacher was occupied with the other class during the scheduled time,

they were allowed to do so on an independent study basis. They used

laboratory tapes, recordings, and written materials, with only occasion-

al help from the teacher. "LAT" mean scores for this group were 29.5 in

October, 34.1 in January, and 35.0 in 144.

The Fairfield teacher was enthusiastic about the materials for both

of her classes. She indicated that a few of the laboratory tapes were

slightly too advanced, particularly for some members of her second-se-

mester class, but she felt that the students who continued from the

first semester accomplished much in independent study with these tapes.

She considered the examinations excellent, but felt that most high

36The University High School experimental group pre-treatment mean
score for the "LAT" was 31.2 (range of 25 to 40); the post-treatment
mean score was 34.6 (range of 25 to 42).

IIMMONNOWOMOMMMWMI
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school classes should be given a number of shorter tests or quizzes in

addition to them.

The Fairfield students generally agreed that the music literature

course should be offered on a two-semester basis. A number of students

in the second-semester class felt that they "were just getting started"

when the semester ended. Both Fairfield classes were taught in a com-

bination of intensive and comprehensive approaches, studying one or two

pieces thoroughly, then covering several more superficially. Both fhe

students and the teacher recognized the importance of the change of pace

in maintaining the interest of her classes. The teacher felt that a

significant positive change in attitude and interest took place in a

number of her lower second-semester students. She also felt that the

majority of the members of this class retained musical themes and basic

knowledges about the worki studied as well as the more select first-

semester group, but that technical terms and facts were not retained as

well by the lower group. Observation of the teacher's different ap-

proaches with the two groups indicated that there was a considerable

advantage in separating the two classes.

General Apprai4al of the Course

An appraisal of the music literature course should include some re-

marks about students' attitude toward music and changes observed during

the year. In terms of interest and attitude, the course was considered

highly successful for one-third of the twenty-four students in the
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University High School class who were enrolled for the two semesters;

for another one-third it was considered moderately successful, and for

the remaining one-third it could be regarded as relatively unsuccessful.

Of the first group of eight students, five were participants in school

music groups (four in instrumental and one in chorus) and two did not

elect the course at pre-registration. The determination of success with

this group was based as much upon changes ir attitude and broadened

viewpoints as on a generally high level of interest. The second one-

third of the class, for which the course was considered moderately suc-

cessful, participated readily in class discussion, but their interest

was less consistent than that of the first group. Of these eight stu-

dents, six were chorus members and one was in the school orchestra; two

of them did not elect the course at pre-registration. For the third

group of eight students the course was determined relatively unsuccess-

ful because of their general inattentiveness in class, and because of

their inconsistency in carrying out suggested reading and listening as-

signments. Of fhis group, five did not elect the course at pre-regis-

tration, but four were chorus members and one was in orchestra.

The music literature course, not surprisingly, seemed to produce

the greatest growth in musical understanding and general musical

achievement among a few bright students who had had little previous

musical training or experience. It was least successful with a few

academically low students who did not elect the course. Discussion

with other teachers and examination of these students' records, however,
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revealed that their performance in the music course was not unlike their

performance in other academic subjects.

With regard to the course content, student questionnaire responses

to items asking for "most liked" and "least liked" pieces or units of

those studied indicated that only two units were unpopular. Over one-

half the class listed either the Webern or Schoenberg pieces studied

in the unit on serial technique and expressionism among the 'least

liked." Several indicated, however, and it was felt by the teacher,

that the study of serial technique was in itself interesting to the

class, but that the sound of the Webern piece in particular was too

foreign to many students' ears. The other "least liked" unit was that

on song and choral music, and the unit on opera might be considered

controversial in terms of popularity with the students. Pieces from

nearly every unit in the course were listed by at least a few students

as "most liked," and in general it might be stated that student response

to the literature studied was asvaried as individual tastes in music.

In terms of student retention and interest in the music, the in-

tensive approach taken in the course seemed t have merit. Pieces that

were studied least thoroughly received no mention in the "most liked"

category on the student questionnaire. These included the Verdi

Requiem, Handel's Messiah, and the operas that were covered briefly by

student reports. At one point during the course where student interest

seemed to lag, however, the reason was attributed, at least partly, to

the fact that the study had been too detailed for too many successive
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class sessions. Thereafter, the pace was varied, with more time devoted

to general discussion.

The use of programmed materials on music fundamentals was consid-

ered helpful to several students who needed remedial work in this area.

Teaching machines were effective with the lower academic students, and

it was found that these students were best motivated by machines that

count responses, probably because such devices enabled them to measure

their day-to-day progress. Higher academic students who needed outside

work possessed enough self-motivation to work satisfactorily with pro-

grammed texts.

Intercorrelations among the various achievement, aptitude, and

attitude measures that were administered to the experimental class are

presented in Table 14. Of particular interest are differences in

correlations of the total yearly score with the pre-aeatment and post-

treatment administrations of the musical achievement and aptitude

instruments. For example, the correlation c the pre-treatment scores

for the "Listening Achievement Test" with total yearly scores in the

course was .34, but the correlation of the post-treatment "LAT" scores

with the total score was .67. A "t" test may be applied to test the

significance of difference bctween these correlations.37 The formula is:

t = (r12 r13)

(N - 3) (1 + r23)

2
2 (1 + 2r12r13r23 r12 74 3 r23)

37See Tate, Statistics in Education, pp. 467-68.



Table 14

Intercorrelations among Various Achievement, Aptitude, and Attitude

Measures, Based upon Administrations to the Experimental Class (N = 24)

1 2 3 4 5 6 7 8 9 10 11 12 13

LAT - Pre-test

LAT - Post-test

Mus Ach - Pre

Mus Ach - Post

Mus Ach + LAT - Pre

Mus Ach + LAT - Post

MAP Comp SS - Pre

MAP Comp SS - Post

1965 ITED SS

I Q

Study of Values

1 Aesthetic

Theoretical

3 Remmers Attitude

4 1st Sem. Score

5 2nd Sem. Score

6 Total Year Score

--- .60 .52 .56 .67 .61 .63 .50 .16 .38 .34 -.17 .28

.60 --- .56 .59 .61 .74 .39 .39 .51 .44 .42 .14 -.05

.52 .56 --- .85 .99 .85 .71 .58 .40 .35 .23 .12 .16

.56 .59 .85 --- .86 .98 .59 .70 .52 .57 .28 .04 .25

.66 .61 .99 .86 --- .87 .75 .61 .39 .38 .27 .07 .20

.61 .74 .85 .98 .87 --- .59 .68 .56 .58 .34 .07 .20

.63 .39 .71 .59 .75 .59 --- .77 .07 .11 .52 -.08 .14

.50 .39 .59 .70 .61 .68 .77 --- .37 .39 .55 .03 .28

.16 .51 .40 .52 .39 .56 .07 .37 --- .78 .07 .19 .05

.38 .44 .35 .57 .38 .58 .11 .39 .78 --- .13 -.10 .01

.34 .42 .23 .28 .27 .34 .52 .55 .07 .13 --- -.16 .13

-.18 .14 .12 .04 .07 .07 -.08 .03 .19 -.10 -.16 --- -.01

.28 -.05 .16 .25 .20 .20 .14 .28 .05 .01 .13 -.01 ---

.39 .59 .71 .77 .71 .79 .44 .59 .74 .67 .33 -.05 .21

.28 .68 .59 .72 .58 .77 .42 .63 .68 .52 .54 .06 .19

.34 .67 .67 .77 .66 .81 .44 .63 .73 .60 .46 .01 .21

14 15 16

.39 .28 .34

.59 .68 .67

.71 .59 .67

.77 .72 .77

.71 .58 .66

.79 .77 .81

.44 .42 .44

.59 .63 .63

.74 .68 .73

.67 .52 .60

.33 .54 .46

-.05 .06 .01

.21 .19 .21

--- .87 .96

.87 --- .98

.96 .98 ---
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in which:

r12 =
coefficient of correlation between a criterion variable

and a predictor variable

r13 = coefficient of correlation between the same criterion

variable and a second predictor variable

r
23

= coefficient of correlation between the two predictor

variables

In applying the "t" test to the correlations between the pre- and

post-treatment "LAT" scores with tile total year scores in the course,38

the hypothesis is: r12 - r13 10. The .025 level of confidence is

adopted to indicate significance.

r
12

= .665 = coefficient of correlation between total scores

in the course with post-test "LAT" scotes

r
13

= .343 = coefficient of correlation between total scores

in the course with pre-test "LAT" scores

r
23

= .601 = coefficient of correlation bet.ween pre-test "LAT"

and post-test "LAT" scores

N = 24 = number of student scores

t = (.665 - .343)

014

2 (1 + 2 x .665 x .343 x .601 -

.6652 - .3432 - .6012)

t = .332AV7i = .322 x 6.891

t = 2.22

(24 - 3) (1 + .601)

38Coefficients are carried to three places for greater accuracy.



The one-sided region of rejection is appropriate, and with 21 de-

grees of freedom, "t" is significant at the .025 level of confidence.39

The hypothesis my be rejected; the correlation of post-test "LAT"

scores with total year scores in the course is significantly higher

than that of pre-test scores.

Results of the application of the same "t" test to the other

achievement and aptitude measures that were administered to the class

both before and after treatment is presented in Table 15.

Table 15

Results of the "t" Test of Differences between Correlations

of a Criterion Variable with Two Predictor Variables,

as Applied to Correlations of Total Tear Scores in

"Masterpieces of Music Literature" with Pre- and

Post-treatment Administration Scores for

Musical Achievement and Aptitude Measures

Correlation of Total Score
with Pre- and Post-test:

r12
r13 r23

Musical Achievement Profile .772

111.

.666 .851 1.40

Mus Ach 4- L A T .808 .656 .868 232a

M4sical Aptitude Profile .629 .443 .767 1.61

aThe hypothesis is rejected (.025 level of confidence,

one-tailed distribution with 21 degrees of freedom) if "t"

is greater than 2.08.

39Tate, Statistics in Education, p. 560.
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Students' post-test performances on the "Listening Achievement

Test" and the 1Musical Achievement Profile" plus the "LAT" were sig-

nificantly higher in correlation with total scores for the year than

their pre-test performances. It may simply be inferred from this that

the achievement measures are closely related to that which was taught

and measured in the course. This is turn may be taken as validation

for the course content and the methods of measuring student perfor-

mance, or as validation of the evaluation instruments, if one accepts

either of the two as being valid. It may be noticed that the pre- and

post-test correlations of the 1Musical Achievement Profile" and the

total Musical Aptitude Profile with total scores were not significantly

different; the skills and terminology tested by the achievement profile

alone, and those factors of musicality tested by the greater part of

the MAP, were not as strongly stressed or measured in the course as

those factors of musical achievement measured by the "LAT." Table 15

shows, however, that the correlation difference of the total score with

the pre- and post-test 1Musical Achievement Profile" plus the "LAT,"

the combination of tests used to measure general musical achievement,

is as significant as the correlation difference for the '!LAT" alone.



Chapter TV

CONCLUSIONS AND RECOMMENDATIONS FOR FURTHER STUDY

This study has been concerned with the development of a high school

music literature course, and has attempted to determine the effective-

ness of the course by evaluating it in the classroom. Perhaps the most

significant result of the study has been the realization that such a

course can be taught on the high school level, and that students are

interested in and challenged by music literature as "a serious subject

for study, on a par with the literature of the language."

Students in the University High School experimei:tal class did not

show significantly different growth from their equals in school perform-

ing groups in the stylistic recognition facet of musical achievement, as

measured by the "Listening Achievement Test" designed for the study.

Neither did the classroom training produce significantly different growth

in general musical achievement, as measured by the 1Musical Achievement

Profile" and the "Listening Achievement Test" together. The lack of

statistical significance of the experimental group growth over that of

the control group might be attributed to the inadequacy of the "Listening

Achievement Test," to the inappropriateness of applying the "Musical

Achievement Profile" in testing this type of training, and, in part, to

excellent performance instruction received by the control group.

The instructional activities, materials, content, and organization of

the music literature course were rated high by visiting evaluators who
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observed the class and examined the materials during the year. The

evaluators also indicated that they believed the course to be successful

in fulfilling its objectives. The majority of the parents of students in

the experimental course, according to their questionnaire responses,

favored the inclusion of a classroom course in music in the high school

curriculum, although there was less agreement as to what the nature of

the course should be. Parents who were interested and active in music

were highly in favor of an academic course based upon literature, those

who were less interested in music indicated a preference for the activity-

based approach. Over eighty per cent of the parents had observed a

positive change in their son's or daughter's attitude toward and interest

in music during the year.

Students in the experimental class indicated a highly favorable

reaction to the course In their responses to a questionnaire about it.

They felt that the course had been especially successful in fulfilling

three of its objectives, those having to do with knowledge of the

historical perspective of music, ability to form generalizations and

draw conclusions about music, and emotional and intellectual response

to music. Nearly eighty per cent of the students indicated that they

listened differently to art music after having had the music literature

course.

Implementation of the music literature course materials, and to a

certain extent its content, in two one-semester courses at Fairfield,

Iowa,High School provided a basis for believing that the materials are



101

adaptable to other classes and for use by other teachers, and that the

intensive approach to teaching music literature can be effective with

lower academic students as well as with above-average ones. The atti-

tude and response of the lower students in Fairfield, who were taught

a separate course, as compared to that of the few lower students in the

University High School experimental class, emphasizes, however, that

there would seem to be a distinct advantage in teaching the two ability

groups separately.

Recommendations for FUrther Study

In order to determine the overall effectiveness of a high school

academic music course based upon literature, several types of research

and investigation need to be carried out. The teacher's guide book and

other materials that have been developed in this study could hardly be

considered "finished," since they have been tried in only two school

situations and thoroughly tested in only one. The course content, the

approach, and the materials need to be implemented in a variety of

schools, with a variety of student groupings, and under a variety of

teachers. Various scheduling arrangements for the course should be

investigated, since it is likely that many schools would accept the

course into the curriculum on a half-credit, or half-time, basis only.

It would be important to determine whether or not there is a significant

difference in students' growth in musical achievement between a full-

time one-semester course and a half-time two-semester course.
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Investigation should also be conducted to determine the value of

consistent drill in musical skills to students' growth in general

musical understanding. The course that was taught in connection with

this study placed relatively little emphasis on such matters, partly

because of the wide range of individual interests and abilities. A mcre

homogeneous group in that respect might very well profit from short,

regular drill in ear training and sight singing. The effectiveness of

programmed materials in teaching music fundamentals to high school

students should be investigated thoroughly; an experiment to determine

the relative effectiveness of teaching machines versus programmed texts

with various levels of high school students would be very worthwhile.

Several recommendations for further investigation of the music

literature course may be made on the basis of this study. More conclu-

sive results than were found here might be obtained by:

(1) the employment of a three-way experimental design, in which the

experimental group, comprised entirely of non-performers, receives

the training of the music literature course; control group I, com-

prised of performers, receives performance training; and control

group II, made up of non-performers, receives no musical training

during the experimental period;

(2) matching experimental and control groups on the basis of general

scholastic achievement, as measured by an instrument such as the

Iowa Tests of Educational Development, and musical achievement

rather than musical aptitude;
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(3) using a more reliable instrument to measure the stylistic recogni-

tion facet of musical achievement. The "Listening Achievement

Test" designed for this study could be greatly improved by:

a. increasing the number of musical excerpts from

fifteen to twenty-five,

b. decreasing the number of items pertaining to each
excerpt from three to two, or varying the number

according to the degree of definition of elemental
characteristics in the excerpt;

(4) designing and employing an instrument to measure attitude toward

music itself. The Remmers instrument might be of some value if

administered both before and after treatment, but it measures music

as a school subject; the appropriate interest in this case would be

interest in music itself. A seven- or nine-point scale could be

devised; it might ask the subject to indicate his attitude toward

each of twenty or twenty-five excerpts of music by checking one or

more responses on the scale. Excerpts would of course be drawn

from various historical periods; pre- to post-test score differences

should give an indication of students' attitude changes toward art

music in general, as well as for the music of a given style period.

Finally, it is suggested that a most worthwhile study would be to

investigate the effectiveness of the application of materials such as

those developed in this study to performing groups. Tapes and trans-

parencies used to teach the musical content of pieces to be performed

should enhance students' overall understanding of them, and the result

might well be better performances.
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Appendix A

SAMPLE LISTENING ACHIEVEMENT TEST

Instructions

On this test you will hear 15 musiccl excerpts. For each excerpt

you will be asked three questions. Each question in the test is

followed by three possible answers marked a, b, and Not Given.

Indicate your answer by filling the proper answer space on the answer

sheet. If the correct answer is not given in either a or b, fill the

answer space under NG for Not Given.

Before hearing each excerpt you will be given time to read the

questions pertaining to that music. Read carefully so that you know

specifically what to listen for in the music. After each excerpt, you

will be given a short time to mark your answers. Be sure to fill only

one answer space for each question.
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LISTENING ACHIEVEMENT TEST

Excerpt No. 1
1. The composer of this music is

a. Haydn
b. Hindemith
NOT GIVEN

2. This excerpt is from a
a. symphony
b. concerto
NOT GIVEN

3. The solo instrument is a
a. violin
b. cello
NOT GIVEN

Excerpt No. 2
4. The composer of this music is

a. Gershwin
b. Schoenberg
NOT GIVEN

5. The melody of this excerpt basically moves in
a. scales
b. chords
NOT GIVEN

6. The syncopation in this excerpt occurs in the
a. melody
b. accompaniment
NOT GIVEN

Excerpt No. 3
7. The composer of this music is

a. Palestrina
b. Wagner
NOT GIVEN

8. The melody of this piece moves in
a. scales
b. chords
NOT GIVEN

9. The texture of this piece is
a. homophonic (single melody with accompaniment)
b. polyphonic (two or more melodies moving concurrently)
NOT GIVEN

Excerpt No. 4
10. The composer of this music is

a. Schubert
b. J. S. Bach
NOT GIVEN

11. The texture of this piece is
a. monophonic (single melody without accompaniment)
b. homophonic (single melody with accompaniment)
NOT GIVEN
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12. The phrase structure of this music is
a. continuous, with subtle punctuations
b. sectional, with definite punctuations

NOT GIVEN

Excerpt No. 5
13. The composer of this music is

a. Haydn
b. Stravinsky
NOT GIVEN

14. The solo instrument is
a. an oboe
b. a clarinet
NOT GIVEN

15. The tempo and style of this piece is
a. adagio
b. allegretto
NOT GIVEN

Excerpt No. 6
16. The composer of this music is

a. Handel
b. Beethoven
NOT GIVEN

17. This piece is a
a. concerto
b. sonata
NOT GIVEN

18. The texture of this excerpt alternates between
a. monophonic (single melody without accompaniment) and

homophonic (single melody with accompaniment)
b. monophonic (single melody without accompaniment) and

polyphonic (two or more melodies moving concurrently)

NOT GIVEN

Excerpt No. 7
19. The composer of this music is

a. Palestrina
b. Debussy
NOT GIVEN

20. The solo instruments in this excerpt are
a. flute and French horn
b. oboe and bassoon

NOT GIVEN
21. The harmony of this piece sounds

a. close and consonant
b. open and dissonant
NOT GIVEN
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Excerpt No. 8
22. This music was written in the

a. mid-19th century
b. early 16th century
NOT GIVEN

23. The texture of this music is
a. polyphonic (two or more melodies moving concurrently)

b. homophonic (single melody with accompaniment)

NOT GIVEN
24. The melody of this piece moves in

a. scales
f chords

NOT GIVEN

Excerpt No. 9
25. The composer of this music is

a. Nozart
b. J. S. Bach
NOT GIVEN

26. The meter of this piece is
a. triple
b. quadruple
NOT GIVEN

27. The phrase structure of ads music is
a. continuous, with subtle punctuations
b. sectional, with definite punctuations

NOT GIVEN

Excerpt No. 10
28. The composer of this music is

a. Tchaikowsky
b. Hindemith

NOT GIVEN
29. This music is written for

a. wind band
b. symphony orchestra
NOT GIVEN

30. The texture of this excerpt is
a. homophonic (single melody with accompaniment)

b. polyphonic (two or more melodies moving concurrently)

NOT GIVEN

Excerpt No. 11
31. The composer of this music is

a. Bart&
b. Brahms
NOT GIVEN

32. This piece is written for
a. string orchestra
b. symphony orchestra

NOT GIVEN
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33. The mkAzr of this piece is

a. duple
b. triple
NOT GIVEN

Excerpt No. 12
34. The composer of this music is

a. Verdi
b. Stravinsky
NOT GIVEN

35. The meter of this piece is

a. regular
b. irregular
NOT GIVEN

36. The phrase structure of this music is

a. continuous, with subtle punctuations

b. sectional, with definite punctuations

NOT GIVEN

Excerpt No. 13
37. The composer of this music is

a. Wagner
b. Mozart
NOT GIVEN

38. The texture of this music is

a. homophonic (single melody with accompaniment)

b. polyphonic (two or more melodies moving concurrently)

NOT GIVEN
39. The melody of this piece basically moves in

a. scales
b. chords
NOT GIVEN

Excerpt No. 14
40. The composer of this music is

a. Schoenberg
b. Mahler
NOT GIVEN

41. The rhythm of this piece is

a. rigid
b. flexible
NOT GIVEN

42. The harmony of this piece sounds

a. consonant
b. dissorr.nt

NOT GIVEN



Excerpt No. 15
43. The composer of this music is

a. Brahms
b. Gershwin
NOT GIVEN

44. The meter of this piece is
a. triple
b. quadruple
NOT GIVEN

45. This piece is written for
a. string orchestra
b. symphony orchestra
NOT GIVEN



Excerpt No. 1
1. a b NG

0 0 0

2. a b NG
0 0 0

3. a b NG
0 0 0

Excerpt No. 2
4. a b NG

0 0 0

5. a b NG
0 0 0

6. a b NG
0 0 0

Excerpt No. 3
7. a b NG

0 0 0

8. a b NG
0 0 0

9. a b NG
0 0 0

Excerpt No. 4
10. a b NG

0 0 0

11. a b NG
0 0 0

12. a b NG
0 0 0

Answer Sheet

Excerpt No. 5
13. a b NG

0 0 0

14. a b NG
0 0 0

15. a b NG
0 0 0

Excerpt No. 6
16. a b NG

0 0 0

17. d b NG
0 0 0

18. a b NG
0 0 0

Excerpt No. 7
19. a b NG

0 0 0

20. a b NG
0 0 0

21. a b NG
0 0 0

Excerpt No. 8
22. a b NG

0 0 0

23. a b NG
0 0 0

24. a b NG
0 0 0

Excerpt No. 9
25. a b NG

0 0 0

26. a b NG
0 0 0

27. a b NG
0 0 0

Excerpt No. 10
28 a b NG

0 0 0

29. a b NG
0 0 0

30. a b NG
0 0 0

Excerpt No. 11
31. a b NG

3 0 0

32. a b NG
0 0 0

33. a b NG
0 0 0

Excerpt No. 12
34. a b NG

0 0 0

35. a b NG
0 0 0

36. a b NG
0 0 0

Excerpt No. 13
37. a b NG

0 0 0

38. a b NG
0 0 0

39. a b NG
0 0 0

Excerpt No. 14
40. a b NG

0 0 0

41. a b NG
0 0 0

42. a b NG
0 0 0

Excerpt No. 15
43. a b NG

0 0 0

44. a b NG
0 0 0

45. a b NG
0 0 0



Musical Excerpts

No.

1 Haydn, Concerto in D for Cello, Op. 101, third movement

2 Gershwin, An American in Paris

3 Palestrina, ID beata et gloriosa Trinitas"

4 J. S. Bach, Goldberg Variations

5 Rachmaninoff, Symphony No. 2, third movement

6 Beethoven, "Appasionata" Sonata, first movement

7 Debussy, Afternoon of a Faun

8 Josquin Des Prez, "Faulte d'argent"

9 Mozart, Quintet in Eb Major, R..452 ("Piano-Wind"), 3rd movement

10 Hindemith, Symphony for Band, third movement

Vivaldi, The Four Seasonc, "Autumn," third mavement

12 Stravinsky, L'Histoire du Soldat, "The Soldier's March"

13 Wagner, Die Meistersinger, Act 3, Scene 4

14 Schoenberg, Three Little Orchestra Pieces, 1. "Rasche"

15 Brahms, Symphony No. 3, third movement
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Item Analysis: Difficulty and Discrimination

(based on administration to 129 University High School music students)

Item

%
Diff. Disc. Item

%
Diff. Disc. Item

%
Diff. Disc.

1 71 .57 16 78 .19 31 19 .32

2 59 .42 17 69 .12 32 88 .38

3 42 .36 18 56 .53 33 76 .72

4 78 .36 19 65 .44 34 52 .33

5 46 .02 20 64 .33 35 58 .21

6 81 .30 21 39 -.21 36 70 .28

7 46 .33 22 67 .40 37 70 .43

8 66 .18 23 85 .44 38 79 .08

9 87 .15 24 66 .11 39 43 .02

10 64 .54 25 75 .53 40 43 .27

11 22 .20 26 64 .33 41 70 .43

12 72 .17 27 73 .45 42 87 .31

13 22 .38 28 61 .28 43 57 .25

14 82 .19 29 75 .60 44 58 .43

15 67 .34 30 70- .35 45 75 .27



Appendix B

CRITERIA FOR DEFINING TIM EXPERIMENTAL CLASS (Table 16)

and

RAW DATA AND COMPUTATIONS OF "t" TESTS
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Std.
No.

Exp.

Gain

((2-k)

1 -2

2 4
3 -1

4 -2

5 -2

6 -2

7 -1
8 5

9 -4

10 1

11 0

12 -2

13 -1

14 -4

15 -2

16 -3

17 -1

18 -1

19 -3

20 1

21 1

22 6

23 -6

-19
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Raw Data and Computation of

"t" Test, "Musical Achievement Profile"

Melodic Recognition Sub-test

Cont. Difference

Gain

(Y2-Y1) (cg-Yg) D2

0 -2 4

-2 6 36

-1 0 0

1 -3 9

-3 1 1

1 -3 9

2 -3 9

-2 7 49

0 -4 16

2 -1 1

6 -6 36

-4 2 4

1 -2 4

5 -9 81

0 -2 4

-1 -2 4

3 -4 16

o -1 1

-2 -1 1

6 -5 25

-3 4 16

5 1 1

3 -9 81

17 -36 408

N = 23

= -1.57

(D = -36

D2 = 408

t =

t =

t =

4.2
_ (,D)2

N2 (N - 1)

-1.57

49384 - 1296

11,638

-1.57

9088

11,638

-1.57

t =

.781

-1.57t =

.88

t = -1.78

P > .10



Raw Data and Computation of
Test, "Musical Achievement Profile"
Rhythmic Recognition Sub-test

Std.

No.

1

2

3

4

5

6

7

8

9

Exp.

Gain
(K2-X1)

0

9

0

11

-2

0

1

3

-1

Cont.

Gain
(Y2-Y1)

-1

2

-2

2

2

3

-2

3

2

Difference

(KCYg)

1

7

2

9

-4

-3

3

0

-3

D
2

1

49
4

81

16

9

9

0

9

t =

=

10 1 0 1 1

11 5 4 1 1

12 4 2 2 4
13 -3 0 -3 9

14 0 4 -4 16

15 -3 1 -4 16 t

16 0 3 -3 9

17 0 0 0 0

18 0 0 0 0

19 -6 3 -9 81
20 4 4 0 0
21 7 -4 11 121
22 8 -1 9 81 t =

-2 -9 7 49

36 16 20 568

N = 23

D = .87

D = 20

2 _D 568

t =

4.2
(,D),

N2 (N - 1)

.87

413,064 - 400

16,900

.87

V12,664

11,638

.87

.87

1.04

t = 0.84

P s .50
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Raw Data and Computation of
"t" Test, "Musical Achievement Profile"

Harmonic Recognition Sub-test

Std.

No.

Exp.

Gain
(K2-X1)

Cont.
Gain
(Y

2
-Y

1
)

Difference
D

(X
g
-Y

g
) D2

1 1 -3 4 16

2 1 6 -5 25 t =

3 6 -2 8 64

4 4 -4 8 64

5 3 -4 7 49
6 1 6 -5 25
7 0 8 -8 64

8

9

7

0

0

-3

7

3

49

9
t =

10 0 4 -4 16

11 6 -1 7 49
12 3 3 0 0

13 2 -1 3 9

14 -1 4 -5 25

15 1 -1 2 4 t =
16 -2 -7 5 25

17 4 2 2 4
18 -5 0 -5 25
19 3 -3 6 36

20 13 1 12 144
21 3 -4 7 49
22 7 -3 10 100 t =
23 -1 5 -6 36

56 3 53 887

N = 23

= 2.31

= 53

t D2 = 887

t =

1N*D2 - (4 02
N2 (r, - 1)

2.31

420,401 - 2809

11,638

2.31

417,592

11,638

2.31

2.31

1.29

t = 1.79

P .10
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Raw Data and Computation of

"t" Test, "Musical Achievement Profile"
Total Recognition Sub-tests

Exp. Cont. Difference

Std. Gain Gain D

No. (X2-X1) (Y2-Y1) (Xg.;41g) D2

1 -1. -4 3 9

2 14 6 8 64

3 5 -5 10 100

4 13 -1 14 196

5 -1 -5 4 16

6 -1 10 -11 121

7 o 8 -8 64

8 15 1 14 196

9 -5 -1 -4 16

10 2 6 -4 16

11 11 9 2 4

12 5 1 4 16

13 -2 o -2 4

14 -5 13 -18 324

15 -4 o -4 16

16 -5 -5 o o
17 3 5 -2 4

18 -6 o -6 36

19 -6 -2 -4 16

20 18 11 7 49

21 11 -11 22 484

22 21 1 20 400

23 -9 4 -8 64

73 36 37 2215

= 23

= 1.61

= 37

t

t

=

=

ii

4N*D2 - (I D)2

N2 (N - 1)

1.61

493,945 - 1369

11,638

1.61

t =

449,576

11,638

1.61

t =

4.26

t = 1.61

2.06

t = 0.782

P p.50
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Raw Data and Computation of
"t" Test, "'Musical Achievement Profile"

Symbolic Understanding Sub-test

Exp. Cont. Difference

Std. Gain Gain

No. (K2-X1) (Y2-Y1)

1 -2 3

2 14 1

3 0 2

4 1 3

5 16 1

6 -2 4

7 2 o
8 12 3

9 8 -2

10 1 o
11 7 3

12 6 -1

13 10 2

14 o 4

15 3 -2

16 1 3

17 2 2 o o
18 1 o 1 1

19 3 -1 4 16

20 6 1 5 25

21 9 4 5 25

22 1 6 -5 25

23 -2 11 -13 169

97 47 50 1084

(Kelg) D2

-5 25

13 169

-2 4
-2 4
15 225
-6 36

2 4
9 81

10 100

1 1

4 16

7 49
8 64

-4 16

5 25

-2 4

N =

=

*D =

*D2 =

* D2 - ( D) 2

N2 (N - 1)

2.18

424,932 - 2500

11,638

2.18

22,432

11,638

2.18
t =

1.93

23

2.18

50

1084

t =

t =

P 30

2.18

1.39

1.57

.20

121
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Raw Data and Computation of
"t" Test, qlusical Achievement Profile"

Composite

Std.

No°

Exp.

Gain

(X2-1(1)

Cont.
Gain
(i2Y1)

Difference

ag-Yd D2

1 -3 -1 -2 4
2 28 7 21 441
3 5 -3 8 64

4 14 2 12 144

5 15 -4 19 361
6 -3 14 -17 289

7 2 8 -6 36
8 27 4 23 529

9 3 -3 6 36

10 3 6 -3 9

11 18 12 6 36

12 11 0 11 121

13 8 2 6 36

14 -5 17 -22 484
15 -1 -2 1 1

16 -4 -2 -2 4
17 5 7 -2 4
18 -5 0 -5 25

19 -3 -3 0 0
20 24 12 12 144

21 20 -7 27 729

22 22 7 15 225
23 -11 10 -21 441 t =

170 83 87 4163

N = 23

=I, 3.78

*D = 87

tD2 = 4163

\INID2 - (ID)2

N2 (N - 1)

4
95,749 - 7569

3.78

11,638

3.78

88 180

11,638

3.78

3.78

2.75

t = 1.37

P .20

1?,2



Raw Data and Computation of

"t" Test, "Listening Achievement Test"

Std.

No.

1

2

3

4
5

6

7

8

9

10

11

12

Exp.
Gain
(X2-4E1)

5

10

1

0
-2

3

1

3

-3

9

2

-4

Cont.
Gain
(Y2-Y1)

-4

3

1

4
2

2

2

1

5

-1

-1

-7

Difference
D

(Xg-Yg)

9

7

0
-4

-4

1

-1

2

-8
10

3

3

D2

81

49
0
16

16

1

1

4
64

100
9

9

t

t

N2

1.65

13,018 - 1444

11,638

4

13 10 4 6 36

14

15

16

7

-1

6

6

1

5

1

-2
1

1

4
1

t =

1.65

17 5 1 4 16 11,574

18 -1 1 -2 4 11,638

19 5 5 0 0

20 8 -3 11 121

21 2 6 -4 16 1.65

22 3 -1 4 16
t =

23 9 8 1 1

78 40 38 566

N = 23

= 1.65

(D = 38

D2 = 566

1.65

.997

t = 1.65

P > .20



Raw Data and Computation of
"t" Test, 'llusical Achievement Profile" Composite

plus listening Achievement Test"

Std.
No.

Exp.

Gain
(K2A1)

Cont.
Gain
(f2Y1)

Difference

(KeYg) D2

1 2 -5 7 49
2 38 10 28 784 t

3 6 -2 8 64
4 14 6 8 64
5 13 -2 15 225
6 0 16 -16 256
7 3 10 -7 49
8 30 5 25 625
9 0 2 -2 4 t

10 12 5 7 49
11 20 11 9 81
12 7 -7 14 196
13 18 6 12 144
14 2 23 -21 441
15
16

-2

2

-1

3

-1

-1

1

1
t =

17 10 8 2 4
18 -6 1 -7 49
19 2 2 0 0
20 32 9 23 529
21 22 -1 23 529
22 . 522 6 19 361 t =
23 -81 -20 400

248 123 125 4905

N 23

o = 5.43

= 125

(D2 = 4905

t

,\INI D2 - OIED)2

N2 (N - 1)

4
112,815 - 15,625

5.43

11,638

5.43

197,190

I11,638

5.43

11-7.3-

5.43

124



Appendix C

SAMPLE FORM FOR VISITOR ' S EVALUATIONS

o f

MASTERPIECES OF MUS IC LITERATURE
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Guiding Principles

'F,Masterpieces of Music Literature" is a two-semester experimental
course at University High School. Its purpose is to help students to
better understand and appreciate music by acquainting them with some
of the best literature. The course is primarily designed as an elective
that approaches the study of music seriously, on a par with the litera-
ture of the language. Our guiding principles are based upon the assump-
tion that the arts have always been recognized as the highest and most
enduring attainments of man. We remember civilizations for their
creative output. Education must help to preserve this heritage by
teaching young people to understand and to value the finest achievements
of man so that they will set higher standards and goals for themselves.

Creativity, originality, and independence of thought are traits that
we seek to develop in bright young people; these characteristics are
nourished by enjoyment of the arts. As we move further into the age of
automation, longer life, and increased leisure, more and more people will
have the opportunity to turn to the arts for satisfaction and pleasure.
The time to begin preparing them is now -- in courses such as '!Haster-
pieces of Music Literature." Music is a rigorous intellectual discipline
as well as a satisfying emotional experience. It sharpens the senses,
awakens the imagination and shapes personality. The music literature
course is designed to supplement the experience of school music group
participants as well as to offer an opportunity for music instruction to
non-performers.

Specific Objectives

The primary objective of "Masterpieces of Music Literature" is to
enhance students' understanding of the literature of music through the
development of:

(1) an increasing
(2) an increasing

music;

(3) an increasing
(4) an increasing
(5) an increasing

music; and
(6) an increasing

about music.

proficiency in fundamental skills of music;
intellectual and emotional re,7ponse to the sounds of

knowledge of the historical perspective of music;
ability to collect information about music;
ability to make value and taste judgments concerning

ability to form generalizations and draw conclusions
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Organization of the Class

The experimental class at University High School is comprised of

25 students -- fifteen seniors, nine juniors, and one sophomore. Six

of that number are instrumental group participants, and others are

chorus members. There are nine boys and sixteen girls in the class.

The level of the class might best be defined by quoting percentile

scores from the Iowa Tests of Educational Development and the Gordon

Musical Aptitude Profile. Based on national norms, the class ranges from

the 41st to the 99th percentile on the ITED, with 56% ranking above the

90th percentile mark. Although this figure seems extremely high for an

experimental class, it should be pointed out that it is not untypical for

the school. University High School llth- and 12th-graders rank at the

99th percentile on national group norms. In comparing the experimental

class with University High School norms (based upon the llth- and 12th-

grade classes of 1963-64-65), the class ranges from the 5th to the 99th

percentile, with only 16% rating above the 90th percentile level.

On the Musical Aptitude Profile the class ranges from the 51st to

the 99th percentile, based on national norms, with 52% scoring above the

90th percentile mark. In order to further define the class, the Allport-

Vernon-Lindzey Study of Values was administered at approximately mid-year.

In comparison with general collegiate norms (no high school norms are

available), the class ranks high in theoretical values and very high in

aesthetic values. The social and economic areas are comparable with

collegiate norms, and the class rating of both political and religious

values is quite low. Thus, according to Spranger's classification of

men, on which the Study of Values is based, the class as a whole should

be responsive to the study of music in general and, secondly, to this

particular type of study.

The Evaluation

A visiting evaluator should understand that we have attempted to

develop a course that is consistent with our "Guiding Principles" and

"Specific Objectives." As this is a developmental year, we have found

it necessary to constantly modify subject content and approaches to

teaching. As the year has progressed, this modification has become

increasingly difficult because of limitations of time. Thus, an evalua-

tor can be of great help in pointing out inconsistencies between the

"Guiding Principlt,s" and "Specific Objectives" and the various aspects

of the course.

Three important considerations in this evaluation should be:

(1) How well do the practices of this course conform to the "Guiding

Principles" and "Specific Objectives?"
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(2) How well do they meet the needs of students in University High
School?

(3) Are the listed "Guiding Principles" and "Specific Objectives"
practical for the present American secondary school?

Evaluative judgments may be made on the basis of such evidence as
class observations, conferences with students, consultations with staff
members, examination of materials, etc. The following scale may be used
in rating each of the items:

5 -- Excellent
4 -- Very good
3 -- Good
2 -- Fair
1 -- Poor

I. Specific Evaluations

A. Instructional Activities

) 1. Are students interested in the material being
presented (as demonstrated by general attitude,
participation in discussion, etc.)?

) 2. Is the class presentation appropriate to the
capacity of the students?

) 3. Are the materials presented in a manner which
is clearly understood?

) 4. Are the materials and class activity directed
toward the learning of specific skills or knowledges?

( ) 5. Are the materials and class activity directed toward
general musical understandings (are students applying
specific sk.11s and knowledges to better understand
music)?

) 6. Comments or suggestions
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B. Materials -- Please rate each of the following materials:

( ) 1. Classroom tapes

( ) 2. Transparencies

( ) 3. Laboratory tapes and listening guides

( ) 4. Programmed materials

( ) 5. Teacher's guide book

( ) 6. Examinations

7. Comments or suggestions

II. General Evaluations

A. Objectives -- To what extent does the course develop:

( ) 1. an increasing proficiency in fundamental skills of music?
( ) 2. an increasing intellectual and emotional response to the

sounds of music?
( ) 3. an increasing knowledge of the historical perspective of

music?
( ) 4. an increasing ability to collect information about music?
( ) 5. an increasing ability to make value and taste judgments

concerning music?
( ) 6. an increasing ability to form generalizations and draw

conclusions about music?

B. Course Content and Organization

( ) 1. To what extent could the course be elected by all students
in a school?

( ) 2. To what extent is the course directed to the specialized
needs of individual students?

( ) 3. To what extent is the time allotment adequate?

