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FOREWORD

This circular is addressed primarily to State and

District Supervisors of Music Education. Its purpose is to

afford sugsestions for the development of a trair

which will further the objectives of the Program as a whole,

These suggestions have been evolved from the experience of

States which have developed successful training programs,

Especial attention has been given to the training problems
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modifying in any way the rulces and regulations of the Work

>

Projects Administration.
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Purposes and objectives of the training pro

Determination of training needs
A, Survey of qualifications of the work

B, Listing the requirements of the job

Considerations in planning a training program

D. ILesson plans and reports
E. Supervisory visits
F. Temporary assignment

G. Intervisitation

4e FBducation and public-school methods
Be Music aporeciation

C. Conducting

E. Community music
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Lessons in Educational Psychology as Related
to Classes in Applied ilfusic
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eachers on WPA music education projects are
drawn principally from two classes of musicians. The
first is the private music teacher whose classes have
become too small to a¢¢ord a living. The secord type
of worker is the performing musician whose services are
no longer sufficiently in demand to enable him to earn
a living,

The private music teacher has usually depended
largely upon students whose musical talents were out—
standing and whose interest was focused upon the develo
ment of a specialized technique. The individual lesson
period is seldom of sufficient length to permit the in—
clusion of much basic foundation materisl. It has
usually been found that the study of such subjects as
eartraining, sightreading, music history and appreciat

usic theory, ensemble, ctc. are more cffectively and
readily utuoi d in clqvbos rather than in individual
private lessons. These factors have combined to malke
of the private music teacher a2 spccialist in technical
music,

Both the jolcha °ﬂ1nor and the nrivate music teacher
have uq“ally, hrou lack of use, become rusty in the
teach of ?ounaaulon materials, Teaching technigues
and. tnu wowledge of study materials have frequently
becone antedated. Successful class teaching can only
be accomplished when the planning has been based upon
the knowicdge of group reactions, Thus the WPA tcacher
must frequently acquire an up-to=date king knowledge

]
of the principles of psychology and cducation.
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Section 1, Purposes and Obiectives of the Trainina

Program, The WPA Music Education Program operates in the
field of democratic group instruction. Its objectives are
the development ‘of musical taste, the laying of a broad
well-rounded musical foundation, the stimulation of in-
terest in musical act ivity and the development of ele-
mentary skills, rather than the specialized training of
advanced musical techniques. Thig is a field which is
largely noncompetitive and undevelo: and which offers ex-
ellent opnortunity for the gualified teacher to become

self-supporting, since large nwubers of students are

of individual instruction thereby

A large prowvortion of the students enrolled in WPA

music education clasces

never bvefore had an opportu-

nity to receive musical instruction,

of them would be

uninterested in musical study which had for its objective

the develoomment of a high standard of technical performance.

The integ

of musical activities
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oulk of the American pcople requires the develomment of new
teaching techniques =nd matcrials,

ne successful oneration of a WPA Music Education
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Program therefore demands the organization of a training

A5

program which will ecquip its workers for this challeng

A

opportunity,
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A training program should be so designed that

through the rehabilitation of the worker the efficiency

juN

of the project is improved and its ntegration with com-

minity life enhanced. Therefore, the objectives of the

training program are:

—
L

To assist the teacher to an understanding of
the philosophies, policies, and operation of
the WPA Music Program.

(5) m wolron +) o ane £ hia 3
<s To awaken the awareness of his re-~

e
sponsibilities.

to broaden

4. To encourage the worker's understandi:
effective educational processes an

5. To develop an effec
and experiences, and to f )
for worth while experiment in Music Education.

Sec.
Page

aining
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Veeds,

A, Qnrve" of 'Dal“'LCOblOW” of

1
-

he Workers. In

for training, the
perv1~or mus b have tLL ’01] "ing informatior

aboua, ‘the worker:

1. A complete 1
with dates
teachers,

ist of musical subjects studied,
and names of institutions or

&)

2. A complete record of the worker's exnerience
as a teacher and performer,

asis for estimating the worker's
T teaching processes and techniques

4, Information that will show the worker's know-
g tecching materials, methods, seic.

(9)]

|
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. The worker's age, physical condition, and

ained from the following sources,

<t

0 ‘ This information may be ob

1. prlicati.n forms ané. work history on file
sion o” Employment or in the

s to sLow the
experience,
s and process
3. A personal interview is desirable, narticu-
ly to determine the worker's attitude

and outlook.

Thesec activities should be undeortakon cooneratively with the
Division of EM"lo yment, which is £ with the responsibility of
developing an dﬁ;ntalmfwm full occupational work histories of cer

fied persons for clasgification and assignment purposes,

(S}

the Requirements of the Job. The suy

uld list the regquircments for the successfu ]
.on of work %o be undertaken by the teacher, i
cluding musical subject matters, Cvﬂmzno of educational
processes, and persoral characteristics.

i~

fv‘.

A SR
4. COm

rison of the qualifications of the worker with
the requirements of the job should enable the super-
o 4

visor to determine the needs for traini N
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Section 3. OConsiderations in Planning

2 a Training

Procrem. - Lt

is necessary that the supervisor give careful th

d £ e V

Wal

for the inausuration of traini

anning

arative urgency of the various training needs,

B

o and
ing and encours
gpongi]

Bie

and the time that ig

ctivities,

B lhe aye

rooms,
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Music

Hducation

£ Trainine,

the orientation of
chilosophies, and

sonnel
project.,
project, before the teaching units are set in
tion, j" is particularly desirable that a tras
instite he id During the .:)':,‘c,ntmf)u of &
projec

times t

ma

2
b
the inavguration of a music educati

desirahle
ot
v

ecessarily be u ad 1t ds
usual],y possible to secure agsistance from eduvca-
C;

tional institution
than when the

are in session.

for teachers! institutes

The steps

1. To secure the necessary WPA administrative

proval and coopsration.

)

e L:\'}]'l beial
o . 3

e 10 make

and to

4, Whe

ctory oreli

a6l
vesn ma 6 to send ann
and to

determine the mn

nrobab
arrang
tions, to coordinate
a satisfactory daily s
annouvncements, and to com

of study
t0 send
arrangene

opportunity
individual

more readily a.t these periods

sultable

SRS
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f. Page

for an effective interchange of ideas, for demon-—
stration clasgsses and clinics, and for practical
exncrimentation in teaching methods. Sw‘,o“u ions
from the field may be subjected to tests, and
nractical methods and materials evolved from the
group thovught,

hat demonstration classes
d frequently and followed
flLtl“D ~L1E1L“sm. Indiv'"1a¢ members

of uh- group may conduct classes in which the other
nembers serve ag minils. The conference is a de-
sirable mathod to be worked toward in teachers
classes since it is democratic and stimuleting to
individval creative effort., In 21l training
classes the resnonsibility of the individual

should be encour: as much as possible,

C. Corresmonc Courses. When the workers cannot
regularly b ¥ together for training, cor-
rr“UDﬂdece courses may be develoned in such
',,vv‘ subjects as nsycholeogy and education, musical

theory, vublic-school music methods, methods of
tion in applied music, etec., The

class instruc
Wat“ ial that is emmnloyed or develoved through

rs! classes or institutes may be adapted
to corresnondence study., The lessons should be
prepared in such a manner that they may be sent
singly to the isolated teacher., Each one should
contain a list of quusti s to be answered or
some other written assignment. Lesson materials
contained in appendzces A and B are adapted to
corresnondence study.

