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ABSTRACT 

This  s tudy  i s  an a n a l y s i s  o f  f o u r  c u r r e n t l y  taugh t  beg inn ing  band 

methods and an i n v e s t i g a t i o n  i n t o  t h e  op in i ons  o f  band teachers  concern ing  

t h e  pedagogical  c o n t e n t  o f  t h e  band methods. For comparison pedagogical  

elements d e r i v e d  f r om a N o r t h  American adap ta t i on  o f  the Kod61y Choral 

Method a re  u t i l i z e d .  The s tudy  has two main purposes f o r  music educa t ion .  

F i r s t ,  t o  determine whether band methods a re  i n  need of  r e v i s i o n ;  and second, 

t o  determine the  va lue  o f  t h e  K o d i l y  elements i n  band teaching.  

A rev iew o f  t h e  l i t e r a t u r e  shows t h a t  some music educators  b e l i e v e  

t h a t :  (1) Kod$ly ls sequence o f  t each ing  c h i l d r e n  t o  ( a )  s ing,  (b )  read, 

( c )  w r i t e ,  ( d )  p l ay ,  an i ns t r umen t  i s  e f f e c t i v e  i n  pror r~ot ing musica l  

l i t e r a c y ;  ( 2 )  v o c a l i z a t i o n  and "eurhythmics"  a re  e f f e c t i v e  i n  p romot ing  

musica l  1 i teracy ;  ( 3 )  band methods have remai ned i n s u l a t e d  f rom developments 

i n musi c a l  pedagogy. 

The s tudy analyzes the four  band ~ ~ e t h o d s  i n  terms of  i n s t r umen ta l  

t e c h n i c a l  fundamentals, music fundamentals, and a l s o  i n  terms o f  the  Kod;ly 

sequence o f  musica l  concepts . 

The e f f e c t i v e n e s s  o f  band methods was judged u t i l i z i n g  conferences 

w i  t h  s e l e c t e d  p r o f e s s i o n a l  musi c i ans  and band teachers .  The i n t e r v i  ewer 

a t tempted t o  gauge t h e i r  o p i n i o n s  r e g a r d i n g  the four  methods under s tudy  

and rega rd i ng  the  ~ o d i l ~  elements as an e v a l u a t i v e  measure. A l l  responses 

were examined t o  see i f these teachers  a r e  c r i t i c a l  o f  the  band methods, 

and whether they suppor t  the  use o f  ~ o d s l ~  elements i n  band teach ing .  

iii 



This study r a i s e d  several issues which had imp l i ca t i ons  f o r  band 

teaching. I t  was shown t h a t  the teachers '  competence and freedom to  choose 

t h e i r  own teaching m a t e r i a l s  was h i g h l y  important  i n  band teaching. The 

sub jec ts '  agreement w i t h  the importance o f  the  ~ o d g l ~  elements was 

es tab l  ished i n  the s t ruc tu red  in te rv iews,  p a r t i c u l a r l y  regarding Orff 

movements and v o c a l i z a t i o n  which were unanimously supported by the subjects.  

The i m p l i c a t i o n  was drawn t h a t  the best r e s u l t s  f o r  band teaching would 

de r i ve  from a combination o f  a good band method and a competent, experienced 

teacher. 

I n  conclusion, a l though i t  was noted t h a t  perhaps the best  "method" 

f o r  band teaching i s  the "competent teacher," the d e f i c i e n c i e s  o f  cu r ren t  

band methods po in ted  t o  the need f o r  r e v i s i o n  and poss ib l y  the development 

o f  a new comprehensive band method which der ives i t s  pedagogy from the 

a r t  o f  band performance. 



Music resembles poe t r y ;  i n  each 

Are nameless graces which no methods teach, 

And which a master-hand a lone  can reach. 

(A lexander  Pope: An Essay on C r i  ti c i  sm) 
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Chapter 1 

THE NATURE AND PURPOSE OF THE STUDY 

Discuss ion o f  the  Purpose 

The purpose o f  t h i s  s tudy  i s  t o  analyze beg inn ing  band methods. 