4. General comments or suggestions
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Visiting Evaluators

Dr. Richard Hervig, Professor of Music and Chairman,

Camposition, University of Iowa

Mr. Robert Sorensen, Director of Secondary Education,

Iowa City Public Schools

Mr. Richard E. Taylor, Principal, Iowa City Public

High School

Mr. William Tock, Curriculum Consultant,

Iowa State Department of Public Instruction

Dr. Thomas TUrner, Professor of Music and Chairman,

Theory, University of Iowa

Professor Himie Voxman, Director, School of Music,

University of Iowa
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Report on Student Interviews

by

William A. Tock, Curriculum Consultant
Iowa State Department of Public Instruction

Apparent Student Development:

Recognition of Ability Development. Most of the students seemed to

have a reasonable self-image of their musical talentF and their develop-

malt. As would be expected, those who participated in musical activities

the most were able to recognize the most development in themselves Mint

seemed to discover their ability during the junior high years.

Interest of Students. All students showed at least a high average

interest in music with those who participated in music showing exeedingly

high interest in this program. Those who had not participated in music

but elected this course showed a slightly higher interest than those who

had participated in music but had not elected this course.

Opportunity to Participate in Music. All but a few of the students

felt that they had a better than average opportunity to participate in

music through grades and high school with the group who elected this

course and who participated in music activities believing that they had

an outstanding opportunity for participation.

Mnsical Development. Those who were nonparticipants in music but

elected this course thought that their development was extremely acceler-

ated while those who participated and elected this course considered them-

selves to be accelerated by this course.

All of the students seemed to feel that the musical selections, the

materials for production and the presentations in class-were of outstand-

ing quality. Those who had participated in music selected more musical
numbers that they enjoyed in the class than did those who had not parti-

cipated. Mnsic participants' favorite music outside of school leaned more

to the classical music tha= the nonparticipators.

The class as a whole seemed to like such works as Debussy's Nocturnes,

Mahler's 5th Symphony and the works of Mozart and Beethoven. The music

selected outside of class for listening varied somewhat. Those who parti-

cipated in musical activities chose a wide range of music with selections

from the musical stage being popular. Those who were not participating in

music in school selected jazz, folk music and rock and roll as their

favorite listening pieces.
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Sample Questionnaire for Parents

MASTERPIECES OF MUSIC LITERATURE

1. How much does music contribute to your leisure time enjoyment?

Very much
Some
Very little

2. Do you attend concerts?

Frequently
Occasionally
Never

133

3. Do you or your spouse participate in any community or church musical
organizations?

Yes
Yes, but not regularly
No

4. Have you observed any change during this school year in your son's or
daughter's attitude toward music, as reflected by his comments or

listening habits?

Seems more aware of and interested in serious music
Seems interested in a wider variety of music
No evident change
Seems generally less interested in music
Have made no observation

5. Please rate the school functions below according to the questions on
the left and right. Circle the number that best indicates your opinion,

ow important is it? How do you rate U. High's
program?

1 = Extremely significant
2 = Quite significant
3 = Of somc importance
4 = Of little value

1 2 3 4
1 2 3 4
1 2 3 4
1 2 3 4
1 2 3 4
1 2 3 4
1 2 3 4
1 2 3 4

1 = Excellent
2 = Quite good
3 = Only fair
4 = Quite inadequate

English and the Communicative Arts
Fine Arts
Guidance Services
Physical Education and Athletic Activities
Physical, Natural, and Quantitative Sciences
Practical (Vocational) Arts
Social Activities
Social Studies

1 2 3 4
1 2 3 4
1 2 3 4
1 2 3 4
1 2 3 4
1 2 3 4
1 2 3 4
1 2 3 4
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6. Do you feel that a classroom course in music has a place in the senior

high school curriculum?

Definitely
Perhaps
No

7. If a music course is included in the high school curriculum, should it

be of an academic nature, stressing literature, or should it be a

general music class oriented toward such activities as singing and

playirg social instruments (ukelele, etc.)?

Literature
General

Personal Comments:
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Yes No
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Sample Student Questionnaire

MASTERPIECES OF MUSIC LITERATURE

1. Has this course been worthwhile for 222?

2. Do you feel that you now understand better how music
"works" than before the course?

3. Do you feel that you understand more about music funda-
mentals (scales, chords, notation, etc.) than before the
course?

4. Do you feel that you know more about music in history --
styles of different periods, composers, etc. -- than before
the course?

5. Do you feel better equipped to find information about music
now than before the course?

6. Do you feel that you can respond better to music, either
emotionally or intellectually, than before the course?
Does music mean more to you now, or "make more sense?"

7. Do you feel better able to judge the value of music than
before the course? Has your musical taste changed during
the course of the year?

8. Do you feel better able to generalize or draw conclusions
about music than before the course? If asked to listen to
a piece and write a paragraph about it, could you do it
better now?

9. Are you more interested in "serious" or art music now than
before the course?

10. Do you listen to "serious" or art music any differently
now than before the course?

11. Are you any more interested in popular music or jazz now
than before the course?

12. Do you listen to popular music or jazz any differently now
than before the course?

13. Are you now more interested in or concerned about "new
directions" in art music than before the course?

14. Do you think that the exams and grading for the course
have been fair?
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15. How have your grades in the course compared with what you honestly

believe you should have received?

better than I expected

about what I expected

lower than I expected

16. What music or unit(s) have interested you the most in the course?

17. What music or unit(s) have interested you least in the course?

18. Would you recommend Masterpieces of Music Literature to a friend

for next year?

Yes

No
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INTRODUCTION

This guide book is intended as an aid to the music teacher who may

already have full-time teaching responsibilities before the music

literature course is added to the curriculum. It is also intended as an

encouragement for adoption of tfte intensive approach to such a course,

since it is recognized that the teaching of a course that is based on

intensive study requires considerably more preparation than one which

surveys and focuses on the general.

Except for the biographical sketches of composers, there has been no

attempt to include in this guide information that is readily available in

standard sources. The intent has been to provide such materials as

analyses of the pieces studied, directions for the use of the tapes and

transparencies that have been prepared for the course, and suggestions for

teaching. The guide book does not attempt to provide all of the materials

necessary to teach a music literature course; it is also recognized that

no one guide could provide materials that would be ideal for every teacher

and every teaching situation. Most teachers will want to supplement

and adapt these materials to fit the needs of a class. These contents,

then, may best serve as an example and as a general design for teaching

a music literature course.

150
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UNIT

THE ELEMENTS OF MUSIC

Introduction

The beginning unit of any course must be planned with special care.
In a music course of this type it is essential to begin with attention to

fundamentals, since a basis for communication must be established. In so

doing, howevez, two major problems may be encountered. The first is the

obvious one of student interest -- fundamentals study can be uninteresting

when presented without imagination. The second has to do with the wide

range of musical experience and skills in a class which may include both

performers and non-performers.

Both problems can be met if (1) the teacher plans carefully, (2) musi-

cal examples are interesting in themselves, (3) the study stems from and
relates to actual literature, (4) teaching aids present material clearly to

the inexperienced and interestingly to the experienced, and (5) activities

are planned so that the entire class can and will participate.

The taped musical examples for this unit have been drawn largely from

two sources: Aaron Copland's Billy the Kid Ballet Suite and Mussorgsky's

Pictures at an Exhibition. Two other Copland pieces also provide some
examples, Appalachian Spring and Rodeo, and some popular and folk examples

are also included. A first class session might be spent listening to
Billy the Kid, and perhaps to part of Pictures or some popular tune, fol-

lowed by the explanation that study of these pieces demands a sort of

dissection into their musical elements: rhythm, melody, harmony, texture

and timbre. The use of taped examples throughout this unit should be
supplemented with thorough explanations of each concept before listening

to the example. Classroom tapes throughout the course are not intended

for continuous play. The tape must be stopped while explanations and

class activity take place. And, since it is desirable and sometimes neces-

sary for examples to be replayed, the teacher should listen to the tape on

the machine which will be used in the classroom and note the digital coun-
ter number at which each example begins.*

The overhead transparencies provided in this set of materials may

include items which are unnecessary for some classes. Other classes may

require more, in which case the teacher can make them before or during the

class period. In some cases a transparency which is developed along with
the explanation is more effective than a prepared one.

The materials for this unit will be only as interesting and effective

as the teacher makes them. Well-directed class activity is essential, both

* Digital counters are not consistent from one tape machine to another.

The set of numbers obtained from one machine may be invalid for a machine

of different make or model.
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for interest and for understanding. A few activities are suggested for
each section of the unit, but no single set of materials can provide for
every type of class. It is the teacher's responsibility to predetermine
the effectiveness of any materials or suggestions for a particular class.

A study tape mud listening guide for Copland's Billy the Kid Ballet
Suite is provided for assigned or suggested listening in connection with
this unit.

Rhythm
Guide to the Materials

1. Materials on rhythmic notation should be presented first. The outline
is accompanied by a set of transparencies.

Assignments and activities: Students should practice writing
notation as an aid to learning. Short daily assignments
will also provide the teacher with an indication of student's
skills and progress. The suggested reading list includes
materials which stress notation as well as general discussions
of rhythm.

2. Follow with material on "rhythm and meter."

Assignments and activities: Students may write examples of various
meters, i.e., four measures of 2/4, four measures of 3/4
alternating with 4/4, etc. Singing familiar songs from song-
books with clear notation is a simple but effective activity.
Sight and sound may be associated by watching the notation of
rhythms while singing and clapping the basic pulse, perhaps
with strong accents on the first beat of each measure to
emphasize the meter.

3. The taped examples provide materials for further study and review.
Each type of meter or rhythm may be identified before playing, or
students may be asked to identify them.

4. The lab tape includes examples of the various rhythms and meters
from other sources.

Rhythm
Teacher's Outline

1. Note identification

a. Identify whole, half, quarter, eighth, sixteenth notes, etc.
[Tr. 1]

b. Show rhythmic equivalents [Tr. 2]
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2. Heads, stems, flags, and dots

a. Explain the parts of a note and their difference in rhythmic
value [Tr. 3]

b. Explain dots and double dots [Tr. 4, 5]

3. Rests

a. Equate rest values with note values [Tr. 6]
b. Explain dotted rests [Tr. 7]

4. Rhythm and meter

a. Rhythm pertains to the duration of musical sounds. A group of
notes can have rhythm without being organized into groups or
measures [Tr. 8 without overlay]. For them to have rhythm, we
need only to know the time relationship of one note to another.
(Point out in Tr. 8 that the second note is only half the dura-
tion of the first, and that the second and third are equal to
the first in duration.)

b. The organization of rhythm is the function of meter. This
organization is accomplished by the use of bar lines and a
metric signature [Tr. 8 with overlays]. Explain metric signa-
ture and demonstrate the musical stresses that this organization
implies. Show the same rhythm and metric signature with
different placements of bar lines [Tr. 9, 10].

c. Sometimes a composer doesn't desire the regular, recurring
accents of strict or regular meter. He might then organize the
rhythm into irregular or changing meters (develop on Tr. 8 with
first overlay only, and/or Tr. 10].

Rhythm
Contents of the Classroom Tape

Duple Rhythm
Billboard March (Trio)
"If He'd Be a Buckaroo," from Copland, Rodeo, "Buckaroo's Holiday"

Triple Rhythm
"Good-bye Old Paint," Roger Wagner Chorale
"Good-bye Old Paint," from Copland, Billy the Kid Ballet Suite

Quadruple Rhythm
"Great Grandad," Ed McCurdy
"Great Grandad," from Copland, Billy the Kid Ballet Suite
"Chisholm Trail," from Copland, Billy the Kid Ballet Suite

Changing and Irregular Rhythm
Mexican Dance from Billy the Kid Ballet Suite

f&AIF
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Syncopation

Opening of "Buckaroo's Holiday," from Copland, Rodeo

Syncopation and Polyrhythm
"Chisholm Trail," from Copland, Billy the Kid Ballet Suite

Polyrhythm ( 3 against 2 )
"Great Gate of Kiev," from Mussorgsky, Pictures at an Exhibition

Melody
Guide to the Materials

1. Material on pitch notation includes necessary terminology as well as
information about the piano keyboard and scales. The outline is
accompanied by a set of transparencies. Some teachers may not want
to include the alto and tenor clefs in their presentation, although
that material is included in the outline.

2. Skilled music reading is not necessalily a goal of this unit.
Students should, however, be expected to recognize the meaning of the
three clef signs and to identify, given time, a note in any clef.
Accidentals and enharmonics are important for later study of chords
and harmony, and a knowledge of the piano keyboa-d is almost essential
to their mastery. Goals of the pitch notation study, then, are (1)
identification of any note in any clef, and (2) knowledge of the
constructs of the chromatic and major scales.

Activities and assignments: Short daily writtør. assignments are
important, particularly in constructing major scales in the
various clefs. The suggested reading list includes materials
for pitch notation as well as for general discussions of melody.

3. The classroom tape is accompanied by a set of transparencies so that
students can see what they are hearing. Although the material uses
the terms "scale" and "interval" or "chord" to identify types of
melodic construction, some teachers may wish to use "conjunct" and
"disjunct" or simply "step" and "leap."

Activities: Class examination and perhaps singing of some familiar
songs in a songbook will provide further experience at recogniz-
ing types of melodic construction.

4. The lab tape includes examples of the various types of melodies from
other sources.

5. The use of programmed aids may be required of some students,
suggested for some, unnecessary for others.

6. A set of transparencies or transparency originals from which trans-
parencies may be made on a Thermofax Brand copy machine on music



notation* is also available from a 3-M or Thermofax Brand visual
products dealer. The transparency originals packet is inexpensive
and would serve as a worthwhile supplement to this unit.

Melody
Teacher's Outline

1. Explain

a. Staff
b. Note placement
c. Leger lines
d. Clef signs

(1) G clef
(2) C clef
(3) F clef

e. Note names and
placement in clefs
(1) Treble

(2) Alto
(3) Tenor

(4) Bass

f. The great staff,
treble and bass clefs
together

2. Accidentals

[Tr. 1 without overlay]
[Tr. I add first overlay]
[Tr. I add second overlay]
[Tr. 2]

Locates G above middle C on piano
Locates middle C
Locates F below middle C
[Tr. 3]

G on second line, used for higher
instruments and voices
C on middle line, used most for viola
C on fourth line, used for high parts
in cello, bassoon, trombone
F on fourth line, used for bass instru-
ments and voices

[It. 3a]
Commonly used for piano

a. Sharps, flats, natural [Tr. 4]

signs

b. Double sharps and flats [Tr. 4a1

c. Enharmonic tones [Tr. 5]

3. The Piano Keyboard [Tr. 6]

a. Examine whole and half-steps, white and black keys, etc., on
keyboard or transparency.

b. Concentrate on enharmonics with the keyboard and transparency.

4. The Chromatic Scale [Tr. 7, 8]

a. Made up entirely of half-steps or semi-tones.
b. Twelve half-steps in an octave, the thirteenth being an octave

above the first.

* G. K. Villars, Music Notation and Other Exercises, Music Packet
No. 3 for Overhead Projection (St. Paul, Minn.: Minnesota Mining and
Manufacturing, 1964).
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Scale
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a. Pattern of whole and half-steps -- half-steps between 3rd and
4th and 7th and 8th degrees [Tr. 9, cover bottom half].

b. The F scale [Tr. 9, bottom half] is not a major scale as written
on the transparency because it doesn't contain the proper sequence
of whole and half-steps. What does it need? (Write in the flat

with grease pencil.)

Melody
Contents of the Classroom Tape and Transparencies

"I Wanna Hold Your Hand," The Beatles [Tr. 11
"All My Loving," The Beatles [Tr. 21
"All of a Sudden," Errol Garner
"Buckaroo's Holiday," opening, from Copland, Rodeo [Tr. 31
"ruileries," from Mussorgsky, Pictures at an Exhibition

Chromatic Scale
"Gnomes," from Mbssorgsky, Pictures at an Exhibition [Tr. 41

Interval-Chord
"Corral Nocturne," from Copland, Rodeo [Tr. 51
"Hoedown," from Copland, Rodeo

Interval and Scale Together
"Gunfight," from Copland, Billy the Rid Ballet Suite [Tr. 61

Combination of Scale and Chord
Appalachian Spring, Copland [Tr. 71

Sequence
"Celebration," from Copland, Billy the Rid Ballet Suite (also a

combination of scale and chord)[Tr. 81
"Old Castle," bassoon, from Mussorgsky, Pictures at an Exhibition

[Tr. 9]
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Guide to the Materials
Harmony

1. The study of harmony in this unit takes an introductory approach

to each of the following:

a. Triad construction
b. Basic chord functions (tonic, dominant, sub-dominant)

c. Chord inversions
d. Consonance and dissonance

2. The outline is coordinated with a set of transparencies and the

classroom tape. Terminology must be carefully explained.

Activities and assignments: An autoharp will provide an effective
aid in the classroom since students who are unfamiliar with the
keyboard can play it and associate sounds with chord symbols.
If students have learned to read pitch notation well enough, the
class might examine simple songs and attempt to analyze them har-

monically. In this type of activity it may be helpful if stu-

dents of varying abilities share books. Outside assignments of
this type may also be made (perhaps asking pairs of students to
analyze the chords they can recognize in three or four songs).
Assignments in writing triads and inversions will be helpful for

most students.

3. Suggested readings for this unit include only general discussions
about harmony. For additional ideas and fresh insight the teacher

may read Richard Franko Goldman's Harmony in Western Music* -- the
first two chapters directly apply to this unit.

4. The laboratory tape will demonstrate the same general types of

harmony with different examples.

Teacher's Outline
Harmony

Definitions

1. Chord -- three or more tones sounded simultaneously

2. Harmony -- (a) same as chord, or (b) the sounding of chords
in succession

Major Emphases

1. The basic unit of harmony is the chord. (The basic unit of melody

* Richard Franko Goldman, Harmony in Western Music (New York:

W. W. Norton, 1965).
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is a single tone.)

2. The elemental chord in Western music is the triad, which

a. consists of three tones sounded simultaneously
b. may be built on any tone by using every other scale step

Example: Show C scale, numbered, and triad. Play and show triads
on various scale steps [Tr. 1]. Write in triads over
scale in grease pencil.

3. The triads on some scale steps function more importantly than others.

a. Most important is the triad on the first degree, or tonic. It

is the "rest" chord, the center, or "home base," toward which the
musical motion is ultimately directed.

b. The most important "active" chord is the dominant, built on the
fifth degree of the scale. It is especially active because of
its strong tendency to move toward the tonic chord.

Example: Show and play V-I in several keys [Tr. 1 with overlay and
Tr. 2 with overlay].

c. The harmony of many simple tunes consists of only the dominant
and tonic chords.

d. Another active chord is the sub-dominant, built on the fourth
degree of the scale. It is not as "active" as the dominant
chord because its tendency toward the tonic is less.

Example: Build and show IV triad [Tr.4 with overlay]. Compare
IV-I with V-I [Tr. 4 with second overlay].

e. Because the combination of the three triads, tonic, sub-domin-
ant and dominant includes all of the scale steps (demonstrate),
these chords form the harmony for many popular and folk tunes,
and art music as well.

Example: Show and play I-IV-V-I and I-IV-I-V-I [Tr. 5, 61. "On Top
of Old Smokey" (with V6)[Tr. 7].

4. Triads may assume three positions: root, first, or second inversion.

a. Point out that the dominant chord near the end of 401d Smokey"
looks and sounds different from the other triads that have been
examined (demonstrate sound of V6 as opposed to V).

b. Explain root position (tone on which triad is built at the bottom
of the root of the chord) and demonstrate first and second
inversions.
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Example: Show root position and first and second inversion of

G major and C major triads [Tr. 8, 9].

5. Melody and harmony move toward the same ultimate goal; hence, they

function together. The chords of a harmony progress and relate to

each other much the same as the single tones of a melody.

Example: Review 1-V-I and I-IV-I-V-1 progressions.

6. The tones of the melody usually fit within the chords of the harmony.

(Look at the first three measures of "Old Smokey," for example.)

When they don't, they are known as non-chord tones. (Examine second

note in measure four of "Old Smokey" and other examples.) Notes that

fit into the structure of the harmonizing chord are simply called

chord-tones [Tr. 71.

7. A chord-tone implies consonance; a non-chord tone implies dissonance.

According to the dictionary definitions, a consonant sound is harmon-

ious and a dissonant sound is harsh. However, for musical purposes

we should consider a dissonance as restlessness or tension and

consonance as satisfaction or relaxation.

a. A dissonant sound wants to move toward consonance. Music with-

out dissonance would be unexciting, perhaps even boring. Music

without consonance might be frustrating.

b. Consonance and dissonance are relative terms. Many musical

sounds that were considered dissonant 400 years ago are consonant

to our ears. And, some sounds which one listener might find

dissonant in music today might be considered consonant by some-

one else.

Example: Play double reed passage from Copland, "Corral Nocturne,"

Rodeo. Ask for discussion of which intervals sound conso-

nant, which dissonaat. Play on piano for more harsh

effects [Tr. 10, Tape 1].

8. Harmony is sometimes described by such terms as "open" and "close"

or "thick."

a. "Close" or "thick" harmony would constst of triads or chords to

which notes have been added, causing the notes within the chords

to be closer together.

Example: Show and play sixth chords [Tr. 111. Play descriptive

passage from Mussorgsky, Pictures at an Exhibition, "Old

Castle" (23-24)[Tape 2].

b. "Open" harmony consists of triads or chords from which a note

has been omitted. When the middle note of a row position ttiad

is omitted, the result is a rather barren sound.
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Example: Play open fifths, etc., and Copland, opening of Billy the
Kid Ballet Suite. Point out that the harmony is parallel
as well as open [Tr. 12, Tape 3].

Review Example: "All of a Sudden," Errol Garner [Tape 4].

a. "Close" harmony, clustered chords
b. Scale melody, harmony and mcgody function together
c. I-IV-V-I harmonies, Garner substitutions

Contents of the Classroom Tape
Harmony

1. Double reed passage from "Corral Nocturne," Copland, Rodeo
2. Muted string passage from "Old Castle," Mussorgsky, Pictures at an

Exhibition
3. Opening, Copland, Billy the Kid Ballet Suite
4. "All of a Sudden," Errol Garner

Transparencies
Harmony

1. C scale
a. C major triad (overlay)
b. V-I in C (Overlay)

2. G scale with V-I
a. F scale with V-I (overlay)
b. D scale with V-I (overlay)
c Bb scale with V-I (overlay)

3. "Down in the Valley"
4. C scale with IV-I

a. V-I in C (overla1,)
5. I-IV-V-I in C
6. I-IV-I-V-I in C
7. Ian Top of Old Smokey"
8. C major triad, root position, 1st inversion and 2nd inversion
9. G major triad, root position, 1st inversion and 2nd inversion
10. "Corral Nocturne" excerpt, Copland, Rodeo
11. C major in root position and 1st inversion
12. Opening, Copland, Billy the Kid Ballet Suite

Guide to the Materials

Texture

1. The outline is coordinated with the classroom tape and
transparencies.
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Activities: Singing of a familiar song in unison, in two-, three-
or four-part harmony, and as a round, will emphasize textural
differences. "Row, Row, Row Your Boat" is a simple example.

Teacher's Outline
Texture

Definitions

1. Texture -- refers to the number of voice parts and their relation-
ship to one another (really a characteristic of music
rather than an element).

Major Emphases

1. The simplest texture in music is the single thread -- the solo or
unaccompanied melody. The term for this is monophony (one voice).
For our purposes, we shall consider a musical texture to be mono-
phonic as long as we hear only one melody.

Explanation: A single melody stated in octaves is still
considered monophonic

Example: "Samuel Goldberg and Schmuyle," from Mussorgsky,
Pictures at an Exhibition [Tape 1]

2. The textural term applied to music that has a single melody with
accompaniment is homophonic. This is sometimes referred to as
vertical texture.

Example: "Great Gate of Kiev," from Mussorgsky, Pictures at
an Exhibition [Tape 2]

3. The most complex musical texture is polyphony. As the term implies,
polyphony means several voices, music that has two or more melodies
moving concurrently. Polyphonic music requires greater attention
from the listener since he is most accustomed to listening to only
one melody at a time. In polyphonic music the emphasis is on the
horizontal or linear dimension, as opposed to the vertical emphasis
of homophony.

Explanation: Monophonic
(Draw out)

Homophonic

Polyphonic
[Tr. 1, 2]
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"Simple Gifts" from Copland, Appalachian Spring

[Tape 3, tune] and [Tape 4, polyphonic]. Scale melody

from Copland, Appalachian Spring [Tape 5, tune] and

[Tape 6, polyphonicI. "If He'd Be a Buckaroo," from

Copland, Rodeo [Tape 7, tune] and [Tape 8, polyphonic].

4. Although some music is waven in a single texture -- monophonic,

homophonic, or polyphonic -- many composers have chosen to mix or

alternate textures.

Example:

Explanation:

Example:

"Promenade" and "Gnomes," from Mussorgsky, Pictures a

an Exhibition [Tape 9]

Appalachian Spring and Rodeo of Copland are both

examples of pieces in which the composer has mixed and

alternated homophonic and polyphonic textures.

Complete treatment of "Simple Gifts," from Copland,

Appalachian Spring [Tape 10].

Contents of the Classroom Tape
Texture

1. Monophonic -- opening of "Samuel Goldberg and Schmuyle," from

Mussorgsky, Pictures at an Exhibition

2. Hamophonic -- "Great Gate of Kiev," from Mussorgsky, Pictures at an

Exhibition

3. Homophonic -- tune of "Simple Gifts," from Copland, Appalachian

Spring

4. Polyphonic -- "Simple Gifts," treated polyphonically

5. Homophonic -- tune of scale melody from Appalachian Spring

6. Polyphonic -- scale melody from Appalachian Spring treated poly-

phonically

7. Homophonic -- tune of "If He'd Be a Buckaroo," from Copland, Rodeo

8. Polyphonic -- "Buckaroo," from Copland, Rodeo, treated polyphonically

9. Alternation between monophonic and homophonic -- "Promenade" and

opening of "Gnomes," from Mussorgsky, Pictures at an

Exhibition

10. Homophonic and polyphonic -- "Simple Gifts," from Copland, Appala-

chian Spring, complete treatment

Transparencies
Texture

1. "Simple Gifts," as notated in polyphonic treatment

2. Melodic pattern of "Simple Gifts." Melody (top voice) on static

transparency; melodic pattern of first voice (tenor) on first over-

lay; third voice (bass) on second overlay.
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Guide to the Materials
Timbre

1. Class members who are instrumental performers may be asked to demon-

strate their instruments -- tone quality, range, and technical limi-

tations or problems. Pictures and recordings of instruments are

easily acquired and have not been included in these materials.* The

classroom tape demonstrates instrumental tone colors from the Copland

and Mussorgsky pieces.

2. The study of timbre is connected with Unit II, which begins with

Mussorgsky's Pictures at an Exhibition.

Contents of the Classroom Tape

Timbre

String
1 "Old Chisholm Trail," from Copland, Billy the Kid Ballet Suite

2. "Lament," from Copland, Billy the KfaRillet Suite

3. "Old Castle," from Mussorgsky-Ravel, Pictures at an Exhibition

Woodwind
4. "Tuileries," from Mussorgsky, Pictures at an Exhibition (flutes

and oboe predominate)
5. "Great Gate of Kiev," from Mussorgsky, Pictures at an Exhibition

(clarinets and bassoons, flute added in second)

6. Opening of Copland, Billy the Kid Ballet Suite (oboe and clari-

nets, then clarinets and bassoons)

7. "Celebration," from Copland, Billy the Kid Ballet Suite (piccolo

and oboe, answered by bassoon, then clarinets adeed, later muted

trumpets)

Brass
8. Opening "Promenade," from Mussorgsky, Pictures at an Exhibition

(trumpet solo, then brass section)

9. "Samuel Goldberg and Schmuyle," from Mussorgsky, Pictures at an

Exhibition (nuted trumpet)

10. "The Dying Cowboy," from Copland, Billy the Kid Ballet Suite

(solo trumpet)
11. "The Open Prairie," from Copland, Billy the Kid Ballet Suite

(horns)

12. "Git Along Little Dogies," from Copland, Billy the Kid Ballet

Suite (trombones)
13. "Bydlo," from Mussorgsky, Pictures at an Exhibition (tenor tuba)

Percussion
14. "Gunfight," from Copland, Billy the Kid Ballet Suite (xylophone

and piano, as well as tympani, bass drum, and snare drum)

^111..

* G. K. Villars, Families of Musical Instruments, Music Packet No. 2

for Overhead Projection (St. Paul, Minn.: Minnesota Mining & Manufactur-

ing, 1964).
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Listening Guide

Billy the Kid Ballet Suite
Aaron Copland

Pertinent Facts

Copland wrote the Billy the Kid ballet in 1938 for the American
Ballet Caravan. It was first performed in New York in 1939. This
suite, or set, of pieces taken from the ballet is about two-thirds the
length of the total work. Duration is approximately twenty minutes.

Excerpt No. 1

The suite opens with.an introductory section called "The Open
Prairie." The theme is heard in open intervals played by two clarinets
and a low oboe. Notice the ambiguity of meter caused by the dotted
quarter notes and displaced accents.

Excerpt No. 2

The next section, labelled "Street in a Frontier Town," opens with a
tin whistle and piccolo playing the Western tune, "Great Grandad," as
various cowboys and other characters saunter through the street. Several
Western folk tunes are quoted or paraphrased. This section sets the scene
and mood of Billy's early life. Listen for the following tunes:

"Great Grandad"

which is interrupted by the foll?wing paraphrase of "Git Along Little
Dogies" (as it first appears):
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which is interrupted by a more literal quotation of "Git Along Little

Dogies," this time in the trombones.

ElcsImpt No. 4

After more paraphrasing of "Great Grandad" and "Git Along Little

Dogies," we see some Mexican women doing a dance, a jarabe. Listen

for the changing meter.
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Excerpt No. 5

Next is a quotation of "Goodbye Old Paint." Listen for the slight
accents on the second beat caused by lower instruments entering there.

Excerpt

As

into an
killed.

No. 6

"Goodbye Old Paint" draws to a climax, the street scene turns
ugly brawl. Guns are drawn, and somehow Billy's mother is
He retaiiates by drawing a knife and stabbing her killer.

Excerpt No. 7

The second section of the suite begins with quiet "open prairie"
music in the oboe and bassoon.

Excerpt No. 8

The next scene in the ballet is a nocturnal card game between
Billy and his outlaw friends. Copland uses "The. Lone Prairie" for
his thematic material.

V/Ohns r71

Excerpt No. 9

-0-

Tension builds quickly in the strings as the third section,
"Billy's Capture and the Dance of His Captors," is introduced. The
section begins with a running gun battle between Billy and the posse.
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Excerpt No. 10

After Billy is captured and jailed, the town indulges ia a drunken

celebration to this jaunty tune:

/1Vcce Oboe

Excerpt No. 11

During the celebratiou Billy escapes from the jail but is, of

course, found. The fourth section of the suite is the "Lament at

Billy's Death." It is very slow and sombre, with a solo violin

adding the sobs of the women.

Excerpt No. 12

The suite ends as it began, with the "open prairie" theme, symboliz-

ing the progress in frontier settlement and return to normalcy.
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What to Listen For in Music, pp. 61-77.

The Enjoyment of Music, Reg. Ed., pp. 19-32;
Shorter Ed., pp. 17-21.

Music Fundamentals, pp. 60-66.

Music: The Listener's Art, pp. 49-60.

What to Listen For in Music, pp. 101-112;

paperback, pp. 68-74.

Music Fundamentals, pp. 66-68.

Music: The Listener's Art, pp. 41-48.

Timbre
Bernstei
Brandt,
Cooper,

Copland,

Machlis,

Murphy,

n, An Introduction to Music, pp. 5-27.

The Way of Mimic, pp. 44-62.
Learning to Listen, pp. 70-82.
What to Listen For in Music, pp. 78-100;

paperback, pp. 56-67.

The Enjoyment of Music, Reg. Ed., pp. 33-54;

Shorter Ed., pp. 30-47.

Music Fundamentals, pp. 5-8, 86-88.
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UNIT II

NINETEENTH-CENTURY INSTRUMENTAL AND DESCRIPTIVE MUSIC

Introduction

Unit II concentrates on two pieces: Mussorgsky's Pictures at an

Exhibition and Richard Strauss'sTillEulensiks. The
former is an example of descriptive music, the latter of program music.

It is suggested that an example of nationalistic music such as Tchai-

kowsky's Overture Solonelle 1812 or Sibelius Finlandia, also be included.
Time may not permit a thorough study of the nationalistic piece, but one

or two class sessions devoted to a discussion of the topic and listening

to the music would be worthwhile.

The biographical sketches in these materials are intended to high-
light the more important and more interesting facts about the composers.
They are primarily intended as aids to the teacher. Students should do

outside reading and sometimes make reports, but when several sources are
suggested rather than one assigned, examination is difficult. The sketches

provide limits for both student and teacher to the material for which the

student will be held responsible.

The suggested examination over Unit II is included with that of Unit

IV. Some teachers may wish to give shorter exams or to examine more often.

As much as possible, however, students should be examined on their know-

ledge of the music itself, with questions on extra-musical facts held to

a minimum.

The "Supplementary Listening Suggestions" lists provided here are

only examples. Each teacher must make such lists according to the hold-

ings of his school record library. Depending upon the amount of listening
equipment and size and nature of the class, some teachers may design a
System of giving extra credit for outside, supplementary listening. It

is, however, a difficult technique to manage efficiently.

Guide to the Materials
Pictures at an Exhibition (Modest Mussorgsky)

1. Compare the original piano version with the Ravel orchestration, in
keeping with the Unit I study of timbre. Record one version on tape
and stop to compare with the other and discuss after each movement.

2. By choosing recordings with strikingly different interpretation,
students can compare musical interpretation as well as timbre and

its effect.

3. Suggested discussion topics:



a. Ask for preferences (show of hands), then ask why of each

group.

b. Is the preference one of musical interpretation or of tone

color and effect?
c. Do both recordings stress the descriptive aspects of the

music, or does one seem to stress that more than the other?

d. What are the descriptive aspects of the music?

e. If you could combine features from each recording would you

do so, and if so, how?

f. What advantage does the solo piano hold over the orchestra?

(Freedom of solo instrument.)

g. What advantage does the orchestra hold over the piano?

4. Each movement should be taken separately, with discussion after both

versions have been played. Perhaps on the last few pieces students

could be asked to write down their views on each. The teacher will

have to constantly urge students to be more specific on musical

matters. General descriptive comments should be translated into

musical specifics. For example, if one version of the "Promenade"
sounds more "stately" than the other, perhaps it is because it is

slower and steadier in tempo, with more evenly placed accents or

stresses.

Listening Guide

Pictures at an Exhibition
Modest Mussorgsky

Mussorgsky's Pictures at an Exhibition was written in 1874 to honor

the memory of his good friend, the architect Victor Hartmann. Shortly

after Hartmann's death in that year, a mutual friend of his and

Mussorgsky's, art critic Vladimir Stassov arranged an exhibition of his

works. There were about 400 works in the exhibition, many of which

were pencil sketches or architectural drawings. Hartmann had designed

many buildings in the city of Petersburg and elsewhere, but he died at

age 39 and his work as an artist was not significant. The sketches

Mussorgsky describes in Pictures are lost, and in fact Hartmann's name

is undoubtedly remembered because of Mussorgsky's work, not his own.

Pictures at an Exhibition was written for solo piano. It was ignored

during Mussorgsky's lifetime and wac not printed until six years after

his death. Parts of it were arranged for orchestra in 1891 by a Russian

and sometime later by an Englishman, but neither version was a success.

Maurice Ravel orchestrated the entire work in 1922, an extremely success-

ful venture that revived interest in the piano version.

Promenade: The composer depicts himself as he passes from picture to

picture in the exhibition.

The Gnome: A thlarf who waddles clumsily and jerkily on short, unsteady

legs. The picture is believed to have been a Hartmann sketch for

a nutcracker, a Christmas toy.
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Promenade

The Old Castle: From some Hartmann sketches of Italy. The castle dates
from the Middle Ages; the melancholy tune (played by the saxophone
in Ravel's orchestration) is the song of a minstrel.

Promenade

Tuileries: Represents children playing and quarreling in the Tuileries
gardens of Paris.

Bydlo: Means "cattle" in Polish. In this case they are in a high-
wheeled cart drawn by oxen. The cart lumbers and creaks along while
the driver sings a popular-type song.

Promenade

Ballet of the Unhatched Chicks: Presents the humorous picture of chicks
cheeping and pecking away at their shells. Hartmann's sketch was a
costume design for a ballet.

Samuel Goldberg and Schmuyle: A dialogue between two men, a rich and
pompous Jew (Samuel Goldberg) and a poor, nervous, chattering one
(Schmuyle). Two Hartmann pencil drawings, one of a rich Jew wear-
ing a fur hat, the other of a poor one, were catalogued at the
exhibition as belonging to Mussorgsky. His original label on this
piece was "Two Polish Jews, rich and poor." The change of title
is unexplained.

Promenade (piano version only)

The Market at Limoges: Sums up many Hartmann sketches of the market
place, depicting the bustle of the crowd and scolding of market
women. An argument rising in pitch carries us to the first chord
of the next piece.

The Catacombs: Those of Paris, the skulls being exposed by lanternlight.

Cum mortuis in lingua mortua: The Promenade ". . . with the dead in a
dead language," out of respect to the dead artist.

The Hut of Baba-Yaga: Drawn from Russian folk-lore. Baba-Yaga is a
hideous looking old witch whose habitation is a hut on fowl's legs.

The Great Gate of Kiev: A Hartmann architectural design for a monumental
gate. It was never erected. Mussorgsky describes a huge, many-
pillared structure, crowned with a pointed Slavic war helmet.
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Supplementary Listening Suggestions
Mussorgsky

Balikirev -- Russia; Islamey; Thamar

Balivirev was Mussorgsky's composition teacher and associate,
hence his music is of interest in studying Mussorgsky's. The

three pieces are all on one record.

2. Rimsky-Korsakov Symphonietta on Russian Themes; Scheherazade

Rimsky was the person most responsible for the publication of
Mussorgsky's works. The Symphonietta is a Russian nationalistic
piece, as are Balikirev's Russia and Islamey. Scheherazade is

one of the best-known and best-liked examples of program music.

3. Mussorgsky -- Night on Bald Mountain

This piece was left unfinished by Mussorgsky -- Rimsky-Korsakov
completed it. It is called a "tone picture," a sort of combination
between descriptive and program music.

Biographical Sketch

Composer: Modest Mussorgsky

Dates: 1839-1881

Nationality: Russian

Family background: Youngest son of a well-to-do landowner.

Musical training: Piano lessons at an early age -- studied with famous
teacher at age 10, was a proficient performer, stopped studying at

age 15. He had had no instruction in harmony or composition but
tried writing an opera at age 17. Shortly later he beean to study

composition and musical form with Balakirev, a well-known Russian
composer and conductor of the time. Mussorgsky was unsuccessful

in his attempts to write "classical" music -- he said he wanted to

strike out for "new shores."

Friends and associates: Primarily Russian musicians, writers, and
artists, one of whom was Hartmann, the painter of the sketches
which he musically describes in Pictures at an Exhibition; another

of whom was Stassov, the art critic who arranged the exhibition.

He worked off and on in government service to make a living --

died of alcoholism and epilepsy one week after his 42nd birthday.
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General remarks on life and works: Worked on some ten operas, only one

of which, Boris Godunov, was completed; a few choral and orchestral
works; a larger number for solo piano; and many songs.

Mussorgsky had compassion and sympathy for the Russian peasant (who
was freed of his serfdom during his lifetime). He wrote entirely
programmatic, descriptive or dramatic music -- disregarded form and
Hart for art's sake," trying to relate his music as closely as

possible to life and human experience.

Some of his unfinished works were completed after his death by other
well-known Russians, Cui and Rimsky-Korsakov, who is primarily
responsible for preparing the manuscripts and getting Mussorgsky's

works published.

Mussorgsky, although a strongly nationalistic Russian composer, had
considerable influence over non-Russians such as Debussy, Manuel da

Falla, and some of the Italian opera composers.
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Guide to the Materials
Strauss, Till Eulenspiegel's Merry Pranks

1. The outline presented for Till is identical to the listening guide

sheet for the laboratory tape. Students should be expected to learn

the two basic themes well so that they can better recognize them

throughout the piece. Singing them may help.

