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Introduetion

That branch of music education variously designated

as Sight-singing, Solfeggio, and Solfege, has for long
vears been subjected to much criticism and has called
forth much heated argument, considerable experimentation,
and a vast number of books of "methods", each purporting
to teach the subject in the best possible way. The
general controversy as to the correct way to teach
Sight-singing is divided into such questions as: What
should be the aim in teathing sight-singing? What is
the nature of the learning proecess involved? At What
age should the subject be introduced? Who should study
it: everyone, or the gifted few? Are the methods em-
ployed justified by the results obtained? Should our
goal be the acquisition of "absolute™ pitch or of
vpalative™ pitech? Which is the better, the #Pixed™ DO
or the "™movable" DO? Should the steff notation be used
from the very béginﬁing or is it better to teach pitch

(or tune), and time first by some other device, such

as the Tonic Sol-fa System? Why use definite nomenclature %

&




:ich is the best system of nomenclature and why? What
are the relative merits of the "Song" approach and the
teéhnical or "Scale® approach?,'etc.

A& person interested in improving the methods and
materials of the teaching of sight-singing will find his
search for answers to the above questions hampéred by the
lack of adequate and reliable information. Much has been
ﬂspoken or written on the subject, from one angle or
“another, but not all is authoritative; that is, one finds
two exponents of the same system differing widely as to
some procedure or some principlé. Some arguments prove
futile because the opponents have failed to define terms
and are arguing from different premises. To illustrate:
one freguently hears someone trained ébroad, usually an
instrumentalist, condemn and deride the methods used in
Anmerican schools, and advocate that the "fixed DO"™ system
of France be adopted forthwith. His arbitrary decision
has not been affegted in the least by such facts as the
important differences in the school systems of the two

countries, nor by the frankly divergent aims in teaching

Solfége in America and on the continent.

What such a searcher for truth needs is a careful
study of the texts and other literature representative
of the opposing views, a study which shall analyze the

aims, the organization of memterial, and the underlying
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3.

pedagogieal principles of each system or methéd. In the
light of such analyses a teacher may more intelligently
defend his own procedure, or justify his choiece of this
method in preference to that, on the basislof its suita-
bility to the needs of his ﬁupils, and its harmony with
the prevailing educational theory. Few examples of such
analysis are available. The literature on the subject con-
sists.largely of apologia for one's own sysfem, or of more
or less specific instructions for carrying out its pro-
cedure. Occasionally one finds an attack on some supposed
weekness in a rival system, with attendant exposition of
the corresponding strength in the writer's own pet method.
While this constitutes one form of critical comparison, it
is too fragmentary and too biased to serve as a just basis
for judgment.

The purpose of this thesis is to elinminate some of the
haziness and lack of understanding, by an analysis of
the methods and materials in general use today, as well as
of some of the newer departures in experimentation., Though
‘the methods or systems sre many, they may bé roughly clag-
sified under three headings: (1)} +those based on ﬁkey
relatiOnéhips” or "tonality", involving a movable "tonic®
or key-tone, ﬁsually'DO; (2) ‘those stressing absolute
pitch as a requisite for musicianship, advocating a "fixed

DO", and minimizing or even ignoring "key relationship®™;

P
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4,
(3) those built on interval sense only. There are also |
numerous adaptations of these three, and combinations of
aspects taken from several sources, these latter being
found especially in the United States. I have limited my
study to the methods used in Englsand, France, and America
because the three groups are thus most clearly typified.
I shall deal with each system separately first, and then
in the last chapter seek to evaluate them in the light
of their avowed or implied purpose, and their apparent
suitability fto such purpose.

The terms Sight-singing, Solfeggio, Solfdge and
Solmisation are frequently used to designate the same
process, although they are not synonymous, and therefore
need to be defined, -

| "Sight-singing” means what the name says: singing
at sight. "At sight", however, is interpreted in various
gquarters to mean anything from "first sight™ to a chance
to look the music over, and prepare the more difficult
places mentally or audibly.

*Solfeggio, properly speaking, consists of singing‘
whilst naming the notés and beating the time.“l "Solfeggio.
is a musical exercise for the voicé upon the syllébles
forming the Guidonian Hexachord, plus SI."2

"The study of the elementary rules of music and

I.” Lavignae, E.” Tusicael Education, p. 2
2. Groves Dictionary oi Music, Vol. IV.,, p 497




their application through the voice by Solmisation
constitute what is called Solfége."3

"Solmisation is the art of illustrating the con-
struction of the musical scale by means of syllables, so
associated with the sounds of which it is composed as to
exemplify both their relative proportions and the functions
they discharge as individual members of a system based
upon fixed mathematical principles."4

I shall uée the term Solf%ge throughout this thesis
as being the term to which each of the systems t0 be

discussed can most readily subscribe.

3. Trotin, ChTistIne.” Rey To MusTeTamship ~ ~ ~ — —
4. Groves Dictionary of HMusic and Musicians, Vol. IV,p.499
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CHAPTER X
Historical Sketch

:;ncfe Johaﬁnes

Phus did the choristers of 770 A.D. entreat St. John the
Baptist to preserve their voices from hoarseness. This

hymn, written by Paulus Diaonus, has by eurious coincidence

come to be considered the origin of our syllables used in

solmisation or SGIfége. This connection with music theory

was made some two hundred years later by a monk, Guido

dtAregzo.

Guido had evolved a new-theory as a basis for musie,

T.” Waumann, E. History of Music, vol, I, p. 0~~~ 7
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_ the chief element of which was called the Hexachord, in

contradisinetion to the Greek Tetrachord., This system,
_which had so long been the basis for all musical theorigz=
ing, was built up on a pattern eof four tones, having a
hemitone between 1 and 2, and whole tones beitween 2 and

3, 3 and 4, ‘This proportion was preserved when changing

_from one tetrachord to another by the proeess}known as
‘mutation, The four tones were known by certain syllabic
names which I am able to find only in Greek letters. But
it 1s quite evident that solmization was used by the
Greeks for the saume purﬁose as it is used today - to show
the mutual relationship between tones. Guido substituted

for the four tones of the Tetrachord a new set of six

tones, 6r the Hexachdrd, and he placed the semitone between
% and 4 instead of between 1 and 2., By mutation (modulae
tion} he extended the range beyond the original Hexazhdrd,
until he had a scale of 20 tones, divided into 7 Hexachorgs.

Through all mutations, however, the pattern must be kept

intact, there must be a semitone (which differs only

slightly from the Greek hemitone)mbetween o and 4 of any
Hexachord. The Hexachord which Eegan on the fourth of the

original hexachord was called the "soft"™ Hexachord, and
that beginning on the fifth was called the "hard™., The

"soft"™ one needed a Bb to keep a semitone in thevproper

%, TWEufieln, F.” EiSt5r¥ S MsTe; Yol.T; 5.7eT0T T T
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ace, while the "hard" one 4id not. RE was the most

f(a) the mutation was most easily made at SOL-RE and

at (b) it is best from LA - called RE-LA, Grove's
‘Bietionarz gives a table of seventeen possible mﬁtations;

Tonality, that is tonie or key relationship, then

3

was the basie principle in the system used by the Greeks
and in Guido's new system. Guido apparentdy discovered

the ceincideﬁee that each half-line of the Hymn %o St.‘Jth

began on the successive degrees of his beaéhord He
realized that this faet could be utilized in teaching his
new theory to others. Accordingly he formed a series of
syllable nemes to name the six degrees, using the flrst
syllable of each line,"as an artifieial aid to pupils of
slow comprehension in learning to read mnsic."4 The
syllables were not at first used as stsessiné any SPecial

3. Grove.” DietIonary « ef'Mn61e “Vol, TV p. 501 T T~
4, Ibid P. 497
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virtue in the matter of voice culture. (See introduetion)
'he advantage of this *movable UP" was tﬁat it ”assists
the learner materiallywby the recégnition of =a éeverning
syllable,-which, changing with the key, regulates the
k,position of every other syllable in the series, ealls
iaﬁtention to the relative proportions existing between the
_root of the seale and its attendant sounds; and, in
§Ointing out the peculiar characteristies of each subordin-
*ate menber of the system, lays emphatic stress upon its
connection with its fellow degreas.“s
The origin of the seventh sylléble, SI, or as we call
it, TI, came later (1599%), and the derivation of the

name is a matter of dispute. It is however certain that
Guido could not have included it as that would have ruined
his entire scheme.

The Arabs have been given the credit for the origin
of Solfege; H. G. Parmer, who has done extensive research
in Arebien music finds little to support such a theory,

He says: "In comparing the names of the Arabie notation
With/that of the Buropean Solfeggio, one cannot help being
struck with the phonetic likeness. At the same time o o o
(I have) not seen any other example of the Arabic alphabet
used inxthis sequence for musical notation.”6 He gives
Arebian Minn Fa Sad Lam Sin Dol Re

Guidonian: Mi Fa Sol ZLa (Si) Do) Re

e Gan o . e i o oo ————-—-.—————Etl.——-—-—m—.
5, Groves., p. 501

6. Bitterman. H. R. Organ in the early Middle Ages:
Speculum IV, p. 397+8, 29
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Miss Bitterman feels that it would be more legical to
assume that Guido knew of the solmistic use of the Arabian
letters, and merely used the hymn as a memory device and
'in so doing changed the DO to UP. "Why otherwise should
Guide have selected this particular“hymn and these par-
ticular syllables?" She also quotes as another mnemoni ¢
deviee the distich mentioned by Gerard Vossius as having
been written shortly after Guido's death, to impress the
‘syllables upon the learner's mind:

Cur adhibes tristi numeros cantumque labori?
Ut Relevet HMiserum Fatum Selitosque Labores.” 7

Miss Bitterman seems, however, to ignore the fact that
these syllables were chosgn because they were found on the
six sucecessive steps of the Hexachord,
One other hymn must'be guoted heré, one written by
Arrigo Bolto, and set to music by Mancinelli for the
unveiling of the monument %o Guido, in Rome:8

Util di Guido Regola superna

Mlsuratrlce facile de* suoni

Solenne or tu u laude a.te stessa intuoni,

Sillaba eterna.

. As has been stated, SI, the seventh tone, was event-
ually added to the original Hexachord and the o¢tave'of 8N
came to be used as the eighth tone to round out the series
and give a feeling of completion. Heny other adaptations

and substitutions have in the course of time been tried,

but only a few have survived. UT was changed to DO in

_.—-——.-———--——--—-——__—..—— —— e - o

8. *Ibid. p.
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many instances, probably hecause 1t is so much easier %o

sing with good vocal effect. France, hoWever, still re=-
;tains UT, In Naples DO came to be used as the tonic only
Lo major keYs. Minor“keys began on RE, and FA was used
és an aeccidental flat, YI as & sharp. In England for
long years only MI, FA, SOL, LA were used for voecalizing
~éll sorts of songs.,.

| ‘These systems appear to us very confusing, not
ksufficiently clear to a learner, and Durante of Naples
kévidently shared the views of some of us moderns: When
‘éertain of his pupils puzzled over a difficult mutation,
he cried, "Only sing the syllables in tune and you may

: 9
name them after the devils if you like."

Other syllabic schemes, intended as vocalises rather
than for any definite feeling of tonal relationships, have

been tried from time to time. In the Netherlands, Walraent

{1517-1635) introduced "Bocedisation": Be, ce, di, ga,

lo, ma, ni; These were later called "Voces Belgicae', In
Stuttgart Daniel Hetzler (1576=-1635) taught"Bebisation®:
La, be, ce, de, me, fe, ge, Graunn (1701-1739) devised a

gseries still used in certain volumes of voeal exercises:

Do, me, ni, po, tu, la, be, Today the Seol-fa syllables

are not thought of nearly as much in their role of vocalises,
as they are in a more or less successful method of sight
singing. |

9. “GroveTs pIctitnary. VoIl IV, p- 508~ ~ "~~~ """ ~
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In Paris, during the first half of last century, the
Galin - Paris - Chevd Method came into being. The men for
Jthm it is named were not professional musicians. Pierre
Galin (1786-1871), the first to develop the plan practical-
¥, was a teaeher‘of mathematics at Bordeaux, Aimé Paris
(1798-1886) was trained for law, but devoted his life %o
the music work he loved. He was the originator of the
manual signs and the nomenclature for time values whiBh
are used in the Tonic Sol-Fa system, and later, in a much
 simplified way, in the McDonough—Chevé System in America,
Emile Chevd (1806-64) was a doeﬁor, a brother-in-law of

M. Paris., His "Methode Tlémentaire de la Musique Vocale™
is a complete exposition of the system. These men also
used the principle of tonic relationship. The learner is
taught to refer every sound %o the tonic of the key. A
dot below a number inﬁicates a lower octave, and a dot
above the octave higher; O = rest; a thick dot is a
continuation of the previous sound; varying lengths of tone
are shown by a bar or bars over the figures. This is a
visuél system to which the sol-fa syllables are sung; the
numbers serve only to-keep the relative plécement in mind.
ATter a time the real staff notation is introduced, the
above scheme being intended merely as an introductory and
temporary process. This method was in use in the Communal

Sehools of Paris before the late war. Whether it still
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8 practical I am not able to aseertain, The.system of
using numerals to éhow tonal relationships was advocated
by Jean Jacques Rausseau the previous century, Below
ls a sample of the Galin-Paris-Chevé notation as applied
bo "America", in two part arrangement: |
fr12| 7Tore| s34 | 5721 217 | 1.0
35| 5.99%| 112 | 1.53 | 535 | 3.0
Another name of importance in the progress of music
réading in France is that of Guillaume Louils Boequillon
Wilhem (1781-1842). No exact deseription of his method
is avaeilable but it appears to have been an appliecation of
the "Mutual Instruction" idea (then in vogue in Prance as
a means of economizing on teaching staff) to the teaching
of sight-singing and choral work, M. Wilhem, some times
referred to as Wilhelm, became Director General of Music in
the municipal schools of Paris in 1819, Due to his contag-
ious enthusiasm his influence was far reaching, for, in
addition to the school classes, he conductéd extramural
classes where literally thoﬁsands of the working classes
learned to read music and to partiecivate in choral singing.
The Orpheon, a widespread organization of singing soéieties,
is a result of M. Wilhem's work. In England the same sort
of movement was directed“by John Pyle Hullah {1812-84), to
whom is credited the expression, "seeing with the ear and

hearing with éhs aye."
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The "fixed DO" system im general use in France, and
foundvin @raeticaliy the same form in Italy and Belgiun,
appears 40 have no special originator but is a product of
gradual development. The syllables used are, to be sure,
the Guidonian, but Guido's principle of mutation, always
calling the semitone "MI-FA" at whatever pitch it be found,
is not made use of., DO or UP, is always at ¢ - or C# or
cP as the case may be. LA is A, Ab, or A#, ete., A fuller
discussion of this system will be given in Chapter II,

About 1850 a system that has been transplanted to all
parts of the globe, came into public notice in Zngland.
John Curwen (1816-1880), a nonconformist minister, felt
impelled to devise praétical means to improve the singing
in schools and congregations.' He made use of a scheme
already begun by Miss Elizabeth Glover of Norwich, a scheme
which she had proved very useful in teaching little children.
The main feature was a "Modulator®™, or printed picture of |
a scale, from which tunes were "sol-faed®, Mr. Curwen
elabqrated this rather limited idea into a complete system
of teaching, the central prineciple of which, as the name
"Tonic Sol-fa"™ implies, was key relationship, using the
Guidonian syliables as visible as well as oral symbols.

