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SUMMARY

The purpose of this investigation was to determine whether
or not individuals' aural perceptions for the structural components
of form relating to specific musical compositions can be more highly
developed using programed analyses of the work than by studying the
works with conventional materials and aids. The following hypotheses
were formulated to be tested:

l. All things being equal, a student's perceptive skills
relating to the components of structure in a musical
work will be greater when

a. the student studied the composition under examination
using an adjunct linearly constructed program with
inserted magnetic tape musical references.

b. the student studied another composition than that
under examination but having the same musical design
(1.e., rondo, variations, etc.) using an adjunct
linearly constructed program with inserted magnetic
tape musical references.

c. the student studied a greater number of compositions
using adjunct linearly constructed programs with in-
serted tape musical references.

d. the student studied earlier in the term a composition
using an adjunct linearly constructed program with
inserted magnetic tape musical references.

2. Students who have completed the programed analyses will
demonstrate a greater preference for absolute music than
students not exposed to the adjunct programs, and the more
adjunct programs completed, the more likely that this dif-
ference will be observed. Preference will be greatest for
compositions of the musical form studied using the adjunct
materials,

Three movements of symphonies from the Classic period were selected
to be programed: 1, the first movement of Mozart's 40th Symphony in
g minor (sonata-allegro), 2. the second movement of Haydn's 94th Symphony
in G Major (variations), 3. the fourth movement of Haydn's 10lst Sym-
phony in D. Major (rondo). Each of the programed tests was structured
to be used with an adjunct tape of musical references in order to remove
the restriction of the usual requisite ability to read the musical score.




However, the score was provided in the event that students could take
advantage of it.

The sample selected for the experiment was 339 non-music major
college undergraduates enrolled in a one semester introductory music
literature course entitled Foundations of Musical Expression. The
students were grouped in three sections, each with a different in-
structor. The experimental materials were used for outside-of-class
assignments only.

Perceptive skills relating to the three programed works were
measured by three achievement tests. Transfer of learning was eval-
uated by the administration of achievement tests of similar construc-
tion of three unfamiliar works in the same form as those programed.
The criterion developed to determine changes in the subjects' pref-
erences brought about by the experimental materials was an inventory
consisting of all possible paired comparisons of the three programed
works and three selections classified as "program music'. Finally,

a questionnaire was used to assess attitudes of students who used
the programs to the value of the experimental materials.

The use of a balanced multiple comparisons design made it possible
to test the hypotheses concerned with the perceptive skills in several
ways. Since the total sample of subjects was grouped into three sep-
arate sections, the experimental conditions were replicated by class
and instructor,

Each achievement test was constructed so that in addition to the
total test, it was possible to determine perceptions of individuals
in five subtests: harmony and tonality, knowledge of form, melody,
rhythm, and timbre. Some of the subtests were found to have unusually
low reliability indices; the low proportion of significant differences
between experimental and control subgroups in some of the subskills
probably was due in large degree to this circumstance. Tests of the
hypotheses listed above provided evidence for the following conclusions:

Hypothesis Conclusion

la Individual's aural skills relating to a given
work are developed significantly more when the
work is studied by the use of a programed analysis
and tape adjunct than the aural skills of persons
who study the same work by means of textbooks,
conventional library references, and recordings.




Hypothesis

1b

1lc

1d

Conclusion

The form of a composition does not appear to be
a significant factor in facilitating the transfer
of aural skills from one composition to another
even though a programed analysis is the means of
instruction in the earlier composition.

A direct relationship between numbers of programed
analyses studied and a significantly keener aural
perception of variations of modifications of musical
sounds in works not previously audited cannot be
clearly established.

Th transfer of an individual's aural skills de-
veloped earlier to an unfamiliar work is not signi-
ficantly modified by the factor of relative time
placement in a term of study that a programed an-
alysis is introduced.

An increase in the amount of knowledge an individual
has concerning a particular composition does not seem
to be a factor in modifying his preference for that
composition 2s listening fare compared to others. Nor
are preferznce patterns for music categorized as pro-
gram music or absolute music determined by an indivi-
dual’s aural skills in general or as these relate to
specific compositions. Studying a composition by the
use of a programed analysis is not a factor in modi-
fying students' preferences for that composition when
compared to compositions studied by conventional means.

Also, data from the questionnaire survey revealed that the majority
of the students appreciated the guidance of the programed analyses. They
felt that the programs were powerful instructional tools and that they
learned a great deal from them. Survey data and observations made during
the experimental procedure revealed that the use of programed analyses
in a course of instruction in music literature presents no unique prob-
lems with reference to practical considerations such as staffing, space
or students' manipulation of the tape equipment.




CHAPTER 1

INTRODUCTION

Statement of the Problem

It is generally recognized that individuals who have a
nominal background of music training have considerable diffi-
culty in perceiving the structure of large musical forms. The
subtleties of combinations and arrangements of the components
which comprise the work are elusive to them and often escape
their attention. Even though they may have been exposed to for-
mal courses in which the aim is to teach them the basic skills
and foundations of theory, the gap between these knowledges and
audio recognition of the musical components within the context of
large art forms is considerable. In short, teaching individuals
to learn to listen intelligently to a complex musical structure
is not an easy task.

Many music educators share the opinion that only those in-
dividuals who have a reasonably good foundation in music have the
necessary skills to profit from instruction in serious music lit-
erature. Furthermore, some educators believe that performing ex-
perience is a necessary prerequisite for those who expect to develop
a satisfactory degree of sensitivity and sophistication to musical
expressions because as performers it has been absolutely necessary
for them to become actively involved in the structure of musical
forms and have consequently discovered at first hand how a given
work is shaped.

Students who have a limited background in aural skills and
music theory often say that they do enjoy listening toc music but
are unaware of the source of thelr pleasure. They seem to recog-
nize that their enjoyment derives from the total 'mass' of the
sound rather than through an appreciation for the development of
the architectural structure. The main impact of the music for
them apparently s a generalized emotional response to undiffer-
entiated sounds.

Much listening to great works of musical art with the guidance
of a competent instructor will do much to help the student sharpen
his perceptive powers. With large and ever-growing classes and/or
numbers of classes in introductory music literature courses, how-
ever, ways and means must be developed to maintain efficiency of




instruction without a corresponding increase in cost. Large
classes are now common in many schools vhich offer students an
exposure to great works c¢f musical literature. In many institu-
tions, courses developed ror this purpose are required, at least
for arts and sciences majors. It becomes imperative that stu-
dents are expected to complete outside-of-class listening assign-
ments as partial fulfillments of course requirements. Two primary
obstacles face students in preparing these assignments: a) their
limited aural acuity, and b) their unfamiliarity with the orches-

tralfscore.

Analyses of assigned works by means of linear programing®
using specially-prepared magnetic tape adjuncts to a written test
for each composition seem to hold promise. This procedure should
prove to be practical and effective since such an analysis a) can
be built to reach the student with a limited background of knowledge |
in musical skills, b) would allow the student to proceed at his own 1
rate of speed and c) would include a tape which can provide direct
allusions to specific sounds of the work rather than requiring the
student to interpret music notation symbols. Multiple copies of
the tape and text would enable each student to modify the use of
the teaching materials to suit his own needs, so that numbers of
students to be accommodated need only be limited by the number of
tape transports and headphones available.

The construction of programs to instruct individuals in in-
creasing their aual acuity relative to musical sounds is not new.
As will be shown later, other researchers have carried on iuves-
tigations which were limited to teaching single entitles (dimen~
sions) of sound such as melodic structure, recognition of intervals
and the like. The skill involved in perceiving the patterning and
structuring in a major musical work as it takes shape seems to be
a behavior of a higher order than the perception of short and direct
"uni-dimensional' musical stimuli, Hence it is pertinent to ask the
question a) can analyses of certain musical works be programed for
individuals whose basic training in music is informal, and b) will
such analytical programs be sufficiently effective teaching tools
for increasing their aural perception (relating to the design of
the work) to merit their use?

*The term "programing" here refers to the technique of arranging
material to be learred in such a way that a student can reach de-
sired objectives by proceeding through a series of carefully construéte
ed small steps. The student must actively respond to questions or
must complete statements at each step. He 1s asked to check his re-
sponses with those supplied by the author of the program; if the de-
vice is properly constructed, he will respond correctly a high percen-
tage of the time and the desired behavior is thus reinforced.
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It would be of considerable interest also to discover whether
or not programed analyses of certain musical works would modify the
preferences of individuals in favor of the works so analyzed when
compared to others. It has often been observed, for example, that
persons with a nominal background of musical training will prefer
to listen to programmatic music* since they are able to make refer-
ences and associations to known objects or ideas when the musical
stimulus is presented. However, when a composition with no pro-
grammmatic reference is performed, the untrained ear has little to
guide it - unless, of course, the individual responds in a simple
emotional manner to the total effect of the sounds; hence the per-
son may tend not to "like" it as well as a programmatic composition.

A measure of preference change would provide evidence to test
the validity of the assumption that increased knowledge about a
work will modify a person's preference for the composition. The
relevance of this finding is apparent since preference for parti-
cular kinds of music obviously is an importamt factor in an indi-
vidual's choice of listening fare. Thus, for example, such prefer-
ences could affect which concerts he attends, which recordings he
purchases, or in the case of a teacher, which compositions are se-
iected for a listening lesson.

In summary, many persons with a limited background of skills
in music who wish to acquire some basic knowledge of music liter-
ature beyond a superficial acquaintance are not sufficiently skilled
to perceive the structure of a relatively complex art form. It is
important that individuals learn to make essential aural discrimina-
tions within the context of these works. This is exceedingly dif-
ficult for the minimally-prepared student who finds himself at a
loss to know how to listen when a) his ear is not trained to make
certain discriminations and b) his ability to follow the orchestral
score as a guide is limited. The problem posed in this investigation
is to discover if it is possible and feasible to utilize a linear
programming technique for the anlysis of a given work when magnetic
tape adjuncts are used as guldes rather than music notation and the

conventional orchestra score.

This investigation was planned to discover if analyses of com-
positions could be programed, whether such techniques are practical
and whether or not the programs are efficient instructional tools
for the student. The experimental design is constructed so that

*programmatic (or "program") music is instrumental music which
is expressly written to describe moods or topics suggested by the
title or the program accompanying the music.




tests can also be made of the relative value of programs based

on compositions written in certain forms,”* thelr order and their
placement in the term as well as the effect of the number of pro-
grams read., Therefore, the following hypotheses were set up to
be tested:

1. All things being equal, a student's perceptive skills
relating to the components of structure in a musical
work will be greater when

a. the student studied the composition under examin-
ation using an adjunct linearly constructed program
with inserted magnetic tape musical references.

b. the student studied another composition than that
under examination but having the same musical de-
sign (1.e., rondo, theme and variations, etc.)
using an adjunct linearly constructed program with
inserted magnetic tape musical references.

U P U, P G Y

c. the student studied a greater number of compositions
using adjunct linearly constructed programs with in-
serted magnetic tape musical references.

d. the student studied earlier in the term a composi-
tion using an adjunct linearly constructed program
with inserted magnetic tape musical references.

2. Students who have completed the programed analyses will dem-
onstrate a greater preference for absolute music** than stu-
dents not exposed to the adjunct programs, and the more ad-
junct programs completed, the more likely that this difference
in preferences will be observed. Preference will be greater
for compositions of the musical form studied using the adjunct
materials,

*In this study, rondo, sonata-allegro, and theme and variations
were examined.

**Absolute music describes music which is intended to have as its
principal focal point the form or the design itself for the listener's
enjoyment,




Review of the Literature

The following section of this chapter will be a review and
an evaluation of studies in music education which were designed
to assess the contribution of linear programing techniques in
increasing individuals' aural perceptions for specific musical
sounds. Some investigations which have indirect relevance to
this study will also be discussed. Although programed instruc-
tion in music education 1s not new, Varty (1966)* points out in
his on-going survey of the use of programs that the general area
of fine arts, compared to the field of natural sciences, has made
relatively little use of them in formal instruction. No reports
are available which appraise the effectiveness of programed in-
struction as a means of improving the aural perception of indivi-
duals relating to the design of works of particular musical forms.
Rather, research in programed techniques consistently has referred
to improvement in basic aural skills taker singly and outside spe-
cific art structures.

The technique of using a printed text accompanied by a tape
in programing musical sound has been shown to be both practical
and feasible. Kanable (1964)2 recently completed a doctoral experi-
ment involving a programed approach to sight singing using students
enrolled in tire Summer High School Music Project at Northwestern
University. This was an effort to discover if the programed text-
and-tape technique could be used to give students an adequate back-
ground in music before they entered college course work. The pro-
gramed text-and-tape method reportedly seemcd to be a practical
plan of teaching for the development of basic music skills used in
sight singing. In such a course, the emphasis is placed upon re-
cognition and performance of rhythmic and melodic patterns.

Carlsen (1964)3 supported Kanable's conclusions in a paper
delivered at the March, 1964, Music Educators National Conference
in Philadelphia. He also reported that lMaltzmann at Harvard Univ-
sity is seeking to discover whether through programing devices,
certain identifiable discriminations by individuals can be ob-
served in the development of young children as they try to develop
perceptive skills in music. While his work has little relevance
to the design of the present study, it is cited to lend credence
to the proposal that aural perception in music can be developed
through programed instruction.

Two recent studies have been published to support the contention

lFootnote references are listed at the end of Chapter 1IV.




that individuals can teach themselves to develop fine aural dis-
criminations through a programed course of instruction. The first
of these was reported by Spohn (1963)4. He and his coworkers pro- n
gramed melodic and harmonic interval material for students entering ]
the Ohio State University School of !fusic. They discovered that | 1
students using the program did significantly better than the com-
parison group. Unfortunately, Spohn's conclusions can only be
accepted as tentative since his experimental subjects were those
who completed the programed course of study while his comparison
group (controls) were students who, for unknown (or at least un-
reported) reasons, chose not to complete the program.

In the same paper, Spohn stated that different methods of pro-
graming appear to result in different outcomes and his findings in-
dicate that for some elements of music, certain combinations of stim- g
uli and modes ¢f presentation vary in their effectiveness. He at-
tributes this to differences among learners themselves. The impor-
tance of this statement to the present investigation is that pro- i
graming material for music majors possibly is a different procedure j
than for non-majors. However, Spohn presents no statistical data ?
to support his point of view, 5

)
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The second reference is provided by Ihrke's work (1958)°. lle |
- presented the pedagogical and psychological bases for his research }
' in the development of an automated device for the perception of
rhythm. Ihrke is working to achieve three objectives in programed
instruction: a) develop equipment in which the response is rhythmic i
performance, b) develop equipment which provides immediate and in-

In 3tantaneous feedback to the student, and c¢) develop an effective
| training program. Here again, the central aim is to help the in- .
- dividual achieve aural sensitivity to a single aspect of the musical !
texture. ;

The contributions of two educators who have constructed tech-
niques to develop students’ awareness for the total musical expression
in the context of an art work are relevant to this discussion. They
are important because the teaching procedures ‘each person developed
are systematic and planned experiences to aid the students to grasp
the music's sense through a "'guided tour" of the shape and design
as the work is being presented. |

I'.

Kearns (1964)6 claim2d a successful attempt at teaching non-
music majors to listen for specific musical structures using illus-
trations on magnetic tape. His method consisted of recording the .
composition and then dubbing the instructor's voice on the tape :
directly over the music providing spoken numbered reference points :
for the students. The subjects were given drill sheets on which
they were to match the lettered responses on the sheets-- which
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represented ideas about the music--with the numbers callzd out

on the tape, Kearns' procedure differs significantly from the
present rasearch project in three ways: a) the subjects listened
in groups rather than individually, b) the material presented was
not programed in small graduated steps, c¢) no attempt was made to
call attention to the craftsmanship or artistry of the composer in
his expressions; instead the instruction consisted of a simple
numbering of the parts which then the students were asked to iden-
tify.

Mueller (1964)7 utilized a visual medium of communication
rather than sound to help students perceive the structure of the
art form. She writes that she used a device to teach non-music
majors about form by means of charts. These charts showed the
motifs, developments, and to some extent, the harmonization of
a number of musical compositions in color. The charts were twelve
inches high and sometimes as much as twenty-five feet long. Thus
the student could look at a chart of the form as the music was pre-
gented, This method, unfortunately, requires that the student have
sufficient skill to read musical notation in order to follow the
device; for him to pick out the music represented on the chart by
notation from the complete tapestry of sound he hears calls for an
ability he often loes not possess.

The studies discussed above clearly demonstrate that a method
of reaching the non-music major is needed employing a system he is
able to utilize. The majority of students are nonetheless basi-
cally capable of recognizing most variations in the sounds them-
selves. Certainly if they are not capable of the latter, it will
do little good to attempt to develop their comprehension through
the notation. The investigators have shown that it is practical
and feasible to use magnetic tape adjuncts with programed texts to
develop aural skills prerequisite to the perception of musical de-
sign. It has also been shown in the preceding evaluation that the
efforts made to date have concerned themselves with the improvement
of perception in specific single dimensions of musical sounds, or
more specifically, outside the context of the art fornm.

- 10 -
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CHAPTER II

METHODS

The purpose of this chapter will be to state in detail the basic
features of the experimental design and the procedure used for its
implementation. Emphasis is given to a description of the sample of
individuals selected for the experiment, assignment of subjects to
the various treatment subgroups and the experimental treatment. An
outline of the relevant aspects of the instructional materials used
both for the experimental and control groups is presented. The cri-
teria used to compare the subgroups as determined by the experimental
design as well as the pretest which was used as a blocking variable
are introduced in this section of the report. Finally, the system
of controls which were built into the design to suppress undesirable
sources of variation is explained and discussed.

Selection and Description of the Sample

The central objective in this investigation is to note the
effect of carefully prepared programed analyses of certain large
musical forms as teaching devices for the students who have had
neither the benefit of special music preparation nor intend to
continue serious study of music., At the college level, such in-
dividuals enrolled in music courses are indentified as non-music
majors. It 1is to be expected, of course, that a certain percent-
age of non-majors enter college with a fairly good background of
experiences in music. However, the majority of them have consid-
erable difficulty in reading the musical score and an even larger
proportion of these individuals have untrained ears; that is to
say, theilr aural perception is generalized rather than attuned
to particular sounds and sound patterns. For such students who
expect to register for courses to learn about music of Vestern
civilization, a semester of introductory general theory and ear
training is often required. However, it has been noted that there
is a formidable gap between successful achievement in beginning
theory and ear training and the ability to apply these to the new
situation of aurally perceiving the structural components of major
musical expressions (which form the basic content of such music
literature courses).

It is to this large population of college students that the
investigation is addressed, although certainly the results could
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be generalized to any like group of individuals. The author selected
as his sample of subjects non-music majors at State University College,
Cortland, New York, registered in the course Foundations of Musical
Expression II during the second semester of the 1966-67 academic year.
The broad aim of the course is to develop the ability to listen intel-
ligently to music; the subject matter content is limited to the great
music of Western civilization mainly from the 17th century to modern
times and taught within an historical context. The class meets three
hours per week for a total of three semester hours of credit. The pre-
requisite is Foundations of Musical Expression I, which is a course in
elementary theory and ear training.

For the purposes of the experiment, students were permitted to
select any one of three(different sections (each was instructed by a
different professor). The total number of students enrolled in Mu 112
was 339; Class registrations were as follows: Class I, 124; Class IX
109; Class III, 106. Table I shows the distribution of students in each
of the classes according to major field of concentration and classifi-

cation,
Table 1
DISTRUBUTION OF ALL STUDENTS ENROLLED IN MU 112
SPRING SEMESTER, 1967, ACCORDING TO MAJOR
FIELD OF STUDY AND CLASSIFICATION
Classification

Major Freshman Sophomore Junior Senior Totals
Elementary
Education 20 150 5 14 189
Secondary
Education 17 57 7 11 92
Physical
Health & 10 0 0 0 10
Recreation
Education
Liberal Arts 24 15 5 2 46
Totals 71 242 17 27 3378

2Although 339 students registered for the course, two students
dropped out of class at mid-term because of illness.
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Each class was subdivided by the instructor into four small
"laboratory" or "recitation" sections so that he could choose to
meet in a single large lecture session or with groups of students
for discussion as the need arose. However, the registration
schedule indicated that students would be required only to meet a
total of three hours per week in some combination of lecture, and/or
discussion. The instructors were free to modify the class schedule
as they wished; in fact no restrictions were placed on the pro-
fessors save two: a) sufficient class time was to be released to
the investigator for testing, and b) no instruction was to be given
using the compositions chosen for the experiment. It was hoped that
keeping the amount of intrusion due to experimental manipulations at
a minimum would preserve as normal a setting as possible.

One instructor (Class III) chose to meet his class four periods
per week; the fourth period was a required "listening" session.
The instructor felt this was a necessary adjustment since the
testing periods due to the experimental design used up nearly one-
fourth of the term. The other two instructors did not modify in
this manner.

At the beginning of the term, in each of the three sections,
the students were pretested on Colwell's EMAT*, On the basis of
the distribution of scores from this testing, students on each
section were blocked into ten ability classifications from high to
low. Within each ability block or classification, students were
randomly assigned into one of seven treatment groups (see Figure 1
below). The purpose for the blocking, of course, was to make the
comparisons among the subgroups more powerful.

Experimental Treatment

The experimental treatments consisted of studying either one
or two of the three programed analyses constructed for this in-
vestigation. A complete description of these materials will be
given later in this chapter. None of these materials was intended
for use in the classroom; all the compositions upon which the
programs were based were assigned for individual outside-the-classroom
study. No experimental variables operated within the confines of
the classroom; that is to say, treatment and instruction were the
same for all students in all three classes within the classroom.

*The EMAT (Elementary Music Achievement Test) authored by
Richard Colwell and published by Follet, measures the ability
of students to differentiate sounds according to pitch, rhythm,
modality (melodic and harmcnic) and tonality (see references,
item 8 at end of Chapter IV),
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The control treatment was the conventional means which music
departments generally use for outside-of-class listening assign-
ments. Students had access to disk and tape recordings of the
compositions, an orchestral score, and reference texts of differ-
ent kinds. A common reference text used at Cortland is Moore and
Heger The Symphony and the Symphonic Poem, published by Ulrich's
Books, Inc. (1966)*. Often the texts for the course have analyti-
cal summaries of the compositions to which the students have been
assigned. All of the conventional materials (disk and tape re-
cordings, scores, reference books, and sound reproducing equipment)
are located in a central room known as the music library. The
maximum number of students which can use the facilities at one time
is 32.

Once an assignment is made for outside preparation, the student
normally is expected to obtain the necessary score, recording, and
reference literature through the use of the card catalog. From that
pc it on, he must draw upon his own resources to put meaning into
the sounds he hears.

The Experimental !aterials. The author programed three rep~
resentative instrumental compositions of symphonic proportions from
the Classic period, each in a different form. The forms chosen were
rondo, theme and variations, and sonata-allegro. Selecting for the
experiment works of different styles or from different periods could
possibly introduce undesirable or irrelevant variations among the
subgroups. For this reason, each work is a single movement of a
symphony from the Classic period. It also was tempting to consider
the possibility that purer examples of a particular form -- such as
the rondo, for example -- might be obtained from chamber music works
(i.e., string quartets, pianc trios, quintets, etc.) which would
illustrate various techniques better, or to include movements ox
sections from larger compositions such as oratorios or concerti. It
may be that such dimensions could have made for an interesting study,
but in order to establish the controls necessary to test the hypotheses,

the works were purposely chosen for their similarity on the basis of
non-experimental criteria.

The compositions programed were as follows: a) the first move-
ment of Mozart's 40th Symphony in g minor (sonata-allegro form), b)
the second movement of Haydn's 94th Symphony in G Major (theme and
variations form), and c¢) the fourth mevement of Haydn's 10lst Sym-
phony in D Major (rondo form). The recordings from which the audio

ssrr—

*The works assigned in this experiment are all analyzed in
Moore's and Heger's text (see references, item 9).
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examples were taken were a) Mozart's 40th, the Berlin Philharmonic
with Ferenc Fricsay conducting, (Deutsche Grammophon Gesellschaft),
b) Haydn's 94th, the Berlin Philharmonic Orchestra with Karl Richter
conducting, (Deutsche Grammophon Gesellschaft) and c) Haydn's 101st,
the Berlin Philharmonic Orchestra with Karl Richter conducting,
(Deutsche Grammophon Gasellschaft).

The programs consist of the printed (ditto-duplicated) text, the
magnetic tape adjunct, and the orchestral score (miniature-sized).
The text is in either three or four sections, depending upon the
convenient lay-out of the material. In each of the three programs,
the first section deals with a review of the particular form with-
out direct reference to the music. TFor example, in the sonata-
allegro form, the first section takes the student through the specific
aspects of the classic structure so that he not only learns the def-
initions of terms but also their meaning and relevance in the context
of the entire form.

The remaining sections of the sonata form program are built from
the consideration of the music itself: acquaintance with thematic
material, the development of the material and most of the techniques
the composer used to shape the work into the entire artistic structure.
One section deals with the exposition section of the work, another with
the development and another with the closing restatement section. At
convenient places, summaries are presented in order that the student
can hear the smaller segments of the work in a larger nerspective. At
the beginning of that part of the program dealing directly with the
sounds of the music and also at the end of the text, the entire move-
ment is played on the tape. Major parts of the movement (i.e., the
coda, a single variation, the development section, etc.) are also
treated in the same way in order to bring the student from an acquain-
tance and understanding of smaller segments to the realization of the
entire sub-structure. Thus, the general plan of each program is a
synthesis~analysis-synthesis approach.

At no place in the program is the student required to under-
stand the score in order to grasp the significance of the building
process. Whenever a reference is made to the music, the sound of
the music is the stimulus rather than the notation of the sound. This
1s accomplished by presenting excerpts of the music either by re-
cording the appropriate section from the record or by means of a
piano excerpt. A piano excerpt is inserted only when the music is
sufficiently complex to warrant an isolation of the relevant thread
of sound under examination. At times it becomes necessary - on the
tape - to give verbal cues to alert students to the specific dimension
of the excerpt to which attention is called.

In every instance when reference is made to an excerpt of the
sound of the music, a line score of the recorded excerpt is included
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in the frame. This is done to help students become acquainted simul-
taneously with the symbolic representation of the sound. Ulowever,
no demand is made of the student to master the score. Each of the
sounds which is programed on each frame is also outlined for the
student in the orchestra score. Therefore, reference to the sound
1s made in three places: first, and most important, the recorded
sound on the tape; second, on the line score found on the frame
itself; third, in the orchestra score. In order that the student
can refer quickly and easily to the orchestra score, each measure
in the score is numbered and sections of the score referred to by
measure numbers.

Directions in each of the programed texts point out to the stu-
dents that it 1s perfectly all right to repeat recorded excerpts as
often as they wish to do so in order to be sure the excerpt has the A
impact it is intended to make. This 1Is «n important aspect of the |
programs' value because listening habits of many individuals are
geared to the custom of one listening or, at best, repeated auditions
of the whole work. This is in contrast to study habits of students
using verbal stimuli; students are accustomed to re-reading sentences
or even phrases. The structure of the program using taped excerpts
makes this procedure just as feasible using sound stimuli as it is
with verbal cues. Manipulating tape for repetition is a much simpler
task than re-setting the stylus on a disk recording and the probability
of injuring the equipment is much less. Hence, tape equipment en-
courages the student to audit short sections or excerpts repeatedly
to perceive the finer details of the music's structure., The author
believes this pattern of learning to listen to music is as effective
as that of the performer who is learning to reproduce a musical work.
In the latter situation, a serious student will often rehearsez very
short portions of the composition in order to perfect it; it is con-
sidered generally to be a poor learning technique simply to repeat
the entire selection.

Eight copies of each of the three programs (including tapes and
scores) were made available for the subjects in the experimental groups.
As will be explained in detail later, the students in each of the
three classes were assigned different compositions during the same
periods so that it was considered sufficient to provide eight copies
of each program.

Each program was pretested on small samples of individuals to pro-
vide information useful in editing and revising the texts and the taped
references. Responses to the frames were checked in order to keep the
error rate to a level of ten percent or less.

Procedure. The schematic below (see Figure 1) summarizes the
differences in treatments among the subgroups for each class. As

- 16 -




‘ Group
i) Class Within Time Period (order of events)
} Class (
1 2 3 4
OoRa E101 £202 C303 01102103104
OoRp E107 C202 E303 01102103104
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, OoRy C303 C101 C202 03101102104
v Figure 1
?l Schematic of Experimental Design

(key for symbols on next page)
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Key for Symbols in Figure 1

Rg.« Ryt Randomly assigned groups within each class.

PH Experimental treatment consisting of adjunct linearly
constructed program with inserted magnetic tape
musical references.

C: Control treatment included in the experiment under
the same conditions as the experimental treatment
except for the adjunct programs.

0: Observation on a dependent variable.

1, 2, 3, 1', 2', 3', 4 subscript index numbers refer to the
specific content of the observation. (o is a test to ascertain
extent of musical background), 1 is the rondo design selection
described in the experimental materials; 2 is the theme and
variations design selection described in the experimental
materials: 3 is the sonata-allegro design selection described
in the experimental materials; 1', 2' and 3' are the "transfer
selections'" in the respective designs; and 4 is paired-
comparison instrument to measure oreference for 'absolute’

vs. '"programmatic' music.
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will be pointed out in greater detail later, this arrangement made it
e possible for the investigator to test a particular hypothesis in sev-
J eral ways in a gilven class as well as to replicate the observations
‘ in each of the other twn classes,

Students were randomly assigned into one of six experimental
subgroups or the large "general control' subgroup. The random sorting
of students did not take place until after the administration of the
Colwell EMAT test, which provided the data upon which the blocking
was based., In this way, it is possible to say that the seven sub-
groups were essentially equivalent on skills as measured by the
EHAT. Final assignment of students into the subgroups was not made
uwiitil the last day of ''drop~and-add” in the term in order to minimize
the probability that the selected students would drop the course.®

Py
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Twelve tape transport stations were placed in a separate room on
the same floor on which the listening room used regularly by the music
department was located. All students assigned to the programed materials
for study were requested to use this facility. During the interval of
time the experimental treatment was in progress, student supervisors
were assigned to this room as well as to the regular listening room.
The duties of the room supervisors were as follows: a)verify that the
students who used the 'experimental" or "control" materials were indeed
assigned to be there, b) distribute necessary materials, c¢) distribute
and collect time sheets so that a record could be made of the ariount
of time each student spent listening. This system provided an adequate
control so that it was virtually impossible for students to have ac-
cess to the "wrong" teaching materials.

For each of the three compositions assigned for outside listening
during the differential treatment all students received a copy of an
assignment sheet, which was distributed in the classroom. (See Appendix
B for a copy of this form.) Complete directions were included on the
form together with the names of the students who were assigned to the
experimental materials.

In order to accommodate the students, both listening areas®* were
manned by supervisors for a total of 65 hours each week. The only day
during the week that the centers were closed was Sunday. It was dis-
covered that this schedule provided ample time for the students' prepar-

*The experimental subgroups remained intact except for two students
who dropped out during the last month of the term because of illuness.

**The room in which the experimental materials and equipment were
housed was referred to as the Tape Listening Room; the regular listen-
ing room was called the Record Listening Room.
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ations for the criterion tests. o limit was placed on any individual's
listening time in either facility. Although students were urged to
complete their assignments, the author felt it inadvisable to insist 1
on completion or bring pressure to bear on students in either the ex-
perimental or control groups to study the assigmment. Occasionally,
students were reminded to study for the tests, particularly when it
appeared that failure to report to either center was due to an over-
sight or to other factors not associated with a willful absence. Data
from the time sheets revealed the fact that a high percentage of stu- |
dents participated, as expected. The mean number of minutes that each |
experimental group spent on the programs is tabled in Chapter III(see
Table 10).Note that the mean number of minutes spent studying each of
the programs decreased with each succeeding assignment within each class.
The largest single contributor to this phenomenon probably is the fact
that, as the semester wore on, the pressure of other school work con-
tinued to demand a larger share of the students’ study time. iiote also

that the gradient of the decrease is approximately the same for all :
classes. |

For listening experiences assigned by the instructors, students
used only the facility housing the conventional materials. There
was no attempt to keep data on listening time for these assignments.

One month prior to the end of the term all students were asked
to listen to three programmatic works also of symphomnic proportion. |
These compositions were the orchestral suite Scheherazade by Rimsky- i
Korsakov (The Young Prince and the Young Princess), the symphonic poem |
Die lioldau by Smetana, and the concert overture Lomeo and Juliet by
TIchaikowsky. IMfultiple copies of the recording and the orchestral score
were placed in the record listening room; there was no attempt made
to differentiate assignment preparation.

It will be recalled that the purpose for this procedure was to
test the hypothesis that students who studied the symphonic movements,
categorized as absolute music, by means of the experimental materials
would be different than the other students in their preference rank-
ings of absolute music compared to programmatic music. It was hypothe-
sized that the "experimental” students would show a greater preference
for absolute music than the "control" students.

The assignment sheet specified that the students were to be tested
on each of these compositions during the last part of the term. However,

class schedules became too crowded to permit the investigator to carry
out this plan.

Time Schedule. As will be noted from the calendar for the spring
semester in Appendix B (page 127), the first assignment was not made until
nearly three weeks of the term had elapsed. This was done in order to
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give the instructors sufficient time to review the elements of music
(which was the subject of the preceding course) and to introduce gen-
eral concepts dealing with form.

The interval of time between each of the three assignments and
the subsequent tecst based on each assignment was approximately ten
days. This interval of time was felt to be necessary in order to
give students sufficient time to listen as well as to maintain an
optimal amount of continuity for the professor'’s instructional pro-
gram. The intervals between each of the three follow-~up achievement
tests - for which no preparation was necessary - was one week; this
aspect of the testing was carried on in the last month of the semester.