2. Although this is labelled program music because
it accomplishes this by being descriptive -- it
character, his actions and his fate. These are

sion.

it tells a story,
describes Till's
points for discus-

3. After listening to the classroom tape (Which includes all of the

musical examples of the laboratory tape but none of the speaking)

and the teacher's evaluations, the class should listen to the piece

with the aid of the guide sheet. Students should be directed to

listen again in the laboratory. Any laboratory tape such as this

which separates the music into segments should be followed

immediately by listening to the entire piece or movement.

Till Eulenspiegel's Merry Pranks
Richard Strauss

Strauss wrote Till Eulenspiegel's Merry Pranks in 1894-95, intending

at first that it would be a one-act Volksoper (folk opera). However, at

the same time his first opera was failing miserably, and he temporarily

lost interest in composing for the stage. Till was completed as an

instrumental work, a symphonic poem.

Till Eulenspiegel is a German folk legend; he was also a real-life

character, living in the early 14th century. The real Till was a

roguish practical joker whose targets were all sorts of people from all

stations in life. He no doubt became legend because he lived in a time

when the lower classes were beginning to assert themselves against the

authority of the upper strata. The earliest printed version of Till's

mischievous life dates from about 1500.

The name Eulenspiegel is inscribed on Till's tombstone at Lubeck in

Germany, with an owl (Eule) and a mirror (Spiegel). As to the origin of

the name, it may have some relevance to the French work "espiegle,"

which means "roguish." The Flemish, who also have a tombstone for Till

and who claim him to be one of their own, believe Eulenspiegel, the

looking glass of owls, to be the mirror of humanity.

Strauss's version of Till's adventures differs somewhat from the

legend, mainly in that Strauss has the rascal hanged. In the folk

legend, Till escapes a sentenced hanging by some wittiness, only to die

in his own bed of the Black Death. Strauss at first refused to give a

program or story to accompany his music, saying that he preferred to



"leave it to the hearers themselves to crack the nuts the rogue hands

to them." He later pencilled some comments in the score to indicate

what he had in mind for Till at certain points in the music. The

comments in quotations are Strauss's.

Excerpt No. 1

Till has two basic themes. The first suggests the mood of the

fairy tale and opens the piece.

Basic form of
Till's first theme

Excerpt No. 2
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"Once upon a time (there
was a roguish jester)"

The second basic theme is sounded first in the horn. It symbolizes

Till's mischievous nature--one can almost picture him peaking out from

side to side before entering the scene.

I
V MEN UNIN
AVM MI= MO MI UM
favaLIMII MN MP' NIP ' V NW
`MY ow mrz;

!

AIM :1107Mr! il =I LAMM Ink 1111111 -1

111111:04111MBI WI MP UP 7 11111r WAIN MN 1 17 IP TEIIIPMF
Marilternfr Mai; 1101M1 13611M1 NW X WE;

r ....... --

Basic form of
Till's second theme

Ilwhose name was Till Eulenspiegel"

1



Eneat No. 3

. . that was an awful rascal."

In the D clarinet
twinkle in Till's
the theme in this

Strauss quickens the rhythm of Theme #I, putting a

eye. This being Till's basic nature, you will hear

form often. We will refer to it as the RASCAL theme.
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Excerpt No: 4

Immediately Till rides off for new adventures. Listen to the riding

rhythm. Also listen for glimpses of Till's RASCAL theme (from Excerpt

No. 3) with its quick rhythm.

WAN SIM
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"riding" rhythm

parts of the
II rascal" theme

and later

Strauss gives us no further clue as to Till's specific exploits in this

section. We only know that he is up to some mischief by the insistence

of the RASCAL theme, sometimes shortened, as above, and sometimes

expanded, such as:
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Excerpt No. 5

"Just wait, you hypocrites:"

The first theme now is stated in short, quick, two-note segments as Till
dreams up a new adventure. It is heard first in the cellos and double
basses, then in the flute, followed by the violins.

Cellos, basses
,
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Excerpt No. 6

The bass clarinet rushing upward depicts Till mounting his horse and
with a crash of the cymbal he's off, raising havoc in the marketplace.
The marketplace adventure is not a long one. Till is off and away

in seven-league boots." Listen for the descending chromatic
scale as Till escapes from the midst of the market women:
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Excerpt No. 7
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After a ver) short pause we find Till hiding in a mouse-hole, from which
he emerges stealthily:

ear-butts

aassoofts
Excerpt No. 8

hoorfis

In his next adventure Till dresses as a clergyman, very suave and solemn.
This we might call his SERMON theme.

/"."'
y.

"Yet," in Strauss's words, ". out of his big toe peeps the rogue."
Listr.. for the high D clarinet.
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ExcerpL No. 9

"But before he gets through he nevertheless has qualms because of

his having mocked religion."

Till's fear is shown in muted trumpets, horns, and violins:

1

His mind is torn between mischief (as heard by the RASCAL theme again)
and fear, but the mischief wins out. The long glissando in the violin

sends him off to a new adventure.

Excerpt No. 10

"Till, the cavalier, pays court to pretty girls."

The RASCAL theme is this time disguised in a kind of innocence that we
haven't heretofore known in Till. It is stated firsL in the clarinet,
then twice in the oboe, slightly later in the violln, then again in the
oboe.
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Excerpt No. 11

Till's second theme (Excerpt No. 2) is now full of romance as he falls

in love.

Jit e t-

This theme dominates, but a little later listen for the second theme in

its mischievous form (in the horn):
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Excerpt No. 12

"A kind refusal is still a refusal . . ."

Till has gotten too cute with the girl and is rejected. Till is obviously

confused at first. The oboes, high clarinet, and violins repeat the love

version of the second theme.

but at the same time the bassoons and low strings are stating the second
theme in inversion, or upside down:
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Excerpt No. 13

Till stalks off with the first theme, stated in the trombones, low
trumpet and bassoon, cellos and double basses, while the rest of the
orchestra derides him in sharp, staccato, chromatic scales.

J7:.
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More and more of the orchestra joins Till in his outrage until, with the
second theme in its original form, ". . . he swears vengeance on all
mankind."

b



Excerpt No. 14

Till now encounters some stuffed-shirted pedagogues. Their pompous

theme is stated in the low woodwinds.

The dialogue between them and Till (represented by the higher, quicker

voices) consists of Till's questioning and their mumbling among them-

selves to find the answers. Finally Till completely outwits them --

the RA3CAL form of the first theme is heard twice as he " leaves

them in astonishment to their fate."
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As the pedagogues hopelessly seek the answers to Till's final questions,

he is moving away a safe distance, from where he grimaces at them (with

the same RASCAL theme) four times, then breaks out into laughter.

Excerpt No. 15

A new theme, TILL'S STREET TUNE, in the clarinets and violins, suggests

that Till is whistling his way down the street:



Although Strauss leaves no program notes for the next section of the
piece, Till seems to have some moments of doubt. This is his first

theme (see Excerpt No. 1) in augmentation -- in other words, in longer
note values.
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In the following section the first theme is still heard, but his doubts
lessen and a lighter mood prevails. This is hisisecond theme (Excerpt

No. 2) expanded into a longer melodic line.
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Excerpt No. 16
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In a return to the material of the beginning of the piece, Till is still

himself. The theme, as in the beginning, is stated in the horn.

Excerpt No. 17

Soon we hear the RASCAL theme again:
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And then the expanded form of the second theme similar to that we heard

in Excerpt No. 15.

These last three themes (Excerpts 16, 17 and 17a) continue to interplay,

with the RASCAL theme becoming more and more predominant, suggesting that

Till is getting into more and more mischief.

Excerpt No. 18

Till is striding confidently. His second theme (see Excerpt No. 2) is

heard in the horns and trombones, violas and cellos.
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Excerpt No. 19

Then, as he playfully rides along, we hear his first and second themes

together:



186

Excerpt No. 20

The two themes continue and again the RASCAL theme begins to predominate.

Till has made too much of a nuisance of himself this time, and he is

arrested.
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Excerpt No. 21
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Till tries desperately to talk his way out of it, but he is confronted

with the SERMON theme, reminding him of his escapade in clergyman's garb.

The theme is stated boldly in the brasses.

Excerpt No. 22

With the roll of the drums, Till faces the judge and is sentenced.



Excerpt No. 23

Till's response is not one of respect. He sneers and taunts with the

RASCAL theme. After several repetitions of the sentence, and Till's
taunts, he finally becomes frightened -- the same fright he felt once

before.

Excerpt No. 24

The sentence is carried out and the end is here.

11%

c

Till's last gasps are heard in the high clarinet and flute. "The

mortal part of Till is no more."

Excerpt No. 25

The epilogue begins with the opening first theme.
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But if we feel remorse at Till's fate, we are soon reminded that it was,
after all, only a fairy tale. Till Eulenspiegel's Merry Pranks closes
with a raucous statement on the RASCAL theme.
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Biographical Sketch

Composer: Richard Strauss

Dates: 1864-1949

Nationality: German

Family background: Father was a famous horn player.

Musical training: Began at age 4 -- he wrote two little piano pieces
when he was 6. He began to study violin when he was 8, and from
1875-1880 he studied composition, writing some sizeable works during
this time. He was also following the regular course of study at the
gymnasium (the German counterpart to our high school). By the time
he graduated in 1882, he had already heard his first symphony
performej in concert by the Munich orchestra. Shortly later Strauss's
teacher played his violin concerto with the same orchestra; by the
time he was 20, his second symphony had been performed in America by
the New York Philharmonic. In 1883-84, Hans von Below, one of the
world's greatest conductors, took Strauss as his assistant conductor
and pupil.

Friends and associates: Besides the important association with Billow,
Strauss was strongly influenced by Alexander Ritter, a poet and
musician 30 years older than he. Ritter persuaded Strauss to drop
his classical learnings and to develop the poetic and expressive
qualities in music. Strauss's models had been Mozart, Schumann,
and Brahms -- they now became Berlioz, Wagner, and Liszt.

Another important associate was Hugo von Hofmannsthal, who wrote
the librettos for six of Strauss's operas. They were separated
only by Fofmannsthal's death in 1929.

Strauss was married in 1894 to the woman who sang the leading part
in his first opera (which opened in the spring of that year). She
was with him throughout his life -- her death followed his by only
a few months.

General remarks on life and works: Strauss's major works may be divided
into three categories -- the operas, of which there are 15; orches-
tral works, which number over 40 including concertos; and the songs,
of which there are many sets. He also wrote a few pieces for piano,
some choral works and chamber music, and two ballet scores.

The most fruitful and creative period in Strauss's life was from
about 1885 to 1918. The works written since that time have never
become part of the standard repertory. His music has at some times
received the strongest criticism, but the praise and adulation from
other quarters was just as strong.
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It is sufficient to say of Strauss's conducting ability that he

would have been famous in that capacity if he had never composed

at all. He was an especially fine interpreter of Mozart, but some

felt that with his own works he concentrated too much on the bizarre

effects. In appearance Strauss was tall and distinguished looking --

it has been said that he lpoked more like a business executive than

a musician. He in fact did possess a keen business sense and was

sometimes criticized for "commercializing" with his music or his

talents.

In 1933 Strauss was appoinged president of the Reichsmusikkamer, a

sort of regulatory agency for music, by the Nazi government. Dis-

agreements caused him to resign in 1935. Although his relationship

with the Nazi government was delicate (his son had married a Jewess),

he remained at his Bavarian home during the war and continued to write

music. He was officially exonerated of any collaboration with the

Nazis by a special court in 1947.

Supplementary Listening Suggestions

Strauss
Salome: Dance of the Seven Veils

Also Sprach Zarathustra
Der Rosenkavalier Waltz Movements
Don Juan
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UNIT III

MORE ELEMENTS OF MUSIC

Introduction

Unit III begins with an introduction to the concepts of tonality and

modality, followed by attention to form and style. Most time will neces-

sarily be devoted to tonality and modality, since that involves much

detail and may be confusing if covered too superficially. Programmed

laboratory tapes, accompanied by worksheets, have been prepared for chords

and progressions, chord inversions, intervals, and scales. For each of

these except inversions there are two tapes labelled "A" and "B." The "A"

tapes are of an explanatory nature, and the "B" tapes require the student

to mark responses on accompanying worksheets. When the exercises on the

"B" tape are not completed satisfactorily the student should listen to
Tape A a second time, then try the "B" exercises again. Some will need

only one listening, others may require many.

The classroom tape on musical style includes tv.-elve excerpts, with

stylistic considerations listed for each (for observation and/or discus-

sion). The laboratory tape includes the same examples so that the out-

line could be presented to students for class use only, for laboratory

use only, or for both.

The attention to form in this unit is only a bare introduction. A
few familiar songs are listed as examples of some basic structures.
Class examination of a songbook in order to determine the form of other

songs is a worthwhile activity.

Time should also be taken in this unit to discuss dynamics in music,

as well as some common terms of tempo, style, and dynamics.

Teacher's Outline

Major Emphases

1. Tonality

a. TONALITY is the term which refers to the organization of music
around one central tone, the tonic, and the gravitational pull

to that central tone.

b. Another, more common, term for tonality is KEY. When we say a

piece of music is in the key of F, we mean that F is the central

tone, the "home base" for that piece. F is the tonic note on

which the scale begins and ends; and the triad built on F, the

tonic triad, is the principal "rest" chord for the piece.
(Demonstrate scale or improvised tune on piano. Use piano or

autoharp to play chord progressions -- I-IV-V-I,
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I-II-VI-V-I, etc. -- to emphasize the tonality, or central
tendency, of the key.)

2. The Octave and Its Divisions

a. A string divided in half produces twice as many vibrations --

an OCTAVE higher. A string doubled in length produces half
as many vibrations -- an OCTAVE lower. A = 440 vibrations per

second. A is also, then, 220 vibrations per second and 880
vibrations per second.
(Demonstrate octaves on piano and on string instrument, if
possible.)

b. In Western music, the octave is divided into 12 parts -- the

chromatic scale. Other divisions of the octave produce an

entirely different music.
(Demonstrate by playing black keys of piano -- octave divided

into five unequal parts.)
Our musical instruments are constructed for our system.
Instruments for various other systems, Oriental, for example,

are constructed differently.

3. Scales: Major and Minor

a. Major and minor scales employ seven of the 12 divisions of the
octave (or notes of the chromatic scale). The definitive
characteristic of a scale is determined by the particular
seven tones (of the twelve) that it uses.

b. Each of the 12 steps of the chromatic scale (from Italian
scala, ladder) is a half-step, or semi-tone (demonstrate on
piano). 'No half-steps make a whole step. The major scale

is made up of two whole steps, then a half step, three more
whole steps, and another half step. In other words, the
major scale has half steps only between the 3rd and 4th and

the 7th and 8th degrees (transparency). This is its defini-

tive characteristic.

c. The minor scale, in its natural form, consists of half-steps
between the 2nd and 3rd and the 5th and 6th degrees. (Demon-

strate on piano and transparency.) This is its definitive

characteristic.

4. Modes

a. The term for the difference between major and minor is /ME.
We refer to the major mode or minor mode.

b. Compare the tonic triads of the keys of C major and C minor

(transparency). Both triads are, of course, built on C, but
the tonic triad for C major is the 1st, 3rd, and 5th degrees

of the C major scale, while the C minor tonic triad is built
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on 1-3-5 of the C minor scale. The difference, then, is in the

3rd degree, the middle note of the triad.

c. Now compare the triads built on the other scale steps of C

minor and C major. (Demonstrate on piano and write out with

class help.)

(1) Play I-IV-V-I in major, then in natural minor -- point

out difference in gravitational pull due to the lowered

3rd degree on the V chord in minor.

(2) Raise the 7th of the minor scalrz (3rd of V triad) --

now hear harmonic minor.

d. Play the natural minor scale, ascending and descending --

point out the lack of "drive to the top" in the ascending

form. Then raise 6 and 7 -- now hear melodic minor.

e. Relationship of a major key to a minor key is either PARALLEL

or RELATIVE.

(1) Parallel modes have the same tonic -- C major and C minor,

F major and F minor, etc.

(2) Relative modes share the same key signature -- C major

and A minor, F major and D minor, etc. The relative minor

tonic is a minor 3rd below the major tonic note.

5. Intervals

a. An INTERVAL is simply the distance from one tone to another,

or the relationship between two tones.

b. In determining the interval between two notes we count both

extremes -- the interval from C to G, for example, is CDEFG

(1,2,3,4,5), or a 5th. The interval from C to E is a 3rd,

etc. (transparency).

c. Thus far we have counted the intervals in a scale only in an

upward direction. C up to F, for example, is a 4th; but if

we count from C down to F, the interval is a 5th (demonstrate).

d. We need more than the number to specify intervals exactly. For

example, from C to E is a 3rd, but from C to Eb is also a 3rd.

(Demonstrate.) We use the terms major and minor to specify the

difference (major meaning greater, and minor lesser).

(1) Mhjor intervals may be determined by considering the

major scale. C to D is a major 2nd, C to E is a major 3rd,

C to A a major 6th, and C to B a major 7th. All of these

major intervals -- the 2nd, 3rd, 6th, and 7th -- when

inverted, become minor intervals. C down to D is a minor

7th, etc.
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(2) The unison (same note), 4th, 5th, and octave (8th) are

called PERFECT intervals. (rhis is so because the tonic

note, from which the interval is counted, is in the scale

of the same mode of the lower note if it were to be

considered tonic. For example, C to F is a 4th F is

the fourth tine of the C major scale. In considering C

down to F, C is the 5th tone of the F major scale. This

is not so for a 2nd inverted to a 7th, etc.) (Demonstrate).

(3) The intervals of a major scale then, in order, are M2,

N3, P4, P5, M6, N7, and P8. A minor interval is lowered

a half-step from a major interval. C to A is a M6.

C to Ab is a m6, etc.(demonstrate).

Contents of the Classroom Tape
(with notable characteristics)

Style

Definition:
Style in music refers to the distinctive characteristics of a given

piece or composer, or perhaps of a nationality or historical period.

We must really define style in terms of the elements of music --

rhythm, melody, harmony, texture, and timbre. It is a composite of

all of these elements, and one style may differ from another in any

or all of them.

Taped Examples:
1. Kyrie from Missa Pange lingua, Josquin Des Prez (c. 1514)

a. three-part vocal work, unaccompanied

b. polyphonic in texture

c. listen for the three imitative entties

2. Madrigal, "Chi'o T'ami," Monteverdi (16)5)

a. five-part vocal, unaccompanied, secular piece

b. mixture of homophony and polyphony

3. Opening of Il ballo delle ingrate, Monteverdi (1608)

a. Monteverdi changed style during lifetime -- this is

stile moderno (modern style)

b. instrumental introduction -- sinfonia

c. solo voice in recitative style -- emphasis on text

d. homophonic in texture

e. stronger bass line in sinfonia

4. Chorus from Cantata No. 80 ("A

(1730)

a. additional instruments in

b. strong, driving rhythm

c. importance of bass line

d. polyphony in instrumental

and voices

e. voices in octaves

Mighty Fortress"), J. S. Bach

orchestra

parts, and between instruments
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5. Presto (final movement) from Brandenburg Concerto No. 4,

J. S. Bach (1721)

a. instrumental music (first four on tape all vocal)

b. weight and strength of rhythm

c. importance of melody and bass line

d. polyphonic in texture -- listen to imitative entries

e. fifth entry is recorder, the standard flute of Bach's

time

6. Finale from Symphony No. 101, Haydn (1794)

a. stylistic contrast great between this and Baroque

b, Classical simplicity -- in melody, harmony, rhythm

c. texture is homophonic

7. Finale from Symphony No. 5, Tchaikowsky (1888)

a. Romantic Era -- dramatic, emotional in character

b. texture still homophonic

c. minor mode, harmony and timbre give rich, thick sound

8. Gershwin, "How Long Has This Been Going On?" Ella Fitzgerald

a. personal vocal style -- vibrato and rhythmic emphases in

melody, certain freedoms with melody

b. accompaniment -- listen for particular rhythm and harmony

c. emphasis on uusic rather than lyrics

9. Same as No. 8, sung by Eydie Gorme

a. emphasis here is on lyrics

b. "little girl" approach

c. contrasts between speech rhythm and musical rhythm

throughout the song

10. Gershwin, "Summertime," played by the Les Brown Band

a. solo treatment of melody

b. accompanying rhythm, harmony, and "filler" parts

11. Same as No. 10 played by Miles Davis, orchestra conducted by

Gil Evans
a. melodic treatment -- freedom and improvisation

b. accompaniment figures

c. basic difference in rhythmic pulse between this and

Les Brown -- this version is in four

12. Same as Nos. 10 and 11 played by Stan Getz Quartet

a. melodic treatment -- improvisation

b. accompaniment figures

c. relaxed feeling of smaller ensemble compared to larger

bands



Examples of Form for Singing and Examination

1. AB -- Yankee Doodle (and/or Dixie)
2. ABA Alouette
3. AAB -- Oh! Susanna (or AABB if chorus is repeated)
4. ABB Finlandia
5. AABA -- Old MacDonald
6. ABAB -- Darling Clementine

Readings for Unit III: More Elements of Music

Bernstein, An Introduction to Mhsic, pp. 63-71.
Copland, What to Listen For in Mhsic, pp. 113-46; paperback, pp. 75-83.
Machlis, The Enjoyment of Music, Reg. Ed., pp. 66-78;

Shorter Ed., pp. 59-70.

Chords and Progressions
Tape B

1. V - I 7. I - 116 - V - I
IV - I I - IV - V - I
IV - V 116 - 12 - V - VI
- IV 1116 - - I

2. V - I 8. V - I
TV - I IV - I
IV - V IV - V

- IV V - IV

3. 1 - 116 - v - 1 9. rv - 1 - v7
I - v - rv - I I - v7 - I
1 - v - 116 - 1 v7 - 1 - rv
I - rv - I - v Iv - v7 - I

4. I - V
7

- I
I - IV - V7

rv - v7 -
Iv - I - v7

5. V - I
IV - I
IV - V

- IV

10.

I - IV - V
IV - V - I
IV - I - V

11. I - V - I
I - IV - V
IV - V - I
TV - I - V

6. I - V - TV - I 12. I - V - I
- v - 116 - - rv - v
- rv - v - TV - V - I

I - TV - I - V TV - I - V
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Section I

1. minor third
major third
minor second
major sixth

2. minor sixth
major seventh
minor third
major second

3. major seventh
major second

_minor sixth
minor third

4. minor seventh
minor sixth
minor third
minor second

5. major second
major third
major sixth
major seventh

6. major second
minor third
major third
minor second

7. major third
major sixth
major seventh
minor sixth

8. major seventh
major second
minor third
minor sixth

Intervals
Tape B

9. major seventh
minor sixth
minor second
minor seventh

10.

11.

minor third
major sixth
major third
minor sixth

major seventh
major sixth
major third
minor sixth

12. minor seventh
major second
major seventh
minor second

13. minor seventh
major second
minor third
major seventh

14. major third
minor third
major second
minor sixth

15. minor sixth
minor third
major seventh
major sixth

16. major second
minor seventh
minor second
minor third
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Intervals
Tape B

Section II

1. __ perfect fourth
perfect fifth
perfect octave

2. perfect fourth
perfect fifth
perfect octave

3. perfect fourth
perfect fifth
perfect octave

4. perfect fourth
perfect fifth
perfect octave

5. perfect fourth
perfect fifth
perfect octave

6. perfect fourth
perfect fifth
perfect octave

7. perfect fourth
perfect fifth
perfect octave

8. perfect fourth
perfect fifth
perfect octave
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Scales -- to Accompany the Laboratory Tape

Fig. la Na/or
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Relative Scales -- to Accompany the Laboratory Tape

I) minor
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Chord Inversions -- to Accompany the Laboratory Tape

Invetsions : Cl/ID:lie* rossiC 'Triad

C Dom;nant MI

201

Root
Asition

Zt l

o
1st
Inversion Invetsion

bsigi-
pd
Znversion

A 3

AsInsw..

Ink Rcof position Inv. Root posii;on

aCt 4

Inv- Roof position Inv. Jloot posif;o4

1



Chord Inversions, continued

ZA., S A 6
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Xt 7
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A A

Inv float pos:tion
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Chords and Progressions -- to Accompany the Laboratory Tape
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Chords and Progressions, continued
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Intervals -- to Accompany the Laboratory Tape

iris. Ill
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Intervals, continued
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UNIT IV

SONATA-MOVEMENT DESIGN: THE CLASSICAL SONATA AND SYMPHONY

Introduction

Three first movements are outlined for detailed examination in this
unit, those of the Mozart Sonata for Violin and Piano, K.296, the Haydn
Symphony No. 104 in D (the "London"), and the Beethoven Symphony No. 3
in Eb Major (the "Eroica"). If time allows each piece should be played
in its entirety at least once for the class. If not, the listening
should be assigned for the laboratory. Time will not allow for detailed
study of more than one movement of each piece, but other movements should
not be ignored, and at least a part of one class session should be
devoted to an explanation and discussion of the sonata cycle of movements.
This unit will concentrate on sonata-movement form (synonymous with
sonata-allegro form, sonata form, or first-movement form). The examples
progress from simple to complex. As the form becomes more complex,
students should be reminded that these are not hard, fast rules for
composition.

Guide to the Materials
Sonata for Violin and Piano, K.296, 1st Movement (nozart)

1. A brief introduction to sonata-movement form should precede the
study of the Mozart piece. However, such details as the transition
section and closing theme group would best be left unmentioned at
this point. A general explanation of exposition-development-recapitu-
lation will suffice.

2. Ihe classroom (and laboratory) tape begins with examples of Mozart's
style and is somewhat detailed. Some teachers may wish to begin
with Example No. 7 on the tape. The only comments on the classroom
tape are those in the excerpts of entire sections, such as first
theme area, development, etc.

3. The laboratory tape is accompanied by a listening guide. The
comments on that tape are literally those on the guide sheet.
This sheet will also serve as the teacher's guide to the piece.
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Contents of the Classroom Tape
Mozart, Sonata for Violin and Piano, K.296, 1st Movement

1. Thematic outline of first two measures

2. Measures 1 -- 4
3. Measures 3 -- 4
4. Harmony of measure 3 (piano)
5. Measure 4, slowly (piano)
6. Harmony of measure 4, without syncopation and non-chord tones

(piano)

7. Measures 1 -- 8
8. First theme, continued, measures 9 -- 14
9. Harmony of measures 15 -- 21 (piano)

10. Measures 15 -- 21
11. Beginning of transition section (still in tonic key)

12. Modulatory chord sequence of transition (C-G-V7 of G-G)
13. Modulatory section of transition
14. Harmony, in rhythm, of final section of transition (V-I, etc.,

in G) (piano)
15. Final section of transition
16. Entire first theme area, including transition (with comments)
17. Second theme (two themes, in harmonic polyphony)
18. Closing section of second theme area (in dominant)
19. Entire second theme area, including closing section
20. Beginning transition section as heard in exposition
21. Transition material as used in development
22. Chord sequence of "harmonic development"
23. Harmonic development section
24. Preparation for recapitulation
25. Entire development section, with comments
26. Preparation for, and beginning of, 2nd theme as heard in the

exposition
27. Same as 26, as heard in the recapitulation
28. Entire recapitulation section, with comments

Listening Guide

Sonata in C Major for Violin and Piano, K.296
Mozart

The first section of this sonata movement is called the exposition --
it "exposes" the themes and the general style of the entire movement.
There are several parts to an exposition section, usually distinguished
by melodic themes or keys. The opening is the first theme area. A first
theme area contains the main theme, and it is in the tonic key, in this

case, C major.

In the beginning our examination of this first theme area, let us make a
few general comments about the musical elements. First of all, the meter
is straight, uncomplicated 4/4 with a strong secondary accent on the 3rd
beat -- this is emphasized in the first two measures. In listening to

those opening measures we can also discover something basic about the



melodic structure, which is simply a descending C major tonic triad.

Stripped of its garnishings, the opening sounds like this:

w;Ilbob.

0
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Rhythm and melody are our prime considerations in the first two measures.

There is no harmony until the 3rd bar. Now listen for the simple strength

of this opening statement as it is played by the violin and piano

together:

02 (av, (1) e3
Ti orrr1/11r rrr [,b 6,11J tJEJj)1

The opening two measures were followed by two measures of contrast.

'There is contrast in the dynamics, for example, which are softer here

compared to the strength of the opening. And, of course, the timbre is

different due to the absence of the violin. There is also a contrast in

the sort of "cleverness" displayed by the trill, as opposed to the more

state:y effect of the triplet 16th notes. Listen to measures 3 and 4

agal-,

463 aue v

You may also have noticed another contrast between measures 1 and 2 and

3 and 4 -- that of harmony. Measure 3 is simply dominant to tonic,

dominant to tonic, or V7 - I, V7 - I. You should notice that the dominant

7th chord is not complete -- the usually important 3rd, the note which

leans most strongly toward the tonic, is not present. However, in this
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particular passage Mozart was probably striving for a light, open effect,

and the B natural might have thickened the sound too much. This is the

harmony of measure 3:

A (i9W' 3 )
air

r I 7

The harmony of measure 4 ib interesting because of its use of accented

non-chords. Listen to the C sharp on the first beat, for example. The

chord there is really the II, or super-tonic chord in the key of C -- it

is D-F-A. The C sharp is a non-chord tone, but it is especially interest-

ing to the listener because of the first-beat accent that is naturally

placed on it, and because of the way it leans into the D. On the 3rd

beat of this same measure the chord is again D1-F-A, but notice that the

melody note on top is a G, another accented non-chord tone, which resolves

into the F. The same occurs on the 4th beat -- the chord is the dominant

of V chord, G-B-D. In the top line the note ,.,hich falls on the beat is E.

I will play measure 4 slowly, exaggerating ti accented non-chord tones.

*6-csafro j)

ICIIIIIIT
Now listen to measure 4 played with the same harmony but without the

non-chord tone and without the syncopation on the first and second beats.

ØSa
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I think you'll agree that much of the interest is lost. Now listen to
the first eight measures of the movement and concentrate on these style
characteristics. Also, listen for the harmonic rhythm: two measures of
tonic, then two measures of what is basically dominant, and both
repeated, so that we have I - V - I - V - (I).

Now, in the next six measures listen for two features. Notice the way
the violin answers or "echoes" the piano, and listen for the harmonic
rhythm -- two measures of tonic, then two measures of sub-dominant or
IV chord, then two more measures of tonic.

.000011110414

harmonic
rbythm:

In the next seven measures you will hear the harmonic rhythm accelerate.
Notice the increased "busyness" in the music. Listen Lc) the bare harmony
first. To concentrate on the harmony in the actual music, listen to the
violin and to the left hand of the piano.

# 7

11114M1 Mr17111rollOI
GIME III JIM 1111friraMI !WEI

dr

AINI11.
-7"

J --
...711-14/4Ml11 r Jimmy alwr..zwm
_'Af BEL. MIMI 41M11 11=1" ".-1= Mr, MIIIAIM

AIM AEI IM All II ;MO
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That which we have heard so far constitutes the main part of the first

theme area. The next part has a special function. It is called the

transition, although it is actually part of the first theme area. The

transition has a modulatory function -- it must modulate to the new key.

Some transitions are very short -- others may be longer than the main

part of the first theme area itself. The transition of this piece is

fairly long -- it makes up exactly half of the entire first theme area.

Also, some transitions continue with the melodic material of the first

theme while others do not. This one begins with a new melody which,

like the opening of the piece, begins by emphasizing the C major tonic

triad. It centers on C for two measures, then on E for two measures,

and goes to C in the 5th measure. Listen to it.

":1
bwqramigrAw-modir AM Ir MI tarJ11111 -UM MOINNIIIIIIMM111111111=1111-1 _

%VA PEI 11111111E-111=

The second theme area will be in the dominant key -- that is, the domi-

nant nate of the key of C major will itself become the tonic. We are,

then, progressing toward the key of G major. In order for the transition

seceion to modulate to G, it must soon begin to emphasize the dominant of

G -- the active chord which leads to G.

Let's take a minute out to examine this. Look at Example 9. ilk are in

the key of C major and are moving to G major. }Wart will do this by

progressing from a C major chord to its dominant, G, then to the

dominant of G, a D major dominant 7th chord, then back to G. Listen

first to the chord progression, then to the actual music.

09
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Of course it takes a little time for our ears to accept the new tonality,

so the composer continues to stress the dominant chord of the new key.

The transition section of this piece is 21 measures long. Of the last 10,

the harmonic rhythm is:

The transition section ends on the dominant note of the key of G major, 2

preparing us for the 2nd theme area in that key.

Now listen to the entire first theme.

The second theme area of the exposition of a sonata-movement form is not

always made up of a new melody or theme, but it usually is. Its most

important feature is its key relationship to the first theme area. In a

movement in a major key, such as this one, the second theme is usually

in the dominant key. This second theme area actually has two new themes

occurring simultaneously, in a sort of harmonic polyphony. Notice that

the first measure id a pick-up bar; the two themes actually begin in the

second measure. Also notice as you listen to the second theme area that

the instruments "trade" themes halfway through. The theme which is first

in the violin will be in the piano in the second eight measures, and

vice versa. In looking at the harmonic symbols in Example 11, remember

that G is now I, or tonic.

*11
.421090

tP ..%

135 1/ ;15
s =Nor: A dirmorvErur .dr_ IPS
IAA -WW:MIENIMIWILMIPIII1111III

vIINILLIONMENWS 7111111MIIIIm!IIIIIMENOMINNI 111111IMMAS71MMIIIIIMIIN

VioN



215

Just as the first theme area included a transition section, the second

theme area includes a closing section which, as its label implies,

closes the exposition of tLe movement. The exposition ends in the

dominant key, in this case G major, and the entire exposition is

repeated.

The exposition of a sonata-movement form is followed by a development

section in which one or several of the themes is carried into new keys

or transformed in some way. The development section of this movement

begins with the transition theme from the exposition. It is in the

dominant key, G major. However, if you remember, the transition section

originally had the function of taking us to a different key. Now, in

the development section, Mozart changes that theme so that we stay in

the key of G. Listen to the beginning of the transition theme from the

exposition -- this begins in C major and reaches G major.

Now listen to the transition theme as Mozart uses it in the development

section. This time it begins in G major and actually closes on a G

minor chord.

The development now heightens interest by moving through a pattern of

chords which upsets our sense of security in the tonality that has been

so carefully established. Listen to the bare harmonic progression first;

then, as you listen to the music try to combine the three parts into one

harmony -- the left hand bass of the piano, the right hand broken chords,

and the violin melody.

#12
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The end of the development section has a special function as did the

transition section in the exposition. We must be "prepared" harmonically

for the next section of the movement, which is called the recapitulation.

It is a return of the exposition -- and it will be in the original tonic

key, C major. Mozart prepared us for the tonic key through a series of

scale passages. Listen.
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Now listen to the enti-e development section. Remember it begins with
the transition theme in the dominant key, then sort of loses the key,
then prepares for the recapitulation section.

The recapitulation section begins exactly as the movement began. Some
parts of the first theme area are slightly expanded, but the key remains
C major. The important thing to note is that the first part of the
transition section, the part that first took us toward the dominant key
in the exposition and which was later used in the development section,
is omitted altogether here. However, the last part of the transition,
which was not used in the development, is restated here. But this time
it is in the tonic key, because in the recapitulation the 2nd theme will
be in the tonic key. Listen again to the end of the transition and
beginning of the second theme as you heard them in the exposition.

Now listen to the same music as it sounds in the tonic key in the
recapitulation.

And, of course, the closing section from the exposition is also moved to
the tonic key in the recapitulation to end the movement. Now, listen to
the entire recapitulation -- remember that it begins, remains, and ends
in the tonic key of C major.



217

Biographical Sketch

Composer: Wolfgang Amadeus Mozart

Dates: 1756-1791

Nationality: Austrian

Family background: Mozart was born in Salzburg, Austria. His father,

Leopold, was a noted musician, a violinist and composer. Leopold

Mozart wrote a treatise oa violin-playing which was the standard

method for nearly a century and which is now an important reference

for 18th-century performance practice.

Musical training: Mozart's early training was at the hand of his father.

He showed a remarkable inclination and talent for music at the age

of three, when he began to pick out tunes and chords on the harpsi-

chord and demonstrated an excellent musical memory. By age five he

was composing little pieces, and by the time he was ten he had

written his first three symphonies. As a performer, he was a

virtuoso on the harpsichord at age six, and soon became accomplished

on the violin and organ as well. His father arranged concert tours

for him and for his sister, who was also a prodigy; the young Mozart

spent over half of the time between his sixth and fifteenth birthdays

travelling and performing in France, England, Holland, and Italy, as

well as the major cities in Germany and Austria.

Friends and associates: Mozart's only good friend of musical note was

Haydn. The two met in 1781 and were bound by mutual admiration

and respect. Each of them learned much from the other, as is

evidenced by their music.

General remarks on life and works: In his youth Mozart was the idol of

every court and city in which he performed. But his adulthood was

not so happy. His father, who tried so desperately, could not

arrange any sort of permanent appointment for him. The last ten

years of his life were spent in Vienna and, for the most part, in

misery. His health became poor and his finances worse, yet out of

these ten years came most of the music which has immortalized his

name.

Mozart is the only composer in history to have successfully produced

music of every type; he wrote operas, church music, sonatas, sym-

phonies, concertos, chamber music -- the categories themselves are

too numerous to name. In all, his 35 years produced over 600 works,

which were first compiled and catalogued by achel in 1862. All

Mozart works, and only Mozart works, bear "K" numbers (indicating

their numbers in the Kgchel catalogue). More recent research has

been done on the catalogue, but the "K" numbers are universally

accepted.
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Mozart rarely wrote other than absolute music -- seldom in his
works is there to be found any trace of descriptive or program
music, nor did he employ folk tunes. Also, his music does not
reflect any specific circumstances or events in his life. The

music of his last few years does possess a more sombre and some-
times more melancholy character than earlier works -- this may be
due to the cumulative effect of troubled years, or it may simply
be a mark of maturity.

Composing was easy for Mozart -- the ideas are said to have come
to him so fast that the chore was in writing them down. He was

truly one of the world's most remarkable geniuses in any field.
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Guide to the Materials

Haydn, Symphony No. 104 in D ("London"), 1st Movement

1. The introduction to this Haydn movement has a certain form within

itself. The openthg material is stated in D minor (parallel minor

to the key of the piece), then in its relative major, F, then again

in the original key of D minor, ending on the dominant chord. These

three statements of the same introductory material constitute the

first three examples on the classroom tape.

2. Taped examples numbers 4 through 16 on the tape are from the main

body of the movement, as indicated on the outline.

3. The coda might receive some special attention (example numbers 17

and 18) since this is the fi-Tst sonata-movement form studied which

includes a coda (and an introduction).

4. The laboratory tape of this movement consists of the movement played

straight through, with comments super-imposed over the left channel.

The comments simply provide a guide to the form. There is no

listening guide to accompany this tape. Students should try to

follow scores if they are available.

Teacher's Outline
Haydn, Symphony No. 104 in D ("London"), 1st Movement

1. Introduction, key of C (parallel) minor (Tape 1), then F, its rela-

tive major (Tape 2), then D minor again (Tape 3).

2. Exposition
a. First theme area

(1) 1st theme proper in its four phrases, 1st and 3rd same,

2nd and 4th contrasting (Tape 4)

(2) Continuation of 1st theme (Tape 5)

(3) Transition to dominant key (play bass line on piano)

(Tape 6).

b. Second theme area

(1) Exactly same theme as 1st, in dominant key (Tape 7)

(2) Closing theme area, cadencing in dominant key (Tape 8)

3. Development
a. Begin with measures 3 -- 4 in B (relative) minor (Tape 9)

b. Thematic development -- polyphonic (answering) treatment

(Tape 10)

c. To key of E major, then immediately to C# minor (B minor became

B major chord, which acted as V of E)

d. Thematic development -- violin carries 1st theme inverted

(Tape 11)
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e. More harmonic development -- E major, E minor, back to E major,

then to A major, which acts as dominant of D and preparation
for recapitulation (Tape 12)

4. Recapitulation
a. 1st theme in tonic, second sentence in winds (Tape 13)
b. Transition omitted -- short connecting section replacing it

uses material again from measures 3 -- 4 of 1st theme, and
1st and 2nd measures in a sort of false entry (Tape 14)

c. 2nd theme in tonic (Tape 15)
d. Closing section, also in tonic (Tape 16)

5. Coda
a. 1st part based on measures 3 and 4 again (Tape 17)
b. 2nd part cadencing to end (Tape 18)

Biographical Sketch

Composer: Franz Joseph Haydn

Dates: 1732-1809

Nationality: Austrian

Family background: Haydn's parents were peasants who instilled in him
a love of hard work and religion. He was the second of twelve
children. His younger brother, Michael, was also a musician --
an organist and composer.