In order to perpetuate the system and to insure adequate
teaching of 1%, Mr. Curwen in 1863 founded the Tonic Sol-Fa

College, which is a combination of examining body and
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teacherst training institution. The instruction, carried
on by lectures and by extension, in regular as well as
summer sessions, includes not only Solfgge but 21l forms
of Theory, Conducting, etc. The system will be dealt with

further in Chapter IIIX,
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CHAPTER II

Solfege as taught in France

While there is an abundance of evidence as to what

- \ . , .
is taught as Solfege in France, authentic and concrete
evidence as to how it is taught has been difficult to

obtain., Longy-Migquelle says, "The study of notation; the

training of ear and memory; the laws of time; of tonality;

the general principles of musical interpretation, - all per=-
, 1
tain to the study of Solfegzio {or Solfége)"™. Trotin

says, "In France, any child out of Grammar School knows -

thoroughly all the elementary rules of music and sings
; 2
at sight quite fluently.®

None of the texts examined, except Gedalge's

L'Enseignement de la Musigue, give information as to just §

how things are to be done. The authors or compilers appear

to take for granted that, given good materisl, such as they

offer, the method will be self evident. To any one brought

up in the "fixed DO" tradition, that would very likely bve

true, but anyone else would be forced, in absence of more

P B —

I.” Tongy-Miquelle, R.” Principlés of Tusical Theory, p. 1
2, Trotin, Christine. Key to Musicianship
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definite data, to infer methods and procedures from a
study of the nature and sequences of the exercises them-
selves, Attempts to verify such conclusions and inferences
by questioning musicians trained in France have not proven
very helpful, as the persons approached, in addition to
being disiinctly biassed, had not sufficient knowledge of
other systems to enable them to make just comparisons.

v The Official Courses of Study for French Zlementary
Schools have been of great assistance, not albne in giving
authoritative information concerning music study, but in
furnishing such description of the purpose and procedure in
the elementary schools, and of the educational philosophy
underlying the whole orgenization, as to explain to a
large extent why music continues to be taught as it is in
France, and why that method has not gained much ground in
England and America.

When the lower classes were given the suffrage and
lend ownsrship, in 1791, the need arose of preparing the
citizens for their new privileges and respounsibilities.
Since this was feit to be best accomplished through devel-
‘oping the proper knowledge of, and attitudes toward, the
political institutions, a new system of education was
necessary that should be dependent in its purposes and

S

administration upon the civil 8tate. Not until 1833

o amem T e e Sew e e wen emm e e Gws  mmd | GWNS SR dmy  ewwe M dmim e G e e e G S aeaw | e
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did the many attempts result in a lasting system. The
organization that then went into effect consisted of
Elementary Primeary, the minimum for all; Higher Primary,
which was optional, and included no science or classics;
Secondary, which covered the work done in the two others,
was intended for the élite, and considered "so dangerous™
for the poor. Today the Elementary Primary is divided as
follows: preparatory section - age 6-7; lower course,
ages 7-9; middle course, ages 9~11; upper course, ages
11-13, These ages are of course average, butb in any case
attendance is nof compulsory after the age of 16 or after
completion of the middle course, if the child is needed
elsewhere for economic reasons, The great majority of

the people get their education in this Blementary School,
the theory being that full time education beyond this level
should be for the é1ite or selected minority. Scholarships
aid in opening the field of advanced study to the gifted
poor child. The élite receive what corresponds to our
elementary end secondary education in the Secondary Schools.
As fo the place of music in the curriculum of such schools
I find: "Singi?g is‘indulged in from the tenth to the

iy

seventh class,"™ that is for the first three years in school.

5 .
Farrington also states that music is required omne hour per

—-—.—-——-——-_—.—.—.——_-———_—-——-.—.—.‘_—.—_-.-.-—.——__

Z,” Brereton, C. Studies in Foreign Education, p. 89
5, Farrington, F. B. French Secondary Schools
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week, only for the first three years, and that there is an
optional one hour per week for the fourth and fifth years.
For boys® schools no provision is made above the seventh
form (fourth grade), but for girls there is more op?ortunity.
The French system is today the best existing example of

the principle of centralization, due in part to the
Napoleonic tPadition, in part to the widely accepted idea
fthat the administration of government is best conducted by
’eXpertsArather than by lay representatives of the people,
Discipline is accepted as a matter of course, and a love

of orderly organization appearé to the French mind as a
knatural consequence of logical thinking. The aim of the
system is to promote uniformity of quality in education
throughout the country, and national solidarity. This
solidarity is in their opinion best served by centraliza-
tion, and attacks from within and without are thus best
meb.

Since all detail of organization, from the hiring of
the teacher to the selection of subject matter and schedul-
ing of hours, is done by the state or ité delegatéd repre-
sentatives; public opinion has had practically no influence.
Whether or not the pupils are interested does not, or at
"least did not up to very recently, greatly concern either
the teacher of the Ministry of Public Zducation.

The whole system‘is based omn a child psychology not

accepted in England or the United States, The Decree of
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188?_"showed excessive confidence in the so-called
*concentric method, by which, in the vearious courses,

at Successive divisions of a given course, the same topics
reappear with the simple requiresment that they be tﬁeateé
with increasing amplitude.”6 This was open to misunder-
standing, and, it developed, was badly administered.
fAcoordingly one finds in the 1923 révision a rather timid
fattempt to replace the "concentric” with the ffgrogressive™
'idea. Since 1919 a group called "Les Campagnons de
L'Universite Nouvelle" have been agitating for reforms,
and have succeeded in effecting some changes in the New
Regulations of 19283, The courses have been simplified and
shortened, leaving the teacher more chance for freedom in
method, in orgenization and adoption of subject matter to
local needs.,

So much for the organization and general nature of
the French educational system, The next question is what
provision has been made for music instruction within this
‘organization and what 1s its nature.

Up to 1791 music seems to have besn taught either
from the point of view of the needs of the church, or as

a soclal asset, this latter type teking mainly an instru-
mental direction. These two trends are to be expected when.

one considers that education was vholly in the hands of

— e r—— —— S e etwn Gy wmen e v soan

8, Gay, .

O0fficial Courses of Study, p. 48
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the church, and that the pupils were from the privileged-
classes. DBut neither of them fitted in with the obvious
purpose of the new elementary schools; citizenship for
the lower classes. In 1851 én official order reorganizing
the curriculum of the Normal Schools listed among the
subjects to be taught "religious Musie" - whatever that
meant., NNO further deteail is available and music was not
included in a short list of optional additional subjects.
The Law of 1882 provided for instruction in the "elements
of Music", as did the Decree of 1887, which remained in
effect until the New Regulations were adopted in February,
192%, These Regulations assign an hour per week to music
and singing. A distinct ohange'in procedure from that
used earlier seems to have been inauvgurated, to judge by
the comments and instructions throughout the sections
devoted to music. Much more attention is paild to good
singing, to building up a repertoire of song material for
enjoyment as well as to serve as a basis Tor later techni-
cal study. In 1922 M. Chevais, thén inspector of the
teéohing of singing in the schools of Paris, said in
part: “Pupils.learn to0 soon where notes are placed on
the staff; they read too early; they forget ear and voice,
Training of the eye precedes training of the ear. This
method turns its back on common sense, logic, and music,

L * *

These same teachers, to complete the first singing
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lessons in which nobody sings, gives the child some

notions of musical grammar. «+.When he leaves school his
head will be full of notions . which will quickly fly away.
But his ear will not be trained, and he will‘take away
with him the idea that music is difficult,‘complicated,
obscnre."‘l7 Evidently the situation as described by
Christine Trotin and quoted in the first part of this
éhapter does not satisfy M. Chévais as 1t seems to satisfy
her. In the new system which he advocates, by contrast,

much singing comes first, and the technical material,

8till decidedly technical, is introduced by small degrees.

The aim is that the pupil shall have some skill in reading

. )
and Solfege, and a few elementary rules of musical gramuar.

8

"They will leave school with a small equipment of notioms,

but so pleasant to carry, and so precious that they will
never part with it." The more complicated things as taught
to the prospective artist should be omitted. "For you
(elementary teachers) there are few relative values, only

fixed ones. TFor you, and for the school, there is only

one clef, the usual G clef, which need never give way to

any other, Notes will always have the same sound in the

same places® {until the bass clef is introduced in the
upper coursé). "For a long time (preparatory and elementary

courses) there will be only one key, that of C major, with
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‘its aspect of a minor, Later ybu will come to other
tonalities which you will take up with no difficulty at
all."8 |
I shall show the "distribution of lessons® for the
first term of the Elementary Course, and alsoc of the

Middle Course, intended for ages 7 and 9:

ELEMENTARY COURSE:

Intonation: Study of the notes DO RE MI FA SOL.
Second intervals, and the chords DO SOL,
DO MI SOL, SOL DO, (The five notes and their
names are pleced on a staff with large lines
and wide spaces between.)

Oral dictation end vocalizing: The pupils repeat
some short phrases of three or four sounds
sung by the teacher, recognize whether voice

rises or Talls, then sing the notes.

MIDDLE COURSE:
| Intonation: Study of the notes SI DO RE MI FA SOL
LA SI DO RE MI (thet is from b to eg); second
intervels; chords DO SOL, SOL DO, DO MI, Mi
S0L, and the perfect chord. (The'nctes are
written on the staff without their names).
Oral dictation and vocalization: the teacher vocal-

izes short phrases of four or five sounds, the

8., Gay, P.H. & NoTtTelUx, 0. French Alementary Schools
v 0fficial Courses of Study, p. 113
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pupils repeat, then sing the notes.

Signs of duration: half and quarter notes aﬁd cor-
responding rests.

Measure in 2 time.

Reading at Sight: Study on the blackboard of some
measures not presenting difficulties other than
those studied in the exercises of intonation:
first, readiﬁg_of notes on staff; second, read-
ing and beating time; third, singing.

For each term throughout all the courses a short list

9
of suitable songs is added as a guide, these being pre-

‘dominatingly French folk-songs, a few French art songs,
and one Schubert song.

As stated in Chapter I, the system used for neming
the sounds in the "fixed DO". Here the Guidonian syllables
are used, not-to indicate or characterize members of a
key relationship (see definition of Solmisation) but as
names of the pitches that in other countries are usually
known as CDETF G A B; DO, being much more singéble, is
used in place of UT when sol-faing. Trotinlglaims that
UT is used to designate the key of C or the C clef, but
Gedalge and‘others use DO in all places where we would use

the letter C., In the texbts examined the terms Y"diezet®

for sharp, "bemol" for flat, and '"becarre" for natural,
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9.  Gay & MoTtPeux. pp. 247, 248.
18, Trotin, Christine. Xey bo Musicianship, p. 6
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are used, although in at least one inétanee B-and'Bb

are both called SI,liot ST and SI be.mol, as is the general
rule and in another case FA refers to P and F#. If that
scheme were carried out it would mean that LA, for example,
would be used to name 4, Ab, and A#, putting the burden
of deciding which of the three was wanted, on the shoulders
of the reader. I am told on fairly good esuthority that such
is the practise in reading rapid passages, after the pitches
have been thoroughly well learned through the gstudy of
slower moving music. It would undoubtedly make for greater
aceuracy in time values, it being obviousdy impossible to
give a note sung to"RE bemol" for example, its correct timgg
value in relation to other time values. I cannot verify
the above, nor can I find proof that this statement is trué:
that in place of the awkward DO, D6 dieze, etc. syllables
1ike our chromatic series are being used. That is DO DI,
RE RI, etc. This plan too would eliminate the difficulty
in regard to time values, but some arrangement different
from ours would be needed, for we use no MI sharp, DO flat,
TI Sharp or FA flat, Also, since they use SI as the
seventh tone; S0L sharp would need another nanme,

One of the chief aims of Solfége study in France, as
it is with certain groups in this country and elsewhere,

is the &cquisifion of absolute pitch, for which acquisition
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the "fixed DO" is particularly suited. The emphasis on
absolute piteh is probably due to the fact that France
is not & choral nation in the sense that England or Gérhany

are, but her musical development has been for many

generations decidedly instrumental. (Music History
shows no special growth vocally in France during the
long period in which voecal counterpoint flourished in
the Netherlands, Germany, England and Italy. But it
shows great advancement in the instrumental and operatic

fields. Whether this faet is to be counted as a cause

or effect in considering the difference hetween the

English and French points of view on Solfege, I cannot

make up my mind. That it is a significant factor, I am
certain.,)] To insure absolute and immediste recognition
of pitehes the key bf C major is used for a long time‘~
according to the 0fficial Courses of Study’it alone 1is

used to the end of the Tlementary Course. Only a few

tones are btaught at a time, beginning =t middle C.

Another important aim for a well trained musician
is knowledge of all the clefs, and the courses for
children differ as to'how much they should be éxpecte&
to master.of this particular phase of music study. The
Official Courses of Study limits it to the G clef, as T
»quoted avove, while Gedalge very definitely traians for

it very early in his course.
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The analysis of three texts follows. They were all
included in a list of material recommended to me by lme.
Nadia Boulanger of the faculty of L'ﬁbole Normale in Paris,
end also at Fontainebleau. They represent different views,
yet are founded on the same principles, differing mainly
because intended for different groups of students.

T shall first consider Solfége des Solfdges, Volume

la, the first of a series of thirty-four. These exercises
were first cellected and edited.by Danhauser and Lemoine,
and later re-edited and added tc by Lavignac, They include
exercises by men who have written much for this particular
purpose over a period of almost two hundred years, such as
Carulli, Panseron, and Hasse. The book is intended for
beginners, as the opening paragraphs show, though not for
use in the Elementary Schools. There are some pages of
preparatory exercises for intonation, which are to be
"practised exclusively whilst the first chapters of
Rudimehts are being studied; When the pupil can pitch the
notes easily he should be exercised in beating measures
of 2, 3, or 4 pulses, counting these beats instead of nam-
ing or sol-faing the notes® (a metronome is recuired for
this.) ™Trhis first task aécomplishéd with cafe will ensure
great faéility for all that follows; it is besides, for
teachers or mothers of families who commence YOoung

children in this essential part of the art, to direct them
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12

according to their youthful intelligence,®

ATter the intervals have heen taken up in systematic
order, time values are begun, using whole and half-notes
and corresponding rests; then follow the quarter note and
Zuarter rest 1in every conceivable arrengement, always in
Z’meter; likewise the eighth noﬁe'and eighth rest, and
combinations of all these, After fourteen pages of this
the %}'% and %’meters are introduced in rapid succession.,
On pages 22 and 23 the sixteenth hote and the dotted
eighth followed by a .sixteenth are taken up. Pages 24
and 25 introduce g7and %, and the real triplet follows
immediately, in various forms, From page 28 on there is
constant recurrence of syncopations, not, however, in any
very difficult manner. Pages 30 to 37 develop the use of
chromatics, inoludiﬁg C#, D#, F#, Gf, A#, and BD, EP, Ap,Db.
Pages 37 to 41 deal with the scale of & minor, and the
known rhythmic patterns are now used in this new tonality.
The keys of G major, F major, D major, Bbmajor, and their
relative minors take us to page 59, each pair of secales

covering five or six pages, and the exercises becoming

progressively more difficult in rhythmic and melodic patterns.