5 o

D. Lesson Plans and Reports. Written detailed les-
son plansg submitted weekly to the supervisor
provide a continuous bagis for evaluation. The
teacher should be asked to list the subjects
and materials used for each class and to indi-
cate in detail the method of »nres
varticipation of the menoer* f the class, class

routines, the interre of subject matters,

&nd the problem or tbw uruomu of a particular

te When advanced lesson mlans are not

entation, the

vra0u1< 1, a kly report may be used for the
same nurnose., ror the isolated teacher the
\ written lesson plan, when uscd in conjunction
‘ with corresnondence lessons, may be a thoroughly
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device. (See Chart ¥o. 2)

Each teaching unit should

by a supervisor. A written

d by the supervisor making
submitted to the suvervisor
the State Supervisor, and

to the teacher ”PO”e classes have been observed.
This port should show the date of the Vil SHEGE

&
it, the activities

the d: ]
last visit, any

obs >r:od pProgress CLné>
problems
I iong for
Chart No. 3)

"s are dis-
suvner-
onal tech-

such teachers

ration with compete
-tituulo 1S or other allied

jeecitse

. When

ned to loc
o
rienced. . c

y ben be O“"O7Ofeu into ~0)d training loca-
tions for temporary assignment.

Intervisititetion, It is desirable that workers

be permitted to visit the classes of other teach-
ers. Occasionally a worker may accomnany the
sunervisor on a vigit to other units. The worker
should be asked to give a detailed renort on all
Wht es of activities observed.
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Seetion 5,1 Time

Music Education Training
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important

for successful class teachin

time for wvreparation.
veriod is nlanned in detail in advance.
be an adeguate check on the
Professional

"The State Director of

consultetion with the State Supervisor

mine the amount of nreparation time to

£

in various types of music

ment of operformers

"Prevaration time in the music education

' ference with supervisors, in attendance

at professional preparatory courses for teachers,

ings

or work as are directly related

tion that the teacher is giving

time shall be subject to the same supervision as time spent in

hearsals or in teaching.," (G-5 Section 36,

working assignments and prevaration.)

that an adequate allowance be

work is seldom st

and. Service

rosecution eof

the t

page

made for

o,

pccessful unless the

A written lesson vplan should

time spent in nreparation.

Projects, after

Music Project shall deter-

be allowed in the working assign-

<

activities.

field may be spent in con-
or institutes,

other meet-

a5

9 - Work location,

o
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Section 6., Adaptation of Traininge Method to Subject Matter., The
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following subject matter can be adapted satisfactorily to use

method of training:

1. Education and msychology (See Apmendix A),

2o Public-school imsic methods.

O3

o The theory of class methods in applied music.

4, Methods of development and operation of bands,
orchestras, and choral groups.

8. Higtory and literature of music.,

6. Music theory (See A:

The study of the following subject matter is »ractical only in

0

classes,

=t

2. Conducting.

Ss Adplied music technique,

~

lMusic aporeciation can be satisfactorily studied only in group

S,

best be brought about

The orientation of workers to the Pd

through institutes, classes, and interviews with the supervisor.
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ection 7. Zvalvation of the Trainine Program. It is important

that the supervisor continually evaluate all phases of the training opro-
grame His evalvation must be basad upon a consideration of the objectives

of the program, the facili

s

ties for training, the time expended, and the

starting point of training activities. It is imoortant to

evaluation must finally be in terms of behavior of the individual,

rather than of artificial stendards not closely related to the vrogram.
Since the encouragement of the workers to assume responsibility

is one of the objectives, i% is immortant that the worker be encouraged




Section 8,

Ale

1hlic-School Methods.

1. "Music in the Grade Schools," Karl Gehrkens,
s M

published by €. C. Birchard, Roston, Mass,

\T RS AT 2y s I A B oWy
2. '"Ne Dykema and Cundiff,
oub Bogton, Mass,

3. "Music for Young Children,!" L. S.
lished by Scribners Sons, New York,

vub-

4, U"Creative School Music," Fox and i
lished by Silver, Burdette arnd Co., New S

ihdls
accord wlth
Sitaties fit e
Board of Educatio
+
v

asked for

B, Music Appreciation.

R S [ A Al v SRS
lished Dby the

ppreciation for Zvery Child," Glenn Lowry,
published by Silver, Burdetie and Gov: H 7 ;orﬂ,

5, Tub-

AV}

H"‘

. rcul
_1sh€a by
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Page 2

Music 1

Class Methods.

ford Piano Course," pub-

Maier-Corzilius, mublished

Teaching Piano in Classes," John Thompson, pub-
y T m 1e

odore Pres "ei e

"Tundamentals of P*ano Playi
lished by Harris Rosen.

Helen Curtis, pub-

nity Music,
"Starting

Community Orchestr
’.n;"r i

tional Recreation ASDO“
W Momles NG
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Chart No, 1

S !
QUES

» 8iving names of teachers, schools,

have studied and indicate duration o

and

i

double check the subjects you ar

()
Q
o

eachy,

Rudiments of Music Conducting

armony Psychology or tion
Keyboard Harmony ; Public-School Music Methods
Sight ulhblpr Pedagogy or Teaching Methods
Bk Training Voice
Music Aporeciation Piano

History of Music Violin

Countervoint Cello

Ponﬂoﬁ¢t10p Brass

Orchestration

Sk
=
o]
o
Qs
s
e
8
o %}

What experience have you had as a teacher?

“rience IR bhiis el g

‘hat experience have you had ir

O
oy
[N
B
L}

What records of vour tea

Make out & plan for a l-hour c
and methods of presenting for

ist the methods, studies, techni
solo and ensemble pieces with whi
beginners through about 2 years in your m

ises, and representativ
thoroughly femiliar,
or subject,

c_,.’

Do you welcome suggestions for improving your work?

Answer No. 2 on this vage and other questions on attached sheet,

ou ever taught music in classes? If so, give detoils of your

e
for
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CLASS PLAN FOR WEEK

NAME OF
TEACHER

Muazic Bducation Training
Chart No. 2

CHART NO. 2

ENDING

CLASS |

NO. & | LESSCON MATERIAL

|
|
|
T R e i T e e e Sk S AR s S R s S S S e
|
|

SUGGTSTIONS AND

NEZW ASSIGNMENTS

MIN.