Musical training: In early childhood Haydn demonstrated a beautiful
voice and keen musical ear. A distant relative by the name of
Johann Mathias Franck persuaded Haydn's parents to let the boy come
to live and study with him -- Joseph was six years old at the time.
His "cousin" was stern with him, and Haydn learned fast and well.
Two years later he became a choirboy at St. Stephen's Cathedral
in Vienna where he remained until age 17 (when he was dismissed for
clipping a schoolmate's pigtail). He had by then learned violin and
keyboard as part of his schooling, but he knew little of systematic
compositional techniques. He learned this by diligent study of the
works and writings of other composers, particularly C. P. E. Bach
and Johann Joseph Fux. Formal lessons in composition came from
Nicola Porpora, an Italian singer and composer who exchanged the
instruction for Haydn's accompanying and performance of menial
household tasks.

Friends and associates: Haydn enjoyed congenial relations with several
patrons and publishers. Of his patrons, the most important was the
Esterhazy family, for whom Haydn served as musical director for
thirty years, and with whom he was associated for nearly fifty. He
knew Mozart in Vienna and although the two were not close friends,
they did maintain the highest respect and admiration for each other.
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He also knew Beethoven, having given him instruction for nearly two

years. Another important associate was the impresario Salomon, who
persuaded Haydn to journey to London and who commissioned the twelve

"London" symphonies.

General remarks on life and works: Haydn's life, in comparison to

Mozart's, was a long and happy one. His relationships with his

employers were excellent; his working conditions and freedom of
musical expression in the employ of the Esterhazy court are cor-

sidered the ideal example of the patronage system. The two trips he

made to London in the 1790's greatly increased both his fame and

his fortune. Testimony to his great popularity is the fact that

as soon as his death was known in 1809, funeral services were held

for him in all the principal cities of Europe.

Haydn is sometimes referred to as the "father of the symphony."

It should be made clear that no one composer "invented" the symphonic

form. Symphonies were written by composers before Haydn, but his

104 such works were extremely important in establishing the form and

design that we now associate with a symphony.

Besides the symphonies, Haydn is important as a composer of string

quartets -- he wrote 83 of them. The total list of his works

includes about 700 instrumental pieces alone. He was also a
prolific composer of church music and is credited with 23 operas

and four oratorios, as well as numerous smaller pieces for duets,

trios, and quartets.
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Guide to the Materials
Beethwen, Symphony No. 3 in Eb Major, 1st Movement

1. The contrast of melodic style between Beethoven and Mozart and Haydn
should be pointed out; that is, the shorter motifs from which
Beethoven works out his material as compared to the larger melodies
of Mozart and Haydn. Also the chordal nature of the themes of this
movement should be compared to the more scalic melodies of Mozart
or Haydn.

2. For most pieces it is preferable to begin study by playing the
entire work or movement. However, with a long movement such as
this it seems better to first introduce students to the themeo of
the exposition section, then to play the entire movement, then to
resume study.

3. The classroom tape consists of 36 excerpts from the movement, as
indicated on the outline.

4. The laboratory tape is like that of the Haydn in that it plays
through the movement without breaks, but with comments on the form
superimposed over the music in the left channel.

5. After completing the study of this movement, the entire symphony
should be played for the class. Unit V begins with a study of
the 4th movement.

Teacher's Outline
Beethoven, Symphony No. 3 in Eb Major, 1st Movement

Example
Number *

1 I. Introduction (two Eb chords)

II. Exposition
A. First theme area

1. Principal theme
2 a. Part 1
3 b. Part 2
4 2. Transition (1st theme, part 1, material)

B. Second theme area in Bb major
5 1. Part 1 (begins in V of Bb)
6 2. Part 2 (harmonic changes back to Eb)
7 3. Part 3 (Bb)

* Classroom Tape Example Number
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Example
Number

4. Closing theme

(Bb)

(cadencing in Bb, moving into
development)

8 a. Part 1
9 b. Part 2

10 C. Part 3

III. Development
A. Thematic and harmonic development

11 1. 2nd theme, part 1
12 2. 1st theme, part 1
13 3. 1st theme, part 1, with 2nd theme, part 2

material
14 4. 2nd theme, part 1
15 5. 2nd theme, part 1, rhythm, melody altered,

with counter melody and imitative entries,
then chords from 1st theme, part 2

16 6. New theme
17 7. 1st theme, part 1 (C major, then C minor

Eb)
18 8. New development theme again (Eb major)

B. Preparation for recapitulation
19 1. 1st theme, part 1 (imitative entries)
20 2. Sustained dominant (of Eb) and false entry

in horn

IV. Recapitulation
A. First theme area

21 I. Part 1
22 2. Part 2
23 3. Transition section (retains Eb tonality, 1st

theme, part I material)
B. Second theme area

24 1. Part 1, in tonic (begin in V as in exposition)
25 2. Part 2, transposed up 4th from exposition
26 3. Part 3, also transposed by 4th from exposition

4. Closing theme
27 a. Part 1 (in tonic)
28 b. Part 2
29 c. Part 3 (cadencing in Eb)

V. Coda (developmental characteristics)
30 A. Based on 1st theme, part 1
31 1. With first new counter theme
32 2. Return of new development theme
33 3. First new counter theme again
34 4. Second new counter theme
35 5. Material from 2nd theme, part 1
36 B. Cadencing in Eb
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Biographical Sketch

Composer: Ludwig van Beethoven

Dates: 1770-1827

Nationality: German, of Flemish descent

Family background: Both his father and granefather served as singers in
the court chapel (a group of court musicians, both vocal and instru-
mental) at Bonn. His father and his grandmother were rather
dissolute inebriates, but his mother, daughter of a court cook, was
a steadfast, gentle and affectionate woman to whom Ludwig became
greatly devoted.

Mhsical training: He was taught first by his father, a stern master uho
wished to exhibit him for profit. He studied piano, organ, violin,
and viola with teachers of no particular distinction. At age 11,
he composed his first three piano sonatas. When he was 14, he was
appointed assistant organist of the court theatre orchestra at Bonn.
Because of his father he stopped going to school at 11, and as a
result was never able to express himself clearly and correctly, nor
to perform any but the most elementary sums in arithmetic.

In 1781 Ludwig became a pupil of Christiaa Neefe, musical director
of a theatrical company, and an inspirational and thorough teacher.
Ludwig became Neefe's assistant a year later. By the time he was
19, Ludwig was legal head of the family; his father had been dis-
missed from his choir position and half of his pension was paid to
Ludwig to enable him to care for his two younger brothers.

Friends and associates: He early formed lasting friendships with fine
people such as Count Waldstein, Dr. Wegeler, and Franz Ries (his
violin teacher), the first of a nuanrous company of such people
who came into Beethoven's life as benefactors, friends, colleagues,
and spectators. The Breuning family remained close friends from
his youth, when Beethoven entered their home as a teacher, until
the dav of his death. He formed a lasting friendship with the
well-known composer Aloys F8rster.

General remarks on life and works: Most of Beethoven's life was spent
in Vienna where he studied for a short time under Haydn. The
relationship didn't prosper; Beethoven considered Haydn lackadaisi-
cal, and Haydn nicknamed Beethoven, an earnest young man in a
hurry, "the great Mogul."

Although an excellent improvisor on the piano, Beethoven did not
compose with ease nor with nearly the rapidity of Wzart, for
example. His elaborate sketchbooks show the care with which he
worked out and revised the themes for his compositions.

As was frequently the case with musicians of that time, money was
a perpetual concern, and Beethoven didn't enjoy haggling. His
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principal resources were piano playing, teaching, composition,

dedications, and public concerts.

Beethoven was small, awkward, and (due to an early attack of

smallpox) ugly. Nevertheless, he was on intimate terms with many

of the young ladies of the well-to-do homes which he frequented.

His proposals of marriage were all rejected for some reason or
another, and he remained a bachelor.

During 1798 and 1799 he became aware of a weakening of his hearing;

the last 10 years of his life were spent in almost total deafness.

Although he completed about 600 compositions, he is best known for

his nine symphonies, his piano sonatas, and his numerous chamber

works.

Beethoven was a transitional composer whose music broke the bounds

of Classical tradition and ushered in a new style in musical

composition, which came to be known as Romanticism.
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Supplementary Listening Guide
Unit IV

Mozart
Symphony No. 40 in G Minor, K.330
Symphony No. 41 in C, R.551
Symphony No. 35 in D Major, R.385
Piano Sonata No. 11 in A Major, R.331

Quartet in G, R.387
Divertimento in D Major, K.334
Divertimento in Eb Major, R.226
Divertimento in Bb Major, R.227

Haydn
Symphony No. 92 in G Major ("Oxford")

Symphony No. 94 in G Major ("Surprise")

Symphony No. 95 in C Minor
Symphony No. 100 in G Major ("Military")

String Quartet in Eb Major, Opus 64, No. 6

String Quartet in D Major, Opus 76, No. 5

String Quartet in C, Opus 76, No. 3 ("Emperor")

Cherubini
Symphony in D

Readings for Unit IV and Unit V

Machlis, The Enjoyment of Mimic Reg. Ed. Shorter Ed.

Symphony and.Concerto, the Nature

of Absolute Music 168-71; 193-95 127-33

The Cycle of MOvements in the
Sonata and Symphony 270-81 199-206

Eighteenth-Century Classicism 285-99 209-17

* Haydn, "Surprise" Symphony
Analysis 299-304; 304-08 218-22; 222-24

* Mozart, Symphony No. 40 Analy is 308-15; 320-23 228-31; 231-35

* Beethoven, Fifth Symphony Analysis 328-35; 535-39 236-43; 243-48

Bernstein, An Introduction to Music 2nd Ed.

Sonata-movement Form 140-43

Classicism 133-37

* Haydn, "Surprise"Symphony Analysis 137-43; 143-46

* Mozart, Symphony No. 40 Analysis 153-58; 163-66

* Beethoven, Fifth Symphony Analysis 174-85; 190-95

* For review
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UNIT V

THE VARIATION FORM IN THE ROMANTIC ERA

Introduction

In beginning this unit and in connection with the study of the
finale of the Beethoven Third Symphony, the comparison of Classic and
Romantic styles is a natural topic for discussion. Students should have
learned from their reading that Beethoven is considered somewhat of a
pivotal point between the two styles. While Beethoven and Brahma both
retain many Classical characteristics, the contrast between this music
and that of Mozart and Haydn should be great enough to enhance the
discussion.

There are many possible choices of pieces for the study of variation
design. The Beethoven was chosen mostly as a matter of continuity from
the previous unit. The fourth movement of the Brahma Fourth Symphony
was chosen because it offers opportunity for a comparison of variation
technique, it being a specific type of variation form. Other pieces,
from early examples to jazz, may be added to this unit for other compari-

sons. No others were included in these materials since it seemed
preferable to concentrate on the variation design itself rather than to
mix that with a comparison of period styles.

Symphony No. 3 in Eb, 4th Movement (Beethoven)
Guide to the Materials

1. The outline provided for the teacher may also serve for students.
The material and treatment of each variation is briefly explained.
This movement may be likened to an ABA form, and in that respect
only (not in key relationships) to a sonata-movement design.

2. The lharmonic skeleton" (taped example 2) and principal melodic
theme which occurs over that "skeleton" (taped example 5), might
be introduced to the class before listening to the entire movement.
Then the variations can be studied and discussed individually with
the use of the classroom tape.

3. The laboratory tape of this,movement consists of the movement
played without breaks. The superimposed comments simply call out
the variation numbers. The outline should be used as a guide.
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Teacher's Outline
Beethoven, Symphony No. 3 in Eb, 4th Movement

Meas. Taped
No. Ex. No.

1 1 I. Introduction
A. Begins in what seems to be foreign key --

actually minor scales descending to dominant
7th of Eb, the tonic key

II. Thematic Exposition

12 2 A. Eb major harmonic skeleton. Theme is symmetri-
cal binary, each part repeated [Tr. 1]

44 3 B. Variation #1. Same harmonic skeleton, lyrically
stated, with light counter-melody; the counter-
melody becomes lyrical when theme is in short
notes [Tr. 1]

60 4 C. Variation #2. Counter-melody now in triplet
scale figures

75 5 D. Variation #3. The principal melodic theme
enters for the first time in the woodwinds, then
strings. Harmonic skeleton is still present
[Tr. 2]

107 6 1. Transition-like section based on the head
of the principal melodic theme modulates
to the key of C

III. Quasi-Development Section

117 7 A. Variation #4. Harmonic skeleton is extended
into a contrapuntal theme for this polyphonic
variation. First counter-melody is from
Varation #1. Key is C minor (but moves through
F minor, G, and D minor)

175 8 B. Variation #5. Principal melodic theme again,
key of D major; increasing activity throughout.

211 9 C. Variation #6. New theme over the harmonic
skeleton, martial character, key of C minor
[Tr. 3]

257 10 D. Variation #7. Principal melodic theme, first
in C major, then C minor, then F minor

277 11 E. Variation #8. Polyphonic treatment of inverted
harmonic skeleton. Counter-melody in running
sixteenth notes and material from principal
melodic theme. Tonic key -- Eb major [Tr. 4 and

Tr. 5]

328 12 Big climax and extended dominant prepare for
contrasting variation



Meas. Taped
No. Ex. No.

349 13

381 14

396 15

431 16

435 17

453 18
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TV. Return of Principal Theme
A. Variation #9. Slow, contrasting style -- based

on principal melodic theme [Tr. 6]
B. Variation #10. Same slow tempo, but different

style -- broad and strong. Principal melodic
theme in low voices
An extension of this material relaxes somewhat
in preparation for the coda (pedal point on G)

V. Coda
A. Begins with material similar to introduction
B. Head of principal melodic theme in rollicking

style
C. Cadencing -- extended tonic, beginning again

with introduction

Supplementary Listening Suggestions
Unit IV and Unit V

Beethoven

Chamber Music
Trio in Bb Major, Op. 97

Quartet No. 12 in Eb, Op. 127

Quartet No. 13 in Bb, Op. 130

Quartet No. 16 in F, Op. 135

The Great Fugue, Op. 133
Septet

Sonatas
Sonata, quasi una fantasia, in C# Minor, Op. 27, No. 2
Sonata in A, Major, Op. 47 ("Rreutzer")(1Moonlight")

Orchestral Music
Symphony No. 1
Symphony No. 2
Symphony No. 4
Symphony No. 5
Symphony No. 7
Symphony No. 8
Symphony No. 9

in C Major
in D Major
in Bb Major
in C Minor
in A Major
in F Major
in D Minor ("Choral")
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Guide to the Materials
Brahms, Symphony No. 4 in E Minor, 4th Movement

1. This movement is a passacaglia type of variation design. The

theme and first twenty-nine variations are all of equal length.
Students should hear the passacaglia theme several times and note
its construction before listening to the entire movement.

2. In studying this movement comparisons should be drawn with the
Beethoven variation design of the Third Symphony. It should be

pointed out that the regularity of these variations allies this
form more with earlier variation forms than with Beethoven's,

which has more developmental characteristics.

3. It should also be noted that while the variations of this movement

are regular in length because of the passacaglia-theme unifying
device, each variation does not contrast with the preceding and

succeeding ones. The classroom tape divides the movement, in most

cases, into sections of two or three variations each.

4. The laboratory tape for this movement simply offers identification
of the beginning of each variation. The student outline should be

used with it.

Meas.

No.

Ex.

No. Sec. Var.

1 1 I

9 2 1

17 2 2

25 3

33 3 4

41 5

49

57 4 7

65 5 8

Teacher's Outline

Theme: 8 measures, 314 meter. Winds, theme in

flute, oboe, trombone [Tr. 1]
Theme in answering string chords
Winds sing melody over the harmonic sequence of
the theme in the strings [Tr. 21
Theme stated in strong chords from full orchestra
on 1st beat of each measure; winds add marcato

harmony on 2nd and 3rd beats
Theme heard in bass voices; harmony is broadly
arpeggiated in the violins [Tr. 3]
Theme still in bass; string3 ascend with melodic
figure as winds sound descending accompaniment
Coatinues the mood set in Variation 5; melodic
line more fluent -- theme still in bass
Character changes -- strong, dotted rhythm.
Winds and strings unite. Theme can still be

detected in the bass line [Tr. 41
Theme in basses. Violins play decorative 16th

note figure which covers two measures and is

repeated four times (not literally). Winds play

descending 7th note figure as low strings ascend

[Tr. 5]
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Meas.

No.

Ex.

No. Sec. 'Far.

73 9

81 6 10

89 11

97 7 II 12

105 13

113 8 14

121 15

129 9 III 16

137 17

145 18

153 10 19

161 20

169 21

177 11 22

185 23

193 12 IV 24

201 25

209 26

232

Continues mood of Variation 8; tension builds,

then falls
Soft, chorale-like variation, winds answering

strings
Same character as Variation 10, but with triplet
ornamentation in violins and flutes

Change of meter to 3/2. Flute melody; theme is

maintained subtly in principal melodic notes and

harmony [Tr. 6]
Change of mode to E (parallel) major. Melody is

a dialogue in the winds; theme in the harmony.

Descending scale line in last measure in the oboe

is heard in Variations 14 and 15 also
Theme in the chorale-like harmonies of trombones
and bassoons (horns joining in 4th measure).

Mode is still major. Descending scale line in

last measure is in the horn, echoing the oboe

from the previous variation
Mood of Variation 14 is continued in richer

sonorities. Descending scale line at end is in

flute

Return to style of original statement of the

theme, in the winds. Strings enter in 4th measure

with descending scale line. Mode returns to minor

Tension mounts. Theme can be heard in lowest

voice (cellos)
Tension continues to build. Lower voices in odd

measures are imitated by high winds in even

measures [Tr. 7]
Mood changes with staccato style. Woodwind
arpeggios answer strings and horns, which carry

the passacaglia theme [Tr. 8]

Staccato style continues but movement increases

with triplets
The climactic peak. Sweeping scale passages

answered by staccato quarter notes
Contrast in dynamic level and style. Staccato

triplets in strings with staccato 8th note
accompaniment in winds
Style and mood of Variation 22 continue. Con-

trast of duple rhythms against triplets is

intensified

An intensified version of Variation 1

Variation 2, intensified
Material from Variation 3, but now less intense

than originally



Meas.

No.

Ex.

No. Sec. Var.

217 13 27

225 28

233 29

241 30

253 15 Coda 31

273 15 32

289 17 33

297 34

233

Descending thirds in the winds, accompanied by
one-measure 8th note figure in strings [Tr. 9]
Continues with mood of Variation 27; movement
increases [Tr. 10]

Contrast within the variation -- 4 measures of
detached style followed by 4 measures of broad
motion
The chord outline of the pizzicato strings in
Variation 29 is now stated maracto, with accompany-
ing staccato 8th notes in winds. The eight-measure
variation is followed by four measures of prepara-
tion for the coda

Faster tempo; the harmonic scheme of the passa-
caglia theme is expanded, modulates gradually
and effectively to A minor '-

Begins in A minor with the first five notes of
ale theme stated in that key in the trombones,
followed in sequence in E minor
Returns to eight measure scheme, but theme is
stated quickly and repeated, beginning in quarter
notes in woodwinds
Theme again stated hurriedly, then closing with
eleven measures of cadencing [Tr. 11]



Student's Outline
Brahms, Symphony No. 4 in E Minor, 4th Movement -- Passacaglia Design

Section I

Theme: 8 measures, 3/4 meter. Winds, theme in flute, oboe,
trombone.

3

Variation 1:

Variation 2:

Theme in answering string chords.

Winds sing melody over the harmonic sequence of the
theme in the strings.

(van 2) Woodfrmds
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Variation 3: Theme stated in strong chords from full orchestra
on 1st beat of each measure; winds add marcato
harmony on 2nd and 3rd beats.

Variation 4: Theme heard in bass voices; harmony is broadly
arpeggiated in the violins.

(Var 4) Violins
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Variation 5: Theme still in bass; strings ascend with melodic
figure as winds round descending accompaniment.

Variation 6: Continues the mood set in Variation 5; melodic
line more fluent -- theme still in bass.
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Variation 7: Character changes -- strong, dotted rhythm. Winds

and strings unite. Theme can still be detected in

the bass line.

(vain 7)

Variation 8: Theme in basses. Violins play decorative sixteenth-

note figure which covers two measures and is repeated

four times (not literally). Winds play descending
eighth-note figure as low strings ascend.

(Vet 8) e/arinet
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Variation 9: Continues mood of Variation 8; tension builds,

then falls.



Variation 10:

Variation 11:

rection II

Soft, chorale-like variation, winds

strings.

Same character as Variation 10, but
ornamentation in violins and flutes

answering

with triplet

Variation 12: Change of meter to 3/2. Flute melody; theme is

maintained subtly in principal melodic notes and

harmony.

(Vor, 12 )
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Variation 13: Change of mode to E (parallel) major. Melody is a

dialogue in the winds; theme in the harmony.
Descending scale line in last measure in the oboe

is heard in Variations 14 and 15 also.

Variation 14: Theme in the chorale-like harmonies of trombones
and bassoons (horns joining in 4th measure). Mode

is still major. Descending scale line in last

measure is in the horn, echoing the oboe from the

previous variation.

Variation 15: Mood of Variation 14 is continued in richer sonori-

ties. Descending scale line at end is in flute.

Section III

Variation 16: Return to style of original statement of the theme,

in the winds. Strings enter in fourth measure with

descending scale line. Mode returns to minor.

Variation 17: Tension mounts. Theme can be heard in lowest voice

(cellos).
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Variation 18: Tension continues to build. Lower voices in odd

measures are imitated by high winds in even measures.

7ti 18 )
#1
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Variation 19: Mood changes with staccato style. Woodwind arpeggios

answer strings and horns, which carry the passacaglia

theme.

(Var. 19)
Woodwhids
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Variation 20: Staccato style continues but movement increases with

triplets.

Variation 21: The climactic peak. Sweeping scale passages answered

by staccato quarter-notes.

Variation 22: Contrast in dynamic level and style. Staccato

triplets in strings with staccato eighth-note accom-

paniment in winds.

Variation 23: Style and mood of Variation 22 continue. Contrast of

duple rhythms against triplets is intensified.



Section TV

Variation 24: An intensified version of Variation 1.

Variation 25: Variation 2, intensified.

Variation 26: Nhterial from Variation 3, but now less intense
than originally.

Variation 27: Descending thirds in the winds, accompanied by
one-measure eighth-note figure in strings.

Woodwinds
(Vat 27)

238

Variation 28: Continues with mood of Variation 27; movement
increases.

(Von 28) Woodwinds

Strhys
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Coda
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Variation 29: Contrast within the variation -- four measures of
detached style followed by four measures of broad

motion.

Variation 30: The chord outline of the pizzicato strings in
Variation 29 is now marcato, with accompanying
staccato eighth-notes in winds. The eight-measure
variation is followed by four measures of prepara-

tion for the coda.

Variation 31: Faster tempo; the harmonic scheme of the passacaglia
theme is expanded, modulates gradually and effec-

tively to A minor.

Variation 32: Begins in A, minor with the first five notes of the

theme stated in that key in the trombones, followed
in sequence in E minor.

Variation 33: Returns to eight-measure scheme, but theme is stated

quickly and repeated, beginning in quarter-notes
in woodwinds.

Variation 34: Theme again stated hurriedly, then closing with
eleven measures of cadencing.

(van 34)
:1 /--- /----N

'Elf ,IWJEJNIINNIMMIIEilAINYMINEN=IMIM MMII IIIMMIM LIM II[;.4 Mtn II lir All
Ri



240

Biographical Sketch

Composer: Johannes Brahms

Dates: 1833 (Hamburg) -- 1897 (Vienna)

Nationality: German

Family background: His father was a double-bass player at the
Hamburg opera.

N4sical training: Although his earliest training was received at the
hands of his father, who wished him to become a string player, the
man who imbued Brahms with his first real appreciation of music was
Eduard Marxen, an excellent piano teacher with a profound knowledge
of the music of Bach and Beethoven. A proficient child pianist,
Brahms gave his first public concert in Hamburg at the age of 14.

Friends and associates: Brahms' first notable associate in the musical
world was the Hungarian violinist Remenji, whom he accompanied on a
concert tour throughout Europe. Through Remenji, Brahms became
acquainted with the famous virtuoso violinist, Joseph Joachim, who
in turn introduced Brahms to Liszt and Schumann. Robert and Clara
Schumann became especially close friends of Brahms and remained so
throughout his life. It was through Schumann's influence that Brahms
had his first composition published. Another staunch supporter who
became quite a close friend of Brahms later in his life was the
famous conductor Hans von glow. Although Billow had been an enthus-
iastic supporter of the progressive school headed by Wagner and Liszt,
he rather abruptly switched to the more traditionalisthc group
represented by Brahms. This change took place after Bulow's wife,
Cosima, ran off with Wagner, whom she later married.

General remarks on life and works: The first two decades of Brahms' life
were lived in extreme poverty; the last half of his life, however,
was lived in relative comfort and security. During his early teens
Brahma earned money playing the piano in low-caste taverns frequented
by sailors and their consorts. This perhaps partly accounts for his
negative attitude toward the opposite sex. Brahms never married; his
whole life was dedicated to his art, in which he served as composer,
performer, and conductor.

His first years in Vienna, where he settled in 1878, were extremely
productive. Several chamber works, a number of sacred works, and
the famous Deutsches Requiem were composed at this time. He accepted
an honorary Doctor of Philosophy degree from Breslau University about
1883 and acknowledged it by composing the Academic Festival Overture,
the rousing finale of which is based on the student song "Gaudeamus
igitur."

Brahms wrote a considerable amount of piano music. He gives much
attention to structural detail, and his music is characterized by
rich, dark harmonies and considerable use of counterpoint. Considered
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the greatest symphonic composer of the second half of the nineteenth
century, he wrote four symphonies and two symphonic overtures. His
orchestration uses rich, full and varied instrumental colors.

Supplementary Listening Suggestions

Chamber Music
Quartet No. 1 in G Minor for Piano and Strings, Op. 25

Orchestral Musir
Symphony No. 1 in C Minor, Op. 68
Symphony No. 2 in D, Op. 73
Symphony No. 3 in F Major, Op. 90
Variations on a Theme by Haydn, Op. 56
Academic Festival Overture
Tragic Overture
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Readings for Unit V

Machlis, The Enjoyment of Music Reg. Ed. Shorter Ed.
Brahms 177-82 135-40

* Brahms, Symphony No. 3 182-84 140-41
The Symphony in the Romantic Era 168-71 132-33

Bernstein, An Introduction to Music 2nd Ed.
Berlioz, Symphonie Fantastique 271-76

* Borodin, Symphony No. 2 359-63
Brahms 327-38

* Brahms, Symphony No. 3 340-44
* Franck, Symphony in D Minor 382-86

Romanticism in Music 209-12
* Tchaikowsky, Symphony No. 4 370-74
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Unit VI

THE CONCERTO

Introduction

The unit on the concerto introduces two new forms, the first move-
ment concerto-sonata design, and the sonata-rondo. Concerto-sonata form
may be likened to either sonata-movement design or the earlier ritornello

form of the concerto grosso. Since these materials do not follow a
chronological sequence and students have not yet been introduced to the
ritornello idea, the emphasis in teaching the concerto-sonata design is

placed on its similarities to the sonata-movement. At the end of the
unit, after having studied the sonata-rondo also, a concerto grosso move-
ment may be studied briefly for its likenesses to both forms.

Guide to the Materials

1. A different approach to learning the music is taken in this unit.
For both the first and third movements of the Piano Concerto No. 5
(the "Emperor") by Beethoven, and the first movement of Bach's
Brandenburg Concerto No. 5, the materials are designed for students
to first learn the themes, then to identify them by a letter code

as they listen. The main advantage of this technique is that by
listening to identify specific material students concentrate better.
This music lends itself particularly well to the technique since
each movement consists of a few themes which recur often.

2. The classroom tapes for each of the movements contain the isolated
themes. It is suggested that each theme ba played at 12ast twice
before listening to a movement. The themes of the first movement
of the Beethoven concerto are singable and this technique might be
helpful for that movement. The 3rd movement themes and those of
the Bach Brandenburg Concerto are not as easily sung.

3. After learning 41e themes, with the aid of the theme sheet students
should then indicate the themes in the order that they hear them,

at the bottom of the sheet. The numbered lines divide each movement

into sections. For the first movement of the Beethoven concerto
the sections are (1) opening ritornello and solo exposition (the
exposition in comparing with sonata-movement form), (2) ritornello
II and development (development), (3) recapitulation and ritornello
excerpt (recapitulation), and (4) cadenza and coda.

For the third movement of the Beethoven concerto the sections are
(1) rondo theme and first episode (exposition), (2) rondo theme
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and second episode (development), (3) rondo theme and return of

first episode (recapitulation), and (4) coda.

For the Bach movement students are asked only to identify the number

of times they hear the ritornello theme or sections of it. (Rit. A)

or (Rit. B) indicates those sections of the ritornello theme when

heard in the accompaniment, or when a solo theme alludes to them.

The teacher may instruct the class when to move to the next line in

listening to the Beethoven movements, or he may use Laboratory Tape

A (beginning with the music after the instructions, which he should

make to the class) for either movement.

4. After listLtning to the movement and marking the theme identification

the movement would ideally be played again, with the teacher and/or

students identifying themes aloud. In the case of the Beethoven

first movement, however, most class periods will not be long enough

to allow two complete playings in one session. After corrections

are made on the lower line of the two after each number, discussion

of the form can take place, since the letter code will clearly show

how one section of the form relates to another thematically.

5. After studying both movements of the Beethoven concerto, one class

session should be devoted to listening to the complete concerto.

6. There are two laboratory tapes for each of the Beethoven movements.

Tape A gives instructions and directs the listener when to move to

the next line in marking the theme identification. They are

intended, of course, to be used with the theme sheets. The "B"

tapes play through the movement without breaks and are intended for

students to correct their theme identification on Tape A cr simply

as a review.

Beethoven's Piano Concerto No. 5 in Eb (the "Emperor")

Contcats of the Classroom Tape

1st Movement:
1. Theme A
2. Theme B
3. Theme C
4. Theme D
5. Theme E

3rd Movement:
1. Introduction (at close of 2nd movement using Al material)

2. Theme A
3. A-cadence material
4. Theme B
5. (B1) modulating segment of 2nd theme

6. (B2) dominant area of 2nd theme
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Student's Outline of Classical Concerto-Sonata Design

Introduction

Opening Ritornello
Contains most of the thematic materials; stays in tonic key.

Solo Exposition
Contains a 1st theme group in tonic key and 2nd theme group
in dominant or relative m-...jor, like exposition of sonata-

movement design.

IV. Ritornello II
Is shorter than opening ritornello and serves as a sort of
"transit-ton" into the development section. First confirms

key of 2nd theme group, then proceeds to modulate.

V. Development
Much like development of a sonata-movement form. Added

technical d4splay for soloist. Ends by preparing for

recapitulation.

VI. Recapitulation
Tonic key, returns most if not all of the thematic material.

VII. Ritornello Excerpt and Cadenza
Excerpt sometimes very brief. The cadenza is essentially a
long cadence (usually culminating -Ln a dominant prolongation)
displaying the technique of the soloist. In earlier pieces
it was nearly always improvised -- later the cadenzas were

written out. Leads directly into the coda.

VIII. Coda
Begins on tonic chord, resolving the dominant prolongation
of the cadenza. Earlier codas were strictly orchestral --
later ones involve the soloist also.

Teacher's Outline of 1st Movement: Concerto-Sonata Design

Meas.

1 I. Introduction. Piano, with I, IV, V chords in orchestra.

11 II. Opening Ritornello. Orchestra, tonic key, "c" theme
begins in parallel minor. Order of thematic material:
A, B, C, (A), A, D, E, and (A).

111 III. Solo Exposition. Piano, with orchestral accompaniment.
Beginning in tonic key, moving to dominant. Order of

thematic material: A, B, C, (B), (A), D.
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Meas.

227 IV. Ritornello II. Orchestra, beginning in dominant key.

Order of thematic material: A, D, (A), E.

268 V. Development. Piano and orchestra, beginning in G major,

then C minor, etc. up chromatically to Bb (V), preparing

for recapitulation. Thematic material primarily fragments

of A and E.

362 VI. Recapitulation. Piano and orchestra beginning with
recapitulation of introduction. Order of thematic material

(from A theme): A, B, D, (A), D.

485 VII. Ritornello Excerpt and Cadenza. Piano and orchestra,
ritornello in tonic key, cadenza beginning on 2nd inversion
tonic chord, A material; C theme heard in Eb minor, then

piano joined by horns, dominant area prolonged.

530 VIII. Coda. Piano and orchestra beginning with resolution of
dominant prolongation in cadenza. Order of thematic

material: A, E.

Teacher's Outline of 3rd Movement: Sonata-Rondo Desi n

1 I. Exposition
1. Rondo theme (or 1st theme area)

a. 16 measures, symmetrical binary design, tonic key

b. Piano, then orchestra

119 c. Cadencing figure-- 6-measure full cadence in Eb

124 d. Transition in piano (triplet scales)

131 2. First episode (or 2nd theme area, although still in

tonic key

142 a. Modulating figure moves to dominant key

154 b. "Closing" theme, in dominant key

Development

176 1. Begins with 2nd statement of rondo theme in tonic
key (in piano), over dominant pedal tones in horns

192 2. Second episode beginning with fragments from end of
rondo theme in piano and strings (in imitation),
modulating to C major

220 a. Head of rondo theme, C major, rondo cadencing
figure moves to new key

244 b. Same in Ab major, rondo cadencing figure moves
to new key

271 c. Same in E major, rondo cadencing figure remains

in E major, later drops half-step
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Meas.

III. Recapitulation

320 1. Rondo theme (or 1st theme area)
a. Begins with strings' imitation of piano

introduction to this movement at end of

2nd movement

328 b. Rondo theme, tonic key

369 c. Transition, literal from exposition

376 2. First episode (or 2nd theme area), literal from
exposition, but slightly extended

387 a. Modulating figure from measure 142 now retains

tonic key

401 b. "Closing" theme from measure 154 in tonic key

423 IV. Coda
1. Rondo (1st) theme in Ab major, piano and orchestra

alternating every two measures

439 2. Rondo theme in tonic key, beginning in orchestra,
continuing and closing with rondo theme material

Bach's Brandenburg Concerto No. 5 (1st Movement)

Contents of the Classrooul_laat

1. Ritornello A
2. Ritornello B
3. Ritornello A and B

4. Solo I (transparency)

5. Solo II (transparency)
6. Solo III (transparency)
7. Ritornello A
8. Ritornello B

Comparison of Beethoven Concerto and Bach Concerto Grosso

Rhythm
Difference between accents and stresses of Beethoven and driving,

forceful rhythm of Bach.

Illody
Difference in construct of melodies, Beethoven "singable" and Bach

more mechanical.

Phrasing
Beethoven more sectionalized, phrases of more equal length; Bach
phrases more continuous and less equal in length.

I

11



Harmony
Bach harmonic motion generally faster.

Timbre
Difference in size and instrumentation of orchestra.

Texture
Polyphony of Bach vs. homophony of Beethoven.

Form
Similarities include alternation of theme and episodes, development

of motives, and cadenza-like passages near end.

Readings for Unit VI

Machlis, The Enjoyment of Music
* Brahms, Concerto No. 2 for Piano

The Concerto
* Grieg, Piano Concerto
le'Mendelssohn, Concerto for Violin and

Orchestra
* Schumann, Concerto for Piano and Orchestra

Bernstein, An Introduction to Music

The Concerto
* Beethoven, Violin Concerto in D Major

* Brahms, Violin Concerto in D Major

* Mozart, Piano Concerto in D Minor, K.466

* Schumann, Piano Concerto in A Minor

* For review and further study

pkg. Ed. Shorter Ed.

199-201 132-33

193-95
202-04

195-97

197-99

Second Edition
166-68; 195

196-99

344-45
168-71
254-57



Themes -- Beethoven, Piano Concerto No. 5, Op. 73 ("Emperor")

First Movement
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Exercise Sheet for Beethoven Piano Concerto, First Movement

1

To Accompany Laboratory Tape A

(A)

A B C ( A ) A D E

2. JECOILLALl)

3. Aal_ALAALEiv_i_cv

A B C (A) D A

(A) C (A) A E
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Themes -- Beethoven, Piano Concerto No. 5, Op. 73 ("Emperor")

Third Movement
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Themes, continued

23/.

MI II MINI WM MO MAIM 41111 ME III NM
All1171111%.LIfin MOW IIII I NM 111 EMI 1111

'11111111111

IR um" 11111

Exercise Sheet, to Accompany Laboratory Tape A

l. A A2 A Cad B Bl B2

2. A A2 Al A Cad Al A Cad Al A Cad

3. Al A A2 A Cad B Bl B2

4. A A2 A Cad Al

III Al IF All NM
MO II Mir!'1111111



Ritornello Thnme -- Bach, Brandenburg Concerto No. 5, First Movement

Sit .13

:11WMIAAFTIMI111411111=12111111,-- -7111
WX14011M.11.11WilliEl=--

WV 'AII--- isommharrr- MI MI EM 1.11illsr

'52

Ritornello A and B

Ritornello A

Ritornello B

(Ritornello A)

(Ritornello B)



2 53

Unit VII

SONG AND CHORAL MUSIC

Introduction

In this unit we have concentrated on music of two Romantic composers,

Schubert and Verdi. The two art songs, i!ErlkOnig" and "Der Wanderer," by

Schubert are used as excellent illustrations of the highest development of

the German Lied. The Verdi Requiem is an example of a sacred work set in

a style in many respects comparable to the highest musical development of

the Italian opera.

Guide to the Materials

Franz Schubert's "ErlkOnig"
It is quite helpful to read through the German with the class prior
to listening to the music, since comprehension of the pictorial
representation in the music is dependent upon an understanding of
the sound and meaning of the words which are so illustrated.

Special concepts to be brought out of the music include the gallop-
ing triplet pattern associated with the running horse; the rising
eighth-note triplet theme associated with the ErlkOnig; the child's
cry, entering as a dissonance at a higher pitch level with each
successive entrance; and the change to the major mode each time the
Erlkonig speaks.

Franz Schubert's "Der Wanderer"
This song is especially good for illustrating how the music can
reflect mood changes in the text; it successively depicts the changes
from loneliness to hope to joy and finally to resignation.

Giuseppi Verdi's Requiem
The Requiem Mass or Mass for the Dead is the most important of the
Masses for special services. As an appropriate introduction to this
work, a brief discussion of the history of the Mass, as well as of
the types of music which have been used in the musical portions of
both the Proper and the Ordinary of the regular Mass could be
included.

Although a thorough harmonic or melodic analysis would not probably
be very meaningful at this point, familiarization with the indicated
themes and a brief discussion of the types of treatment used should
be very helpful as an introduction to each section of the Requiem.



T
e
x
t
 
o
f
 
F
r
a
n
z
 
S
c
h
u
b
e
r
t
'
s

'
S
r
l
k
i
l
n
i
g
"

N
 
=
 
N
a
r
r
a
t
o
r

F
 
=
 
F
a
t
h
e
r

N
:

W
e
r
 
r
e
i
t
e
t
 
s
o
 
s
p
a
t
 
d
u
r
c
h

N
a
c
h
t
 
u
n
d
 
w
i
n
d
?

E
s
 
i
s
t
 
d
e
r
 
V
a
t
e
r
 
m
i
t
 
s
e
i
n
e
m
 
K
i
n
d
;

E
r
 
h
a
t
 
d
e
n
 
K
n
a
b
e
n
 
w
o
h
l
 
i
n

d
e
m
 
A
r
m
,

E
r
 
f
a
s
s
t
 
i
h
n
 
s
i
c
h
e
r
,
 
e
r

h
i
l
t
 
i
h
n
 
w
a
r
m

F
:

M
e
i
n
 
S
o
h
n
,
 
w
a
s
 
b
i
r
g
s
t
 
d
u
 
s
o
 
b
a
n
g
d
e
i
n
 
G
e
s
i
c
h
t
?