Some elements u t i l i z e d  i n  t he  ~ o d i l ~  Method w i l l  be used f o r  comparison 

purposes and some teachers  and music ians w i l l  be i n t e r v i ewed .  

Th i s  s tudy  hypothes i  zes t h a t  c u r r e n t  band methods p resen t  musical  

concepts i n  a  haphazard sequence and w i t h o u t  adequate re in forcement .  The 

inadequacies o f  the  band methods n e c e s s i t a t e  t h a t  t he  band teachers develop 

m a t e r i a l s  t o  " f i l l  i n  the  b l a n k s "  f o r  t h e i r  s tuden ts  as t he  methods leave 

much t o  chance on t h e  p a r t  o f  t he  beg inner .  

Consc ient ious and exper ienced teachers  i n s t i n c t i v e l y  teach f rom a 

personal  p l an  based on t h e i r  own e x p e r t i s e  i n  music teach ing.  However, 

t he re  a r e  o t h e r  teachers  who a r e  inexper ienced  bo th  as music ians and as 

band teachers,  and they r e l y  h e a v i l y  upon t he  method books. Some researchers  

b e l i e v e  t h a t  t h i s  k i n d  o f  r e l i a n c e  depends upon t he  s tuden ts  o b t a i n i n g  

"chance" l e a r n i n g  by a  "soak ing up process. "  Noble c a l l s  t h i s  chance 

l e a r n i n g  the  "osmosis" t heo ry  of teaching, where t he  teacher  assumes t h a t  

sooner o r  l a t e r  t he  l e a r n e r  w i l l  beg in  t o  "know." I n  commenting upon the  

use o f  osmosis as a  teach ing  method, Noble s t a t e s  t h a t  i t  ". . . would 

a r ch  t he  eyebrows o f  teachers  i n  o t h e r  academic d i s c i p l i n e s  i n  a  shock 



o f  d i s b e l i e f .  "l A t  p resen t  most music teachers  cannot, u n f o r t u n a t e l y ,  r e l y  

on bas ic  musica l  l i t e r a c y  i n  t he  way t h a t ,  f o r  example, Soc ia l  S tud ies '  

teachers  can r e l y  on b a s i c  verba l  1  i teracy .  

Band l i t e r a t u r e  r evea l s  t h a t  t he re  have been r e l a t i v e l y  few changes 

i n  t h e  s t r u c t u r e  and method of  teach ing  i n  beg inn ing  band books w h i l e  i n  

r e c e n t  years  o t h e r  academic sub jec t s  have begun t o  i n c o r p o r a t e  the  ideas 

and r e s u l t s  o f  modern research  i n t o  new teach ing  programmes. Th i s  l a c k  

o f  p rogress  i n  band methods has alarmed some music researchers  and 

educators :  

Dur ing  an e r a  i n  which educa t iona l  r e f o rm  i n  o t h e r  d i s c i p l i n e s  
has been based n o t  o n l y  on b r i n g i n g  sub jec t s  up t o  date,  b u t  a l s o  
on newly  dev i  sed s t r a t e g i e s ,  music educators  a re  express ing  concern 
about  t he ,  i n s t r u c t i o n a l  procedures i n  t h e i  r own f i e 1  ds .2 

A l though research  has n o t  been a c t i v e l y  i nco rpo ra ted  i n t o  new band methods 

t h e r e  have been s i g n i f i c a n t  research f i n d i n g s  i n  o t h e r  areas o f  music 

educa t ion  which r e l a t e  t o  many aspects  o f  band programme des ign .  S i ronen 

has o u t l i n e d  the f o l l o w i n g  areas o f  s i g n i f i c a n t  research  needed t o  improve 

music programmes. They are:  

1. a  conceptua l  approach 

2.  a  sequen t i a l  development o f  s k i l l s  

3. s k i l l s  development and knowledge as a p r e r e q u i s i t e  t o  
a u t h e n t i c  a e s t h e t i c  response 

l ~ o b e r t  F. Noble,  "A Study o f  the E f f e c t s  o f  a Concept Teaching 
C u r r i  c u l  um on Achievement i n  Performance i n  Elementary School Beginn i  ng 
Bands" (unpub l i shed  PhD d i s s e r t a t i o n ,  U n i v e r s i t y  o f  Wyoming, 1969), p.  4 .  