;
|
!
i
|
|
|
|
|
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Music Education Trainin

Ohzrt No. ' 3

Chart No. 3
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t {1
(D)
J
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QR Ve e S

Hl

PROGRESS SINCE LAST VISIT

PROBLEMS

IONS OR RECOMY

Signature of Supervisor
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The COLRSe 0% 2880NnS Log:), as

i 1 in such
a way that it may be used in as a
basis for discussion, When should

be worked out and used witl
in which the teachers serve
ing assignments may be made f
as those listed in the
"Organization of
circular

r: . or classes
ils, Supplementary reads-
andard textbhooks such

» attached to the circular
wide Music dducation Projects" and this

; with %tt°~nod i stis of
be sent out to isolated workers
This has proven particularly s
with regular lesson pl:
particular phases of
be asked to 1 T 2
indicate in his class
ted to cipa

1

Or he may be asked

be presented in
ctc. Th

©
0 & it

plan a;foraa a continu of the tcacher’s
,r

both for himse and - for the PETVISOTr,

The course of lessons on © i
teacher's training only, It is not rocommended that
be presented to student classcs a
rather that it be coordinated with regular class work when
there is occasion,
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Mugic Education Training
Lppendix A
Lesson I

INTRODUCTORY

l, Why Study Music? The
education are:

rposes for music

(a) Az a means of using leisure time to advantags,
(p) To chﬂﬁﬂs the individual's capaci
enjoyment of music —~— both as a liciener and as
an active participant in musical activities

..f'or .L'h.p

(c) As a means of developing the ability of the
individual toward creative expression,

38 al career in music,

dividual lessons afford an
nan class lessons and so

of unusual talent and applica—
daring the private lesson period
for the stucy of 3ssary to develop a musical background,
such as ear trnining, ~:j1t ry, history, appreciation,
ensemble music, and musical cuvrsnt events., Such subjects are more
readily taught in classzes, The comparatively high cost of private
instruction is likely to seem justified only where tk* advancement

on the instrument is in promortion to the cost, Specialization at an
carly stage of study often results in a loss of intert t and the
failure to acquire a sound bagis for musical enjoyment when the

acility at the instrument does not develop rapidly.

i
6]
!
ey
fea

Ba Epayva
opportunity for gres
should be an advanta

tion, However, tneiﬂ

= e

3 4

Class study wrovides the opnortunity for students to assist and
encourage one another, the cost »ner utuuonu is greatly reduced, and
there is ample opportunity for effective study of subjects necessary
to develop the students® musical foundation, There is, however,
less chance for specialized technical study of the i-strumont than
with private lessons,

It, therefore, would seem that most students should stv SEC
in classes and that especial gifted and ambitious pupils shuulu
have private instructior ecialized subjects wft@; they have
acquired the broad found necessary to a sound baclke: funﬁ. It
further seems desirable Very rmal child Fhovﬂd na"e the

i~
o]
3 E)

advantages to be derived from musical study, but that only especially
gifted pupils should be encouraged to develop the special skills
necessary for professional musical carsers,
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cation Training
@A
Questions on Lesson 1

le What should the average student hope to gain from music study?
Qe  Who do you think should study music?
3o Wnat are some of the advantages sf class lessons?

4o What ars the disadvantages?

5, Should the aim of class instructor be the same as that of tho
private teacher? Explain,
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rendix A

MATNTAINING CLASS GROURPS

Since successful class teaching must be based upon the

reactions and 1n1,rwntwwn of the group, care must be exercised
o

to sec that the members of the class have certain common points
of coround, and facilitie f\“ S ndﬂ. The follove
ing points should be considered in form > classes:

(a) The possibilities of successfully scheduling the class
i to be devoted teo outside study or preparation,

educational background
of interests and mental
plan work that will
hildren and morc mature

(e) The type of study to be undertaken by the class,

(d) The fac: for home practice or study if work is
10} lo)e) rc041vod outside the classroom,
Classes may requi whenever the degrees of advance-

re re-—forming
ment or diversity of interests makes a group an uns ntlufactory Unite
The teacher's schedule should provide some tima outside the regular
class period which may be used to help students who fall slightly
behind the class or who miss occasio nal lu,uons or for students who
may require more material for study than the class as a whole may
profitably use,




A1896 Music Education Training

endix A
Questions on Lesson II

Why should members of a class be of abomt the same age?

Why must the teacher provide periods for make-up or supple=
mentary work?

Should students without an opportunity for home practice be
included in classes with students who do have such opportunity?

When should classes be adjusted?

Of what importance in class teaching is the formation of the
class groups?

How many students de¢ you think should be included in one class?
Explain,
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HE MOTIVATION FOR SUCCESSFUL STUDY

hﬁxggﬁ*dPLLgﬂ'ley_lg;aqgﬁn;gxgd, The successful teacher
must u”nstwﬁtly be alive to the interests of the class and must

devote most o efforts toward stimulating and encouraging
the iLtorast asses to enjoy musical activities, It is
not Glfficieq teacher. (or pare nts) to want the
stude to »

tasks It is necessary that the student
:

L
11150 do them, The student must be encouraged
to enjoy his his does not mean that rmusical study should
be all play, dent should learn to enjoy serious work,

The successful teacher must unde nd

his classes and mlqt carefully plan +hﬁ‘- il
such a way as to take advante
students, Educatlo“ is not a 1
in other words, the motivation for
rather than from the teacher or par

aa, hing but of learning;
come from the student

Many of mmvlvinz to WPA classes for musical study

are almost entir ut musical background, Many have at the
outset only a slight in ..n‘a::t in music and may be easily discouraged
if the work j eresti )




A

Docs the class teachcr need to understand psychology as much
as the privete teacher?

What happens when the teacher wants something the class does

s
not want? If this occurs, whose is the fault?

A

Is education pronerly motivatced from without or from within?
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Avvendix A
Lesson IV

TH® THREE STAGES OF CHILDHOOD

Each normal child passes through three distinct veriods of
develovment. During each of these veriods there are certain
characteristics, both vhysical and mental, which should be
clearly understood by a teacher who wishes to work successfully
with groups of children. The presentation of materials and the
selection of activities for a group should be based upon an under-
standing of the characteristics and reactions of the group.

The first period, sometimes known as the SENSORY period, ex-
tends from infancy through about 8 years. The following character-
istics apoly to children cduring this period of growth:

1. The child grows rapidly and usually lacks a fine muscular
and mental coordination.

2. The child of this period is a keen observer, a good imitator,
and has a lively imagination.

3. Interest is not consistent or long »nrolonged. The child of
6 to 8 tires cuickly, and will lose interest if recuired to
do vprotracted practice on an instrument.

4, The average child of 6 to 8 has a love for free movement.
Activities which call for the use of the whole body make
a great avneal.

5. At this age, the child's interest is almost exclusively
centered in concrete matters, There is seldom any ability
to think in the realm of abstract ideas.

6. While the memory is ouick, the child is unable to take in
meaningless or unrelated imnressions,

In summary, music activities for the child of this age should
not rely on inactive listening, abstract mental vprocesses, or activ-
ities whose value lies far in the future. Activities should,
vhenever possible, bring into use the child's pleasure in active
movement. Explanations and narratives should be based upon the
concrete and make an appeal to the imagination.
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Appendix A
Questions on Lesson IV

1. Describe the physical characteristics of the child of 6 to 8,

2. Will the child in this vperiod be willing to work for the sake
of future benefits?

3. Can we exoect young children to develoo an accurate instrumental
technioue?

4, What kinds of music will apvweal to young children?
5. May we expect much home practice?

6. Should classes of young children be kent at one task throughout
the class period?
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Appendix A
Lesson V

THE THEEE STAGES OF CHILDHOOD (Continued)

The period of ASSOCIATION includes children from 9 to 11
years of age. Usually the child grows more slowly and develops
a finer coordination of mind and body. This is an excellent
period in which to build the foundation of a sound instrumental
technioue, The memory develops readily and easily, and is sure
and lasting. During this wneriod the child's interest shifts
from purely physical activity to an interest in the successful
control of objects, Skills begin to make an apneal,

This is a veriod of transition in the child's social out-
look. The child begins to develop an interest in individual
rather than team skills and attainments, The imagination is in-
terested in realistic and concrete things rather than idealistic
or emotional ideas.