C
:

S
i
e
h
s
t
,
 
V
a
t
e
r
,
 
d
u
 
d
e
n

E
r
l
k
O
n
i
g
 
n
i
c
h
t
?

D
e
r
 
E
r
l
e
n
k
O
n
i
g
 
m
i
t
 
K
r
o
n
u
n
d
 
S
c
h
w
e
i
f
?

F
:

M
e
i
n
 
S
o
h
n
,
 
e
s
 
t
s
t
 
e
i
n
 
N
e
b
e
l
s
t
r
e
i
f
.

E
:

D
u
 
l
i
e
b
e
s
 
K
i
n
d
,
 
k
o
m
m
,
 
g
e
h

m
i
t
 
m
i
t
.
:

G
a
r
 
s
c
h
O
n
e
 
S
p
i
e
l
e
 
s
p
i
e
h
l

i
c
h
 
m
i
t
 
d
i
r
;

M
a
n
c
h
 
b
u
n
t
e
 
B
l
u
m
e
n
 
s
i
n
d
 
a
n
 
d
e
m
 
S
t
r
a
n
d
,

M
e
i
n
e
 
M
u
t
t
e
r
 
h
a
t
 
m
a
n
c
h

O
l
d
e
n
 
G
e
w
a
n
d
.

C
:

M
e
i
n
 
V
a
t
e
r
,
 
m
e
i
n
 
V
a
t
e
r
,
 
u
n
d

F
a
i
r
e
s
t
 
d
u
 
n
i
c
h
t
,

W
a
s
 
E
r
l
e
n
k
O
n
i
g
 
m
i
r
 
l
e
i
s
e
 
v
e
r
s
p
r
i
c
h
t
?

F
:

S
e
i
 
r
u
h
i
g
,
 
b
l
e
i
b
e
 
r
u
h
i
g
,

m
e
i
n
 
K
i
n
d
;

I
n
 
d
a
r
r
e
n

B
l
I
t
t
e
r
n
 
s
l
u
s
e
l
t
 
d
e
r
 
W
i
n
d
.

E
:

W
i
l
l
s
t
,
 
f
e
i
n
e
r
 
K
n
a
b
e
,

d
u
 
m
i
t
 
m
i
r
 
g
e
h
n
?

M
e
i
n
e
 
T
O
c
h
t
e
r
 
s
o
l
l
e
n
 
d
i
c
h
 
w
a
r
t
e
n

s
c
h
8
n
;

M
e
i
n
e
 
T
8
c
h
t
e
r
 
f
u
h
r
e
n
 
d
e
n

n
a
c
h
t
l
i
c
h
e
n
 
R
e
i
h
n

U
n
d
 
w
i
e
g
e
n
 
u
n
d
 
t
a
n
z
e
n
 
u
n
d
 
s
i
n
g
e
n

d
i
c
h
 
e
i
n
.

E
 
=
 
E
r
l
k
O
n
i
g

C
 
=
 
C
h
i
l
d

W
h
o
 
r
i
d
e
s
 
s
o
 
l
a
t
e
 
t
h
r
o
u
g
h
 
n
i
g
h
t

a
n
d
 
w
i
n
d
?

I
t
 
i
s
 
t
h
e
 
f
a
t
h
e
r
 
w
i
t
h
 
h
i
s
 
c
h
i
l
d
;

H
e
 
h
a
s
 
t
h
e
 
b
o
y
 
s
a
f
e
 
i
n
 
h
i
s
 
a
r
m
,

H
e
 
g
r
a
s
p
s
 
h
i
m
 
t
i
g
h
t
l
y
,
 
h
e

h
o
l
d
s
 
h
i
m
 
w
a
r
m
.

M
y
 
s
o
n
,
 
i
n
 
t
e
r
r
o
r
 
w
h
y
h
i
d
e
s
t
 
t
h
y
 
f
a
c
e
?

S
.

O
h
,
 
F
a
t
h
e
r
,
 
d
o
 
y
o
u
 
n
o
t
 
s
e
e

t
h
e
 
E
r
l
k
O
n
i
g
?

T
h
e
 
E
r
l
k
O
n
i
g
 
d
r
e
a
d
e
d
,
 
w
i
t
h
 
c
r
o
w
n

a
n
d
 
r
o
b
e
 
!

m
y
 
s
o
n
,

'
t
i
s
 
b
u
t
 
a
 
s
t
r
e
a
k
 
o
f
 
m
i
s
t
.

m
y
 
d
e
a
r
e
s
t
 
c
h
i
l
d
,
 
c
o
m
e
,
 
g
o
w
i
t
h
 
m
e
:

S
u
c
h
 
m
e
r
r
y
 
p
l
a
y
s
 
I
'
l
l
 
p
l
a
y
 
w
i
t
h

t
h
e
e
.

F
o
r
 
m
a
n
y
 
g
a
y
 
f
l
o
w
e
r
s
 
a
r
e
 
b
l
o
o
m
i
n
g
 
t
h
e
r
e
,

A
n
d
 
m
y
 
m
o
t
h
e
r
 
h
a
s
 
m
a
n
y
 
g
o
l
d
e
n
r
o
b
e
s
 
f
o
r
 
t
h
e
e
.

m
y
 
f
a
t
h
e
r
,
 
m
y
 
f
a
t
h
e
r
,

a
n
d
 
h
e
a
r
e
s
t
 
t
h
o
u
 
n
o
t

W
h
a
t
 
t
h
e
 
E
r
l
k
g
n
i
g
 
w
h
i
s
p
e
r
s
 
s
o
 
s
o
f
t

i
n
 
m
y
 
e
a
r
?

B
e
 
q
u
i
e
t
,
 
o
h
,
 
b
e
 
q
u
i
e
t
,
 
m
y
 
c
h
i
l
d
;

b
u
t
 
t
h
e
 
d
e
a
d
 
l
e
a
v
e
s
 
s
t
i
r
r
e
d
 
b
y

t
h
e
 
w
i
n
d
.

C
o
m
e
,
 
l
o
v
e
l
y
 
b
o
y
,

w
i
l
t
 
t
h
o
u
 
g
o
 
w
i
t
h
 
m
e
?

m
y
 
d
a
u
g
h
t
e
r
s
 
f
a
i
r

s
h
a
l
l
 
w
a
i
t
 
o
n
 
t
h
e
e
,

T
h
e
r
e
 
m
y
 
d
a
u
g
h
t
e
r
s
 
l
e
a
d
 
i
n
 
t
h
e
 
r
e
v
e
l
s

e
a
c
h
 
n
i
g
h
t
,

T
h
e
y
'
l
l
 
s
i
n
g
 
a
n
d
 
t
h
e
y
'
l
l

d
a
n
c
e
 
a
n
d
 
t
h
e
y
'
l
l
 
r
o
c
k

t
h
e
e
 
t
o
 
s
l
e
e
p
.

cd
,



C
:

M
e
i
n
 
V
a
t
e
r
,
 
m
e
i
n
 
V
a
t
e
r
,
 
u
n
d
 
s
i
e
h
s
t

d
u
 
n
i
c
h
t
 
d
o
r
t

E
r
l
k
O
n
i
g
s
 
T
O
c
h
t
e
r
 
a
m
 
d
d
s
t
e
r
n
 
O
r
t
?

F
:

M
e
i
n
 
S
o
h
n
,
 
m
e
i
n
 
S
o
h
n
,
 
i
c
h

s
e
h
'
 
e
s
 
g
e
n
a
u
,

E
s
 
s
c
h
e
i
n
e
n
 
d
i
e
 
a
l
t
e
n
 
W
e
i
d
e
n
 
s
o
 
g
r
a
u
.

E
:

I
c
h
 
l
i
e
b
e
 
d
i
c
h
,
 
m
i
c
h
 
r
e
i
z
t
 
d
e
i
n
e

s
c
h
O
n
e
 
G
e
s
t
a
l
t
,

U
n
d
 
b
i
s
t
 
d
u
 
n
i
c
h
t
,
 
w
i
l
l
i
g
,
 
s
o

b
r
a
u
c
h
 
i
c
h
 
G
e
w
a
l
t
.

C
:

M
e
i
n
 
V
a
t
e
r
,
 
m
e
i
n
 
V
a
t
e
r
,
 
j
e
t
z
t

f
a
s
s
t
 
e
r
 
m
i
c
h
 
a
n
!

E
r
l
k
O
n
i
g
 
h
a
t
 
m
i
r
 
e
i
n
 
L
e
i
d
s
 
g
e
t
a
n
!

N
:

D
e
m
 
V
a
t
e
r
 
g
r
a
u
s
e
t
'
s
,
 
e
r
 
r
e
i
t
e
t

g
e
s
c
h
w
i
n
d
,

E
r
 
h
a
l
t
 
i
n
 
A
r
m
e
n
 
d
a
s

a
c
h
z
e
n
d
e
 
K
i
n
d
,

E
r
r
e
i
c
h
t
 
d
e
n
 
H
o
f
 
m
i
t
 
M
u
h
 
a
n
d
 
N
o
t
;

I
n
 
s
e
i
n
e
n
 
A
r
m
e
n
 
d
a
s
 
K
i
n
d
 
w
a
r
 
t
o
t
.

M
y
 
f
a
t
h
e
r
,
 
m
y
 
f
a
t
h
e
r
,
 
a
n
d
 
s
e
e
-
e
s
t

t
h
o
u
 
n
o
t

T
h
e
 
E
r
l
k
c
i
n
i
g
'
s
 
d
a
u
g
h
t
e
r
s
 
i
n
 
y
o
n

d
i
m
 
s
p
o
t
?

m
y
 
s
o
n
,
 
m
y
 
s
o
n
,
 
I
 
s
e
e
 
a
n
d
 
I

k
n
o
w
.

'
T
w
a
s
 
o
n
l
y
 
t
h
e
 
o
l
d
e
n
 
W
i
l
l
o
w
 
s
o
 
g
r
a
y
.

I
 
l
o
v
e
 
t
h
e
e
 
s
o
,
 
t
h
y
 
b
e
a
u
t
y

h
a
s
 
r
a
v
i
s
h
e
d
 
m
y
 
s
e
n
s
e
;

A
n
d
,
 
w
i
l
l
i
n
g
 
o
r
 
n
o
t
,
 
I
 
w
i
l
l
 
c
a
r
r
y

t
h
e
e
 
h
e
n
c
e
.

M
y
 
f
a
t
h
e
r
,
 
m
y
 
f
a
t
h
e
r
,
 
n
o
w
 
g
r
a
s
p
s

h
e
 
m
y
 
a
r
m
,

T
h
e
 
E
r
l
k
O
n
i
g
 
h
a
s
 
s
e
i
z
e
d
 
m
e
,

h
a
s
 
d
o
n
e
 
m
e
 
h
a
r
m
s

T
h
e
 
f
a
t
h
e
r
 
s
h
u
d
d
r
e
s
,
 
h
e
 
r
i
d
e
s

l
i
k
e
 
t
h
e
 
w
i
n
d
,

H
e
 
c
l
a
s
p
s
 
t
o
 
h
i
s
 
b
o
s
o
m
 
t
h
e
 
p
a
l
e
,

s
o
b
b
i
n
g
 
c
h
i
l
d
;

H
e
 
r
e
a
c
h
e
s
 
h
o
m
e
 
w
i
t
h
 
f
e
a
r
 
a
n
d

d
r
e
a
d
;

C
l
a
s
p
e
d
 
i
n
 
h
i
s
 
a
r
m
s
 
-
-
 
t
h
e
 
c
h
i
l
d
 
w
a
s

d
e
l
d
.



T
e
x
t
 
o
f
 
F
r
a
n
z
 
S
c
h
u
b
e
r
t
'
s
 
"
D
e
r
 
W
a
n
d
e
r
e
r
"

I
c
h
 
k
o
m
m
e
 
v
o
m
 
G
e
b
i
r
g
e
 
h
e
r
,

E
s
 
d
a
m
p
f
t
 
d
a
s
 
T
a
l
,
 
e
s
 
b
r
a
u
s
t
 
d
a
s
 
M
e
e
r
.

I
c
h
 
w
a
n
d
l
e
 
s
t
i
l
l
,
 
b
i
n
 
w
e
n
i
g
 
f
r
o
h
,

U
n
d
 
i
m
m
d
r
 
f
r
a
g
t
 
d
e
r
 
S
e
u
f
z
e
r
:

W
o
?

D
i
e
 
S
o
n
n
e
 
a
n
k
t
 
m
i
c
h
 
h
i
e
r
 
s
o
 
k
a
l
t
,

D
i
e
 
E
l
a
t
e
 
w
e
l
k
,
 
d
a
s
 
L
e
b
e
n
 
a
l
t
,

U
n
d
 
w
a
s
 
s
i
e
 
r
e
d
e
n
,
 
l
e
e
r
e
r
 
S
c
h
a
l
l
,

I
c
h
 
b
i
n
 
e
i
n
 
F
r
e
m
d
l
i
n
g
 
g
b
e
r
a
l
l
.

W
o
 
b
i
s
t
 
d
u
,
 
m
e
i
n
 
g
e
l
i
e
b
t
e
s
 
L
a
n
d
?

G
e
s
u
c
h
t
,
 
g
e
a
h
n
t
,
 
u
n
d
 
n
i
e
 
g
e
k
a
n
n
t
:

D
a
s
 
L
a
n
d
,
 
d
a
s
 
L
a
n
d
 
s
o
 
h
o
f
n
u
n
g
s
g
r
U
n
,

D
a
s
 
L
a
n
d
,
 
w
o
 
m
e
i
n
e
 
R
o
s
e
n
 
b
i
l
i
h
n
,

W
o
 
m
e
i
n
e
 
F
r
e
u
n
d
e
 
w
a
n
d
e
l
n
d
 
g
e
h
n
,

W
o
 
m
e
i
n
e
 
T
o
t
e
n
 
a
u
f
 
e
r
 
s
t
e
h
n
,

D
a
s
 
L
a
n
d
,
 
d
a
s
 
m
e
i
n
e
 
S
p
r
a
c
h
e
 
s
p
r
i
c
h
t
,

O
 
L
a
n
d
,
 
w
o
 
b
i
s
t
 
d
u
?

I
c
h
 
w
a
n
d
l
e
 
s
t
i
l
l
,
 
b
i
n
 
w
e
n
i
g
 
f
r
o
h
,

U
n
d
 
i
m
m
e
r
 
f
r
a
g
t
 
d
e
r
 
S
e
u
f
z
e
r
:
 
_
w
o
?

L
m
 
G
e
i
s
t
e
r
 
h
a
u
c
h
 
a
n
t
'
s
 
m
i
r

r
d
r
i
l
e
c
k
:

"
D
o
r
t
,
 
w
o
 
d
u
 
n
i
c
h
t
 
b
i
s
t
,
 
d
o
r
t
 
i
s
t
 
d
a
s

G
l
t
i
c
k
!
"

I
 
c
o
m
e
 
h
e
r
e
 
f
r
o
m
 
m
y
 
m
o
u
n
t
a
i
n
s
 
l
o
n
e
,

T
h
e
 
v
a
l
e
 
i
s
 
d
i
m
,
 
t
h
e
 
s
e
a
 
d
o
t
h
 
m
o
a
n
.

I
 
w
a
n
d
e
r
 
o
n
 
w
i
t
h
 
p
a
i
n
 
a
n
d
 
c
a
r
e
,

A
n
d
 
e
v
e
r
 
a
s
k
s
 
m
y
 
s
i
g
h
i
n
g
,
 
w
h
e
r
e
?

T
h
e
 
s
u
n
 
t
o
 
m
e
 
s
e
e
m
s
 
h
e
r
e
 
s
o
 
c
o
l
d
,

T
h
e
 
f
l
o
w
'
r
s
 
a
r
e
 
f
a
d
e
d
 
a
n
d
 
l
i
f
e
 
i
s
 
o
l
d
.

T
h
e
i
r
 
s
p
e
e
c
h
 
d
o
t
h
 
s
e
e
m
 
b
u
t
 
e
m
p
t
y
 
s
o
u
n
d
,

I
 
f
e
e
l
 
a
 
s
t
r
a
n
g
e
r
 
e
v
e
r
y
w
h
e
r
e
.

W
h
e
r
e
 
a
r
t
 
t
h
o
u
,
 
m
y
 
b
e
l
o
v
e
d
 
l
a
n
d
?

I
 
h
o
p
e
,
 
I
 
s
e
e
k
,
 
y
e
t
 
n
e
v
e
r
 
k
n
o
w
.

T
h
a
t
 
l
a
n
d
,
 
t
h
a
t
 
l
a
n
d
 
w
h
e
r
e
 
h
o
p
e
 
i
s
 
g
r
e
e
n
,

T
h
e
 
l
a
n
d
 
w
h
e
r
e
 
r
o
s
e
s
 
b
l
o
o
m
 
f
o
r
 
m
e
;

W
h
e
r
e
 
r
o
a
m
 
t
h
e
 
f
r
i
e
n
d
s
 
s
o
 
d
e
a
r
 
t
o
 
m
e
,

W
h
e
r
e
 
a
l
l
 
m
y
 
d
e
a
d
 
w
i
l
l
 
l
i
v
e
 
a
g
a
i
n
,

T
h
a
t
 
l
a
n
d
 
w
h
e
r
e
 
t
h
e
y
 
m
y
 
l
a
n
g
u
a
g
e
 
s
p
e
a
k
,

0
 
l
a
n
d
,
 
w
h
e
r
e
 
a
r
t
 
t
h
o
u
?

I
 
w
a
n
d
e
r
 
o
n
 
w
i
t
h
 
p
a
i
n
 
a
n
d
 
c
a
r
e
,

A
n
d
 
e
v
e
r
 
a
s
k
s
 
m
y
 
s
i
g
h
i
n
g
,
 
"
W
h
e
r
e
?
"

I
n
 
S
p
i
r
i
t
-
v
o
i
c
e
 
t
h
e
 
a
n
s
w
e
r
 
c
o
m
e
s
:

"
T
h
e
r
e
,
 
w
h
e
r
e
 
t
h
o
u
 
a
r
t
 
n
o
r
,
 
t
h
e
r
e
 
i
s
 
t
h
y
 
r
e
s
t
!
"



257

Biographical Sketch

Composer: Franz Schubert

Dates: 1797-1828

Nationality: Austrian

Family background: Schubert's father was a schoolmaster who had little

social standing and poor pay. His father first taught Franz the

violin, and his eldest brother taught him piano. He soon outstripped

both of them.

MLsical training: At age 8 he was taught piano, violin, singing, and

organ by the local choirmacter, Holzer. In 1808 he was admitted to
the Vienna court choir as a singer and entered the Konvict, the
training school for court singers. Here he studied theory with

Salieri. He completed his first mass when he was 17, although he
had written several songs earlier, as well as some easy string
quartets which he played with his father and brothers when he went

home on vacations.

Friends and associates: After teaching elen,entary grades in his father's

school for three years, Schubert moved to Vienna where he earned a

precarious living as a musician. His best friend was Franz von
Schober, who gave the struggling artist generous aid and also intro-
duced him to the famous baritone Michael Vogl, through whose fine
interpretation Schubert's songs finally began to gain acceptance.
His wonderful gifts aid genial and buoyant disposition won him many

friends such as the poet Mhyrhofer, the family von Sonnleithner,

and Baron von Schgenstein.

General remarks on life and works: With the exception of a few incidents

of momentary good fortune, Schubert's life was a continual battle

for the daily means of subsistence, although his genius was fully

recognized by musicians like Salieri, Weigl, and the singer Vogl,

and his songs were greatly praised by Beethoven. All his efforts

to obtain a salaried post were unsuccessful, he was underpaid by

his publishers, and his greatest works were almost totally neglected.

Not until 1821, when he had already written over 600 compositions,

was he able to get anything published. From 1826 (two years before

his death) his songs and piano compositions had good sales. Despite

the trying circumstances, Schubert was nearly always optimistic and

gained great satisfaction from his poorly paid but highly creative

work. In one year he wrote 144 songs and as many as eight in one

day. Although his health had been failing for some time, his death

was a result of an attack of typhus at the age of 31.

His works include eight symphonies, eight overtures, much piano

music, over 600 songs and two famous song cycles, and many other
miscellaneous musical compositions.
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Giuseppi Verdi

Text of Requiem

"Requiem" and "Kyrie"

(Soloists & Chorus)

Requiem aeternam dona eis, Domine,
et lux perpetua luceat eis.

Te decet hymnus Deus in Sion, et
tibi reddetur votum in Jerusalem.

Exaudi orationem meam, ad te omnis
caro veniet.

Kyrie eleison,

Christe2 eleison.

(Chorus)

Dies irae, dies illa,
Solvet saeclum in favilla,
Teste David cum Sibylla.
Quantus tremor est futurus,
Quando Judex est venturus,
Concta stricte discussurus!

Grant them rest eternal, Lord, and
let perpetual light shine upon them.

There shall be singing unto Thee in
Zion, and prayer shall go up to
Thee in Jerusalem.

Give ear to my supplication, 0 Lord.
Unto Thee all flesh shall come at

last.

Lord have mercy upon us,
Christ, have mercy upon us.

"Dies Irae"

Day of anger, day of mourning,
When to ashes all is burning,
Seer and Sibyl gave the warning.
0 what fear man's bosom rendeth,
When from Hev'n the Judge descendeth
On whose sentence all dependeth!



(Chorus)

Tuba mirum spargens sonum,
Per sepulchra regionum
Coget omnes ante thronum.
Mors stupebit et natura,
Cum resurget creatura,
Judicanti responsura.

(Mezzo-soprano & Chorus)
Liber scriptua proferetur.
In quo totum continetur,
Uncle mundus judicetur.

Judex ergo cum sedebit,
Quidquid latet, apparebit:
Nil inultum remanebit.
Dies irae, dies illa,
Solvet saeclum in favilla,
Teste David cum Sibylla.

"Tuba Mirum"

Wondrous sound the trumpet flingeth,
Through earth's sepulchres it ringeth
All before the throne is bringeth.
Death with wonder is enchainea,
When man from the dust regained
Stands before the Judge arraigned.

"Liber Scriptus"

Now the record shall be cited,
Wherein all things stand indited.
Whence the world shall be requited.
When to judgment all are bidden
Nothing longer shall be hidden
Not to trespass go unsmitten.
Day of anger, day of mourning,
When to ashes all is burning,
As the seers of old gave warning!

"Quid Sum Miser"

(Soprano, Mezzo-soprano and Tenor)
Quid sum, miser tunc dicturus? What affliction mine exceeding?
Quem patronum rogaturus? Who shall stand forth for me pleading?
Cum vix justus sit securus? When the just man aid is needing?

"Rex Tremendae"

(Quartet and Chorus)
Rex tremendae majestatis
Qui salvandos salvas gratis
Salva me, fons pietatis!

(Soprano, Mezzo-soprano)
Recordare, Jesu pies
Quod sum causa tuae viae,
Ne me perdas illa die.
Quaerens me sedisti lassus,
Redemisti crucem passus;
Tantus labor non sit cassus.
Juste Judex ultionis,
Donum fac remissionis
Ante diem rationis.

King of Glories, great and glowing!
Grace on whom Thou wilt bestowing,
Save me, Lord, with mercy flowing!

"Recordare"

Lord, remember, my salvation
Caused Thy wondrous incarnation.
Save me, save me, from damnation.
Far astray Thy love has sought me,
By Thy passion Thy love bought me,
Vainly shall such grace be brought me?
Justice, vengeance, ye appall me.
From my sins, Lord, disenthrall me,
Ere to answer Thou dost call me.
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(Tenor Solo)

Ingemisco tanquam reus;
Culpa rubet vultus meus;
Supplicanti parce Deus.
Qui Mariam absolvisti,
Et latronem exaudisti,
Mihi quoque spem dedisti.
Preces meae non sunt dignae,
Sed tu bonus fac beniEne,
Ne perenni cremer igne.
Inter oves locum praesta.
Et ab hoedis me sequestra,
Statuens in parte dextra.

(Bass Solo)

Confutatis maledictis,
Flammis acribus addictis,
Voca me cum benedictis,
Oro supplex et acclinis,
Cor contritum quasi cinis,
Gere curam mei finis

(Chorus)

Dies irae, dies illa,
Solvet saeclum in favilla,
Teste David cum Sibylla.

(Quartet & Chorus)
Lacrymosa dies illa,
Qua resurget ex favilla,
Judicandus hamo reus.
Huic ergo parce, Deus!
Pie Jesu Domine,
Dona eis requiem. Amen.
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"Ingemisco"

Hear my weeping and my wailing!
Is repentance unavailing?
God of mercy never failing!
Thou who Mary's sin forgavest,
Who to hear the thief vouchsafedst,
Unto me bright hope Thou gayest.

Worthless are my prayers and sighing
Yet, good Lord, in grace complying,
Spare me torment, fire undying.

With Thy sheep, Lord, deign to place me,
Nor among the goats abase me,
But to Thy right hand upraise me.

"Confutatis"

While the wicked are confounded,
By devouring flame surrounded,
Call me forth to bliss unbounded.
Lo, I pray, a suppliant bending,
While remorse my heart is rending,
Heed me when my days are ending.

Day of anger, day of mourning,
When to ashes all is burning --

Seer and Sibyl gave the warning.

"Lacrymosa"

Ah, what weeping in that morrow
When man's ashes form shall borrow
Judgment guilty shall declare him.
In Thy mercy, Lord, then spare him.
Gentle Jesus, gracious Lord,
Grant Thy servants peace and rest. Amen.

"Fertorium: Domine Jesu Christe"

(Soprano, Mezzo-soprano, Tenor and Bass)
Domine 3esu Christe! Rex Lord Christ Jesus, King of Glory: r_i

gloriae! Deliver thou the souls of all those that
Libera animas omnium fidelium died in th(faith of Jesus from pains
defunctorum de poenis inferni everlasting and from the abyss
et de profundo lacu. unfathomed.



Libera eas de ore leonis, ne
absorbeat eas Tartarus, ne
cadant in obscurum; sed signi-

fer sanctus Michael repraesentet
eas in lucem sanctam; quam olim

Abrahae promisisti et semini
ejus.

Hostias et preces tibi, Domine,
laudis offerimus: tu suscipe
pro mnimabus illis quarum hodie
memoriam facimus.

Fac eas, Domine, de morte
transire ad vitam.

(Fugue for Double Chorus)
Sanctus, sanctus, sanctus,
Dominus Deus Sabaoth! Pleni
sunt coeli et terra gloria
tua. Benedictus qui venit in
nomine Domini. Hosanna in
excelsis.
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Deliver them from the mouth of the lion,
lest the jaws of the pit shall swallow
them, and endless darkness enshroud them.
Let holy Michael, leader of hosts, bring
them forward into Thy holy splendor, as
unto Abmham Thou didst promise, and his
seed forever.

Sacrifice and prayer unto Thee, 0 Lord,
offer we with praises.

Cause them, 0 Lord, to pass from death
unto life everlasting.

"Sanctus"

Holy, holy, holy, Lord God of Sabaoth!
Heaven and earth are full of Thy glory.
Blessed is He that cometh in the name of
the Lord. Hosanna in the highest.

"Agnus Dei"

(Soprano, Mzzo-soprano and Chorus)
Agnus Dei, qui tollis peccata Lamb of God, that takest away the sins of

mundi, dona eis requiem the world, Grant them Thine eternal rest.

sempiternam.

"Lux Aeterna"

(Mezzo-soprano, Tenor & Bass)
Lux aeterna luceat eis,
Domine, cum sanctis tuis in
aeternum quLa pius es. Requiem
aeternan dcna eis, Domine, et
lux parpetua luceat eis.

Light eternal shine down upon them, 0
Lord God, for evermore; and with all Thy
saints let them be numbered everlastingly.
Grant them rest eternal, and let there
shine forth on them everlasting light.

"Libera Me"

(STrano Solo, Chorus and Final
Libera me, Domine, de morte
aeterna, in die illa tremenda;
quando cocli movendi sunt et
terra. Dum veneris judicare
saeculum per igneum.

Fugue)
Lord, deliver my soul from the doom of
eternal death on the dread day of judgment;
when the heavens and earth shall both be
moved. When Thou shalt come in the midst
of fire to judge the whole world.
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Tremens factus sum ego, et timeo Full of terror am I and of dreadful fear
dum discussio venerit atqua of the judgment that shall come on the
ventura ira. day of Thy wrath.

Dies irae, dies illa, calami-
tatis et miseriae, Dies magna
et amaras valde. Dumveneris
judicare, etc. Requiem aeternam
etc. Libera me, Domine, etc.

Day of anger, day of mourning,
Utter confusion shall befall them, and
utmost bitter sorrow.
Rest eternal, etc.
Deliver me, 0 Lord, etc.

Biographical Sketch

Composer: Giuseppe Verdi

Dates: 1813-1901

Nationality: Italian

Family background: His father was an innkeeper.

Musical training: Verdi began his training with the local organist in
Le Roncole and Provesi in Busseto. A. merchant named 3arezzi (whose
daughter Verdi later married) enabled him to continue his music
education in Milan. Verdi was refused admission to the Milan Con-
servatory. He failed the entrance exams and was criticized on his
piano playing. His ability in composition was noted, but he was
dismissed owing to insufficient technical knowledge.

Verdi then turned to private instruction with Vincenzo Lavigna.
Verdi spent several periods of study with Lavigna, who was his main
teacher.

Friends and associates: Verdi was married twice and outlived both of his
wives. The first wife was Margherita Barezzi, the daughter of his
early benefactor. Verdi's second marriage was the result of a long
friendship with the opera singer, Guiseppina Strepponi.

Verdi gained numerous friends through his music and contacts in his
travels. His contemporary, Rossini, was one of these. Another
important associate was Boito, ane of Verdi's librettists and an
opera composer in his own right.

Ceneral remarks on life and works: Verdi is considered by most authori-
ties to be the greatest composer of Italian opera. Nearly all of
his life span was closely related to the opera houses. Only a
relatively small portion of Verdi's music was written for a medium
other than opera. Even his non-operatic works eid not truly depart
from the basic Italian operadc style, which he cultivated all his
life. Some of his more famous works are: Rigoletto, La Traviata,
Il TrTratore, Aida, Otello, and the Requiem Mass.
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Owing to Verdi's great musical and financial success, ae traveled

extensively. He also became very involved with the Italian struggle

for independence. He expressed his views in his opera, Un ballo in

maschera, which describes the assassination of the Swedish king,

Gustave III. Certain pressures forced him to transfer the scene of

his opera from Sweden to Massachusetts, with Gustave III becoming

Governor Riccardo of Boston. This episode stirred Verdi's admirers,

who linked his name with that of Victor Emmanuel, the future King of

Italy. The cry "Viva Verdi" became, by using the five letters in

his name as initials, a political slogan: "Viva Vittorio Emanuele

Re D'Italia!"

Verdi's long life remained creatively fruitful. His opera Falstaff

was completed in his 80th year. His woe.s have become standard

repertoire in major and minor opera houses in the world, and his

vocal music has been performed in conce/L consistently.

Incidentally, if Giuseppe Verdi's name were anglicized, it would

sound quite different, since he would be referred to as "Joe Green."
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Readings for Unit VII

Machlis, The Enjoyment of Music
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Themes -- Verdi, Roquiem (for Four Solo Voices and Chorus)

1. Requiem: A B A design. Section B is a fugato.

A a

n ds- yet Apa-mis

2. Eyrie eleison: Fugal treatment; uses augmentation and diminution.
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&gaits themes, continued

3. Dies Irae
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7. Rex Tremendae

Di- es i- Pete

Sal- va me

8. Recordare

Sal-va me
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Requiem themes, continued

11. Lacrymosa ("0, what weeping"), the final section of the Dies irae.

Uses a polyphonic build-up of the flowing melody:

gain/J. IVITW=GWANIIMM111111111111/WAAIM :ThjfIlr,11111Pir MN raw' A/W41 .1111111.1MW711111/11iiiiiMtAW411 71111 =II MN KIM MINNIE LIM I /11 MIN I= .1IrMIN
.1.1_ mirAmismwonwrisarimmommilms.

Closes with a prayer for rest and a sudden modulation for the
final Amen:
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MI WIN= I
NMIIIM MO i I

VAN WI I

Re frui - am

12. Fertorium: Domine Jesu Christe!

7,2e7a

The introductory and closing sections are based on the melody:
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Requiem themes, continued

The central portion of the Fertorium is an A B A design, the A

sections are based on imitative treatment of the two themes:

%MN 41 !lig 11=1 I
A11111 MANI .11,7= FAMIr/SE 1!ASA! PAM- rear imam mos- rimrmil rusrinamil Ilay AM 111111.11. MI:r 'AEI /Am NMI 1

13. Sanctus. A double-fugue -- two choruses

Fugue subject, first chorus:

4
IAMOOMENNEMER1MM 11

OEM AIM I MN 1/7I
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NE NM MN-1/WINI IN NV' IMP
W-111 MIAMI

MANN/
NILO/

Fugue subject, second chorus:
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Unit VIII

BACH AND HANDEL: THE CULMINATION OF THE BAROQUE

Introduction

The first piece studied in the Baroque unit is Handel's Messiah.
It provides a logical connection with the previous unit on choral music
and, in the sequence of this course outlim, is appropriate for the
season when it is studied. It is also a work which many students will
have heard, at least in part, and many school choral libraries will
contain some of the numbers. The Water Music Suite follows -- it pro-
vides excellent examples for the study of binary and ternary forms.
The Bach 'Nighty Fortress" cantata serves as an example of Bach's works
for the Lutheran church. .This particular cantata is chosen because,
again, at least some of the students will be familiar with the Luther
chorale tune. The Toccata and Fuet_ia_mils represents Bach's organ
works, and the Brandenburg Concerto No. 5, which was briefly taught at
the end of Unit VI, may be reviewed and studied in more detail.

Several points of comparison might be emphasized in this unit. The

unique feature of Baroque style should be compared with those of later
periods and many differences can be detected between the styles of Bach
and Handel. Some features of Handel's music, for example, are closer to
the style of Haydn than of Bach.

Many new terms arise in studying Baroque music, such as "concer-
tino," "ripieno," and "tutti" with regard to the concerto grosso, and
"thorough-bass" or "figured bass." These, and others, must be expldined
carefully as they are encountered.

The materials of this unit include lists of Baroque paintings,
sculpture and architecture which, if they are available, might lead to
better understanding of the Baroque musical style. If there are students
in the class who are particularly interested in art, they might be given
the opportunity to preseAt class reports. One or two class periods might
also be set aside for students to make reports on the music of earlier
Baroque composers, such as Corelli, Vivaldi, the Scarlattis, the Couperins,
or Rameau. Reports should be confined, however, to composers whose music
is available to the class. "Dry" reports of biographical facts without
music will probably be meaningless.

Handel's Kessiah

Suggestions for Teaching

No materials have been included for the Messiah. Since many school
choral libraries will include multiple copies of some of the numbers, it
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is suggested that the music be passed out to the class and followed while

listening. If time allows, the entire work might be listened to with

close examination of only those numbers for which the class has music.

Concentration might be placed on texture and melody (locating points of

imitation and sequence) and on the cadences or "points of arrival" for

those numbers. In the pieces for which music is not available the class

can be directed to listen for the same qualities, to distinguish between

"dry" and "accompanied" recitatives. and to listen for the large ABA form

of the da capo arias.

Biographical Sketch

Composer: George Frederic Handel

Dates: 1685-1759

Nationality: English (naturalized)

Family background: Handel was born in Saxony (the southern part of what

is now East Germany). His father was a barber-surgeon by profession,

and the family was of middle-class means. Although the father pro-

vided music lessons for George Frederic, he was opposed to his son's

becoming a professional musician as he regarded it too insecure.

Musical training: At the age of eight Handel began studying music with

Zachau, a church organist. In three years he had learned all that

his teacher could teach of harmony and counterpoint, the organ,

harpsichord, violin, and oboe. At age seventeen Handel entered the

University at Halle for the study of law, as his father had wished.

However, after one year he left the University and went to Hamburg

to pursue his musical leanings. He took a job as a player in the

opera-house orchestra and worked diligently to complete his musical

education. From 1706 to 1710 he travelled about Italy and thoroughly

familiarized himself with that national style.

Friends and associates: As a young man Handel became acquainted with the

most important Italian musicians of the time; their influence can be

detected in his music. His first employer, the Elector Georg of

Hanover, was later to become King George I of England. In London

Handel enjoyed the patronage of the royal family and other influen-

tial persons.

General remarks on life and works: Handel was one of the best-known

musicians of his day. His operas were extremely popular in England;

and when audiences began to turn away from the serious Italian-style

opera, Handel seized upon the idea of the oratorio. The Biblical

subjects with English texts, chorus and soloists, and without staging,

had greater appeal for the growing middle-class public. In all,
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Handel wrote twenty-six oratorios; they are probably his best-known

works. He wrote at least forty operas, but they were rarely performed

outside London.

Handel became a British subject in 1726, and he must be regarded as

an English composer since his entire adult life was spent in England

and all of his important works were written there. The esteem in
which he was held is indicated by the fact that he was buried in

Westminster Abbey with public honors.

Handel was a direct, honest sort of man with a commanding personality.
He was a promoter and an opportunist, characterized by some as a
glutton and a tyrant and by others as a generous, honorable man with
a sense of humor and a fundamental piety.

Besides the operas and oratorios Handel wrote much other vocal music,

both sacred and secular. His instrumental works are less numerous;
but he was a great improvisor at the keyboard, and many of those
pieces were simply never written down. His twelve Concerti Grassi,

Op. 6, are considered, along with Bach's Brandenburg Concerti, to be

the finest exampleq of that Baroque form.

Handel's Water Music Suite

Guide to the Materials

In beginning the study of the Water Music some time should be devoted

to the Baroque suite as a general type, noting features that the pieces of

a given suite hold in common as well as those that contrast. It should be

pointed out also that the liater Music Suite is 1.1t entirely typical of the

German keyboard suite type.

Two items included in the materials for the Udter Music are a
thematic index of the complete twenty-movement sliite and an outline of
the forms and key relationships of the twelve mivements of a shorter

recorded version. The shorter version might be used for class study,
reserving the complete version for laboratory listening (if a recording is

available in the school library).

The laboratory tape is coordinated with the formal outline. Some

teachers may want to begin class study before placing the formal outline

in students' hands. Movements 5-12 of the shorter version provide excel-
lent practice in recognizing simple forms. After doing one or two as a
class, individuals might be asked to note the forms of others as a graded

exercise in class. After the papers are corrected students can check
their own work against the formal outline while listening to the laboratory

tape.
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4. Structurally, the third movement begins with the introductory

"Alleluia" and the first sentence of Psalm 150 [Tape and Tr. 1].
The main body of the mavement begins with an orchestral interlude
[Tape and Tr. 21, which reaches a climax of its own before the
voices enter [Tape and Tr. 31. The voices enter with the next
psalm sentence [Tape and Tr. 4], then repeat that sentence to the
eighth-note rhythm (with alternately placed accents) from the
opening of this section [Tape and Tr. 5 and 6]. Following the
third psalm sentence, the movement is interrupted by a brief
"Alleluia" (like the opening of the movement).

Next comes a free recapitulation and development of the orchestral
interlude that opened the main body of the movement [Tape and Tr. 7].
The chorus is added, but the psalm text does not proceed; the text
here is "Laudate Dominum, laudate Eum." The climax to this section
[Tape and Tr. 71 is like the previous one (heard in Tape 3), but it
is a step higher.

The next section is a fugato in D major [Tape and Tr. 9] to the text
of the fourth psalm sentence. (Stravinsky, incidentally, omitted
the "praise Him with the psaltery and the harp" phrase of the third
sentence.) Some writers believe this to be the beginning of the
coda -- others believe the coda to begin with the following section;
that section treats the fifth and sixth psalm sentences in an Eb
major tonality [Tape and Tr. 101. The movement of the ostinato
fourths in the piano and harp under the persistent repetition of the
voices produces an effect of permanence and of timelessness. The
movement ends as it began, with the "Alleluia, laudate Dominum."