The exercises have up to this point all been in the G clef,

Now the F clef 1s studied to the end of the book, 15 pages.

— e S v w— o G— oa Wem— e G e men o e

12, Danhauser, A. and Lemoine, L, Solfége des Solféges,
Vol. 1 a, I




29,
The first few exercises are of a simple nature but after:
that they become long and rather complex, involving
changes of key and every possible combination of the rhyth-
mic patterns studied thus far. The exercises on the
following pages (30 and 31) are typical. The first number
is that given them in the book, bhut since that numbering
is misleading due to é curious combination of two series
which is used, I have, by the number in parentheses,
indicated the rank of each exercise in the total number
of 195,

The second text analyzed is Andre G%éalge's

LtEnseizgnenment de. la lusigue. 45 inspector of music

instruction underAthe Ministry of Public Instruction on
the one hand, and professor at the National Conservatory
on the other, M. Gedalge had ample opportunity to see that
the methods or approach that were used with marked success
with older, specially gifted students, were not ak all
suited for yéung children. He felt, however, that if
music were properly taught to classes of smaller children,
notfspecially’selected; as for example in the HElemenbary
or lower ecourse, fhe great majority could succeed., The
approach must be through their own experiences, and they
must be led to formulate for themselves as many of the
rules, and discover as many of the principles as possible.

His agitation for change in the curriculum came

&
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about the same time as that of Les Campagnons, and the

recommendations he made as member of the commission when
the revision of the curriculum was in progress, were very
similar to the changes finally adopted in 1923, This

text, however, differs in many respects from the outlines
given in the O0ffiecial Courses of Study. The latter had to
be Tormulated with the musical ability of the regular
teacher ever in mind, while Gédalge?s method can be taught
well only by a well trained musieiah. It is the outgrowth
of an expérimenﬁ carried on‘from 1917 to 1921, using
several groups of ghildren from 6 to 8 years of age, one

in a comservatory, the others in elementary schools. Only
one of these groups was taught by himself, the others were
taught by the teachers in charge under his guidance., In
one of the Elementary Schools, Saint-Etienne, a systematic
check was made during the second year %o verify the report
of the first year. Such satisfactory progress was obtained
in every case that the method used was developed or
extended to 1nclude all the material usually 1noxuded in
Solfdge. As he says in the preface, his aim is not to

give a new theory of music, nor a new system of notation,
but to apply to the teaching of music the methods and
procedures used successfully in the teaching of other

. 13 . . -
subjects. The work 1s divided into "Lessons™; each

—.—-—-—-—--—-—-—.—.-——.—.-—-———.—-——.—.-—.—.—.-—.——...-—--.-—-——
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"Lesson" contains material grouped in one or several
chapters, each chapter offering subject matter for one or
several’successive courses, The ideas contained within
one chapter are not all intended to be explained (or
developed) at the same point; certain ones should be re-
served for the second or third years of study. The
teacher can easlily make the selection. One should group
under the same rubric all the facts that are related, or
of the same degree of difficulty, on order to avoid the
confusion of too great diversity of material.14 The
author does not insist upon the lessons or ideas being
taught in the order he has used with the exception of the
study of intervals, where the given order should be
rigorously ebserved. It is evident that he bases his book .
on the idea of "concentric'" development. The teacher
brought up in that tradition may be able to "easily make
the selection®, but to the onlooker this method of organi-
zatlon is obscure and confusing.

Although the "fixed DO"™ is the fundamental theory of
the book, the early part is based on the number names of
the scale, and ¥ is placed snywhere on the staff, The
names Tonie, Supertonic, ete. are introduced early, and a
feeling for intervals, such as I, III, is well developed

from the beginning., This interval sense, especially the

.. T T T T S I ]
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seconds, is later used as a guide when difficulties arise

in reading. For example: DO - ST amd DO - SIP
VIII = VIT vV oI

=———— =
' ﬁ Re™ FeSel T &I B ¥ 57 L I YU A0 7o Re t; Fe Sel.

He avoids limiting himself to the key of C major, as other
books usually are, by using no clef sign nor key signature
for é long time after the staff has been introduced. He
merely indicates by Romen numerals the relationship of

the notes usec‘i.l5 This practice, he argues, accustoms

thé pupils to using the staff much more freely than they
otherwise would, and also it prepares the way for the use
of all the clefs that later must be studied.

Many devices which he suggests have long since been

discarded by our schools as faulty pedagogy, such as
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counting on their fingers to impress on the pupils' minds
16
the numerical order of the tones of the scale, or making

then memorize abstract rules by repeating them in unison
several times, ™"in a well modulated voice, and very

17
rhythmically.®

In spite of the fact that both in this text and

”in his recommendations quoted by Gay end Moutreux, he empha-
sizes the inmportance of singing as the basis-for music
study, the examples used are most meager. "Frere Jacques®
and "J'ai du bon Tabac" are used to illustrate the mos?t
diverse phases of rhythm and interval, with only occasional
relief from "J*al descendu dans mon jardin"™ and a few

other nursery and folk tunes, when the tﬁo first named just

cannot be mgde to £it the particular problem. .

S
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When intervals have been well learned the syllables

are introduéed by way of the numerals, and if mistakes
in intonation occur during the sol~faing the pupils must
sing the passage by number, as was indicated sbove. When
the tone quality is not good the exercises are to be sung
on "Ah", Most of the exercises to be sung are centered
about middle C, a practise which appears geuneral Iin the
French solféges, and must indeed be unavoidable because
of the nature of their system, but which is entirély con-
trary to English and American ideas of what constitutes a
suitable range for the child voice. There are many
warnings to be careful of the quality, but the devicé just
mentioned is the only one given.

Rhythm is stressed but not from the si&e of feeling
"how the music goes". The exposition is very mathematical

and the fractional explanation is used before the pupils, in
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my judgment, are sufficiently acquainted with this
arithmetical process. The naming of the intervals is
certainly’taught in a thorough fashion, but also certainly
not in the easiest way compatible with accuracy.l8 In
fact, the language throughout the book is a curious combi-
nation of the academic and technical on The one hand and
the almost childishly simple on the other.

The first intonation exercise is very like that in
"Solfége des Solféges? see g_below.lg Two part exercises

are intoned early, and are not particularly musical;
0

see‘b’belgw,
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From what one ecan learn in the Courses of Study, and
from ﬁ.fGeéalgefs statements, as well as from what one can
infer or read between the lines, the method here advocated
and carefully developed, must be a great stride toward
simpler, clearer, more musical teaching, than was formerly
the-case. But it is still so technieal, so minute, so
synthetic rather than analytic, and ealls for such an
amount of abstract drill, that it could not fit into any
American school systemwith which I am familiar, or which
I could even imagine. Such directions as "do this at
least four times", and"have pupils repeat this until
memorized®™, etc. have been discarded along with counting
on.ones fingers,

There are several American adaptations of the French
system, some of them considerably modified. The one I have
selected for my third illustration of the "fixed DO"™ prin-
ciple seems to have been modified in:terminoclogy only. I%
is "Principles of Musical Theory" by Renéé Longy-Miquelle,
a woman of French conservatofy training, who conducts &
school at Cdncord, Massachusetts, Although the book was
listed as a study of Solfége, it has much more the nature
of a text on general théory, for there is no proviSion
made for experience, but a most complete and technical
exposition of musical fundamentals, from the simplest to

the most complex, is given. The text is illustrated
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iprofusely with instrumental examples of the points

0e}

discussed, snd with ¢

raphic charts and complicated diagrams
that should be useful to the studeﬁt of college or con-
servatory level, provided he has a sufficiently orderly

and mathematical mind.

To quoté the Preface, by Archibald T, Davison, of
Harvard Uﬁiversity, * ,.To yleld its full value, the
material here presented should be suvplemented by work in
solfeggio and music appreciation, for only if supported
by these will the book prove really effective to a student
who wishes to participate in music, or who wishes merely
%o be an intelligent listener. . . . The author of the
book, a musician with long experience as a teacher, has
devoted herself to reconciling the pedagogic vagaries of
our pubiic school systems with the very exact methods of
the French teachers of musical fundamentals, and her o1
observations and efforts heve resulted in this work.”

Music study in France is evidently dominated by
Conservatory methods. That is, even when planning a
course for children of the Tlementary schools, who will
leave school at an age from 12 to 16, the approach is
~distinetly colored by the ideals and practises of Conserva-
tory teachers of solfege, The pupils in Secondary schools
may elect music if tThey are gifted, in which case the goal
is most certainly the Conservatory. The system brings

— — oman  evma  wewo_ wmmm e, o — — ot —
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excellent results from one point of view: ™....a high

_elass of natural talent, developed to the recogunition of

_absolute pitch. The students who enter the Paris
Conservatory are the most gifted persons the country can

, 22 -

 produce.” There is, however, enother side to the picture;

"France, with all her great musical tradition is not

really a singing nation; though she possesses a far more

efficient system of musical training than ours, she puts

so much stress upon the technical side, through mechanical
exercises in solfege that mere accurafe musicg%nship too

often takes the place of a "love of singing".d It seems
pertinent to ask: Why learn to sing at sight except td

enable one to participate in more and betber singing of

good music? I shall leave to the last chapter my coOn=- -
clusions as %o how:sucéedgfully our "pedagogic vagaries®

could be exchanged for the Trench exact methods, in any

but conservatory types of music study.

o7 “0o1s, Samuel W. K Universal Sight Singing Hethod,
M.T.N.hs 1210, p. 150
2%. Davison, A. T. Music Education in America, p. 48
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CHAPTER III

Englandts Tonic Sol-fa 3ys tenm

Tf information seemed difficult to obtain concerning
methods and mateflals commonly used for teaching Solfége
in France, the same canﬂot be said of England. In the
first place, what 11teratuﬂe there is 1s much more acces-
sible, at llbrarles and music dealers, there being some
demand for it in tals country due to the community of
language and of the wmovable DOH," In the second plade,
and of greaner importance, there seems 10 be much more
written on the subject on the elementary school level,
than there was in France, and, after all, it is at that
level we must train them if we wish 1o giive the rank and
file an opportunity to learn music. The greater emphasis
placed by the Tnglish on this phase of music study is
due lar eLv t0 thé choral tradition that has existed in
England since before the days of Blizabeth, when no gentle-
man cared to admit a faulty education by failure tweditably
o earry a part, reading at sight if need be, in the sing-
ing of madrigals around the table, wnwch formed so import-
ant a part of the social 1ife of that day. Music had at
that time, not only this secular support, but sacred music

flourished in the chapéls throughout the land, under the
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generous patronage of the nobility.

This widespread and long lived interest in ensemble
singing, whether in the church service or as a soclal
pastime, demanded great skill and independence in reading,
as the musician of today discovers when attempting to
read at sight some of the sixteenth and seventeenth century
music which has been made available for our use in the
last few years, through the labors of Dr, Terry, Canon
Fellowes, and others. Curwen ascribes their skill to

the use then in vogue of a system much like the Tonic
1

Sol-fa. The singing was done a capella, and even if a
lute were used to fill out a part in the absence of a
sufficient number of singers, as sometimes happened, it
would not in the least serve to aid the others in keeping
their parts, as the piéao too often is made to do in our
day. High ideals as to reading ability were consequently
a part of the choral tradition. The Puritan reaction
dealt a severe blow to all sacréd music and probably even
the secular suffered for a long time., However, interest
in concerted singing has never wholly died out in Britain
and ig distinctly alive today, as the competitions of all
types of choral organizations bear witness,

As in France and the rest of Zurope music study was
in the earlier times the privilege of the few. It was

T.” Gurwen, John. ~Teachers Manual, 2
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taught by the church, for the glory of the church service

or as a necessary soclial accomplishment. When the human-

itarian movement began in the latter part of the eighteenth
century, schools came to be no longer chiefly for the
church, but more and more for the people. Reforms follow~
ed, and music study along with the other subjects received
critical attention., Since music was favored as an element
in educating for patriotism, its notation had to be simpli-
fied as a means of affording every pupil the rudiments of

a musical education, In Germany, Nagell, a desciple of
Pestalozzi, applied the theories of his master to the
teaching of music, and to him came John Curwen from.England
and Lowell Mason from America to learn how itv was done.

John Curwen made use of what he learned in developing the
Tonic Sol-fa system so thoroughly that it is still flourishe
ing. Lowell Masont®s adaptation of the Pestalozzian prianciples
we shall hear of in the next chapter.

The English school system is much more like ours thax
is the French. In any case its organization and general
procedure do not affeét or control the methods and materials
of instruction as we find the»eentralized system of Trance
doing., Although the Tonic Sol-fa system is in general use
throughout England there is much freedom as to how it is
to be used, what material shall be taught, the extent of

instruction, etc. "What shall be taught is now to a large
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extent left to the discretion of the heads of the school
deparfménts, subjecﬁ to thé regquirements of the musical
advisers of the Councils or Boards under which they serve,b
and to the interest or want of it, shown by H.M.TInspeétorS,"
Guidance is available to all who wish it, careful instrﬁc-
tion may easily be had, and seems to be made use of very
generally, but there is no striet compulsion, High ideals
on the part of many teachers, with the choral tradition
and a desire to participate on the part of the learner
probably furnish considerable motivation,

For further explanation of the XEnglish schools and
their music education, I quote Percy Scholes, English music
eritic and educator. ™Like many other things British,
the provision of music education is no organized system,
Its separate parts have grown up independently; each has
its own historieal explanation, and no statesman or educa-
tionist has ever attempted to draw the scattered threads
toge’chc%x:'.":3 He goes on to describe the Elementary School,
where the children of the Working_classes attend until the
age’bf fourteen, Here music has from the inception of the
Elemen%ary school system been recognized as valuable. Class
singing is the type of study most used, but sighit-singing
is included., The work is done by the class teacher and

supervisors were at that time rare. (1914]).
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Pupils intending to go on to higher education may

begin in the Elementary and later continue in the Secondary

schools, or have all their work in the latter. The work

here is much the same as in the Elementary schobl. In

boys' schools mutation too often ends all instruction’in musiec

but in girls'® schools there is more advanced work, especial-

ly since the realization is growing of the need of trained

- teachers, ZExcellent work is done in this connection at

summer and Christmas holiday sessions.

The "Publie Schools", mainly of secondary level, have

for years given careful attention to the excellence of the

service music in their chapels, and many other opportuni-

ties are given the boys for hearing and participating in

the best music, voecal and instrumental, and to study

privately. Class work, however, is comparatively weak, as

the boys come mostly from private schools where the founda-

tlonal ear and voice work has been neglected. The

Universities have high ideals for the service music in

their chapels, and an excellent atwmosphere prevails for

fostering the best nmusical taste and knowledge.

A brief sketch of the Tonic Sol-fa system was given

in Chapter E, but more specific explanations of its

natuge are in order.