This is the best period in which to develop skill., The
child is willing to practice in order to obtain a mastery.
Avpeals directed to the child's individual attainments are
successful,




A1896 Music Education Training

Appendix A
Questions on Lesson V

Explain the physical characteristics of the ASSOCIATION period.

Contrast suitable class activities of this period with those of
the SENSCRY period (6 to 8 years of age).

What types of music apneal to the child of 9 to 117

s
W

i1l home practice be more successful for the child of this
period than for the younger child?
Need the class period he as much varied as for younger children?

Can the child of this period develop an apnreciation of good
technical performance?
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Appendix A
Lesson VI

THE THREE STAGES OF CHILDHOOD (Continued)

The period of ADOLESCENCE includes children from 12 to 15
years of age. There is again a rapid physical growth, often
sufficiently rapid to rather exhaust the child.

The adolescent develops emotionally beyond his intellectual
advancement., The social nature develops strongly. Team spirit
and loyalty are intense. The adolescent is sincere and idealistic,

The imagination develops during this veriod to the largest scope
that it ever attains. Abstract interests become fascinating. This
is a desirable period for the develovment of good taste and ideals.
Technical skill is subordinated to expression.

The adolescent is less interested in drill for the sake of
technical skill than as a means of expressing ideas and emotions.
Music based upon ideals of love, duty, honor, etc., makes a great
apneal. Biography, aesthetics, and music appreciation are success-
ful studies at this period.
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Questions on Lesson VI

What should be the osrincipal appeal in music for the adolescent
child?

Is this a good period for clasgs discussions in musical ideals
and aesthetics?
£

Should we exvect a fine attention to technical details?

Will avpveals tc shame or wersonal repubation be effective with
the adolescent?

Will abstract music appeal to the adolescent?

Should music appreciation be an important part of the activities
of the class?
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CLASS MAVAGEMENT

A class in applied music should be conducted very much like other
school classes. Discipline must be maintained if the class is to be
successful. When esach puwil is occupied with interesting, worthwhile
work, there is little tendency toward disorder. An unruly punil is

ften a punil who has not sufficient interesting work assigned to him,
It is freouently advisable to assign extra responsibilities to the
punil with a tendency to be disorderly. Carefully planned lesson
periods will go far toward maintaining class discipline. The fol-
lowing suggestions may be helpful:

1. The class room should be rsady before the class pericd, with
proper ecuipment suitably arranged. ZResponsibility for the
care and arrangement of class ecuivment should be delegated
as far as possible to members of the class,

2. There should be a regular seating order, rollcall, and
routines for each phase of the class work,

&, Classes should be started on time and dismissed promntly.

4., Avoid all interruotions -- telephone, door bells, visitors —-
during class periods,

S. Devote a portion of each weriod to some activity away from
the instrument -- singing, rhythmic drill or games, conduct-

ing, and so forth.

6. Let the class hear some good music 2% each lesson if possible.

~2

. Plan the class veriod so that most of the time is spent in
groun work,

8, Call on pupils frecuently for criticism of their own and
their classmates' recitations,

e
=
=]
O]

9. Keev each student busy all the t
10. Provide periods outside of the regular class time for pupils

who need additional help in order to keep up with the class,

11, Include some dictation, ear training, rhythmic drill, ensemble,
or music anpreciation in each period.
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1. What are the most common causes of disorder?

2. What sdvantages are there in having established routines for
the class work?

2. VYhat suggestions can you make for the management of a dis-—
orderly punil?

4. Why is it necessary to plan the class work in advance?

5. Why should responsibility for class work be assumed by members
of the class?

6. Why must most of the meriod be spent in group work?
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Lesson VIII

INSTRUCTION

The object of modern education is not to teach or to instill
facts in a vassive individual, but rather to stimulate and en-

courage the growth and responsibility of the individual, conseauently

instructions should be so planned as to elicit information rather
than to dispense it. The teacher should not be the center and
motivating influence, dbut rather an older and guiding member of
the class group., The class itself should formulate its ends,
select the means, and evaluate the outcome. The following point de-
serve careful thought:

I

Necessary instructions should be given as ouietly and con-
cisely as possible, The TEACHER SHOULD DO O UNN:ECESSARY
TALKING,

Class routines should not be interrupted by slow or back-
ward puvils., Such pupils should be encouraged to make more
frecuent recitations, given help outside of regular class
veriod, and frecuently assisted by capable members of the
class rather than by the teacher.

The teacher should try honestly to see things from the
punils' viewpoint,

The teacher chould ask ouestions and encourage the class
to ask cuestions., He should encourage other members of
the class to answer ouestions rather than to sunsly the
answers himself,

Encourage creative work as much as possible.

Praise or reward any sincere effort on the part of members
of the class.
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Anpendix A
Questions on Lesson VIII

(a) What is the difference between teaching and learning?
(b) Which is vnreferable?

What is the teacher's relationship to the class?
Should the teacher prefer to instruct or inauire?
Should mistakes or incorrect answers be censured?
Who should recognize mistakes, the teacher or the pupil?

Do you do most of the talking during the class period?
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THE LAWS OF LEAEJING

1. The Law of Preoaration. This refers to the student's mental
readiness (o undertake the work of the class. The classroom should
be so arranged, and the activities of the class so conducted, as to
dispose the groun for work. The principal enemies of favorable mental
attitudes are ¢istraction, fatigue, and preoccunation. Young children
varticularly are very easily distracted, The class room should be
oulet and orderly with no unnecessary talking or walking about.
Mental fatigue or distraction can usually be banished by planning
and conducting the class in such a way that therc is sufficient variety
of activities, including physical expression, to : 0id monotony or too
prolonged. concentration on a single problem, Positive directions for
performing an interesting task is the secret of favorable mental
attitudes for study.

2. The Law of Satisfaction. This refers to the student's reaction
to his work. Success strengtiiens the student while lack of success
creates annoyance, Froblems should be presented in such a manner that
the student can find the solution himself. He must be encouraged to
succeed and should be made aware of his success., HBach student should
feel that he has made progress, as a result of his own efforts, at
each class. The teacher must plzn the work in such a way that the
reguirements of the course are within the abilities of the class.

3. The Law of Drill, Drill is necessary in order to develop the
accuracy and facility required for progress in music. It is im-
vortant, however, that the student be aware of the need for drill
before it is undertaken. The student should be able to see the practi-
cal use for skill in technical and theoretical subjects and should
understand the idea which forms the basis for drill. He should be
given positive directions for verforming the drill and should be
encouraged to feel that he has made progress during a period of
dipdtiln
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QUESTIONS ON LESSON IX

25

Indicate briefly three group activities %
in overcoming mental fatigue or preoccupation,

¥

at might be useful

Sk

Which is preferable: To tell a pupil a fact or to leave him
to discover it for himself?

Is it advisable to have visitors in the classroom? ZExplain.
Should the teacher point out the pupils' errorst
How long should a class be kept working at a single problem?

If the pupil does not understand the nroblem in the classroom,
should he be asked to work it out at homef?
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Lesson X

ATTENTION

Attention means conscious concentration on an idea. Since
the mind is always active, the teacher's problem is to assist
the child to focus his attention upon the nroblem at hand. The
young child can concentrate only for brief periods. The more plea-
sure an exverience yields, the more interesting it is. The more in-
teresting the idea, the easier it is to vrolong the attention.
It is easier to recapture attention for an interesting and pleasant
idea after moments of mental relaxation.