The Criteria

General restrictioms, each of which shaped the criteria to some
extent, are as follows: a) each complete test had to be administered
in a single class period of fifty minutes, b) the major portion of
each achievement test had to be limited to measures of aural acuity
in order to test the hypotheses, c) the source of verbal and aural
stimuli was limited to the composition studied, d) a scoring system
yielding data which could be handled quantitatively was desirable,
and e) skills had to be sampled in such a way that the experimental
group would not be favored; i.e., the specific references made in the
experimental materials should be avoided.

The Achievement Tests for the Assigned Works. . The tests which
measured the students' achievement on the assigned compositions were
administered in the first three time periods of the experiment. (Please
see Figure 1 on page 17) These instruments were somewhat different than
the follow-up tests, which were used to measure the amount of transfer
in the latter three time periods; these will be described in detail below.

Each test was constructed to measure five skills; thus, a measure
was obtained for each of five groups (or subtests) of items as well as
the total score. The investigator grouped items into the following
categories:

l. Rhythn. The ability to hear basic rhythmic and metric
patterns and deviations from then,

2. riielody. The ability to perceive and identify melodic
subjects as thematic material, connecting passages, new
material and relationships of melodic patterns to each
other.
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3. larmony and tonmality. The ability to perceive harmonic modi-~
fications and variations and to sense tonality and
departures from tonality reference points.

4., Tiwbre. The ability to identify tonal characteristics of
choirs of instruments and tonal variations in a sinnle
instrument or groups of same instruments (e.g., the first
violin section). This skill may be considered synonomous
with awareness of the dimensions of orchestration.

5. Knowledge of general form. The ability to identify large
patterns of a work and the relationship of smaller units
to the whole. This skill includes a demonstration of
knowledge of the particular form under study witihout
aural reference to the music.

Items were not clustered within the test by subtest classifications;
a more effective measurement procedure seemed to be served by ordering
the items according to the kind of task presented at a given moment.
Hlowever, each subtest contained ten items so that each skill was sawmpled
the same number of times.

As the construction of the measuring instruments progressed during
the trial period, certain basic features assumed importance:

1., The test should present the stimulus material in its original
setting., To simplify the stimuli by 'masking out" the ac-
companying sounds would reduce the validity of the test be-
cause the testing situation is then different tiuzn the sit-
uation to which the generalization is being made.

2, Problems should be in the form of items which are presented
at the time that the audio stimulus is. héard. To wait until
later would introduce the variable of tonal memory; the study
is not concerned with this aspect of listening ability and no
generalizations are intended to be drawn concerning it.

3. UWithin reasonable limits, items should deal with a single as-
pect of the many sounds which the subjects hear within the
total configuration of the reference. Imn this way, it is
possible to draw conclusions concerning variation among the
subjects' subskills,

4, The intervals of time consumed in reading and responding to
verbal cues had to be short. If this could not be done, the
amount of time devoted to reading and listening would reduce
the size of the sample of items and the reliability of the test
would be correspondingly reduced. Because the criterion tests
had to be administered in the space of one class period, this
was a vital factor.
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5. In items containing both verbal and audio cues, tie verbal
stimi:li should be stated as simply and concisely as possille
because the audio cues normally were the primary stinuli.

6. The length of the audio cue had to be determined in part
by the complexity of the skill being sampled. Another
determiner was to select only the part of the work upon
which the task was based; adding more conceivably could
have confused the student.

7. Lvery effort had to be made to ensure that the student
clearly understood the specific aspect of the task. This
was a critical factor especially when audio cues were
presented,

8. 1In most cases, the audio cues had to be repeated at least
once in order that students could review their responses.
This is consistent with normal testing procedure par-
ticularly when items are composed entirely of written
verbal material. In the latter situation, subjects are
in a position to reread the items. The validity of the
test should be increased as a result of this technique
because what is under examination is accuracy of perception
rather than speed of response. Finally, repetition of cues
probably eases the tension which usually obtains in this
kind of a testing situation.

Taped references made from the recordings were used as audio
cues. o problem involving aural discrimination was presented with-
out alsc first presenting the relevant excerpt or excerpts from
the compositiou.

Oral directions necessary to the administration of the test parts
dealing with the musical references were also placed on the tape. The
musical references were spaced on the tape at intervals of time consid-
ered to be sufficient for the response and review. In this way, it was
possible to maintain consistency of administration among the three classas.
Once the tape was started, it was unnecessary to stop it until the testin:
was completed. '

Questions dealing with a specific response to a musical reference
were usually constructed in the form of alternate response items. This
permitted the student to read the verbal cues quickly and released the
major amount of his time for concentration on the audio cue. Ifultiple
choice items would have detracted the student's attention from the audio
cues because of the increased amount of reading time involved and also
because more repetitions of the musical excerpts probably would have been
necessary. Subjects were requested to respond to each of these statements
with one of the following response codes: 1) confident it is true, 2)
possibly true, 3) no idea, 4) possibly false, 5) confident it is false.
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Mueller (1956)10 and Cbel (1965)11 demonstrate the usefulness of
this technique of confidence weighting in similar situations.

It should be stated that the short musical references presented
in the tests do not represent the initial contact the student has
had with the music. All students had approximately ten days of out-
side preparation time and hence the musical stimuli should have been
familiar to their ears. In a sense, therefore, the music references
are made for the purpose of recalling a section of the cormmosition
with which they were supposedly already acquainted.

Approximately two-thirds of the items which called for aural dis-
criminations were constructed so that two excerpts from the composition
were played in sequence rather than a single phrase or section. The
decision to structure the music stimuli in a ‘'comparative" fashion
was made after early trials of the testing procedure revealed tnat |
this increased the likelihood that verbal reference to the music would |
take on wore meaning. That is, it appeared that the technique of com-
parison was a méans of increasing the reliability and validity of the
test. A typical item of this kind would read "The tones in the descend-
ing scale pattern of the first excernt are in the same rhythm as these
of the scale patterns of the second excerpt.'" Trial administrations
of these kinds of items showed that this method was helpful in isolating
the desired strands of sound or focusing upon a particular characteristic
of the musical stimulus.

The scoring system using the confidence weights feor the true-false
items was arranged as follows:

For a "true'" item For a 'false' item
Confident it is true = 5 points Confident it is true = 1 point
Possibly true = 4 points Possibly true = 2 points
No idea = 3 points No idea = 3 points
Possibly false = 2 points Possibly false = 2 points
Confident it is false = 1 point Confident it is false = 5 points

ifultiple choice items were scored according to the following plan:

Keyed response =
Urong response = 1 point
No response =

Students were instructed to respond to all cues as objectively as
possible; all options were carefully explained in the directions printed
on the test forms. Ixamination of a sample of the response patterns
in each of the six tests indicated that all options were exercised by
the students and that the frequency of non-response was reiatively low.
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The "possibly true" and "possibly false" responses were used much
more often than the non-responses, even though a majority of students
most frequently opted the extreme ends of the choice scale. DRarely,
however, was it observed that students never exercised alternate
choices to a "full-credit' response.

Each of the six achievement tests contained fifty items; hence,
each instrument had the same theoretically possible range from a min-
imum of 50 to a maximum of 250 points. In practice, however, the
range was much smaller; the observed minimum total score on any given
test was approximately 130 and the maximum total approxinately 240.
Each of the five subtests for all six tests consisted of ten items,
or one-fifth of each possible total score (i.e., 50 points).

The Follow~up Achievement Tests. One significantly different
condition had to be accounted for in the construction of the follow-
up tests (U3' 02! 03'), it could be assumed that all students had
heard the movement of the symphony prior to the test. However, in
the follow-up tests*, this was not the case. It was deemed necessary
for students to hear the total movement with a serious attempt made
to preserve continuity before the test began. Due to the time re-
striction of one fifty-minute class period for a single test, it was
decided to follow this procedure:

1. The first section of the test would be devoted to an
audition of the work divided into four large sections.
For example, in the sonata-allegro form, the sections
were a) the exposition b) the development c) the re-
statement d) the coda. Five items would be built to
be answered during the first audition of each section,
making a total of twenty items (five for each section) .
These items were very short and succintly worded; in
early trials it was apparent that the difficulty level
of the items was such that students could listen to
the section of the work and react to the items with-
out unduly disturbing their listening. Each section
was played only once. The function of each section
in the composition (coda, exposition, etc.) was an-
nounced on tape previous to the audition of each
separate section.

Y

*Based on Haydn's 100st Symphony (second movement) for the rondo,
Beethoven's Fifth Symphony (second movement) for theme and variatioms,
and Beethoven's 8th Symphony (lst movement) for sonata-allegro.




4, The remainder of each of the measuring instrurents was sini-
lar to the filrst three tests in style and foruat. Short ex-
cerpts provided the auditory stimulus for items and each of
these was usually repeated once.

3. Because students were unfamiliar with these words, it was
expected that the grand means for each class would be lower
than in the previous tests. This expectation was borne out.

The content validity of the achievement tests was perforce estab-
lished by the fact that all the items which measured aural perception
relating to the composition were taken from the composition itself.

In other words, the samplings were not only a direct measurement of

the skill which the test purported to assess but were taken from the

same recording to which the students listened in preparation for their
tests. Turthermore, items from the tests were submitted to a jury of

five music professors (one was the music consultant for the investigation)
concerning the validity of the tests with respect to their stated
function. Finally, all the examinations were evaluated by the measure-
ment and statistics consultant, particularly for criticism of item
structure and format of the test forms.

An unfortunate aspect of the study was that the subtests which
dealt with the assessment of aural perception within all six achieve-
ment tests proved not to have as high reliability indices as had been
hoped. Reliability indices for the total test scores using the odd-
even method of estimation ranged from .46 to .70 computed on randomly
selected subgroups of students. The audio subtests were even lower,
ranging from a low of .18 for the melody subtests to .42 for timbre
subtests. Knowledge of form subtests ranged from .32 to .62. These
values clearly show that the expected amount of variation generated
by the tests' low internal consistency were an important factor be-
cause this source of error would reduce the sensitivity of the cri-
teria for hypothesis testing. The expectation would be that treatment
differences reflected in the total test scores and the knowledge of
form subtest scores probably would be more frequently significant
since the reliability indices of these were generally hicher. This
proved to be the case, as is noted in the next chapter of the revort.
The melody subtests were least reliable; no significant differences
due to treatment were found using this subtest as a criterion for any
of the comparisons. A more thorough discussion of this topic will be
reported in the amalysis chapter.

The Elementary ifusic Achievement Test. This instrument, which
was administered at the beginning of the term, provided data which
were used as a blocking variable in order to make the comparisons
between treatments more powerful. Permission to modify the test was
requested from the author because such modification would more nearly
meet the needs of this study. The sections dealing with auditory-visual




discrimination were omitted because skill in reading the score was
not a vital aspect of the criteria used in this investigation.

The following sections of the E.AT were selected as being rele-
vant as a pretest:

Pitch (two and three tone patterns)
Intervals (phrases)

Tonality (cadences and phrases)

. llodality {(chords and phrases)

SN
.

The modified test comprised 77 items; a high score of 101 was
possible, however, since some of the items required two and sometimes
three separate discriminations to be made.

The EMAT was administered at the third meeting of the class.
Students were not informed of the purpose for the test beyond a per-
functory explanation that the instrument was being administered to
ascertain the general level of their achievement in aural perception.
Raw scores were posted by test number so that a student could evaluate
his score with respect to the class's mean. They were informed that
these data would have no effect on their class standings; the in-
structors were not apprised of these data (as the investigator promised
the subjects would be the case).

The Preference Inventory. To measure differences in preferences
for absolute music compared to programmatic music, the students were
asked to select one of two compositions in each of fifteen sets of
paired comparisons based on the criterion of which of the two they
liked better to listen., The pairings were composed of the first three
symphonic movements which had been studied earlier in the semester
(Haydn's 10lst Symphony, fourth movement; Haydn's 94th Symphouy, second
movement; ifozart's 40th Sywphony, first movement, and the three pro-
grammatic works assigned for study later in the term (Tschaikowsky's
Romeo and Juliet; Smetana's Die iloldau and Rimsky-Korsakov's
Scheherazade). These six works were arranged into the fifteen possible
separate pairings and students wvere requested to make a choice of the
one they preferred as listening fare in each case. The instrument as
the students received it is reproduced in Appendix B (page 218).

In order to help recall for them any specific attitude concerning
each of the works which they might have acquired as they had studied
the compositions, the investigator prepared a short tape including
the themes of each. This was played immediately prior to their filling
in the preference forms. Furthermore, by means of this technique, it
was hoped that choices would be based more on a ‘‘real” subjective
reaction associated with the music instead of a snap judgement possibly
resulting from irrelevant cues.

o
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Two methods of scoring the forms were employed. The first
method consisted of tabulating which composition was preferred in
each of the fifteen pairs and entering the tallies in a table.
When all tallies were placed on the proper cells, the frequency
of tallies determined the ranking for any group of students or
combination of groups (such as all experimental subjects vs. all
the control subjects).

The second method was to assign a plus value of one point for
each instance where the preferred choice was in the direction of
the hypothesis, i.e., when an absolute composition over a program-
matic composition was selected. If the student checked the pro-
grammatic composition, a negative value of one was tabulated. By
this means, it was possible to obtain a single score for each
student's set of comparisons. 1In the case of the experimental
subjects only, this method of scoring yielded two scores; these
students' preferences provided data to test both parts of the hypo-
thesis (see the second hypothesis on page 7 ):

1. The first part of the hypothesis proposes that students
who studied the symphonic movements by means of the
programed analysis would "overcome' the oft-observed
preference of non-music majors for programmatic music
by demonstrating a greater frequency of preferences
for absolute music. To test this, a plus value was
tabulated in each comparison when the student selected
the absolute music.

2. The second part of the hypothesis states that the ex-
perimental students would show a stronger preference
for the compositions they had studied by means of the
programed analysis. To test this, whenever a student
selected the work he had studied by the programed an-
alysis when that composition was one of the pairs, he
was given a plus score. When his selection was oppo-
site to the hypothesized direction, a negative value
of one was assigned to the choice.

The rationale and assumptions underlying both aspects of the
hypothesis are as follows:

1. To a degree, an individual's preferences for specific
art objects are formed by his ability to sense the
purpose or ‘meaning" of the art.

2. The person with a musically-untrained ear strives to
find meaning in a composition through extra-musical
factors and associations. These may be facts about
the music, the composer, or as in programmatic music,
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the program. An appreciation for music with which a person
is unable to make definite extra-musical associations (such
as in absolute music) must ultimately come primarily from
his perception of its structure.

3. The programed analysis used in this study will teach the
subjects to perceive the structural design of the musical
art form programed.

These assumptions are not intended in any way to demean the value
of programmatic music, of course. WNeither are they intended to indi-
cate a superiority of absolute music. Care was taken in this study
not to imply a heirarchy of values; the compositions were referred to
by name only (see Appendix B for preference form). Programmatic music
which was assigned is from the standard repertory of Western naster-
pieces¥*,

The Questionnaire. No hypothesis had been stated concerning
the attitude of the students to general or specific features of the
experimental materials. tllowever, as the study progressed, the
author received several unsolicited evaluative comments from students
from time to time and since these comments were often at variance
one with another, it seemed advisable to make a systematic evaluation
of these attitudes.

I

A form consisting of thirteen questions was constructed which
gave the subjects an opportunity to react to specific aspects of the
programed texts, the tape adjunct, tiue use of the orchestra score and l
the equipment. The students could complete the form by checking :
listed possible responses and/or respond to open-ended choices.
Tabulation was done by a frequency count of checked responses to each
item on the questionnaire and classifying the kinds of remarks made
to the open-ended questions.

In order to avoid unnecessary bias in the responses, four pre-
cautions were taken: a) the questionnaire was mailed to the students

*1, Romeo and Juliet Overture(Tschaikowsky) performed by the
New York Philharmonic Orchestra conducted by Bernstein on the
Columbia label, 2. Scheherazade(Rimsky-Korsakov) performed by
L'Orchestre de la Suisse Romande conducted by Ansermet on the London
label, 3. Die Moldau (Smetana) performed by the Berlin Philharmonic
Orchestra conducted by von Karajan on the Angel label.
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rather than asking them to complete the forms in class; b) the
questionnaire was mailed after the term had officially ended (in
order not to create an iumpression that a favorable response was
"diplomatic’'); c) the student did not need to sign his name, unless
he wanted to be identified as the author; d) the student returned
the questionnaire by wmail to the investigator.

The code number of each student was placed on the form before
it was mailed to him. This was done for two reasons: first, in
the event of non-response, the follow-up notices had to be sent;
secondly, it would be of interest to note variances when replies
were grouped according to blocks and treatment.

Follow-up notices were mailed only once; a one hundred per cent
response was realized without difficulty. The questionnaire form
and letter of transmittal are included in Appendix B (see page 219).

Controls

There was no attempt on the part of the investigator nor the
three instructors to hide the fact from the students that a system-
atic evaluation of some kind was taking place. It was felt that
students would perform more nearly as they would in a routine class-
room situation if they were given enough information to maintain a
semblance of their normal posture. In order to control for the
Hawthorne effect during the experiment the students were told that
an assessment of new materials was being made, with a particular
emphasis on the tapes and tape transports. No mention was made at
any time that the central purpose of the experiment was to assess
the efficacy of programed instruction as a teaching tool in learning
to listen to a complex art fomm.

The experimental materials were always referred to as '‘the
tapes" or "the taped compositions' and the room in which the ex-
perimental group fulfilled their assignments was called the Tape
Listening Room*. To be sure, some of the students were aware that
they were reading a program because they had been exposed earlier to
programed instruction in other disciplines. There was no reinforce-
ment of these observations, however by the investigator or their
professors.

*The room in which the control groups prepared their assignments
was called the Record Listening Room. Appropriate signs were made
and attached to the walls near the entrances to both rooms.
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The analytical design also provided a measure of control of
tue ilawthorn: effect (see Figure 2 on page 34 ). ELach of the com-
parisons uced to test the hynotheses involved only students who at
one time or another had had an opportunity to study by wmeans of the
experimental materials. These students, therefore, were at one
time "experinental® subjects and at other times, "controls". Since
the individuals were not apprised of the hypotheses under test, it
would have been difficult for any one subgroup to know under whica
particular circumstance they were hypothesized to do better than
another subgroup. This was particularly true of the comparisons
made to test the latter three hypotheses (see the listing for hyno-
theses 1b, lc and 1d).

Summary

This chapter has been devoted to a detailed explanation of the
basic features of the procedure used in conducting the experiment
itself. A complete descripticn of the sample of subjects chosen to
test the hypotheses has been made as well as an outline of the basis
on which the experimental and control groups were selected. The
differentizl treatment of experimental and control subgroups within
each was presented together with a description of the experimental
materials; the effectiveness of these instructional tools was the
primary purpose of the study. An accounting of the experimental
procedure used in this study and the time schedule of the major
events in the experiment were made in the schematic showing tiie
details of its different stages. The author has also given an ex-
planation of the construction and use of the criteria develoned for
the experiment and finally, a description of the controls built into
the design was made.
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CHAPTER. ITI

THE ANALYSIS AND FINDINGS

This section of the report will explain in detail the procedures
followed to analyze the data obtained by the criteria described in
the preceding chapter. The primary matter of concern, of course, was
to discover if any significant differences occurred among groups in
terms of achievement scores on the several subtests relating to aural
perception. Tests of information obtained by the other data-gathering
devices will also be of interest; however, these findings will be of
secondary importance to the purpose of the study. Separate evaluations
were made for each of the three sections enrolled in Mu 112; no attempt
was made to group the classes for the significance tests.

Description of Classes: EHAT Scores

Table 2 shows the means, medians, and quartiles computed from
scores obtained on the Elementary Music Achievement Test. It will be
recalled that these data were used to block the students prior to
their assignment to the subgroups. Because the design does not call
for a comparison of the classes, no significance tests were made to
discover differences among them. However, clearly there is little
variation particularly among the measures of central tendency. The
data are derived from total scores only; because the total test was
used as a blocking variable, no useful purpose would have been served
if subscores had been plotted.

Table 2

DESCRIPTION OF ALL CLASSES
BASED ON E!NAT DATA

’ L1ass
I T1 Tii
Variable (N=124) (=108) (§=107)
Mean 70.4 70.8 69.2
Median 70.5 72.0 69.0
Q 59.0 62.0 62.0

Q3 79.5 82.0 80.0




Colwell has no norms for college students so that it is im-
possible to assess the relative standing of the entire sample on his
aural skills subtests. However, the celling of his test which was

modified for this investigation, was sufficiently high to measure
every student¥*,

Analysis of Achievement Test Scores

It will be helpful if one would refer to the treatment schematic
(see Figure 1) as the various comparisons are discussed. Figure 2
below lists all the comparisons which were made for each class. It
will be remembered that each test, or observation, consists of five
subtests as well as the total score. It was decided to test the
significance of the total score for the purely "audio" portion of the
test separately as well (the reason for this will be discussed later).
Therefore, for each comparison, a significance test was made based on
the scores for each of seven subtests. To test all four nypotheses
(la, 1b, lc and 1d), 140 significance tests were run for each section,
or a total of 420 for all three classes.

It is important to note that the experimental variable was
operative outside the classroom so that the students were exposed
individually to the materials; therefore, it was assumed that the
learning of the students was independently achieved. Thus, within

each class, the experimenter felt justified in considering the student

rather than the entire class to be the experimental unit.

Scores obtained from the six achievement tests were used to test
hypotheses 1-, 1b, lc and 1d (see page 7 ). Hypothesis la is of
central importance, of course, since the investigator 1is concerned
whether or not an individual who studied the programed analysis of
a particular composition earned a significantly higher score on the

achievement test based on that composition than one who studied it
conventionally,

Two types of comparisons for testing hypothesis la should be
pointed out. Comparing subgroups Ry, vs. R; on 03 (see comparison 4
in Figure 2) is a comparison = which is conveniently called "type 1"
in Figure 2 - between a group which has studied one of the three
compositions (composition 2) using the experimental materials
and a group which did not use the analysis for that composition.

*The highoot raw arorn possible was 101, The top-scoring
student im all three uwctions fell short of that by two points.
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Comparisons® Observation
(R Ry +HR.) vs. (Ry+RoHRg) 0,
1/2 (RgtRg) vs. Ry 0,
Ry vs. 1/2 (Rpy+Ry) 0,
Ry, v8. Ry 0q
Rz vs. Ry 04
Ry vs. Rg 05
R, vs. Ry 091
Ry, vs. R, Uge
R, vs. R, 03
1/2 (Ry+Ry) vs. R, 0q¢
Rg vs. Ry 0y
Ry vs. R, . Og:
R¢ vs. Ry Og¢
Ry vs. Re 03
Re vs. R4 03

Ry vs. R¢ 03
Ry vs. R¢ 091
Re v8. Re 09!
Ry vs. Rg 03¢

Rc V8. Rd 03'

Figure 2

(Subgroups Shown for Class I Only)

*The left term of each comparison
was hypothesized to be greater.
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Relevant
Hypothesis

la (Type 2)
la (Type 2)
la (Type 2)
la (Type 1)
la (Type 2)
la (Type 2)
1b
1b
lc
lc
lc
1lc
lc
lc
1d
1d
1d
1d
14

1d

Comparisons Made to Test Hypotheses la, 1lb, lc, and 1d




= =

In addition, by the time O3 is made, both R, and Ry studied the same
number of compositions (two) using experimental materials during the

same interval of time in the semester and both had the first oppor-

tunity to study by means of programed analyses (for class I shown in
Figure 2, Ej). Unfortunately, only one of this type of comparison is
found in each of the three classes to test hypothesis la. However,

the other five comparisons which test this hypothesis (shown as "type 2"
comparisons in Figure Z) also answer the question whether the use of
the programs made a difference with respect to the criteria. However,
unlike the "type 1" comparisons in these situations it can't be deter-
mined whether any program would have been effective or whether it was

the specific program itself.

Excluding group R,, the comparisons to be made for testing
hypotheses la, 1lb, 1lc and 1d are shown in Figure 2 for Class I.
Analogous comparisons were made for Classes II and III except that the
permutations of programs and observations differ as shown in the
treatment schematic in Figure 1. The left side of each comparison
in Figure 2 was hypoth:sized to be greater.

The experimental design i1s orgarized in such a way that all the
comparisons listed in Figure 2 were made so that the variation due
to the effects possible from conditions stated in any or all of the
other three hypotheses can be discounted. For example, consider
comparison 20: R. vs. Ry on O3'. Neither R, nor R4 studied the
sonata-allegro design (the sonata-allegro design is the design measured
by 03) using the experimental materials. Further, both R, and R4
studied the same number (one) of compositions using the experimental
materials. They differ only in the characteristic under investigation
stated by hypothesls 1lj4; namely, subgroups K. had access to the pro-
gramed material earlier in the term than R4 and is thus hypothesized
to perform better on 03'.

For each subtest of each achievement test, a two-way analysis
of variance was made. Treatment (R;, Rp, etc.) and score on the EMAT
specified by block were the independent variables*.

The Test of Hypothesis la. Figure 2 shows that six comparisons
(numbexs 1 through 6):-wereg made among certain subgroups to test the
first hypothesis. The hypothesils states: all things being equal, a
student's perceptive skills relating to the components of structure
(form) in a musical work will be greater when the student studied the
composition under examination using an adjunct linearly constructed

*Since the variances due to the interaction of treatment and block
were nonsignificant in all cases, the within cell and interaction mean
squares were pooled for the purpose of testin: the significance of
the differences among treatment means.
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program with inserted tape musical references. This 1is the
central hypothesis of the study; if no differences could be
found at this point, one could hardly expect differences to be
discovered in the situations described by hypotheses 1lb, lc
and 1d.
Table 3
NUMBER OF SIGNIFICANT DIFFERENCES FOUND BY THE
TESTS OF HYPOTHESIS la BEIWEEN THE RELEVANT
CONTROL AND EXPERIMENTAL SUBGROUPS GROUPED
BY COMPARISON (ALL CLASSES)E
——y ——k e e e T e P e
Subtest _

Comparison Total
Number H&T® K of F° Mel® Rhyd Tim® Score  TOTALS

1 1 3 0 0 0 2 6

2 2 2 0 2 0 2 8

3 0 2 0 1 0 1 4

4 1 2 0 0 1 2 6

5 1 1 0 1 0 2 6

6 0 2 0 0 0 1 3
TOTALS 5 12 0 4 1 10 33

3Harmony and Tonality, PKnowledge of Form,
CMelody, YRhythm, ©Timbre.

fMaximum number of significant differences
possible for each entry is 3 (comparison times
number of sections). Thus, for the subtest Form
in comparison 1, the differences were significant
every time.

As will be noted later, the planned comparisons to test this
hypothesis yielded more significant differences to subsStantiate
It  than for the other hypotheses. Comparisons for all subtests
in all three classes showed 33 significant differences (at the
5 per cent level) in favor of the relevant experimental subgroups.
In each of these 33 instances, the null hypothesis that
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the differences found between the experimental and control subgroups
could have arisen due to chance factors was rejected.

The usefulness of the experimental design becomes apparent
when the six different means of testing this single hypothesis are
noted (please refer tu Figures 1 and 2). Had the experiment been
limited to a simple comparison of experimental versus control on
one criterion uwsing one programed analysis, conclusions concerning
the hypothesis with these data would have to be approached with
greater caution. lowever, as the summary of all comparisons for
the test of hypothesis la in Table 3 shows, the significance test
made for each subtest, with the exception of the melody subtest¥,
results in at least one significant difference in the hypothesized
direction. Table 4 clearly establishes the fact that these results
are found in all three classes (data from Class III are not nearly
so clear-cut; a discussion of the reasons for this difference will
be made later in this section). The data in Table 3 show also that
each of the six methods (or comparisons) of testing the hypothesis
yields similar results**, Finally, the achievement tests built on
each of the three compositions which were programed all resulted in some
significant differences between the relevant experimental subgroups
and relevant control subgroups; these data are listed in Table 5.
The raw score values expressed in means are included in Tables 15, 19,
23, 27, 31, 35 and 39 (see Appendix A) grouped bywsubtest.

The investigator feels that the frequency of significant
differences found in favor of the experimental subgroups provides
sufficient experimental evidence to support the validity of
hypothesis la. This is particularly true with respect to the
following subtests: a) Harmony and Tonality, b) Knowledge of Form,
c) Rhythm, and d) the total test. WNo conclusions can be drawn con-
cerning the perception of melody and timbre. .

*The melody subtests in all of the six achievement tests were
the only subtests which consistently showed no significant differences
between relevant subgroups for all four hypotheses. One of the main
reasons for this phenomenon probably is that the melody subtests had
extremely low reliability indices (see previous section).

**The tables summarizing the tests of hypotheses la, 1b, lc, and
1d do not include references to comparisons on the "audio" portion
of the test scores. Although the audio scores were used in testing

tae hypotheses, they were not an integral part of the original
design. References are made to the audio score in the text of ,
the report and means for all subgroups on the audio portion of all
six tests are included in Appendix A.




Table 4

NUMBER OF SIGNIFICANT DITFERENCES FOUND BY THE
TESTS OF HYPOTHESIS la BETIWEEN THE RELEVANT
CONTROL AND EXPERT!ENTAL SUBGROUPS GROUPED

BY CLASS (ALL CLASSES)

—— e e e o T e

Sﬁﬁfést
K Total
Class* H&T of F Mel Rhy Tim Score TOTALS
I 3 4 0 3 0 4 15
11 1 5 0 1 1 s 13
111 1 3 0 0 0 1 5 ‘
TOTALS 5 12 0 4 1 10 33

*6 comparisons for each class

Table 5

NUMBER OF SIGNIFICANT DIFFERENCES FOUND BY THE
TESTS OF HYPOTHESIS la BETWEEN THE RELEVANT
CONTROL AND EXPERIMENTAL SUBGROUPS GROUPED

BY COMPOSITION STUDIED (ALL CLASSES)

e e———— S ————————tepet Fe—
e et —— e ——] o ~—

Subtest
K Total

Composition¥* H&T of F Mel Rhy Tim Score TOTALS
Haydn's 101st

(rondo) 0 6 0 0 1 5 12
Haydn's 94th
(variations) 1 2 0 2 0 2 7
Mozart's 40th

(sonata) 4 4 0 2 0 3 14
TOTALS 5 12 0 4 1 10 33

%6 comparisons made for each composition
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Tables 15, 19, 23, 27, 31, 35 and 39 in Appendix A show
that the means differed between the relevant experimental and
control groups in the expected direction in 96 of the 126 possible
comparisons, The number of times that the means of the experimental
groups exceeded the means of the general control groups was 103 of
the 126 comparisons.

Some relevant observations should be made in view of the in-
consistency of some of the findings. It is clear that the low
reliability of the criterion measure - particularly so of the
audio subtests = contributed to these circumstances. That is,
the 7zmount of error due to the low internal consistency of the
subtests probably was a major factor in many instances where ex-
pected significant differences did not materialize.

It seems noteworthy to comment on probable reasons for the
low reliability of the audio subtests*, First, a sampling of
ten items of aural skills (which have been observed by other
researchers to be difficult to measure accurately) was apparently
too small. An attempt to discover the optimum number of these
particular kinds of samplings necessary in order to attain a
desired level of reliability would be the subject for an inter-
esting study.

Second, measuring an individual's perception of sounds as
these occur withln the musical work has been observed by music
educators to be an inherently difficult procedure. It is easier
to measure differences of aural acuity relating to a sound
without reference to the time base upon which sounds are modu-
lated for ‘''meaning". For example, requiring the perception of
the difference between two sounds of isolated pitches or rhythm
patterns is an easier tasl: to measure rellably than to assess
similar skills of an individual when the same sounds are fitted
within the context of an art form. Even a very short lapse of
one's attention may result in a degree of loss unrelated to his
true ability; once the sound has passed, it is irretrievable.
This is entirely unlike a printed symbol to which one can return
again and again for the cue.

*Early trials and expectations led the author to anticipate
that the indices might not be very high because of the restric-
tions noted in the previous chapter. While it is likely that
the experimental situation itself generated some of the undesirable
variation however, the tests were expected to function more
efficiently than was the case.

- 39 -




Third, the response being measured nearly always relates
to a single dimension of a sound which normally is nested within
a complex of other sounds. It is reasonable to expect that an
individual's attention could be attracted to the other "mis-
leading" or "irrelevant" cues. It is also possible that these
contiguous sounds may even obliterate (for him) the cue to which
the test statement makes reference. Responses of this kind,
which are the result of intricate interaction of cues with the
subject, probably are the largest single source of error in
measurements of listening ability.

Attention should also be called in this discussion to the
knowledge of form subtest. Since this subtest consists primarily
of items which deal more often with reasoning power (rather than
aural perception) of the student, it is interesting to note that
significant differences in the hypothesized direction are noted
more frequently than in the other subtests. Tables 3, 4, and 5
show that in one comparison the relevant experimental subgroups
in all classes were significantly better than the corresponding
relevant control subgroups. In four of the five remaining com-
parisons, note that two-thirds of the time the differences were
also statistically significant in favor of the relevant experi-
mental subgroups. Either the programed material was effectiwa
in teaching these particular skills more so than the other skills
or (which seems more likely) the error in this subtest resulting
from inconsistencies of mcasurement was lower and thus revealed

differences more readily.

The "audio score'" was derived by totaling the responses of
students to items relating to aural perception only, and was
comput.ed simply by subtracting the knowledge of form score from
the total score. This was done in an attempt to discover whether
or not differences would be noted between relevant subgroups on
that part of each test eliciting responses to aural stimuli only.
Unfortunately, the significance tests do not justify a firm con-
clusion one way or the other even though the means for the
relevant experimental subgroups were greater in every case than
for the relevant control groups in Classes I and II (one differ-
ence was significantly different in the hypothesized direction).
In Class III, this difference was not so clearly defined; in only
three of the six comparisons, the differences were in the hypo-
thesized direction. A likely conclusion from this finding is
that the knowledge of form subtest is the main contributor to
the reiiability of the total test.

The findings for Class III, which are most clearly seen in
Table 4, are puzzling in view of the fact that the data obtained
in the other two classes do not vary to such a great extenc.