The most important idea in its organization is that

of key-relationship. Curwen states it better than I can,

/
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in his Teachers' Manual: "Directly we begin to study the
dGVelopment of Tune, we ha¥e two relationsbips standing
before us and contending for mastery; first, the rela-
tionships of a Tome in absolute pitch, that is simply

and barely as of a certain height or of a certain lowness
in the indefinite scale of possible sounds, or as standing
at a certain interval (as major or minor third, etc.) from
%hat which preceded it; and secondly the relation of a
Tone to a key-tone., A key tone is a sound which may be

a different pitch in different tunes, but which, once
given, picks out for itself from the undistinguishable
mass of possible sounds around it, just those six others
which will either best harmonize with itself, or, differ-
ing from it, will best harmonize with the others, and soO
creates and rules the time. I need only say that to this
key-tone we give the name DOH, the tones that best harmon-
ize with it we call, SOH, FAH, ME and LAH, and those whigéh,
aiésonating with DOH, best harmonize with the rest, we
call RAY and TE.“4 Of'the tfixed DOH'™ he says among other
things: "Indeedvthe fixing of UT or DOH toc an absolute
piteh is éémparatively a very modern invention,. It-seemed
to the French and Italian nations a plan so mechanically
exact and beautiful - to make the names and signs of the

notes correspond precisely with the fingerboard of the
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harpsichord or piano - that they tried to fix the UT or

DOH, and the more they played, and the less they sang at
Sight, the more they liked the fixed UT;"5 This would
be well enough, he thought, if the piano key-board were
perfect, but acoustically it was full of faults and dulls

the ear to the fine shadings of key-relationships,

The item next in importance in the system is that

of notation. Instead of using the regulation notation of

notes of certain values on a staff of five lines, the

first letber of each syllable is written in a horizontal

line, and the time balues indicated by their spacing,

and certain dots and dashes which will be illustrated later.

N I . . . R R
In the Teachers Manual just gquoted is given some historical

forerunners of this mebthod of musical shorithand.

In Morley's Introduction to Practical Music (1597)

he develops 2 Hexachordal system and measures all inter-

vals from the key-note. In the Psalters of the old black

letter Bibles

of the early seventeenth century one finds

the initials of the syllables beside each note of the

regular notation, to aid the singer. Certain later

[e> W]

mnemonic devices are also listed.

This system is to the best of my knowledge still the

only one used in the British Isles. Therse are of course

some revisions and adaptations, but not sufficliently
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radical to be called new systems.
The book constantly referred to by other writers is

John Qurwents Standard Course in the Tonic Sol-fa Method,

Published originally in 1858 the author revised it

completely in 1872, and in 1901 it was again revised, this

time by a group of men who had worked or studied with
John Curwen and were qualified to Preserve the original

idea while adapting it to their Present needs., The aim

of the book is to provide instruction for the solitary
student, such as a class teacher wishing to prepare him-
self to teach music; but also it is intended to serve as
a Teacher's Manual or Guide. It is divided into six
sections: Tune and Time; Musical Form and Expression;
Harmony; Staff Notation; Pronuncistion; Musical terms.

The first thirteen pages are given over %o charts such as

the Manual Signs for Tore in key and for Time; Time value

charts; tables of intervals, etc. In the back of the book

are listed the reguirements for the various certificates

offered by the Tonic Sol-fa @Gollege, =nd specimen’ examina-

tions.

Only the sections dealing with Tune and Time, and

Stalff notation need occupy our attention in this study.

In the first of these chapters the student is introduced

to the notation and signs for the various melodic and

rhythmic problems, from very simple to difficult. In the

second chapter mentioned he is taught o transfer what he
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has learned in the "new notation® to0 the "established®
or staff notation.

Fach chapter is divided into several "steps" of defin-
ite content but covering an indefinite length of btime.
The student should not zo on till each section or "step®
is mastered. There seems to be some overlapping, however,
of the two chapters, for the student is advised not to
start on "Staff Notation" until he has complested at least
"Step IIIM™ in "Tune and Time™,
| The Guidonian syllables are used with phonetic spell-
ing: DOH, RAY, ME, FAH, SOH, LAH, TE, The last named
syllable is used instead of 3E in order not Lo have two
syllables, SOH and SE with the same initial.

Now as to the sctual "new notation™ and how it is
tauvght. I shall describe the first "step™ rather in
detail as it serves more or less as a pattern for the others,

AfTter defining Sounds; Signs, Pitch, Keytone
("governing tone of the tune”), Exercise I begins the
tonal study by heving some esasily pitched tone (C, D or E)
sung on "ah", end then the Tifth above it. Explicit
direotioﬁs are given for locating this fifth and testing
it o the piaﬂé, Tha inu@rval is practiced "until the
strong and beld effeetvof the leap® is tharoﬁghly felt.
The menual signs are then given: clenched fist for DOH,

open hand, thumb up, for SO0H. After the effect of the
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interval is well established and the tones associated with
the hand signs, the first "modulator® is given, as at
Figure 1. (see page 51) MB is now introduced by
individual effort of the pupil: "Sing DOH SOH with ®aht
and then another sound sbout half way between them (test
your singing by'striking the notes on the piano)".7 The
hand signs are given: hsand open, pelm down and attention
called to the "mental effect™ which is slways emphasized
in connection with each member of the scale: "It is much
less bold than they_(DOH and SOH) and usually felt to be
calm and peaceful.”a Then the name ME is given to this
sound, but not until it hes been experienced., This prac-
tice is followed throughout. Graphic exercises are given
on the board such as Figure 4 (page 51) and ME is placed
on the modulator in place of the center dot. {(Figure 2,
page 51). Attention is again celled to the ™"mental
effect?,this time of the agreement between the thres tones, -
followed by the introduction of the chord as such. This

being the chord of the key-tone "they are the bold, strong,

-

pillar tones of the scale on which the others lean", but

they each have their own individusl shade or degree of
strength: DOH is strong and more restful, ME is calm,

peaceful, SOH is bold and bright. From this point the

- aan e et mem mamn i il e e e e mhia s A s Sy mmm e cemm ey e mims e e e wemae

7. Curwen, J. Standard Course, pP. &
Ibid. p. 3
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syllables are not spelled out in full but just the
initial given, except as they ocecur for the first time,
énd in the case of chromatics; thus:

Key F-d s m 4 d m s 4
The octave or replicate is developed from the acoustic basis.,
The octave above is indicated thus in the new notation:
d* r* 4', end the one below: sy l¢ %y d. The manual
signs are the same only held higher or lower as the case
mey be. The modulator now looks like Figure 3 (page 51).
To give more practicé,exercises of this type.are given
(to be read forwards and baciwards):
Key ¢ =~ d m s d* s d4d* s m 4
Key G- 4 s¢ d m 4 s m s 4
Key D~ m 8 d4* @ m d s m q°¢
Of this early stress on chords T quote John Curwen
himself: "Training the voice stepwise is training by
dissonant seconds; teaching by chords is teaching by
consonant thirds and fifths,® And " The uncultivated ear
best recognizes>the iﬁterval, which, with something of
agreement, has something of difference., So you find your
pupils can often recognize the interval of g Tifth before
they can perceive that of the Ootave.”9

Having established the tonic chord as the Tirst step

in Tune, Time is taken up. Tirst the ideas of Pulse,

— ST s e mma g v s M ) ey v e mem amar et om0

9.  Curwen, J.” Teachers Manual, p. 21
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AGcent, Pace, 2 and 3 part measure in primary and second-

ary forms, are developed through similar effects in
poetry, and a notation to show rhythm is given. e now
read:

Key C - primary two-pulse measure
fa 4 fa 4 o d 4 ca |

{l;\ & ['W\ T ‘s ‘:s l'm Ym }
S

ﬂd‘ :A\ [ 5

3 l"’“ ™ ld d "
Key G - secondary three-pulse measure

{‘:S‘ (0\ Y~ ‘.G\ ‘SI 'Sy {C\ \’h’\!s rere ‘C\ '\C\ u

These exercises are to be "loo-ed" or sung with the
syllable "leo" as soon as the tune is accurately done with
the sol-fa syllables. This procedure continues from here
OTi.

Continued notes are indicated by a dash and divided
or half-pulse by a single dot.

Ja ddla a fagaald |

The time names mentioned in Chapter I, originated by
M. Paris are introduced in English spelling. A note
oceupying a single pulse is taa; two half-puises are taatai;
continuations are indicated by dropping the consonant, 0
a two pulse note would be taa-aa. Drill is given on a

time chart (Figure 5, p. 51) by pointing to each line thus:

Y R R S -]

53 Tra Tea — 3a  Teatas Fala) Tos — 22

@
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In notation we now read this type of exercise, first

t0 time names, or taatai-ing, then sol-faing, then loo=-ing: |
faa  Tea to) | faa — aa ;
ﬂf wts o d ts Ja a2 1

n Class teaching the hand signs are introduced for

additional practice, as soon as the pupils recognize the
effects of time division, before the names taa, ete., are
given. The hand signs for time are 100 difficult to

reproduce or describe adeguately so I refer the reader to

Curwen's Standard Course, page v of the Preface.

Typical of the devices and directions given with
minute care for the student's self-help is the following
process for studying a new tune:

1, Find out the kind of measure, =nd whether

it is in primery or secondary form.

2. Taatal on one tone.

5. Monotone the time to loo.

4, Sol-fa (refer to modulator if difficulty

is experienced).,

5. TWhen sure of time and tune, vocalize

| (on ah or loo}).

6. Sing words, if any.

In the second "step® are'adaed TE and RAY, In each
case the student is told how to find the approximate tone:

"Key C, Sing dy my s, Repeat the SOH and sing a tone

“as much above SOH as ME is above DOH: d m s s x (btest
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by striking B on the piano)," or "Key O, Sing d m s s

t and add a sound as far above TEvas SOH is above ME
(test by striking D*)*, The hand signs are given, TE
being shown by foréfinger pointing up, RAY by upturned
open hend, palm to the front, The "effects" of the two
are described as: TE-sharp, piercing; RAY - rousing,
The SOH chord is developed and combined with the DOH
chord on a modulator (Figure 6, page 51), Drills are

given on it and we read exercises like this:
Ke\.‘ (e

ﬂ"*.'":d~f‘lc1 1S, ld A‘t".c\."'l*“ - u
In the matter of Time the following values are added:
’ 4

the medium accent, which we call £ meter, the pulse rest,
saa, which is to be vhispered; the half pulse continuations,

- aatai; quarter pulses, tafatefe. The time chart is now

like Figure 7 (page 51) and we read this:

KeyC {4,
’ {\ia‘su [Tsaa :saa\s :h,A(s " ls " ls . IA‘ :n’dl'{ia:Saoﬂ

KQ\* E {]s :S,f-“\,fl’h . :— . ] '(s)f ‘u,r:d ‘t‘ [C‘ HE [{
Tofa tefe Toa _  a» fai

- In "Step III™ FAH is introduced as being "one degres

higher than ME", It is the "serious™ note and is repre-

sented by the forefinger pointing downward. LAH is the

i i

sound "as much above FAH as ME is above DOH, It has a
sorrowful effect and the hand represents it by hanging
loosely from the Wrist§' The FAH chord is added to the other

two, and 211 the scalebmembers having been introduced, the
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scale as such is developed. Much attention is given %o
the "mental effect™ of each tone which is best observed
in slow, sustained singing. Illustrations are given from
Handel'*s works to exeuwplify these effects in asctual music.lo

The idea of absolute piteh is now Just hinted at, by

encouraging the pupil to train himself to sing ¢t at any
time. Curwen believed in developing a sense of absolute
piteh, but not directly, with much drill, rather as
ineidental learning.ll

Silent half—pulses (saa~tai and taasai) are added to
the known time values; also three-quarter and quarter pulse
(taa-fe); & half-pulse and two guarters (taatefe) and the
reverse (tafatai); the quarter and three guarter pulses,
known as ™Scotch snap" (tafay).

In the fourth "Step" the construction of the scale by
half and whole steps is studied, and transition to other
keys, This is introduced in such a way that the pupils are
led to feel the need of another piitch for FAH and TE, as

at * in the following exercises:
Key 7 - u
%d Cmaf s id \t.l s [E.1Ss \t 1o ls - l‘f -l -

ﬁcl\ Xls T [f,s:?] K,s:>1 [f s 11 oo [£5 o

In both cases the musical ear of the pupils is deperded
on t0 Object to the effect of the "tritone” sufficiently

to demend a helf step at *, This would mean a modulation,

TS T T G e S mmas | W emac W mawe s memn e Waet  ma emte  oms im0 Wy wens wmat  meve v et i s

10, Curwen, J. Standard Course, Dp. 31
1l. Curwen, J. Teecher's Manual, p. 221.
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or as the English cell it, transition. For this process
a modulator is needed that shall show both the scales
involved. Figure 8 (page 51) shows a modulator on which
may be practiced transition to one sharp more or one flat
less, and return to the original key.

Cars is taken that the pupil shall clearly sense and
understand the change of "mental effect" that ocecurs with
transition. These changes are listed in this fashion:

piercing t becomes ecalm- m
sorrowful 1 becomes rousing ¥

grand s becomes strong a |

desolate fvis changed for piercing &, eto.lg

In notation the change to another key is indicéted by

giving to some ambiguous tone closely preceding the dis-

&

tinguishing tone, a double name., One pronounces the old
name slightly and the new one emphatically: S* DOH,
Mt LAH. These are called bridge tones. The hand signs
for these two are given one with each hand, the hands
touching, and the hand showing the old key then withdrawn
until, at another bridge tone, the return is made fo the
original key.

The signature of the new key is placed over every
trensition. If it is to a sharp key (right on the modulator,

Figure 8) the.new tone is nemed to the right of the key

s mmm mem  wee  Guh sume A | e mmm e mame e eeee G emm s e | s cmmt mm sees e e e e e

T2,” Curwen, J. Standard Course, p. 48
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name: GY; if to a flat key (left on the modulator) it

is placed to the left of the ksy name:fC.
Kas{ C G* ' fC

¢

Chromatic tones are introduced as "missed transitions®” -

fd v moos |4 it 0d o P s 1f e Ao, d oo

where a transition is hinted at but is averted by‘re-
assertion of the old tonality. This necessitates a new set
of syllables, FE for FAH sharped, TA for TE flatted,

These syllables are always spelled in full.

" Key T (Jupiter Symphony - Mozari)
{ls i~ 1 fe Lt~ ur [a. b, d. m o e

{h {_,.!5 [fe tfF o oem 1\", td, e (f - ™ ”

Key A (Paradise and the Peri ~ Schumann)

a]\ "]\ ‘]l \f| = ')LH:H L=ty \’5| !t E

{\ \— 'd 'ott ,te\ l]‘ A;‘tlp A \ A (‘ _ u :
The tune problem of Step IV is the pulse divided into
6 . .
thirds, that is quick 8 meter, beating two to the measure.
The first line of "Oh dear, what can the matter be" would

look and be sung thus:

K-u/ F
ﬂ S v- - (s P > NN :d\ 15 Yo id ”
taa oo taa tel —tee taza tar tee
Rey T (Pastoraleymphony - Beethoven)
8 Ut qd t- vS o ‘- N W o is
K«i .t w |s R A + L N L }
ﬂf A [ + Vo N ™ ‘N . [5{ U :w\‘s

R O L R I P |
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In "Step V" the chief Tune problem is the minor mode -
led up to through a study of the RAY mode, The minor is
treated as a relative of the major, using LAH as tonie.
SE is now used as the raised seventh, but for a reason
that scarcely seems to me to Justify the usage, FE is not
used &s the raised sixth, in the melodic form, but a
totally new syllable BA (pronounced "bay"). This usage
constitutes in my opinion ome of the few inconsistencies
found in the entiPe method, In other books I learn that
my suspiciaon is well founded, that pupils become confused
since here is a vowel sound to indicate a sharp that hes
heretofore been used for a flat, TA, Venables, in his

school Teachers' Music Gulde, to be discussed later,

defends it on this basis: Whilé.we strike the same piano
key for FE as for BA, they are not acoustically the same ,
the BA being slightly lower than FE, Also, he claims,
their context is different, FE being a leading tone to the
key of the dominant, and always to be associated with S0H,
while BA is only an occasional note, and should never be
associated with SOH, but always with SE. This is certainly

0

inction withe-

<t
<t
e

based on the science of sound but seems & dis
out much difference., I doubt that the results obtained by
such discrimination will repay the work involved in clear-

ing the pupil's mind of confusion.