Lesson material which is unknown and strange arouses little
curiosity or interest. Therefore, it is advisable that new ideas
should be related to known ideas. An effort to vnrolong the nuvil's
attention to a single idea should not be carried to the noint of
mental fatigue.

The lesson period should be varied in order to avoid monotony.
The teacher must carefully watch the period of interest in a given
idea and be ready to vary the subject matter when the interest
veriod is exhausted,

It is seldom successful to ask the pupil to verform an action
for which he is unprepared. To do so is likely to result in a
lack of pleasure in the activity and a total loss of interest.

It is difficult to maintain the interest or recapture the at-
tention of a child who is left in the class period without some
clearly understood and interesting thing to do. The successful
class teacner must avoid working with one pupil and leaving the
others without definite, interesting occupation.
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Questions on Lesson X

What is the meaning of attention?

What is the effect of too prolonged attention to an idea?
How can such an effect be avoided?

What is the relationship between interest and attention?

Is it advisable to have one student work at an instrument
while others in the class are covying? Why?

Why is it necessary to vary the activities of the class meriod?
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MEMORY

Vemory works by associastion and repetition. A new idea is
more likely to be remembered if it is associated with something
which is already known. The more intenss the ezperience and the
more frecuently it occurs, the easier it is to remember,

Habits are established by repeated action or thought. It is
important to remember that wrong habits are as easily established
as right habits. It is necessary in music study that correct
habits be formed in such umatters as technique, reading, etc. S1ow,
careful attention is necessary to form correct habits. The teacher
must remember that there is a distinction between the pupil's under-
standing of an idea and the formation of a habit, Interesting, care-
ful drill is required to develop good habits. This can only be suc-
cessfully undertaken after the pupil understands the idea. The
teacher's urge to oress forward too rapidly in technicue advance-—
ment is likely to develon habits of carelessness and strain,

Where bad habits have become established, the best orocedure
is to substitute a good habit for the bad one. The student should
not be told to avoid doing this or that, but rather to do this or
that correct thing,
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USSTIONS ON LESSON XI

1O

How does a child memorize?
How are habits formed?
What sugeestions can you make for correcting a bad habit?

Distinguish between the rapid understanding of asn idea and
the formation of a habit,

Why must cor.zct habits be established in technical matters?

Is it advisable in class teaching to expect correct habits to
be performed by home practice, and whyt
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STEPS IN THE TEACHING OF APPLIED MUSIC

s Bl

a Musical Background. This -wmust be done, for the
beginning fudnnt largely by listening, rote singing, and unconscious
imitation, Music appeals to the ear. There ore, the nupil's first
apvroach must be through the ear., Throughout tho periond of study
there must be constant aural training. Rote singing and unconscious
imitation make the ear the guiding factor,

2. Teaching Little Fisces by Msans of Conscious Imitation., When
a little piece or song has been learned by rote the next step is
to have the pupil imitate the vnositions and movements of the teacher
or of another wmupil. This requires the directed attention of the sye.

3. Observing Problems or Effects As mhov Occur in the Piece
Learned. The pupil's observation should first be directed to the ear.
He must listen to each detail of his own, his classmates', and his
teacher's performance., The attention of his eye will be directed
to positions, movements, details of musical notation, etc. It i
worth emwhasizing at this point that the class must never be left
without 'a positive, clearly understood direction.

4. LearniLg of Names and Symbols. The explanation of terms and

and never precedes the process of imitation playing. In
nitions and rules grow out of the student's experience and
teresting and more readily remembered.

thls way d i
so can be masde

5. Drill., Drill is employed only when the idea is properly assim-

ilated through the ear and eye, and after the proper association has beexn
formed between the idea and its name or symbol,

6. Appnlying the Results of the Drill to a VWew Problem., A new
SLLgnment should include some of the elements of the previous assign~-
ment, The pupil should be encouraged to find in the new assignment
the idea with which he is already familiar,




A1896 Music Bducation Training

Appendix A
Questions on Lesson XII

should the student first approach music through the eye, the
hand, or the esr?

What do we mean by "conscious imitation"?
What characteristics should a new assignment have?®
When should notation, musical terms, or definitions be taught?

Is there a natural, evident connection between musical sounds
and their notations?

e

What is the basis for developing sight-reading ability?

i )
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APPROACHING INSTRUMENTS THROUGH SONG

1. Reasons For the Song Approach.

(2) It makes the ear the chief factor in the »upil's study.
(b) It is the natural apvroach to musical interpretation and form.

Ce) T provides an association for the vupil's work at the instru-
ent with his »revious musical experience.

(d) It orovides a basis for self-correction and, therefore, re-
duces mistakes at the instrument.

2. The Singing of Children. Children's voices are naturally light and
high., They should be encouraged to sing quietly and with expression. Care
should be taken to avoid tiring children's voices.

Nonsinging children should be encouraged to sing alone or beside a

child who has a good voice.

3. Teaching a Rote Song.

(a) The class should hear the entire song, sung several times as
expressively and artistically as possible. While listening
it is advisable to hawe the class follow the words and music.

(b) After the class is familiar with the song as a whole, the
teacher sings the first phrase and the class imitates, until
the vhrase is correctly reveated.,

(c) The second mhrase is learned in the same way.

(d) The two phrases are presented together and imitated.

(e) This process is followed until the whole song 1s learned.

The ‘piano should not be used until the song has been learned.
It can then be used as an accompaniment.
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Give several reasons why it is advisable to apnroach instru-
nental study through the song.

What should be done with nomsinging pupils?
How can a teacher who does not sing teach a rote song?

Outline the steps in teaching a rote song,

Why should the vniano not bte used until a song has been learned?
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Lesson XIV

THE RELATIONSHIP BETWEEN NOTAT NOTATICON AND PREFQRMANCE

The ability to play music and the ability to read musical nota-

tion sre not the same thing, It is possible to 1~ by ear with-
out being able to read music and it is possible to read music
without being able to nlay it. Music which is easy to read is
not necessarily easv to play and music which is easy to play is
not necessarily simple to read.

2

The ability to read music is necessary to study, as is the

ability to play. Each of these subjects must be so vresented and
developed that it contributes to the most effective progress of the

pupil,

£

The development of ability to play by ear and by imitation is

a great aid to advancement. The danger lies not in the use of these
vrocesses but in faulty teachins which does not sufficiently em-
vhasize attention to detail or which fails to develon the pupil's
initiative 2nd independent effort.

4. The modern oractice is to teach musical notation as languages
are taught. The following are the processes avplied to music
notation:

(2) The child learns a piece of music by rote.

(b) By ear and imitation the child learns to express the melody

on an instrument,.

(c) The pupil is shown the notation of the piece both as a song
and as an instrumental piece with suitable variations (such
as the substitution of various octaves for succeeding
phrases on the keyboard).

(d) The puoil plays the material in the various ways indicated.

(e) The essential nroblems are summarized.

(f) The »nuvnil is urged to discover similar progressions in new
material and to learn the new music without assistance.

5. The ability to read by related grouns of notes in larger units

is fostered, rather than a2 too long note by note reading.
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=

XIV

Outline the steps in teaching musical notation.

Why should a discussion of notation be deferred until music is
familiar to the ear by singing and imitative playing?