2 ~ o r o t h e a  May S i  ronen, "Contemporary Music Educat ion:  Trends and 
Imp1 i c a t i o n s "  (unpub l i shed  r e p o r t ,  Walden U n i v e r s i t y ,  1980), p.  128. 



4. e x p e r i e n t i a l  l e a r n i n g  

5. develop ing musical  i ty through mu1 t i s e n s o r y  channels. 3 

I t  seems s u r p r i s i n g  t h a t  f i n d i n g s  i n  t he  p reced ing  areas a re  n o t  be ing 

considered i n  the  development of  beginn ing band methods. As Noble w r i  t es  : 

I n  s p i t e  o f  b e t t e r  m a t e r i a l s ,  teachers,  and ins t ruments  on 
which t o  l ea rn ,  the processes by which ins t rumenta l  music i s  
taugh t  t o  c h i l d r e n  have n o t  changed m a t e r i a l l y  i n  the l a s t  
ha1 f -cen tu ry .4  

I n  t h i s  s tudy  t he  au thor  hopes t o  p resen t  a case f o r  upgrading 

beg inn ing  band methods by means o f  an ana l ys i s  o f  f o u r  such methods, showing 

where d e f i c i e n c i e s  l i e  i n  each method r e l a t i v e  t o  the ~ o d i l ~  elements.  

Whi le i t  i s  t r u e  t h a t  ". . . we can conclude t h a t  the method book i s  n o t  

a l l  - i m p o r t a n t .  . . "5  i n  t h a t  the t eache r ' s  a b i l i t i e s  i n f l u e n c e  s tuden t  

progress g r e a t l y  d u r i n g  c l a s s  t ime, the  beg inn ing  band book i s  o f t e n  the  

p r imary  re fe rence  f o r  home p r a c t i c e  p a r t i c u l a r l y  if the band teacher  i s  

inexper ienced.  I n  o rde r  t o  f a c i l i t a t e  l ea rn ing ,  t he  method book should be 

as complete and l o g i c a l l y  sequenced a re fe rence  as poss ib l e .  As Gowman 

s ta tes :  

I t  has been argued t h a t  a t eache r ' s  success may be a t t r i b u t e d  
more t o  the  way the m a t e r i a l  i s  taugh t  than t o  the  method book 
used. Th i s  i s  a u i t e  
" t u r n e d - o f f "  as much 

t r ue ;  b u t  a t  the  same t ime a s tuden t  can be 
by a p o o r l y - w r i  t t e n ,  bor ing ,  o r  d i f f i c u l t  

4 ~ o b l e ,  p.  iii. 

' ~ e r a l d  R. P resco t t ,  G e t t i n g  Resul ts  w i t h  School Bands (New York: 
Car l  F ischer ,  Inc . ,  l 973 ) ,  p .  59. 



book as by a  poor  teacher .  
6 

A cu rso ry  l ook  a t  popu la r  beg inn ing  band books revea l s  a  l a c k  o f  

s tandard ized,  sequen t i a l  t each ing  procedures i n  i n t r o d u c i n g  music 

fundamentals. De f i c i enc i es  a re  obvious a t  a  f i r s t  g lance: a t  l e a s t  two 

popu la r  methods o m i t  p l a y i n g  fundamentals such as embouchure and hand 

p o s i t i o n .  Most band methods v i r t u a l l y  i gno re  research i n t o  the  value o f  

body rhy thmics  such as c lapp ing ,  a1 though c l app ing  (as a  re in forcement  t o  

rhy thmic  l e a r n i n g )  i s  i n c l u d e d  i n  one method i n  a  minor  way. Yet the  

American School Band Di r e c t o r s  Assoc ia t i on  (ASBDA) C u r r i c u l  um Guide s t r o n g l y  

recommends t h a t  t he  conductor  shou ld  " .  . . have t he  s tuden ts  c l ap - t ap -  

count -shout  (as i n  the  army) .  11 7 

Most method books v i r t u a l l y  i g n o r e  ear  t r a i n i n g  and v o c a l i z a t i o n .  