The other inconsistency mentioned is also in connection

B
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with the minor mode, namely the practice of naming minor

keys in terms of the major, thus: Key C - A is LAH, This
is being changed to this method: A minor - C = DOH, Some
of the English teachers have realized the clumsiness and,
in fact, incorrectness of such nomenclature, and are doling

13
their best to alter it.

The time problem of "Step V" is syncopation and
equally and unequally divided pulse in compound neters.

The sixth "step" develops the Extended Modulator on
which one may go to any key whatsoever, Transitions up to
"Pive removes® are studlied. To make this poséible all
‘the chromatic tones are necessary and the chromatic scale
is accordingly taught. The matter of exact intonation,
such as is requisite to string quartet playing, and to gie
finest a capella singing, 1s gone into most thoroughly.
A1l items of rare occurrence, such as unusual time divi-
sions, changes of meter, embellishments, etc. are also
taken up in this "Step™.

The chapter on Staff Notation ‘deals with the same

points covered in "Tune and Time, but other musical examples

and study material is offered, and, since the elements

of time and tune have already been learned, and the

characteristic effects recognized, 1t is possible to use

exercises for sach step of a more advanced nature.

— re gy — — — —mm e | o —
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81,

When a student has satisfactorily covered these two

0

chapters he has gained not only a real reading sbility

{

but a repertory of excerpts from the best music, that
should serve as a basis for a true appreciation and love
of music.

T have not Tor lack of space been able TO give more
than a very small idea of the numeTrous devices given to
help impress certain points on the learner's mind, and %o
make the requisite practice'more varied and interesting.

Another book by John Curwen, Ihe Tescher's Manual

has already been quoted. It is a veritable mine of
information on methods, school room procedure, develop-
ment of specific theoretical or practical problems, organ-
ization and administration of classes snd choirs. 1Its
objeet is to maeke more gol-fa teachers and to improve the
gquality of Sol-fa teaching., Published in 1875, it is still
of distinetly practical, as well as historical, value.
Duncan McKenzie says of 1t: #The most wonderful book
written for teachers; you could spend a life time'reéding
and digesting this book."

Besides considerable original material by Mr. Curwen,
it contains a great many excerpts from periodicals, pro-
ceedings frbm.teaehers* meetings, articles or addresses
by leaders in the field, model lessons on & variety of
topies, letters., One learns here not merely methods and

abstract rules of procedure; One learns, Tor example,
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the Tonic Sol-fa. The discussion of the value of loo-ing
could, if taken to heart by the average American teacher,
be of real help in reaching the aim of reading fluently
with Words.17 Some of the devices and procedures are of
course out of date, but a surprising lot are most usable
with certain adaptations to present day usage and standards,
The appearance of the book, its print, and general arrange-
ment is 0ld fashioned and rather forbidding at Tirst sight,
which unfortunate fact will cause it %o remain a closed
book to many who would otherwise find it useful. To be

wholly intelligible it must be read in conjunction with

the Standard Course.

J. Spencer Curwen, son of John, in a small book,

How to Read Music and Understand It, attempbted to make the

whole subject more easily grasped by leaving out all but
the most essential points in each "step", and rather
"popularizing™ it by imaginative descriptions of qualities

and "mental effects™. Where John Curwen spoke of DOH as

strong, JeiSpencer Curwen described it as a strong square

standing on one of its sides, and aseribed to it the color

blue; Whereas SOH was the same square standing on one

corner, this time colored red.

He gives type words for the various meters, a device

much in use with us today. "Four pulse meter, primary

form is mo-men-ta-ry, or pla-ne-ta-ry. Six-pulse meter is

e D m— —  ews Cwan erow  wem SN e e e W WS s e S M wmMm SR e e SemG  Cme e eem e e
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by quotations from men on both sideé of the question,
that Hullah was distinetly "piano minded." This fact,
with all it would imply to a man as keenly conscious of
shades of differences in intonation of intervals, as was
Mr. Curwen, would be guite reason enough for opposing Mr,
Hullah's appointment by the Bducation Department to the
position of Igﬁpector of Musical Instruction in the Tfain-
ing Colleges. 2 From such quotations one learns also far’
more about what various leaders taught than can be found
in encyclopedias or other sources, For example: "An
illustration of the breach of this rule, which requires us
never to make our pupils learn what they will afterwards

have to unlearn, may be found in the Wilhem method, The

pupil is there taught to associate strongly the syllables

MI FA, and ST DO with the little steps of the scale, and

is afterwards compelled to break up this helpful associa-

tion when he has to learn a differsnt key than that of C,.

Thus for thirty lessons he is taught to do what for another

thirty lessons he has to undo. In a very much less degree

the same fault may be found in the American systems of Dr.

Lowell Mason and others, which keep the student exclusive-

ly to the key of ¢ for a long time, although they after-
16

wards move the DOH."

The book has value for teachers of other methods than

D e i AL ewwm  emm e v e e eeam  ams e eww w— . —

15. Curwen, John. Teachers Manual, p. 94
16, Ibid, p. 19 ‘
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spirti-tu~-alt-i-ty, and im'-mu~ta~bilt~i-ty, The tick

of an eight day clock is recommended as = metronome for

the taatai exercises, Devices Ffor self-help are numerous:

"I cannot be a pure tome, if, holding your hand before

18

your mouth you feel a rush of air.”

Even more responsibility is placed on the student in

some respects than in the other books. Sinece the piano

gives LAH too sharp, he asks the student to think a tone

"higher than SOH, lower than TE which is sad and mournful
1i¢

in effect.”

discussing or experimenting with the "mental effects" of

tones, that the Curwen's ascribe these qualities or effects

only when the ‘tones are sung slowly., I might mention in

this connection that there is by no means unaninity of -
opinion as to what these Meffects" are. Taylor, for

example, says"DA, sixth degree, breathes defiance and
20

challenge."

In Step I are taught the DOH chord, single

pulse, continued pulse, half-pulses, two and three
”part meter, two-part singing.

In Step II, the SOH chord, four and six pulse
meter , silences,

In Step ITI the FAH chord, the scale, letter

names (not much used by John Curwen), three-

18, Curwen,

19. 1Ibigd.

20, Taylor, D. C.

Do

He emphasizes the fact, often overlooked in
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Melodic Method in School Music, p. 100
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quarter and gquarter pulses.,

Step 1V, semitones’and whole tones, transition,

extended moduletor; the difference between

transition and chromatics.

Step V - Mihor, introduced through the RAY mode.

Step VI is omitted.

Several useful devices are given for reading on the
staff: if DOH is on a space, ME and SOL are on spaces, ete;
Octaves are dissimilarly placed; alternate tones, fifths
and sevenths are Similarly placed, etc. Gedalge employs
very similar devices, ineluding that of not using a clef
sign on the staff in order to avoid explaining signatures
too soon, yet being free to place DOH on any staff degree,
Some of the mmemonic devices are no longer useful, or useful
only where the English nomenclature is used, such as:
the crotchet rest faces the same diredtion as its initial,
C, and the quaver rest faces the same direction as Q;

The latest book of the Curwen series thet I have had

access to 1s The School Teacher's Music CGuide.by L. C.

Venables, which contains the 1920 syllabus for Examinations
for School Teachers! Music Certificates.

This book is intended to provide a text that shall meet
present day needs and conditions. For this reason the staff
is brought in very much soonsr than in the earlier texté.

The examples illustrating melodic or rhythmic patterns are




more sulted to grade school age than sre the othsrs. In

teaching "mental effects™ the illﬁstrations used sre from

lullabies and other school songs, not from Handel's

oratorios. Sentences or stories such as the following

are employed: "The mental effect of BAY may be illustrated

by suggesting girls playing at touch, and one girl calling

d m 5 s rt

to another -

Here she comes, look out!

or to the boys the following might be pictured:
Scene: a cricket match,

Incident: an opportunity for "stumping”.

Question: Wicket-keeper, excitedly -

s T
How'!s thet?
Answer: TUmpire, calmly

{m' ar v gl
Not out?

The staff is used as a modulator, as soon as it has
beén presented, and exercises are "pointed" on it as well
as on the regulation modulator.

Since there is such latitude as to what shzll be
Baught and when in the schools of the land, there is no
definite chronological order in which things must be done,
but there are general outlines, typical lessons, useful de-
vices. In the Preface, Mr. Venables says: "What shall

be taught is now to a large extent left to the discretion

N i e, M wtim  eemen_ | e e et ameon  Sass oy e S e e ovems e mews  emm | e mmn s wmd e —am
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of the heads of the school departments, subject to the
requirements of the musical advisers of the Councils or
Boards under which they serve, and to the interest or
want of it, whown by H. M. Inspectors.”gg Under such
circumstances it does seem most practical to supply teach-
ers with guides such as this rather t han fixed courses oI
outlines that would in all probability not be followed.
In fact each of the four books dealt with so far is a rather
curious combination of guides ito the solitary student,
manual for the teacher in service, and text book for classes
of prospective teachers, hence the constant reférences to
the requirements of the Tonic Sol-fa Collezge examinations,
There remains another and newer type of discussion,
n which the needs and interests of the child are consider-
ed rather than those of the teacher. I have two such in
this study.

The Teaching of Music by Robert T. White is the earlier

of the two, published in 1920, Almost immediately an America

edition came out with Preface and Avpendix by Dr. Will
Earhért. It is not & manual but rather a collection of ob-
servations'and reflections that Mr. White has mede over

a period of years in connection with various aspects of
music education.

that music teaching should be

wn

His main thesis is

— T wen v ama e cewmt own ——— - —— - - o o— Sm— wv— —

22, Venables, The School Teachers lusic Guide, p. 1ii
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organized with t he proclivities of the individual puplils
in mind, and he draws up & tentative scheme for work to
-be done on that basis. In common with several American
music educators of the past two decades, he considers
music study from the angle of the industrial worker who
must leave school early and who needs education for his
life outside working hours, education for leisure, if
there is to be any mitigation of his lot. Music being =a
fruitful source of wholesome pleasure, the study of it
should give to the pupil in school sufficient skill and
eppreciation to carry over into adult life, He argues
that the envied musical amateur is & result of sound early
training rather than of abnormal muwsical ability, and feels
that it reflects on the efficiency of music education that
80 many people "love'musio" but "know 1ittle about it¥,

The schoolmaster and music teacher nced to»oonsi&er these
guestions: to whom should music be téught; to what extent
can the school provide music instruction; what form should
the instfuction take; How much time should be devoted to

4

v

[N
V]

A1l who may benefit by it should study music, is his
first answer, but since 1t is practically impossible to
tell at the outset who these may be, he advocates instruc-
tion for all for the first two yvears, Then the unmusical

are to be excused, and the distinctly gifted are given
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more than the middle group of those only fairly well
endowed, Of the answer to the queétion concerning extent
we need only note this: he OLght to have received
sufficlent training in sight-reading to enable him to
read at sight a simple song or hymn tune (the superior
group, of course, would have done much more.) The Tonie

Sol-fa is the method employed, but the whole problem is

®

discussed in terms more current in our day than is the
formael style of Curwen, or of Venables, who was a conbtemp-
orery of John Curwen's later years., B&Even so, he is not
inclined to give the little childts powers of discrimina-
tion sufficient credit for, as Dr. Earhart points out,

&1l Tonic Sol-fa teaching is synthetic - music is
dismembered into Tune and Time, and both of them are for

e long time separated from the staff, then they are built
up into wholes, into real music. Within Tune the study

is on detached sounds, whereas a child's ability to imitate
whole phrases'olearly proves that he can deal with melodies
exactly as well as with detached sounds,.

The book represents a great stride toward freeing
school music teaching from the formalism that 1s perhaps
accentable when dealing with adults who wish to learn, but
which is formidable to little children who are there to
learn, willy-nilly. He has not cerried it quite far
enough, however, and his leaning toward the American

"Song-Study™ method is still hampered by a "Scale-
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Method™ techanique,
Of much the same type, at least intended to serve

the same burpose, is Dr, Whittakerts Class-Singing, pub-

lished in 1924, He refers the resder to standard texts
for specific methods and routine detail, and endeavors
to survey the school music\field in light of his own
experiences, and observation of that of others, in teach-
ing both children and adultes, in various types of schools,
His statement of minimum essentials as to voice work,
appreclation, repertory, etc. includes Tability to read
at sight (which includes ear training?. The importance
of sight-reading is far too often underrated. It is not
only important in itself (every member of the community
should surely be able to read simple music at sight), but
it is the finest foundationaﬁor musical knowledge and
appreciation in the adult.” i
While the Tonic Sol-fa system is used, as a matter of
course, he makes certain criticisms and suggestions for
improved techniques. The material usually offered to arill
on chromatics is not considered adequate to train for our
modern chromatic music so supplementary exercises are
given, These are carefully graduated in order not to
frighten the pupils by ah over-dose., This practice is

reminiscent of the organization of material in Music

23, wWhi%e, R.7T. TThe Teaching of 1Asic, p. 113
24, Whitteker, W. G, Class-5inging, p. 10
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Bducation Series to be discussed in Chapter IV, The
chromatics are approached and gquitted in all mannerkof
different progressions. Varming is given to test constante
ly for true intonation, since upward chromatic intervals
are usually made too small and those downward too large,
causing flatting in either case.

Like Gedalge he expects the teacher to be able to
sort out thé things that will suit beginners and leave
more difficult things to be taught at the proper stage of
development. Staff reading is advocated "as soon as the
DOH chord can be sung from the blackboard,® Every step
is taught first by Sol-fa and immediately applied to the
staff. Evidently his experience with "loo" singers has
been sad for he considers the practice anvencouragement to
loose thinking and inaecurate memory.

Theory and other facts are taught only as needed and
used. Read first, then study notation, is his advice.
Also, he advocates leaving clefs and names of lines and
spaces to as late as thirteen or fourteen vears of age,
becéuse they are not needed for further progress until that
time, He believes in the "all keys at once" plan, as
opposed to the "Key C only“ plan, and does not attempt to
establish absolute pitch to begin with. When the entire
scale has béen presented, he feels that the pupils should

stay on that "plateau" until they can veadily attach Sol-fa
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names to staff notation. Only so are later fluency and

confidence sure, His statement that "Po teach sight-
singing by means of intervals is futile"zsis, of cowr se,
rank heresy to men raised in the "fixed DO" tradition, or
to the disciples of Lewis and Cole, of whom more in Chapter
IV. He does use some interval exercises, such as alternate
thirds, bﬁt he values them for thelr sequential aspect
rather than the purely intervallic, Classes are trained to
sing a méjor third above any note sounded by the instructor
- a wonderful aid to true intonation Tor class teacher or
choir director,

Another bit of helpful advice is that of showing the
pupils that there are only a few stock errors thet they can
make in reading pitches; and the pupils, being forewarned,
can escape many stupid blunders, and in so doing escape
much dullness in the lesson. They must, of course, be led
to criticize themselves and point out their own errors,
This book is of all those examined, decidedly the one most
abreast of the times in general pedagogy. The method is
not new but the application shows meny new angles. There
can be small doubt that the Tonic Sol-fa system works, on
the whole, for Britein. Whether it could be made o work
for France or for us is gquite another question. America
has much in common with Britain, in music study as ih other

things, but even so, I agree with Dr. Barhartts conclusions
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in The Teaching of Musiec, that certain practlces that suit

their situation would not fit in with our view of education.