What is the value of playing by ear?

Where must especial care be exercised in teaching a pupil to
play by ear or by imitation?

How is the pupil's developing ability to read notes apnlied to
new material?
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TEST ON LESSONS I TO XIV, INCLUSIVE

Questions

1. How should an idea be presented in order that it may
be easily remembered?

2. (a) How are habits established?
(b) How may a bad habit be corrected?

3. How can we teach a rote song?

4. VWhat are some of the advantages in approaching
the study of an instrument through song?

5. What should be the teacher's relationship to the
clasgs?

6. Why is it necessary that members of the class £roun
be approximaiely the same agel

7. Outline the stevs in teaching procedure.

8. What are some of the advantages in class instr :tion
over nrivate individual lessons?

9. UWhy should the class have a variety of activities?

10, Describe briefly the musical interests for the three

stages of childhood.
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THE CHANGED EDUCATIONAL CONCEPT

Bducational Ideas

Hew Educational Ideas

Faces the vast. Trains youth in (a)
the facts, habits, and customs

of our social inheritance, (This
assumes that the conditions of

the present are similar to those

of the mnast.)

Since the whole social inherit-
ance cannot be given, a selec-
tion is made by the standard of
tradition; i.e., what has been
tauvght, continues to be taught.
Accentance, blind and uncritical
is the vnolicy.

Emohasizes a narrow exoverience
of "essentials." Facts and
skills of mature racial and ad-
ult experience of the vast
taught to immature puvils with-
out regard to their usefulness
in immediate life.

This narrow exverience based -
upon the attainment of "minimum
standards" offers little opnor-
tunity for originality either
in teaching or learning.

Emphasizes facts and habits.

Teacher is the center and moti-
vation of the educational pro-
cess,

Represents authority to select
from the vwast, materials, stand-
ards, evaluations,etc,

(a)
Pupil is constantly subject to
external controls; is constantly
meeting wishes of other persons; (h)
is continuously inhibiting nor-
mel activities which may have
extremely desirable growth sigs’
nificance.

4(C)

o

Pupil is a mind and body
trained.,

to be

Faces the future. Trains youth
in recognigzing problems of the
present and sids in forming con-
cept of the possibilities in the
future. (This assumes a con-
stantly changing world.)

All learning is examined to de-
termine its use in aiding the
pupil to make his adjustments on
an increasingly higher level.
Alert, critical intelligence is
the policy.

Values broad area of experience.
Places pupil in center of chal-
lenging situations and under wiss
guidanrce aids him to select in-
telligently. Facts, skills, ete.,
become means toward more import-
ant ends.

Without restriction of "minimum
attainments" in limited subject
matter there is more flexibility
and freedom of movement and a
broader, richer experience.

Not neglecting facts and habits when
they are useful to attain more de-
sirable ends, new education empha-
sizes ideas, concepts, and broad
technicves. Places exnmeriences upon
an ascending level of value through
insights and meanings rather than
facts or skills,

New idea conceives of the teach-
er as older member of the groun.

Group formulates ends, selects
and evaluates means, and appraises

out come,

Pupil is free to select activities
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Lesson XVI

Page 2

and to make plans; to set his own
standards of judgment; to develop
his own growing experience, subject
only to the directing influences of
the combined group judgment.

Pupil is whole living organism to be
stimulated to growth. Education is

a series of experiences best conceived
to aid pupil to become a conscious
individual; setting ends, selecting
means, apnraising results, and
accepting consequences,
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Contrast the 0ld and new attitudes in education
with regard to the experiences of the past,

Contrast the sc T study between the ol
education and

What is the teacher's vlace in the 0ld educa—
tion? How is this changed in modern edvcationf

Contrast the emphasis in the 0ld education with
that in modern use.

What is the old concept of the wupil?
What is the new concept of the pupil?
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OLD CONCEPT OF LEARNIN

Subject matter to be learned.

Facts, knowledge, and skills classified by adults and taught
to children at the period when the resistance is not too
great.

)

arner to be stimulated by teacher to perform tasks.
Interest, need, and satisfaction of v pil valued most as a
means of overcoming his resistance,

Whole is equal to the sum of the part Parts are
important than the whole,

Pupil wishes to play music. Teacher wishe pupil
practice less

Individual in
behavior.

An upset of eq

2ilibrium results in a strain
preference, intere

st, desire, etc,

Individual reacts toward environment to rest
continuing until need has been satisfied

earning is 1 ess by which the
. need,
earning is purmoseful behavior,

Whole is
valuable only as

s greater than the sum of the parts., Parts are
.L

hey are combined into a whole.

Pupil must want to practice lesson.
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Who must feel the need or desire that motivates the
new learning?

Are the themes, harmonies, and rhythms of a piece of
music of greatest importance by themselves or in
their interaction on one another as varts of a whole?

Is the whole predictable from the part

Ane the skl informations, environments,
the individual of greatest importan in the
or in their interaction on one he

whole living being?

Is the complete individual
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QUESTIONS ON LESSON XVIII

Can you refute the following theories?

l. ZLearning to spell simple words and to add simple
sums are wiholly objective processes and involve
no creative activity.

Children cannot create,
Mind and re ¢ separate., Problem solving

requires a poin view entirely divorced from
seilfi

Is the creation of original poetry or music a more, or
complete process than solving arithmetic problems from

e

textbook, or is it a separate opposed process?

Does the individual find greater or less stimulus for develop-
ment as activities ascend the scale of creativi
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The course of lessons in "Music Theory" is intended

for teacherst! training only. It is not recommended tha t

theory be presented student classes as a gseparate sub-

Ject, but rather that it be coordinated with regular class

work when there is occasion.
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SOUND——~DURATION--NOTES AND RESTS

Sound is the result of vibrations of the ai Musical sounds
are the result of regular vibrations; irregular vibrations result
in noise.

The pitch of sound is determined by the rapidity of vibrations,

or, since all sounds travel at about the same rate of speed, we

may say that the pitch is determined by the length of the sound

wave. Higher sounds are the result of shorter wave length; that
is, greater rapidity of vibration.

The volume or force of sound depends upon the amplitude of the
vibration.

The tone quality of sounds depends upon the number and force of
harmonies or partial tones that are present and also upon the
medium that provides the vibrations. That is, the tone quality
is dependent upon the shape of the sound wave.

Notes and rests are used to indicate the duration of musical
sounds and periods of silence. The most commonly used notes
are the following:

Quarter note
Eighth note

Sixty-fourth note

Whole note C?CJ Sixteenth note JF ‘ﬁ
Half note J ‘r Thirty-second note ‘F

The relative duration of sounds, indicated by the above notes
and the following rests, is in proportion to their fractional
values. (A whole is equal to two half notes, etc.)

Rests:

Whole rest —e Sixteenth rest 7 i
Half rest . Thirty-second rest
Quarter rest % Sixty-fourth Rest j?
Eighth rest 7

A dot placed after a note or rest increases its value by one-half,
(g =~ i)

A second dot increases the value of the first dot by one-half,

(F..:f_‘_r_*_g)

A tie joins notes of the same pitch and therefore indicates a

sound whose duration is equal to all of the notes so joined.

e e
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Questions on Lesson I

What is sound?

What is the difference between musical sound and noise?
Upon what does the pitch of sound depend?

Upon what does the volume or force of sound depend?
What determines the tone quality of sound?