They do n o t  make suggest ions f o r  s i n g i n g  o r  l i s t e n i n g  exper iences w h i l e  

p l ay i ng ,  e i t h e r  t o  the  s tuden ts  o r  t o  the  teachers .  Some w r i t e r s  o f  c u r r e n t  

research be1 i e v e  t h a t  p i  t c h  d i s c r i m i n a t i o n  i s  d e f i n i t e l y  improved by 

vocal  i z a t i o n  . A s tudy  was conducted r e c e n t l y  which compared band s tuden ts  

who had f o l l owed  a v o c a l i z a t i o n  p r o g r a m  w i t h  s tuden ts  who had n o t .  

Resul t s  revea led  t h a t :  

. . . those s tuden ts  t h a t  had f o l  lowed the  d a i l y  v o c a l i z a t i o n  
were s u p e r i o r  t o  those t h a t  had n o t  w i t h  r espec t  to :  
1. P i t c h  d i s c r i m i n a t i o n  a b i l i t y  
2. The a b i l i t y  t o  r e l a t e  musica l  sounds t o  musica l  n o t a t i o n  

6 ~ o y  F. Gowman, " Idea Exchange: S e l e c t i n g  a  Yethod Book f o r  
Beginners,"  I n s t r u m e n t a l i s t ,  X X X I I ,  No. 1 (August, 1977), p .  26.  

' ~ m e r i  can School Band D i r e c t o r s  Assoc ia t ion ,  The ASBDA C u r r i c u l  um 
Guide: A Reference f o r  School Band D i r e c t o r s  ( P i t t s b u r g h :  Vol kwei n  
Bro thers ,  1973), p.  109. 



3. The a b i l i t y  t o  m e n t a l l y  conve r t  musical  n o t a t i o n  i n t o  musical  
sound .8 

I t  should be p o i n t e d  out ,  however, t h a t  t h i s  s tudy does n o t  i n t e n d  

t o  prove t h a t  t h e r e  w i  11 be a t r a n s f e r  o f  l e a r n i n g  between such elements 

o f  the  Kod5ly Method as vocal  educat ion and i ns t rumen ta l  educat ion.  Good 

qua1 i ty  i ns t rumen ta l  t u i  ti on may produce good musi c i  ans i r r e s p e c t i  ve o f  

whether o r  n o t  they have had a chora l  background. One music teach ing  

system which stands o u t  as hav ing  been w e l l  sequenced and s t r u c t u r e d  i s  t he  

Choral Method developed by ~ o l t i n  Kod;ly i n  Hungary. I n  1923 Kodhly began 

composing chora l  works f o r  c h i l d r e n  and s tudy ing  music educa t ion  i n  the 

schools .  I n  the  l a t e  1960's h i s  work a t t r a c t e d  world-wide a t t e n t i o n .  

A1 though the Kod;ly Method was w i d e l y  accepted i t  was i n t u i t i v e l y  c rea ted  

r a t h e r  than based on re1  i a b l e  research.  I t  i s  the  purpose o f  t h i s  study t o  

see i f  p a r a l l e l s  e x i s t  i n  the  s t r u c t u r e  and sequence between the bas i c  

elements o f  the  Kod:ly Method and beg inn ing  band methods, and t o  show t h a t  

band teachers share corrmon be1 i e f s  about i n s t r u c t i o n a l  elements as out1 i ned - 

by ~ o d i l ~ .  