A rather interesting argument took place in the'

columnsg of the Music‘Supervisors' Journgl in 1929-30C,

Miss Glenn, then president of ﬁhé Music Supervisors Nation-
al Conference, visited English and German schools in the
summer of 1929, and wrote of her impressions,26 Among
other things she says she found excellent preparation for
sight-reading (such as ear training) but saw none except
by a superior group of cholir boys at Westminster Abbey,
which had, of course, no connection with the common school
work. Her impression was that every child in the schools
was trained to sing C' at any time, and felt thet with sud
fine ear training there should be also excellent part work,
of which she heard little, Dr. Whittaker, author of the
last book discussed above, replied (what surely one would
expect to be the case) that Miss Glenn had been unfortunate
in not happening to see any sight-singing being done. For,
whatever else might be saifl of English School Music, sight
reading is taught there more thoroughday and systematically,
and in a larger proportion of schools than in any other
covntry. ¥YMany competitive Testivals include a compulsory
sight singing test for every school class enterlrg....

indeed some festivals make sight reading compulsory for

— — ——-—_ o oaus wems e v, L e e i e i 2 e P 2 e i T

26, Glenn,Mabelle., Visiting Music Classes in olementary
Scnools @f England and Germany. Musie Supervisors
Journal 15: 1, Octover 1929, p. 33
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every section of instrumental or voeal work,® Part
singing, he claims, is widely practiced but not at the
expense of much fine unison singing. loreover, the
climetic and racial conditions are différent from ours, and
their children, except the Jewish, mature on thé whole
more slowly, and voices change later than with us, which
limits the possibilities of part singing in the schools,

Both countries have some fine work, but ours cannot
pretend to be nearly so fine as theirs on the vocal side,
except in a few placés such as Flint, Cleveland, and
Kansas City. But as we become bebtter acguainted with

the work of each other, both sides profit by improvement

of method and materials used.
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CHAPTER IV
Sight-Singing in the United States

Grave charges are frequently made sgainst Muslc
Education in America. The accusation that probably heads
the list for frequency and vehemeﬁcé, is that no results
commensurate with the time, effort and money expended.

The American people as a whole remain unmusical in spite
of the large numbers of people employed in teaehiﬁg music,
to say nothing of other professional musicians, and in
spite of the %ruly enormous sum of money pald out each
year for instruction.

This lack of advancement in skill and appreciation
is due, according to A. T. Davison, of Harvard, chiefly
to the Mabsence of a logical and continuoui plan of music
educetion bhased on the highest standards.” There‘obtains
in the other subjects, such as reading of arithn@tie;
from the first grade on, a continuity whigh insures
progress. Only music has no such plan. We have seen that
the Tnglish or French music student has a definite pro-

cedure to follow, and a clearly defined goal is set for
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him if he seriously wishes to make a special study of
music as a prospective teacher or performer.

Why has America no such definite program, no pro-
gressive plan? Meny factors enter in. Our early history
with its Puritan background, was not of a sort to
encourage genersl musical development. A young natibn,
in any case, could not be expected to spare sufficient
time and interest from political and economio considerge
tions to give serious thought to this problem. However,
although as a nation we should now be sufficiently growne-
up to discard this excuse, there are others. We have
for one thing, no choral tradition, such as England's
to motivate teaching from & definite point of view; nor
have we a centralized, powerful Education Department, such
as France's Ministry, which lack allows music to be taught

in whatever way the training and idesls of the loeal

supervigor demends, if indeed it is taught at all.

be considered 1s the admixture

O

Another factor %

of races, as yet only indifferently well assimilated. The

widely divergent musicel ideals and traditions thus repre-

sented can surely not be collected and brought into a

unified plan except by one of two means - eithar a slow,

patient development under wise, careful, planning, or,

more rapidly by arbitrary enforcement of definite plans

by a powerful central agency. Since we have not the latter
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end on the Tormer and lend our energies and
that end.,

the Tirst points of attack for better, more
%k would undoubtedly be sight-singing, and an
e should be arrived at as to standards, ulti-
sethiodse. While there is much excellent teach-
and other instruments, and to some extent of
ract remains that too often is the teaching of

e by teachers who cannot read, =nd who are
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 private teaching, of children and adults, and
jes not To be excepted, The deficiency has been

in many quarters and great concern manifested,

&

But first we need to review a Tew

rical facts that have bearing on the present

: he said that the movable DO and reading with
an syllables are the prevalent practice in
1 foxr that we have to thank Lowell Mason., He

reat deal of influence on American music tThrough
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the duration of a long life (1792-1872). As a young man
he beecame choral conductor, and what choral tradition ﬁe'
have is due largély to his aotivities. But he felt that
his object was not so much the cultivation of high class
music as the introduction of music as an essential element

of education in the common schools, Accordingly he gave

up the position of director of music for the churches of

Boston and established the Boston Academy of Music, in 1830,
The story of this famous institution, and the long strug-
gle Mason and his co-workers had to go through to accomplish
their aim of having music installed by the Boards of
Rducation, is interestingly told by E. B. Birge in his

History of Public School Music in the United States.

Lowell Masont's convictions were strengthened by the report
brought back from Zuropean study by William Stockbridge in

18%0. APter several years of thought and experimentation

Mr. Mason included in his N@nual of Instruction an adapt-
ation of the Pestalozzian principles, "the first formula-
tion of modern principles of teaching masic in the
United States (1834).
1., To teach sounds beforevsigns - %o make

the child sing before he learns the

written notes or their names.

To lead him to observe, by hearing and

imitating sounds, thelr resemblances




end differences, thelr agreeable and
disagreeable effects, instead of explain—'
ing this to him - in short - to make him
active instead of passive in learning.
To teach but one thing at a time -
rhythm, melody, expression, being taught
and practiced separately, before the
¢hild is called on to the difficult
task of attending to all at once,
To make them practice each step of each
of these divisions until they are master
of it,'before passing on to the next,
To_give the principles and theory after
practice, and as an induction from iT.
To analyze and practice the slements of
articulate sound in order to apply them
to music,
To have the names of the noles correspond
to those used in instrumental music. 2

‘Not content to be a follower of Pestalozzi and Nageli,
he went to Germany and Switzerland in 1837. He continued
to develop and adapt his idesas fo it the best pedagogic
ideas of that day, and sought to train teachers 1o carry

out his ideas. In England he was considered an excellent

teacher and is frequently quoted in the Teachers Manual.

—

The History of Public School Music
in the United States, p. 38
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The similarity between his Pestalozzian principles and

those of the Tonic Sol-fa leaders 1s quite obvious., IHe
was a strong advocate of the m@%able DO, although he
considered it necessary to keep the beginner in the key

of C so long that there was usually trouble when a new
key was learned. (see page/62).NMch of the procedure of

the Tonic Sol-faers he adopted, including the hand signs
for tums. Those for time, and the nmew notation were not
used, at least to any extent, and have never been SUuC ceSS-
fully introduced into Amefican schools,

'Compared to the methods then in vogue the principles
and methods preached by Mason must have been rather
revolutionary. Certainly fine results were obtainedvunder
his guidance and enthusiasm spread. But, as is so often
the case, the followers were not all equally able to
carry on. It was not so easy for little children to learn
the necessary %heory; inspiretion was needed to keep up
interest through the long period of drill, the monotony
of the key of C,and certainly the songs Were‘not very
ingpiring or interesting. To get resuits, teachers -
snone too sufe of themselves~ - resorted to more and more
formal methods. The inevitable reaction came, paralleling
or sllbhtiv Dost dating a éimilar réaction sgainst the
kkﬂeﬂewal eaucatloan outlook. Soon reading was taught,

'\not by the old laborious synnnetlc methou, bu words were
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learned as wholes, even groups of words, sentences.
Later they Werevaﬂalyzed into parts and these parts rebullt
into other words, |

So in music. No longer 4id we teach the scale of C
as the starting point for all further study, reading in
it for a long time, then with a violent Wrénch leaving it
and reading in the same way in G, etc. We learned, and
loved to sing, meny pretty songs. Later we scerutinized
them, picked them apart, and eventually by a process of
analysis and resynthesis we learned to read musiec.

Some leaders insisted upon retaining certain of the
0ld more formal ideas, revising them to meet modern needs,
and we had as a result the long conbtroversy between the
adherents of the "Scale method" and of the "Song-basis”,
Leaders on each side built up series of books to provicde
material suited to teach music by their method, in the
elementary grades. In each case the aim was largely one ' .
of developing good sight-reading, although the defenders
would insist, more or less honestly, that the sight reading
Wasxmerely a means to the larger end: greater power to

enjoy good music by active participation or in listening.

This suggests that there exists a difference ofvopinion

as to the place of sight-reading in the general scheme of

music education. To judge by what one hears, sees, and

reads, it ranges all the way from chief place at the top,

$0 no place at all, depending on what opinion the author
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or.teachef has of the function end purpose of all music
study., Analysis of several books and series in use in
America today, intended, some for Grade work, others for
advanced sﬁudy, will reveal some interesting facts about
this diversity of opinion.

I shall Tirst discuss the two series that best

exemplify the "Song-Basis™, the Progressive lMusic Series,

by Parker, McConathy, Birge and Miessner, and Music Houy
by McConathy, Miessner, Birge and Bray. The first includes
four books covering_grades‘IrIII, Iv-v, VI-VII, VIII-IX

respectively and a Teachers lManual in three volumes,

Musie Hour includes five books, not as definitely assigned

%o certain grades, but covering practically the sane
ground as the former series. MNanuals accompany also the

Mugic Hour.

The Progressive Seriesg was published in 1915. It

reflects the then prevailing educational psychology
that the "subject matter and the pedagogical scheme must
be adapted to the children, instead of adapting the child-
ren 0 an adult'svcomprehenéion of subject matter, Or‘to a
logical and empirical pedagogy.”5

The series is organized on the basis of the ps&cholog-
ical division of childhood into the Sensory Period, the

Associative Period, and the Adolescent Period, and there

is a clbse analogy to the process of learning to read

——-—.—_.—._.——.———-—.-—-——.“-——--—_”-—-—_—-—__—




83,

language. "It is obvious that the child's sense experience

he gains through the sense activity of bThe

with music, which

ear nmust be based upon real music, real songs; Tfor these

and not the scale or technical exercises, represent the

conerete in music, in which the child is naturally inter-

ested,... The first studies must be analytical in nature,

beginning with familiar song-wholes, and working toward

the smaller constituent elements, Later these elements

ére synthetically recombined by the child. . .. Still

child will be called

later, in reading new songs, the

upon to make use of these familiar elements in grasping

the musical ideas embodied in the new wholes.?” A defin-

ite voecabulary of tonal and rhythmic patterns is thus

established for use in later intelligent analysis and

reading of new songs.

These tonal and rhythmic problems are classified and

organized into chapters., Wherever a new tonal problem

is introduced, the rhythms ere well known and vice versa.

Rote songs are continued well into the Associative Period

in order to give the pupils a musical experience beyond

their own ability to read, and to furnish actual experlence

of new musical effects, gained unconsciously through

imitation, later to be comsciously studied and mastered,

The first approaehlto melody is through the tonie

chord, then the menbers of this chord with their active

- ——— —— o— - on v e — - — o—n e e e i
g e e T ] —
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neighboring tones (DO-RE-DO, MI-FAMI, etc.) scale passages
(DO RE MI S0 LA TTI DO ete. ) simple intervals and combi-
nations of all the above, taken singly and in sequences,

No exercise material appears in the pupils® books,
but is to be found in the Manuals. It is derived Trom
the song material itself =nd is to be usad orally and

5
on the black board.

The process known as "Rote~to-Note"” ig outlined thus:
1. Teaching rote and observation songs for

musical experience and oral expression.
2, Concentrating attention upon the purely

musical espscts of the songs by singing

with "loo". . . .. with observation of

phrase repetition as a fundamental

8

principle.

5. Application of the S0-FA syllables by rote,
to a known song.

Observation by ear of motive and figures;

building a vocabulary of ideas.
5. Presentation of familiar songs in staff
notaticn; knowing by sight what is known

by ear,

Beginning of the synthetic process; read-

ing new songs in

TES TR LR m e deens e mmme i et e e e s wrmw et iim e s van oo
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The last three steps are constantly made use of in
studying any new problem. Some song always furnishes
the necessary knowledge for solving the problem.

The Music Hour series is built oun essentially the

same ldeas bu? progress is alded by the greater amount

and variety of song material intended’'to teachbeach point,
Exercise material is not included here either, excent

that the vocabulary to be derived from study and observa-
tion songs is frequently ziven., This "vocabulary" ranges
all the way from tonic chord and scale patterns to tone
blending exercises in Book V. In the examples that
follow, (a) is from Book IT, p. 21; (b) is from Book V,
P. 2. It is derived from a three part arrangement of

Auld Lang Syne.,
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The songs in both series are largely of folk song

origin, some by well known composers, {considerably more

of these in EMsié Hour) and many by contemporary composers.,
One criticism made of both series ié that songs "written
for this series™ are not worthy. Another criticism,
obviously from a different camp, is that good Songs are
ruined for future enjoyment by‘having to use them as drill
material, in absence of exercises which would obviate such
usage.

While "key-relationship™ is not menticned in connecc-
-tion with either series, the elements are there in such
form that good teaching should, without extra material
being introduced, develop a definite understanding of and
feeling for the inter-relationship of the scale members,
No one key is studied for long ét a tine, so care mush be
exercised lest the pupil become confused by boo rapi& a
pace, and by insufficient attention being paid to new
aspects when a different key occurs.

Where the method is outlined by these series has been
wisely aﬁd honestly followed by well traiﬁed teachers,
the results are good, as at Kansas Cityy but the genersal
eriticism made is that children learn lovely songs and
enjoy them but are, on the whole, indifferent readers,

The avowed aim of both of these series is to have

children love and use music, and the "Scale~basis®
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exponents profess the same aim but travel a different

road to get to it. The best example of the "scale

type, and one widely used, is the Hollis Dann Music Coursey

consisting of six books, one to a grade, a Junior Music
for Grades VII-IX and a Teachers' Manual,

The initial approach is not much different from
that‘described above. thh.SOng materiel of sulftable
difficulty and content is used until well into the Seconl
Grade, in order to provide a musical background comparable
to that which the pupil has in language. Nevertheless,
one receives a distinet impression upon reading the Intro-

: 7
duection to the new Manual for Teachers that the satisfeac-

tion that follows skill and power in reading is of first

importance and the music itself takes second place. )

Syllables are introdueced in such songs as are shown=at ¢,
A bittie §°hﬂ .

L 5/7,:(,1:17:'4{4;‘”1 waﬂ! sswe g0 , :‘F‘" ;
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Along with this are taught the first of a long series

of "sequentials"™ sung with syllables. These are inbtended

to serve the same purpose as the patterns of the "song-basis?®

namely, as idiomatic vocabulary.