5. This music will reluire several listenings -- it would be ideal for
the class to hear the movement at the end of one class session, then
again4at the beginning of another before beginning the detailed
study. Among the points for discussion are the following:

a. What are the outstanding features (including rhythm drive,
clarity, contrast)?

b. How does this differ from the neo-Classicism of Prokofiev?

c. How would you compare this music with that you nave heard of
Mahler and Debussy in:

(1) harmony (not chromatic)
(2) melody (more fragmentary)
(3) texture (highly linear)
(4) timbre (stark, dry in comparison)

d. In what ways doe this react against Romanticism?

e. Consider the relationship of text to music.

f. Does this music, written in 1930, reflect any cf the
"primitivism" of such wurks as the Rites of Spring, written
nearly twenty years earlter? If so, how?
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Score Tape

No. Ex.No.

Contents of the Classroom Tape

1 Opening [Tr. 11

3 2 Beginning of main body of movement [Tr. 2; note eighth-

note rhythm, base line, and interlocking thirds in

measures 7-8]

5 3 Building to climax of orchestral interlude [Tr. 31

4 Voice entries, shift to duple (from quadruple) meter in

same tempo [Tr. 4]. Note polyphonic texture in voices.

8 5 Voices on eighth-note rhythm (from opening of main body,

with alternate accents) [Tr. 5]

9 6 Voices continue with second psalm sentence [Tr. 6]. Note

eighth-note accompaniment, woodwinds with scale passages,

brasses with repeated eighths -- parts later exchange.

13 7 Recapitulation and development of orchestral interlude

material (following "Alleluia" which divides movement).

[Tr. 71. Note whole-tone ascending scale in trombone.

18 8 Climax of recapitulation, like original but one step

higher [Tr. 81

20 9 Fugato in D major, text from fourth psalm sentence [Tr. 91

10 Coda, text from fifth psalm sentence, Eb major tonality

over ostinato fourths in pianos and harp [Tr. 101



Text and Translation
Stravinsky, Symphony of Psalms

I. Psalmus 38 (Vulgate)
Verses 13-14

Exaudi orationem mean, Domine,
et depreciationem meam:
auribus percipe lacrymas
meas.

Ne sileas, quoniam advena ego
apud te, et peregrinus,
sicut omnes patres mei.

Remitte mihi,
ut refrigerer priusque
abeam, et amplius non ero.

II. Psalmus 39 (Vulgate)
Verses 2-4

Expectans expectavi Dominum,
et intendit mihi,

Et exaudivit preces meas;
et eduxit me do lacu
miseriae, et de luto
faecas.

Et statuit supra petram pedes
meos; et direxit gressus
meos.

Et immisit in os meum canticum
novum, carmen Deo nostro.

Videbunt multi et timebunt:
et sperabunt in Domino.

III. PsaImus 150 (Vulgate)

Alleluia.
Laudate Dominum in sanctis ejus:

laudate Eum in firmamento
virtutis ejus.

Laudate Kum in virtutibus ejus:
laudate Eum secundum multi-
tudinem magnitudinis ejus.

Laueate Eum in sono tubae:
laudate Eum in psalterio et
cithara.
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I. Psalm 39 (King James Version)
Verses 12-13

Hear my prayer, 0 Lord,
and give ear unto my cry;
hold not Thy peace at my
tears.

For I am a stranger with Thee,
and a sojourner, as all
my fathers were.

0 spare me,
that I may recover strength,
before I go hence, and be
no more.

II. Psalm 40 (King James Version)
Verses 1-3

I waited patiently for the Lord;
and he inclined to me,
and heard my cry.

He brought me up also out of
an horrible pit, out of
the miry clay, and set
my feet upon a rock, and
established my goings.

And he hath put a new song in
ny mouth, even praise unto
our God; and many shall set
it, and fear, and shall
trust in the Lord.

III. Psalm 150 (King James Version)

Praise ye the Lord.
Ptaise God in His Sanctuary:

praise Him in the firmament
of His power.

Praise Him for His mighty acts:
praise Him according to
His excellent greatness.

Praise Him with the sound of
the trumpet: praise Him
with the psaltery and the
harp.



Laudate Eum in tympano et choro:
laudate Eum in chordis et
organo.

Laudate Eum in cymbalis bene
sonantibus:
laudate Eum in cymbalis
jubilationibus.

Omnis spiritus laudet Dominum.
Alleluia.
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Praise Him with the timbrel and
dance: praise Him with stringed
instruments and organs.

Praise Him upon the loud cymbals.
praise Him upon the high
sounding cymbals.

Let everything that hath breath
praise the Lord.

Praise ye the Lord.

Biographical Sketch

Composer: Igor Stravinsky

Dates: 1882 -

Nationality: Russian, but most of his adult life has been spent in

America.

Family background: His father was a famous bass with the St. Petersburg

opera. The elder Stravinsky enjoyed an artistic reputation both as

a singer and as an actor in that opera company.

Musical training: Although Igor became well-acquainted with the works
of the Russian masters at an early age, thanks to his father's pro-

fession, his parents had no desire for him to become a professional

musician. As a result, he studied law at the University until he

was 23. One of his best friends in college was Vladimir, youngest

son of Rimsky-Iorsakov. Rimsky-Rorsakov was probably the one most

responsible for Stravinsky's development as a composer. He greatly

influenced his early musical formation and helped him develop a

sound understanding of technique.

Comments on Life and works: Two contacts were of especial importance in

shaping Igor Stravinsky's career. The first was the above-mentioned

relationship with the fine composer and teacher, Rimsky-Rorsakov;

the second was his early association with Diaghilev, the great

impressario of the Russian ballet.

Stravinsky was already famous by the age of 28, having been recog-

nized as a composer of genius following Diaghilev's production of

his first stage work, the Firebird Ballet, in Paris in 1910.

Stravinsky's works show practically every significant new musical
tendency of the first half of the twentieth century. His style of

writing has undergone several transformations. The style of several

of his early works, such as The Rite of Spring (the first performance

of which provoked a riot in Paris) is referred to as Primitivism.

Primitivism is characterized by prominent irregular rhythms and
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unusual orchestral effects and chordal. combinations. Verism (truth),

is ancther term describing many of the early works (such as the

circus scenes of Petrushka), which strive to create sounds of real

life. After The Rite of Spring his style changed, and most of the

compositions written between 1913 and 1923 use small combinations of

instruments rather than a large orchestra. Many of his compositions

reflect his avid interest in jazz. Most of his works composed

between 1920 and 1950, however, are written in a neo-Classical style,

that is, they adhere to Classical principles of form, balance and

lack of sentimentality while employing a contrapuntal texture, an

economy of material, and harmonies which are usually organized around

tonal centers.

In the 1950's Stravinsky began to use the twelve-tone technique, a

style against which he had earlier spoken. Igor Stravinsky has

composed horal music, opera, ballet, songs, orchestral music, and

many pieces for unusual combinations of instruments. He is undoubtedly

one of the greatest forces influencing musical style in our century.
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Readings for Unit XIII

Machlis, The Enjoyment of Music Regular Edition Shorter Edition

Neo-Classicism 519-521
Prokofiev 588-589
Stravinsky 542-552

357-358

372-380

Bernstein, An Introduction to Music Second Edition

Neo-Classicism
Stravinsky

Hansen, An Introduction to Twentieth Century Music

428-429
421-424

Prokofiev 268-278
Stravinsky 151-174

Symphony of Psalms 163-167
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Unit XIV

THE INFLUENCE OF FOLK MUSIC

Introduction

Bela Bartok's Concerto for Orchestra is the only work included for

study in this unit; it should perhaps first be pointed out to students

that the piece is neither a concerto according to the usual definition

of the word, nor is it based on actual folk tunes. Bart& labelled the

piece a concerto because of its "tendency to treat the single orchestral

instruments in a concertant or soloistic manner."* The composer, a

native of Hungary, was an ardent collector of the folk songs of his home-

land, and while the melodies of the Concerto are not known to be authentic

folk tunes, they are certainly folksong-like in character.

For a formal guide to this piece (and many others also), the teacher

is referred to Moore and Heger's The Symphony and the Symphonic Poem.**

Bela Bart&

Guide to the Materials

1. Materials for the study of the Bart& Concerto include taped thema-

tic excerpts from the first and fourth movements, transparencies of

themes to accompany the tape, and a transparency of the basic formal

structure for each of the five movements. Themes and their develop-

ment are easily recognized in this music; no laboratory tape is

included.

2. The Concerto's first movement is a sonata-movement design with a

long introduction; the introduction itself contains two important

themes (both of which are alluded to in the third movement). The

exposition is approached by a steadily accelerating figure that

not only anticipates the main theme, but also makes the transition

* Irving Kolodin, Record jacket notes for Barta, Concerto for

Orchestra, recorded by the Chicago Symphony Orchestra, Fritz Reiner,

conductor (RCA Victor LM-1934, 1956).

** Earl V. Moore and Theodore E. Heger, The Symphony and the Symphonic

Poem: Analytical and Descriptive Charts of the Standard Symphonic Reper-

tory, 4th rev. ed. (Ann Arbor, Mich.: Ulrich's Books, 1962).
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from 3/4 to 3/8 (in one). The main theme is in a shifting 3/8-2/8

meter -- the second three measures are a free iniersion of the first

three. The fir't theme area might actually be divided into three

distinct melodies; all are treated in the development (the second

of these modulates from F minor, through Eb and Gb, to Db major for

the third). The second theme, labelled B, is in the key of B major,

a tri-tone away from the F minor tonic key of the movement.

The main theme, Al, is developed first, then the A2 theme is heard

in expanded intervals in the clarinet, followed later by a rather

extensive development of the A3 (trombone) theme. The second theme,

B, is recapitulated first, then Al and finally A3.

3. The second movement, labelled by Bart& Giuocco delle Coppie, or

"Game of Pairs," is an ABA design. The pairs of instruments each

enter with their own theme at different parallel intervals: bassoons

in sixths, oboes in thirds, clarinets in minor sevenths, flutes in

fifths, and muted trumpets in major seconds. After the chorale-like

B section, the pairs return with variants or fragments of the A-

section themes.

4. The third movement, labelled lElegy," takes its thematic material

from the introduction to the first movement. The structure is ABA

with an introduction and coda.

The fourth movement is an "Interrupted Intermezzo." It is a free

rondo design (ABACBA), the A and B sections of which are light,

changing-meter tunes. The "interruption" (the C section) contains

a quotation from the first movement of the Shostakovitch Seventh

Symphony, which, according to one writer, Bart& heard broadcast

while working on the Concerto.*

6. The finale of the Concerto for Orchestra is a large sonata-movement

form that displays a masterful thematic treatment; it is also a

difficult movement to perform. Bartók described the mood of the

Concerto, "apart from the jesting second movement" as "a gradual

transition from the sternness of the first movement and the lugu-

brious death-song of the third, to the life-assertion of the last
n* This .1.3 a point for discussion. There is definitely a

vitality and spirit of triumph in the finale -- what elements in

the music create this mood? Another discussion point of the same

nature might be the mood of the third movement, which Bart&

referred to as a "lugubrious death-song" -- not all listeners will

interpret this movement to be that mournful.

7. In discussing the folksong-like character of BartOk's melodies in

the Concerto it might be helpful to demonstrate from the easier

volumes of the composer's Mikrokosmos, or any of the elementary

piano music. The flavor and character of that music will be

easily grasped and related to the Concerto.

* Kolodin, Record jacket notes (RCA Victor LM-1934).
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8. The transparencies for the first and fourth movement themes are

coordinated with the classroom tape.

Contents of the Classroom Tape

Meas. Tape
No.2. Ex.No.

1

30

35

39

51

63

76

95

134

155

5

21

43

77

Introduction

1]

1

2

3

4

5

6

Theme 1 (built on fourths) [Tr. 1]

Theme 2 (flute) [Tr. 1]

Theme la (cellos and basses) [Tr. 1]

Theme 2 (three trumpets)

Theme 2a, with la [Tr. 1]

Cello and bass figure anticipates main theme (A1)(Tr.

Exposition

7

8

9

10

Main theme (A1) [Tr. 2]

Theme A
2

[Tr. 2]

Theme A3
[Tr. 2]

Theme B [Tr. 3]

4th Movement

1

2

3

4

Theme A [Tr. 41

Theme A, inverted [Tr. 41

Theme B [Tr. 5]

Theme C [Tr. 5]

Biographical Sketch

Composer: Bela Bartok

Dates: 1881-1945

Nationality: Hungarian

Family background: Barta's mother, widow of a director of an agricul-

tural school, became a school teacher after the death of her

,
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husband. She was her son's first teacher of piano and composi-
tion.

Musical training: Bartok was accepted at the Royal Conservatory in
Budapest in 1899, where he studied piano with Koessler. He was
appointed an instructor in 1907.

General remarks on life and works: Bart& was known during his lifetime
mainly a brilliant concert pianist. Extensive recognition of
his comvositional genius was, as unfortunately is too often the
case, nc: forthcoming until after his death. Bart& began his
famous collection of Hungarian folk songs in 1904, a life-long
pursuit that strongly influenced his compositions. Most of his
income was derived from concert tours. At his appearances he
played primarily his own music; occasionally he also played two-
piano duets with his second wife, Ditta Pasztory.

Bartók was compelled to leave his beloved Hungary in 1940 due to
his outspoken hatred of Nazism. He remained in the United States
until his death in 1945.

Although BartOk's early works show some influence of French
impressionism, his profound interest in primitive rhythms and folk
melodies soon affected his style. His music never completely
abandons tonality nor utilizes the dodecaphonic or serial twelve-
tone system; nevertheless, discordant harmonic combinations, and
modern polytonal devices are much in evidence and characterize a
large part of his later compositions.
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Unit XV

SERIAL TECHNIQUE AND EXPRESSIONISM

Introduction

Unit XV deals with both the serial technique of composition and

with the 20th-century school of thought labelled expressionism. Mich,

but certainly not all, expressionistic music is serially composed, and

of course, not all serial music falls into the expresvionistic category.

The first piece for study in this unit is the Webern Symphony, Op. 21,

an excellent example of the twelve-tone technique. It is, however, very

controlled in nature, and is not regarded as an expressionistic piece.

Webern might be considered the "Classicist" of the twelve-tone school;

he adheres strictly to the compositional rules of that school. The

Symphony, Op. 21, is a perfect example that might be regarded as a

culmination of a technique. The Schoenberg Serenade, Op. 24, is expres-

sionistic music that, in a sense, represents a development toward the

ultimate perfection exemplified by the Webern piece. Alban Berg's Violin

Concerto might be considered an intermediate link between tonal and twelve-

tone music. Students should understand, in studying this unit, that

Schoenberg was the teacher and Berg and Webern the prize pupils of this

school of musical thought.

The materials for Unit XV include a page of explanations for the

term "expressionism." Students' understanding of the term will be

greatly enhanced by viewing characteristic slides of paintings in the

expressionistic idiom. A discussion of the contrasts between impressionism

and expressionism in the arts will perhaps aid in the understanding of

both schools of thought.

In beginning the unit, the twelve-tone technique of composition

should be covered rather thoroughly. An exercise in writing out forms

of a row or segments of rows will be very helpful. The Hansen book

provides an excellent aid to both student and teacher.*

Guide to the Materials

1. The study of Webern's Symphony,Op. 21,follows logically the study of

twelve-tone technique. Students should understand the importance of

the use oi canon in this music. (rhey should also understand that

tones of the row can appear in any octave, referred to as octave dis-

placement, and that they can appear vertically, as chords.)

* Peter Hansen, An Introduction to Twentieth Century Music, pp. 179-

183.
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2. Webern's row for the symphony is presented on a transparency [Tr. 1].

As a class exercise, students might participate in writing out the

inversion of the row. As a group, they might also transpose the row

to help them understand that it may begin on any of the twelve

semi-tones, and that a row is a sequence of intervals, not of

specific pitches.

3. A second transparency presents a piano reduction of two excerpts

froa the score. The first movement is a binary form -- the excerpts

are the beginnings of each part of the binary. The entire movement

is a double canon; voices one and three begin, in canon with each

other, with the original version of the row. Voices two and four

enter, in canon with each other, using the inversion of the row.

Voices one and three are in canon throughout the movement, as are

two and four, although the forms of the row change.

4. Another important feature of this movement that should be noted is

that at a certain point (measures 34-35-36) it becomes an exact

retrogression of the row forms as they have proceeded to that point.

The teacher may want to explain the use of overlapping; for example,

tones 11 and 12 of Webern's row for this piece are often used to

double as tones 1 and 2 for the retrograde inversion form of the row.

5. A pertinent point for discussion in studying this piece is the overall

contour. It is important that students be guided to listen for the

building and relaxation of tensions. They will find that the movement

progresses to a peak, brought about by shortened note values

(increased movement) and by expanded range.

6. Helpful guides to this work may be found in Hansen's Introduction to

Twentieth Century Music, pp. 215-217; and in Machlis' Introduction to

Contemporary Music (New York: W. W. Norton, 1961), pp. 391-397.

7. The Webern tape may be used both in the classroom and in the labora-

tory. It contains two excerpts from the first movement (coordinated

with the transparency).

Biographical Sketch

Composer: Anton Webern

Dates: 1883-1945

Nationality: Austrian

Family background: Webern's father was a mining engineer. Anton was born

in Vienna and lived his childhood years there and in the mountain

communities where his father obtained work.

M4sical training: Webern entered the University of Vienna in 1902 and

studied with the famous musicologist, Guido Adler. He began his

study with Schoenberg in 1904; he, in fact, was Schoenberg's first
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pupil. Schoenberg had a great influence on Webern's development as

a composer, and vice versa. Webern received a Ph.D. degree from the

University of Vienna in 1906.

General remarks on life and works: Webern married in 1911 and began a

career as a conductor. Released from the army in 1915 because of

weak eyes, he settled in a Viennese suburb where he earned a rather

meager living as a composer and composition teacher. Some addi-

tional income was obtained by conducting an amateur chorus and an

orchestra. Webern's music was banned in Germany during the second

world war, and his lectures were also prohibited as "cultural Bolshev-

ism." Toward the end of the war he and his family moved to the

country near Salzburg; there he was accidentally shot by one of the

occupying troops when he violated a curfew, the existence of which

he was quite unaware.

Webern's music is extremely avant garde in style. He extended

Schoenberg's tone-row
principles, wherein no tone may be repeated

until all tones of the row have been produced, to tone colors. If

rigidly imposed, this would mean that no two successive notes of a

melody could be played by the same instrument, nor could any instru-

ment be re-used until all others had each played a note of the melody.

Webern's compositions are very brief (the longest lasts ten minutes).

He is very economical in the amount material used, frequently

building a composition upon the relationship between a few intervals.

In spite of the fact that his total musical output (31 compositions)

can be played in less than three hours, Weber's impact on contempor-

ary compositions has been great.
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Schoenberg

Guide to the Materials

1. Arnold Schoenberg's Serenade Op. 24, should be studied as an

expressionistic piece. In order to do this, it should be preceded

by a discussion of the term and the general artistic school of

thought. Slides of the paintings of such artists as Picasso (1925

period), Kandinsky, Feininger and Klee might be viewed to aid in

this discussion.

2. Although Schoenberg had experimented with serial technique prior to

writing the Opus 24, only one of these seven movements utilizes the

serial technique -- that is the third movement. However, all seven

movements do represent his trend to escape from tonality.

3. The first movement, IHarsch," is a three-section form. A guide to

the movement may be found in the laboratory tape. The entire move-

ment is constructed around two basic themes, with a vamp that is also

important. The primary and secondary themes are presented on Trans-

parency 1.. (It is important to note that the secondary theme is

stated first.) Although the movement is written in march time, the

phrasing of the primary theme is in groups of five. The development

of the final four notes of the primary theme is important also.

4. The thlrd movement, "Variationen," as previously stated, is the only

one of the seven in which Schoenberg employed serial technique. It

is not, however, built on a twelve-tone row, but on a fourteen-note

row that omits B natural and, of course, repeats several tones. The

theme is a statement, by a solo clarinet, of the fourteen-note

original row, followed by the retrograde form (note 14 being over-

lapped). The retrograde is of the tones only, not of the rhythm.

The theme is presented on Transparency 2. Ftirther explanation of

the movement may be found on the laboratory tape. The classroom

tape contains each of the five variations, in addition to the theme.

5. The sixth movement is the "Lied (ohne Worte)" --"Soag without words."

A. violin solo comprises the first two-thirds of the movement, followed

by the theme in the cello, with the violin and other instruments

playing an obbligato effect. Further explanation of this movement

may also be found on the laboratory tape. The overall contour of

this movement is a pertinent point for discussion.

Contents of the Classroom Tape

Tape
Ex. No.

1st Movement, qtarsch"

1 Secondary theme [Tr. 11

2 Primary theme [Tr. 1]



3 4 5

Tape
Ex. No.

3 "Marsch" movement

3rd Movement: "Variationen"

4 Theme, solo clarinet; 1st variation, inversion in cello and

clarinet [Tr. 21

5 2nd variation, clarinet in canon with bass clarinet

6 3rd variation, theme in clarinet, then bass clarinet, clarinet,

bass clarinet, clarinet, cello, guitar

7 4th variation, clarinet in canon with cello

8 5th variation, theme in cello, then violin, viola, cello,

violin, viola, cello, viola, bass clarinet

9 "Variationen" movement

10 6th movement, "Lied (ohne Worte)" [Tr. 21

Biographical Sketch

Composer: Arnold Schoenberg

Dates: 1874-1951

Nationality: Austrian

Mhsical training: Schoenberg began to study violin at the age of eight

and, at the same time, began composing violin duets. Schoenberg had

little formal compositional training, although he learned some theory

from Adler and had some lessons in counterpoint from Zemlinsky.

Friends and associates: Schoenberg's father died while he was quite

young, and he was left in rather meager circumstances. For some time

he earned his living working in a band. His interest in music was

encouraged and nourished by three young friends of his own age --

Oscar Adler, David Boch, and Alexander von Zemlinsky. In 1901

Schoenberg married Zemlinsky's sister Mathilde. Mathilde died in

1923, and shortly thereafter Schoenberg married the sister of the

well-known violinist, Rudolph Kolisch. Schoenberg's disciples esteemed

him with an awe almost approaching religious fervor. His famous pupils,

Alban Berg and Anton Webern, were probably the two friends whose style

was most influenced by Schoenberg's principles.
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General remarks on life and works: Shortly after his marriage in 1901

Schoenberg moved to Berlin, where he obtained a position as conductor

of the Buntes theater. He returned to Vienna in 1903 and began his

teaching career. His compositions were received with great turbu-

lence, several premiere performances setting off hostile demonstrations.

His first completely atonal compositions were written in 1908.

Schoenberg left Germany for Paris in 1933 and shortly thereafter moved

to the United States. At this time he also returned to the Jewish

faith which he had temporarily rescinded in 1921. He taught for a

short time in Boston and New York and finally became a professor at the

University of Southern California. He became an American citizen in

1940. Schoenberg had always been superstitious about the number "13,"

and as if to establish the veracity of this belief, he died at 13

minutes before midnight on Friday the 13th, July, 1951.

Schoenberg's compositional style varied through several periods. His

early works employed much chromaticism; later works were expressionis-

tic and atonal. The twelve-tone system, Schoenberg's most significant

contribution to compositional technique, was developed shortly after

the first world war. This system has had a tremendous impact on tech-

niques of compositions which have evolved in the 40 years since its

first development. The principles of twelve-tone composition were

developed gradually through several compositions. As is usually the

case in theoretical development, the "rules" were extracted from compo-

sitions already written, rather than the guidelines being arbitrarily

chosen and the ensuing compositions being rigidly guided thereby.
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Alban Berg

Guide to the Materials

1. Berg's Violin Concerto is the last work that he wrote. It was

written in memory of Anna Mahler's daughter, Manon, a close friend
of Berg's, who died at the young age of 18.

2. Only the first movement of the concerto is treated thoroughly in

these materials. The quotation from Bach's chorale, "Es ist genug,"

from the second movement is treated, however. The concerto is a

two-movement work, but each of the two is divided into two distinct

sections, so that some may prefer to call it a four-movement work,

the first and second and the third and fourth movements of which are

continuous.

3. Each half of the first movement is a highly symmetrical form. The

first section form is: Intro-ABCCBA-Coda. The themes are presented

on a transparency and some explanation is included on the laboratory

tape. The introductory arpeggio is stated on the open strings of the

violin, symbolizing purity; this is known as the "Manon motto." It

returns in the coda, balancing the movement. The tone row (theme A

on the transparency) is an interesting one that illustrates Berg's

position as an intermediate between tonality and the twelve-tone

school. It is built on (with tones overlapping) a G minor triad,

D major triad, A, minor triad, and E major triad, with the final four

notes being whole-tone intervals. The classroom tape includes the

themes as they are presented on the transparency.

4. The second section of the first movement is a symmetrical ABCBA-Coda

design. A guide to the character of the thematic material may be

found in Machlis' Introduction to Contemporary Music, pages 379-382.

The Carinthian folk melody that Berg introduces near the end of the

movement is not sounded in the solo violin, but plays an important

part both here and in the second movement.

5. The "Es ist genug" chorale melody is presented on a separate sheet

for the class. The chorale melody in the solo violin begins the

cecond section of the second movement; it appears immediately after

the climax of death that ends the first section. Berg treats the

first phrase of the melody in his own style, followed by a treatment

in the style of Bach; he alternates the phrases in that manner, then

develops the rest of the movement using the chorale tune as a

cantus firmus.

6. Besides the Machlis guide to this work, previously mentioned, Peter

Hansen also provides specific notes in An Introduction to Twentieth

Century Mimic, pages 206-208.
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Es ist genug Chorale Melody

(Berg, Violin Concerto, Second Section, Second Movement)
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7. Discussion about the Berg piece might include attention to the

"Romantic" characteristics of this music as compared to that of

Schoenberg, the original experimenter, and Webern, the "Classicist."

Biographical Sketch

Composer: Alban Berg

Dates: 1885-1935

Nationality: Austrian

Family background: Berg came from an upper middle-class Viennese family;

his musical talent, already apparent as a boy, was nurtured in a

beneficial cultural atmosphere.

MUsical training: Berg had written a great number of songs and duets

before he was fifteen and without having had any formal music

instruction. Some seventy of these compositions were found after

his death. The most significant factor in Berg's musical career was

the influence of Arnold Schoenberg, whom he met in 1904. He under-

took a rigorous course of study under Schoenberg's tutelage and

between 1904 and 1910 he thoroughly mastered the principles of

harmony, counterpoint, analysis, orchestration, form, and composition.

Friends and associates: Kindness and a keen sense of humor were two of

the characteristics that helped Berg gain a wide circle of friends.

He married Helene Nakowski in 1911 and their marriage was unusually

happy and serene. He was not only an excellent teacher but a devoted

friend to his pupils, and he took a deep interest in both their

personal and artistic welfare.

General remarks on life and works: Berg's approach to music underwent a

real transformation during his period of study with Schoenberg.

From a dreamy and sensitive boy, he developed into a mature, deeply

serious and very thorough artist. His compositions are somewhat

eclectic in nature and show excellent mastery of many styles and

compositional techniques. Much of his music shows a tendency to

build up dramatic climaxes and contrasts in a manner characteristic

of his artistic personality. Berg's most famous composition, the

opera Wozzeck, employs tonal writing, serial technique, polytonality,

forms such as suite, rhapsody, march, passacaglia, rondo, and even

symphonic form; yet through the use of leitmotive (leading motives)

and appropriate representation of the drama, he achieves a dranatic

unftSF and vividness rarely approached in the annals of artistic

opera composition.

In addition to his musical ability, Berg was a brilliant writer and

wrote numerous essays which give ample evidence of his literary wit

and talent. Most of his writings were devoted to an explanation

and defense of the works of Arnold Schoenberg.
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Although never conceited, Berg enjoyed recognition, and his inter-
national success was probably appreciated even more in as much as
no official honor or recognition was ever bestowed upon him by his
own country.
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Expressionism: Its Meaning

(Taken from: Willi Apel, Harvard Dictionary of Music (Cambridge,Mass:
Harvard University Press, 1955), pp. 253-254).

(1) A term widely used in the early 20th century to denote certain
radical trends of modern music, particularly Austrian and German

(2) Term borrowed from school of painting (Picasso, Kandinsky, Feininger,
Klee) representing a reaction against the impressionistic school
(Degas, Renoir, Monet, Manet)

(3) Use of "ex" instead of "im" indicates complete reversal of thought,
i.e., the change from "impressions gained from the outer world" to
nexpression of the inner self (subconscious self)"

(4) Replaces highly refined naturalism and color technique by abstract
and strangely distorted forms, combined in utter disregard of
traditional principles

(5) Around 1910, parallel change took place in music; led from sensuous
program music and coloristic effects of Debussy to abstract types
of music, in which distorted melodies, discordant harmonies, and
disintegrated lines were used in utter disregard of all traditional
principles of music art
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(6) Term "expressionism" used to distinguish the new ideas and to demon-

strate antagonism against the musical impressionism and romanticism

(7) Main representatives of ellpressionistic school are: Arnold Schoen-

berg, Anton Webern, Alban Berg, and Ernst Krenek

(8) Soon after 1925 other tendencies began repiacing expressionism as

a school; the devices,characteristics, and idiomatic expressions

continue to strongly influence contemporary musical thought

(9) Term "expressionistic" music is actually no more expressive than

the other forms; term must stand in the same relation with music as

II emotion" to "psycho-analytical complex"

Readings for Unit XV

Machlis, The Enjoyment of Milsic Regular Edition Shorter Edition

The New Music 514-523 352-359

New Concepts of Tonality 523-542 368-371

Arnold Schoenberg 552-563 380-386

Alban Berg 578-585

Hansen, An Introduction to Twentieth Century Music

Expressionism 53- 74

Schoenberg 175-196

Twelve-tone Music 177-183

Berg and Webern 197-219

Berg, Violin Concerto 206-208

Webern, Symphony Op. 21 215-217
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Tone-Row Exercises

Write the inversion, the retrograde, and the retrograde inversion

forms of the following raw segments:

0 o

° 1



Tone-row exercises, continued
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Unit XVI

NEW DIRECTIONS

Introduction

Unit XVI explores two pieces of electronic music, by Edgar Varese
and Karlheinz Stockhausen. As an introduction to electronic music, the
complexities and difficulties for performance of new music might be
considered. The concept of "total control" or "total serialization"
might be discussed. Hansen presents the series of articulations and
dynamics as used by Boulez in his Second Piano Sonata, as well as a
duration series (see Peter Hansen, An Introduction to Twentieth Century
Music, page 349). These might be shown to a class as a means of demon-
strating the nearly impossible demands made on the performer of such
music. This provides at least one explanation for the advent of
electronically-produced music.

The two pieces selected for study in this unit were chosen for their
accessibility to the listener. No tapes or transparencies are included,
but at least one recording, in addition to the pieces studied, will pro-
vide interesting and instructional outside listening -- it is from the
RCA Synthesizer in the Columbia-Ptinceton Electronio Studio.*

The success of the unit will largely depend upon the teacher's own
attitude toward this music. If the teacher is skeptical about the quality
and value of electronic music, students cannot be expected to listen with
an open mind. Nhny students will first regard this music as novel and
will be attracted to it for that reason. However, in successive listen-
ings they should be directed to listen for structural elements as they
would in listening to any other music.

Suggestions for Teaching

1. A distinction should first be made between electronic instruments
such as the electronic organs and pianos that students will be
familiar with, and music that is produced by electronic devices,
recorded and manipulated on magnetic tape, and heard through loud-
speakers. The distinction between electronic music and computer
music, which is created by programming a computer, should also be
made.

2. The possibilities of electronic music should be discussed. They

include:

* Columbia-Princeton Electronic Music Center (Columbia MS-6566).
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a. No limitation to the 88 semi-tones of the piano keyboard --

intervals much smaller than the half-step can be produced,
as can a much wider total range

b. Dynamic level can be greatly expanded and better controlled

c. Duration (rhythmic) and timbre possibilities are also
unrestricted

3. Sources and treatment of sound in electronic music include:*

a. Synthesized sound (from electronic sources)

(1) sine-wave generator (pure sound, no harmonics)
(2) multi-vibrator or square-wave generator (produces a

"buzzy" sound)

(3) white-noise generator (includes all frequencies, produces
a sort of hissing sound)

(4) instruments of special design, played conventionally or
with mechanical processes

b. Musique concrete (source: any sound picked up by a microphone).
Treatment includes:

(1) removal of attack (by cutting tape at an angle)
(2) re-recording at different speeds
(3) removal of "decay" part of sound (also by cutting tape)
(4) reversal of tape
(5) inter-modulation and modulation of different sounds
(6) artificial echo

c. Magnetic tape manipulation -- normal recording process, monaural
or stereo (two or more channels). Treatment includes:

(1) same as above
(2) feedback and reverberation (echoes) by use of one or more

playback heads. Diminishing echo, echo building up to
crescendo, pre-echo

(3) multiple recording and mixing of sounds from several tapes,
etc.

4. A standard work could be produced on tape by recording the sounds of
each of the instruments, then mixing them, etc., but it would be a
very complex process.

5. Material on the record jackets will provide information about Varese's
Poame glectronique and Stockhausen's Gesang der Anglinge. For the
latter, students might be assigned to read the first three chapters

* F. C. Judd, Electronic Music and Misique Concrete (London: Neville
Spearman, 1961), pp. 77-78.
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of the book of Daniel in The Bible, since that is where the work

derives its title.

Biographical Sketch

Karlheinz Stockhausen
August 22, 1928 -

A pioneer in the field of electronic music, Stockhausen was born

near Cologne, Germany, and has spent most of his life in that city. He

studied piano, oboe and violin in school, and during high school and

college earned money as a dance pianist and operetta conductor. He also

worked as a jazz pianist and accompanist for a traveling magician.

Stockhausen's interest in electronic music was motivated by two primary

factors: one, a desire to have complete control of the organization of

all aspects of sound; and two, an interest in regulating tone color

through acoustical manipulations. Amply supported financially through

radio and teaching positions, Stockhausen has created many novel and

interesting compositions, the value of which will be determined by the

test of time. He puts theory before practice, devising a new system or

framework of limitations for each new composition. Stockhausen has

already made quite an impact on current trenth and ideas in contemporary

composition.

Edgar Varese
December 22, 1885 - November 7, 1965

Varèse was born in Paris, but resided in the United States after

1916. His early education concentrated on science and mathematics.

Contrary to the wishes of his father, he left home in 1904 and devoted

himself to studying music with Vincent d'Indy and Albert Roussel at the

Schola Cantorum in Paris. His early instrumental works, most of which

have either been lost or destroyed, were Romantic and impressionistic in

style, as were his operas. From 1914, Varese largely discarded traditional

aspects of composition such as thematic development and consonant harmon-

ies. He scored for large orchestras and employed highly intricate

rhythmic and dynamic treatment. A radical innovator, he introduced many

novel effects and wrote a considerable amount of electronic music, some

of which combines electronic instruments with regular musical instruments.

Varese became so fond of this medium that he finally contended that normal

musical instruments were obsolete, and that music should be written

exclusively for electronic inbtruments.
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Unit XVII

TWENTIETH CENTURY AMERICAN MUSIC

Introduction

The unit on twentieth century American music is considered to be an

important one and ample time should be allowed for it. The pieces for

which materials are provided are Charles Ives'sThree Places in New England,

George Gershwin's Concerto in F for Piano and Orchestra, Roy Harris' Third

Symphony, and Leonard Bernstein's West Side Story. For the last, several

songs have been selected for a comparison with jazz recordings, so that

jazz, at least of the 1960 variety, is included to some extent. If time

allows, it should be interesting to trace the careers of some popular-jazz

crtists -- Woody Herman and Frank Sinatra are two who have been prominent

since the late 1930's and who have changed and updated their styles during

that time. Any number of other American composers might be studied in

this unit -- a list of forty American composers has been included in the

materials. Students might be assigned papers on American composers and
their music, depending, of course, on school and community library holdings

(particularly of periodicals and records).

Some teachers may prefer to spend more time on jazz or popular music

in this unit, or on Broadway musical shows. This could depend partly upon

the level and interests of the class. It is suggested that one or two

American pieces that have been performed by school groups during the year
might be studied in detail, particularly if a number in the class are

members of one ensemble or another.

Biographical sketches are not included in this unit. Information

can, of course, be found in Grove's Dictionary and Baker's Biographical

Dictionary. Hansen's Introduction to Twentieth Century Music provides
references and bibliographical sources on American music and musicians,

as does Machlis' Introduction to Contemerary Music.*

Charles Ives's Three Places in New England

Guide to the Materials

1. All three pieces in Charles Ives's Three Places in New England (or
New England Symphony) are interesting to study. However, the second

* See: Hansen, An Introduction to Twentieth Century Music, pp. 86,

337-338; and Machlis, Introduction to Contempurary Music, pp. 447-636.
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movement is concentrated upon here because it is somewhat more
accessible to the listener than either the first or third.

2. The Ives score has each movement prefaced by a "program" or written
statement about the piece. This will, of course, be very helpful in
teaching the piece; the second movement, "Putnam's Camp, Redding,
Connecticut," is especially made more understandable by knowledge of

the program.

3. Materials for the Ives piece include a classroom tape, coordinated
with nine transparencies, and a laboratory tape which includes a
brief explanation of the program for the second movement.

4. Some interesting points about this music that might be explained and
discussed include:

a. The "hesitation" of measures 2 and 5 due to the extra eighth note

[Tr. 2]. Notice that these 9.8 measures are not three groups of
three notes, but that they are simply 4/4 with an eighth note
added to one beat -- they might have been written in 4 /4 meter.

b. The use of familiar folk and popular tunes is an interesting
characteristic of much of Ives' music. He explains, in the
preface to "Putnam's Camp," why "British Grenadiers" is used in
this piece. His use of "Yankee Doodle" in several different keys

[Tr. 4] will be interesting to students also.

c. The relationship of the two simultaneous meters and tempos at
score letter J [Tr. 5 and 5a] is, of course, one of the most
interesting things about this movement. It will require several

listenings for many students to grasp the two independent

motions. Ives displays a clever skill in bringing the two back

together.

d. The displacement of the accents in the "British Grenadiers"
quotation at score letter K [Tr. 6] is also a point for discus-
sion. And the distortions of the rhythm when the tune is used
as a background figure in the violins might be discussed also

[Tr. 8].

e. An excellent article on Ives and his music appears in the Sep-
tember 1964 issue of Hifi/Stereo Review.*

* David Hall, "Charles Ives: An American Original," Hifi/Stereo

Review, XIII/3 (September 1964).



360

Contents of the Classroom Ta

bkas. Tape

No. Ex. No.

1 1 Introduction and first melody -- note 9/8 measures [Tr. 1]

2 Flute plays first "British Grenadiers" quotation [Tr. 2]

3 Two melodies simultaneously [Tr. 3], then familiar trumpet

call and "Yankee Doodle," in three different keys in six

beats [Tr. 4]

After
4 'No simultaneous meters and temi.os [Tr. 5 and 5a1; note

the way Ives brings them back together

5 Flute with "British Grenadiers" again [Tr. 61; note

displacement of melodic stresses with bar lines

IC 6 Brasses, followed by increasing rhythmic complexity,

then simple melody

7 First melody again in trumpet (notice B natural in second

measure); first violins play "British Grenadiers" tune

fragments in triplet rhythm [Tr. 8]

George Gershwin's Concerto in F for Piano and Orchestra

Guide to the Materials

1. The Gershwin piano concerto is studied for the influence of jazz on

art music. The materials presented here are very brief, concentrat-

ing on the jazz rhythms of the first movement of the concerto.

2. A classroom tape and two transparencies comprise the materials. They

provide examples of several basic syncopated rhythms that are used

throughout the first movement and the work as a whole.

3. The teacher should explain the anticipatory effect of such syncopa-

tions as Example 1 on Transparency 1. Students should also clap or

count the rhythms.

4. If time allows, the second and third movements can easily be studied

with the same emphasis. Some teachers may want to delve into the

formal structure of the concerto as well.
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Contents of the Classroom Tape

Tape
Ex. No.

1 Measures 5 - 6 [Tr. 1]

2 Five measures before #2 (rehearsal number in score) [Tr. 21

3 #3 [Tr. 31 -- background rhythm

4 Two measures after #4 [Tr. 4]

5 #7 [Tr. 5, 5a]

6 Two measures after #16 [Tr. 61

Roy Harris' Third Symphony

Guide to the Materials

1. Materials provided for the Harris Third Symphony include a classroom

tape, coordinated with a set of transparencies, and a laboratory Lape.