Write and name the notes commonly in use, indicating their rela-
tive durations.

Write and name the rests commonly used and indicate their rela-
tive durations.

What is the value of a dot placed after a note or rest?

Indicate the value of the following:

i o-
I -

)

g’
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THE PITCH OF MUSICAL SOUNDS

The staff, a series of five parallel lines, is used to express
the pitch of musical sounds. The higher the position of the notes
upon the staff, the higher will be the pitch so indicated and vice
versa.

The clef sign at the left of the staff fixes the pitches indi-
cated by the various lines and spaces of the staff. The treble or
G clef indicates that middle C (256 vibrations per second at inter—
national pitch) is located on the first added (leger) line beneath
the staff. The bass or F clef indicates that middle C is located
on the first added (leger) line above the staff.

= middle C
G or treble clef Egéi F or bass clef o

-1
Ry

¢ @ middle C

The C clef indicates that middle C is located upon the line or
space upon which the clef sign is placed. The C clef is movable,
although the usual placings are upon the third line of the staff
(alto clef) or the fourth line of the staff (tenor clef).

tenor clef

# ———— (middle C) :#‘::gm (middle C)

alto clef

The first seven letters of the alphabet are used in naming the
pitch of musical sounds. Upon a staff each succeeding line or Space
indicates the next letter of the alphabet. The eighth letter from
any given letter will duplicate the letter sign and represents the
octave, the simplest relationship between tones of different pitch.
(Their relationship is represented by a rapidity of vibration ratio
of 2 to 1. Thus the C above middle C will be a sound produced by
twice as many vibrations par second as are needed for middle C.)

= =t
e

£
¢ 1%‘57;,f gabcdefga

cbagfedecbagtfe

Most keyboard instruments of wide range use a brace of two staves with
the treble and bass clefs.

Most melodic instruments of limited range use one staff with either
the treble or bass clef sign, although the C clef is used for some few
instruments and sometimes for singing voices.
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How is pitch represented?
What is an octave?

What clef signs are used and what does

Illustrate the various clef signs upon a staff and name
degrees of the staff in accordance with each.
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THE PITCH OF MUSICAL SOUNDS (Continued)

The octave (mentioned in the last lesson as the interval at
which any letter sign recurs at a vibration ratio of 2 to 1)

is divided into 12 intervals called half steps. (Although these
are not equal intervals in nature, the tuning we employ makes
them so, in order that all relationships may correspond without
the necessity of employing too many notes to the octave.)

The piano keyboard will serve to illustrate the division of the
octave into 12 half steps. The interval from amy key to the
next key is a half step. Since only 7 letters are used to
designate 12 different sounds, each letter may be used with

or without certain symbols which indicate altered pitches.

~nnn22.R21E tones

L D‘E F‘G'A}B C‘DIE

5 Octave i

It will be seen that half tones occur from black to white keys
(or white to black) except between the keys B to C and E to F.
With the exception of these two places, the white keys are
separated by two half steps; i.e., a whole step.

A sharp,%, indicates that the pitch of a tone is to be raised
one half step.

A double sharp,x , indicates that the pitch is to be raised two
half steps.

A flat,b, indicates that the pitch is to be lowered one half step.

A double flat,pb, indicates that the pitch is to be lowered two
half steps.

A flat raises a double flat one half step.

A sharp lowers a double sharp one half step.

A natural,h, cancels a sharp or flat.

Any sign, written into music, affecting the pitch of a note,
affects all notes of the same let ter name throughout the rest
of the measure. Such written in signs are called accidentals.

When sharps or flats follow the clef sign at the beginning of
a movement, all notes of the same letter sign are so affected
throughout the composition or until contradicted. This is
called the key signature.
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What is a half step?
Vhat is a whole step?

Explain the difference in vitch between the normal alphabetical
letter names.

What are sharps and flats and what is their significance?
Vrite and explain the natural sign.
Ixplain double sharps and double flats.

plain the duration of the effects of accidentals.

Draw a diagrar the piano keyboard and illustrate upon
whole and he stens. :
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TIME AND ACCENT

Time in music refers to the grouping of sounds in accordance
with the recurrence of accents at definite intervals.

A bar line, a perpendicular line through the staff, is placed
before regularly occurring accented notes. The distance between
two successive bar lines is called a measure.

A double bar indicates the end of a movement or part of a move-
ment.

It will be observed that most music will fall into the following
groupings according to accent: accented and unaccented, or accented
and two unaccented beats; i.e., duple or triple time.

A time signature consists of two figures, one above the other;
the upper figure indicates the number of beats in the measure,
and the lower gives the note value of the beat.

Simple time has only one accented beat to the measure; compound
time has more than one. However, compound time is merely the
multiple of simple duple or triple rhythms.

A triplet is a grouping of three notes marked with the figure 3
(Iz?). The three notes of the triplet are to be performed in the
time usually allotted to two notes of the same value.

In triple time, two notes accompanied by the following sign, 751,
are to be played in the time usually allotted to three notes of
the same value.

The effect of syncopation ngy be produced by ties, rests, or
artifi cial accents which place the accent upon that part of the
measure not usually accented.
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SCALES~-MAJOR SCALES

1. A scale is a succession of ascending or descending tones having
reference to one particular tone as a starting point, the keynote.

2. The major and minor scales which form the basis for most of our
music are dietonic scales. This means that each letter sign and
each degree of the staff is used once only in successive order.

A major scale is a succession of eight notes from any note to
its octave, so arranged that half steps appear between the 3d
and 4th degrees and also between the 7th and 8th degrees, all
other intervals being whole steps. (This reckons the ascend-
ing order of arrangement.)

The white keys of the piano from C to C form a major scale:

¢c, D, E, F, G, A, B, C. Half steps appear between E and F and
between B and C, the 3d to the 4th, and the 7th to the 8th
degrees.

Major scales may be formed, starting upon any letter sign,##,

s Or 4, and proceeding through the successive letter signs to
the octave. Raising or lowering the letter sign permits the
proper arrangement of whole and half steps. :

142 37

E F A

1 5 6

B C#D#E

The various keynotes that represent scales employing sharps will
be found to be the following: G, 1#; D, 2#; A, 3#; E, 4#; B, 5#;
F#, 6#; C#, 7#. Soales of more than seven sharps are rarely used,
it being simpler to notate such scales in flats.

G
2 3%
E Major Scale EF# G# A

The various scales employing flats will be the followings F, 1lb;
Bb, 2b; Eb, 3b; Ab, 4b; Db, 5b; Gb, 6b; Cb, 7b. Scales of more
than seven flats are rarely used.

Sharps or flats found in any scale that is to be employed as a
basis for musical composition are usually placed upon a staff

at the beginning of a movement and are called the key signature.
Sharps or flats in a key signature affect all notes of the same
letter sign until altered by a new key signature or by accidentals
written into the music,
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Any sign affecting the pitch of a note, written into the music
(not in the key signature), is called an accidental.

An accidental affects all notes of the same letter sign through-
out the measure only. After the measure bar unless there is
another accidental, pitches revert to the key signature.

The sharps or flats in a key signature are added from left to
right in the order indicated in paragraphs 6 and 7.

Pt

LA A
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Questions on Lesson V

Ixplain the pattern of whol and half steps for a major scale.

Write upon a sta vithout a . owing major
scales: Eb, B Al o, A

What is an
long?