*d—J Se ae»f;a/ Sca/e Sf‘-‘c‘//e.‘i

Jeries (. éZ be au‘;vmg q’esce»d,’hg aac/ as c 8h¢/- 19
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When reading is begun, it is wholly of the exercise
type, and continues to be so for at least two years,
although words are occasionally set to the reading material,
Scale patterns of all sorts from the basis for study until
in Grade Three when the tonic chord line and other inter=-
vals of a third are used.

The work is very carefully graded, and is reenforced
at every point by aral, and, later on, by written, dicta-

tions, which are given in detail in the Teschers! Manual.

The sequentials are subject to misuse and ars too often
drilled on so extensively for their own sake that the
effect is éeadening to enthusiasm and to musiecal pProgress,.
This is quite contrary to Dr. Dann's intention, and in his
New Manval (1929) he states, "Mastery of this study will
greatly aid in gaining automatic use of the syllable names.
The usefulnesé of these sequential studies is ended when
the child can sing them freely and rapidly. It is worse
than a waste of time to continue Singing them after the
objective has been attaiﬂed."B

The exercises for moduiation to other keys shown at
te) indicates that there is comsiderable attention paid to
key-relationship. What we knew as "mental effects™ in the
Tonie Sbl-fa system, Dr. Dann calls the"relational effects
of the scals 'tones" and he insists bthat the teacher feel

these, that acceptance of such descriptions as "ealm, bold,

AT TR Mo e e gwme  mmAs mewe Gl e e e Shiw  Neme s T L e St e W | wak) e e . S oowy ot
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v 9
rousing®, on any one's authority is_not sufficient.
The criﬁicism usvally made of the method, aside from the
one suggested about segquentials, is that there is not
enough real music in proportion to other material, The
energy and tinme spent should have gained for the pupil a
wider range of acqusintance with the world's great nmusic,
A Pairly large proportion of the rote songs included is by
contemporary conmposers, songs tuneful and atiractive
enough, yet of rather ephemeral value. The slight connec-
tion that exists between thém end the exercises does not
at all conform to the rather prevalent idea among music
educators today that the "song is the thing" - the song
must be fine enough, and contain the right elements, to
spur on to further effort. Songs of suéh quality are not
usually made for a special purpose or to order.
A series that combines desirable elements of both the

seale®™ and "song™ methods, as well as several of its own,

is the MusickEducation Series, by Giddings, Earhaft, Baldwin,

and Newton. It consists of elght books for the pupils

plus a Teaehers.Book and several books of accompaniment.
The course is Tlexible, being so organized that minimum
esgsentials may be covered by the use of either four or

five of the books, but the eight book . goufse provides ..

more material to develop each point. The compilers

— — ava — — . - - — — oy v tasn oo—— oo
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identify their aims with those of music education in
general:

1. Music reading,a means to an end which

permits a wide experience in

2., Song singing, which is an incentive to
musical growth, and resulis in

5. Music Appreciation - the open door %o

greater opportunities in the world of
0

masic,

On pages 20 to 23 of the Teachers! Book is found perhaps

as sound and clear an exposition of the psychological process- -

es involved in music reading, as anv I have found. The
views there expressed led the editors to base the organi-
zation of the Series on the plateau plan of gradation.

"The outstanding thought . . . was that it (the series)
should be of such a nature that the children would not

find themselves temporarily deprived of musical enjoyment
or hindered in their musical educatio§lby their experiences

with the material presented to them.® The music must

be beautiful and in such quantities that the child could

grow through it, by almost imperceptible degrees, rather
than find himself confronted "by frequent mountainous
problems"” such as discoursge teacher and pupil alike,

Each problem is presented through a rote song, and

| S mmve v - — BT T N P U —— —
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in the reading that follows the attention is left free

to cope with the new thing because all other factors have
been reduced to their simplest terms. The songs beconme
Progressively more difficult until the next step-up to

a new plateau. Tach keyv is dwelt on long enough’ to become

familiar, but not so long as to establish fixity of ideas,

To serve such a method the material must necessarily

be very well organized and carefully zrsduaitsd. Songs

could not always be Tound that would make the progression

sufficiently smooth, hence we find meny songs written to
3 o O

fill a special need. The same criticism as was made of

the Dann series, that the proportion of good songs is not

ufficiently large, holds good here also,

Again we Tind that the approach to reading is not

much different from that of the other series studied,

Certain songs in the first Lwo books serve as patterns

for the scale and tonic chord, and syllables are learned

as second stanzas 1o these songs. A new element enters

in, however, which the other series have not mentionedj

the number and letter nemes of the scale are presented

early in the grades and used interchangeably with the
2 o

syllebles in reading and dictation. The aim in all thr

.

Types of study is to establish the relation of each sea

member to the key tone,

The pupils would be quite certain to attain to f
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of reading through the wise use of this serles, but their
appreciation would not be especially developed or their
knowledge of the classics much increassed if limited to
the material sung. In fact, none of the series thus far
mentioned can be said to have had such appreclation or
knowledge as a primary ainm.

The Books of Songs compiled by Robert Foresman are

based chiefly on the need for developing appreciation,

with s igl reading as a secondary aim., The series is

;..v.

aotraculnv much attention because it without doubt, an
unusually fine collection of folk and art music, Words
and music are authentic, suited to a child's interests,
varied in style and content, and not at all hackneyed.,

But when it comes to evaluating the method described in
the manuals which set Torth Mr. Foresman's ldeas, it is
hard to know what t0 say. There are many excellent phases,
such as the 5onstant form analysis, the emphasis placed

upon the meaning of the words, etc. But some of the Pro-

cedures that appear to be Fundamental in his method seen

to me almost mystic., There is much $alk of the "feeling
reaction™, the "suggestive™ use of notation, "associational
use® of Syllablés,-without the feader'feeling sure Jjust

what is meant by these terms, IT they were restated in more
usual phraseolagy I suspéct that the vagué impression induced

3

by so much stress on "feelings" would disappear, and we
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should discover not much that w&&ytat&lly new., The pupil
learns meny lovely songs, sings them expressively,

applies sol-fa syllables to them, but does not read by
syllable independently until fifth grade or later. Before
that time he reads by "associative" ﬁse of the syllables,
which brings in the new element. The theory is that most

of the songs in this series may be read from the ”suggéstion”
of the notation if the teacher first teaches the "germ-
theme" or Tirst phrase, That is, the first phrase has in

it all the rhythmic and interval problems of the song as

a whole - &f this phrase is learned, the pupils can complete
the song by watching what the notation suggests in the

light of what éhey remember of the first phrase. This

sounds like a scheme to make them good £uesSsSers. If a

child has considerable musical imagination, it seems he

could balance a given phrase in several ways - certainly

that is what happens in creative melody work, - and it

the "feeling® of how the tune is to g0 is to be the criterion,

then his version is just as right as the one in the book,

F)

because that is the way he "feels™ it, As a matter of fact,
the manual provides drill materiai that would indicate

that procedure is really not as free as the exposition of
the method first leads one to think. I have yel to hear

of a school which is successfully using these books and

sdhering to the methods outlined. They are, however, wed

(s
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in many places as supplementary material, and I shall
have more %to say of them in connection with the Rochester
experiment later in the chapter,

The demends of the Foresman method would eliminate
much material otherwise desirable. The American systems
studiéd have all been founded on some method of teaching,
and the music has been made or selected to facilitate the
smooth operation of that method. The man who said America's
lack of musical education was due to lack of planning,
(Arohibald»T. Davison) was not content with talking about

it. In the Concord Beries we have what Davison, Surette

and Zanzig feel is the music that children and young people
should know. Disregarding to a large extent the problems
inVolved, selecting the sdngs only‘for their musical value,
and the suitability of their word content, the cbmpilers

of these books did not work out any "method™ until later,
and when it did evolve i1t was based largely on rhythmic
devélcpment, and appreciation,

Syllables are not used, but the letters are employed
merely to give more accuracy to the puplls' feeling for
up-and-down-ness. They evidently learn the interrelation=-
ship of the letters as these represcnt the various scales.,
This is felt to correlate better with the piano, The
numbers are also used since there is felt to be a definite

relationship between the pupil's spatial sense and his
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number sense, 1-3 1s smaller than 1-5 naturally, while
there is nothing in the syllables themselves to tell
whether DO ME 6r DO SO is the larger, nor F~-A as compared
to F-C. Reading is done, however, by neutral syllable,
and these other devices are merely means for establishing
interval sense, Drills are given such as: This is one
(sings it) - sing six." Or: - "This is one (writes it on
staff) - write six.®™

More stress seems to be laid on rhythmic patterns
than on tonal patterns. The pupils learn to "step™ the
values: a "step™ represents a pulse, a continuation (dotted
guarter, half—note, etc.) is represented by ons or more
"dips™ of the knees, and shorter notes are "rutd™. The
names quérter, half, ete, are not learned till the other
is well established: The last phrase of "America'™ would
be fead rhythmically in this manner: "step run run runrun
ste-ep run step runrun step step ste-e-eps” This is, of
course, derived from the Eﬁrhythmics of Dalcroze.,

In a sense this method is of the song-basis type -
no exercise material is provided; the means for reading
new songs is the experience gained in the study of known
S0NLS,

It is rather difficult to tell whether the method
produces sight readers, or whether the pupils remain

raﬁher dependent on the teacher to find the o0ld song to be
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studied in order to read a new oné. The method is not in
general use, although the books, be@amé& of their wonder-
ful contents, are well khown, and the few teachers I know
who do use the method, say so much of the éxpressive and
appreciative power gained and se little of thé ééading
skill, that I suspect the reading is not at all fluent or
independent. |

I have given so much space to the methods for grade
school teaching because it is these schools that must bear
the brunt of the criticisms of nmusic teaching in Amerieca,
IT the children are not well taught the orchestra leaders;
cholr directors, etc. that later try to use them in organ-
izations gain more grounds for their eritical attitude,

Let us now consider the methods and materials for
college or conservatory study. Some of those better known

are combinations of Ear training, Sight Singing, and Kevboard

harmony. 8fich a collection is Heacox's Harmany for far,

Eye and Keyboard, Sight singing is done by syllable but

‘the material is not included in the text, reference being
made to several sources such as those dealt with in this

study (Solf%ge,des Solfége, the Dann Series, Lewis and

Cole's books, etc.) No new ideas or methods OCCcuUT.

Supplementary Sight Reading Rxercises by Damrosch, Gartlan

and Gehrkens is intended to supplement the Universal Series,

)

by giving much material, from the easiest to the difficult,

that will afford opportunity for extra drill on any problem

&




as the need arises.
problem and difficulty and may
the middle grades to college.

is included from folk music of

gll countries.
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The exercises are orgenized as to
be used to advantage from

Much entirely new material

No method

is indicated, making the book acceptable to practically

all groups.
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intended for

adult use in connectisn with the study of

theory. It is very well organized =nd provides for much

'self-aotivity by the student,
numerals or neutral syllable, but the organization is such

that syllables can perfectly well be used,

The singing is entirely'by

The one excep=-

tion to this is where, for a short reriod, the minor is

studied on the "tonic™ rather than the "relative® basis,

This bock and its sequel Advanced Ear Training and Sight

Singing are thorough and musicianly,

Their mastery by

high school or college students would mean real sight-

reading power.

The MeDonough-Cheve Method of

Sight Singing, by

Anne McDonough is intended for use in adult classes, choirs,

clubs, and by the vocal student lacking in fundamental

training., It is largely an adaptation and condensation

of the Galin-Paris-Cheve Method mentioned in Chepter I.

For this reason, as well as because it contains in new

gulse many devices and features of other methods discussed
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I cannot say. Like its forerunner, it ié based on key-
relationship. It uses numerals, as is shown on page 13
but this is only for drill purposes. The S6l-Fa syllables
are used at least as much as the merals in sight singing,
and the staff is used from the very start. This chromatic
scale will show the forms used: DO DI RE RI MI FA FI (FE)
S0L TI (SE) LA LI SI DO; DO 381 SE LA LE SOL SAY FA MI ME
(MAY) RT RAH DO: The spelling, as this shows, is inconsiste.
ent throughout the book,

Moduletion is done very much like in Tonic Sol-Fa, and
the time‘names, differently spelled, are used. There is
a "modulator® for drilling chords, sifmilar to that in
Figure 6, page 51, also a ™meloplast™ to teach tfansposi-
ﬁion, but no specific instructions for its use., The student

is required to speak the syllables before sinzing, and nust
usuelly beat time while naming them or singing.

The Tirst four lessons place DO on the first line, iin
either treble or bass clef, so the keys used are B and ED
treble, G and Gb bass. If the student cannot sing in tle

ranges thus indicated, the instructions resd: "Take the
; b

pitch of C as DO". Absolute pitch is not mentioned, but

the student is required to use a pitch pipe or a C tuning

fork.

The next group of lessons places DO on the second

line, then follow DO on Third line, fourth line, third

space, ete. The minor is taught with LA as the tonic.

Intervals are taught progressively, i.e. seconds, thirds,
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etec,s The music to be read includes unison to four parts,

but nothing beyond the difficulty of Twice 55 Green.

The system may be useful in amateur groups of adults
but is too cumbsrsome, too inconsistent, and does notd
sufficiently advance the student, to be recommended for
secondary school or college use,

Quite different from other systems is the ome origi-
nated by Samuel W. Cole, of the New England Conservatory,
‘based wholly upon the study of intervals. In an address

12
to the Music Teachers?! National Association , he set forth

his ideas as to why music students are weak in 3ight read-~
ing, what constitutes an ideal sight singing method; and

" how his method measures up to that ideal, Students find
that they can gain considerable vocal and instrumental
facility without ear and eye training, and so neglect these.
Many teachers aid and abet them in this by their convice-
tion that a student gifted with natural ear for music need
not study sight singing, and if a pupll does not possess
gsuch a gift, study will not avail him. They accept a

Gorrect expression of tone and rhythm on the part of a pupil

o Y

srs bhe

(@8
(")

as proof of intelligent musical thinki 08 He cons

chief cause for poor sight reading everywhere, to be the

lack of a method adequate to all grades of musical composi-
tion, a universal method. Such a method should, besides

being equal to all styles of music, of all grades of

=Tng Tetnod.

T2T TC018,7sT 7.7 I Tolversel TiEnT-5ins
M.T.N.A, 1910, p. 150
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difficulty, meke guessing by the pupil impossible and Tfarce
him to think; it must enable the teccher to Tfollow the

mental processes of the vpupil; it must be within the reach
of students of all grades of native musical ability.
Cbviously the Sol-fa syllables would not suilt the
intervallic scheme and a set of thirteen syllables has heen
'formulated to name the intervel rather than the pitech.
Whereas the older system develops a sense of pitch in tke
key, (Major mode predominating)} the systenm Mr. Cole advo-
cates takes no account of key as such, the pupil sings from

R o

note to note, having the pitch of the first note and know-
ing the interwvel to the next. Thus, he reasons one can
read accurately music of such difficulty that the sol-fa
syllables do not sulfice.

He doss not advocate absolute pitch because this is

bility of the average pupil

N AL

v
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probably not within the

o

one desires to develop it this system, in his opinion, is
the best,.