Procedures Fol lowed 

The f o l l o w i n g  l i m i t a t i o n s  were imposed on t h i s  study: 

1. The a n a l y s i s  was l i m i t e d  t o  f o u r  w e l l  known beg inn ing  band methods, 

s i nce  t he  scope o f  t h i s  s tudy would n o t  a l l o w  an exhaus t i ve  a n a l y s i s  o f  a l l  

begi  n n i  ng band methods c u r r e n t l y  ava i  1 ab le  t o  teachers.  These f o u r  are 

f a i  r l y  t y p i c a l  beg inn ing  band methods. 

2. Only the  f i r s t  book o f  each method book was analyzed, as the  scope of 

8 ~ h a r l e s  A.  E l l i o t t ,  "The E f f ec t i veness  o f  S ing ing  i n  the  Beginn ing 
Band Class," Journal  o f  Band Research, I X ,  No. 1 ( F a l l ,  1972), p .  39. 



t h i s  s tudy would n o t  a l l o w  a  thorough i n v e s t i g a t i o n  o f  a l l  subsequent books 

f o r  each i n d i  v i  dual method. 

3. The s t r u c t u r e d  i n t e r v i e w  was g iven  t o  n ine teen  successfu l  ins t rumenta l  

i n s t r u c t o r s .  Each teacher  i n t e r v i e w  was approx imate ly  t h ree  hours.  The 

q u a l i t y  and depth o f  i n d i v i d u a l  i n t e r v i e w s  was judged t o  be more impo r tan t  

than the number o f  sub jec t s  i n te r v i ewed .  

4. The teachers i n t e r v i e w e d  were: band teachers a t  the  elementary,  j u n i o r  

and s e n i o r  h i g h  school l e v e l s ,  music superv iso rs  w i t h  a  band background, 

p ro fess iona l  musi c i  ans wi t h  the  Vancouver Symphony Orchestra who a re  a1 so 

p r i v a t e  teachers,  and members o f  t h e  U n i v e r s i t y  of  B r i t i s h  Columbia Facu l t y  

of  Music who teach p r i v a t e l y .  

5. A l l  i n t e r v i e w s  were conducted by the  author .  The teachers ' responses 

were recorded and then read  back t o  the sub jec ts  f o r  v e r i  f i c a t i  on. 

6. The teachers i n t e r v i e w e d  were se lec ted  because they were exper i  enced. 

T h e i r  " p r e f e r r e d  band method" was n o t  necessa r i l y  one o f  t he  f o u r  methods 

analyzed i n  t h i s  s tudy  as some o f  the p ro fess iona l  musicians and f a c u l t y  

members do n o t  teach band and a re  un fami l  i a r  w i t h  band methods. The i r  

i n p u t  was sought i n  o r d e r  t o  determine how they, as p ro fess iona l  musicians, 

viewed the Kodgly elements u t i l i z e d  i n  the s t r u c t u r e d  i n t e r v i e w .  

D e f i n i t i o n  o f  Terms 

Element. For t h i s  study, t h i s  term means a  d i s c r e t e  un i  t o f  

l e a r n i n g  such as a  f i n g e r i n g  o r  a  no te .  

Kod<ly elements.  These elements a re  drawn from the Koda/ly Method 

and wi 11 be used t o  analyze band methods and t o  i n t e r v i e w  teachers.  

Kod$ly Method. For t h i s  s tudy  t h i s  term r e f e r s  t o  the adap ta t i on  



of  the Kod2ly Choral Method by L o i s  Choksy. 

Method book. Th is  term r e f e r s  t o  a  beg inn ing  i n s t r u c t i o n  book used 

i n  teach ing  heterogeneous groups o f  brass,  woodwind, and percuss ion s tudents  

i n  pub1 i c  schools.  

Musica l  l i t e r a c y .  Musical  l i t e r a c y  i s  de f i ned  as the  a b i l i t y  t o  

read and per fo rm m u s i c a l l y  u s i n g  t r a d i  t i onal music n o t a t i o n .  