This difference is seen most markedly in the number of significant




=

e
AT —— P

differences between relevant subgroups for total scores (see
Table 4). The writer has at:empted to make inferences con-
cerning possible causes for this phenomenon. Since there was
no control exerted over such factors as selection of the class
sample, the course outline used, textbooks, hour of meeting,

. instructor, selection of learning experiences in class, one may
! conclude that some variation could have been generated from any
or all such sources.

‘F""-?\ . N
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Of variables which might have contributed most to the
divergence observed in Class III the following differerces
seem to the investigator the most likely causes:

1. The instructor of Ciass III was concerned with the
amount of time taken from his class for gathering
data to test the effects of the experimental data
so that he required all his students to attend an
extra "listening-discussion" hour every week to
compensate for this loss of time. It is important
to note that the other instructors did not make
such a change in their class schedules. In
several discussions with this instructor, the
researcher learned that the main objectives of the
extra required class hour were to teach the stu-
dents to listen more intelligently and to learn to
make increasingly find discrimination among sounds.
The instructor of Class III reported that the extra
listening session was, in his opinion, very effective.

-

%

2. Students in Class III were required to demonstrate
their progress during the semester by means of six

achievement examinations, each one of which was
primarily a listening test. Not only was each of
these a learning experience, but close observation
by the investigator in the listening room revealed
a much greater amount of activity by students in
Class II1 than in the other sections (which is to
be expected, of course). In comparison, students
in Classes I and II were required to take only two
achievement tests during the semester. Thus, Class
ITI had three times as many learning experiences
thrcugh preparation for their tests as well as
during the testing periods themselves.

\

M/

3. The instructor of Class III also used the ‘experi-~ .
mental" composition®* which was under test for hypothesis

-y

*The first movement of Mozart's 40th Symphony.




la in his section as an example of sonata form. For this
purpose, he charted the entire movement, and duplicated
and distributed the chart for students in his class¥.

The points above are made simply to explain why results be-
tween Class III and the other classes differed so markedly. Clearly
the data had become contaminated and the author cites the three
items listed above to be the primary causes.

Finally, the author made a simple count of the number of times
that the means of the experimental subgroups in each class exceeded
the means of the relevant control and general control subgroups#*%*.

Of the 84 comparisons made for the test of hypothesis la in classes

I and II only, the experimental subgroups' means were larger than the
relevant control subgroups' means in 72 cases. Again in classes I
and II only, the experimental subgroups' means exceeded the general
control groups' means in 83 of the 84 comparisons. When Class III

is included, these high proportions drop somewhat, of course.

However, the figures are still impressive: the experimental subgroups'
means are greater than the relevant control subgroups' means in 96

of the 126 comparisons and in 103 of the 126 comparisons made be-
tween the experimental subgroups and the general control subgroups.

To summarize, in view of the difficulties encountered by the
problems of measuring the criterion behavior accurately, and the
atypical activity of Class III, the frequency of significant differ-
ences found by testing hypothesis la seems to justify the conclusion
that the experimental treatment was effective. In other words, it
does appear that the individuals who studied the compositions by
means of the programed analyses did significantly better than
students who studied the same compositions with conventiocnal
materials and equipment on the basis of the criteria.

The Test of Hypothesis 1lb. The rationale which underlies the
basis for hypothesis 1lb is that it would be reasonable to expect

*This was done, unfortunately, in spite of the fact that the
researcher had specifically requested that the six compositions
used in the experiment not be used in the classroom nor for outside
preparation.

%%Recall that students in the ''general control' subgroups were
never exposed to the experimental materials. On the other hand,
students in the "relevant control' subgroups did have access to the
programed analyses. The latter groups are "controls'" only in the
sense that, in specific comparisons, particular variables (as des-
cribed by each of the four hypotheses) were held constant by means
of these subgroups.
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students to transfer more perceptive siill to a composition not
studied which is in the same design as one studied by a propramed
analysis than a student who had also studied, equally early in the
semester, a composition by a program but not in the same form. In
other words, the test here is to determine the effect of an in-
dividual's familiarity with a composition's basic design on the
amount of aural transfer. Again, the usefulness of the experimental
design is readily apparent: not only can the transfer power per se
of the programs' teaching be assessed, but it permits an inference
concerning the effect of a musical factor (in this case, form) upon
the outcome.

Only two comparisons within any given class could be made to
test this hypothesis and still control tiie other factors under
consideration. Taking comparison 7 in Class I as the example (see
Figures 1 and 2), Ra vs. Rp on 02' is an opportunity to study the
effect of the situation hypothesized, for both subgroups are no
different in other respects: a) both subgroups had the first op-
portunity to study a program in the term, b) both subgroups studied
the same number of programs (two). The same situation holds true
for the eighth comparison, Ry vs. R, except that now the test must
be O31. The same kinds of comparisons were possible in each of the
other two sections, but of course, the observations (tests) are
different in each case because the order of observations was
different (see Figure 1),

WNone of the fourteen subtest-comparisons in Class I yielded
significant differencecs, and only two in each of the other classes
were significantly different in favor of the relevant experimental
subgroups. Table 6 summarizes these data.

Since such a small proportion of the comparisons produced
significant differences, one would hardly expect to find any
patterns from which one could draw conclusions concerning the
nypothesis. Because only four of the 42 comparisons tested were
significantly different, it is probably safe tec fail to reject the
null hypothesis that differences were due to chance.

Again it appears that the central problem is the low reliability
of the subtests. An examination of the raw data in Tables 16, 20, 24,
28, 32, 36 and 40 (Appendix A) shows that in 28 of the 42 comparisons
the mean values of the relevant experimental subgroups were in the
hypothesized direction when compared to the relevant control subgroups.
In comparing the experimental subgroups to the general control sub-
groups, 3% of the 42 differences between the means were in the hypo-
thesized direction. Therefore, it is tempting to suggest that, with




more reliable tests, statistically significant differences might
have been noticed more frequently¥*.
Table 6

SPECIFIC SUBTEST-COLIPARISONS YIELDING SIGHIFICANT
DIFFERENCES TO SUPPORT HYPOTHESIS 1b

Class Comparison Subtest Composition

- II o Knowledge of Form iaydn'’s 100th

l 11 o Timbre llaydn's 100th
l II1 8 Harmony & Tonality Beethoven's 5th

I1I 7 Total Test Haydn's 100th

Pl

The Test of Hypothesis lc. The purpose of this evaluation is
to measure the effectiveness of the programed analyses with respect
to the number of programs studied. It seems likely that students who ,
: were randomly selected to study two compositions by means of the ex- ]
perimental materials would profit more from them than students who

had read only one.

bl B

Note that the hypothesis makes no statement concerning the value
of a specific combination of analyses - three are possible in this
investigation (1. rondo and variations, 2. rondo and sonata, 3. vari-
ations and sonata). Nor is evidence sought in order to make possible

@@ inferences regarding the way in which these analyses might interact.

i For example, one could hypothesize that the programs are simply additive
in their impact., Another possible view is that studying a programed

Eﬁ analysis of two different forms is better than studying programs of

- two different compositions in the same desisn. The experimental de-
sign in this study is structured so that only a simple answer to

o evaluate the effect of number of programs on the criteria can be made.

é& A quick glance at Figures 1 and 2 reveals that the test is simply
comparing subgroups of individuals who have studied two with those
who have studied one.

%It is also interesting to note that in 5 of the 6 possible

13 comparisons the relevant experiment subgroups obtained higher mean

- scores on the audio portion of the test than either the relevant
control or general control subgroups.

e

-

T - 44 -

Y




i o -
Sy "‘G-_.—: e

All the specific subtest-comparisons which were significantly
different in the hypothesized direction are listed in Table 7.
Since there are six separate scores (five subtests plus total test)
for each of the three classes and for each of the six comparisons
which were possible to run to test hypothesis lc, 108 specific
subtest-comparisons were made. In only ten of these instances werc
the means of the relevant experimental subgroups significantly
larger than the relevant control subgroups (see Table 7).

Table 7

SPECIFIC SUBTEST-COIPARISONS YIELDING SIGNITICANT
DIFFERENCES TO SUPPORT IIYPOTHESIS lc

e

Class Comparison Subtest Comnosition
II 9 Knowledge of Form Haydn's 101st
III 10 Rhythin Beethoven's Eighth
I 11 Rhy thm Haydn's 100th
111 11 Rhythm Beethoven's Eightn
11 12 Knowledge of Form Beethoven's Eighth
I1 12 Timbre Beethoven's Eighth
11 12 Total Test Beethoven's Eighth
I11 13 llarmony & Tomality Haydn's 100th
111 14 Timbre Beethoven's Fifth
II1 14 Total Test Beethoven's Fifth

The investigator feels that the acceptance or rejection of
hypothesis 1lc is impossible based on these data. Had the measuring
tools been somewhat more reliable (or to put it another way, had it
been possible to remove some of the restrictions imposed on the
testing procedure), a more definite conclusion might have been
reached. On the other hand, it is of interest to note that the audio
subtests listed in Table 7 are more numerous than the total tests or
knowledge of form subtests. (It will be recalled that this was not’
the case in the data used to test hypothesis la.) Furthermore,
nearly all the compositions upon which the achievement tests were
constructed to test the validity of the hypothesis are works which
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the studeuts had not® studied beforehand. In other words, since im-
provement in the audio subtests were noted more frequently this
should encourage the educator to think that auto-instruction could
prove to be a potent factor in the longitudinal development of
listening skills.,

The means of the relevant experimentzl subgroups exceeded the
means of the relevant control subgroups in only 47 of the 1206 com-—
parisons. However, the experimental subgroups’ means surpassed
those of the general control subgroups in 100 of the 126 cases¥.
Hence, while the latter finding does give additionzl support to the
view that programed analyses are generally superior to conventional
materials and procedures in improving aural perception, the former
proportion does not help to establish the walidity of hypothesis lc
one way or the other.

The Test of lypothesis ld. It is of value, in the assessment
of a teaching tool, to discover if the introduction of such a devica
at a particular time in a course of study has any bearing on its
effectiveness. Of course, the experimental design here is so arranged
that the test of the hypothesis is limited to an evaluation of
relative placement of the programed analyses in the school term.
This is desirable, since one would obviously expect that the many
variables operating in any specific course of study will interact
uniquely with any kind of teaching procedure introduced, sc that a
general conclusion as to relative placement has the most value for
educators.

Within each of the three sections involved in this study, six
comparisons between subgroups were possible to be made to gauge the
effect of the "'time placement'’ variable. DNote again (refer to
Figures 1 and 2) that placement in the semester is the only main
effect which differs between the two subgroups in each of the six
comparisons. That is, the effects of numbers of programs studied
and the particular forms studied (i.e., rondo, sonata-allegro,
variations) are equated for each subgroup in all six comparisons.

Note that comparisons 15 and 16, however, are made using
compositions which had been studied by both subgroups (albeit by
the conventional or "control" procedures) while the remaining four

*For the audio score alone, none of the comparisons was signi-
ficant. However, the relevant experimental subgroup means were
greater than the means of the gemeral control group means in 14 of
the 18 possible comparisons on the basis of the audio score.
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comparisons - 17 through 20 - have as the criteria the follow-up com-
positions which neither subgroup had had the opportunity to audit be-
fore the tests. One might expect that results among the comparisons
could vary on the basis of this difference.

Table 8 shows the six instances where significant differences be-
tween the experimental and control subgroups were found in the hypo-
thesized direction for all six comparisons and all three classes.
Again, recall that the total number of comparisons by subtests for all
classes was 126 (7 subtest scores x 6 comparisons x 3 classes). Thus,
the number of significant differences is actually very small compared
to the total possible.

No pattern appears in the tabled comparisons which might lead one
to draw inferences concerning the value of specific time arrangements
nor the kind of criteria used to make the test. Note, however, that
real differences appear equally often for audio subtests as total test
and knowledge of form scores, which provides some evidence (although
scanty) that individuals can improve their aural skills by this means
of self-directed study®*. The evidence to support or refute the hypo-
thesis that the programs are more valuable if introduced earlier in
the term is, unfortunately, too tenuous to justify a conclusion one
way or the other.

Table 9 gives the scores obtained by the subjects on the six
achievement tests shown as grand means for all three classes combined.
The purpose of this table is to provide a reference in the form of a
sunmary of the raw data#*¥*,

*It should be noted that while the number of times that the means
of the relevant experimental subgroups exceeded those of the relevant
control subgroups on the test of hypothesis 1d in 67 of the 126 com-
parisons, the experimental group means were higher than the general
control subgroups a much larger proportion of the time: in 94 of the
126 comparisons. Also, on the audio portion of the scores, the ex-
perimental subgreoups were better than the general control groups (in
the hypothesized direction) in 13 of the 18 comparisons.

*%*For tire means obtained in every subgroup of each class on all
subtests, however, the reader should examine Tables 15 through 42 in
Appendix A. The mean values presented in these 28 tables, of course,
have been the basis for the tests of significance.
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Table 8

SPECIFIC SUBTEST-COMPARISONS YIELDING SICNIFICA{T
DIFFERENCES TO SUPPORT HYPOTHESIS 1ld

Class Comparison Subtest Composition _
111 15 Rhythm Haydn's 94th
I1X 16 Knowledge of Form Haydn's 94th
III 17 Total Test Haydn's 100th
I 19 Harmony & Tonality  Beethoven's Eighth
111 19 Total Test Beethoven's Fifth
11 20 Rhy thm Haydn's 100th

Of particular interest is a comparison of the magnitude of the
values for each of the three groupings oi students. Note that tue
grand means for the general control subgroup are less than either the
relevant experimental or relevant control subgroups in every case.

It seems appropriate to repeat that the general control group never
had the opportunity to study the experimental materials; therefore
scores of these students were not used in the tests of the hypotheses
even though these data do provide a useful reference. An examination
of the schematic of Figure 1 quickly reveals that control over vari-
ables which was possible by comparisons between the relevant experi-
mental and control subgroups was not present in most of the comparison3s
between the experimental subgroups and the general control subgroups¥*.

*The only situations in which the general control subgroup data
(for example, those of R, in Class I) could have been used properly
to test a hypothesis weré in comparisons 1 and 2. 1In the other cases,
the variables described by the hypotheses could not be controlled,
so that conclusions concerning the difference in treatment would not
be valid.
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Table 9

GRAND MEANS OF ALL OBSERVATIONS FOR TESTS OF EACH

HYPOTHESIS COLLAPSING THE THREE CLASSES

Grand Means

Subtest
Relevant Exp. Relevant Control General
Subgroup Subgroup Control
Hypothesis la
Harm, & Ton. 35.9 34.7 33.1
K. of Form 36,7 32.6 31.1
Melody 38.5 36.6 36.3
Rhythm 37.9 37.1 35.0
Timbre 36.7 36,0 34.6
Tctal 185,8 178.4 170.2
Audio 149.1 145.9 139.1
Hypothesis 1b
Harm., & Ton. 35.7 35.0 33.8
K. of Form 34.3 32.9 29.5
Melody 35.1 34.4 33.4
Rhythm 35.1 35.9 33.5
Timbre 36.5 35.4 34.0
Total 176.6 173.6 164.2
Audio 142.3 140.7 134.7
Hypothesis lc
Harm. & Ton, 35.2 35.8 33.7
K. of Form 32.9 32.1 29.5
Melody 35.3 35.2 33.8
Rhythm 35.5 35.1 33.5
Timbre 34.8 35.5 33.5
Total 173.7 174.2 164.1
Audio 140.8 142.1 134.5
Hypothesis 1d
Harm. & Tom. 36.0 35.¢ 34.1
K. of Form 32.8 32.6 29.9
Melody 35.6 36.1 34.5
Rhythm 35.9 35.3 34.1
Timbre 35.9 35.5 34.3
Total 176.3 175.4 166.4
Audio 143.9 143.4 136.9

- 49 -



Comparisons with General Control Groups. It seews important at
this point to call attention to two facts concerning the relationship
of the experimental subgroups to the general control groups which
should be kept in mind as one evaluates all comparisons made between
them: 1) the general control groups and the experimental subgroups
had the same initial ability in aural skills at the time the experi-
ment began, and 2) the students in the general control groups never
had access to the experimental materials.

lience, while comparisons between the ex)erimental subgroups and
the general control groups cannot be used to determine the importaance
of the four factors articulated in hypotheses la, 1lb, lc and 1d such
comparisons do give a measure of the effectiveness of studying the
programed analyses. In other words, these comparisons reflect the
total impact that the programed analyses have on students' aural
skills relating to audition of musical works but do not separate out
the relative impertance of the influences spelled out in the hypotheses.

Time Scores. A careful record was made of the amount of time -~
expressed in minutes - which each student spent listening to each of
the three compositions. Student supervisors in charge of both the
Record Listening Room and the Tape Listening Room collected time sheets
from each student as he left the area. As has be-n noted in Chapter 2,
this was possible since both listening rooms during the experiment were
constantly under supervision. While no hypothesis was advanced con-
cerning the relationship of time spent listening to each composition

: and the earned achievement score, the author felt it to be important
ﬁ to gather such data in the event that a relationship could be estab-

lished.

Correlations were computed between the students' “'time scores"
(i.e., total time in minutes which a given subject spent in studyin:
the composition) and achievement scores. A sample of experimental
i and control subgroups provided data for this part of the study. The
“ highest correlation obtained was -.l4; the lowest coefficlent was +.04.

There was a considerable spread among students' time scores, as
3 might be expected. Students in the groups assigned to the programs in
most cases recorded a longer period of time studying than thouse wio
3 used the conventional materials®*. It is of particular interest to ob-
serve that subjects assigned to the programed analyses recorded a

*As an example, one "experimental" student studied the progran
built on Haydn's 94th Symphony for nearly 20 hours. Another individual
in the same block and class but in another experimental subgroup re-
corded only two hours and fifteen minutes.
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larger variation in time scores than thiose students who studie. disk
recordings and the conventional reference books*. One would naturally
anticipate that studying detailed programed analyses would, for college
students, consume approximately similar amounts of time. On the othler
hand, when materials are provided which allow for the maximum leeway

of usage, the expectation is that the amount of time spent studying
these references would vary a great deal more than for programed
materials. Speculation concerning the cause for this phenomenon will
be made in the last chapter of the report.

Of immediate concern to the investigator, of course, was whetuer
or not time spent listening to the assigned works was a main source
of variation in the students' achievewment scores. Of particular
interest was to determine whether or not observed differences in
scores favoring the experimental subgroups could be attributed in
large degree to the time these students spent at each assigmment.
This is especially true with respect to hypothesis la.

The lack of correspondence as seen by the low correlations be-
tween time and achievement scores was interpreted by the author to
support the point of view that time per se did not contribute signi-
ficant weight to test scores. In other words, it is doubtful, had it
been possible to control for study time, that the results would have
been modified to any significant degree. Admittedly, this conclusion
must be considered to be tentative since there was no-way to deter-
mine in this experiment the effect of time on scores.

On the other hand, if it were possible to establish that an
increase in study time by either method of study would inevitably
lead to a significant increase in achievement, it would seem logical
to seek ways and means tce encourage students to listen longer. Thus,
if the programs succeeded in acromplishing this state of affairs,
certainly one would have to conclude that the programs are desirable
from this point of view alone.

Table 10 shows the means in minutes spent by students in the
three subgroups for each of the three assignments. This table clearly
reveals the decrease in numbers of minutes spent at listening as the
semester proceeded. It would have been desirable, with respect to

*However, it was not uncommon among students listening to disk
recordings in the general control groups to spend two to three hours
of listening time for the assigned movement. Ore student in a control
subgroup reported listening to the first movement of lfozart's 40th
Symphony a total of 5 1/2 hours. The investigator interviewed the
student (ostensibly for another purpose) to verify his report and
was subsequently satisfied that the student had indeed used the
stated amount of time in serious study.
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the goals of the study, had it been possible to require li..e periods
of time to be spent at each assignment, of course. NNo attempt was
made by the investigator to urge students to spend specified amounts
of time at their study since it was felt that such a procedure woulld
affect the results of the study in an indeterminate way. It is
quite likely, moreover, that the observed study patterna are not at
all uncommon; results based on a controlled pattern of study tinc
therefore, might not have as wide a ceneralizability as one which is
uncontrolled.

The Analysis of Preferences

It has been hypothesized (see hypothesis 2) that students who

1 have studied the listed compositions by means of the programed ana-
lyses would exhibit a different pattern of preferences for certain
types of works as well as for particular compositions. Specifically,
!7 hypothesis 2 states that students in all the experimental subgrouns

will a) prefer absolute music more frequently than the control group
and b) prefer those specific compositions they studied by the pro-
gramed analyses more frequently than the compositions wiiich they

1 studied by conventional means.

As explained in Chapter 2, the preference rankings (high = 1,
lr low = 6) of the three programmatic compositions were obtained by
tabulating the results of each of the fifteen possible paired com-
parisons (6x5/2=15). 1In other words, the frequency of choices of
- each pairing determined the ranks.
l

Table 11 shows the preference ranking of three musical art forms
for all three classes. Iote that there is no difference among the
q{ classes; the rankings consistently showv that the absolute compositions
‘ are ranked below the programmatic works although there is some vari-
ation within the broad categories of absolute and programmatic. It
in is of considerable interest to note that Haydn's 94th Symphony, which
E has always been thought to be one of the perennial favorites of young
people, occupies the low rank in each class. (It was discovered
r that this composition was assigned the same rank regardless of how
L the students were grouped.)

[j rankings not only by class bLut also on the two dependent variables:

block and treatment. These tables are included in Appendix A; they
clearly establish that these dimensions have little effect on the
L” students' preferences, although some spotty minor fluctuations can
|

l Tables were constructed to reveal possible variations in these

be seen.

" A more precise method of determining the preferences was also
f made by assigning signed walues to the choices in each comparison




=

(fully explzined in Chapter 2). ILach preference for one of the
absolute compositions in the pair was assigned a value of plus cne
(+1) and for the programmatic, a negative one (-1). Because six

of the pairings involved like kinds of compositions, (either both
progranmatic or both absolute) the highest positive - or negative -
score which could be obtained by this method was 9. ifeans were
computed for the experimental subgroups and compared with the means
for the general control group (the latter students had studied no
programs). As can be seen in Table 12, there is very little
difference among them; all are negative values, which indicate that
the direction of their preferences 1s toward the programmatic music.

Table 11
PREFERELICE RANKINGS OF PROGRAMIATIC AND

ABSOLUTE COIPOSITIONS OF STUDENTS
GROUPED BY CLASS

- Ranking ]
Composition Class I Class I1 Class III
Scheherazade? i 3 1
Romeo & Juliet? 3 1 3
Die ifoldau? 2 2 2
ilozart's %~0th® 5 4 4
Haydn's 101stP 4 5 5
ilaydn's 94thP 6 6 6
dprcgrammatic babsolute

Because these data clearly demonstrated the nearly identical
preferences of the groups and classes regardless of treatment, it
was decided that significance tests were meaningless. In short,
these data refute the hypothesis that the experimental treatment
would modify preference of students for absolute music.

In comparing those students who had access to the experimental
materials for two of the three absolute compositions with those
who had studied on’-- one, the same kinds of scores emerge. The
data showing these comparisons are listed in Table 13.




Table 12

HEAN SCORES OF EXPERIUENTAL AKD CONTROL GROUPS
EXPRESSTING PREFERENCE FOR PROCRAM:ATIC
VERSUS ALSOLUTE COiPOSITIONS®

L e SRS,

-
oot .

oy

— . Gﬁzrgf CW——P* Ex;:’erime?l_t_al_“:=
Class Group Subgroups
I -5.31 | 4,75
IT -4.,74 -5.20
III -5.48 -4.,78

a Ll
negative scores indicate preference for program music com--
pared to absolute music.

Table 13

MEAN SCORES SHOWING DIRLCTION OF PRLIFuisNCES TR
ABSOLUTE VERSUS PROGRAMIATIC CO:POSITIONS
OF EXPERIMENTAL STUDENTS GROUPED
BY NUMBER OF PROGRAMS STUDIED?Z

Studied Studied
Class One Program Two Programs
I -4.7 -4.8
II -4.8 -3.6
111 -5.0 -4.6

8negative scores indicate preference for program music com-
pared to absolute music.

The data in Table 13 reject the notion that more exposure to
the analytical programs would effect a modification of preferences
in the direction of the absclute music; there is no pattern to
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substantiate any conclusion except tiat the treatwment difference made
no impact on preferences for this sample of students.

The test of the second part of hy othesis 2 necessitated a
separate procedure. This step had nothing to do with a student's
preferences for absolute versus programmatic music but ratlier with
his preferences for the composition(s) he had studied by the programed
analyses. In order to quantify these preferences, when the student
selected the composition he had studied by the programed analysis as
bis choice, he was given a +1. When a student selecte. a composition
he had studied in the conventional way, a -1 was the score for taat
choice. Of course, this procedure of quantifying his preferences was
followed only in the pairings in which at least one of the absolute
composition(s) occurred.

A small modification was necessary in scoring because all ex-
perimental students either had studied one composition using the
experimental materials and two with the conventional materizls, or
the opposite combination. The scoring procedure used for those
students who had studied two compositions using the experimental
materials was equated with that used for students who had studied
only one by doubling that part of the score obtained from choilces
relating to the single composition. 'This was a step made necessary
in order to cancel the spurious effect of larger negative or positive
scores which might sinmply be a reflection of unequal numbers of pro-
grams studied. 1In short, had all students been exposed to a like
number of programs, this would not be a factor to consider. The
system of scoring described above yielded a maximum possible score
(negative or positive) of 9 in both situations.

Table 14

cIEAN SCORES SHOWING DIRECTIOW OF PREFERENCES OF E.PERILENTAL
STUDETS FOR ABSOLUTE CO:OSITIONS STUDILL WITII
EXPERIIENTAL MMATERIALS VERSUS THOSE STUDIED
WITH CORVENTIONAL MATERIALSZ

k- = = = = = = = ——

Number of Compositions

i

Studied with Experimental Class

Materials I I1 II1
1 0.2 -1,2 -0.9
2 0.0 ""1.8 "0.8

8negative scures indicate preference for program music com-
pared to absolute music.
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Table 14 reveals that the second part of hypothesis 2 lilewvise
is not supported by the data collected. The tabled values hover
close to zero which can only be interpreted to mean the the relation-
ship between the two methods (experimental and control) of studying
the works had no or little effect on the experimental subgroups'
preferences. An examination of individual scores reveals some snotty
variation but the lack of patterns discouraged the investicator from
proceeding with further analyses. INo relationships emerged between
scores and such dependent variables as the specific treatment (see
Figure 1), the compositions studied, nor the time of the semester
vhen the programs were presented. Detailed tabled values observed
of the experimental subgroups of students grouped by treatments and
blocks are included in Appendix A (see Tables 49 and 50).

One must conclude from the data obtained by the preference
rankings that choices for particular compositions by the subjects
in this study were singularly unaffected by the experimental materials.
Since it has been observed in the test of hypothesis la that the sub-
jects who studied using the programed analyses performed sienificantly
better than individuals who prepared themselves by using the con-
ventional materials, increased perceptions thereby achieved cannot
be functionally related to preferences. The fact that this lack of
correspondence was consistently derionstrated using two separate
criteria reinforces the conclusinm.

The Results of the Questionnaire

It will be recalled that no hypothesis had been advanced prior
to the beginning of the study concerning students' attitudes toward
the experimental materials. When the experiment was in its late
stages, it became apparent that casually observed variation in the
subjects' affective responses indicated that a systematic evaluation
would prove to be interesting and valuable, Of particular signifi-
cance would be the students' point of view regarding the effectiveness
of the programed analyses as teaching devices. The procedure followed
in collecting these data is outlined in the previous chapter; a copy
of the questionnaire is included in Appendix B. Conclusions are
based on a one hundred per cent response.

Most of the students apparently were serious about the oppor-
tunity they had to express themselves about their experiences; the
author interpreted the high incidence of commentary on the forms as
an indication of their desire to be as accurate as possible.

The investigator followed up the questionnaires by interviews

with a small sample of students to test the validity of the form:
this check satisfied him that the questionnaire performed adequately
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as intended. Below is a summary of the findings basacd on the tabu~
lated responses; response frequencies are included in thirteen tables
in Appendix A (see Tables 51 to 63).

An argument sometimes made by educators against the use
of tapes and tape decks is that such facilities are
difficult to use in comparison to disk recordings and
turntables. The data in Table 51 (Appendix A) do not
support this point of view. Although one-fourth of

the students did feel that using records was less
difficult, an equal-sized proportion felt it was easier
to use tapes and tape machinery. The largest number of
subjects - 50 per cent -~ agreed that the tape adjunct
was no more difficult to manipulate than the conventional
record-and-turntable facility.

Table 52 in Appendix A shows that a large portion - 87
per cent - oi the 179 students who were exposed to the
experimental materials felt that the programs were help-
ful tc them in learning to listen to the composition(s).
Furthermore, only three per cent felt they could have
learned more had they used conventional recordings.

The author thought it to be unnecessary to make an attempt
at scaling affirmative replies to the question (see
question 2 of the questionnaire in Appendix B): precision
did not seem to be important here in light of the fact
that scores on the achievement tests are the main cri-
teria. The investigator interpreted the heavy affirma-
tive response to mean that the students had coufidence

in the programs as teaching devices in learning to hear
specific musical sounds.

A common problem with beginners is that they fail to
comprehend the significance of verbal symbols used in
music. Many expressive terms and the contexts in which
they are used to convey meaning are borrowed from other
disciplines or analogous situations. Without an ade-
quate background of associations and experiences upon
which to draw, verbal expressions as they relate to

the musical sounds are often devoid of meaning for the
individual. The students in this study apparently felt
they were helped significantly by the programed analyses,
for ninety per cent selected the affirmative response
to the query concerning the teaching effectivencss of
the materials in this regard (see Table 53 in Appendix
A). Even though the main objective of the programs is
to develop aural perception, an understanding of verbal
"pointers" used to describe the sounds apparently is
also a valuable experience to the learners.
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The investizator is awvare that many students preparc
listening assignuents in a sceningly casual manner even
though they know they are to be tested. (The reason
for this behavior is generally thought to be that be-
ginning students of music simply do mot know how to
study a composition.) Therefore, he was not unpre-
pared for comments of dismay at the amount of time
they found it necessary to spend in reading the pro-
grams. The crucial point, however, is: was the tine
spent worth it in terms of results? The data in
Table 54 (Appendix A) show that 48 per cent thought it
probably was and another 27 per cent were sure of it.
Therefore, three-fourths of the group agreed that
benefit gained from the materials merited the time
spent obtaining it.

It has been pointed out in the preceding chapter that
most of the frames alluding to the actual sounds of the
composition include line score notation of the specific
thread of sound being discussed. The purpose of the
tape adjunct, of course, is to reduce the necessity for
music symbols in making references to the structure of
the work. and instead, to place primary emphasis on
audio cues for understanding. Nonetheless, as seen in
Table 55 (Appendix A), over eighty per cent of the ex-
perimental subjects replied that the music notation
references were helpful, and, of that rumber, nearly
half felt that without the notation they would not have
learned as much as they did.

The author feels that one's ability to perceive the
patterns of music visually in the orchestra score is
useful (but not essential) to one's understanding of
the music's form. To this end, the programs are con-
structed to make frequent and easy references to the
orchestra score. Not quite two-thirds of the experi-
mental students stated that the programed materials
helped them learn to follow the orchestra score of the
composition they studied. Approximately half of these
felt sure that they profited in this manner. However,
a like number responded that the materials had no
effect on their ability to follow the notations in the
orchestra score. The relatively high frequency of
"favorable" response to this question was not expected,
however. It would have been interesting to discover
whether or not this response reflects a real increase
in their ability to follow the score (see Table 56,
Appendix A).
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In many instances, it was deemed necessary to separate
specific strands of the sound's mass in order to call the
students' attention to the contribution of a particular
sound in the total configuration. In textbooks, these
references are usually made by notation only. In the
programs, these ware performed on the piano; the con-
cern here was the effectiveness of this medium of pre-
sentation instead of the orchestral instrument(s) to
which the composer originally assigned the music. Also,
another aspect of this procedure is the effectiveness of
the "separation-of-sounds' technique itself in learninc
to hear the music and its design. In response to this
question, 90 per cent of the individuals said th=zy were
helpful or helpful some of the time. Table 37 (Appendix
A) shows that only ten per cent of the students felt this
method was not effective.

The author argues that one of the strengths of th.: pro-
gramed instrucition method introduced in this investigation
is that it is easy for the student to adapt the prcgram to
fit his own particular background of abilities. lle may
repeat the frames in the text or the taped rcferences as
often as he feels it to be necessary to get the full inmpac:
of the material. He can lightly skim parts of the prosram
vhich are readily assimilated and/or he can bear down
harder at those places which are more elusive. The latter
is particularly true with respect to the musical references.
Finally, certain sections of the tape adjunct are parti-
cularly goocd for review purposes (especially the “synthesis"
portion). ilearly ninety per cent (see Table 58 in Appendix
A) of the students were aware of this feature of the
materials and a majority of these said they made use of

the programs in that way.

The students were solicited concerning their opinion of
the value of using the programs and adjunct tapes
regularly in the course they had just completed. The
primary purpose of this ques:ion was, of course, a means
of ascertaining the students' attitude toward the general
transfer value of the programs to other learning ex-
periences and their significance as a part of the course
of study. Table 59 (Appendix A) shows that 43 per cent
strongly recommended that programs such as these be intro-
duced as a part of :fu 112 experiences; only two per cent
responded negatively, while the majority (55 per cent)
felt that some students would find them profitable. Res-
ponses to question 11, which pertain directly to traasfer
effect of these learning experiences, show quite close
agreement with these totals.
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The students' attitudes toward the structure of the pro-
grams with specific regard to the size of the steps
(frames) were interesting. Table 60 (Appendix A) reveals
that only one student was of the opinion that the pro-
grams proceeded too rapidly. While ten per cent thought
they moved too slowly, £3 per cent felt they were 'just
right" or suitable most of the time. Of the eighteen
students who replied that the programs moved too slowly,
tvelve were in the upper half of the EIAT score distri-
bution; these data probab.y signify that their reaction
is more a function of their general musical ability than
a fault of the programs. (The other six students siuply
may have resented the amount of time necessary for them
to complete their listening assipgument.) The fact that
more than eight of every ten students reacted favorably
to the graduation of steps is interpreted by the author
to indicate that the students felt they had no difficulty
in assimilating the subject matter content.