In these interval-names the initial consonant shows
whether the intervel is major, minor, perfect, augmented
or diminished; the ending tells its size:

General names: -

gl - Dprime m - major

a (ay) second n - mwminor

e - third t ~ perfect

O - fourth g - augmented
00 - fifth d - diminished
el - sixth

on - -geventh

rah - octave
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nitial tones are sung on "ah%, America sung by these

intervael names would be as follows:
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The first books published in 1903, Solfeggio, books

I and IT, were not intended for beginners, but for New
England Conservatory classes, & certain amount of theore t-
ical knowledge belng requisite. Beginning with major and
minor seconds, chromatic and diatonic, the exercises go
through all the keys. Modulatlons are given in this
fashion: A tiane in key of € ends on c¢; the next one in
AP begins on ¢, and the pupil is expected to sing the new
key with proper interval relationships.,

The intervals are taken up in consecutive order;

inversions are taught when the augmented fifth i1s reached.

Much drill is given on problems of intervsl and simple
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rhythms, but the more advanced rhythms are given compafa-
tively small space in Book I. It does not appear that
the interval names are used in this book, nor until in

1910, when Intervallia was published, In the meantime

Melodia appeared with L. R. Lewis as co-author. This, too,
is intended for conservatory classes and private study.

It contains much more material than Solfeggio, of an
infinitely more interesting nature. Whereas the latter
contained nothing but technical exercises, Melodia has many
excerpts from.iﬁstrumental and vocal music of the highest
quality.,

-

The general organization is somewhat different, the
1

Pirst

fe
intervals being taken up in another order. The
eighty péges, 15 staves to a page, are entirely devoted
to seconds, including every sort of chromatic progression
and complicated rhythm. Then octaves, sevenths, sixths,
ete., are taken up in rapid succession. There is much
two-part material in contrapuntal style, The last section
contains excerpts Trom vocal works of the masters, where
there are arbitrary changes of ténality, chromatics that
"deny" the signature, etc. There are also ten pages of
modal music,

In 1910 this system was adapted to elementary school:.

use, in Intervallia, It is here the interval names are

especlally stressed. He took this means of providing material
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for reforms he had advocated in periodicals and pamphlets,
Rote material is included that belong in Intermediate
grades. No indication is given as to what should precede
this course, nor when it should be introduced.

Melodia is the only one of these books that has truly
rmusical material. The Trest makes one feel that, if we
live through these drills, some day we afe going to have
some real music,

I know of no elementary school where it is in use
at present. It was used in Brookline and elsewhere When
¥Mr, Cole was supervising music, but it has been discontinued
of course, upon Mr. Zanzig taking over the Brookline schools,

For adult music students it does what it sets out to
do - it gives facility and accuracy in reading. Whéther

or not this is not %o be attained as well by other methods

is debatable., This method demends a definite sort of material,

at least definite organizaﬁion of material., It could not
be introduced successfully with just @F collection of exer-
cises, but teachers of other methods can use Melodia to
great advantags.
There are at least dozens of other books or seriles
that mighf bebmentioned, but those included are representa-
tive, they are either in general use at present, or have
exerted marked influence on music education in the past,

or they indicate an attempt to impTove the quality of
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sight singing in America.

Several experiments 1n method, using material already
in exisbtence, are of special significance. About Thirteen
years agd, Vietor Rebmann of Yonkers, ¥.Y. began experi-
menting to see whether greater pProgress, accuracy and
pleasure could be attained by using other methods in
sight-reading than the movable DO. At the end of twelve
years, he reported on the results.15

Tn High School groups, whers the syllebic training
in the grades had been excellent, he gradually substituted
for the syllables & system of reading by chords and inter-
vals. Tonality was stressed and modulatory progressions
thought of in the new key. This weaning away from the
syllables has gradually been put earlier till now the syl-
1lables are not used peyond Grade VI, except as a last
resort in difficult passages, and the High school students
are able to sing &t sight, without accompaniment such

aumbers as Schubert's omnivotence, which involves most

unusual modulations.

Another phase of his experiment was in thé grades.
Three fourth grade groups were chosen, A, B, and ¢ {(high
averege and low) and the unadultérated Pixed DO Taught
by excellently trained snd kesnly interested teachers.

As long as they worked in the key of C, progress was, for
Grbup A, excellent; Group B, good plqs; Group ¢, fair,.
37 “Robmann, V. TxpeTiments Tn teaching Sight Tegding

with Systems other than the Moveble DO. M.S.N.C. 1930.
pp 27981
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When they went into other keys, Group C gave up at the

end of the third %ﬂﬁ%h’mﬁﬁ returned to the regular course;

Group B lasted Tour months; Group & lasted six months. At

the end of that time &is Group & had covered less than

u

helf that a bright r&ﬂ& had done; they had no

agsurance or fluencykiﬁf &ﬁingg,there was no enjoyment -
it was like dolng Aritﬁmﬁki‘ to please the teacher; they
1iked to sing in the Kay&&fkﬂtbut they positively detested
the key of E. After a &ﬁ@rt time with the movable DO, they
showed positive gain. As a furthef check the teacher of
Group A continued %0 teach to the end of the year a few
of the more talented pupils, who were also studying violin
or piano. Progress was fair, only the very talented pupils
could get it to a degree that justified the time and
energy expended. Mr, Rebmann concluded that for our
elementary schools, the movable DO is most effective;
syllables may later be dropped for words; in High School
the work can be best sccomplished on a basis of harmonic
reading.

In Rochester, N.7. an experiment ig in progress now

that is sttracting much autenulen. Using the Foresman

Books of Songs &s material, the pupils are taught to sing

with neutral syllable. The "musical feeling” is developed

through song singing in Grades I and I1. Through this

meens their ™subconsclous mind is trained definitely in
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the propfr sequence of intervaels in a major or minor
melodye” * The tonality of a song belng fixed before
reading, the claim is that mistakes are not made in sing-
ing a major intervel for a minor, because of the operation
of this "musical feeling", The problem then becomes one
of training the pupils to notice the size of inter#als.
The plan is showing good results in Rochester, at least
for bethter than the results gained by the old method,
As yet the director in charge has not been willing to put
the plan into print, so much depending on the way %the
various steps are applied. A study of the underlying
psychology is felt to be a prerequisite to an understanding
of the plan.

The idea of teaching without syllables is not new.
Des M01nes, Iowa, the Elementary School of the 3School of
Bducation, University of Chicago, and other school svstems
have tried it. So far no oubtstandingly fine results have
been reported. At State Teachers' College, Indiana, Pa.
Miss Lola Beelar has been conducting a test of the effect=
iveness of‘non-syllabic teaching, checking the exper rimental
group against a "control® group, the two groups being "pair-
ed" and all conditions conforming as nearly as possible to
the requireménts of a scientific set-up. The non-syllabic

group have not even heard syllables used, except possibly

-—-—__—--—-._.......———....———-—-..—.— .“ﬂ-—va—_.————-‘-iw-._

Syllables., Music ouperv1sors* Journal 17 1, Oot *31.
Do 18

&
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by other children outside of school. No authoritative v
reports are available at present,

In the final chapter I shall attempt tb designate
sorme criteria of a method of sight singing that can be
successful in our American schools, and evaluate the fore-

going methods in the light of these criteria.
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CHAPTER V

Conclusions

Dewey says that ™method in any case is but an effective
way of employing some-material to some end.” Our methods
in music education are accused of being inadequate, the
results are not considered satisfeactory, due to a lack
of clear planning to reach those aims,

Music education, to be truly effective, must have
a dogble aim: to develop a love of and an "initiative
for® good music; and to provide the necessary sxill that
shall enable the pupil to satisfy his desire to particie =
vate in music. These two aims must be well balanced.
The one can, and should, be made to Turther the other,
One cannot concelive of a good school neglecting the teach-
ing of reading in favor of developinz a literary appreci-
ation wholly through story telling. Yet the practice of
emphasizing rote singing, of a very high guality to be»
sure, but at the expense of and in ths place of music
reading, is dangerously close to such procedure. Several
"progressive schools® have adopted this policy, and the

teachers do not seem to realize the injustice of it. For,

e i T e SO — G e e wmew wiees  wesms s EnN Gee e s | mee e
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the more the pupil has gained of appr ion end delight
in participation, the more he will eventually need a
power to read music, in order to continue and progress
in an activity dear to him,

This over-emphasis on rote singing is, of course, by
way of protest against too much stress on reading for
its own Sake. "Our reverence Tor skill and efficiency
too often lesds us to conceive of ex ccellence in performance
as the goal of music education, and we forget that, however
tentative and unsugcessful active participation mey be,
it yet has great value as a means. of self-expression, and
serves as tge best approach to appreciction and intelligent
listening.” fowever, it is quite unnecessary to saeri-
fice either skill or appreciation. The poor work done
in music, and the resulting unfaverable attitule, are due
to several causes: poorly‘prepared teachers, whose dis-
like Tor and fear of this phase of their work, is trans-
mitted to their pupils; uninspired mat ri 1, selected or
I a "method®™ rather than for

made to further the success of

it

jex}

musical value; lack of foresight, of the "far view!
on the part of supervisors, which allows concentration
on the immediate acquisition of skill, losing sight of the

ultimate aim in which sight-singing is but a part.

.ﬁ

r

These, with the causes mentioned asbove, namelv failure

2.7 Davisonm, AT T.” TuSigaT Zducation In AmeTica, p. 4
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to formulate aims and carsfully plan, are some of the
chief obstacles in the way of developing a musical nation.
We are not as alone in this as seems to be the general
impression. In practically all the texts studied and
the articles read, there has heen voiced a dissatisfaction

with the "status quo® and the methods are, in all but the

best remedy.

I have listed below the more important factors that
seem to have influenced the authors of methods, or compil-
ers of material. There is no attempt at arrangement accord-
ing to imporbtance.

1. Sight singing must be well taught as it

is a foundational skill, necessary to
further musical development.

2, As in the teaching of all skills, ample

opportunity must be provided for drill
on every possible aspect.

%, There must be some means of accurabtely

measuring piteh intervals, and the use

of this "measure™ must be reduced Lo an
automatic basis., A definite nomenclature
is absolubtely indispensable in tThis
connection.

4, Far from interfering with present pleasure

in singing, signt singing shouvld, in the
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first place, be derived from song material,
and should constantly be referred back 1o
it, in the enlargement of repertory. That

is, the prm¢§§§~§&§§§a'be enalytic and

then synthetic: from a song - whole to

its parts¢”§ﬁ§ §§éKiﬁo new song-wholes.

The only justification for technical drill
in an art subject is the power gained for
greater apyféai&%immg and powers.

The better the method, the more real music
is learned, the larger opportunity is pro=-
vided for truly musical activity.

Sufficient skill must be acquired in school,
to éarry over into adult life, either as a
bagis for wholesome recreation, Or as &
foundation for advanced music study.

The method that becomes a crutch is either
bad, or is badly used. All devices should
he discarded as soon as thelr object has
been attained. {(ef. Dr. Dann, p. 89)

A method designed to train only the particu-~
larly gifted does not Tit with a democratic
conception of education.

The music is more important than the method,
and the needs and abilities of the child are

more important then either. The music must
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be selected for its value and its sultabil- |
1ty to the child's present stage of develop-
ment, and the method must be formulated to
,canﬁsrm to the best child psychology, and

~to the nature of the music.
All,@fithe systems studlied meet some of thesekéaﬁﬁ‘ﬁ;;”
perhéps ﬁﬁé authors of some would claim to meet.them:

-
L

in Whichkﬁaﬁe the problem becomes one, not of method,
of applicatign of method,
As far as Aﬁeriean Music education is concerned,
the answer to our problem is not that of adopting the ’
"{ixed DO™ of France. Our pupils are not resigned tﬂ~$ﬁ§r
less drill as are the French children. They would haﬁ@
no prévioug or collateral training in "long patience® S&cﬁ'
as is needed to arrive at real music at the end of years
of drill. Nor can I subsecribe to the value set upon
acquisition of absolute pitch. It may be of tremendous 
value in the more advanced stages of music study, (though
even that is debatable) but for the average person it;is
not of nearly the walue that a keen sense of relative
piteh is. If this relative sense has been established,
the other can be acquired by the talented person who desires
it and can profit by it. The claim made by the French
that the same name is always used for the same piteh, is‘
not strictly speaking true, RE, for example, is used to

désignate-pitches that differ by a whole step. DP and D#.

&
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A mental adjustment must be made by the reader, that

gannot demand less judgment, or be less confusing, than
the movable DO which they condenmn,

Those that advocate the adoption of this system, amd
point to France as a much more musical people, Torget
that they are judging by. what is seen at the Conservatory,
What is the musical status of the average French pupil
upon leaving Flementary School does not eanter in, Our
young people may not be as good readers, but I am sure
many of them have other gains from their music study that
they would not readily exchange for the greater skill.

Nor is the Tonic Sol-fa suited to American adopiion,
It might possibly have been a success in our schools,
as in England, if Lowell Mason had introduced it as a
whole instead of in part. Now it is becoming out of date
even in BEngland, That is, the manner in which the various
elements are used is being greatly modified to conform

to newer educational ideas.

Careful

consideration of the elements of the Tonile
Sol=fa leads one to conclude that the success 1t has had
ghould be attributed, not nearly so much to the simplified

notation, haﬁd sighs, etc., but to the two principles upon

which it is built: the "mental effect™ of scale members,

and the intervallic relationships within a key. These
two factors have been isolated from the rest and incorpor-

ated into other systeus.
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Since the two methods,vmgst frequently pointed out
as desirable models for our music eduators, are not suited
to our needs or our educational ideals, it devolves upon
American teachers to formulate plans and‘procedures that
shall meet the needs that certainly exist.

The indications are that the next fewbyears may
bring forth the plan that shall be so excellent that all
factions, all strong believers in this or that method, shall
be willing to give up their old ways and follow the new.
In themeantime, I contend that for the purposes of a good
general music education that éan function in any of
several ways in later life, the present methods can perform
wonders in the hands of a teacher who is Wéll trained, has
vision, and can maintain a balance between the theorebical
and aesthetic,

If key relationship is well taught, and the aspects
of melodie and rhythmic tendencies constantly called to
the attention of the pupil, it does not greatly matbter
what you eall the tones. Thet some naming of tones is
essential, I still believe, the Rochester Plan notwithstanding.

However, the fact has been deplored for lo, these
many Years, that the use of syllables becomes a bad habit,
In reply to this I submit, on the basis of work success-
fully done in the grades and in college classes, that a
combination of syllables,number names, letter names, and

neutral syllables, results in the pupils being able %o
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read fluently and accurately with "loo"™ or words, When
an interval ocecurs wholly forelgn to the context, they
have gained sﬁfficiént power through these various maﬁﬁs
to work it out. The argument that these ways ol nan k

tones does not suffice for modern music is answered by

'the fact that sufficient skill in the usual progress*z
should e : attained by the time the pupil is ready for
moderﬁ music,ISO that syllables of any sort may be ab_3, 
and the reading be done by a sense of interval. Tt 18
perfectly possiblé to develop this intervallic sense with
the regular syllébles if chromatics and modulations are
systematically studied, and if, above all, the various
intervals sre used sufficiently often, in every possiblak‘
place on the staff, and in every usable melodic progressie&.

Until the present day, our music has been Tounded on

certain scale relationships, involving certain intervals
énd melodic progressions. The new music is, to some extent,
founded on other scales and chords. If much such music is
Writteﬁ for voice, it means that a new mode of reading may
have to be devised, or it may be that "Intervallia® will
suffice,

Whatever the coming method of sight singing may turn

out to be, it must use music as its foundatlon.
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