Vhat is a key signature
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SCALES—~MAJOR SCALE DRILL

1. Spell out the following major scales in descending form:
B, Ab, D, F, Eb, A, Bb, F#, Db, G, E, Gb.

2. Write upon a staff without key signature the following major
scales, starting upon the second degree of the scale:
Eb’ B, A’ Db, FO

3. Write into the following, the signs necessary to form the E
major scale:

Q =0 = l
J 4?25
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SCALES——MINOR SCALES

The normal or natural minor scale is a diatonic succession of

tones from the keynote to its octave in which half steps appear
between the 2d and 3d degrees and also between the 5th and 6th
degrees.

ABYcpEiF g a
12 345 6178

It will be observed that the above scale, A minor, contains the
same notes as the scale of C major rearranged to start upon the
6th degree of C major.

The relative minor scale to any major scale will be found upon
its 6th degree.

The harmonic minor scale has its 7th degree raised one half step
by an accidental. The substitution of G# for G§ in the illustra-
tion at the end of paragraph 1 will illustrate harmonic form
of the A minor scale. It will be observed that this makes an
interval of a step and a half between the 6th and 7th degrees

and a half step between the 7th and 8th degrees.

The melodic minor scale employs two accidentals in its ascending
form. Both the 6th and 7th degrees are raised a half step, making
a pattem of half steps between the 2d and 3d and between the

7th and 8th degrees, all the other degrees being whole steps.

In the descending form, both accidentals are canceled, making

the scale identical with the normal or natural minor.

The tonic minor (sometimes called the parallel minor) to any
major scale has the same tonic note.
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Questions on Lesson VII

on a staff the following normal minor scales:

onic minor scales: B, E, C#, Ab.
Write the following melodic minor scales: A, E, C, G#,

Write the names of the major scales in the keys employing
sharps and indicate the 451&ulve minor keynote for each.

Write the names of the minor scales employing flats for a

key signature and indicate the relative major keynote for

ween the following secales as
ind ¢ major; C# minor C#
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SCALES-~MINOR SCALE DRILL

1. Identify completely (A minor, harmonic form, etc.) the follow-
ing scales.

ke 2 W
‘iE,£§:§F77‘%H9”¥aL . . rod iﬂ

r»‘ P =l |
Y78 A4 ETT
74
B Bl ; i;
2. Spell the following scales: B minor, natural form; G# minor,
melodic form; D minor, harmonic form.

3. Spell the natural minor scales related to the following major
scales: F, Ab, E, Bb, D, C#.
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INTERVALS

An interval is the difference between two sounds measured in terms
of staff degrees and pitch,

(2} The general name of zn interval is determined by counting
inclusively the diat 1ic staff degrees from the lower note
to the upper. (From o D is a second, from € to I is a

fourth, etc.)

(b) The intervals from a unison to an octave are classified as
ReRFect o iﬂperfect. Unisons, octaves, fourths, and fifths.
may be perfect, augmented, or diminished. Seconds, thirds,

sixths and sevenths may be major, minor, augmented, or

b
diminished,

All intervals in the major scale above the

major or perfect: Thus from the 1lst to the a major
cale is the interval of a major second; 4th

degzrees, a perfect fourth; lst to 5th deg IRALARIE
lst to 6th degrees, a major sixth; lst t0 major

seventh; lst to 8th degrees a perfect octave,

A minor intervel is one chromatic half step smaller than a major
interval.

A dininished interval is one chromatic half stem smaller than
minor or perfect interval,

An interval 1s one chromatic half step larger than a
major or ect intervel., (Thus C to T is a perfect fourth

J
. h

83V
C to F# is an augmented fourth; C
although C to E, the same interval is a major third
and C to E# is an augmented third, identical in sound with a
verfect fourth on C.) The genernl nome of an intervel is there-
fore determined by the notation and the specific name by the
pitch.
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How is the general name of an interval determined?

Which intervals may be perfect

)

Which intervals may be major or minor?

Which intervals are major or perfect?

o]
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Identify completely (general and specific name
intervals: G to D#, Eb to G, Bb to G#, F to B, Ab to Gb.

Illustrate on a staff the following intervals: Major second.,
X th, diminished
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INTERVALS (Continued)

1. When the relative position of an interval is changed by moving
the lower note upward an octave or by moving the upper note
downward an octave, the interval is said to be inverted in the
octave. Thus, if the interval C to E, a major third, should

)

i
be inverted in the octave, it will become E to C, a minor sixth,

any interval may be found: 3 fr
third will be o sixth, etc.

3. Major intervals invert to minor intervals and vice versa.
4, Augmented intervals invert to diminished intervals and vice versa.

9. Perfect intervals invert to perfect intervals.
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Identify completely the following intervals:
Eb - G, Af - E, Gb - C, F# - D#, Db - Cb, G - Db,
A - Fx, F -~ Gb s Cb - E.

=

i»w

A
by 2 ¥

D A
O} C

W td

<1
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Write upon a staff the inversions of the above intervals and

identify each.
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INTERVALS (Continued)

1. Identify completely the following intervals:

| ; | | el | i 2
” g [
p | 3 i e ¥ " sg
o -th#' 3 > T T

2. Write upon a staff the following intervals: major third, augmented
sixth, minor second, perfect fifth, diminished third, minor second.

TT—
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Lesson XII

TRIADS

A triad is a chord of three tones consisting of any given note,
called the root, plus a third and a fifth above the root.

A major triad consists of a root, a major third, and a perfect
£ 0L

It ol

A minor triad consists of a root, a minor third, and a perfect
ifth.

e

(=

£
]

riad consists of a root, a minor third, and a

A diminished %
diminished fif

An augmented triad consists of a root, a major third, and an

augmented fifth.

A triad is named for its root and identified by its descrivptive
Gaktlens nde J , augmented, or diminished (a major
triad on G, an augmented triad on E, etc.)
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1. Define mejor, minor, augmented, and diminished triads,
oJ ] <Y 3

d

i the following trisds: G - Bb - D, T
Bi= G~ Bty Ob = b oAby @ - Bh =G AD = € - Hb:
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3. Write the seven t

-

1
degrees of the F ma
A

ds which may be formed by using the successive
or scale as roots, adding a third and a fifth
D

ppear in the scale of F major,

a
J
above each as they a

4. Identify each of the above seven triads.
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TRIADS (Continued)

l. Identify completely the follewing triads:

B

2. Spell the following triads: augmented triad on B, major triad
on Gb, diminished triad on A, minor triad on F, minor triad on
Bb, augmented triad on Gb,major triad on Db, diminished triad
on Fb.

@)

@




A1896 Music Education Trainiang

,_
=i
(953
=
(@
=
B
wn
2
@)
=

¢
—
I
i
P4
&
-
=
—
=
«Q
=
(=]
9]
—
=3
t=d

1, Explain time signatures.,

2. Define major diatonic scales, and write upon a staff the scales
of Eb major and B major.

3. Bxplain key signatures. What is an accidental?

ifference between chromatic and diatonic intervals?

s
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termined.,

7. Write upon a staff the following intervals: major sixth, augmented
fourth, minor seventh, augmented eighth, major second, diminished
seventh, major third, augmented sixth

)

Q h 2 8. What is a triad?

9. Write three major triads, three minor triads, three augmented
triads, and three diminished triad

n