As mentioned in point 9 above, a majority of students

felt that the programed analyses should become a part

of the regular course of study in Mu 112. Question 1li
asks the students for a direct evaluation c¢f the programs'
utility in aiding them in other learning situations in

the course. Thus, question 9 1s a general appraisal of
the materials in the study of music literature; now the
students are being requested to be more specific about

the practicality of these devices judged by their transfer
value. Table 61 (Appendix A) shows that exactly twice

as many individuals felt there was a noticeable transfer
effect to other situations in Mu 112 as thos2 who felt

the transfer was negligible. An examination of the res-
ponses of the students when the individuals are grouped

by blocks (see below) revealed that there was no corres-
pondence between musical ability as measured by the EIAT
and the students' estimate of the prograwms' transfer value.

Biocks Blocks

1-5 6-10 Totals
Noted
transfer 51 49 100
Did not ,
note 24 26 50
transfer
Totals 75 75 150%

%29 students chose
another response
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One would naturally have anticipated that students with
a weaker backeround of skills in music would have felt
more strongly that there was transfer value than was
demonstrated.

12. WYhen students were asked to check which aspects of the
printed part of the programs they felt were features of
the texts, the largest number of answers were in res-
ponse to the phrases '"covered important material" and
"clear and concise". Table 62 (Appendix A) shows the
percentage of response to those items were 76 and 74 per
cent respectively. Note that only 30 per cent of the
students checked "interesting' as a feature®. On the
other hand, Table 63 (Appendix A) shows a much more
regular and frequent response pattern to listed features
of the tape adjuncts Three-fourths or more of the
students responded to almost every listed "desirable"
characteristic listed on the form descriptive of the
tapes.

Responses of the students also were grouped so that it was
possible to compare students in various combinations of treatment
subgroups as well as by class and block. WNo unique patterns of re-
sponse emurzed from these cross-tabulations. 1In other words, it
is apparent that the students' feelings about the effectiveness of
the programs could not be traced to their unique background of
abilities prior to registration in the course; to the effect of a
particular instructor, to the specific program(s) studied, nor to
the number of programs read. In short, the variations found in the
response pattern of which students had formed concevning the values
of this instructional tool (other than the main effect of the ex-—
perimental treatment) were generated by unknown variables, possibly
such as earlier happy or unhappy contacts with programed instruction,
biases about the value of music instruction in general, and so forth.
It is probably safe to say that other samples of individuals with
similar training taken from other populations would react in much
the same way.

Exactly half of the students either took time to elaborate on
their reactions or accepted the invitation at the end of the !
questionnaire to make general comments. lost of the commentary

*Unfortunately, it is not possible to determine whether they
considered this to be a fault of the text or the composition upon
which it is based. Judging from the students' strong preference
for programmatic music, one probably should conclude that preference
for the latter is the main contributor.
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was favorable and supported the continued use of the experimental
materials; some students were noncommittal and pointed out strengths
or weaknesses in an objective way; a very small proportion of the
individuals were critical and expressed a general antipathy con-
cerning the use of the programs.

Of the students who were critical, the major number commented to
the effect that the programs were time-consuming. One student stated
that he felt the material 'seemed repetitious and borin< . The stu-
dents who gave objective replies about the disadvantages of the
materials remarked about flaws such as '"the noise in the classroom
next door" or ''there should be more stations".

Roughly 75 per cent of those students who returned commernts on
the form made favorable responses. liost of these were expressions
concerning the value of the 'tapes" in aiding them to hear the music
and to understand more of 'what is going on in the music’. Several
comments such as the following were received: ''I really feel that
learning by tapes is advantageous and of great value in understanding
fully the music. Definitely continue using them in Music 112”. An
interesting point was brought up by a small number of students to the
effect that they felt the achievement tests didn't measure the anount
of learning which they had made as a result of studying the programs.

Summary

Thie chapter presents in detail the processes by which the data
collected in the investigation to test the hyotheses were analyzed.
The results of these tests have been presented and interpreted and
inferences drawn relating to the stated hypotheses. It has been
shown that one of the major problems which developed in this study
was that the measuring instruments constructed to test the four
hypotheses grouped under 1 (la, 1lb, lc, and 1d) were found to have
unusually low reliability indices, particularly the audio subtests.
(The total test and the knowledge of form subtest had the highest
indices.) Thus, conclusions based on the significance tests,
particularly with reference to hypotheses 1b, 1lc, and 1ld, must re-
main tentative. The following observations, based on the data were
of central importance as they relate to the objectives of the ex-
periment:

l. bDbata obtained by the EiilAT pretest showed that the three
classes were very much alike oa this criterion. TFrom
an examination of these data, it was clear that the
variations within each of the classes based on aural
acuity as measured by the EIAT were similar.
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The frequency of significant differences found between the
relevant experimental and control subgroups on the criteria
is interpreted to indicate the superiority of the programed
analyses used for prepuring out-of-class listening assign-
ments compared to the conventional equipment and facilities.
These were found in the students' aural percention of
harmony and tonality and rhythm, but not so frequently with
respect to timbre, and never to melody. Knowledge of form
subtest scores and total test scores revealed more frequent
differences between relevant experimental and control sub-
groups than any one of the other subtests.

The transfer effect of a programed analysis of a composition
in a particular form (i.e., sonata, rondo, etc.) to a com~
position not programed but in the same form as the one
gstudied could not be established. To put it another way,
the power of a programed analysis did not carry over for

the learner into a different composition even though it was
in the same form based on the criterion used. Unfortunately,
as mentioned above, the sensitivity of the criteria was re-
duced by their low internal consistencies. With more reli-
able measures, it may have been possible to note the trans-
fer effect posited.

No decision was reached concerning the value of studying two
programs compared to the effect of one such exposure on
transfer to other works. Although on ten occasions, signi-
ficant differences were found between the relevant experi-
mental and control subgroups, the low ratio of these
differences to comparisons tested made it difficult to
arrive at a firm conclusion. It was heartening to note,
however, that the larger proportion of the differences
occurred betueen means based on the audio subtests, strength-
ening the proposition that aural perception within the con-
text of a musical art form could be developed by auto-
instruction.

The findings do not support conclusively that relative

early or late placement of the programed analyses in the
school term make a substantial difference on subsequent per-
formance with regard to works not audited prior to testing.
liowever, as pointed out’ above, significant differences dic
appear again in the audio subtests, which fact encourages
one to believe that skills in aural perception can be
developed by auto-instruction and transferred to other com-
positions not previously audited.

Comparisons made between the experimental subgroups and the
general control subgroups, while admittedly they could not
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be used to test t'.e nypotheses directly, clearly revealed
that the use of the programs caused a systematic difference
to emerge among these groups. Using this evidence, one
cannot determine which element or elements of the use of the
programed technique resulted in these differences. HNone-
theless, the high proportion of differences among the means
in the hypothesized direction shows that the use of the
programs do make an impact on students' aural perception.

7. Preferences for particular compositions were not affected by
the programed analyses. Observations based on other groupings
(treatment, block, class) resulted in similar rackings: com-
sistently the analysis revealed that the programmatic works
were preferred over the absolute forms. Apparently, the
amount of knowledge an individual had accumulated about tie
form and structure of compositions made no difference in his
preference rankings. Thus, students who had studied a com-
position by the procramed analysis did not consistently saow
any different pattern of preferences than those in the sample
groups who studied the same works conventionally. Persons
with high scorec on the EMAT pre-test (both experimental and
control sections) deronstrated the same preference patterns
as those with low scores.

3, A substantial majority of the students who had studied the
experimental materials felt that the programed analyses were
effective means of learning how to listen to a masical com-
position. The majority stated that the experimental materials
were more valuahle to them than the conventional facilities

and procedures used in preparing outside listening assignments.
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CHAPTER IV
SULLMARY AND RECOIDMILVDATIONS

The central purpose of this section will be to consider the
results of the experiment in an attempt to formulate generalizations
regarding the instructional value of the use of lirecarly programed
analyses of musical works with taped musical references. Another ob-
jective in this part of the report is to make a translation of the
observations into the practical significance of these tools as they
night contribute to the attainment of educational goals., Suggestions
will also be made concerning the value of and need for further in~-
vestigation and experimentation relating directly and indirectly to
the problem of teaching individuals to listen intelligently to
musical art forms.

Review of Ratiomnale

It seems to be important that instructional tools be developed
to reach individuals within a wide age range who possess varying
degrees of musical ability and aptitude and who do not (or cannot)
expect to make an intensive study of music. The general musical
education of this large target population, in contrast to the rela-
tive few who look forward to a serious study of music®, is a matter
of increasing concern to music educators. Because of the rising en-
rollments in our public schools and colleges, introductory classes
in music literature (often called "music appreciation” courses) are
necessarily being increased in size to accommodate the growing
student load. Obviously, ways must be sought to adjust instructional
modes so that an increase in student numbers does not necessarily
have to mean a corresponding reduction in teaching effectiveness.

An important value of the programed instructional materials is
that they are self-teaching devices. The introduction of this tech~-
nique into the course of study frees the instructor to develop in his
large classes subtle and/or detailed aspects of his course which may
not be so economically treated by means of programed devices, but
can be the subject of lectures to large groups of students.

*Those who major in music normally meet ‘in comparatively small
classes andfor are tutored individually, especially so in applied
muegic,
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Tape transports and headsets are senerally not expensive nor
technically sophisticated instructional modules. Ordicarily tape
transvorts can be installed as an integral part of tie play-lack
apparatus of any amplification unit by connecting it in parallel with
the record turntable¥*,

It was expected (and demonstrated) that students could be led to
achieve a deeper understanding of the form of a particular design whon
they are guided by a program than when assigned to conventional materials
and aids. It was also expected that individuals would develop a
keener auditory awareness of some of the components which shape the
form of the composition as well. The latter, of course, is of
particular interest to the music educator since it is a student's
aural responsiveness which is critical in his understanding of music
literature. In short, the individual must become perceptive of the
variations within the sounds themselves as the primary source for his
comprehension and appreciation., To provide a means of self-instruction
for the musically naive student so that he himself is in a position to
refine his aural comprehension relating to a specific musical work
seems to be a significant addition to educational procedure.

Features of the Experimental Materials

The author lists the following significant features of the ex-
perimental materials which seem to be of particular value in helping
to develop an individual's sikill in listening to music:

1. The student has maximum control over the use of the
programed materials to compensate or adjust for his
own capabilities and interests. This 1is especially
true with respect to the use of the taped music ref-
erences used in conjunction with the score (this
flexibility is not present to such a marked degree
in the printed text of the programs, of course).

Since each of the taped references deals with one idea,
it is a simple and effective procedure to re-wind the
tape to the desired section for as many replays as
necessary until the ear grasps the outline of the sound.

#liaximum benefits from these or similar programed materials are
realized vhen students work individually. In some cases, however, when
students can work together at approximately the same rate of speed
and have a similar background of aural skills, it is possible that
a station could accommodate more than a single individual at the same
time.
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Such a procedure, of course, is difficult witn the conventional
disk facility even if the beginner knows what to look for.
Also, the quality of the tape signals does not attenuate nor
deteriorate with many replays as is the case with disk
recordings¥.

2. Skill at interpreting the nwsical score is not an essential
prerequisite for the student to comprehend the sicnificance
of each frame. 7Tae sounds recorded on the tape are the main
stimuli; the inserted line scores and orchestral score rei-
erences are included to aid those individuals who are capable
of profiting from them and also to encourage others to learn
to use the score who may have a basic understanding of music
notation. The virtual elimination of this restriction at
once widens the usefulness of the device to include younger
individuals of high school age (perhaps students in junior
high school also) and adults who have never had the oppor-
tunity to learn the skills of reading the score.

3. The sounds of the music are programed in order to give in-
dividuals a maximum opportunity to observe specific features
of the architecture as the work evolves. In order to main-
cain a constant awareness of the sounds as musical expressions,
small sections (i.e., figures, motives, phrases) are always
shown in the proper context of larger parts at convenient
places in the program.

4. The vocabulary level of the texts is not difficult: any terms
and phrases used in special ways and references are made a
part of the learning experiences. Therefore, the programs
are practically useful in this regard for younger individuals
also*, It is reasonable to expect that adults also, even
those with a limited educational background, would noi find
the vocabulary a barrier either.

*The risk of injury to the tone arm assembly, particularly to the
stylus increases in direct proportion to the number of tines the equip-
ment is manipulated in this way to say nothing of the probability of
damage to the record disk.

%*In early trials of the experimental materials, the author included
as part of the sample a few secondary school students; these young-
sters had no difficulty in reading the texts.
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5. Several of the taped wusical references provide convenient
portions of the conmposition to which students can return
for purposes of review*, The author observed that some
students in tlie experimental subgroups returned to the pro-
gramed materials (after they had completed the program)
several times for the avowed purpose of '‘practicing®. Since
listening is a skill which must be learned, it seems logical
that material be presented in such a way that a person can
exercise and rehearse in order to develop a desired level
of aural sensitivity. Certainly the custom of listening
repeatedly to entire compositions (particularly if the forn
is complex) is not a practical approach for the unsophisti-
cated listener. The beginner finds it difficult to grasp
the significance of a large work without a closer examination
of its finer details. The experimental materials constructed
for this study not only make this possible, but also provide
opportunities for the novice to practice. In this study,
some students reported that they found the syntheses useful
for testing themselves on the identification of thematic
material, realization of particular methods of developing
patterns, and so forth.

Recommendations for Further Research

Use of Programs, It seems important to consider the possibility
that some modifications of the approach used in this experiment might
be valuable. The test in the present study essentially was to discover
the usefulness and practicality of programing the analyses of three
compositions in different forms from the same period in order to test
the stated hypotheses. However, it is reasonable to speculate about
the advantages of other grouping or arrangements of programs as
effective study procedures to develop listerning skills. The following
questions summarize uses and procedures of programing for this pur-
pose which appear to be profitable topics for further study and ex-
perimentation:

1. Is there merit in first introducing programs built from
smaller musical forms and following these with analyses of
more complicated structures? If this were done, it might

*The programs feature "synthesis' sections which enable the reader 1
to follow a section of the movement made up of smaller portions already
analyzed. By this procedure, the student can try out his listening
skills within a larger framework of reference, yet not so large that
he becomes confused.




be posslile to "steepen' the aradients amons succeedins
frames of all programs since tue early ones would be based
on more transparent stxuctures, Similarly, of course, pro~
grams developed from the materials of larger and more corplex
forms could be shorter since certain skills achieved by the
earlier programs would make it possible to eliwminate a
relatively large percentage of the frames. This approach
might also be received favorably by students since it has
been demonstrated in this study that required amount of time
spent reading programs is a matter of practical conceran for
then.

2, 1iight it not be economical of time to select excernts from
works, for pre-determined purposes, illustrating particular
techniques in composition? JYor example, deronstratioas of
contrapuntal treatment, singularly apt techniques of using
the orchestra for special cffects, or the function of |
tonality and/or modality modifications all could be
separate topics for different programs., In this way one
possibly could help the student not only to get insichts
into the evolution of musical designs, but also help to
discipline his ear to be more aware of the sounds themselves.

3. Would it be beneficial for untrained auditors to study
programs which would have as their teaching schemes ex-
cerpts from the same composition but performed by different
ensembles? This approach is a variation of the technique
outlined in point two above, except that here the focus
would be not only on the composer's skill but also on the
interpretation by the performers+. The obvious rationale
for the use of this method is that the listener can begin
to "appreciate" the composer's technique through the
several interpretations of the relevant passages.

lieasurement of Aural Skills. One of the important findings oi
this study is that measuring aural perceptiveness of these skills as
they pertain to a specific musical work is difficult to do with a
satisfactory degree of consistency and accuracy. It appears that, even
under controlled conditions, the amount of uncertainty and vacillation
within the individual concerning the features of the sounds contri-
butes considerably to this condition.

*The author has observed that at least one FM radio station employs
this basic plam in broadcasting serious music. Of course, the broad-
casts are not programed although they are intended to be "educational''.




It is possible, of course, that in a person's zcal to develop a
. device to weasure accurately a person's aural responsiveness to

stimuli within the context of a work of art he may run the rishkh of
over-simplifying item references and thereby reduce the validity of
the enterprise. If one is concerned with the identification of the
source of the rhythmic pattern as played by the second violin section,
for example, isolating the passage by masking out all the contiquous
sounds in some way can alter the relationship of the auditor to the
art form as the composer intended it to be heard. In effect, there-
fore, the measurement may be of another ckill.

The example abcve is only one of several difficulties witir which
one must be concerned in trying to develop rellable and valid measures
of these specific skills., It is a problem which must be mei; progress
here is crucial if significant research is to be undertaken in the
resolution of difficulties in further evaluative studies of aural
perception.

Transfer of Aural Perceptions. Research needs to be initiated to
seek ways and means to facllitate transfer of an individual's aural
perceptions and awarenesses developed regarding one conposition to
another musical expression. Although each composition is unique, the
materials and ingredients used to shape a musical work are, for the
most part, similar among all art forus.

The position that the presentation to students of each new work
must entail a totally new set of skills for the auditor seems untenable,
of course. Certainly the individual should be expected to bring to the
new composition something he gained from previous experiences. Uhat
factors or combinations of factors are most useful and practical in
assisting the student to make this transfer? Some music educators,
for example, teach within the framework of historical references
reasoning that students' observations of the development of music
through particular time periods are an effective means by which they
can begin to grasp an understanding and perception of musical design.

It seems plausible to surmise that if a familiar and an un-
familiar work shared some common musical features, the student would
become sensitive more readily to the unfamiliar work than if the two
were totally different. For this reason, it was hypothesized in this
study that the common musical dimension of form (i.e., rondo, sonata,
etc.) would help the student in this regard. However, the data
collected suggest that the hypothesis is questionable. Further ex-
ploration into this problem seems to be a fruitful area for investi-
gation.

Perception Differences. In this study, there was sufficient
variation noted in the number of statistically sienificant differences
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among comparisons made between the relevant experimental and control
subgroups on the subtests to cause one to wonder if this was due to
chance or to the operation of a real effect. For example, in the
melody subtests the magnitude of the differences in the 60 comparisons
never were large enough to be significant, while in the harmony and
tonality subtests significant differences were found in ten instances.
The question inevitably arises concerning the reason for these
differences,

Two explanations for this observation sit at the surface, of
course: a) the ability to hear particular sounds in a composition
were not consistent within the individual, and b) the subtests were
inadequate measures of an individual's ability to perceive these sounds.
Finally, it may be that the interaction of these two effects noted
above in some unpredictable manner may have confounded the results.

Variation among individuals' perceptions of certain sounds within
musical compositions certainly should be anticipated; whether definite
patterns among certain skill groupings (melody, harmony, etc.) can be
predicted is quite another matter. Further investigation of this
question appears to be profitable not only for structuring the content
of programed analyses, but also for classroom instructional procedure
in general.

Freferences. lore research needs to be done to investigate root
causes for the development of preferences among individuals for broad
categories of music. Uhile it may not be crucial in terms of long-
range goals of nmusic education to determine whether or not preferences
can be modified, it does seem that such research could ultimately lead
to disclosure of factors which play a major role in determining prefer-
ence changes for specified groups of individuals. In turn, of course,
this information would most likely be useful to educators in learning
more about individuals' development of skills and knowledges wiich
are reflected in their preference expressions.

Undoubtedly preference patterns for music evolve partly as a
product of people's backgrounds of experience; these patterns also
probably shift from time to time as the individual comes in contact
with new stimuli and as he matures. Yet it does seem reasonable to
believe that for specified groups of individuals some common elements
could be isolated which excite people and nudge them in predictable
directions.

Summary of Findings

Below is a list of statements which summarize the more important
outcomes of the study. These statements are phrased in general expressions




so that the implications of the research can be evaluated within a

broad reference.

which suggest that:

1.

Individuals' aural skills relating to a given worl. are
developed significantly more when the work is studied

by the use of a programed analysis and tape adjunct than
he aural skills of persons who study the same work by
means of textlLooks, conventional library references, and
recordings.

The form of a composition does not anpear to be a
significant factor in facilitating the transfer of aural
skills from one composition to another even thouga a
programed analysis is the means of instruction in the
earlier composition.

A direct relationship between numbers of programed analyses
studied and a significantly keener aural perception of
variations or modifications of musical sounds in works not
previously audited cannot be clearly established.

The transfer of an individual's aural skills developed
earlier to an unfamiliar work is mnot significantly modi-
fied by the factor of relative time placement in a term
of study that a programed analysis is introduced.

Objective test data do not substantiate the clainm of
students that programed analyses facilitate transfer of
aural skills to new learning situations.

An increase in the amount of knowledge an individual has
concerning a particular composition does not seem to be

a factor in modifying his preference for that composition
as listening fare compared to others. Nor are preference
patterns for music categorized as program music or
absolute music determined by an individual's aural skills
in general or as these relate to specific compositions.

Studying a composition by the use of a programed analysis
is not a factor in modifying students' prefrrences for
that composition when compared to compositions studied by
conventional means.

There is no significant relationship between the time a
student spends listening to a composition and his aural
sensitivity to the work., Significant differences are
apparently due more to the effect of how study time is
spent rather than how much study time is consumed.
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The observations of the experiment resulted in data




9.

10.

11.

12.

13.

lleasuring aural perception with a high degree of consistency
as these perceptions relate to a particular composition is

a difficult procedure. The data obtained substantiate similar
observations by other music educators.

Individuals who have a minimal background of training in
music appreciate the guidance of the programed analysis.
Students feel that the programs are powerful instructional
tools in spite of the fact that several students dislike
spending the necessary time reading the analyses.

Students find it convenient to use programed taped excerpts
for practicing listening skills relating to a specific
composition. The tape facilities encourage students to
listen repeatedly to parts of the work with which they wish
to familiarize themselves.

The use of programed analyses in a course of instruction in
music literature presents no unique problems with reference
to practical consideraticns such as staffing, space, or
students' manipulation of tape equipment.

Oue can expect to observe a much greater variation in study
time spent by individuals studying a composition when a
programed analysis is used than when conventional library
materials are used. A likely reason for this phenomenon is
that programed materials are more flexible in meeting the
unique needs of students who have varying backgrounds of
skills and interests than the traditional aids and
facilities used in preparing outside-of-class listening
assignments.,
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Table 15

TEST OF HYPOTHESIS la: COMPARISONS
OF HARIONY AND TOWALITY
SUBTEST i1EANS

I SRR ——

1
Compar- Relevant Suberoups Gen'l Signif- %
Test ison Class Exper. Control Control icance 1
1A 1 I 32.9 32.4 32.1 NS |
1B 1 II 38.0 37.9 32.4 MS
1C 1 III 37.2 34.8 36.2 Signif.
1B 2 I 38.2 34.9 35.0 Signif. ,
1C 2 II 38.3 35.0 32.5 Sienif.
1A 2 I11 30.5 29.9 30.9 NS
1p 3 I 35.5 34.7 35.0 RE] |
1C 3 11 36.2 36.7 32.5 NS
1A 3 I1L 34.0 32.4 30.9 NS
1C 4 I 37.9 33.5 35.2 Signif.
1A 4 11 32.0 32.6 28.4 NS
1B 4 I11 36.8 36.2 35.7 NS
1C 5 1 40.4 35.8 35.2 Signif.
1A 5 II 34.0 31.6 28.4 8
1B 5 111 36.¢ 36.8 35.7 NS
1C 6 I 37.9 38.1 35.2 NS
1A 6 11 32.0 34.5 28.4 NS
1B 6 II1 36.8 37.2 35.7 NS
1A = Test based on Haydn's 10lst Symphony
(fourth movement - rondo)
1! = Test based on Haydn's 94th Symphony
(second movement - variations)
1¢ = Test based on Mozart's 40th Symphony

(first movement -sonata)
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Table 16

TEST OF HYPOTHESIS 1lb: COMPARISONS
OF HARIMONY AND TONALITY
SUBTEST MEANS

s ettt st e e e o P A 5 5 B it VSt i 2 | e bk P b

—r e —
——————

e

———

L _J

j

.+ —
3
N
)

Compar- Relevant Subgroups Gen'l Sienif-
Test 1ison Class Exper. Control Control icance
2B o 7 I 34.4 34.3 34.1 NS
2C 7 I1 33.0 34.5 29.9 NS
2A 7 III 38.2 36.4 36.05 NS
2C 8 I 34.0 32.3 34.5 NS
2A 8 II 34.8 36.5 32.4 NS
2B 8 III 39.9 35.8 35.3 Signif.

.
J

-

2A = Test based on Haydn's 100th Symphony
(second movement - rondo)

2B = Test based on Beethoven's 5th Symphony
(second movement =-variations)

2C = Test based on Beethoven's 3th Symphony
(first novement - sonata)
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Table 17

TEST OF HYPOTHESIS lc: COMPARI
OF HARMOMY AND TOWNALITY
SUBTEST MEANS

SONS

(first movement - sonata)
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Compar- Relevant Subgroups Cen'l Sipnif-
Test ison Class Exper. Control Control icance
1C 9 1 33.5 38.1 35.2 NS
1A 9 11 32.6 34.5 28.4 NS
1B 9 I11 36.2 37.2 35.7 NS
24 10 I 36,9 34.7 36.2 NS
23 10 II 33.1 36.2 32.7 NS
2C 10 I11 35.7 37.17 33.¢€ NS
2A 11 I 37.9 40.2 36.2 NS
2L 11 II 37.2 37.0 32,7 WS
2¢ 11 IIX 32.4 34.3 33.6 NS
2B 12 I 34.3 35.3 34.1 NS
2C 12 I1 34.5 35.1 29.9 NS
2A 12 111 36.4 37.6 36.1 WS
2B 13 I 34.7 37.2 34.1 LS
2C 13 1I 35.9 34.9 29.2 1S
2A 13 111 38.0 33.6 36.1 Signif.
2C 14 I 32.3 33.6 34.5 NS
24 14 11 36.5 39.2 32.4 NS
28 14 II1 35.8 36.6 35.8 NS
1A = Test based on llaydn's 10lst Symphony
(fourth movement - rondo) |
18  Test based on Haydn's 94th Symphony
(second movement - variations)
1C = Test .based on IMozart's 40th Symphony
(first movement - sonata)
2A = Test based on Haydn's 100th Symphony
{ second movement - rondo)
2B = Test based on Beethoven's 5th Symphony
(second movement -~ variations)
2C = Test based on 3eethoven's 8th Symphony




Table 18

TEST OF UYPOTHESIS 1d: COMPARISONS
OF HARMONY Ai'D TONALITY
SUBTEST MEAMNS

[~
Compar- Relevant Subgroups Gen'l Sienif-
Test ison Class Exper. Control Control icance
1C 15 1 38.1 35.8 35.2 51
1A 15 I1 34.5 31.6 28.4 WS
1B 15 II1 37.2 36.8 35.6 .18
1C 16 I 37.9 4%0.4 35.2 NS
1A 16 II 32.0 34.0 38.4 s
1B 16 II1 36.8 36.9 35.6 iS
2D 17 1 34.4 34.7 34.1 s
20 17 11 33.0 35.9 29.9 1S
24 17 II1 38.2 38.0 36.0 1S
25 18 1 35.3 35.0 34.1 S
2C 18 II 35.1 34.5 29.9 NS
2A 18 111 37.6 37.0 36.0 i1s
2C 19 T 34.0 30.4 34.5 Sienif.
2A 19 I. 34.8 39.2 32.4 1S
28 19 II1 39.9 36.3 35.8 Sipgnif.
2C 20 1 33.6 35.7 34.5 S
2A 20 II 39.2 34.6 32.4 Sinnif.
2B 20 II1 36.6 37.5 35.8 IS

|

1A = Test based on Haydn's 10lst Symphony
(fourth movement - rondo)

1B

Test based on Haydn's 94th Symphony
(second movement - variations)

1C = Test based on Mozart's 40th Symphony
(first movement - sonata)

2A = Test based on Baydn's 100th Symphony .
(second movement - rondo)

28 = Test based on Beethoven's 5th Symphony
(second movement - variations)

2C

Test based on Beethoven's 8th Symphony
(first movement - sonata)
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Table 19

TEST OF HYPOTHESIS la: COMPARISONS

OF KNOWLEDGE OF FORi1
SUBTEST :EANS

Compar- Relevant Subgroups Gen'l Signif-
Test ison Class Exper. Control Control lcance
1A 1 I 41.5 34.2 34.8 Signif.
1B 1 II 36.1 31.3 26.5 Signif.
1C 1 111 34.6 32.1 31.9 Signif.
1B 2 1 34,9 31.1 29.9 Signif.
1C 2 II 33.7 31.1 28.2 118
1A 2 I1I 42.1 38.5 37.0 Signif.
1B 3 I 34.3 35.5 29.9 .S
1C 3 II 36.6 32.0 28.2 Signif.
1A 3 III 43.2 35.1 37.0 Signif.
1C 4 I 33.7 29.0 29.2 Signif.
1A 4 II 41.6 36.4 30.8 Signif.
18 4 III 35.0 34.3 32.1 s
1C 5 I 30.8 28.2 29.2 NS
1A 5 I1 42.8 35.6 30.8 Signif.
1B 5 III 29.8 30.1 32.1 NS
1C 6 I 33.7 28.0 29.2 Signif.
1A 6 II 41.6 30.9 30.8 Signif.
1B 6 III 35.0 32.4 32.1 HS

1A = Test based on Haydn's 10lst Symphony
(fourth movement - rondo)

18 = Test based on llaydn's 94th Symphony
(second movement - variations)

1C = Test based on Mozart's 40th Symphony
(first movement - sonata)
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Table 20

TEST OF HYPOTHESIS 1b: COMPARISONS
Or' KNOULEDGE OF FORM
SUBTEST HMEANS

Compar- Relevant Subgroups Gen'l Signif-
Test ison Class Exper. Control Control icance
2B 7 I 34.2 37.5 32.5 NS
2C 7 I1 33.4 35.5 28.6 NS
2A 7 II1 35.4 31.3 27.3 NS
2C 8 I 34.5 32.1 31.8 NS
2A 8 I1 31.6 25.0 23.5 Signif.
2R 8 III 36.7 35.7 33.2 NS ‘

2A = Test based on Haydn's 100th Symphony
(second movement - rondo)

2B = Test based on Beethoven's 5th Symphony ]
(second movement - variations)

2C = Test based on Beethoven's 8th Symphony
(first movement - sonata) l
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Table 21

TEST OF HYPOTHESIS lc: COMPARISONS
OF KNOWLEDGE OF FORM
SUBTEST MEANS

Compar- Relevant Subsroups Gen'l Signif-
Tesc ison Class Exper. Control Control icance
1C 9 1 2.0 28.0 29.2 NS
1A 9 II 36.4 30.9 30.8 Signif.
1B 9 111 34.3 32.4 32.1 s
2A 10 1 29.7 32.2 27.2 NS
2B 10 II 34.8 35.3 27.4 S
2C 10 I1I 36.2 36.3 32.1 NS
2A 11 1 28.5 28.0 27.2 IS
28 11 11 36.3 37.8 27.4 NS
2C 11 111 31.3 34.2 32.1 NS
2B 12 1 37.5 34.1 32.5 NS
2C 12 II 35.5 30.8 28.7 Signif.
2A 12 III1 31.3 27.9 27.3 NS
23 13 1 33.2 34.2 32.5 MS
2C 13 1I 33.2 34.2 28.7 NS
2A 13 I1I 32.1 31.0 27.3 NS
2C 14 1 32.1 31.6 31.8 NS
2A 14 Il 25.0 27.8 23.5 NS
2B 14 III 35.7 31.4 33.2 NS

1A = Test based on Haydn's 10lst Symphony

(fourth movement - rondo)

1B = Test based on Haydn's 94th Symphony
(second movement - variations)
1C = Test based on Mozart's 40th Symphony
(first movement - sonata)
2A = Test based on Haydn's 100th Symphony
(second movement - rondo)
2B = Test based on Beethoven's 5th Symphony
= (second movement - variations)
(7 2C = Test based on Beethoven's 8th Symphony
o (first movement - sonata)
P
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Table 22

TEST OF UYPOTIESIS 1d: COMPARISONS
OF KIOWLEDGE OF FOR!
SUBTEST !MEANS

- ——

Compar- Relevant Subgroups Gen'l Signif-
Test ison Class Exper. Control Control icance
1C 15 1 28.0 28.2 29.2 S
1A 15 II 30.9 35.6 30.9 NS
1B 15 I1I 32.4 30.1 32.1 RE
1C 16 I 33.7 30.8 29.2 NS
1A 16 II 41.6 42.8 30.8 NS
18 16 III 35.0 29.6 32.1 Signif.
28 17 I 34.2 33.2 32.5 118
2C 17 II 33.4 33.2 28.7 NS
2A 17 IlI 35.4 32.1 27.3 HS
2B 18 I 34.1 33.4 32.5 NS
2C 18 11 30.8 33.7 28.6 NS
2A 18 III 27.9 31.9 27.3 NS
2C 19 I 34.5 35.0 31.8 NS
2A 19 II 31.6 31.4 23.5 NS
23 19 II1 36.7 34.9 33.2 NS
2C 20 I 31.6 27.6 31.8 NS
2A 20 11 27.8 29.3 23.5 NS
2B 20 III 31.4 34.2 33.2 NS

1

1A = Test based on Haydn's 10lst Sy.aphony
(fourth movement - rondo)

L2

18 = Test based on Haydn's 94th Symphony

.- (second movement - variations)

lj 1C = Test based on Mozart's 40th Symphony
(first movement - sonata)

[} 2A = Test based on Haydn's 100th Symphony

\ (second movement - rondo)