2. The composer has provided a structural outline of this symphony; it

may be found in the notes on the record jacket.* These notes will

provide other comments on Roy Harris and the symphony as well.

3. The seriousness and character of Harris' music and the similarities

and contrasts with that of Copland, for example, are matters for

general discussion. Specific discussion about the elemental charac-

teristics of this music might center around the following:

a. Rhythm -- straight-forward, relatively uncomplicated

b. Melody
(1) chant-like character of the introduction

(2) long phrase lines of section I
(3) chordal nature of sections II and III
(4) strength and character of section IV

c. Harmony
(1) open fourths and fifths of introduction
(2) polytonality of section III

* Edward Downes, Record jacket notes (from New York Philharmonic

program notes) for Roy Harris' Third Symphony, recorded by the New York

Philharmonic, Leonard Bernstein, conductor (Columbia MS 6303).
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d. Texture

(1) increase in polyphonic activity as introduction approaches
section I

(2) fragmentary harmonic counterpoint of section I
(3) increase in polyphonic activity as section II reaches its

climax
(4) the "busy" homophony of section III
(5) the canonic and fugal treatment in section IV
(6) canon between strings and woodwinds in section V
(7) overlapping and polyphony between che four melodic

fragments used in the coda
e. Timbre -- the tendency of Harris to treat families of instruments

in such a way that their characteristic sound is retained and not
fused with others

4. The laboratory tape is accompanied by a theme sheet which students
might also use in listening to the recording.

Score Tape
No. Ex. No.

Contents of the Classroom Tape

6

Before
16

21

After
41

46

After
55

Before
57

After
63

1

2

3

4

5

6

7

8

9

Introduction [Tr. 1]

Section I, "tragic" [Tr. 2]

Section II, "lyric" [Tr. 31

Section III, "pastoral" [Tr. 41. Harmony [Tr. 51

Section IV, "dramatic" [Tr. 6]

Trombone-trumpet canon

End of brass climax, transition to section V

Section V, "dramatic-tragic" [Tr. 7]

Coda (thematic materlal from sections I ar,' II) [Tr. 8]
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Bernstein's West Side Story

Guide to the Materials

1. The materials provided for West Side Story are designed for a

comparison of songs from the original version with jazz recordings

by Stan Kenton, the Oscar Pctcrson Ttio, and the Dave Brubeck

Quartet. Materials include a classroom tape and two transparencies.

2. The classroom tape compares sections of "I Feel Pretty" and 1Maria"

with the jazz recordings. The transparency for the former helps to

compare the rhythm of the opening eight measures with the Kenton

version. The "Maria" transparency compares the rhythm of the open-

ing six measures of that tune with the Brubeck version.

3. The Kenton versicn of "I Feel Pretty" is in duple meter (compared to

the triple meter of the original). During solo choruses, students

should be instructed to listen for the band background or accompani-

ment as well as to the improvisation itself. On at least one listen-

ing, for each of the jazz recordings, it might be helpful for some

students to hum the tune (not necessarily audibly) during improvised

solcA so that they can better "feel" chord changes and understand

what the soloist is doing. The contrast of brass and saxophone

sonorities and the interchange of polyphonic and homophonic sonori-

ties is another point for discussion in listening to the Kenton

recording.

The Oscar Peterson version of "I Feel Pretty" is in duple meter until

the "bridge" or "breakstrain," where it shifts to the triple meter

of the original. Students should listen for the shifts from two to

three and vice versa throughout this version. The differences of

rhythmic emphases between this, the original, and the Kenton version

might be discussed also.

The Dave Brubeck recording of "I Feel Pretty" begins as a waltz,

moving to duple rhythm against a triple accompaniment in the second

piano chorus.

4. The Kenton version of "Maria" is in half-time -- quadruple meter in

about the same tempo as the original version alla breve. Some

discussion might center around the introduction to this version,

since it is based on fragments of the melody. The orchestral color

of the Kenton recording is, of course, worthy of attention. In

general, Kenton adheres more closely to the original version than

either Brubeck or Peterson. Some discussion might take place as to

whether the larger group versions of these pieces are really jazz,

or whether they are simply arrangements or adaptations.

The Oscar Peterson "Mari4e' deviates from the original in phrasing.

The original is organized in three-measure phrases, which Peterson

expands to four (specifically, 4-4-4-4-6-4 in the first chorus).

The "rounding" effect of the introduction and coda of this version

is also worthy of mention.
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The Dave Brubeck version of "lMaria" presents an interesting rhythm
in the openi7; and closing choruses. While the saxophone plays the
melody "straight," the rhythm plays what might be considered a
different rhythm or tempo. The class might be able to listen several
times to the opening chorus to try to determine '1 relationship of
the two. If a hint is needed, they might be instructed to count the
beats or measures of the melody, ignoring the accompanying rhythm
(the first six measures is adequate), then to count the beats of the
accompaniment (piano and bass), ignoring the melodic rhythm. They
should arrive at (for the first six measures) 18 beats for the melody
and 12 beats for the accompaniment. They can then easily calculate
that the melody is playing one and one-half beats to every beat in
the accompaniment -- the melody is playing quarter-note units to
dotted-quarter-note units in the bass and piano. If they then
listen for the drums, they will find that the drummer is playing
basically straight eighth-notes, Giccenting with the piano and bass.
The rhythm is notated on Transparew!T 2. The "lightening" effect of
the change in rhythm beginning with the second chorus might be dis-
cussed, as well as the overall symmetry of this version, that is
produced by the return to the rhythm of the opening chorus for the
final one.

5. Anumber of other songs from the show may be compared i a similar
manner, but these two provide the most interesting contrasts. Of
coerse, if time is available, West Side Story should be stud4ed in
much greater detail. The plot could be compared, for example, with
Shakespeare's Romeo and Juliet. Musically, much more could be done
with the original version itself, particularly with regard to
rhythms, treatment of dissonance, and in some cases, phrasing and
formal structure. The dance sequences and their importance to the
show should be stressed, since this is an element that the American
Broadway show offers that opera (or operetta) does not.

Contents of the Classroom Tape
Tape
Ex. No. "I Feel Pretty"

1 Original version, first 32 measures [Tr. 1]

2 Renton version, same (in duple meter) [Tr. 1]

3 Original version, bridge

4 Kenton version, same (duple meter)

5 Oscar Peterson, first 32 measures (duple)

6 Oscar Peterson, bridge (triple meter)

7 Dave Brubeck, first 32 measures (waltz)
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Tape
Ex. No. "MainUe'

8 Original version, first 21 measures (3-bar phrases) [Tr. 21

9 Kenton, same (in four, half-time, same phrasing)

10 Peterson, same (expanded to 4-bar phrases)

11 Brubeck, same (eight beats in rhythm to twelve in melody) [Tr. 21

Milton Babbitt
Samuel Barber
Leonard Bernstein
Marc Blitzstein
John Cage
Elliott Carter
Aaron Copland
Henry Cowell
Nbrman Dello Joio
-Morton Feldman
Lukas Foss
George Gershwin
Vittorio Giannini
Morton Gould
Charles Griffes
Howard Hanson
Roy Harris
Charles Ives
Erich Itor Kahn
Leon Kirchner

Forty American Composers

Ernst Krenek
Gian Carlo Menotti
Peter Mennin
Douglas Moore
John Partch
George Perle
Vincent Persichetti
Walter Piston
Quincy Porter
Mel Powell
Wallitgford Riegger
Carl Ruggles
Gunther Schuller
William Schuman
Roger Sessions
Randall Thompson
Virgil Thomson
Edgar(d) Varèse
Kurt Weill
Hugo Weisgall

Readings for Unit XVII

Machlis, The Enjoyment of Music
Charles Ives
Three Places in New England

George Gershwin
Roy Harris
Third Symphony

Leonard Bernstein

Regular Edition Shorter Edition
607-613 404-405

611-613
630-633
628-630 410-412

629-630 411-412

647

Hansen, An Introduction to Twentieth Century Music

Charles Ives 77- 84

Influence of Jazz 84- 86

Roy Harris Third Symphony 315-319

Music in America 75- 86 and 305-338
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MASTERPIECES OF MUSIC LITERATURE
Quiz: Unit I

Write the following in musical notation:

Treble Clef Alto Clef Tenor Clef Bass Clef

Sign Sign Sign Sign

Whole Note 1/2 Note 1/4 Note 1/8 Note 1/16 Note 1/32 Note
A

Write the equivalent rests:

46.
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Place a metric signature on the follawing examples:

Write enharmonic equivalents for the following notes:

IV .- .
L .. =g -
DO Cli,

.

...-- .. 6 op ''''
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MASTERPIECES OF MUSIC LITERATURE
Exam: Unit I

1. Write the rhythmic equivalents for each of the following notes and
rests (write equivalent rests for the notes and equivalent notes for
the rests):

awa

47°..=11.

2. Place a metric signature on the following examples:

AVJIMF/N11W-2111F1311rjr./IWJEllerll'ir-M1r-All

I
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3. Write the following notes in their respective clefs:

1

A x

t.

a A

4. Write the enharmonic equivalents for the following notes:

5. List four orchestral instruments of each of the four following

types:

String

1.

2.

Woodwind

1.

2.

3.

4. 4.

Brass Percussion

1. 1.

2. 2.

3. 3.

4. 4.



6. Given the scale of the key, write the tonic, subdominant, and domi-
nant triads for the following:

7 * Major

. . bo 0 a 0-49k 0

a Major

373

-

I ix IC

in 47 0 47 C:2
47

A 14a;ofr

lib 0 O 11() 410 00 ° 1

I

i

rz v.

1 x Y

7. Explain the differences among monophony, homophony, and polyphony.



374

MASTERPIECES OF MUSIC LITERATURE
Exam: Unit III

1. List the five elements of music as we have studied them:

a.

b.

c.

d.

e.

2. Write major scales on D, F, and Ab in the treble clef:

Ab

3. Write natural minor scales on A, F, and D in the bass clef:

4. Cross out the incorrect term in the statements below:

a. The difference between major and minor is one of

(mode, tonality).

b. Parallel major and minor keys share the same (key

signature, tonic note).

c. The terms "key" and ("modality," "tonality") are

synonymous.

d. A vibrating string divided in half produces (half,

twice) as many vibrations.

e. The octave consists of (eight, twelve) equal semi-tones.
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5. Name the following intervals (major 2nd, minor 3rd, etc.):

a. b. C.

6. a. A major 2nd inverts to a

b. A perfect 4th inverts to a

c. A minor 6th inverts to a

d. A minor 2nd inverts to a

d. e.

e. A perfect octave inverts to a

7. Explain why we sometimes use a melodic form of the minor scale, and
how it differs from natural minor.

8. Explain the difference between natural and harmonic minor, and the
reason for the existence of the harmonic form.

1

1



MASTERPIECES OF MUSIC LITERATURE
Exam: Units II, IV

I. Composers and Works (25 points)

lived in the late 19th - early
20th century (died 1949).

Russian composer.

lived in the middle -- late
19th century (died 1881)

lived in the late 18th century,
long life (died 1809)

(D) 1.

(B) 2.

(B) 3.

(A) 4.

(F) 5.

(C) 6.

(D) 7.

(11) 8.

(J) 9.

(B) 10.

(E) 11.

(C) 12.

(C) 13.

(B) 14.

(A) 15.

(G) 16.

first movement in sonata-movement
form; opening statement outlines
the tonic triad.

lived in the late 18th century,
died young (1791)

famous for his conducting as well
as his composition.

program music.

was the first man to write a
symphony -- became famous for it.

one of his most important works was
an opera, Boris Godunov.

written to honor the memory of a
good friend of the composer.

received most of his musical
training from his father.

toured over much of Europe as a
child prodigy.

had a tendency to start works and
leave them unfinished

received about 10 years of exper-
ience in the Vienna cathedral
boys' choir.

first movement is sonata-movement
form, beginning with slow introduction.
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A. Franz Joseph Haydn

B. Modest Mussorgsky

C. W. A. Mozart

D. Richard Strauss

E. Pictures at an
Exhibition

F. Sonata for Violin and
Piano in C Major

G. Symphony No. 104 in
D Ma'or

H. Till Eulenspiegel's
Merry Pranks

J. None of the above



(J) 17. consists of ten movements, of which

there are three in sonata-movement

form

(C) 18. his works bear 'T." numbers, after
the man who catalogued them.

(E) 19. descriptive music.

(A) 20. Austrian, but some of his important

works were written in London.

(B) 21. originally conceived as a one-act

folk opera.

(C) 22. produced every type of music success-
fully, but wrote entirely absolute
music.

(G/A) 23. work commissioned by the impresario

Salomon.

(B) 24. wrote entirely programmatic, descrip-
tive, or dramatic music.

(D) 25. modeled his early works after Mozart,
Schumann and Brahms, later ones after
Berlioz, Wagner and Liszt.

II. Sonata-Mbvement Form (20 points)
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A. Franz ioseph Haydn

B. Modest Mussorgsky

C. W. A. Mozart

D. Richard Strauss

E. Pictures at an
Exhibition

F. Sonata for Violin
and riqno in C
Major

G. Symphony No. 104 in
D Ma'or

H. Till Eulenspiegel's

itin_EolakE

J. None of t4e above

(b) 1. The exposition section of a sonata-movement form

a. contains three contrasting themes.
b. usually includes two theme areas.
c. usually develops at least one of the themes from the

introduction.
d. none of the above

JAL 2. The transition section in the exposition
a. modulates to a new ke7.

b. always employs a new theme.
c. is never more than a few measures in length.

d. none of the above

(d) 3. The recapitulation section of a sonata-movement form

a. is entirely in the tonic key except for the transition,

which is usually in the dominant key.
b. ends the piece by cadencing in the dominant key.

c. is primarily for the purpose of developing themes heard

in the exposition.
d. none c" the above
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(b) 4. The second theme area of the expositiou
a. is usually in the sub-dominant or parallel minor key.
b. is usually in the dominant or relative major key.
c. prepares for the development section.
d. none of the above

(c) 5. Sonata-movement forms
a. always begin with a slow introduction and end with

a coda.
b. usually contain four major secrans, of which the middle

two are in the dominant key.
c. are sometimes called "first-movement" or "sonata-allegro"

forms.

d. none of the above

(b) 6. The development section of a sonata-movement form
a. usually stays in the dominant key.
b. often develops material from the exposition both

harmonically and melodically.
c. always employs all thematic material from the exposition.

d. none of the above.

(b)

(a)

(a)

7. The preparation for the recapitulation at the end of the
development section

a. nearly always centers in the tonic key to accustom our
ears to that key for the recapitulation.

b. usually moves to the dominant key, resolving to tonic
at the beginning of Zile recapitulation.

c. employs first-theme material in the parallel minor so
that the shift to major at the beginning of the recapitu-

lation is effective.
d. none of the above

8. The coda of a sonata-movemenc form
a. cadences in the tonic key to end the movement.
b. concentrates on development of themes not treated in

the development section.
c. usually contains several modulations and ends on the

dominant key.
d. none of the above

9. The closing theme section in a sonata-movement form
a. is part of the second theme area of the exposition.
b. is the first material to Fe employed in the development.
c. closes the exposition in the tonic key.
d. none of the above

(c) 10. The introduction to a sonata-movement form
a. introduces themes which are not heard again until

the coda.
b. is always slow and long.
c. varies in length and is sometimes not used at all.

d. none of the above
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III. Thematic Recognition (30 points)

1. (b) a. "Ballet of the Unhatched Chicks" from Mussorgsky,

Pictures at an Exhibition
b. "Gun Battle" from Copland, Billy the Kid

c. "Rascal theme" from Strauss, Till Eulenspiegel

d. not given

2. a. first theme of first movement, Mozart, Sonata for Violin

and Piano, K. 296
b. introduction to first movement, Mozart, Sonata for Violin

and Piano, K. 296
c. beginning of development section, first movement, Haydn,

Symphony No. 104
d. not given

3. (b) a. "Pedagogue's theme" from Strauss, Till Eulenspiegel

b. "The Gnome" from Mussorgsky, Pictures at an Exhibition

c. "Lament" from Copland, Billy the Kid

d. not given

4. _AL a. "Celebration" from Copland, Billy the Kid

b. "Ride through the marketplace" from Strauss, Till Eulenspiegel

c. first theme area, first movement, Haydn, Symphony No. 104

d. not given

5. JAL a. "Till's mischief theme" from Strauss, Till Eulenspiegel

b. "Love theme" from Strauss, Till Eulenspiegel

c. "Till's fear theme" from Strauss, Till Eulenspiegel

d. not given

6. _121_ a. "The Great Gate of Kiev" from Mhssorgsky, Pictures at an

Exhibition
b. "The Hut of Baba Yaga" from Pictures at an Exhibition

c. "The Market at Limoges" from Pictures at an Exhibition

d. not given

7. AEI a. first theme from Mozart, Sonata for Violin and Piano, K. 296

b. closing theme from Mozart, Sonata for Violin and Piano, K. 296

c. 2nd theme from Mozart, Sonata for Violin and Piano, K. 296

d. not given

8. _A_ a. 1st theme of 1st movement, Haydn, Symphony No. 104

b. beginning of development section, Haydn, Symphony No. 104

c. "Promenade" from Mussorgsky, Pictures at an Exhibition

d. not given

9. a. "Open Prairie" from Copland, Billy the Kid

b. "Celebration"from Copland, Billy the Kid

c. ".Lament" from Copland, Billy the Kid

d. not given
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10. (b) a. 2nd tHeme, first movement, Haydn, Symphony No. 104
b. beginning of development section, first movement,

Haydn, Symphony No. 104
c. coda, first movement, Haydn, Symphony No. 104
d. not given

IV. Elements of Music (25 points)

11. The meter of this excerpt is (b) .

a. regular
b. changing
c. not given

12. The texture of this excerpt is (a)

a. polyphonic
b. homophonic
c. not given

13. This melody is built on (b) .

a. a scale
b. a triad
c. not given

14. The texture of this excerpt is (b) .

a. polyphonic
b. homophonic
c. not given

15. The meter of this excerpt is (b) .

a. duple
b. triple
c. not given



MASTERPIECES OF MUSIC LITERATURE
Exam: Units V, VI, VII

I. Composers and Works (20 points)

(A) 1. had little academic schooling --
verbal expression was poor.

(C) 2. wrote aver 600 songs and two
famous song cycles.

(D) 3. primarily an opera composer.

(11) 4. dramatic composition involving
four characters.

(B) 5. wrote the Academic Festival Over-
ture in Acknowledgment of an
honorary degree.

(A) 6. studied for a short time with Haydn.

(C) 7. contains three movements, of which
the third is a sonata-rondo design.

(C) 8. taught elementary grades in his
father's school for a short time.
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A. Beethoven

B. Brahms

C. Schubert

D. Verdi

E. Beethoven, Symphony
No. 3

(B) 9. father was a professional musician -- F. Brahms, Symphony No. 4
gave him his early musical training.

(B) 10. considered the greatest symphonic
composer of the second half of the
19th century.

G. Beethoven, Piano Con-
certo No. 5

H. Schubert, "ErlkOnig"

(13) 11. twice married -- outlived both wives. J. Schubert, "Der
Wanderer"

(J) 12. reflects four moods, in order:
sadness, hope, joy, sadness. K. Verdi, Requiem

(L) 13. French composer. L. not given

(D) 14. Italian composer

(A) 15. last 10 years of life spent in
almost total deafness.

(C) 16. life was short -- 31 years.

(E) 17. nicknauld the "Eroica."
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(E) 18. a mass for the dead.

(A) 19. his sketch books demonstrate the
care and labor of his composition.

(F) 20. 4th movement is a passacaglia-
type variation design.

II. Forms (10 points)

(c) 1. Classical concerto-sonata design
a. contains two major sections.

b. is frequently used in piano sonatas.

c. contains many elements of sonata-movement design.

d. none of the above

(a)

2. The opening ritornello section of concerto-sonata form

a. contains most of the thematic materials of the movement.

b. always cadences in the dominant key.

c. features the solo instrument.

d. none of the above

The development section of concerto-sonata design

a. usually begins with a cadenza.

b. is much like a sonata-movement development with added

technical display for the soloist.

c. sometimes stays in the tonic key throughout.

d. none of the above

4. The cadenza of a concerto-sonata form
a. is essentially a long cadence displaying the technique

of the soloist.
b. usually begins the solo material for the movement.

c. is the opening orchestral statement of the main theme.

d. none of the above

(b) 5. The parts of the Ordinary of the high Mass

a. include the Epistle and Gospel.

b. are all sung.
c. are usually spoken.
d. none of the above

6. The part of the Ordinary that contains the statement of

belief is the
a. Kyrie.
b. Agnus Dei.
c. Credo.

d. none of the above

2,2
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7. The Requiem Mass
a. includes none of the parts of the Proper.

b. includes all of the parts of the Ordinary.

c. includes an added central section called the "Dies Irae."

d. none of the above

(b) 8. A type of song form in which all parts of the text have

different music is

a. strophic.
b. through-composed.
c. A B A.
d. none of the above

(a) 9. Sonata-rondo design
a. incorporates features of both sonata-movement and rondo

forms.
b. is closely related to strophic form.

c. is frequently employed in through-composed songs.

d. none of the above

(b) 10. The main difference between sonata-rondo form and sonata-

movement is
a. in the length of the coda.

b. that the development section of sonata-rondo begins in

the tonic key with the rondo theme.

c. that in the sonata-rondo the recapitulation section is

not in the tonic key.
d. none of the above

Thematic Recognition (30 points)

1. (b) a.

b.

c.

d.

2. (a) a.

b.

c.

d.

3. (c/d) a.

b.

c.

d.

4. (a) a.

b.

c.

d.

"Tuba mirum" from Verdi, Requiem

Schubert, Mrlklinig"
Schubert, "Der Wanderer"

not given

4th movement (passacaglia) of Brahms 4th Symphony

1st movement of Beethoven's 3rd Symphony

Main theme (A), 3rd movement, Beethoven Piano Concerto No. 5

not given

Schubert, Mrlkonig"
Beethoven, "JMoonlight" Sonata
Main theme (A), 3rd movement, Beethoven Piano Concerto No. 5

not given

"Lacrymosa" from Verdi, Requiem

Schubert, "Der Wanderer"
"Agnus Dei" from Verdi, Requiem

not given
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5. _Asl_ a. Rondo theme (A), 3rd movement, Beethoven Piano Concerto No. 5

b. "Rex Tremendae" from Verdi, Requiem

c. 1st theme, 1st movement, Beethoven 3rd Symphony

d. not given

6. (b) a. 1st theme, 1st movement, Beethoven 3rd Symphony

b. Rondo theme, 3rd movement, Beethoven Piano Concerto No. 5

c. Passacaglia theme, 4th movement, Brahms 4th Symphony

d. not given

7. a. 1st theme, 1st movement, Beethoven 3rd Symphony

b. Rondo theme (A), 3rd movement, Beethoven Piano Concerto No. 5

c. Passacaglia theme, 4th movement, Brahms 4th Symphony

d. not given

8. (a) a. 2nd theme (C), 1st movement, Beethoven Piano Concerto No. 5

b. Variation theme, 4th movement, Beethoven 3rd Symphony

c. "Libera me" from Verdi, Requiem

d. not given

9. (d) a. Rondo theme (A), 3rd movement, Beethoven Piano Concerto No. 5

b. Variation theme, 4th movement, Beethoven 3rd Symphony

c. Main theme (A), 1st movement, Beethoven Piano Concerto No. 5

d. not given

10. (b) a. "Kyrie" from Verdi, Requiem
b. "Dies Irae" from Verdi, Requiem
c. "Agnus Dei" from Verdi, Requiem

d. not given

11. (c) a. 1st theme, 1st movement, Beethoven 3rd Symphony

b. Passacaglia theme, 4th movement, Brahms 4th Symphony

c. Variation theme, 4th movement, Beethoven 3rd Symphony

d. not given

12. (b) a. Schubert, "Erllainig"

b. Schubert, "Der Wanderer"
c. "Confutatis" from Verdi, Requiem

d. not given

13. (c) a. Beethoven, "Moonlight" Sonata

b. 1st theme, 1st movement, Beethoven 3rd Symphony

c. 1st episode theme (B), 3rd movement, Beethoven Piano

Concerto No. 5
d. not given

14. (b) a. Rondo theme, 3rd movement, Beethoven Piano Concerto No. 5

b. Second theme, 1st movement, Beethoven 3rd Symphony

c. Love theme, 4th movement, Brahms 4th Symphony

d. not given
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-,.

15. (a) a. Principal melodic theme, 4th movement, Beethoven 3rd

Symphony
b. "Rascal theme" from Copland, Billy the Kid
c. Rondo theme, 3rd movement, Beethoven Piano Concerto No.

d. not given

383
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MASTERPIECES OF MUSIC LITERATURE
Exam: Unit VIII, Semester I

I. Composers (15 points)

(G) 1. late 18th-century Austrian composer
who traveled over much of Europe as
a child prodigy.

__KAL 2. his famous compositions are many,
including the B Minor Mass and the

Goldberg Variations.

(C) 3. considered the greatest symphony com- A. Bach
poser of the second half of the 19th
century. B. Beethoven

(B) 4. wrote some of his greatest works while C. Brahms
almost totally deaf.

D. Handel

(E) 5. late 18th-century composer who wrote
104 :ymphonies. E. Haydn

6. wrote many songs and song cycles; F. MUssorgsky
lived only 31 years.

G. Mozart

(D) 7. born in Saxony but spent most of his
productive life in England. H. Schubert

(I) 8. late 19th-century, early 20th-century J. R. Strauss
(died 1949) German composer-conductor.

K. Verdi

(D) 9. his major works were oratorios; also
wrote many operas.

(J) 10. Italian, primarily an opera composer.

(G) 11. lived only 35 years but wrote every type
of music successfully.

(F) 12. late 19th-century Russian composer; wrote
the nrera, Boris Godunov.

(B) l3. little academic schooling; studied for a
short time with Haydn.

(A) 14. born in Germany; never travelled more
than a few miles from his birthplace.

(C) 15. wrote the Academic Festival Overture in
acknowledgment of an honorary degree.



II. Forms (20 points)

(b) 1.

(d) 2.

(d) 3.

A fugal exposition contains

a. none of the material of the rest of the piece.

b. a statement of the fugue subject in each of the voices.

c. a statement of the subject in two voices and counter-

subject in the rest.

d. none of the above

A fugue subject
a. is a lively melody with long intervals.

b. is drawn from the material of the introduction.

c. is stated first in the tenor voice.

d. none of the above

A fugue answer
a. is the imitation of the subject in another voice.

b. may be in any voice.

c. is heard with the countersubject in the previous voice.

d. all of the above.

(b) 4. The development of a fugue

a. is the short section between the exposition and recapitu-

lation.
b. consists of an alternation of subject statements and

episodic material.

c. relies on the countersubject and codetta for most of its

material.
d. all of the above

(a) 5.

(b) 6.

(d) 7.

A toccata
a. is a keyboard piece in free style.

b. is a ternary form.

c. always precedes a fugue or some piece of a stricter nature.

d. all of the above

The Baroque suite
a. usually consisted of 16-20 movements.

b. consisted of movements of various national origins.

c. was of German origin.

d. none of the above

The movements of a Baroque suite

a. usually shared the same key.

b. were usually dance-type pieces.

C. contrasted with one another in meter and tempo.

d. all of the above
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(a) 8.

(c) 9.

(a) 10.

The cantata
a. is a vocal composition, either secular or sacred.
b. is comprised of arias and choruses.
c. always begins with a series of fugal expositions.
d. all of the above

The development section of a sonata-movement form
a. usually stays in the dominant key.
b. employs all thematic material from the exposition.
c. often develops material from the exposition both

harmonically and melodically.
d. all of the above

Classical concerto-sonata design
a. contains many elements of sonata-movement design.
b. is the same as sonata-rondo design.
c. is frequently used in piano sonatas.
d. none of the above

III.

1.

Thematic Recognition (30 points)

(c) a. Beethoven, Third Symphony, 1st movement
b. Bach, Brandenburg Concerto IV, 1st movement
c. Haydn, Symphony No. 104, 1st movement
d. not given

2. (b) a. Handel, Water Music Suite, Adagio
b. Handel, Messiah, Pastoral Symphony
c. Beethoven, Third_amphony, 2nd movement
d. not given

3. (b) a. Verdi, Requiem, "Lacrymosa"
b. Brahms, Symphony No. 4, 4th movement
c. Beethoven, Third lImpliony, 4th movement

d. not given

4. (a) a. Mozart, Sonata for Violin and Piano, 1st movement
b. Bach, Violin Concerto in E Major, 1st movement
c. Haydn, Sonata for Clavier and Violin No. 6, 1st movement
d. not given

5. (c) a. Handel, Messiah, Chorus
b. Bach, Cantata No. 80, Chorus
c..Verdi, Requiem, "Sanctus"
d. not given

6. (d) a. Bach, Toccata and Fugue in D Minor, Toccata
b. Bach, Toccataand, Fugue Exposition
c. lch,Toccata and Fugue in D Minor, Fugue Development
d. Lot stien

Amm= TL
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7. _CAL a. Strauss, Till Eulenspiegel, epilogue
b. Brahms, Symphony No. 4, 2nd movement

c. Beethoven, Third Symphony, 2nd movement

d. not given

8. (b) a. Verdi, Requiem, "Dies Irae"

b. Bach, Cantata No. 80, Chorus

c. Handel, Messiah, Chorus

d. not given

9. (b) a. Brahms, Symphony No. 4, 4th movement

t. Beethoven, Third Symphony, 4th movement

c. Beethoven, Third Symphony, 1st movement

d. not given

10. _isl_ a. Handel, Messiah, Pastoral Symphony

b. Handel, Water Music Suite, Overture

c. Mandel, Water Music Suite, Andante

d. not given

11. ad_ a. Beethoven, Piano Concerto No. 5, 1st movement

b. Beethoven, Piano Concerto No. 5, 3rd movement

c. Beethoven, Third Symphony, 1st movement

d. not given

12. asi_ a. Copland, Billy the Kid, "Escape from the Posse"

b. Strauss, Till Eulenspiegel, "Ride in the Marketplace"

c. Mbssorgsky, Pictures at an Exhibition, 1Marketplace at

Limoges"
d. not given

13. _.(91. a. Beethoven, Third Symphony, 4th movement

b. Beethoven, Piano Concerto No. 5, 1st °gement

c. Beethoven, Third Symphony, 1st movement

d. not given

14. (a)._ a. Handel, Messiah, Bass Aria
b. Bach, Cantata No. 80, Bass Arioso

c. Verdi, Requiem, "Confutatis"

d. not given

15. (b) a. Beethoven, Third Symphony, 1st movement

b. Beethoven, Piano Concerto No. 5, 3rd movement

c. Beethoven, 'lard Symphony, 4th movement

d. not given

IV. Stylistic Recognition (30 points)

1. tc) This music is in the Jtyle of the period.

a. Baroque
b. Classical
c. Romantic
d. not given
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2. _SAL 55!e composer of this piece is probably
a. Handel
b. Haydn
c. Schubert
d. not given

3. _so_ This sounds like the music of
a. Bach
b. Beethoven
c. Brahms
d. not given

4. (b) This piano concerto sounds like the music of
a. Handel
b. Mozart
c. Mkissorgsky

d. not given

5. IAL This music is in the style of fhe period.

a. Baroque
b. Classical
c. Romantic
d. not given

6. (b) This music is inthe style of the period.

a. Baroque
b. Classical
c. Romantic
d. not given

7. (b) This is probably the music of
a. Handel
b. Haydn
c. Hindemith
d. not given

8. (d) This sounds like the music of
a. Bach
b. Beethoven
c. Brahms
d. not given

9. (c) This music is in the style of the period.
a. Baroque
b. Classical
c. Romantic
d. not given

10. (c) This sounds like the music of
a. Mozart
b. Verdi
c. Vivaldi
d. not given



MASTERPIECES OF MUSIC LITERATURE
Exam: Units IX, X

I. Composers (15 points)

A. Heinrich Isaac

B. Josquin Des Prez

C. Roland de Lassus

D. Claudio Monteverdi

E. W. A. Mozart

F. Giovanni Pierluigi da Palestrina

G. Michael Praetorius

H. Giuseppe Verdi

I. Richard Wagner

J. none of the above
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(D) 1. Considered an important transitional figure from Renaissance

to Baroque -- was a master of both the old polyphonic style and

the new monody, which was known as seconda prattica.

(F) 2. Life was sprtnt in the service of the church -- was important in

the reform of Roman Catholic church music in the late 16th century.

(C) 3. Contemporary of Palestrina's who was such an outstanding singer

as a boy that he was kidnapped for other choirs three times.

(G) 4. Wtote the Syntagma musicum, of which one volume deals with instru-

ments and another with notation and performance practice of the

late 16th -- early 17th centuries.

(B) 5. Most celebrated composer of mid-Renaissance; his use of V-I

cadence formula began trend toward "common harmonic practice."

(E) 6. Late 18th-century composer -- only one in history to write

music of every type successfully.

(1) 7. Originator of the music drama, which fused the arts of music,

poetry and stagecraft.

(F) 8. Late Renaissance composer who, even today, is considered by some

to be the greatest of the composers of sacred music.

(B) 9. Wtote Missa Pange lingua.

(G) 10. Late Renaissance German composer who wrote much music but is

best known for a 3-volume theoretical treatise.

(D) 11. Invented the orchestral string techniques of tremolo and pizzi-

cato (as symbols of passion and war).

(F) 12. Wtote Missa Papae Marcelli and the motet, "Sicut cervus

desiderat."
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(A) 13. Contemporary of Josquin, wrote Choralis Constantinus.

(b) 14. Served from 1590-1612 at the Gonzaga family court in Mantua,

from 1613-1643 at St. Mark's in Venice.

(I) 15. 19th-century opera composer who used much chromaticism in his

harmonies, increased the size of the orchestra, and divided

the instruments into choirs.

II. Operas and Characters. Match the operas with the characters.

(20 points)

A. Il ballc delle ingrate D. La Traviata

B. Don Giovanni E. Tristan und Isolde

C. Salomg F. none of these

_LEI_ Alfredo (B) Leporello

_21_ Donna Anna King Marke

(F) Brangane (B) Masetto

(B) The Commendatore (F) Me lot

(A) Cupid (C) Narraboth

(B) Donna Elvira (B) Don Ottavio

(C) Herod (A) Pluto

(C) Herodias (A) Venus

(C) Jokaanan (E) Violet ta

(F) Kurvenal (B) Zerlina

III. What do the following sets of characters have in common in their

roles in their respective operas? (15 points)

1. Violetta& Alfredo and Tristan & Isolde

(Both were servants or attendants to the leading men

in their respective operas.)

(Both couples were frustrated lovers, the obstacle to

their love being the center of the respective plots.)

2. Leporello and Kurvenal



3. The Commendatore and Narraboth

(Both died early in their respective operas, the one

trying to defend the leading lady, the other out of

frustrated love for her.)

4. Salome & Jokaanan and Don Giovanni & the Commendatore

(Salome and Don Giovanni directly caused the death

of Jokaanan and the Commendatore.)

5. Don Giovanni and the Heartless Ladies

(Both were involved in, and subsequently condemned to

Hell for, misdeeds in matters of the heart.)

IV. Thematic-Stylistic Recognition. Identify the musical excerpts by

composer:

1. 00 a. Monteverdi 8. (a) a. Monteverdi 15. (a)

b., Mozart b. Strauss

c. Verdi c. Verdi

d. none of these d. none of these

2. (a) a. Monteverdi 9. (b) a. Mozart

b. Mozart b. Strauss

c. Praetorius c. Whgner

d. none of these d. none of these

3. (b) a. Mozart 10. (a) a. Mozart

b. Verdi b. Strauss

c. Wagner c. Wagner

d. none of these d. none of these

4. (b) a. Mozart 11. (a) a. Josquin Des Prez

b. Palestrina b. Mozart

c. Praetorius c. Palestrina

d. none of these d. none of these

5. (c) a. Mozart 12. (d) a. Strauss

b. Palestrina b. Verdi

C. Praetorius c. Wagner

d. none of these d. none of these

6. (b) a. Monteverdi 13. (a) a. Strauss

b. Mbzart b. Verdi

c. Verdi c. Wagner

d. none of these d. none of these

7. (c) a. Strauss 14. (c) a. Strauss

b. Verdi b. Verdi

c. Wagner c. Whgner

d. none of these d. none of these
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a. Monteverdi
b. Mozart
c. Verdi
d. none of these



MASTERPIECES OF MUSIC LITERATURE
Exam: Units XI - XIV

(30 points)

(b) 1. Mahler's music most obviously shows the influence of

a. Corelli, Handel and Bach

b. Beethoven, Bruckner and Wagner

c. Schubert, Schumann and Mendelssohn

d. none of these

(d) 2. Debussy was influenced by
a. Moussorgsky and Eric Satie

b. the painter, Monet
c. the poet, Baudelaire

d. all of these

(b)
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3. Debussy, the chief representative of impressionism in music,

a. invented the term as a publicity device for Paris newspapers

b. did not like the term to be applied to his music

c. wrote his first Impressionistic piece tc impress Mime.

Emma Bardac
d. none of these

(c) 4. Prokofiev's Lieutenant/Lie and Peter and the Wolf

a. are typical of his rebellion against state-imposed regulation

on art and music
b. were '::onsidered "decadent" music by Soviet authorities

c. are traditional in style, written in response to criticisms

of his Imodern" practices
d. all of these

(a) 5. Stravinsky's music

a. reflects several different styles

b. has been popular but not influential on other composers

c. is written for very large orchestras (and sometimes choruses)

making it difficult to perform
d. none of these

(d) 6. Stravinsky's neo-Classic style is characterized by

a. Classical principles of form and balance

b. a lack of sentimentality
c. an economy of material and tonal harmony

d. all of these

(b) 7. Music written in the neo-Classic style would most likely borrow

elements and forms from which two composers?

a. Verdi and Wagner

b. Bach and Handel
c. Lassus and Palestrina

d. none of these
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(b) 8. Which of the following statements can be considered most true

about Bartok's music?
a. It is representative of atonalism and the twelve-tone

technique.
b. It contains many multiple meters, dissonant harmonies,

and folktune type melodies.

c. It is written in very complex forms, in the tradition

of Bruckner and Mahler.

d. all of these

(c) 9. The first movement of Bartok's Concerto for Orchestra basically

follows which of the following forms?

a. A B A form
b. Rondo form
c. Sonata-movement form

d. none of these

(d) 10. In the second movement of the Bartok Concerto, which of the

following characteristics is true?

a. The brass dhorale makes up the A part of the A B A form.

b. An extensive percussion section plays one of a series

of duets in the B section.

c. The "Game of Pairs" is a sonata-movement design.

d. none of these

Part I

LISTENING TEST
(50 points)

Composers & Pieces

A. Bart6k, Concerto for Orchestra D. Prokofiev, Classical Symphony

B. Debussy, Nocturnes, "Fetes" E. Stravinsky, Symphony of Psalms,

C. Mahler, Symphony No. 5 3rd movement
F. none of the above

1. (A) ,Composer and Piece

(c) The meter of this music is
a. duple
b. triple
c. changing
d. none of the above

2. (C) Composer and Piece

(b) The general melodic curve of this excerpt

a. follows a descending line

b. rises to a climax, falls, and rises again

c. is quite level, neither rising nor falling very much

d. none of the above



396

3. (E) Composer and Piece

(b) The texture of this music is
a. monophonic
b. homophonic
c. polyphonic
d. all of the above

4. (D) Composer and Piece

(c) The melodic technique followed in this excerpt is called

a. augmentation
b. diminution
c. sequencing
d. none of the above

5. (B) Composer and Piece

(c) The meter that you hear in this excerpt is

a. duple
b. triple
c. combination of duple and triple

d. none of the above

6. (A) Composer and Piece

(d) The meter of this music is
a. duple
b. triple
c. quadruple
d. none of the above

7. (E) Composer and Piece

(b) The melodic technique followed here is one of

a. inversion
b. imitation
c. diminution
d. none of the above

8. (C) Composer and Piece

(c) The texture of this music is

a. monophonic
b. homophonic
c. polyphonic
d. none of the above



9. (A) Composer and Piece

_Isl. The pairs of solo instruments that you hear in this excerpt are

a. bassoons and oboes

b. bassoons and clarinets
c. horns and flutes

d. none of the above

10. (B) Composer and Piece

(c) The scales you hear in this excerpt are
a. major, but in the wrong key for the piece

b. deceptive -- not really scales at all

c. whole-tone, with no real tonal center

d. none of the above

Part II

These excerpts are from pieces you have not studied in class -- they are,

however, similar in style to some of those you have studied. Match the

composer with his music.