1] 2B = Test based on Beethoven's 5th Symphony
(second movement - variations)

lj 2C = Test based on teethoven's 8th Symphony
(first movement - sonata)

=
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Table 23

TEST OF HYPOTHESIS la: COMPARISONS
OF MFLODY SUBTEST MEANS

Ot p o

—
—

Compar- Relevant Subgroups Gen'l Signif-
Test ison Class Exper. Control Control icance
1A 1 I 37.2 36.6 37.1 NS
r 1B 1l 11 39.8 39.4 33.6 NS
[E 1C 1 I11 39.2 38.6 38.1 NS
1B 2 1 38.9 38.2 36.3 NS
1C 2 11 39.2 37.3 34.4 NS
ﬂ 1A 2 111 37.9 37.5 37.0 NS 1
1B 3 I 39.6 38.6 36.3 NS
] 1C 3 11 40.3 38.3 34.4 NS
ﬂ- 1A 3 I1I 37.0 36.4 37.0 NS
‘ 1C 4 I 38.5 37.5 37.7 NS
1A 4 11 37.5 37.4 33.0 IS
~ 1B 4 I11 38.5 39.7 39.3 NS
[} 1C 5 I 39.1 38.1 37.7 NS
1A 5 11 38.9 37.2 33.0 NS
18 5 I1I 37.1 39.3 39.2 NS
1C 6 I 38.5 36.7 37.7 NS
1A 6 I1 37.5 36.8 33.0 NS
1B 6 111 38.5 41.9 39.3 NS

= =

1A = Test based on Haydn's 10lst Symphony
(fourth movement - rondo)

1B = Test based on iHdaydn's 94th Symphony
(second movement - variations)

1C = Test based on Mozart's 40th Symphony
(first movement - sonata)




Table 24

TEST OF HYPOTHESIS 1lb: COMPARISONS
OF MELODY SUBTEST MEALNS

Compar- Relevant Subgroups Gen'l Signif-
Test ison Class Exper. Control Control icance
2B 7 1 37.0 35.9 35.7 NS
2C 7 I1 36.4 35.1 31.9 NS
2A 7 111 32.4 30.8 32.9 NS
2C 8 1 33.9 33.6 34.8 NS
2A 3 11 34.0 34.3 29.7 NS
2B 3 I11 36.6 36.9 35.5 NS

2A = Test based on Haydn's 100th Symphony
(second movement - rondo)

2B = Test based on Beethoven's 5th Symphony
(second movement - variations)

2C = Test based on Beethoven's 8th Symphony
(first movement - sonata)
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Table 25

TEST OF HYPOTHESIS lc: COMPARISONS

OF MELODY SUBTEST MEANS

Compar- Relevant Subgroups Gen'l Signif-
Test ison Class Exper. Control Control  icance
1C 9 I 37.5 36.7 37.7 NS
1A 9 II 7.4 36.8 33.0 NS
1B 9 111 39.7 41.9 39.3 NS
2A 10 1 32.1 33.0 32.1 NS
2B 10 I1 36.8 38.4 32.0 NS
2C 10 III1 34.5 33.0 3.4 NS
2A 11 I 33.7 35.3 32.1 NS
2B 11 11 36.0 37.7 32.0 NS
2C 11 I1I 35.4 32.7 34.4 NS
25 12 I 35.9 37.0 35.7 NS
2C 12 II 35.1 32.0 31.9 NS
2A 12 II1 30.8 31.8 32.9 NS
2B 13 1 36.5 38.0 35.7 NS
2C 13 1T 35.9 36.9 31.9 NS
2A 13 ITI 32.9 32.8 32.9 NS
2C i 1 33.6 33.9 34.8 NS
2A 14 1T 34.3 32.2 29.7 NS
2B 14 I11 36.9 34.2 35.6 NS
1A = Test based on Haydn's 10lst Symphony
(fourth movement - rondo) ‘
1B = Test based on Haydn's 94th Symphony
(second movement - variations)
1C = Test based on !lozart's 40th Symphony
(first movement - sonata)
2A = Test based on ilaydn's 100th Symphony
(second movement - rondo)
2B = Test based on Beethoven's 5th Symphony
(second movement - variations)
2C = Test based on Beethoven's 8th Symphony

(first movement -~ sonata)
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Table 26

TEST OF HYPOTHESIS 1d: COMPARISONS
OF MELODY SUBTEST MEANS

Compar- Relevant Subgroups Gen'l Signif- |
Test ison Class Exper. Control Coatrol icance j
1C 15 I 36.7 38.1 37.7 NS i
1A 15 11 36.8 37.2 33.0 NS |
1B 15 111 41.9 39.3 39.3 NS
1C 16 I 38.5 39.1 37.7 NS
1A 16 II 37.5 38.9 33.0 NS
1B 16 III 38.5 37.1 39.3 NS
2B 17 1 37.0 36.5 35.7 NS
2C 17 11 36.4 35.9 31.9 NS
2A 17 111 32.4 32.9 32.9 NS
2B 18 1 37.0 36.9 35.7 NS
2C 18 11 32.0 32.4 31.9 NS
2A 18 111 31.8 35.1 32.9 J8f
2C 19 1 33.9 33.5 34.7 NS
2A 19 II 34.0 34.5 29.7 NS
2B 19 III1 36,6 34.6 35.5 NS
2C 20 1 33.9 36.9 34.7 NS
2A 20 1I 32.2 32.9 29.7 NS
2B 20 II1 34.2 38.7 35.5 NS

1A = Test based on Haydn's 10lst Symphony

(fourth movement - rondo)

1B = Test based on Haydn's 94th Symphony
(second movement - variations)

1C = Test based on Mozart's 40th Symphony
(first movement - sonata)

2A = Test based on Haydrn's 100th Symphony

(second movement - rondo)

2B = Test based on Beethoven's 5th Symphony
(second movement - variations)

2C = Test based on Beethoven's 8th Symphony
(first movement - sonata)
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'Table 27

TEST OF HYPOTHESIS la: COMPARISONS
OF RHUYTii1 SUBTEST MEANS

Compar- Relevant Subgroups Gen'l Signif-~
Test ison Class Exper. Control Control icance
1A 1 1 37.8 36.9 37.0 NS
1B 1 11 39.4 37.3 33.4 RES
1C 1 111 37.0 38.1 35.5 NS
1B 2 1 39.5 35.8 34.4 Signif.
1C 2 11 40.2 35.9 34.6 Signif.
‘ﬁ 1A 2 111 35.8 35.4 34.8 NS
 § 1B 3 I 40.5 36.4 34.4 Signif.
1C 3 11 39.1 39.4 34.6 NS
1A 3 111 38.3 37.6 34.8 NS
{Q 1C 4 1 37.9 39.2 36.9 NS
1A 4 11 35.8 34.5 33.5 NS
1B 4 111 37.5 38.6 35.3 NS
ﬁ 1C 5 I 38.7 34.8 36.9  Signif.
h- 1A 5 11 39.2 38.6 33.5 NS
1B 5 111 35.1 34.3 35.3 NS
1C 6 1 37.9 38.0 36.9 NS
l] 1A 6 11 35.8 38.2 33.5 N3
1B 6 111 37.5 39.1 35.3 NS
1A = Test based on Haydn's 10lst Symphony

(fourth movement - rondo)

1B = Test based on Haydn's 94th Symphony

(second movement - variations)

1C = Test based on Mozart's 40th Symphony
(first movement - sonata)

2A = Test based on Haydn's 100th Symphony
{second movement - rondo)

2B = Test based on Beethoven's 5th Symphony
(second movement - variations)

2C

Test based on Beethoven's 8th Symphony
(first movement - sonata)

PRpNeT 1

=
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Table 23

TEST OF IIYPOTHESIS 1b: COMPARISOIS
OF RHYTIIM SUBTEST MEANS

Compar- Relevant Subgroups Gen'l Signif-
Test ison Class Exper. Control Control icance
2B 7 1 34.4 34.4 34,7 WS
2C 7 II 29.9 34.3 28.0 NS
2A 7 III 39.6 39.3 37.7 NS
2C 8 I 30.0 31.0 31.6 s
2A 3 II 37.7 39.0 33.3 NS
2B 3 II1 38.8 37.5 35.7 NS

2A = Test based on laydn's 100th Symphony
(second movement - rondo)

2B = Test based on Beethoven'‘s 5th Symphony
(second movement - variations)

2C = Test based on Beethoven's 8th Symphony
(first movement -~ sonata)
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Table 29
TEST OF HYPOTHESIS lc: COMPARISONS
OF RHYTIIM SUBTEST MIEANS
|
Compar- Relevant Subgroups Gen'l Signif- |
Test ison Class Exper. Control Control icance i
1C 9 I 39.2 38.0 36.9 XS ‘
1A 9 11 34.5 38.2 33.5 NS ;
1B 9 III 38.6 39.1 35.3 NS |
2A 10 I 36.2 35.1 37.3 NS |
2B 10 11 34.8 37.7 32.0 NS |
2C 10 ITI 31.3 27.7 28.8 Signif. |
24 11 I 39.1 35.6 37.3  Signif.
28 11 I1 35.3 38.2 32.0 NS
2C 11 ITI 30.8 26.9 28.8 Signif. 1
2B 12 I 34.4 32.6 34.7 NS |
2C 12 I 34.3 32.0 28.0 NS ”
2A 12 III 39.3 39.7 37.7 NS
;‘ 2B 13 I 36.9 37.2 34.7 NS
| 2C 13 II 30.1 29.8 28.0 NS
2A 13 III 36.8 38.6 37.7 NS
2C 14 I 31.0 29.6 31.6 NS
| 2A 14 IT 39.0 39.9 33.3 NS
‘- 2B 14 II1 37.5 36.1 35.7 NS
i
1A = Test based on Haydn's 10lst Symphony

(fourth movement - rondo)

1B

Test based on Haydn's 94th Symphony
(second movement - variations)

1C = T=st based on Mczart's 40th Symphony

(first movement - sonata)

2A

Test based on Haydn's 100th Symphony
(second movement ~ variations)

Test based on Beethoven's 5th Symphony

2B
l (second movement - variations)

2C

Test based on Beethoven's 8th Symphony
(first movement - sonata)
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Table 30

TEST OF HIYPOTHESIS 1d: COMNPARISONS
OF RIYTHM SUBTEST MEANS

Compar- Relevant Subgroups~ Gen'l Signif-
Test _1son _ Class Exper. _Control Control icance
1C 15 1 38.0 34.8 36.9 NS
1A 15 II 38.2 38.6 33.5 NS
18 15 I1I 39.1 34.3 35.3 Signif.
1C 16 I 37.9 38.7 36.9 NS
1A 16 11 35.8 39.2 33.5 NS
1B 16 11X 37.5 35.1 35.3 NS
2B 17 I 34.4 37.2 34.6 NS
2C 17 11 29.9 30.1 28.0 J U
2A 17 11X 39.6 36.8 37.7 RE
2B 18 I 32.6 34.1 34.6 NS
2C 18 II 32.0 31.4 28.0 s
2A 18 I1I 39.7 40.2 37.7 NS
2C 19 I 30.0 29.9 31.6 NS
2A 19 II 37.7 37.5 33.3 IS
2B 19 111 33.3 35.3 35.7 NS
2C 20 I 29.6 30.8 31.6 NS
2A 20 11 39.9 35.6 33.3 Signif.
2B 20 I1I 36.1 35.7 35.7 NS

" 1A = Test based on Haydn's 10lst Symphony
(fourth movement - rondo)

1B = Test based on Haydn's 94th Symphony
(second movement - variations)

1C = Test based on Mozart's 40th Symphony
(first movement ~ sonata)

2\ = Test based on Haydn's 100th Symphony
(second movement - rondo)

2B = Test based on Beethoven's 5th Symphony
(second movement - variations)

2C = Test based on Beethoven's 8th Symphony
(first movement - sonata)
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Table 31

TEST OF JYPOTLESIS la: COMPARISONS
OF TIL.BRE SUBTEST :IEANS

. Compar- Relevant Subgroups Gen'l Signif-
Ll Test ison Class Exper. Control Control icance
1A 1 1 35.4 34.7 34.0 NS
1B 1 11 33.9 32.8 23.¢9 NS
[i 1cC 1 III 39.0 38.7 39.2 NS
" 1B 2 I 32.7 35.6 31.0 S
. 1C 2 II 39.1 38.4 35.6 08
‘I 1A 2 I11 36.6 35.2 35.7 NS
- 18 3 I 32.1 34.4 31.0 S
1C 3 11 40.8 39.¢ 35.8 NS
u 1A 3 I1I 35.9 35.0 35.7 ns
] 1C 4 I 39.6 37.7 38.3 18 \
1A 4 II 41.5 35.8 33.7 Signif.
1B 4 I11 31.0 31.0 32.9 NS
1C 5 I 38.4 38.6 38.8 NS
1A 5 II 39.6 37.2 33.7 NS
13 5 I1I1 33.0 33.9 32.9 NS
1C 6 1 39.6 39.0 38.8 NS
1A 6 11 41.5 38.1 33.7 WS
18 6 111 31.0 32.4 32.9 NS

1A = Test based on Haydn's 10lst Symphony
(fourth movement - rondo)

1 = Test based on Haydn's 94th Symphony
(second movement - wvariations)

1C = Test based on ilozart's 40th Sywphony
(first movement - sonata)
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Table 32

TEST OF HYPOTHESIS 1b: COMPARISONS
OF TI}BRE SUBTEST iiANS

Compar- Relevant Subaroups Gen'l Signif-
Test ison Class Lxper. Control Control icance
2B 7 I 34.8 31.8 34.6 NS
2C 7 11 34.0 36.6 29.7 R
2A 7 I1I 39.8 37.9 36.6 NS
2C 8 I 32.8 32.1 31.4 1S
2A o 11 40.7 34,7 33.5 Sienif.
2B 8 I1I 36.7 35.3 37.9 R

2A = Test based on laydn's 100th Syuphony
(second movement - rondo)

28 = Test based on Beethoven's 5th Symphony
(second movement - variations)

2C = Test based on Beethoven's 8th Symphony
(first movement -~ sonata)




Table 33

TEST OF HYPOTHESIS lc: CORPARISONS
OF TIMBRE SUBTEST MEANS

Compar-~ Relevant Subgroups Gen'l Signif-

; Test ison Class Exper. Control Contrcl icance
i

1C 9 I 37.7 39.0 36.8 NS

1A 9 II 35.8 33.1 33.7 NS

1B 9 TII 31.0 32.4 32.9 NS
: 2A 10 I 35.3 35.4 36.1 NS

28 10 II 36.0 39.0 30.8 NS
l 2C 10 11T 32.8 34.3 30.0 NS
: 2A 11 I 36.4 37.4 36,1 NS

218 11 11 36.2 36.3 30.8 S

2C 11 I1I 29.0 31.6 30.0 ;1S
‘ 2B 12 I 31.2 34.0 34.6 NS

2C 12 II 36.6 30.9 29.7 Signif.
* 2A 12 IIX 37.9 38.4 36.6 S
t 28 13 I 36.0 37.7 34.6  AS

2C 13 11 30.7 31.4 29.7 S

2A 13 III 36.3 40.0 36.6 NS |

2C 14 I 32.1 29.0 31.4 NS

2A 14 II 34.7 38.2 33.5 NS

2B 14 I1I 39.3 35.1 37.9 Signif.

1A = Test based on liaydn's 10lst Symphony
(fourth movement - rondo)

1B = Test based on Haydn's 94th Symphony
(second movement - variations)

1C = Test based on iozart's 40th Symphony
(first movement - sonata)

kl 2A = Tast based on iaydn's 100th Symphony
. (second movement - rondo)

il 2B = Test based on Beethoven's 5th Symphony
' (second movement - variations)

2C = Test based on Beethoven's 8th Symphony
l (first movement - sonata)
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Table 34

TEST OF HYPOTHESIS 1ld: COMPARISONS
OF TIMBRL SUBTEST !'EANS

Compar- Relevant Subgroups Gen'l Signif-
Test ison Class_ Exper. Control Control _icance
1C 15 I 39.0 38.6 38.8 NS
1A 15 11 38.1 37.2 33.7 NS
1B 15 III 32.4 33.9 32.9 NS
1C 16 I 39.6 38.4 38.8 RIS
1A 16 II 41.5 39.6 33.7 NS
1B 16 III 31.0 33.6 32.9 s
2B 17 I 34.8 36.0 34.6 NS
2C 17 11 34.0 30.7 29.7 NS
2A 17 111 39.8 36.3 36.6 NS
23 18 I 34.0 33.6 34.6 NS
2C 13 11 30.9 28.6 29.7 NS
2A 18 II1 38.4 36.1 36.6 NS
2C 19 1 32.8 34.4 31.4 NS
2A 19 1I 40.7 38.7 33.5 NS
2B 19 III 36.7 37.4 37.9 NS
2C 20 I 29.0 32.3 31.4 NS
2A 20 II 38.2 36.6 33.5 NS
2B 20 I1I 35.1 37.6 37.9 NS
1A = Test based on Haydn's 10lst Symphony
(fourth movement ~ rondo)
13 = Test based on Haydn's 94th Symphony
(second movement - variations)
1C = Test based on Mozart's 40th Syuphony
(first movement - sonata)
2A = Test based on llaydn's 100th Symphony
(second movement - rondo)
23 = Test based on Beethoven's 5th Symphony
(second movement - variations)
2C = Test based on Beethoven's Bth Symphony

(first movement - sonata)

- 96 -




Table 35

i TEST OF HYPOTHESIS la: COMPARISONS
' BY AUDIO PORTION ONLY
9 ===
Compar- Relevant Subgroups Gen'l Signif-~
[j Test ison Class Exper. Contronl Control icance
1A 1 I 143.3 139.6 140.1 NS
1B 1l 11 151.1 147.3 128.3 NS
[ﬁ 1C 1 III 152.6 150.3 143.9 NS
' 1B 2 1 149.2 144.5 136.8 NS
, 1C 2 11 156.9 146.6 137.3 NS
1A 2 111 140.8  138.0 138.4 NS
1B 3 1 147.7 144.0 136.3 NS
1C 3 11 156.4 154.3 137.3 is
1A 3 111 145.2 141.3 138.4 S
1C 4 1 153.9 147.9 148.6 NS
1A 4 II 146.8 140.3 128.7 NS
1B 4 IIL 143.8 145.5 143.1 NS
1C 5 1 156.6 147.3 148.6 Signif.
1A 5 1I 151.7 144 .6 128.7 NS
1B 5 111 142.7 144.3 143.1 NS
1C 6 1 153.9 151.8 148.6 NS
1A 6 I1 146.8 147.6 128.7 NS
1B 6 111 143.8 150.6 143.1 NS

1A = Test based on Haydn's 10lst Symphony

|
|
[
b
[, Croucn: aavenent. - xondo)
|
|
i
i

1B = Test based on Ilaydn's 94th Symphony
(second movement - variations)

1C = Test based on Mozart's 40th Symphony
(first movement - sonata)
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Table 36

TEST OF HYPOTHESIS 1b: COMPARISONS
BY AUDIO PORTION ONLY

Compar- Relevant Subproups Gen'l Signif-
Test ison Class Exper. Control Control icance
2B 7 I 140.6 136.4 139.1 s
2C 7 II 133.3 140.5 119.6 NS
2A 7 III 150.0 144 .4 143.3 NS
2C 8 1 130.7 129.0 132.2 NS
2A o 11 147.2 144.5 128.8 NS
2B 8 I11 152.0 149.5 145.0 NS
2A = Test based on Haydn's 100th Symphony
(second movement - rondo)
2B = Test based on Beethoven's 5th Symphony
(second movement - variationms)
2C = Test based on Beethoven's 8th Symphony

(first movement - sonata)
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Table 37

TEST OF HYPOTHESIS 1lc: COMPARISONS
BY AUDIO PORTION ONLY

Compar- Relevant Subcroups Gen'l Signif-
Test ison Class Exper. Control Control icance
1C 9 I 147.9 151.¢ 148.6 NE)
1A 9 II 140.3 147.6 128.7 1S
15 9 III 145.5 150.6 143.1 'S
2A 10 I 140 .4 138.2 141.6 NS
2B 10 II 140.7 151.3 127.5 NS
2C 10 ITI 134.3 132.7 126.7 i's
2A 11 I 147.1 148.5 141.6 e
2B 11 II 144.7 149.2 127.5 NG
2C 11 I 127.6 125.5 126.7 18
2B 12 I 136.4 133.9 139.1 RE
2C 12 I1 140.5 130.0 119.6 Signif.
2A 12 III 144 .4 147.5 143.3 I8
2B 13 I 144 .4 149.3 139.0 NS
2C 13 IX 132.¢ 133.0 119.6 NS
24 13 I11 144.0 145.0 143.3 Ks!
2C 14 1 125.0 126.1 132.2 R
2A 14 II 144 .5 149.5 128.8 NS
2B 14 I1I 149.5 142.0 144.9 S

1A = Test based on Haydn's 10lst Symphony
(fourth movement - rondo)

13 = Test based on Haydn's 94th Symphony
(second movement - variations)
1C = Test based on flozart's 40th Symphony

(first movement - sonata)

2A = Test based on Haydn's 100th Symphony
(second movement - rondo)

25 = Test based on Beethoven's 5th Symphony
(second movement - variations)
2C = Test based on Beethoven's 8th Symphony

(first movement - sonata)
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TEST OF HYPOTHESIS 1d:
BY AUDIO PORTION ONLY

Table 38

COMPARISONS

m——

—
— P

Compar- Relevant Subgroups Gen'l Signif-
Test ison Class Exper. Control Control icance
1C 15 I 151.38 147.3 148.6 1S |
1A 15 11 147.6 144.0 128.7 1S
13 15 II1 150.6 144.3 143.1 NS
1C 16 I 153.9 156.6 148.6 NS
1A 16 II 146.3 151.7 128.7 NS
1n 16 I1I 143.8 142.7 143.1 NS
2B 17 I 140.6 144.4 139.1 NS |
2C 17 II 140.7 144.7 127.5 S |
2A 17 II1 15G.0 144 .0 143.3 NS
28 18 I 138.9 139.6 139.1 NS
2C 18 11 130.0 126.9 119.6 NS
2A 18 III 147.5 148.4 143.3 NS
2¢ 19 I 130.7  128.2 132.2  ¥S |
2A 19 II 147.2 149.9 128.8  US |
23 19 111 152.0 143.6 144.9 'S
2C 20 I 126.1 135.7 132.2 NS
2A 20 II 14¢.5 139.7 128.8 Signif.
2% 20 111 142.90 149.5 144.9 NS ;
1A = Test based on Haydn's 10lst Symphony ]

1B

1C

2A

2B

2C

fi

(fourth movement ~ rondo)

Test based on Haydn's 94th Symphony
(second movement - variations)

Test based on ifozart's 40th Symphony
(first movement - sonata)

Test based on Haydn's 100th Symphony
(second movement - rondo)

Test based on Beethoven's 5th Symphony
(second movement - variations)

Test based on Beethoven's 8th Symphony
(first movement - sonata)




Table 39

TEST OF HYPOTHESIS la: COMPARISONS
OF TOTAL TEST SCORES

Compar-~ Relevant Subgroups Gen'l Signif-
Test ison _Class _Exper. _Control Control icance
1A 1 I 184.9 173.8 174.9 Signif.
1B 1 II 187.2 179.1 155.1 Signif.
1C 1 I1I 187.0 182-3 180.9 NS
1B 2 I 184.1 175.6 166.7 Signif.
1C 2 11 190.5 177.7 165.5 Signif.
1A 2 II1 182.8 176.5 175.4 NS
1B 3 I 182.0 179.5 166.7 NS
1C 3 il 193.0 186.3 165.5 NS
1A 3 111 188.4 176.4 175.4 Signif.
1C 4 I 187.6 176.9 177.8 Signif.
1A 4 II 188.4 176.7 159.5 Signif.
1B 4 11X 178.8 179.8 175.2 NS
1C 5 I 187.4 175.5 177.8 Signif.
1A 5 11 194.5 180.2 159.5 Signif.
1B 5 I1I 172.5 174.4 175.2 NS
1C 6 I 187.6 179.8 177.8 NS
1A 6 II 188.4 178.5 159.5 Signif.
1B 6 II1 17G6.8 133.0 175.2 NS

1A = Test based on Haydn's 10lst Symphony

(fourth movement - rondo)

1B = Test based on Haydn's 94th Symphony
(second movement - variations)

1C = Test based on Mozart's 40th Symphony
(first movement - sonata)
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Table 40

TEST OF HYPOTHESIS 1lb: CO'PARISONS
OF TOTAL TEST SCORES

Compar- Relevant Subgroups Gen'l Signif-
Test ison Class Exper. Control Control icance |
2B 7 1 174.8 173.9 171.6 NS
2C 7 II 166.7 176.0 148.3 1S
2A 7 I1I 185.4 175.7 170.6 Sipnif,
2C 8 I 165.2 161.1 164.0 NS
2A 8 I1 178.8 169.5 152.3 N
2B 8 III 188.7 185.2 178.2 S

2A = Test based on Haydn's 100th Symphony
(second movement - rondo)

2B = Test based on Beethoven's 5th Symphony
(second movement - variations)

2C = Test based on Beethoven's 8th Symphony
(first movement - sonata)
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Table 41

TEST OF HYPOTHESIS lc: COMPARISONS
OF TOTAL TEST SCORES

Compax- Relevant Subgroups Gen'l Signif-
Test ison Class Exper. Control Control icance
1C 9 1 176.9 179.8 177.8 1S
1A 9 I1 176.7 178.5 159.5 NS
1B 9 III 179.8 183.0 175.2 1S
2A 10 I 170.0 170.4 168.8 NS
2B 10 1I 175.4 186.6 154.8 NS
2C 10 111 170.4 169.0 158.9 NS
2A 11 I 175.6 176.5 168.8 NS
2B 11 11 181.0 187.0 154.8 NS
2C 11 II1 159.4 159.7 158.9 NS
2B 12 I 173.9 173.0 171.6 NS
2C 12 1I 176.0 160.8 148.3 Signif.
2A 12 111 175.7 175.4 170.6 NS
2D 13 I 177.6 184.0 171.6 NS
2C 13 1I 165.8 167.2 148.3 NS
2A 13 111 176.1 176.0 170.6 1S
2C 14 I 161.1 157.7 164.0 NS
2A 14 II 169.5 177.3 152.3 NS
2B 14 III 185.2 173.4 178.2 Signif.
1A = Test based on llaydn's 10lst Symphony
(fourth movement -~ rondo)
1B = Test based on Haydn's 94th Symphony
(second movement - variations)
1C = Test based on liozart's 40th Symphony
(first movement - sonata)
2A = Test based on Haydn's 100th Symphony
(second movement - rondo)
2B © Test based on Beethoven's 5th Symphony
(second movement - variations)
2C = Test basud ou Beethoven's 8th Symphony

(first movement. -~ sonata)
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Table 42

TEST OF HYPOTHESIS 1d: COMPARISONS
Or' TOTAL TEST SCORES

Compar- Relevant Subproups Gen'l Signif-
Test ison Class Exper. Control Control icance
1C 15 I 179.8 175.5 177.8 1S
1A 15 11 178.5 180.2 159.5 S
1B 15 111 183.0 174.4 175.2 NS
1C 16 I 187.6 187.4 177.8 NS
1A 16 II 188.4 194.5 159.5 NS
1B 16 III 178.8 172.5 175.2 NS
2B 17 I 174.8 177.6 171.6 NS
2C 17 11 166.7 165.8 148.3 RIS
2A 17 111 185.4 176.1 170.6 Signif.
2B 18 I 173.0 173.0 171.6 S
2C 18 II 160.8 160.6 148.3 NS
2A 18 I1I 175.4 180.3 170.6 NS
2C 19 I 165.2 163.2 164.0 NS
2A 19 11 178.8 181.3 152.3 NS
2B 19 III 188.7 178.5 178.2 NS
2C 20 I 157.7 163.3 164.0 s
2A 20 II 177.3 169.0 152.3 NS
2B 20 III 173.4 183.7 178.2 NS
1A = Test based ocn Haydn's 10lst Symphony
(fourth movement - rondo)
1B = Test based on Haydn's 94th Symphony
(second movement - variations)
1C = Test based on Mozart's 40th Symphony
(first movement - sonata)
2A = Test based on llaydn's 100th Symphony
(second movement - rondo)
2B = Test based on Beethoven's 5th Symphony
(second movement - variations)
2C = Test based on Beethoven's (th Symphony

(first movement ~ sonata)
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Table 43

PREFERENCE RANKING OF PROGRAMIIATIC AND
ABSOLUTE COMPOSITIONS BY CLASS 1
GROUPLD BY TREATTENT

Treatment* Ranking
P P2 P3 Ay Ay A3
Ry 2 1 3 4 5 6
Rb 3 2 1 5 4 6
Re 3 2 1 5 4 6
Rd 3 1 2 5 4 6
Re 3 2 1 5 4 6
Rf 1 3 2 5.5 5.5 4
Rg 3 1 2 5 4 6

See Figure 1 for full explanation of treatment codes.
Students in subgroups Ra, Fb, and Rf studied two programed
analyses. Ry studied ouly by conventional means (peneral
control). Students in other subgroups studied one programed
analysis. '

P1: Romeo and Juliet by Tchaikovsky (Concert Overture)
Py>: Die lMoldau by Smetana (Symphonic Poem)

P3: Scheherazade by Rimsky-Korsakov (Orchestral Suite)
Aj: Sywmphony No. 40 by ilozart (first movement)

As: Symphony No. 101 by Haydn (fourth movement)

A3: Symphony No. 94 by laydn (second movement)
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Table 44

PREFERENCE RANKING OF PROGRAIBIATIC AND
ABSOLUTE COifPOSITIONS BY CLASS II
GROUPED BY TREATMENT

Treatment* Rapking.
P ) P3 Ay A2 A3
Ly, 1 3 2 6 4 5
Ry 1 4 2 3 5 6
Rj 1 3 2 4 6 5
Ric 1.5 1.5 4 3 6 5
Ry 1 5 2 4 3 6
Rpy 1 3 2 5.5 5.5 4
Ry, 1 2 3 4 5 6
*

See Figure 1 for full explanation of treatment codes.
Students in subgroups 2h, Ri, and Ry studied two programed
analyses. Rp studied only by conventional means (general
control). Students in other subgrouns studied one programed
analysis.

P1: Romeo and Juliet by Tchaikovsky (Concert Overture)
Pp: Die Moldau by Smetana (Symphonic Poem)

P3: Scheherazade by Rimsky-Korsakov

Al: Symphony No. 40 by Mozart (first movement)

A2: Symphony No. 101 by Haydn (fourth movement)

A3: Symphony No. 94 by Haydn (second movement)
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Table 45

PREFERENCE RANKING OF PROGRAMMATIC AND
ABSOLUTE COMPOSITIONS BY CLASS III
GROUPED BY TREATMENT

Treatment¥* Ranking

Py Py Pq A Ay Aj
fo 2 3 1 4 5 6
Ry 3 2 1 4 5 6
Rq 3 2 1 4 5 6
Ry 3 2 1 4 6 5
Rg 2 3 1 5 4 6
Rt 3 1.5 1.5 4 5 6
Ry 3 2 1 4 5 6
%

See Figure 1 for full explanation of treatment codes.
Students in subgroups R,, Pn and Rt studied two programed
analyses. Ry studied only by conventional means (general
control). Students in other subgroups studied one programed

analysis.

P1: Romeo and Juliet by Tchaikovsky (Concert Overture)
P2: Die Moldau by Smetana (Symphonic Poem)

P3: Scheherazade by Rimsky-Korsakov (Orchestral Suite)
Al+ Symphony No. 40 by Mozart (first movement)

A2: Symphony No. 101 by Haydn (fourth movement)

A3: Symphony No. 94 by Haydn (second movement)

- 107 -




Table 46

PREFERENCE RANKINGS OF PROGRAMMATIC AND
ABSOLUTE COMPOSITIONS BY CLASS I
GROUPED BY BLOCK*

Block Ranking
Py P2 P3 A Ao Aj
1 2.5 2.5 1 4.5 4.5 6
2 1 3 2 5 4 6
3 2 3 1 5 4 6
4 3 2 1 5 4 6
5 3 1 2 5 4 6
6 2 3 1 6 4 5
7 3 2 1 5 4 6
3 3 1 2 5 4 6
9 3 2 1 6 4 5
10 3 1 2 5 4 6

*Students blocked by score on EMAT (high =. 1, low = 10)

P;: Romeo and Juliet by Tchaikovsky (Concert Overture)
i Po: Die iMoldau by Smetana (Symphonic Poem)

‘; P3: Scheherazade by Rimsky-Korsakov (Orchestral Suite)
Ay : Symphony No. 40 by Mozart (first movement)

N Ag: Symphony No. 101 by Haydn (fourth movement)

,L A3: Symphony No. 94 by Haydn (second movement)

{

L
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Table 47

PREFERENCE RANKINGS OF PROGRAMMATIC AND
ABSOLUTE COMPOSITIONS BY CLASS II
GROUPED BY BLOCK¥

Block Ranking
Py Py Pq A A A3

1 2 3 1 4 5 6
2 1 2 3.5 5 3.5 6
3 1 2 4 3 5 6
4 1 2 3 4 6 5
5 1 2 3 4 5 6
6 1 2.5 2.5 4 5 6
7 1 3 2 4 5 6
3 1 3 2 4 6 5
9 1 2 3 4 5.5 5.5

10 1 2 4 3 5 6

*Students blocked by score on EMAT (high = 1, low = 10)

Py
PZ:
Pq:
A1:
LYE
A3:

Romeo and Juliet by Tchaikovsky (Concert Overture)
Die Moldau by Smetana (Symphonic Poem)
Scheherazade by Rimsky-Korsakov (Orchestral Suite)

Symphony No. 40 by Mozart (first movement)
Symphony No. 101 by Haydn (fourth movement)
Symphony No. 94 by liaydn (second movement)
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Table 48

PREFERENCE RANKINGS OF PROGRAITIATIC AML
ABSOLUTE COMPOSITION BY CLASS III
GROUPED BY BLOCK*

Block Ranking -
Py P2 P3 A ) A3
1 2.5 2.5 1 4 5 6
2 2 3 1 4.5 4.5 )
3 2 3 1 4 6 5

4 3 2 1 4 5.5 5.5
5 2.5 2.5 1 4 5 6
6 3 2 1 4 6 5
7 2 4 1 3 5 6

3 1 3 2 4 5.5 5.5
9 3 2 1 4.5 4.5 6
10 5 2 1 6 3 4

*Students blocked by score on EMAT (high = 1, low = 10)

P1: Romeo and Juliet by Tchaikovsky (Concert Overture)
P2: Die Moldau by Smetana (Symphonic Poem)

P3: Scheherazade by Rimsky-Korsakov (Orchestral Suite)
Al: Symphony No. 40 by Mozart (first movement)

A2: Symphony No. 101 by laydn (fourth movement)

A3: Symphony No. 94 by Haydn (second movement)
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Table 49

.
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D

MEA SCORES BASED ON STUDENTS' PREFERENCES
, FOR COMPOSITIONS STUDIED BY PROGRAMED
ANALYSES VS. CONVENTIONAL MEANS
GROUPED BY TREATMENT

Treatment¥ Class
l 1 11 III

”, A - 0.9 - 1.3 + 1.7 }
B + 2.5 - 2.9 + 1.3 ?

[ C + 1.0 - 0.1 + 0.9

. D - 1.8 + 2.5 - 1.9

l 5 + 0.6 +1.2 - 1.7

1.2 - 0.5

l F - 1.6 -

*Convert treatment groups (A....F)

as follows corresponding

't to coding in Figure 1l:
Class I  A=R,; B=R}p; C=Rc; D=Rq; E=Re; F=Rf
l Class IT A=Rp; B=Ry; C=Rj; D=Ry; E=Rj; F=Rpy
Class III A=Rg; B=Rp; C=Rq:; D=Ry; E=Rg: F=R¢
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MEAN SCORES BASED ON STUDENTS' PREFERENCES

Table 50

FOR COMPOSITIONS STUDIED BY PROGRAMED
ANALYSES VS. CONVENTIONAL MEANS
GROUPED BY BLOCKS

Blocks®* Class
1 II ITI

1 + 0.5 - 0.7 - 0.8
2 - 2.0 + 2,2 - 0.4
3 + 1.5 - 2.3 - 0.7
4 + 1.3 - 1.2 + 0.3
5 + 1.0 - 0.2 - 1.2
6 + 1.3 0.0 - 3.5
7 + 1.2 + 0.7 + 2.3
8 - 0.5 - 1,2 + 2.0
9 - 3.0 + 1.0 + 1.0
10 + 0.7 - 0.3 + 0.2
*Blocks derived from EMAT scores (high = 1; low = 10)
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‘ﬁ Table 51

FREQUENCIES OF REACTIONS TO QUESTION
,E REGARDING EASE OF MANIPULATION
OF TAPE ADJUNCTS

v Reactions® Class
R 1 11 I11 Total
i
Per Per Per Per
1 N_ Cent N _Cent N_ Cent 1 Cent
Easier Than 13 22% 10 172 20 33% 43  24%
\ Using Records
l
o Just As Easy 33 51% 33 55% 24 40% 90  50%
‘; As Using Records
1‘
Jlore Difficult 13 22% 17 2872 16 27% 46 267
Than Using Records
| ! Total 5G%*% 60 60 179
' : * Only one response was possible for each student.
' *%* One experimental subject in Class I dropped out school
at mid-term.

i gt
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Table 52

FREQUENCIES OF REACTIONS TO QUESTION REGARDING
USEFULNESS OF THE PROGRAMS AS A TEACHING
TOOL IN LEARNING TO LISTEN
TO ASSIGNED COMPOSITIONS

—_—

Reactions® Class
I I1 II1 Total
: W Per Per Per Per
N Cent N Cent N Cent N Cent
l Very Helpful 52 388% 50 83%7 S3 88% 155 87%
Could Have Learned 4 7% 9 15% 5 97 13 10%

As Much By Using
Records and Other
Aids

o

Didn't Learn As 3 5% 1l 27 2 3% 6 37
ITuch As If Had
Used Records

Total 59%% 60 60 179

b

* Only one response was possible for each student
*% One experimental subject in Class I dropped out of school
at mid-term,

b=l ey

t—

¢
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| Table 53

FREQUENCIES OF REACTIONS TO QUESTION EEGARDING
,,f USEFULNESS OF TIE PROGRAMS AS A TEACHING
R TOOL IN LEARNING DESCRIPTIVE WORDS
r AND PHRASES RELATING TO
MUSICAL MEANINGS

Reactions® Class |

I 1Y IIX Total i

’ Per Per Per Per |

N Cent N_ Cent N_Cent d _ Cent I

5l Helpful 52 88% 55 92% 55 92% 162 90% ?

Not Helpful 1 2% 0 - 2 3% 3 2% ?

*!f bDon't Know 2 47 0 - 1 27 3 2 |
‘l Other 4 7% 5 8% 2 3% 11 6%

g Total 5%k 60 60 179 |

| ‘

* Only one response was possible for each student.
** One experimental subject in Class I dropped out of school ‘
at mid-term. i

SRRyt
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Table 54

FREQUENCIES OF REACTIONS TO QUESTION
| REGARDING THE COMMENSURATE VALUE
L UF LEARNING OUTCOHES . COMPARED

TO TIME SPENT STUDYING
il TilE PROGRAMS
i
Reactions* Class
I II III Total j
-
" Per Per Per Per
N Cent N _Cent N _ Cent N Cent
f Worth the 13 222 16 27% 20 34% 49 27%
‘ Time Spent
1; Probably Worth 37 62% 25 417 23 38% 85 48%
| Time Spent
10 . ot Worth 7 12% 9 15% 9 15% 25 14%
ii Time Spent
1 Don't Know 1 2% 4 7% 3 5% 8 47
Other 1 2% 6 10% 5 8% 12 7%
Total 59 %% 60 60 179
; * Only one response possible for each student
E %% One experimental subject in Class I dropped out of schocl
at mid-term.

| et
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Table 55

FREQUENCIES OF REACTIONS TO QUESTION
REGARDING USEFULNESS OF LINE SCORE
NOTATION IN TEXT OF PROGRAMS

Reactions* Class -
1 I1 I1I Total
Per Per Per Per

N Cent N Cent N Cent Il Cent

Definitely 30 51% 20 33% 21 357 71 39%

Useful

Probably 20 347 32 5427 23 38% 75 427

Useful

Not a Signif- 9 15% 8 137% 10 17% 27 15%

iéant Factor

Not Helpful 0 - 0 - 3 5% 3 2%.

Confusing 0 - 0 - 3 5% 3 2%

Total 59%% 60 60 179

* Only one rcsponse was possible for each student.

*% One experimental subject in Class I dronped out of school

at mid-term,
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Table 56

FREQUENCIES OF REACTIONS TO QUESTION REGARDING
VALUZ OF T{dE PROGRA:S IN TLACHING STUDENTS
TO FOLLOV THE ORCHESTRA SCORE

Reactions® Class
I II ITI Total
Per Per Per Per
H_ Cent § Cent N Cent H_ Cent
Definitely Helped 16 287 20 337 20 33% 56 31%
Probably Helped 22 377 16 27% 21 35% 59 33%
No Effect 21 35% 24 407 19 32% 64 367
Total 59%:% 60 60 179

* Only one response possible for each student.
** One experimental subject in Class I dropped out of school

at

ﬁ:lid-t TrTle
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Table 57

FREQUENCIES OF REACTIONS TO QUESTION REGARDING
EFFECTIVENESS OF PIAIIO EXCERPTS ON THE
TAPE IN POINTING OUT SPECIFIC

¥ d
[

PATTERNS IN THE COMPOSITION
T Reactions® . Class
| I II I1I Total
H Per Per Per Per
i N _ Cent N _Cent N Cent N _ Cent
2 Helpful 22 37% 27 457 21 357 70 397
- Helpful Some of 31 53% 29 487 32 53% 92 51%
_ The Time
11 Could Have Done As 6 10% 4 6% 7 12% 17 107

Well Without Them

Total 59+% 60 60 179

: * Only one response possible for each student
- %% One experimental subject in Class I dropped out of school

at mid-term.

==

g

S |
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Table 58

FREQUENCIES OF REACTIONS TO QUESTION REGARDING
FLEXIBILITY OF THE PrOGPRAMS IN
MEETING STUDENTS' NEEDS

Reactions#® Class
I I1 II1 Total
Per Per Per Per
_I Cent 1 Cent N Cent N _ Cent
Flexible and Used 40 687 40 667 42 70% 1z. 68%
Them to Advantage
Flexible, But Didan't 13 22% 12 207 12 20% 37 217
Use Them to Advantage
Not Flexible 3 5% 4 7% N 8% 12 7%
Other 3 5% 4 7% 1 27 S 4z
Total 59%% 60 60 179

* Only one response was possible for each student.
** One experimental subject in Class I dropped out of school
at mid-term.

- 120 -




\{; Table 59

- FREQUENCIES OF REACTIONS TO RECOITMENDATIONS
ﬁ’ THAT PROGRAMED ANALYSES Bil A PART OF
1 LEARNING EXPERIENCES IN MUSIC 112

i
Reactions®*® Class
,' I I1 I1T Total
Per Per Per Per
’ﬂl N Cent ¥ Cent N Ceat N Cent
Recommend; Are Power- 24 41% 23 38%Z 29 48% 76 43%
T ful Teaching Devices
|
'} Recommend for 34 57% 36 607% 28 477 93 557
Some Students
l} Do Not 1 27 1 27 3 5% 5 27
Recommend
)
‘ Total 59%% 60 60 179
l * Only one response was possible for each student

** One experimental subject in Class I dropped out of school
at mid-term.

peTT—— B
vaeamsatempan
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Table 60

FREQUENCIES OF REACTIONS TO QUESTION
REGARDING THE SIZE OF STEPS IN THE
TEXT OF THEY PROGRAMED ANALYSES

———

Reactions* Class
I II IiI Total
Per Per Per Per
N _Cent N Cent N Cent N _Cent
Just Right 24 407 34 577 27 457 85 477
Suitable Most 23 397 18 307% 23 38% 64 36%
of the time
Proceeded too 1 27 0 - 0 - 1l 17
rapidly
Proceeded too 7 127 5 8% 6 10% 18  10%
Slowly
Other 4 17 3 5% 4 67 11 67,
Total 59 %% 60 60 179

* Only one response was possible for each student.

*% One experimental subject in Class I dropped out of school at
nid=-term.
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Table 61

FREQUENCIES OF REACTIONS TO QUESTION REGARDING
AYIOUNT OF TRANSFER FRO!! PROGRAMED ANALYSES
TO OTHER LEARNWING SITUATIONS
IN MUSIC 112

Reactions® Class
I 11 II1 Total
Per Per Per Per
N Cent N Cent H Cent 1 Cent
Transfer Definitely 32 547 30 50% 38 63% 100 36%
Noticed
Amount of Transfer 18 317 17 287 15 257% 50 28%
was Megligible
Other 9 15% 13 227 7 12% 29 16%
Total 59#%% 60 60 . 179

* Only one response was possible for each student.
*% One experimental subject in Class 1 drepped out of school
at mid--term.
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{‘ Table 62

{ FREQUENCIES OF REACTIONS TO QUESTION

; REGARDING FEATURES OT THE TEXTS

] OF THE PROGRAMED ANALYSES
Reactions™ Class

[“ 1 IT I1I Total

(=59) (N=60) (13=60) (N=179)

’[ﬁ Per Per Per Per

i N Cent** N Cent N Cent N Cent

[j Interesting 12 20% 21 352 20 33% 53 30%

[; Well-written 24 417 39 65%2 33 55% 96 547%
Covered important 47 30% 47 787 42 7072 136  76%
material

{: Clear and 43  73% 48 80%Z 42 70% 133  74%
concise

[: Other 12 207 8 137 15 25% 35 20%
Total Responses 138 163 152 453

| : * More than one respanse was possible. Total N's are not equivalent
E; to numbers of students.

| *% Fach percentage is the proportion of experimental students in
M each class who reacted to the particular listed response. There-
fore, of course, the sum of the percentages in each set of horizontal

| entries does not equal 100.
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Table 63

FREQUENCIES OF REACTIONS TO QUESTION REGARDILNG
FEATURES OF THE TAPE ADJUNCTS

OF THE PROGRAMED ANALYSES

Reactions® Class
I II TI1 Total
{N=59) (N=60) (¥=60)
Per Per Per Per
N Cent** N Cent N Cent N Cent
Clear Sounds 45 76% 45 827% 52 87% 146 827
Meaningful 42  717% 48 80%Z 39 657 129 72%
References
Technically Well- 45 767 49 827 41  68% 135 75%
Constructed
Minimum Distortion 41 70% 45 75% 39 657 125 70%
and Noise
Other 5 8% 1 2% 4 7% 10 67
Total Responses 178 192 175 545

* More than one response was possible.

to numbers of students.

*% Tach percentage is the proportion of experimental students in each
Therefore of course, the

class who reacted to the listed response.
sum of the percentages in each set of horizontal entries does not

equal 100.
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APFLNDIX B

EXPERI!{ENTAL
MATERIALS
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January 3

February
February
February
February
February
February

March 6
March 6
March 7
March 16
March 17

March 22~
April 3

April 12
April 12
April 13
April 20

April 21

April 27
April 28
April 28

May 4
May 5
May 5
May 11
May 12
May 12
May 18
May 19
May 23

1

2
7
8
20
20
21

"lusic 112

Calendar for Experiment
Spring Semester, 1967

Registration

Classes Begin

Administer EMAT (ClassI)

Admirister EMAT (Classes II and III)

Assign Haydn's 94th, second movement (Class II)
Assign Mozart's 40th, first movement (Class III)
Assign Haydn's 10lst, fourth movement (Class I)

Administer test on Haydn's 94th and assign
Mozart's 40th, first movement (Class II)
Administer test on lozart's 40th and assicn
Haydn's 101st, fourth movement (Class III)
Administer test on Haydn's 10lst and assign
Haydn's 94th, second movement (Class I)
Administer test on Haydn's 94th and assign
Mozart's 40th, first movement (Class I)
Administer test on Haydn's 10lst and assign
Haydn's 94th, second movement (Class III)

Spring Recess

Administer test on Haydn's 10lst (Class II)
Administer test on Haydn's 94th (Class III)
Administer test on Mozart's 40th (Class I)
Assign program music: Scheherazade, Romeo
and Juliet, Die lMoldau (Class I)

Assign program music: same compositions for
Class II and Class III

Administer follow-up test Form N (Class I)
Administer follow-up test Form P (Class II)
Administer follow-up test Form O (Class III)

Administer follow-up test Form P (Class I)
Administer follow-up test Form 0 (Class II)
Administer follow-up test Form N (Class III)
Administer follow-up test Form O (Class I)
Administer follow-up test Form N (Class II):
Administer follow-up test Form P (Class III)
Administer Preference Form (Class I)

Administer Preference Form (Classes II and III)
End of Semester
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NOTE

The following statement was read to each

class by the instructor when the first assign-
ment sheet for the experimental treatment was
distributed. It was hoped that this intro-
duction not only would explain the purpose of
the appraisal but alsc help to reduce possible
error from the Hawthorne effect. It was felt
that if the instructor made this statement
rather than the investigator, the students
would not become so sensitive to the mani-
pulated variables than might otherwise be the
case. Also note references to evaluation of
new equipment and facilities; no mention is
made of programed instruction.

TO BE READ BY MUSIC 112 INSTRUCTORS TO CLASSES

Today I am going to make the first of some special listening
assignments which I shall give you from time to time in the next
few weeks. The purpose of these assignments is two-fold: first,
they are an integral part of Music 112 and are intended to broaden
your background with respect to music of Western civilization and
to develop your listening skills. Secondly, the music Jepartment
1s desirous of assessing the practicality and usefulness of various
kinds of listening equipment and facilities. I am sure you have
seen the changes taking place on our campus and are.aware that
the college is moving rapidly into new facilities and buildings
which will affect the modes of learning and instruction a good
deal in the very near future at Cortland.

It is impossible for the department to appraise certain
techniques of instruction, cvaluation, and learning without
making a systematic study of these procedures and facilities.
In this effort we expect the students to become actively in-
volved as well as the faculty.
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) The music department wishes to consider the usefulness of
l tape transports as adjuncts to our regular turntable equipment.
; Some of you, therefore, will be asked to prepare these special
assignments by using the tape play-back machinery, and others,
‘ the record play-back equipment. Pending the results of the
j assessment study, we have rented only enough tape decks for 30
students in each section of Music 112 to use for any given
K assignment. The small random sample of students in this class
ﬁ to listen to the first special listening assignment by means
of the tape machinery is shown on your assignment sheet.
Students not in this sample will listen to the recordings
} using the turntable machinery. Individuals will not be per-
RS mitted to exchange places with students in the other group.
_ Such transfer would destroy the random nature of the two groups
’\ and introduce an indeterminate amount of bias in the assessment.
J

Both listening areas are equippad to give all students
iR an equal opportunity to learn the composition; we are simply
i/ concerned with the practicality and efficiency of the tape
adjuncts.

il I want you to listen to Mozart's 40th Symphony, the first
“ movement (which is in the sonata-allegro design). Note that
I am specifying just the first movement of the composition.

; Listen to the music carefully; I suggest that you use the

/ orchestra score as you listen to the recording. Be prepared
to take a listening test on this movement on Monday, March 6.
This test will be designed to measure your ability to hear
not only the large aspects of the work, but also some of the
finer details of the music. This is consistent with the goals
of this ~ourse, as you know.

Once again, the test covering this listening assignment will
be given on March 6th; this will give you approximately ten days
to complete this assignment. The test will be entirely objective

1 in structure and will primarily be a listening test. The results
‘ of the test will be counted in your final grade which you will
Y\ receive in Mu 112, of course, but the amount of weight which it

will receive is indeterminate at the present time. However, it
will not "count" any more than any other class test.
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Students who are chosen to listen to the first movement of
Mozart's 40th Symphony by means of tape play-back machinery will
go to the room in the administration buillding designated by
the sign '"Tape Listening Room'' on the same floor as the '"Record
Listening Room'". The "Tape Listening Room" is located just
opposite the IBII Records Room. Because there are only twelve
tape transports in the room, it will be advisable for you to
reserve a machine. Reservation sheets are posted in the entry
way to the Tape Listening Room. Reservations are not necessary
for using the Record Listening Room, but it is advisable to
avoid '"peak hours'.* Both areas will be open from 8:00 AN to
9:00 PM Mondays through Thursdays, 8:00 A1 to 5:00 PM on Fridays,
and 9:00 A to 2:00 PM on Saturdays,

*Peak hours -Daily 10:00 AM to 3:00 PM

- 130 -




LISTENIG ASSIGUIME.IT SUELT
y Mu 112
Class II ‘larch 17, 1967
Special Listening Assignuent #3

Composition: Symphony No. 101 in D “Major, Haydn
Fourth ‘iovement Oniy

“ote: All students except those listed below are to listen
to the composition in the Record Listenins Room. The
students listed below have been randomly selected from
the class to listen to the composition in the Tape
Listening Room. It is important that individuals do
not exchange places between the groups, for that will
destroy the randomness of the student sample. lNote
that the names below are not the same as those listed
for the second assignment. ;

TAPE LISTENING ROOM (North corridor of Adm. Buildin, Room 231A):

l. itattey, Valerie 16. ‘losher, Carol
2. Bierman, Virginia 17. pisik, Pamela
3. Blick, Judith 18. Reich, Janet
4. 3Booker, Patricia A. 19, Reichers, Dorothea
5. DBrodow, ilancy 20. Sandfield, ‘fadeline
6. Brown, Carol 21. Sehulster, Jean
/ 7. Busher, Janet 22, Seydel, Victoria
3. Claus, Linda 23. Shillman, Sara
2. Danley, John 24. Spisak, Jessica
10. Franklin, Gerry 25, Strandfeldt, Fredrika
11. Fruscello, Hick 26. VanNess, James
12. Ledingham, Linda 27. Walton, Judith
13. Lipp, llarcia 23. Wediss, Andra
14, *illes, Mancy 29. VYhicher, Nancy
15. !ioran, Elizabeth 30. Witko, Sandra
4 RECORD LISTENING ROOM (South corridor of Adm. Building, Room 202):

\ Students whose names are not included in the random sample above
, vill use the equipment and facilities iu the Record Listenine Room.
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Mu 112
Class II March 17, 1967

LISTENING ROOM HOURS

Both rooms will be open for listening during the
following hours:

Monday through Thursday - 8:00 A to 9:00 PM
Friday - &:00 AM to 5:00 PM

Saturday - 9:00 AM to 2:00 PII

RESERVING MACHINES

Students who are expected to use the Tape Listening Room are
strongly advised to reserve a machine. The reservation sheets
_ will be found in the entry-way to the Tape Listening Room
(231A). Students using the Record Listening Room will not

be required to reserve a machine: however, it is advisable
to avoid the "peak hours" of 10:00 AM to 3:00 PM daily as
much as possible.

Another word of caution: Arrange to listen to the composition
as soon as you can. You may discover that you needed more time
to become familiar with the music than you had plann:d. It
may be impossible to obtain listening-room space if you post-
pone the completion of the assignment until a day or so before
the test (to be given Wednesday, April 12th).

Please Note: As a part of the music departwent assessemnt of
the listening equipuent and facilities, you will
be requested to fill out a short data sheet each
time you visit either listening room. The infor-
mation on these forms will not be used to evalute
your progress in tu 112. The data will be of in-
terest to the music department office only. The
room supervisors will be responsible for distri-
buting and collecting these forms.. Your cooperation
is solicited.

- 132 -

Lo T R CT T € e BB T £ T e e T e T
T T T T L T T R R R TR S R L S R S




LISTENING ASSIGNMEWT SHEET
FOR
PROGRAIMMATIC WORKS

MU 112 Class 1

The following compositions will form the basis for a
listening test to be given approximately one week prior to
the end of the semester. Follow the orchestral score for
each of the compositions as you listen: note how the orchestra
1s used in each work, their forms, use of themes, melodic and
rhythmic structures, etc.

“lultiple copies of the records and scores are in the
record listening room. Scores can be obtained from the roonm
supervisor at the desk.

1. Romeo and Juliet - Tschaikowsky

2. Die Moldau - Smetana

3. Scheherazade - Rinsky-Korsakoff (especially the
Young Prince and the Young Princess movement)

RECORD LISTENING ROOM HOURS:
ifonday through Thursday - 8:30 AM to 5:00 Pid, 7:00P" to 9:00 P;i
Friday ~ 8:30 AM to 5:00 P!

Saturday ~ 9:00 Ali to 12:00 {OCON
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Ju 112
LISTEHING TEST Test Mumber
on the
Fourth Movement of
Symphony Ho. 101 in D Major by Haydn
and the
Rondo Design

- Part A -

Read these directions carefully

In Part A you will answer questions based on recorded excerpts.
During this part of the test, you will be given time to look over
the items based on the recorded excerpts before you hear tlie rmusic
in order to orient yourself properly. After you have answvered
the items, you will hear the musical excerpts again so that you
can review your responses.

All excerpts are recorded on tape and are spaced at optimum
time intervals to give you sufficient time to record your response
on the answer sheet, Once the tape has been started, it will not
be stopped, so it is important that you listen carefully because,
in most instances, each excerpt will only be played twice.

llost of the questions in Part A are in the form of “true-
false" items. Every time that true-false items are presented, you
are to answer them in the following way:

If you are confident that the statement is true, blacken
the space numbered "1°.

Lf you think the statement is possihbly true, blacken the
space numbered ''2'",

If you have no idea about the accuracy of the statement,
blacken the space numbered "3,

If you believe that the stateuent is possibly false, blaclen
the space numbered '4".

If you are confident that the statement is false, blacken
the space numbered "'5',
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As an illustration, a response marked the following way on
the answer sheet means that the student believes the statement is
possibly true (i.e. he 1s not absolutely sure of his knowledge):

R

1 2 3 4 5

Do not make your answers on the questionnaire: rather,
record all your responses on the answer sheet. Be sure to erase
all stray pencil marks or undesired responses thoroughly:
answer sheets will be scored electronically.

Important: In order to be called true, an item must be
correct in all its aspects. Therefore, aa item which is partly
true and partly false must be considered to be a false statement.

Caution: It is inadvisable to return to items in any group
of Part A for the purpose of altering your responses after musical
excerpts for succeeding groups of items have intervened. Your
memory for sounds of excerpts for earlier groups probably should
not be relied upon for a cue.

The following sample group of excerpts and items is presented
to illustrate the procedure to be followed for Part A. Answer
the items on the answer sheet (1 and 2) and them compare your
responses with the responses given you afterwards on the tape.
After the sample group is completed, we sihall proceed with
Part A.

SAMPLE GROUP (true or false) One excerpt

1. Most of the rapid scale work in the strings and woodwinds
is ascending rather than descending. '

2. This excerpt is scored for full orchestra.

We shall now proceed with the first group of Part A (Group a).
Because we have used items 1 and 2 for the Sample Group, begin
with item 3 on the answer sheet.
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Group a (true or false) Two excerpts

3. The main rhythmic feature of the first excerpt is also
heard in the second excerpt.

4, (This is true: the second excerpt has two different
rhythnic patterns.) True or false: The first excerpt
has one.

Group b (true or false) One excerpt

5. The pattern of the excerpt in terms of letter-labels
isaababa.

6. The excerpt i.. played by the string section of the
orchestra,

Group c (true or false) Two excerpts

7. The melodies of both excerpts remain in the same key
througbout.

8. Both excerpts are in the major m.de.

9. 3Both excerpts begin on the same key center.

Group d {true or false) Two excerpts
10. The two excerpts have a common rhythmic fragment.
11. Both excerpts are in the same mode.
12. Both excerpts have the same key center.

Remember answering code:

true (confident)
true (possibly)
no idea

false (possibly)
false (confident)

GT
NS
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Group e
13.

14.
15.
Group £
16.

17.

18.

Group g
19,
20.

Group h

(true or false) Two excerpts
Both excerpts are in the same key.

There is a melodic relationship between the excerpts.

Twvo melody lines sound simultaneously in the second excerpt.

(true or false) Two excerpts
The excerpts have the same key center,.

The rhythm of the melody in the second excerpt is similar
to cvhe rhythm of the melody in the first excerpt.

The second excerpt is a variation of the melody of the
first excerpt.

(true or false) One excerpt
This excerpt is a good example of contrapuntal style.
The main melody line is repeated in this excerpt.

(true or false) Two excerpts

(These excerpts will be preceded by a few measures from the
main theme to help you establish it in your mind.)

21,

22,

23.

The first excerpt is the conclusion of the movement.

Both excerpts include melodic fragments from the rondo
theme.

Both excerpts include rhythmic fragments from the rondo
theme.

Remember answering code:

LW

true (confident)
true (possibly)
no idea

false (possibly)
false (confident)

- TURM PAGES QUIETLY -
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Group i
24,
25,
26,
Group 4§
27.
28.
Group k
29.
30.
Group 1
31.
32,
33.
Group m
34.
35.

36.

Remember

(true or false) Two excerpts

These tuvo excerpts are exactly alike melodically.

These two excerpts are scored for the same instrunments.

Both excerpts are scored for strinmg and woodwind instruments.
(true or false) One excerpt

The excerpt is in the major mode.

Staccato chords are placed in contrast to the melody line.
(true or false) One excerpt

The excerpt can be indentified as two parallel sentences.

The excerpt is scored for strings and woodwinds.
(true or false) Two excerpts

Both excerpts have the same melody line.

Both excerpts are in the same rhythmn.

Both excerpts are scored for the same instruments.
(true or false) One excerpt

The melody line 1is carried by the violins and flutes.

The melody can be described as having a smooth and
flowing line rather than being disjunct.

The excerpt is thinly orchestrated.

answering code:

U

true (confident)
true (possibly)
no idea

false (possibly)
false (confident)

- TURN PAGES QUIETLY -
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Group n (true or false) One excerpt

Group o (true or false)

Reuember answering code:

(Note: Part a and part b of the rondo theme are played first
to help you keep them in mind only. The items deal only with
the excerpt which follows.)

37. The excerpt 1s closely related rhythmically to
part a of the theme.

38. The excerpt is closely related melodically to
part a of the theme.

39. The excerpt is closely related melodically to
part b of the theme.

(For each of the following items, two excerpts will be played
through once: they will not be repeated. Your task is to
determine whether or not they are related RHYTi[MICALLY. If
you believe they are, mark the item "true'". If you believe
they are not, mark the item ''false'.

40. Excerpt 1

Excerpt 2
41, Excerpt 1
Excerpt 2
42, Excerpt 1
Excerpt 2

true (confident)
true (possibly)
no idea

false (possibly)
false (confident)

niHWwWwho -
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Group p (muitiple cholce) One excerpt

Directions: In the following excerpt, a melodic fragment consisting
of the first three notes of the rondo theme is presented. Haydn
uses this fragment three times in sequence - - one right after

the other - - within this excerpt.

Each of the three times the fragment appears in the excerpt,
Haydn gives it to different instruments. Our problem will be to
determine which instruments play the fragment first, second, and
third in that order in the excerpt.

The following procedure will be followed:

1. First, the piano will play the excerpt without the
accompanying music so that the fragments will stand out
clearly. Reference to each time the fragment appears

will be made by the letters a,b, and c called out on
the tape.

2. The orchestra excerpt with the same lettered reference
will be played next. Because the music moves at such
a fast tempo, we shall start a few measures ahead of
the point that the fragments begin to appear. This
lettered orchestra reference will be repeated.

3. Lastly, the orchestra excerpt beginning immediately with
the first of the fragments will be played three times.
During these playings, there will be time for you to
make the responses called for below.

Note: Only one answer is correct for each item.

43. The fragment is played first in the sequence by which one
group of instruments?

l. oboes 4. clarinets
2. bassoons 5. horns
5. flutes

44. The fragment is played second in the sequence by which
one proup of instruments?

1. oboes 4. clarinets
2. bassoons 5. horns
3. flutes
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45, The fragment is played third in the sequence by which
one group of instruments?

l. oboes 4. clarinets
2. bassoons 5. horns
3. flutes

- Part B -

Multiple Choice

Directions:

Select the best answer to the items and blacken the space under the
number on the answer sheet corresponding to the number of the answer
you select. UWhen you have finished this part, please remain in your
seat until the end of the period. It is not advisable to return to
Part A to review your answers because your nmemory of the musical
cues probably is faulty. However, you may review Part B.

Don't guess wildly on this part of the test. If you don't know
the answer, do not respond. On the other hand, if you are able to
narrow the choilces to two (i.e. you are certain that the best answer

is one of those two), it may be profitable for you to guess. In
other cases, the odds may be against you.

46. The fugue in the fourth movement of Haydn's 10lst Symphony
is classified as a double fugue. This name is used to
describe the structure because:
l. There are two themes or subjects.
2. It is twice as long as the ordinary fugue.
3. Two sections of the orchestra play the theme.
4, The theme doubles back on itself after the first Presentatiom.
5. The tempo of the fugue is twice as fast as it was

presented in the first presentation of the theme at
the beginning of the movement.
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47. The term '‘rondo' for the form of a composition such as
the fourth movement of Haydn's 10lst Symphony means that
the form 1s characterized by:

l. variations built from a central thematic idea.

2, two or more themes played simultaneously in the form
of a round or canon.

3. a main theme and a subordinate theme which are developed
and varied to form a ternary structure.

4, a central theme alternated with two or more secondary
themes.

5. episodic material.

48. The function of the theme in a rondo design is to:

1. establish a central idea as a means for unifying the
work for the listener. '

2. 1lend contrasting effects to the digressions.

3. give the listener variety as he perceives the unfolding
of the entire pattern. '

4. enable the listener to sense the direction that the
composer is taking as he builds the design.

5. create interesting effects in order to prevent the work
from stagnating as the shaping forces interact.

49. The most important defining characteristic of the section
called the coda 1s that it is:

1. a short development section designed to suggest or hint
at further possibilities of treating thematic material.

7. written in the manner of a modulation to return the
composition to the key in which the work was begun.
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50.

51.

3. a contrasting section to highlight the difference
between thematic and non-thematic material.

4. a miniature development section meant to suggest neu
ideas for treatment of non-thematic material.

5. constructed of thematic ideas in the manner of a
summary or conclusion.

An episcde in a rondo design can best be defined as:

l. an exposition of the subordinate theme.

2. a contrasting section to the rondo theme.

3. a bridge between statements of the rondo theme.

4. a restatement of the rondo theme.

5. a modulatory passage moving from one main section in

a given key to another in a different key.

Of the criteria listed below, which is probably the best

indicator that you are listening to a composition written
in the rondo design?

1. The fast and lively tempo.

2. The special use of transitions and bridging material.
3. The unique arrangement of themes.

4, The sparing use of theme variation.

5, The absence of any development of thematic material.
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52.

53.

A rondo pattern is allied in principle to the basic ternary
form since the ternary form, like the rondo,

1.

may be a part of a larger, multi-movement work (like
a symphony).

usually has a simply-constructed melodic line for its
theme.

features a returr. to the first theme after a digression.
has three main parts.

had its beginnings in the old poetic forms of the
sixteenth and seventeenth centuries.

Which of the respones below best fits the kind of preparation
you made for this test (llaydn's 10lst Symphony in D Major,
fourth movement)?

I didn't listen to the composition at all.

I listened to the composition in one of the listening
rooms (tape or record),

I have the record at home: I listened to it there.

I listened to it where I room (dormitory, fraternity,
sorority, rooming house, apartment, etc.).