1. (D) A. Bart&
B. Debussy

2. (A) C. Mahler
D. Prokofiev

3. (B) E. Stravinsky

4. (E)

5. (C)
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MASTERPIECES OF MUSIC LITERATURE

Exam: Units XV-XVII, Semester II

I. Listening Test

A - Berg, Violin Concerto
B - Gershwin, Concerto in F for Piano & Orchestra

C - Harris, Third Symphony
D - Ives, Three Places in New England

E - Schoenberg, Serenade, Op. 24

F - Stockhausen, Gesang der Jiinglinge

G - Varese, Poeme glectronique
H - Webern, Symphony, Op. 21
J - none of the above

1. (C) Composer and Piece

(d) The harmony of this excerpt sounds most like the music of

a. Bart&
b. Beethoven
c. Brahm
d. Debussy

2. (G) Composer and Piece

(d) The sound source of this music is

a. a sine-wave generator
b. a sIne-wave and a square-wave generator

c. a recording of conventional instruments

d. a combination of electronic and conventional instruments

e. none of the above

3. (A) Composer and Piece

(a) The chorale that you hear at the beginning of this excerpt was

taken by the composer from the music of

a. Bach
b. Beethoven
c. Brahms
d. none of the above

4. (p) Composer and Piece

(b) The meter of this music is

a. triple (syncopated)

b. quadruple (syncopated)
c. irregular
d. 5/4

5. (E) Composer and Piece

(b) The rhythm, meter and character of this excerpt suggest

a. minuet
b. march
c. song
d. chorale
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6. (C) Composer and Piece

(c) The texture of this music is
a. monophonic
b. homophonic
c. polyphonic
d. none of the above

7. (B) Composer and Piece

(a) In general style this music is closest to

a. Romanticism
b. impressionism
c. neo-Classicism
d. expressionism

8. (E) Composer and Piece

(b) The bass instrument that you hear in this excerpt is a

a. bassoon
b, bass clarinet
c, double bass
d. none of the above

9. (F) Composer and Piece

(d) The electronically produced sound (excluding the voice) in this

excerpt is from a
a. sine-wave generator
b. square-wave generator
c, white-noise generator
d. combination of the above

10. (C) Composer and Piece

(b) The melody of this excerpt basically moves in
a. scale patterns
b. chordal patterns
c. none of the above

11. (m) Composer and Piece

(d) In this excerpt you hear two
a. rhythms
b. meters
c. tempos
d. all of the above
e. none of the above
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12. (J) Composer and Piece

(c) This sounds most like the music of

a. Bart6k
b. Mahler
c. Prokofiev
d. Stravinsky

13. (A) Composer and Piece

(b) The meter of this excerpt is

a. duple
b. triple
c. 5/4
d. none of the above

14. (G) Composer and Piece

(c) The sound source classifies this as
a. musique concrete
b. purely electronically produced music

c. a combination of the above

d. computer music

15. (C) Composer and Piece

(c) nis excerpt contains melodic fragments from earlier

sections of the piece.

a. two
b. three
c. four
d. five

II. Listening Test

A - Bart6k, Concerto for Orchestra F - Mozart, Overture to Don Giovanni

B - Debussy, Nocturnes G - Palestrina, Motet, "Sicut cervus"

C - Josquin Des Prez, Missa Pange H - Stravinsky, Symphony of Psalms

lingua
D - Mahler, Symphony No. 5

E - Monteverdi, Il ballo delle

i2211t!

1. (A) 6. (F)

2. (B) 7. (D)

3. (D) 8. (E)

4. (H) 9.

5 . (G) 10. (H)



III. Tone-Row Probluas

In the following tone-row problems, the twelve notes given
on the top staff are the original form of a row. lbu are asked
to identify the twelve notes on the bottom staff with one of
these answers:

A. original, transposed
B. retrograde
C. inversion
D. retrograde inversion
E. none of the above

ORIGINAL
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ORIGINAL

2.



Tone-row problems, continued

ORIGINAL

o b be
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3 .

CP



MO
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Tone-row problems, continued

ORIGINAL

5.

O too bo . 140 bob a c, 40 bo I bo

ORIGINAL
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Tone-row problems, continued

ORIGINAL

ORIGINAL

ea- e- low

8 .
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Tone-row problems, continued

ORIGINAL

arva-mo ! -17.0 Tho

9.

ORIGINAL

10 .

411, _
_ _T-711=11

IA% olvAMM. :71P1, -LZMMIMMMI*10 Jaw

,
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Tone-row problems, continued

11. For this row segment:

which one of the following would be an acceptable pattern?

0 4 4 4//4121,7 I =ID' I I' MP' I

A "WI INIIIIMINICAP'7111- I FAINNIMA. 'MI I FAIIIINIM7111111111 I 4111111W, III I 'A I

"MK . CAP I SAMMIE AI I iliUMMMe/drilllill I 141111P111 2411 LAWMEN,' TIMMS I
v I 01 vi. . i 0171 1 Mr/ el I 17Z 10;4 I 'AIME ; W.:411ro MEN I

0 dIP .41

12. In which instance may a note be repeated before the rest of

the row is played?

a. when the note is part of the tonic triad

b. when it is repeated immediately before going
to any other note

c. when the tempo is very fast
d. only after that half of the row in which the

note appears is completed
e. none of the above
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ITEM ANALYSES

Item Difficulty (% responding correctly) and
Item Discrimination (biserial coefficient, Flanagan scale)

First Quarter Examination (Units II, IV)

Part I. Composers and Works

Item no. Diff. Disc.

Part II. Sonata-movement Form
Item no. Diff. Disc.

1 55% .82 1 85% .62

2 30% .00 2 85% .62

3 70% .82 3 707. .48

4 70% .70 4 557. .51

5 65% .76 5 70% .48

6 80% .46 6 90% .53

7 60% .22 7 40% -.21

8 50% .25 8 85% .18

9 207 .00 9 35% .33

10 60% .22 10 807. .30

11 757. .70 Average 69.5% .44

12 65% .87

13 75% .36 Part III. Thematic Recognition

14 50% .29 Item no. Diff. Disc.

15 507 .14 1 90% .00

16 60% .29 2 85% .62

17 45% .14 3 757 .40

18 807. .70 4 90% .00

19 80% .00 5 65% .11

20 457. .00 6 90% -.53

21 87% .70 7 70% .24

22 45% .00 8 25% .40

23 35% .34 9 60% .00

24 70% .29 10 60% .63

25 65% .15 Average 71% .26

Average 55.6% .37

Part IV.

Item no.

Elements (listening)

Diff. Disc.

I 90% .53

2 70% .77

3 65% .33

4 55% .51

5 80% .30

Average 72% .63
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Item Difficulty and Discrimination

Units V-VII Examination

Part I. Composers and Works
Item no. Diff. Disc.

Pait U. Forms
Item no. Diff. Disc.

1 467 .99 1 71% .39

2 887. .65 2 83% .65

3 887. .72 3 837 .49

4 54% .17 4 717 .79

5 67% 79 5 75% .79

6 677. .72 6 75% .79

7 75% .72 7 63% .79

8 54% .39 8 837 .63

9 37% .00 9 83% .63

10 637. .79 10 587. .24

11 71% .39 Average 74.5% .62

12 75% .72

13 79% .72 Part III. Thematic Recognition

14 887. .49 Item no. Diff. Disc.

15 837. .72 1 Ian .00

16 637. .86 2 837 .00

17 637. .72 3 96% .49

18 927, .49 4 83% .65

19 507. .39 5 100% .00

20 547. .33 6 637 .79

Average 67.97. .59 7 887. .72

8 42% .52

9 63% .79

10 88% .00

11 71% .72

12 1007 .00

13 92% .49

14 79% .72

15 83% .49

Average 82% .43
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Item Difficulty and Discrimination

Unit VIII, Semester I Examination

Part I. Composers

Item no. Diff. Disc.

Part III. Thematic Recognition
Item no. Diff. Disc.

1 48% .48 1 56% .76

2 52% .82 2 40% .00

3 48% .42 3 76% .21

4 88% .62 4 84% .00

5 68% .76 5 56% .35

6 72% .76 6 36% .75

7 80% .82 7 92% .46

8 60% .82 8 80% .70

9 64% .47 9 72% .35

IO 84% .62 10 60% .29

11 44% .87 11 28% .75

12 84% .70 12 44% .58

13 32% .70 13 80% .62

14 64% .47 14 72% .76

15 32% .29 15 56% .58

Average 61.3% .65 Average 62.1% .48

Part II. Forms

Item no. Diff. Disc.

Part IV. Stylistic Recognition

Item no. Diff. Disc.

1 88% .70 1 28% .35

2 60% .29 2 40% .00

3 727. .47 3 72% .29

4 647. .47 4 68% .47

5 92% .62 5 80% .35

6 367. .70 6 52% .47

7 607. .76 7 807 .62

8 32% .35 8 88% .00

9 60% .76 9 76% .70

10 72% .76 10 60% .42

Average 63.67. .59 Average 64.4% .38

Kuder-Richardson Estimates of Reliability, based upon item variance:

Part I, r1 = .81

Part II, ri = .74

Part III, r1 = .70

Part IV, r1 = .33

Total Test, ri = .97



410

Item Difficulty and Discrimination

Units IX, X Examination

Part I. Composers
Item no. Diff. Disc.

Part III. Opera Plots
Item no. Diff. Disc.

1 52% .06 1 89% .00

2 70% .79 2 89% .65

3 48% .93 3 41% .52

4 56% .54 4 81% .20

5 33% .04 5 93% .75

6 74% .09 Average 797. .42

7 74% .75

8 56% .87 Part IV. Thematic Recognition

9 30% .54 Item no. Diff. Disc.

10 r% .54 1 41% .63

11 33% .54 2 52% .42

12 41% .52 3 W. .70

13 41% .82 4 81% .70

14 41% .78 5 63% .20

15 70% .75 6 78% .75

Average 507. .57 7 67% .75

8 67% .49

Part II. Opera Characters 9 707. .75

Item no. Diff. Disc. 10 67% .06

1 89% .55 11 67% .75

2 89% .55 12 74% .79

3 70% .79 13 56% .66

4 89% .55 14 56% .73

5 89% .65 15 81% .70

6 89% .65 Average 68% .59

7 78% .79

8 78% .75

9 85% .79 Kuder-Richardson Estimates of

10 63% .70 Reliability, based upon item

11 93% .43 variance:

12 89% .65

13 78% .65 Part I, ri = .813

14 48% .52 Part II, ri = .965

15 70% .79 Part III, 11 = .861

16 89% .65 Part IV, r1 = .760

17 85% .30

18 89% .65 Total Test, r1 = .968

19 85% .65

20 78% .79

Average 81% .64
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Item Difficulty and Discrimination

Units XI-XIV Examination

Part I. Composers and Works
Item no. Diff. Disc.

Listening, Part I. Recognition
of Themes and Elements

1 85% .62 Item no. Diff. Disc.
2 55% .59 la 73% .82
3 62% .36 2a 81% .76
4 69% .76 3a 81% .70
5 73% .76 4a 78% .48
6 55% .42 5a 50% .29
7 59% .00 6a 78% .70
8 81% .76 7a 92% .00
9 85% .70 8a 73% .76

10 invalid 9a 88% .70

Average 69.3% .55 10a 55% .87

Average 74.9% .61

Listening, Part II.
Stylistic Recognition lb 85% .00

Item no. Diff. Disc. 2b 73% .36
1 45% .42 3b 65% .15
2 69% .76 4h 65% .70

3 85% .76 5b 35% .00

4 55% .48 6b 50% .82

5 22% .69 7b 78% .76
Average 55.2% .62 8b 78% .76

9b 69% .00

10b 69% .62

Average 66.77. .35

Total Av. 70.8% .48

Kuder-Richardson Estimates of Reliability, based upon

Part I, r1 = .629

Listening, Pal.: I, ri. = .721

Part Ia, r1 .724
Part Ib, r1 = .000

Listening, Part II, ri. = .691

Total Test, r1 = .822

item variance:
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Item Difficulty and Discrimination

Units XV-KVII, Semester II Examination

Part I. Listening, Recognition
of Themes and Elements

Item no. Diff. Disc.

Part II. Listening, Stylistic
Recognition

Item no. Diff. Disc.

la 78% .82 1 44% .87

2a 81% .48 2 52% .42

3a
4a

63%
67%

.59

.82

.703 59%
4 44% .81

5a 52% .87 5 63% .29

6a 89% .70 6 81% .76

7a 59% .42 7 63% .57

8a 22% .00 8 33% .87

9a 70% .82 9 63% .14

10a 78% .82 10 74% .48

la 48% .87 Average 57.6% .59

12a 41% .14

13a 63% .82 Part III. Tone-Row Problems

14a 85% .62 Item no. Diff. Disc.

15a 81% .76 1 81% .70

Average 65.1% .64 2 63% .82

3 81% .70

lb 81% .76 4 81% .46

2b 67% .36 5 56% .42

3b 78% .70 6 74% .62

4b 30% -.61 7 70% .82

5b 44% .48 8 63% .59

6b 48% .29 9 70% .87

7b 78% .76 10 56% .15

8b 48% .42 11 52% .00

9b 63% .00 12 48% .59

10b 26% .47 Average 66.3% .56

llb 56% .29

12b 44% .57

13b 70% .48 Kuder-Richardson Estimates of

14b 52% .29 Reliability, based upon item

15b 04% .00 variance:

Average 52.6% .35
Part I, r1 = .826

Total Av. 58.9% .50 Part Ia, r1 = .822

Part Ib, rl = .525

Part II, r1 = .787

Part III, r1 = .803

Total Test, r1 = .993
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TRANSPARENCIES

Unit I: The Elements of Music
Rhythm notation (10)
Pitch notation (12)
Melody (9)

Harmony (12)
Texture ( 2)

Unit IV: Sonata-movement Design: The Classical Sonata and Symphony

Sonata-movement design (1)

Beethoven, km_p_mx11Nolir, first movement, form (2)

Unit V: The Variation Form in the Romantic Era

Beethoven, jmuxp_l_11EbSI, fourth movement (6)

Brahms, Symphony No. 4, fourth movement (11)

Unit VI: The Concerto
Bach, Brandenburg Concerto No. 5 (5)

Unit VII: Song and Choral Music
Parts of the Mass (1)

Unit VIII: Bach and Handel: The Culmination of the Baroque

Handel, Water Music Suite (1)

Bach, Cantata No. 80 (7)
Bach, Toccata and Fugue in DI Minor i7)

Unit IX: Early Music
Palestrina, "Sicut cervus" (5)

Early instruments (7)
Josquin Des Prez, Missa Pange lingua (4)

Monteverdi (1)

Unit X: Opera
Mozart, Don Giovanni (3)

Unit XI: The Late Romantic Symphony
Mahler, Symphony No. 5, first movement (8)

Mahler, Symphony No. 5, second movement (7)

Unit XII: Impressionism
Debussy, Nocturnes, II, "Fetes" (5)

Debussy, Nocturnes, III, "Sianes" (2)

Unit XIII: Neo-Classicism
Prokofiev, Classical Symphony (7)

Stravinsky, Symphony of Psalms (11)

Unit XIV: The Influence of Folk Music
Barttik, Concerto for Orchestra (5)

Unit XV: Expressionism
Webern, Symphony, Op. 21 (5)

Schoenberg, Serenade, Op. 24 (3)

Berg, Violin Concerto (3)
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Unit XVII: Twentieth-Century American Music

Ives, Three Places in New England (8)

Gershwin, Concerto in F for Piano and Orchestra (2)

Harris, Third Symphony (8)
Bernstein, West Side Story (2)
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CLASSROOM TAPES

Unit I: The Elements of Music

Rhythm Examples
Melody Examples
Harmony Examples
Texture Examples
Timbre Examples
Copland, Billy the Kid

Unit II: Nineteenth-Century Instrumental and Descriptive Music

Strauss,Till Eulenspiegel's Merry Pranks

Unit III: More Elements of Music

Style

Unit IV: Sonata-Mmement Design: The Classical Sonata and Symphony

Mozart, Sonata in C Major for Violin and Piano, K..296, 1st movement

Haydn, Symphony No. 104
Beethoven, Symphony No. 3 in Eb Major, 1st movement

Unit V: Variation Form in the Romantic Era
Beethoven, Symphony No. 3 in Eb Major, 4th movement

Brahms, Symphony No. 4 in E Minor, 4th movement

Unit VI: The Concerto
Beethoven, Piano Concerto No. 5, 1st and 3rd movements

Bach, Brandenburg Concerto No. 5 1st movement

Unit II: Early Mbsic
Palestrina, "Sicut cervus," "Soave fia ii morir"

Monteverdi, Il ballo delle ingrate

Unit X: Opera
Mozart, Overture to Don Giovanni
Comparison of period styles in opera: Monteverdi, Il ballo delle

ingrate and Mozart, Don Giovanni and Strauss, Salome

Unit XI: The Late Romantic Symphony
Mahler, Symphony No. 5, 1st and 2nd movements

Unit XII: Impressionism
Debussy, Nocturnes, "ntes" and "SiAnes"

Unit XIII: Neo-Classicism
Stravinsky, Symphony of Psalms

Unit XIV: The Influence of Folk Music
Bart6k, Concerto for Orchestra, 1st and 4th movements
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Unit XV: Serial Technique and Expressionism
Webern, Symphony, Op. 21
Schoenberg, Serenade, Op. 24, "Marsch" and "Variationen"

Berg, Violin Concerto, 1st and 2nd movements

Unit XVII: Twentieth-Century American Music

Ives, Three Places in New England, II, "Putnam's Camp . . .

Gershwin, Concerto in F for Piano and Orchestra

Harris, Third Symphony
Bernstein, West Side Story, "I Feel Pretty" and 1Maria"

Examination Tapes
Listening Achievement Test
Units II, TV
Units V-VII
Unit VIII, Semester I
Units IX, X
Units XI-XIV
Units XV-XVII
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LABORATORY TAPES

Unit I: The Elements of Music

Rhythm
Melody
Timbre
Copland, Wily the Kid

Harmony, Monophony and Homophony

Polyphony

Unit II: Nineteenth-Century Instrumental and Descriptive Music

Strauss, Till Eulenspiegel's Merry Pranks

Unit III: More Elements of Music
Style
Scales
Intervals, Tapes A and B
Chords and Progressions, Tapes A and B

Chord Inversions

Unit IV: Sonata-Movement Design: The Classical Sonata and Symphony

Mozart, Sonata in C Major for Violin and Piano, K.296, 1st movement

Haydn, Symphony No. 104 in D, 1st movement
Beethoven, _npjory).No.S13.1.riajor, 1st movement

Unit V: Variation Form in the Romantic Era
Beethoven, Symphony No. 3 in Eb Major, 4th Movement
Brahms, Symphony No. 4 in E Minor, 4th movement

Unit VI: The Concerto
Beethoven, Piano Concerto No. 5, 1st movement, Tapes A and B

Beethoven, Piano Concerto No. 5, 3rd movement, Tapes A and B

Unit VIII: Bach and Handel: The Culmination of the Baroque

Handel, Water Music Suite
Bach, Cantata No. 80 ("A Mighty Fortress"), 1st movement
Bach, Toccata and FUgue in D Minor

Unit IK: Early Music
kalestrina, Motets, "Sicut cervus," "Adoramus te, Christe,"

"Stabat Mater"
Monteverdi, Il ballo delle ingrate

Unit X: Opera
Mozart, Overture to Don Giovanni, Tapes A and B

Unit XI: The Late Romantic Symphony
Mahler, Symphony No. 5, 1st movement
Mahler, Symphony No. 5, 2nd movement

Unit XII: Impressionism
Debussy, Nocturnes, "Fetes"
Debussy, Norturnes, "Sirines"



418

Unit XV: Serial Technique and Expressionism
Schoenberg, Serenade, Op. 24

Berg, Violin Concerto

Unit XVII: Twentieth Century American Music

Ives, Three Places in New England, II, "Putnam's Camp . .
"

Harris, Third Symphony
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MUSICAL SCORES

The following scores are all "pocket" or "study" editions. They are

arranged in the order of the course content outline.

Composer Work Publisher

Copland Billy the Kid Ballet Suite Boosey & Hawkes

MUssorgsky-Ravel Pictures at an Exhibition Boosey & Hawkes

R. Strauss Till Eulenspiegel's Merry Pranks Eulenberg

Haydn Symphony No. 104 ("London") Eulenberg

Beethoven Symphony NO. 3, Op. 55 ("Eroica") Eulenberg

Brahms Symphony No. 4, Op. 98 Eulenberg

Beethoven Piano Concerto No. 5, Op. 73, Eulenberg

("Emperor")

Verdi Requiem Eulenberg

Handel Mhssiah Eulenberg

Handel Water Music Suite Eulenberg

J. S. Bach Cantata No. 80, "Ein' feste Burg" Eulenberg

J. S. Bach Brandenburg Concerti Eulenberg

Monteverdi Il ballo delle ingrate Schott (AMP)

Mozart Don Giovanni (complete or overture) Eulenberg

Mahler Symphony No. 5 Peters

Debussy Nocturnes Eulenberg

Prokofiev Classical Symphony, Op. 25 Boosey & Hawkes

Stravinsky Symphony of Psalms (rev. 1948) Boosey & Hawkes

'Bart& Concerto for Orchestra Boosey & Hawkes

Schoenberg Serenade, Op. 24 Hansen (G. Schirmer)

Webern Symphony, Op. 21 Universal (Presser)



Berg

Ives

Gershwin

Harris

Violin Concerto

Three Places in New England
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Universal (Presser)

Mercury

Concerto in F for Piano & Orchestra Harms (MPH)

Third Symphony G. Schirmer

The following scores are not available in "pocket" editions.

Mozart

Schubert

Bach

Josquin

Des Prez

Palestrina

Bernstein

Sonatas for Violin and Piano
(in collection)

"Der Wanderer" and "ErlkOnig"
(available singly)

Toccata and Fugue in D Minor

Missa Pange lingua

"Sicut cervus" and "Adoramus te,

Christe" (available singly)

West Side Story

G. Schirmer

G. Schirmer

G. Schirmer

World Library of
Sacred Music

G. Schirmer

G. Schirmer
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DISCOGRAPHY

Unit I: The Elements of Music

Copland, Aaron. Billy the Kid/Rodeo, recorded by the New York Philhar-

monic, Leonard Bernstein, cond. Columbia MS 6175.

.
Appalachian Spring/E1 Salon Mexico, Dance from "Vbsic for

the Theatre," recorded by the New York Philharmonic, Leonard Bern-

stein, cond. Columbia ML 5755.

Mussorgsky-Ravel. Pictures at an Exhibition, recorded by the NBC Symphony

Orchestra, Arturo Tosc..anini, cond. RCA Victor 124-1838, 1954.

Songs of the Old West, sung by Ed McCurdy. Elecktra ELK-112.

Folk Songs of the Frontier, recorded by the Roger Wagner Chorale.

Capitol P8332.

Marching Along, recorded by the Eastman Symphonic Wind Ensemble, Frederick

Fennell, cond. Mercury 5R90105.

Unit II. Nineteenth-Centur Instrumental and Descriptive Music

Mussorgsky, Modest. Pictures at an Exhibition, recorded by Sviatoslav

Richter, pianist. Columbia ML 5600, 1958.

Strauss, Richard. Till Eulenspiegels Lustige Streiche, Op. 28/Don_Juan.

Op. 20, recorded by the Berlin Philharmonic, Joseph Keilberth, cond.

Telefunken TC 8050.

pnit IV: The Classical Sonata and Symphony,

Mozart, W. A. Sonata in C Major, K.296, recorded by Erica Morini,

violin, and Rudolf Firkusny, piano. Decca DL 710094.

Haydn, Franz Josef. Symphony No. 104 in D Major ("London"), recorded by

the New York Philharmonic, Leonard Bernstein, cond. Columbia MS 6050.

Beethoven, Ludwig van. Symphony No. 3 in Eb, Op. 55 ("Eroica"), recorded

by the NBC Symphony Orchestra, Arturo Toscanini, cond. RCA Victor

LM-1042, 1950.

Beethoven, Ludwig van. Symplimy No. 3 in Eb Major ("Eroica"), recorded by

the Columbia Symphony Orchestra, Bruno Walter, cond. Columbia MS 6036.
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Unit V: Variation Form in the Romantic Era

Brahms, Johannes. Symphony No. 4 in E Minor, Op. 98, recorded by the
Columbia Symphony Orchestra, Bruno Walter, cond. Columbia MS 6113.

Unit VI: The Concerto

Beethoven, Ludwig van. Concerto No. 5 in Eb Major for Piano and Orchestra,
Op. 73, recorded by Rudolf Serkin, piano, and the New York Philhar-
monic, Leonard Bernstein, cond. Columbia MS 6366, 1962.

Unit VII: Song and Choral Music

Schubert, Franz. Schubert Songs, recorded by Gerard Souzay, baritone;
and Dalton Baldwin, piano. Philips PHS 900-007.

Verdi, Giuseppe. Requiem, 2 LPs, recorded by Herva Nelli, soprano; Fedora
Barbieri, mezzo-soprano; Giuseppe de Stefano, tenor; Cesare Siepi,
bass; with the Robert Shaw Chorale and the NBC Symphony Orchestra,
Arturo Toscanini, cond. RCA Victor LM-6018, 1951.

Unit VIII: Bach and Handel: The Culmination of the Baroque

Handel, George Friederich. Messiah, 3 LPs, recorded by Elsie Morison,
soprano; Marjorie Thomas, contralto; Richard Lewis, tenor; James
Milligan, bass-baritone; with the Huddersfield Choral Society and
the Royal Liverpool Philharmonic Orchestra, Sir Malcom Sargent,
cond. Angel 3598 C.

. Water Music (Concerto No. 25), recorded by the Berlin Phil-
harmonic Orchestra, Fritz Lehmann, cond. Archive ARC 3010, 1951.

. Water Music Suite/Royal Fireworks Mimic, recorded by the
London Symphony Orchestra, Anthony Bernard, cond. Counterpoint/
Esoteric 606.

Bach, J. S. Cantata No. 80 ("Ein feste Burg istunser Gott"), recorded by
Maja Weis-Osborn, soprano; Hilde Rossl-Majdan, alto; Kurt Equiluz,
tenor; Walter Berry, bass; the Vienna Chamber Orchestra and Akademie
Choir, Felix Prohaska, cond. Vanguard BG-508.

. Toccata and Fugue in D Minor, BWV 565, et al., recorded by
Helmut Walcha, organ. Archive ARC 73124, 1956.

.

,

Brandenburg 3 LPs, recorded by the Chamber
Orchestra of the Vienna State Opera, Felix Prohaska, cond.
'Vanguard BG-540/42.
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Vivaldi, Antonio. The Four Seasons, from "Il cimento del'armoniae del

'invenzione," Op. 8, recorded by Renata Biffoli, violin; with the

Gli Accademici di Milano. Vox PL 11480, 1959.

French Baroque Music for Harpsichord: Works by Couperin, Rameau, and

Boismortier, recorded by Igor Kipnis. Epic LC 3889.

Unit IX: Early Music

Des Prez, Josquin. Hissa Pange lingua/8 Secular Wbrks, recorded by the

Pro Musica Antigua, Safford Cape, cond. Archive 73159, 1959-60.

PraL:torius, Michael, He:nrich Isaac and Roland de Lassus. The Renaissance

Band, recorded by the New York Pro Musica, Noah Greenberg, musical

director. Decca DL 79424.

Palestrina, Pierluigi, Josquin Des Prez, et al. Echoes from a 16th-

Century Cathedral, rt.corded by the Roger Wagner Chorale. Capitol

SP 8460.

Palestrina/Monteverdi, recor6ed by the Netherlands Chamber Choir, Felix

de Nobel, cond. Angel 35667.

Elizabethan and Jacobean Ayres, Madrigals and Dances, recorded by the New

York Pro Musica, Noah Greenberg, musical director. Decca DL 9406.

Monteverdi, Claudio. Il ballo delle ingrate, recorded by Alfred Deller,

counter-tenor; April Cantelo and Eileen McLoughlin, sopranos; David

Ward, baritone; Julian Bream, lute; Desmond Dupre, viola da gamba;

Denis Baughan, harpsichord; the Ambrosian Singers and the London

Chamber Players, Alfred Deller, director. Vanguard BG-567.

Unit X: Opera

Mozart, W. A. Don Giovanni Highlights, recorded by Eberhard Wachter,

Joan Sutherland, Elisabeth Schwartzkopf, Luigi Alva, Graziella

Sciutti, and the Philharmonia Orchestra, Carlo Maria Giulini, cond.

Angel 35642.

Mozart Overtures, recorded by the Philharmonia Orchestra, Otto Klemperer,

cond. Angel 36289, 1965.

Verdi, Giuseppi. Highlights from La Traviata, recorded by Rosanna

Carteri, Cesare Valletti, Leonard Warren, with the Rome Opera House

Orchestra, Pierre Monteux, cond. RCA Victor LM-2044, 1956.
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Wagner; Richard. Excerpts from Tristan und Isolde, recorded by Birgit
Nilsson, soprano; with the Vienna Philharmonic Orchestra, Hans
Knappertsbusch, cond. London OS 25138.

Strauss, Richard. Salome, 2 LPs, recorded by the Dresden State Opera

and the Saxon State Orchestra, Josef Keilberth, cond. Oceanic

OCL 302.

. Salome: "Dance of the Seven Veils"/Also Sprach Zarathustra,
recorded by the Chicago Symphony Orchestra, Fritz Reiner, cond.

RCA, Victor LM 1806, 1954.

Unit XI: The Late Romantic Symphony

Mahler, Gustay. Symphony No. 5 in C-sharp Minor, 2 LPs, recorded by the
Boston Symphony Orchestra, Erich Leinsdorf, cond. RCA Victor LSC-

7031, 1964.

. Songs from Des Knaben Wunderhorn, recorded by Maureen
Forrester, contra-alto; and Heinz Rehfuss, bass; withsthe Symphony

Orchestra of the Vienna Festival, Felix Prohaska, cond. Vanguard

VSD-2154, 1963.

Unit XII: Impressionism

Debussy, Claude. Nocturnes, recorded by the Philadelphia Orchestra and
the Temple University Women's Choir, Eugene Ormandy, cond. Columbia

MS 6697.

Unit XIII: Neo-Classicism

Prckofiev, Sergey. Classical Symphony, recorded by the Philharmonia

Orchestra, Igor Markevitch, cond. Angel 35008.

. Symphony No. 1 in D Major, Op. 25 ("Classical")/Symphony No. 5,

Op. 100, recorded by the Concerts Cologne Orchestra, jascha Horenstein,

cond. Vox PL 9170, 1955.

Stravinsky, Igor. Symphony of Psalms/Symphony in C, recorded by the CBC

Symphony Orchestra and the Festival Singers of Toronto, Igor
Stravinsky, cond. Columbia MS 6548.

. L'Histoire du Soldat/Octet for Wind Instruments, conducted by

Igor Stravinsky. Columbia ML 4964.
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Unit XIV: The Influence of Folk Music

Bartók, Bela. Concerto for Orchestra, recorded by the Boston Symphony

Orchestra, Erich Leinsdorf, cond. RCA Victor LSC-2643, 1963.

Concerto for Orchestra, recorded by the Chicago Symphony

Orchestra, Fritz Reiner, cond. RCA. Victor 111-1934, 1956.

. Music for String Instruments, Percussion and Celesta/

Divertimento for String Orchestra, recorded by the Philharmonic

Promenade Orchestra, Sir Adrian Boult, cond. Westminster XWN 18237,

1956.

Unit XV: Serial Technicie and Expressionism

Webern, Anton. Anton Webern: The Complete Music, 4 vols., 4 LPs,

recorded under the direction of Robert Craft. Columbia 14L-232.

Schoenberg, Arnold. Serenade for SeRtet and Bass Voice, Op. 24, recorded

by the Melos Ensemble of London, Bruno Maderna, cond. London-

L'Oiseau Lyre SOL 250, 1962.

. The Music of Arnold Schoenberg, 3 vols., 6 LPs, recorded by

various vocalists and instrumentalists, Robert Craft, cond. Colum-

bia 112S 694, Vol. II.

Berg, Alban. Violin Concerto, recorded by Isaac Stern, vlolin; and the

New York Philharmonic, Leonard Bernstein, cond. Columbia MS 6373.

Unit XVI: New Directions

Varese, Edgar. Poeme ilectronique, created directly on magnetic tape by

the composer for the Brussels World's Fair, 1958. Columbia MS 6146.

Stockhausen, Karlheinz. Gesang der Jfinglinge, realized in the Studio

for Electronic Music at the West German Radio Station in Cologne.

Deutsche Gramophone Gesellschaft SLPM 138811, 1965.

Luening, Ussachevsky, Babbitt, et al. Columbia-Princeton Electronic

Music Center, given at the McMillin Theatre of Columbia University

on May 9 and 10, 1961. Columbia MS 6566, 1964.
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Unit XVII: Twentftth Century American Music

Ives, Charles. Three Places in New England, recorded by the Philadelphia

Orchestra, Eugene Ormandy, cond. Columbia MS 6684.

Gershwin, George. Concerto in F for Piano and Orchestra, recorded by
Oscar Levant, piano; with the Philharmonic-Symphony Orchestra of

New York, Andre Kostelanetz, cond. Columbia CL 700.

. Concerto in F for Piano and Orchestra/An American in Paris/

Suite from Porgy and Bess/Rhapsody in Blue/Preludes for Piano, 2 LPs,

recorded by Morton Gould and his Orchestra, Morton Gould, piano.

RCA Victor LM-6033, 1955.

Harris, Roy. Third Symphony, recorded by the New York Philharmonic,

Leonard Bernstein, cond. Columbia MS 6303.

Bernstein, Leonard. West Side Story, original cast recording. Columbia

OS 2001.

. Kenton's West Side Story, recorded by the Stan Kenton Band.

Capitol ST1609.

Music from West Side Storv, recorded by the Oscar Peterson

Trio, Verve V6-8454, 1962.

. Music from West Side Stor/, recorded by the Dave Brubeck

Quartet. Columbia CS 8357, 1962.



A SELECTED LIST OF MUSIC REFERENCE AND STUDY MATERIALS

FOR THE HIGH SCHOOL LIBRARY

Student Textbooks and General References

Barbour, Harriet Buxton and Whrren S. Freeman. A Story of Music. Rev.

ed. Evanston, Illinois: Summy-Birchard, 1958.

Bernstein, Martin. An Introduction to Music. 2nd ed.

Prentice-Hall, 1951.

Brandt, William E. The Way of Music. Boston: Allyn and Bacon, 1963.

Fleming, William and Abraham Veinus. Understanding Music: Style,

Structure and History. New York: Holt, Rinehart and Winston, 1958.

Machlis, Joseph. The Enjoyment of Music: An Introduction to Perceptive

listening. Rev. ed. New York: W. W. Norton, 1963.

Ratner, Leonard G. Music: The Listener's Art. 2nd ed. New York:

McGraw-Hill, 1966.

Wilson, A. Verne. Desiga for Understanding Music.

Summy-Birchard, 1966.

Winold, Allen. Elements of Musical Understanding.

New Jersey: Prentice-Hall, 1966.

New York:
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Music Fundamentals

Evanston, Illinois:

Englewood Cliffs,

Barnes, Robert A. Fundamentals of Music: A Program for Self-Instruction.

New York: McGraw-Hill, 1964.

Castellini, John. Rudiments of Music: A New Approach with Application

to the Keyboard. New York: W. W. Norton, 1962.

Clough, John. Scales, Intervals, Keys and Triads: A Programmed Book of

Elementary Music Theory. New York: W. W. Norton, 1964.

Dallin, Leon. Foundations in Music Theory. Belmont, California:

Whdsworth, 1962.

Murphy, Howard A. Music Fundamentals: A Guide to Mhsical Understanding.

San Francisco: Chandler, 1962.
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Dictionaries and Encyclopedias

Apel, Willi. Harvard Dictionary of Music. Cambridge, Mass.: Harvard

University Press, 1944.

Apel, Willi and Ralph T. Daniel. The Harvard Brief Dictionary of Music.

Cambridge, Mass.: Harvard University Press, 1950. New York:

Washington Square (paperback), 1961.

Baker, Theodore, ed. Pronouncing Pocket Manual of Musical Terms . . .

Rev, and aug. ed. New York: G. Schirmer, 1947.

Grove's Dictionary of Music and Yusicians. 5th ed., 10 vols., ed. Eric

Blom. New York: St. Martin's Press, 1954-61.

The International Cyclopedia of Music and Musicians. 9th ed. rev., Robert

Sabin, ed. (Oscar Thompson, editor-in-chief). New York: Dodd,

Mead, 1964.

Slonimsky, Nicolas. Baker's Biographical Dictionary of Musicians. 5th ed.

With Supplement. New York: G. Schirmer, 1958-65.

Westrup, Jack A. and F. L. Harrison. The New College Encycluedia of

Music. New York: W. W. Norton, 1960.

Historical

Clendenin, William R. Music History and Theory: A Comprehensive Intro-
duction to Western Music from Primitive Times to the Present.

Garden City, N.Y.: Doubleday, 1965.

Gerboth, Walter, Robert L. Sanders, Robert Starer, and Frances Steiner

(editors). An Introduction to Music: Selected Readings. New York:

W. W. Norton, 1964.

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

1960.

Hansen, Peter S. An Introduction to Twentieth Century Music. Boston:

Allyn and Bacon, 1961.

Harman, Alec and Wilfrid Mellers. Man and His Music: The Story of

Musical Experience in the West. New York: Oxford University Press,

1962.

Keepnews, Orrin and Bill Grauer, Jr. A Pictorial History of Jazz:

People and Places from New Orleans to Modern Jazz. New York:

Crown, 1955.

Lang, Paul Henry. Music in Western Civilization. New York: W. W.

Norton, 1941.
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Machlis, Joseph. Introduction to Contemporary Music. New York: W. W.

Norton, 1961.

Pincherle, Marc. An Illustrated History of Music. Ed. Georges and

Rosamond Bernier, tr. Rollo Myers. New York: Reynal, 1959.

Sachs, Curt. Our Musical Heritage: A Short History of Music. 2nd ed.

New York: Prentice-Hall, 1955.

Guides to Listening

Baldwin, Lillian. A Listener's Anthology of Music. 2 vols. New York:

Silver 11.1rdett, 1948.

Bookman, Guy Alan and William J. Starr. Scored for Listanin : A Guide

to Mhsic. 2 vols. (reg. and Jlternate eds.). New York: Harcourt,

Brace & World, 1959-64.

Bernstein, Leonard. The Joy of Music. New York: Simon & Schuster, 1959.

Amberson, 1963 (paperback).

Cooper, Grosvenor. Learning to Listen: A Handbook for Music. Chicago:

The University of Chicago Press, 1957; Phoenix, 1961 (paperback).

Copland, Aaron. What to Listen for in Music. Rev. ed. New York: McGraw-

Hill, 1957.

Kinscella, Hazel Gertrude. Mhsic on the Ai . Garden City, New York:

Garden City Publishing, 1934.

Randolph, David. This is Music: A Guide to the Pleasures of Music.

New York: McGraw-Hill, 1964.

Starr, William J. and George F. Devine. Omnibus Music Scores. 2 pts.

Englewood Cliffs, N.J.: Prentice-Hall, 1964.

Related Arts

Dudley, Louise and Austin Faricy. The Humanities. New York: McGraw-

Hill, 1960.

Myers, Bernard S. Understanding the Arts. Rev. ed. New York: Holt,

Rinehart and Winston, 1964.

Portnoy, Julius. Music in the Life of Man. New York: Holt, Rinehart

and Winston, 1963.
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Sachs, Curt. The Cammonweal'..h of Art: Style in the Fine Arts, Music,

and the Dance. New York: W. W. Norton, 1946.

Wold, Milo and Edmmid Cykler. An Introduction to Music and Art in the
Western World. 2nd ed. Dubuque, Iowa: William C. Brown, 1965.