Other.
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AUDIO EXCERPTS FCR LISTENING TEST BASED
ON HAYDN'S 101st (FOURTH MOVEMENT)

1
Group Excerpt Number Measure Numbers 1
|
Sample 1* 238-249 (plus 1 beat) J
a 1 66-73 }
2 158-163 (plus 1/2 beat)
b 1* 1-28
c 1 1-8 i
2 189-197 (plus 1 beat)
d 1 138-145 (plus 1 beat)
2 110-118
e 1 1-8
2 62~69
£ 1 1-3
2 131 (with pick-up) - 137 (plus 1 beat)
g 1% 205-217
h 1 180-188
2 271-280
i 1 1-8
2 250-257
j 1% 66-72 (plus 1 beat)
k 1* 1-8
1 1 110-118
2 1-8
m 1* 94-102

*Only one excerpt used
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1}

Group

HAYDN'S 101lst (FOURTH MOVEMENT)

-2 -

Excerpt Number Measure Numbers

1
2
3

1
2
1
2
1
2

N =

1-8
9-19 (plus 1 beat)
94-102

(item 40) 9-19 (plus 1 beat)
164-171
(item 41) 40-47
94-102
(item 42) 189-198
250-257

1-4
220-225
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Mu 112

LISTENING TEST Test Number
on the
Second Movement of
Symphony No. 94 in G Major by Haydn
and the
Theme and Variations Form

- Part A -

Read these directions carefully

In Part A you will answer questions based on recorded
excerpts. During this part of the test, you will be given
time to look over the items based on the recorded excerpts
before you hear the music in order to orient yourself
properly. After you have answered the items, you will
hear the musical excerpts again so that you can review
your responses,

All excerpts are recorded on tape and are spaced at
optimum time intervals to give you sufficient time to re-
cord your response on the answer sheet. Once the tape
has been started, it will not be stopped, so it is important
that you listen carefully because, in most instances, each
excerpt will only be played twice.

Most of the questions in Part A are in the form of
"true-false" items. Every time that true-false items are
presented, you are to answer them in the following way:

If you are confident that the statement is true,
blacken the space numbered "1'".

If you think the statement is possibly true, blacken
the space numbered "2".

If you have no idea about the accuracy of the
statement, blacken the space numbered '3".

If you believe that the statement is possibly false,
blacken the space numbered "4".

If you are confident that the statement is false,
blacken the space numbered ''5".
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As an illustration, a response marked the following
way on the answer sheet means that the student believes
the statement is possibly true (i.e. - he is not absolutely
sure of his knowledge).

il

2 345
Do not make your answers on the questionnaire; rather,
record all vour responses on the answer sheet. Be sure to
erase all stray pencil marks or undesired responses
thoroughly; answer sheets will be scored electronically.

Inportant: 1In order to be called true, an item must
be correct in all its aspects. Therefore, an item which is
partly true and partly false must be considered to be a
false statement.

Caution: It is inadvisable to return to items in any
group of Part A for the purpose of altering your responses
after musical excerpts for succeeding groups of items have
intervened. Your menory for sounds of excerpts for earlier
gsroups probably should not be relied upon for a cue.

The following sample group of excerpts and items
is presented to illustrate the procedure to be followed
for Part A. Answer the items on the answer sheet (1, 2,
and 3) and then compare your responses with the responces
given you afterwards on the tape. After the sample group
is completed, we shall proceed with Part A.

SAMPLE GROUP (true or false) Two excerpts

1. Both excerpts are closely related rhythmically.
2. Both excerpts are closely related melodically.
3. The melodies of both excerpts are identical.

We shall now proceed with the first group of Part A

(Group a). Because we have used items 1, 2, and 3 for the
Sample Group, begin with item 4 on the answer sheet.
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Group a (true or false) Two excerpts
4. The melody of the first excerpt and the melody
of the second excerpt are played by stringed
instruments.,

5. The harmonies (underlying chord structures) of
both excerpts sound the same.

6. The melody of the second excerpt is supported

by sustained chords.
Group b (true or false) One excerpt

7. The rhythm of the accompaniment in the high
volces of the orchestra contrasts with the
rhythm of the melody.

8. This excerpt is in the major mode.

9. The chief feature of this variation is the
rhythric alteration of the theme.

Group c (true or false) One excerpt

(Note: concentrate particularly on the heavy chords
in this excerpt.)

10. The heavy chords are played by the brass instra-
ments of the orchestra.

11. The heavy chords fall on the beat.

Remember answering code:

true (confident)
true (possibly)
no idea

false (possibly)
false (confident)

LN -
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Group d (true or false) Two excerpts

(Note: The excerpts are portions of two separate
variations of the theme,)

12, The first excerpt emphasizes a change in rhythm
of the theme more than a change in the melodic
line of the theme.

13. The second excerpt emphasizes a change in rhythm
of the theme more than a change in the melodic
line of the theme.

14, Both of the excerpts are variations of the same
gsentence of the theme.

1

Group e (true or false) Two excerpts

(Note: The first excerpt is the first phrase of the
theme and is played only to help you keep it in mind
as you answer the questions. The questions have ref-
erence to the second excerpt.)

L

15. Most of the melodic line of the second excerpt
follows a chord pattern (arpeggio) rather than a
scale pattern,

16. Portions of the second excerpt are related to
the rhythmic structure of the theme.

17. The seccond excerpt is a part of one of the variations
of the theme.

Remenber answering code:

true (confident)
true (possibly)
no idea

false (possibly)
false (confident)

B wNhH=
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Group f

18.

19.

20,

Group g
21.

22.

23.

Group h
24,

25,

26.

(true or false) Two excerpts

Both ezcerpts are from the same variation of the
theme.

Both excerpts are variations of the same sentence
of the theme.

Each excerpt has only two separate melodic features.

(true or false) Two excerpts

The second excerpt is in the same mode as the first
€xcerpt.

The second excerpt has the same melodic contour as
the first excerpt.

The second excerpt is a variation of the first
excerpt.

(true or false) Two excerpts

Both excerpts are variations of the same sentence
of the theme.

The second excerpt is a rhythmic variation of the
theme.

The second excerpt features contrasting melodic
lines.

Remember answering code:

LMEHwNn =

true (confident)
true (possibly)
no idea

false (possibly)
false (confident)

-~ TURN PAGES QUIETLY -
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Group i (true or false) Two excerpts

(Note: The first excerpt is a portion of the theme.
The second excerpt is a portion of a variation.)

27. Haydn's gcheme for this variation of the theme is
to repeat each note of the theme four times.

28. 1In the second excerpt the accompanying rhythmic
figures are played by woodwind instruments.

29. The second excerpt is in the minor mode.

Group i (true or false) Two excerpts

30. The rhythm of the ascending motives of the phrases in
both excerpts is a sharp contrast to the descending
motives.

31. In both excerpts, there is an off-the-beat stress
played by the lower voices.

32, Both excerpts are in the minor mode.

Group k (true or false) One excerpt

33. The woodwinds play in unison rather than in harmony
with each other.

34, Even though each of the scales does not begin on the
same pitch, they are major scales.

Remember answering code

true (confident)
true (possibly)
no idea

false (possibly)
false (confident)

W8 BN e
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Group 1 (true or false) One excerpt

35. The main melodic feature in the high voices of the
orchestra is a series of descending scales.

36. Even though each of the scales does not begin on
the same pitch, they are major scales.

Group m (multiple choice) Two excerpts
(Note: Both of the excerpts are taken from one of the
variations of the second movement of Haydn's Symphony

No. 94. Choose the correct response from the following
five choices.)

37. The only difference between these two excerpts is
that in the second excerpt:

1. the horns play sustained tones and arpeggios.

2. the double basses have been given a series of
tones following the pulse of the meter.

3. the flute part in the first excerpt has been
omitted.

4. All of the changes in the three responses above
occur in the second excerpt.

5. None of the changes in the three responses above
occurs in the second excerpt.

Remember answering code for true-false items:

true (confident)
true (possibly)
no idea

false (possibly)
false (confident)

N whe=
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Group n (nultiple choice)

Directions: In each of the items below (38-42), you
are to identify the instrument which plays the orchestra
excerpt. However, you are to decide which instrument
plays only the melodic line identified for you (from
the excerpt) by the piano. The piano will play only
the melodic line for you first so that you will be sure
to know the part to which reference is being made.
Immediately following, the orchestra excerpt will be
played. From the list below each item, choose the one
you believe to be the correct response and blacken the
corresponding number of that instrument on the answer
sheet. Only one of the choices offered is correct: do
not make more than one response to each item. Each
piano and orchestra reference will be played twice

to give you sufficient time te respond.

38, The one instrument which plays EXCERPT ONE is:

l. flute
2. oboe
3. clarinet

4, bassoon |
5. wviolin

39. The one instrument which plays EXCERPT TWO is:

l. flute

2, oboe

3. clarinet
4, bassoon
5. violin

40. The instruments which play EXCERPT THREE are:

1. flute and clarinet
2. bassoon and oboe
3. violin and flute
4, flute and oboe

5. oboe and clarinet
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41. The instruments which play EXCERPT FOUR are:

upper strings and lower strings

flutes, oboes and clarinets

horns, lower strings

flutes, oboes, bassoons, upper and lower strings
oboes and lower strings.

UV &=
L]

42. The instruments which play EXCERPT FIVE are:

oboes
flutes
violins
bassoons
clarinets

Vi W=
[ ]

Group o (multiple choice)

Directions: A simple, short theme will be played for
you. Following the theme, for each of the three items
below, a different variation of the theme will be
played. Your problem is to determine what dimension
or dimensions of the music has (have) been varied in
each case. For each item, the theme will be played
once, followed by two playings of the variation.

There is only one correct answer in any one variation
so select just one response for each item.

Remember, the theme will be played for you once to
acquaint you with its basic structure. Then, for
each item below the theme will be presented again
followed by two playings of the variation. Select
your response from the list of choices below each
item and blacken the corresponding number on the
answer sheet.

43. The basic feature of the theme which has been
varied in the FIRST VARIATION of the theme is
(select one response only):

1. melody

2. mode

3 rhythm

4, melody, mode and rhythm
5. melody and mode
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44.

45.

The basic feature of the theme which has been
varied in the SECOND VARIATION of the theme is

1.
2.
3.
4.
5.

(select one response only):

melody

mode

rhythm

mode and rhythm
melody and mode

The basic feature of the theme which has been varied
in the THIRD VARIATION of the theme is (select one
response only):

melody

mode

rhythm

mode and rhythm
melody and mode




- Part B -

Multiple Choice

Directions:

Select the best answer to the items and blacken the space
under the number on the answer sheet corresponding to the
number of the answer you select. When you have finished
this part, please remain in your seat until the end of the
period., It is not advisable to return to Part A to review
your answers because your memory of the musical cues
probably is faulty. However, you may review Part B.

Don't guess wildly on this part of the test. If you don't
know the answer, do not respond. On the other hand, if
you are able to narrow the choices to two (i.e. - you

are certain that the best answer is one of those two),

it may be profitable for you to guess. In other cases,
the odds may be against you.

46. In a theme and variations design, does an introduction
to the composition play an important role?

1. Yes, because the introduction exposes short sketches
of the kinds and characters of the variations to
be expected.

2. Yes, because the introduction is the statement of
the theme, it is a vital part of the complete pattern.

3. No, because it is simply a section in order to make
a smooth transition from one movement to the variations
movement.

4. No, because it is not uniquely a critical feature of
the pattern, although it is important musically.

5. Yes, since the introduction contains the basic plan
in miniature for the entire pattern to be followed
as the work unfolds.




47. Which of the following patteins is MNOT in the binary form?

l. ABA
2. AAB
3. ABB
4. AABB
5. ABAB

48. A basic difference between the ‘concept of development
and variation in a musical composition is that in a
development a new pattern may be created from a figure
or motive of the theme whereas a variation is normally:

1. a combination of more than one figure from the theme
presented in a contrapuntal texture.

2. a melodic ornamentation of thematic material.

3. a combination of thematic and bridging material.

4., a new pattern created from a musical idea based on
contrasting melodic structures not related necessarily
to the theme.

5. anr alteration of the complete theme.

49. The basic purpose for working from a central theme in a
“theme and variations' design is to:

1. establish unity.
2. maintain a supporting line for the harmomnic structure.

3. develop a contrasting dimension to balance against
the variations.

4, present a simple but beautiful melody to help the
listener find a melodic pattern.

5. present a melodic introduction for the variatioms.
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50.

51.

Your program lists a symphony to be played which was
composed by a contemporary of Haydn. The work is entitled
Symphony No. 2 in C Major. The fourth movement is in

a theme and variations design. Which of the following
situations would be most probable concerning the fourth
movement ?

1. The theme is in a major key closely related to C
Major: the variations are pitched in randomly
selected major keys.

2. The movement is in a minor key. The variations
will probably be in a minor key also.

3. The theme is in C Major: one or more of the varia-
tions could be in another key or mode.

4, The theme is pitched in G Major, the dominant of
C Major. Variations are pitched in C Major.

5. The theme is pitched in g minor (dominant minor of
C Major) and the variations are pitched in closely
related minor keys.

1f a printed program for a concert 1listed a composition
entitled Variations on a Theme by Bach by Johann Pizzicato,
you would know that:

1. Bach probably wrote variations on the theme but
Pizzicato had written new ones to replace Bach's
originals.

2. Pizzicato built the variations on a theme which he
had composed in the style of Bach.

3. Bach composed the theme and the wariations: Pizzicato
had orchestrated (scored) it for this particular
concert.

4., Bach and Pizzicato collaborated on the work.

5. Bach composed the theme: Pizzicato had composed the
variationz based on the theme.
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52. Ornamenting a theme is a form of variation. Of the
following, which would most likely be the changes
employed to accomplish this? |

1. Harmonic alterations.

=

P
e
N

[ ]

4 — ' " x‘{{l S

Melodic changes

3. Orchestration modification

234

4. Key change

5. A combination of all the above.

53. Which of the following would probably be the most
important consideration for a composer to heed in order
to decide how many variations to compose in a theme
and variations design?

L S

i

Symmetry of the total form.

M
3oy

=

L

2. The amount of time it takes to perform the work

—
w

Whether or not the composition is a part of a larger
work.

1
J

i
¥

The number of instruments in the orchestra.

5. The skill of the composer.

L —

54. Which of the responses below best fits the kind of
preparation you made for this test (Haydn's S4th Symphony
in G Major, second movement)?

1. I didn't listen to the composition at all

2. I listened to the composition in one of the listening
rooms (tape or record).

3. I have the record at home: 1 listened to it there.

4., I listened to it where I room (dormitory, fraternity,
sorority, rooming house, apartment, etc.).

5. Other

- le6l -
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AUDIO EXCERPTS FOR LISTENING TEST BASED
ON HAYDN'S 94th (SECOND MOVEMENT)

Group Excerpt WNumber

Sample 1
2
a 1
2

b 1%
c 1*
d 1
2
e 1l
2
f 1
2
g 1
2

h 1l
2

i 1
2

j 1
2

k 1*

1 1*
m 1l
2

*Only one excerpt used

- 162 -

Measure Numbers

1-4
5-3

1-4
145-148

715-82
107-114

75-82
115-122

1-4
70-74

33-36 (plus 1/2 beat)
41-44 (plus 1/2 beat)

1-4
49-52

75-82
83-90

1-8
75-82

115-118
119-122

91-98
57-60

91-98
99-106




= oW

HAYDN'S S4th (SECOWD "1OVEMENT)

-2 -
!
ﬁﬁ Group LExcerpt Number “Measure Numbers
n 1 75-78
iﬁ 2 41-44
3 83-86 (plus 1 beat)
4 49-52
ﬂ 5 57-60
o A simple four-measure theme followed by three
- variations based on the theme were the audio
g@ cues for this group. (These were constructed }

specifically for the item; they were not excerpts
from Haydn's symphony.)

ﬂ ]
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SCORING KEY

for test on Theme and Variations
and second movement of llaydn's 94th Symphony

Alternative
l 2 3 4 5

Alternative
l 2 3 4 5
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Mu 112

’% LISTENING TEST Test Number
on the
First Movement of
,% Symphony No. 40 in g minor by Mozart
and the
Sonata~Allegro Form

Read these directions carefully

In Part A you will answer questions based ou recorded

-Part A- 1
[ﬂ excerpts. During this part of the test, you will be given |

time to look over the items based on the recorded excerpts
before you hear the music in order to orient yourself properly.
| After you have answered the items, you will hear the musical
B excerpts again so that you can review your responses.
I

v All excerpts are recorded on tape and are spaced at
{ optimum time intervals to give you sufficient time to record |
' your response on the answer sheet. Once the tape has been |
\ started, it will not be stopped, so it is important that

i you listen carefully because, in most instances, each excerpt ‘
L will only be played twice.

R Most of the questions in Part A are in the form of 'true-
| false" items. Every time that true-false items are presented,
you are to answer them in the following way:

—

1f you are confident that the statement is true, blacken
the space numbered "1".

If you think the statement is possibly true, blacken the
space numbered '2",

I1f you have no idea about the accuracy of the statement,
blacken the space numbered ''3".

= s

If you believe that the statement is possibly false, blacken
the space numbered "4",

L

1f you are confident that the statement is false, blacken
the space numbered "5".
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As an illustratlon, a response warhed the following way ou
the answer sheet means that the student believes the statement
1s possibly true (i.e. he is not absolutely sure of his knowledge):

W

12345

Do not make your answers on the questionnaire: rather,
record all your responses on the answe* sheet. Be sure to erase
all stray pencil marks or undesired responses thoroughly: answer
sheets will be scored electronically.

Important: In order to be called true, an item must be
correct in all its aspects. Therefore, an item which is partly
true and partly false must be considered to be a false statement.

Caution: It is inadvisable to return to items in any group
of Part A for the purpose of altering your responses after musical
excerpts for succeeding groups of items have intervened. Your
memory for sounds of excerpts for earlier groups probably should
not be relied upon for a cue.

The following sample group of excerpts and items is presented
to illustrate the procedure to be followed for Part A. Answer
the items on the answer sheet (1, 2 and 3) and then compare your
responses with the responses given you zfterwards on the tape.
After the sample group is completed, we shall proceed with Part
A.

SAMPLE GROUP (true or false) Two excerpts

l. Most of the first excerpt includes a larger number of
instruments of the orchestra than the second excerpt.

2. The excerpts differ in that they are played at different
dynamic levels.

3. The first excerpt and the second excerpt represent
different parts of the main theme.
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We shall now proceed with the first group of Part A (Group a).
Because we have used items 1, 2, and 3 for the Sample Group, begin
with item 4 on the answer sheet.

Group a (true or false) One excerpt

4. The strings enter first: they are joined by woodwinds
for the remainder of the excerpt.

5. The melody line features an ascending progression of
tones.,

6. Woodwinds play alone at one part of the excerpt.

Group b (true or false) Two excerpts

7. The first excerpt is in the major mode, the second is
in the minor mode.

8. The two excerpts have the same key center.

Group c (true or false) Two excerpts

9. The rhythmic patterns of the accompaniment to the
melodies of both excerpts contrast with the rhythiic
patterns of the melodies themselves.

10. Both excerpts are in the minor mode.

Remember answering code:

true (confident)
true (possibly)
no idea

false (possibly)
false (confident)

WU & W N
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Group d (true or false) Two excerpts
(The first excerpt is the first phrase of the main theme
played by the piano. The reason this is played first is
to be sure you have in nind the melody of the main theme. ,
The second excerpt is played by the orchestra. Questions
11, 12, and 13 refer to the second excerpt only.)

11. The melody of the second excerpt has the same rhythmic
pattern as the melody of the theme.

12, The second excerpt is a part of the development section.

13. There is more than one rhythmic idea in the second excerpt.
Group e (true or false) Two excerpts

1l4. Both excerpts are in the minor mode.

15. The central rhythmic ideas of both excerpts differ.

1l6. The melodic structure of the second excerpt features
a general pattern of scales and arpeggios.

Group f (true or false) One excerpt

17. The excerpt comes from the exposition section of the
movement.

18. (This is true: there is a sustained sound which extends
throughout most of the excexpt.) True or false: the
sustained sound is played in unison by the instruments
on one pitch rather than as a chord.

19. The excerpt is shaped in the form of a dialogue between
two groups of instruments each using the SAME FRAGMENTS
of the main theme.

Remember answering code:

true (confident)
true (possibly)
no idea

false (possibly)
false (confident)

VB o N
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Group g
20,

21.

22,

Group h

23.

24,

25.

Group i

26.

27.

28.

Remember

(true or false) Two excerpts

Both excerpts are in the major mode.

The same instruments carry the melodic line in both
excerpts.

The rhythm of the ACCOMPANIMENT to the melody line in
both excerpts is the same.

(true or false) Two excerpts

The first excerpt is in the minor mode: the second

excerpt is in major.
Sustained chords support the melody lines of both excerpts.
The melody of the second excerpt is the same as the melody

of the first excerpt.

(true or false)- Two excerpts

The melody of the second excerpt is the same as the
melody of the first excerpt even though the excerpts
are in different keys.

The key and mode of the first excerpt remain constant
from the beginning of the excerpt to its conclusion.

The key and mode of the second excerpt remain constant
from the beginning of the excerpt to its conclusion.

answvering code:

(% 0 SR EC I NN

true (confident)
true (possibly)
no idea

false (possibly)
false (confident)

- TURN PAGES QUIETLY
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Group j (true or false) Two excerpts

29. The scoring for both excerpts includes high woodwinds
as well as the upper strings.

30. The contours of the melody line in the first and second
excerpts are shaped in approximately the same way.

Group k (true or false) One excerpt

31. This excerpt features descending scales played in
unison by several instruments.

32. The rhythm pattern of the scales in this excerpt are
built from notes having the same time value.

Group 1 (true or false) One excerpt

the main and the subordinate themes to help you establish

|
|
(This excerpt will be preceded by a few measures from both
them in your mind.)

33. This excerpt is closely related rhythmically to the
main theme.

34. The excerpt is closely related melodically to the main
theme.

35. The excerpt is closely related rhythmically to the
subordinate theme.

36. This excerpt is closely related melodically to the
subordinate theme.

Remember answering code:

true (confident)
true (possibly)
no idea

false {(possibly)
false (confident)

N E-=
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Group m (true or false) Two excerpts

37. The melody of the first excerpt is in a higher register
than the melody of the second excerpt.

38. The rhythm of the melodies in both excerpts is the same.

39. 1In both excerpts, the rapid figures accompanying the
melody line are played by the low strings.

Group n (true or false) Two excerpts

40. The tones in the descending scale pattern of the first
excerpt are in the same rhythm as those of the scale
patterns in the second excerpt,

41, Brass instruments are excluded in the scoring of the
scale passages in the second excerpt.

42. The scale patterns in both excerpts include woodwind
and string instruments.

Group o (multiple choice)

Directions: 1In each of the items below (43-45), you are to
identify the instruments which are playing each excerpt. From
the list below each item, choose the response you believe 1s
correct and blacken the corresponding number on the answer
sheet. Only one of the choices offered is correct: do NOT
make more than one response to each item. Each excerpt will
be played three times. (Remember, select only one response
for each item.)

43. The instruments playing EXCERPT OHE are:

woodwinds and brass.

bassoons, lower strings

upper and lower strings.

. flutes, clarinets, bassoons, upper and lower strings.
. flutes, clarinets, and bassoons.

nsHwh =

Remember answering code for true-—-false items:

true (confident)
true (possibly)
no idea

false (possibly)
false (confident)

GVVEeEWwND =
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44. The instruments playine EXCERPT TWO are:

flutes, bassoons, clarinets, and upper strings.
upper and lower strings.

high woodwinds and strings.

upper strings, brass, and timpani.

clarinets, upper and lower strings, and timpani.

Ut & Wwiv =
L ]

45. The instruments playing EXCERPT THREEL are:

woodwinds and horns.

upper strings, clarinets, and timpani.
woodwinds.

flutes, clarinets, and upper strings.
upper and lower strings and bassons.

nmHwN =
L

- PART B -

Multiple Choice

Directions:

Select the best answer to the items and blacken the space
under the number on the answer sheet corresponding to the
number of the answer you select. WYhen you have finished

this part, please remain in your seat until the end of the
period. It is not advisable to return to Part A to review
your answers because your memory of the musical cues probably
is faulty, However, you may review Part B.

Don't guess wildly on this part of the test. If you don't
know the answer, do not respond. On the other hand, if
you are able to narrow the choices to two (i.e. vyou are
certain that the best answer is one of those two), it may
be profitable for you to guess. 1In other cases, the odds
may be against you.
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46. The sonata form is called a ternary form because:

l. The sonata form normally has an introduction, then
the main body followed by the coda.

~

3

2. The sonata originally had three movements.

3. The main theme is normally cut in a three-part (A B A)
pattern.

4. It has three sections: exposition, development and
restatement.

5. The exposition is in three parts: main theme, subordinate

theme and codetta. 3

47. 1f a composer wasn't particularly skilled at constructing
transition material or bridge passages, his compositions
would suffer in which way?

l. The themes would have less impact.

2. Continuity of movement would be less good.

3. The themes would not blend so well in the context of
the movement.

4. The introductory or closing sections would not be musically
interesting.

5. The listener might have difficulty in determining the
relationship of one theme to another.

48. Suppose an individual purposely composed a work without a
theme or themes. What effect would the performance of
the work have on the listener?

l. The listener probably would be bored because the melodies
would be uninteresting.

o ™ M e e oeew ean gen

2. The listener probably would be bewildered because of
the lack of rhythmic continuity in the music.
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3.

1.

2.

3.

50. If

The listener probalily would find such a work interesting
because it would have many rich harmonies and a complex
orchestration.

The listener probably would be confused because the
welodic lines would be disjunct and lack continuity.

The listener probably would be confused because the work
would have no 'direction'.

New
the

The

The

The

New

49. 1In a sonata form, the listener can identify the development
section

becavse in this portion of the music:

patterns of sound are formed from fragments of
theme(s).

theme(s) is (are) presented in different keys.
music becomes involved and complex.
orchestration is usually more colorful.

themes are usually being presented and developed

to create interesting comparisons of sounds.

you planned to attend a concert where a sonata was listed

on the program, you would expect to hear:

a symphony.

the

first movement of a symphony.

an instrumental composition with more than one movement

a composition for symphony orchestra in four movements.

an instrumental composition in ternmary form.




._v..fv_.ww_.v_.v__w_.—_.—v

51.

52.

53.

In what large sections of the sonata-allegro form might you
find bridge passages?

1. Introduction

2. Restatement

3. Development

4. Could be any of those mentioned above.

5. Could be none of those mentioned above.

Which of the following lettered patterns is the pattern for
the first movement of lozart's 40th Symphony?

l, ABC

2. AABAA
3. ABAC
4, AABA

5. None of these listed is correct.

What is the most plausible reason why Mozart did not use an
introduction to the first movement of his Symphony in g minor?

l. He may have felt it wculd not contribute to the beauty
of the symphony's form.

2. It was not customary to use an introduction in the
sonata-allegro design during llozart's time.

3. The pure form of the sonata-allegro design does not
call for an introductory passage.

4., It would probably be awkward to use an introduction
since the rhythm of the main theme is so well marked.
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54. ‘lhich of the responses below best fits the kind of preparation
you made for this test (Mozart's 40th Symphony in g minor,
.
first movement)?
1, I didn't listen to the composition at all.

2. T listened to the composition in one of the listening
rooms (tape or record).

3. I have the record at home: I listened to it there.

4. I listened to it where I room (dormitory, fraternity,
sorority, rooming house, apartment, etc.).

5., Other.
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AUDIO EXCEXPTS
ON i10ZART'S

FOR LISTENIMG TEST BASED
40th (FIRST MOVEMENT)

N =

[\

W N

*Only one excerpt used

Group Excerpt Number Measure Numbers
Sample 1 14-20
2 227-234
a 1* 44-50 (plus 1/2 beat)
b 1 44-50 (plus 1/2 beat)
2 1-9
c 1 1-9
2 227-233 (with pick-up)
d 1 1-4 (plus 2 beats)
2 147-152 (with pick-up)
e 1 151 (with pick-up) - 159 (plus 1/2 beat)
2 261 (with pick-up) - 267 (plus 1/2 beat)
£ 1* 139 (with pick-up) - 145 (plus 1 beat)
g 1 1-19 (plus 2 beats)
2 165 (with pick-up) - 182 (plus 1 beat)
h 1 44-50 (plus 1 beat)
2 227-233 (plus 1 beat)

1-8 (plus 2 beats)
103-112 (plus 2 beats)

104 (with pick-up) - 112 (plus 2 beats)
160-~163 (plus 3 beats)

88«94 (plus 1 beat)

1-4 (plus 2 beats)
44-46 (plus 3 beats)
95-100




MOZART'S 40th (FIRST MOVEMENT)

-2 -
Group Excerpt Number Measure Numbers
m 1 28-32 (plus 3 beats)
2 198-202 (plus 3 beats)
n 1 254-259 (plus 1 beat)
2 276-283 (plus 3 beats)

258-263 (plus 3 beats)
1-8 (plus 2 beats)
106 (with pick-up) - 112 (plus 2 beats)

W N =
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SCORING KEY
for test on Sonata-Allegro form
and first wovement of Mozart's 40th Symphony

Alternative

Alternative

Subtest

Item 1 2 3 4 5

Subtest*

l 2 3 4 5
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Listening Test

- FORM N - Test Number

Directions: The composition upon which this test is based is
a single movement taken from a symphiony: the
movement is written in a rondo design. Instead
of hearing the whole movement without a break
however, it will be played for you in four
sections as follows:

Section 1 -~ The complete rondo theme (playing time:
approximately 1-3/4 minutes)

Section 2 - The episode (playing time: approximately
1 minute)

Section 3 -~ The return of the rondo theme (playing time
approximately 1-3/4 minutes)

Section 4 - The coda (playing time: approximately
1 minute)

As you listen to the music, respond to the items based
on that particular section of the movement. You will have
time to read the items before the music begins, but it will
be necessary for you to respond during the playing of the
music. When the music for that section is concluded, you
will have time to review your responses.

For all true-false items in Part A and Par: B, respond
in one of the five ways below. Please select the response
which most closely reflects your knowledge of the item in
each case.

If you are confident that the statement is true, blacken
the space numbered '1".

I1f you think the statement is possibly true, blacken
the space numbered '"2",

If you have no idea abaat the accuracy of the statement,
blacken the space numbered "3,

If you believe that the statement is possibly false,
blacken the space numbered "4".
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If you are confident that the statement is false, blacken
the space numbered '5",

JOTE: If an item is only partly true, consider the
statement false. A statement nmust be true in all
its aspects to be considered true.

Part A

Section 1 - The Cowmplete Rondo Theme (playing time: approximately
1-3/4 winutes)

1. The melody of the theme is formed mainly by the use 1
of scalewise or stepuise intervals (as opposed to i
leaps or skips).

2. The meter is triple. 1

3. .lelodic repetition is a feature of this section.

4. There is considerable rhythmic contrast between
parts of the theme.

Section 2 - The Episode (playing time: approximately 1 minute)

5. The theme is in ternary foru. !
|
|

6. In one passage, the melody is treated contrapuntally.

7. There is a rhythmic relationship between the episode
material and the rondo theme (heard in Section 1).

8. The harmonies are mainly minor.

9. ‘ost of the episode 1s scored for full orchestra.

Remember answering code:

true (confident)
true (possibly)
no idea

false (possibly)
false (confident)

(SR S R OUN S o)
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Section 3 -~ The Return of the Rondo Theme (playing time:
approximately 1-3/4 minutes)

10. Contrasting melodic figures often accompany the
melody line of the theme.

ll. A new pattern of sound based upon theme fragments
appears in this section.

[} 12. The meter changes at least once during this section.

? 13. This section is scored for full orchesira throughout.

A’M\

14. Most of the music is in the major mode.

:f;'z;a;;
[
et

Section 4 - The Coda (playing time: approximately 1 minute)

15. After the trumpet fanfare, the orchestra states the
rondo theme.

e -,

H 16. The rondo theme is heard in its entirety in this
[J section.

17. The last few measures of the coda are in the rhythm
of the rondo theme.

18, The coda ends in major harmony.

19. The string section plays a sizeable portion of the
coda alone.

1

Remember answering code:

true (confident)
true (possibly)
no idea

false (possibly)
false (confident)

BN
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Part o

Directions: In this part of the test, smaller excerpts of
the composition will be played. You will be
given time to read and respond to the items
for each group. Please respond to the true-
false items in the same way as you did for
the items in Part A (blacken "1" if you are
confident the statement is true, etc.). Each
excerpt will be repeated once.

Group a (true or false) Two excerpts
20. Both excerpts are in the minor mode.

21. (This is true: each of the melodic figures in the
second excerpt is lower in pitch than the preceding
one.) True or false: the melodic figures in the
first excerpt are arranged also in descending order.

22, The excerpts are closely related rhythmically.
Croup b (true or false) One excerpt
In this group, reference points "A" and "B" will be called out

|
on the tape when the excerpt is being played. The items below
refer to these 'markers" in the music.

23. At "A" the flute, clarinet and upper strings play

the melody: at "B" the flute and oboe play the
melody alone.

24, From "A" to "B" is a phrase: from "B" to the end is
also a phrase.

Remember answering code:

true (confident)
true (possible)
no idea

false (possibly)
false (confident)
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Group C (true or false) Two excerpts

25. The melodies of the two excerpts are rhythmically
very closely related.

26. The first excerpt features the string section: in
the second excerpt all strings are excluded.

27. The rhythm of the accompaniment in the second excerpt
is different than in the first excerpt.

Group d (true or false) Two excerpts
28, (This is true: the first excerpt is a portion of the
rondo theme.) True or false: excerpt 2 is rhythmically
related to the rondo theme.
29. The melody line of the first excerpt is supported
by harmony and the melody line of the second excerpt
is played in unison.

30. DBoth excerpts have the same key center.

Group e (true or false) Two excerpts
31. Both excerpts end on tonic harmony.

32. Each excerpt is made up of an antecedent phrase
and a consequent phrase.

33. Both excerpts are exactly the same melodically.

Remember answering code:

true (confident)
true (possibly)
no idea

false (possibly)
false (confident)

U=
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Group f (true or false) Two excerpts

Excerpt one is a part of the rondo theme as it first appears.
Excerpt two is the return of the rondo theme later in the
composition. In comparison to the structure of the rondo
theme as it is originally presented, in the return of the
rondo theme:

34, there is a change of key.

35. strings play the melody.

36. percussion instruments are added.
Group g (true or false) One excerpt

37. The melody of the trumpet call follows a chordal
pattern.

38. The chords which follow the trumpet call change
harmony more than three times during the excerpt.

39. After the trumpet call, a fragment of the theme is
subtly woven into the chord progression.

Group h (multiple choice) One excerpt

Directions: Your will hear the same thematic fragment repeated
three times in this excerpt. A different set of instruments
plays the fragment each time: you are to decide which group

of instruments plays it each of the three times. This
procedure will be followed:

1. The piano will play the excerpt first and the
fragments will be referred to om "the tape as a,
b, and c. (All accompanying music will be omitted.)

Remember answer code?

true (confident)
true (possibly)
no idea .

. false (possibly)
. false (confident)

(O B S B VLI SO
[ ]

- TURN PAGES QUIETLY -

- 185 -




I
|

3.

NOTE ¢

40.

41.

42,

NOTE :

The orchestra excerpt will be played with the same
references (a, b, and c) called out.

The orchestra excerpt without lettered references
will be played three times.

Only ONE answer is correct for each item. Blacken
the correspcading number for each item on the answer
sheet.

The one group of instruments which plays the fragment
first ("a'") 1is:

upper strings
oboes
bassoons
clarinets
flutes

neswve=
o

The one group of instruments which plays the fragment
second ('b") is:

upper strings
oboes
bassoons
clarinets
flutes

< L]

LW -
o

The one group of instruments which plays the fragment
third ("c¢') is:

1. upper strings
2. oboes

3. bassoons

4. clarinets

5. flutes

You would be ill-advised to alter your responses to
items in Parts A and B: you should not rely on your
memory for the sounds of the excnrpts. Therefore,

it is recommended that you do not review your answers
to statements in Parts A and B.
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Part C

(Multiple Choice)

Directions: Select the best answer to the items and blacken
the space under the number on the answer sheet corresponding

to the number ot the answer you select. When you have finished
this part, please remain in your seat until the end of the
period.

Don't guess wildly on this part of the test. If you don't
know the answer, do not respond. On the other hand, if you
are able to narrow the choices to two (i.e. you are certain
that the best answer is one of those two), it may be profitable
for you to guess.

43. Of the situations listed below, which 1s the most likely
situation to signal the beginning of an episode in a
rondc design?

1. A new pattern of sound.
2. A change of mode and key.
3. A change of key
4. A change of mode.
5. A different orchestration.
44. A composer decides to add an introduction and a coda

to a symphonic movement which he has patterned as an
A ABAB A design. What would the new labeling be?

l. ABBCBCBD
2. A'AABABAC
3. A' AABABATB'
4. no change

5. Depends upon the content in the introduction and the
ceda.
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45, What would be the most probable pattern of those listed

below of a symphonic movement in a ronde design which
had two unique episodes? -

~
da ®

e =,
e e -

AA'"BA'B'A

AABACA

ABCA

Any one of those listed above could be possible.

None of those listed above could be possible.

f 46. In the classic rondo design, which of the following
‘ conditions would be most likely to characterize the

i L.

= £
- [N
L ] L ]

5.

#ooEy
e

second "A" in a AB A B A C D A pattern?

a tendency to weaken the feeling for tonic key
center.

modulation to a new key center.
return to the original key center.
a shift to a new key and mode.

a shift to a different mode.

episode as connection is to:

[P 1
P |

| 1.

]

:‘Q 20
3.

- §

(9]
.

exposition.

} 47. Please complete the following analogy: bridge is to
|
I

restatement.
variation.
digression.

modulation.
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48. Which movement of a symphony written in the 13th century
would most likely be cast in the rondo design?

1. The second and/or third movements.
2. The third movement.

3. The first movement.

4. The second movement.

5. The second and/or fourth movemenés.

49. Which of the following patterns below comes closest to
following the design of the classic rondo model?
1. AABB
2, ABC
3. ABA'CA
4, AA'BC

5. ABCAB

50. An “episode" in a rondo design compares most closely
(in function and placement) to what part of a composition
written in the sonata form?
1. A bridge section.
2. A transition section.
3. The recapitulation.

4. The exposition (the section following the introduction).

5. The development.




AUDIO EXCERPTS FOR LISTENING TEST BASED
ON HAYDN'S 100th (SECOND MOVEMENT)

(FORHM )
Section Measure Number
I 1-55 (plus 1 beat)
11 56 (last 3 beats) - 90 (plus 1 beat)
I1I 92-151 (plus 1 beat)
1V 153 (with pick-up) - end
Group Excerpt Number Measure Numbers
a 1 61-64 (plus 1 beat)
2 70-73 (plus 1 beat)
b 1* 100-111
c 1 1-8
2 37-44
d 1 1-8
2 152-159
e 1 1-7 (plus 1 beat)
2 9-15 (plus 1 beat)

f 1 1-7 (plus 2 beats)
2 92-98 (plus 1 beat)

g 1* 152-166 (plus 1 beat)

h 1* 167-169 (plus 1 beat)

*Only one excerpt used
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SCORING KEY
for follow-up test

Form N

Alternative

Alternative
1 2 3 4 5

1 2 3 & 5 Subtest

Item

Subtest®
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Listening Test

- FORM P - Test Number

Directions: The composition upon which thils test is based is
a single movement taken from a symphony: the
movement is written in a theme and variations
design. 1Instead of hearing the whole movement
without a break, however, it will be piayed for
you in four sections as follows:

Section 1 - The theme and the first variation
(playing time: approximately 5-1/3 minutes)

Section 2 - Variation Two (playing time: approximately
3-1/2 minutes)

Section 3 - Variations Three and Four
(playing time: approximately 1-1/2 minutes)

Section 4 - The coda (playing time: approximately 2 minutes)

As you listen to the music, respond to the items based on
that particular section of the movement. You will have time
to read the items before the music begins, but it will be
necessary for you to respond during the playing of the music.
When the music for that section is concluded, you wili have
time to review your response.

For all true-false items in Part A and Part B, respond
in one of the five ways below. Please select the response
which most closely reflects your knowledee of the item in
each case.

1f you are confident that the statement is true, blacken
the space numbered "1".

. If you think the statement is possibly true, blacken
[( the space numbered '2".

If you have nu idea about the accuracy of the statement,
blacken the space numbered "3".

LR

If you believe that the statement is possibly true,
blacken the space numbered ‘4.

[N i

If you are confident that the statement is false, blacken
the space numbered '5".

- Al
S _
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NOTE: If an item is only parily true, consider the statement
false, A statement must be true in all its aspects to
be considered true.

PART A

Section 1 - The Theme and the First Variation
(playing time: approximately 5-1/3 minutes)

Note: The theme is in two parts. then part two of the theme
begins, it will be called out on the tape. The beginning
of the first variation will also be noted for ycu.

l. The first sentence of the theme is played by strings of
the orchestra oaly.

2. (This is true: in part one of the theme the same key
center is used throughout.) True or false: in part
two of the theme the key center also remalns constant.

3. The tempo of the variation is different (slower or
faster) than the tempo of the theme.

4., The variation is in the same mode as the theme.
5. The variation is based on both parts one and two of

the theme. (Remember: part one and part two of the
theme are called out for you on the tape.)

Remember answering code:

true (confident)
true (possibly)
no idea

false (possibly)
false (confident)

NS W=

- TURN PAGES QUIETLY -

- 193 -




Section

6.

10.

Section

Note:

2 - Variation Two (playing time: approxiuately

3-1/2 minutes)

After the opening sentence is presented, it is immediately
repeated two times.

The tempo of the vaciation is not strict: there are
several ritards (temporary ''slow-ups') and holds.

In several passages, the composer places chords on
off-the~-beat places.

Drass instruments are prominent in the melody of the
first and second halves of the variation.

This variation is a good 1llustration of the use of
contrapuntal texture,

3 - Variations Three and Four (playing time: approximately

1-1/2 minutes)

The beginning of variation four will be noted for you

on the tape.

11.

12,

13.

14.

15.

Variation three is in the minor mode.

Repeated arpeggio patterns accompany the melodic line
in the first part of variation three.

The rhythm pattern of the melodic lines in variations .
three and four are essentially the sane.

(This is true: at the bevinning of variation four,
accompanying chords are played by the low strings.)
True or false: these chords are sustained (held)
rather than "moving'.

All the scales in variation four are ascending rather
than descending.

Remember answering code:

NS

true (confident)
true (possibly)

no idea

false (possibly)
false (confident)

- TURN PAGES QUIETLY -
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Section 4 - The Coda (playing time; approximately 2 ninutes)
16. The coda begins with a French horn solo.
17. A new theme is presented in the coda.

18. There is a development of thematic material in the
coda.

19. The coda is primarily in the major aode.

20. (This is true: at the very end of the coda, a fragment
of the theme is played.) True or false: this fragment
is played by strines.

PART B

Directions: In this part of the test, smaller excerpts of the
composition will be played. You will be given time to read and
answer the items for each group. Please respond in the same
way as you did for the items in Part A (blacken "1" if you

are confident the statement is true, etc.). Each excerpt

will be repeated once.

Group 3 (true or false) Two excerpts

(The first excerpt is part one of the theme)

21, The rhythm pattern of the melody of the second excerpt is

"the same as that of the theme.
22. The second excerpt is based on the melody of the theme.
23. The rhythm of the material played by the accompanying

instruments in both excerpts is similar.

Remember answering code:

true (confident)
true {possibly)
no idea

false (possibly)
false (confident)

N
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Grovp b (true or false) Two excerpts
24. The second excerpt is a variation of the first excerpt.
25. Both excerpts are in the same key.
26. The rhythm of the accompanying figures to the melodies
of both excerpts 1s the same.
Group ¢ (true or false) Two excerpts

27. Excerpt two ends on tonic (or '"key center")
harmony .

28. Both excerpts are in the minor mode.

29, Both excerpts maintain a steady tempo.

Group d (true or false) Two excerpts
30. DBoth excerpts have the same key center.

31. Both excerpt one and excerpt two end on a half
caderce.

32. The rhythms of the accompanying figures to the
melodies of both excerpts are the same.

Remember answering code:

true (confident)
true (possibly)
no idea

false (possitly)
false (confident)

NN -
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Group e
33.

34.

35,

Group f

36.

37.

38.

GrouE g

(true or false) Two excerpts

The harmonies of the sustained chord progressions in both
excerpts are the same,

Both excerpts are orchestrated in the same way.

The rhythuic patterns of the accompanying figures in both
excerpts are the same,

(true or false) Two excerpts
(This 1s true: both excerpts are variations of the theme.)
True or false: the melody line of each variation is structured

in the same way.

The melody line of excerpt one consists primarily of stepwise
intervals (as opposed to leaps).

The woodwind section plays the same figures in both excerpts.

(multiple choice) One Excerpt

Directions: In the following excerpt, the same thematic fragment is

Remember the answering code for true-~false:

played three times in sequence. A different instrument
plays the fragment each time; you are to decide which
instrument plays it each of the three times. This pro-
cedure will be followed:

1. The piano will play the excerpt first; the fragments
will be referred to on the tape as a, b, and c. (All
accompanying music will be omitted.)

2. The orchestra excerpt will be played with the same
reference points called out (a, b, and c).

3. The orchestra excerpt without lettered references will
be played three times.

VW=

true (confident)
true (possibly)
no idea

false (possibly)
false (confident)
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NOTE: Only one answer is correct for each item. Elacken only
one response on the answer sheet for each item.

39,

40.

41.

The
is:

instrument which plays the fragment first ("a')

bassoon
clarinet
flute
horn
oboe

instrument which plays the fragment second (''b')

bassoon
clarinet
flute
horn
oboe

instruemnt which plays the fragment third (''c")

bassoon
clarinet
flute
horn
oboe

NOTE: You would be ill-advised to alter your responses to
items in Parts A and B: you should not rely on your
memory for the sounds of the excerpts. Therefore, it
is recommended that you do not review your answers to
statements in Parts A and B.

- TURN PAGES QUIETLY -~
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PART C

(Multiple Choice)

virections: Select the best answer to the items and blacken

the space under the number on the answer sheet corresponding

to the number of the answer you select. When you have finished
this part, please remain in your seat until the end of the period.

Don't guess wildly on this part of the test. If you don't know
the answer, do not respond. On the other hand, if you are able
to narrow the choices to two (i.e. you are certain that the
best answer is one of those twc), it may be profitable for you
to guess.

42. Below are listed some characteristics of a theme. {lhich is
the most useful as the criterion for a theme meant to be
used as the basis for a theme and variations design?

1. It is simple.
2. It is in a binary form.
3. It is based on familiar folk song material.

4. 1t is "singable".

5. It is contained in a range in which the instruments of
the orchestra sound best.

43. wWhich of these seems to be the most likely structure for the
construction of a coda in a theme and variations design?

1. Introduction of a new theme or themes.
2. A variation of the theme.

3. Restatement of the theme.

4. Development of thematic material.

5. Any of the above icdeas would be useful in structuring
a coda.
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44.

45.

46.

Which of the followirg alterations or modifications would
NOT be usual or acceptable in a variation in a theme and
variations design?

l. The alteration of key, mode and rhythmic structure
simultaneously.

2. The use of strange harmonies.

3. The alteration of mode.

4. The introduction of pew theme.

5. The use of contrapuntal textures.

Which of the following changes by a composer within a
single variation would result in the greatest modification

in timbre?

l. He uses a new and contrasting melodic line pitted against
the melody of the theme to create a contrapuntal texture.

2. He asks for interesting shadings of sound, with a liberal
use of crescendoes, decrescendoes, and sudden dynamic
changes.

3. He shows on the score that the orchestra should make
subtle alterations in the tempo from time to time
(slower and faster).

4. He indicates that the orchestra should change the dynamic
level (the volume).

5. le writes the variation for a different combination
of instruments.

Please complete the following analogy: Theme is to
variation as unity is to:

1., difficulty
2. tonality
3. novelty

4. monotony

5. simplicity
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47. Please complete the following analogy: Theme is to theme
[ and variations desipgn as is to the sonata-
; allegro design.

l. development

¢
[ ——

2. theme
fi% 3. restatement
4, bridge

—]

5. episode

M

48. Assuming we vary the theme in only one way, which of the
following alterations would most likely produce the greatest
amount of variations? (lote: assume that ''listener-
difference'” is kept constant.)

T lg

1. Change of key only.

[\
L ]

Alteration of the wmelody only.

3. Change of mode only.

4. Addition of new supporting harmonies only.

The scoring of the melody for different instruments only.

49. Which of the following structures would a composer most likely
use to make a smooth ‘'connection'' between variations?

= =2 ==
b

1. A consequent phrase

]
it

A cadence.

A modulation.

g
@

4. A bridge.

A codetta.

- o bw
i
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50. What would be the probable reaction of a listener to a
variation which was so remotely related to the theme that
it was not recognizable as a variation of the theme?

l. A strong feeling for unity and contrast.

2. No particular difference: the contrast might actually
introduce a feeling of relief from too much 'sameness".

1 3. A feeling of repose stemming from the contrast.

' 4, A feeling that the conclusion of the composition was
imminent.

-

5. A feeling of confusion and disorder.

v
-

Py

e
ey
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AUDIO EXCERPTS FOR LISTENING TEST BASED
ON BEETHOVEN'S 5th (SECOND MOVEMENT)

*Only one excerpt used

(FORM P)
Section Measure Number
I 1-97 (plus 2 beats)

I1 99 (with pick-up) - 165 (plus 2 beats)

111 167 (with pick-up) - 204 (plus 2 beats)

1v 206 (with pick-up) - 247

Excerpt Number Measure Numbers
1 1-7 (plus 1 beat)
2 167 (with pick-up) - 173 (plus 1 1/2 beats)
1 23 (with pick-up) - 25 ¥{plus ] beat)
2 99 (with pick-up) - 105 (plus 1/4 beat)
1 185-190 (plus 1 beat)
2 167 (with pick-up) - 173 (plus 1 1/2 beats)
1 32 (with pick-up) - 37 (plus 2 beats)
2 23 (with pick-up) - 30 (plus 1 beat)
1 39 (with pick-up) - 47 (plus 1 beat)
2 88 (with pick-up) - 96 (plus 1 beat)
1 99 (with pick-up) - 105 (plus 1/4 beat)
2 106-113 (plus 1/4 beat)
1 128-132 (plus 1 beat)
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Subtest

Alternative
1 2 3 4 5

Item

SCORING KEY
Form P

for follow-up test

Subtest®

Alternative
1 2 3 4 5

Item
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Listening Test

- FORM O = Test Number

Directions: The composition upon which this test is based
is a single wovement taken from a symphony:
the movement is written in a sonato-allegro
design. Instead of hearing the whole movement
without a break, however, it will be played
for you in four sections as follows:

Section 1 - The exposition (playing time: approximately
4 1/4 minutes)

Section 2

The development (playing time: approximately
1 3/4 minutes)

Section 3 - Tie restatement (playing time: approximately
2 1/3 ninutes)

Section 4 - The coda (playing time:. approximately 1 1/2
minutes)

As you listen to the music, respond to the items based
on that particular section of the movement. You will have
time to read the items before the music begins, but it will
be necessary for you to respond durine the playing of the
music. Whzn the music for that section is concluded, you
will have time to review your respounses.

For all true-false items in Part A and Part B, respond
in one of the five ways below. Please select the response
which most closely reflects your knowledge of the item in
each case.

If you are confident that the statement is true, blacken
the space numbered "1",

If you think the statement is possibly true, blacken the
space numbered "2",

If you have no idea about the accuracy of the statement,
blacken the space ce numbered "3".
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If you believe that the statement is possibly false,
blacken the space numbered ''4",

If you are confident that the statement is false, blacken
the space numbered "5".

NOTE: If an item is only partly true, consider the statement
false. A statement must be true in all its aspects to
be considered true.

PART A

. Section 1 - The Exposition (playing time: approximately 4-1/4
minutes)

1. The main theme and the subordinate theme are pitched
in different keys.

2. The main theme and the subordinate theme are in
different modes (i.e. one is in majcr and the other
is in minor).

3. A ritard (i.e. a temporary "slowing up of the tempo')
occurs only in the subordinate theme.

4. (This is true: the exposition is played two times.)
True or faise: the second time the exposition is
played, both the main and subordinate themes reappear.

5. In the last few measures of the exposition, the strings
repeat several times a figure featuring skips of
greater than an octave.

Remember answering code:

true (confident)
true (possibly)
no idea

false (possibly)
false (confident)

Vi N -
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Section 2 - The Development (playing time: approximately
1-3/4 minutes)

6. There is a good deal of contrapuntal writing in this
sectlon.

7. There are times in this section when the orchestra ;
slows the beat temporarily. ;

3. The development section is orchestrated more fully
at the end of the section than at the beginning.

9. Both the subordinate theme and the main theme are
used in the development section.

10. The rhythms are more complex toward the end of the
section than they are at the beginning.

Section 3 - The Restatement (playing time: approximately
2-1/3 minutes)

11. The main theme is first restated by the string section
in unison.

12. The subordinate theme returns in a major mode.

13. There are some bridging or connecting passages in the
restatement section.

14. There are meter changes in this section.

15. Melodic and accompanying lines are mostly smooth and
flowing in style.

Remember answering code: ‘

true (confident)
true (possibly)
no idea

false (possibly) -
false (confident) é

LSNP
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Section 4 - The Coda (playing time: approximately 1-1/2
minutes)

16. The complete main theme is stated in at least ome
place in the coda.

17. (This is true: several times the orchestra plays
large "block' chords.) True or false: these chords
are in the rhythm of material taken from ome of the

themes.

18. The harmonies found in the coda are primarily in
the major mode.

19. Most of the coda is scored for full orchestra.

20. Toward the end of the coda, the rhythms become more |
complicated.

PART B

Directions: In this part of the test, smaller excerpts of the
composition will be played. You will be given time to read and
answer the items for each group. Please respond in the same
way as you did for the items in Part A (blacken "1'" if you
are confident the statement is true, etc.). Each excerpt

will be repeated once.

Group a (true or false) One excerpt

Note: Portions of the main theme and subordinate theme are
played for you first to establish them in your mind. The items .
below refer to the excerpt which follows.

Remember answering code:

true (confident)
true (possibly)
no idea

false (possibly)
false (confident)
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21. ‘fhne rhythm of the main theme is the predominant
rhythm of the excerpt.

22. (This is true: the high strings play a melody at
the same time that a melody is played in the low
strings.) True or false: the melody in the high
strinps comes from the main theme: the melody in
the low strings comes from the subordinate theme.

23. The thematic expansion begins in the major mode,
but changes to the minor mode toward the end of

the excerpt.

Group b (true or false) One excerpt

Note: A small portion of the main theme is played first for

your benefit. Items are based on the excerpt which
follows.

24. The excerpt is in the same key and mode as the theme.
25. (This is true: a variation of most of the main theme

is included in this section.) True or false: the
variation is better classified as a melodic variation

than a rhythmic variation.

26. The melody is played by strings and woodwinds.

Remember answering code:

true (confident)
true (possitly)
no idea

false (possibly)
false (confident)

bt
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Group c (true or false) One excerpt

Note: Again, a portion of the main theme is played for you
first. The items below refer to the excerpt which
follows (taken from the coda). Each of these excerpts

will be played three times.

27. At the very end of the excerpt we hear a fragment
of the main theme.

23. The chords im the coda excerpt follow the beat of
the meter.

29. The chords have off-the-beat emphasis as well as
on-the beat emphasis.

30. When sections of the orchestra alternate in speaking
the chords, the alteration is between the string section
and the woodwind section.

31. The chords are all in major tonality.

Group d (true or false) Two excerpts

The first excerpt is the main theme as it first appears in
the exposition. The second excerpt is the first appearance

of the main theme in the restatement.

32. The theme appears in the same key in both excerpts.

33. The theme is in the same form in the restatement as
it is in the exposition.

Remenber answering code:

true (confident)
true (possibly)
no idea

false (possibly)
false (confident)

nesowkho =
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Group e (true or false) Tvo excerpts

The first excerpt is the subordinate theme as it first appears
in the exposition. The second excerpt is the subordinate theme
as it first appears in the restatement.

34. The melody of the subordinate theme is played in
octaves (instead of unison) in both excerpts.

35. The subordinate theme appears in a different key in
the restatement than it was presented in the exposition.

36. The melody in the exposition is played by strings:
in the restatement the melody is scored for strings
and some woodwinds.

Group f (true or false) One excerpt

ilote: This excerpt will be played three times.

37. The harmonies in this excerpt change more than three
times.

38. The sustained chords which accompany the ascending
scales descend gradually in contrary motion to the
ascending scales.

39. This passage can be considered to be more in the
style of a development of thematic material than
a transition or bridge.

40, Judging by its structure, it is possible that this

passage could come from either the development section
or the coda.

Remember answering code:

true (confident)
true (possibly)
no idea

false (possibly)
false (confident)

N
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Group g (multiple choice) One excerpt

Directions: You will hear the same thematic fragment repeated
four times in sequence in this excerpt. A different set of
instruments plays the fragucat each time: you are to decide
which group of instruments plays it each of the four times.
This procedure will be followed:

1. The piano will play the excerpt first and the order
of the appearance of the fracment will be referred
to on the tape as a, b, ¢, and d (all accompanying
music will be omitted).

2. The orchestra excerpt will be played with the same
references (a, b, ¢, and d4) called out.

3. The orchestra excerpt without the lettered references
will be played three tines.

NOTE: Only ONE answer is correct for each item. Blacken the
corresponding number for each item on the answer sheet.

41. The instruments which play the fragment first ("a'")
are the (only one answer):

1. bassoons 4., oboes
2. clarinets 5. wviolins
3. flutes

42. The instruments which play the fraguent second (''b")
are the (only one answer):

1. bassoons 4, oboes
2. clarinets 5. violins
3. flutes

43. The instruments which play the fragment third (''c')
are the (only one ansver):

. bassoons 4. oboes
. clarinets 5. violins
. flutes

L
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44, The instruments which play the fragment fourth ('d")
are the (only one answer):

1. bassoons 4. oboes
2. clarinets 5. wviolins
3. flutes

NOTE: You would be ill-advised to alter your responses to
items in Parts A and B: you should not rely on your
memory for the sounds of the excerpts. Therefore, it
is recommended that you do not review your answers
to statements in Parts A and B.

PART C
(Multiple Choice)
Directions: Select the best answer to the items and blacken
the space under the number on the answer sheet corresponding

to the number of the answer you select. Vhen you have finished
this part, please remain in your seat until the end of the period.

Don't guess wildly on this part of the test. If you don't
know the answer, do not respond. On the other hand, if you
are able to narrow the choices to two (i.e. you are certain
that the best answer is one of those two), it may be profitable
for you to guess.

45. Ue expect to find the use of variation in a composition
structured in the theme and variations design. Hcwever,
it is not unusual for a composer to use the variation
technique in the sonata form because:

1. 41t has beautiful simplicity.

2. the variation technique is more clearly understood
by listeners.

3. it provides contrasting textures.

4. the sonata form is a modification of the theme and
variations design.

5. it gives the themes new luster.
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46, Of the follouing, which seems to be the most plausible
reason for including a restatement (or recapitulation)

in the sonata-allegro form?
l. To create a contrast to the development section.

2. To return the listener to the key with which the
composition was begun.

3. To give a good balance or pleasing proportion to the
composition.

4, To credte another opportunity for the composer to
show his skill at developing more variation in the
design.

5. To pull together the dynanic forces of harmonic, rhythmic
and melodic manipulation as well as orchestration to
bring the work to a forceful conclusion.

47. The term “'sonata-allegro' in describing the form of a
composition implies which of the following specific factors?

1. Instrumental music in a fast tempo.

2. Instrumental or choral music in a multi-movement
structure.

3. Music with more than one theme and a rapid tempo.

4., A major (large) composition with or without an
introcCuction and coda.

5. A composition for solo instruments or group of
instruments in four movements or less.

48, Of the following, which seems to be the most plausible
reason why, in the evolvement of the sonata-allegro
design, two themes have come to be used instead of one?
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49.

50.

5.

To maintain listener interest.

To insure that enough material was available from which
the composer could make new patterns and designs.

In order to build more melody into the sonata allegro
design.

To "set off" the main theme on a background of
different material.

To increase the likelihood that contrasting keys
could be used throughout the work.

Perhaps the most difficult of the sections in a sonata-
allegro design for the listener to follow, at least in the
first few auditions, is the development sections. Why is
this the case?

1.

2.

3.

5.

The order of presentation of thematic material is
usually reversed.

It is usually longer and the listener has more to remember.

More instruments of the orchestra are used by the
composer in this section.’

The development section is in the middle of the composition
and the listener may have a hard time remewmbering the
themes.

It is difficult for the listener to know what forms or
patterns will emerge.

Please complete the following analogy: Tonic kev is to
exposition as distantly-related key is to:

coda
development
restatement

introduction

bridge




AUDIO EXCERPTS FOR LISTENING TEST BASED
OJ BEETHOVEN'S 8th (FIRST 'MOVEMENT)

(FORH4 0) |
ﬂ Section Measure Number 1
. 1 1-103 (plus 1 beat) |
11 104-189 (plus 1 beat) J
. III 190-300 (plus 1 beat) ]
'ﬁ 1V 301-373 1
' Group Excerpt Number Meagsure liumbers
l a Main Th. 1-3 (plus 1 beat)
Sub, Th, 38 (with pick-up) - 41
Excerpt 168-175
I b Main Th. 1-3 (plus 1 beat)
Excerpt 323-332
' c Main Th. 1-3 (plus 1 beat)
| Sub. Th. 38 (with pick-up) - 41
. Excerpt 360-373
I d 1 1-11 (plus 1 beat)
2 190-196 (plus 1 beat)
! e 1 33 (with pick-up) - 45 (plus 1 beat)
2 235 (with pick-up) - 242 (plus 1 beat)

£ 1* 311-320

g 1* 120-123 (plus 1/2 beat)

*Only one excerpt used




SCORING KEY
for follow-up test

Form O

Alternative

Alternative
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PREFERENCE FORM

Music 112

Name Date
" Instructor
1. Die Moldau (Smetana)
2. 94th Symphony, 2nd movement (Haydn)
3. Romeo & Juliet (Tschaikowsky)
4. 10l1st Symphony, 4th movement (Haydn)
5. Scheherazade (Rimsky-Korsakoff)
6. 40th Symphony, lst movement (Mozart)

DIRECTIONS: For each possible pair (see below) of the compositions
listed above, circle the letter of the one you like the better of
the two. Some preferences will be easier to state than others; in
such instances, circle the letter of the one you think you like
the better, even though it may be an impulsive choice. (You have
all had the opportunity to listen to these six compositions

during this semester.)

NOTE: If you have not listenecd to all the compositions listed
above, please circle the number(s) preceding the name of
the composition(s).

1. a. Die Moldau 9. a. 94th Symphony
b. 101st Symphony b. Die lMoldau

2. a. 94th Symphony 10. a. 94th Symphony
b. 40th Symphony b. Scheherazade

3. a. Scheherazade 11. a. Scheherazade
b. Die Moldau b. Romeo & Juliet

4. a. 94th Symphony 12. a. 40th Symphony
b. 10lst Symphony b. 101lst Symphony

5. a. 101st Symphony 13, a. Romeo & Juliet
b. Scheherazade b. 101st Symphony

6. a. Die Moldau 14. a. 40th Symphony
b. 40th Symphony b. Romeo & Juliet

7. a. 94th Symphony 15. a. Romeo & Juliet
b. Romeo & Juliet b. Die Moldau

8. a. Scheherazade
40th Symphony
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LETTER OF TRAMNSMITTAL
FOR QUESTIONMAIRE

May 19, 1967

Dear

In behalf of the music department, please accept my thanks
for the help you gave us 1n our evaluation of the program tapes
in Mu 112 this semester. The time you spent on reading and
listening to the experimental materials has been much appreciated
by the department. We sincerely hope that the learning experience
has been of value to you too.

It will te very useful for us to obtain your opinions
regarding the value of the programed €ext-and-tape approach
to preparing your outside listening assignments. Won't you
piease fill out the =nclosed form and mail it in the addressed,
stamped envelope? You need not sign your name; anonymity will
be preserved. The code number on the sheet is for purposes of
analysis only.

You will not need more than five minutes to check your
responses; kindly return the form promptly. Thank you very
much.

Sincerely yours,

Carl B. Nelson
CBN :nm Professor
Enc, Department of Music




QUESTIUNHAIRL

TO BE RETURNED TO:¢ Carl E. Nelson CODE VUBER

Department of tiusic
State University College
Cortland, Hew York

Directions: Please place a check mark in front of the responses

which best represent your opinion of the tape and

tape materials which you used in the tape listening
room.

The wmanipulation of the tapes was: (check one)
a. kasier than using records.

b. Just as easy as using records.
c. liore difficult than use of records.

Did you find the tape and tape materials helpful in
learning to listen to the composition(s)? (check one)

___a. Yes, very much so.

____b. I could have learned as much using records and
other aids.

____c. I didn't learn as much as by using records.

Were the tape materials helpful in teaching you meanings
of words and phrases describing musical sounds and music
terminology? (check one)

a. Yes.

b. No.

c. I don't know.

____ d, Other .

Do you feel that the amount of time you spent using the
tape and tape materials benefited you commensurately?
(check one)

a. Yes, definitely.
b. Probably, yes.

____c. No,
d. I don't know.
e. Other .
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Jas the use of music notation in the text useful? (check one)

____a. Yes, without it I don't believe I would have
learned as much.

b. Yes, it probably helped.

c. I don't think it was a significant factor.

d. It didn't help at all.

e. It was confusing.

|11

Did the tape materials help you to learn to follow tie
orchestra score? (check one)

___a. Yes, they definitely helped.
b. They probably helped sonewhat.
c. They had no effect on my understanding the score.

Were the piano excerpts helpful? (check one)

a. Yes, they helped to point out sounds in the music
music of which I wasn't aware.

___b. Yes, some of the time they clarified points for me.

___c¢. I believe that I could have done as well without thew.

Did you feel that you could adapt the tape materials to
your individual needs? (check one)

a. Yes, I found that the materials were constructed
so that I could repeat or go as fast or slow as I
wished.

b. Yes, although I didn't make any special effort to
use them to suit my particular needs.

C. nO.

d. Other .

Jould you recommend that tape materials such as the ones
you studied be utilized as teaching tools for u 112?
(check one)

a. Yes, by all uweans. They are powerful teaching devices.

b. Yes, some students could profit from them.
c. nNo, records and scores alone are sufficient.
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10. Were the "steps" in the text which accompanied the tapes
suitably arranged for Mu 112? (check one)

a. Yes, they were small and proceeded very gradually;
this is the way the text should be written for
students enrolled in a beginning listening course.

b. Most of the time they were just about right, however,
some of the time they were too small and other times
they assumed too wuch knowledge.

Cc. No, most of the time they assumed too much knowledge
and moved too rapidly.

d. No, most of the time they were too small and proceeded
too slowly.

e. Other .

11. Did you feel that the tape material which you used in the
tape listening room helped you in understanding other
listening assignments or lectures in *u 112? (check one)

a. Yes, I definitely feel there was a carry-over,
or a transfer to my other work.

b. No, I definitely feel the amount of transfer was
negligible.

c. Other .

12. The texts which accompanied the tapes: (check all those
which best reflect your opinion)

a. are interesting.

b. are well-written.

c. include important material.

d. are clear and concise.

e. Other .

T

13,

ar |

he tapes: (check all those which best reflect your opinion) A

a. have clear and easy-to-hear sounds.

b. have important and meaningful references.

c. are technically well-constructed.

d. have little sound distortion or background noise.
e. Otler .

1T

REMARKS: (optional)
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