P i t c h .  Th is  term means musical  tone. The p i t c h  des igna t ion  

used i s  based on ass ign ing  the ca tegory  f ou r t h  octave t o  the octave 

4 4 A=440 ( t r e b l e  c l e f ,  second space). A i s  A=440, "middle C "  i s  C , C 

4 5 A i s C .  

t o  be 

i n c l  ud 

above 

Rudiments. For t h i s  s tudy rud iment  means a category o f  music 

fundamentals such as rhythm, key s igna tu re ,  no ta t i on ,  and terminology.  

Fu r the r  d e f i n i t i o n s  f o r  the elements u t i l i z e d  i n  the  Kodsly Method 

w i l l  be g iven  i n  Chapter 2 i n  the  rev iew o f  the  l i t e r a t u r e .  

Organ iza t ion  o f  the Study 

Three processes wi 11 be employed i n  t h i s  s tudy t o  i n v e s t i g a t e  the 

need f o r  change i n  beginn ing band methods: 

1. 1 i s t i n g  key elements from the Kod;ly Method i n  the  1 i t e r a t u r e ;  

2.  ana lyz ing  f o u r  beg inn ing  band methods us ing  the  Kod;ly elements; 

3. conduct ing a s t r u c t u r e d  i n t e r v i e w  based on t he  Kod;ly elements 

w i  t h  1 eadi  ng B r i t i s h  Col umbi a  band teachers,  music superv i  sors, and 

p ro fess iona l  musicians. These i n t e r v i e w s  w i  11 seek the  teachers ' op in ions  

rega rd ing  the con ten t ,  s t r u c t u r e  and sequence o f  t h e i r  p r e f e r r e d  beg inn ing  

band methods. 

I n  summary the s t r u c t u r e  (components o f  the band methods) and the 



sequence o f  i n s t r u c t i o n  i n  the band methods w i l l  be examined through a 

comparison w i t h  c e r t a i n  elements u t i l i z e d  i n  the ~ o d i l ~  Method. The purpose 

o f  t h i s  s tudy i s  n o t  t o  w r i t e  a new elementary band method. I t  i s  hoped 

t h a t  t h i s  s tudy w i l l  demonstrate a method o f  a n a l y s i s  o f  f o u r  beg inn ing  

band methods which may have imp1 i c a t i o n s  f o r  improv ing the  i n s t r u c t i o n a l  

design o f  band methods. It i s  a l s o  hoped t h a t  t h i s  s tudy w i l l  show t o  what 

degree successfu l  band teachers agree w i t h  the elements found w i t h i n  the  

~ o d i l ~  Method. 



Chapter 2 

REVIEW OF THE LITERATURE 

The l i t e r a t u r e  reviewed i n  t h i s  s tudy  w i l l  be examined i n  th ree  

sec t i ons .  F i r s t ,  a  b r i e f  h i s t o r y  o f  ~ o l  t i n  Kod$ly and h i s  work w i  11 be 

presented f o l l owed  by a  d e s c r i p t i o n  o f  the Kod$ly Method, i t s  t o o l s  and 

i t s  sequence o f  i n s t r u c t i o n .  (Some i ns t rumen t - re l a ted  1  i t e r a t u r e  regard ing  

Kod$lyls b e l i e f s  i n  i ns t rumen ta l  teach ing  w i l l  a l s o  be inc luded . )  The 

second s e c t i o n  wi 11 rev iew c u r r e n t  band research ( i n c l u d i n g  problems 

r e l a t e d  t o  band teaching and methods), and the t h i r d  s e c t i o n  w i  11 o u t l i n e  

t h e  Kodsly elements as drawn from the l i t e r a t u r e .  

E a r l y  i n  the 19001s, Z o l t s n  ~ o d g l ~ ,  a  no ted  Hungarian composer 
and educator,  was appa l l ed  a t  the  l e v e l  o f  musical  1  i te racy  he 
found i n  s tudents  e n t e r i n g  the  Zeneakademi a- - the h i g h e s t  music 
school i n  Hungary. Not o n l y  were these s tudents  unable t o  read 
and w r i t e  music f l u e n t l y ,  b u t  i n  a d d i t i o n ,  they were t o t a l l y  
i g n o r a n t  o f  t h e i r  own musical  h e r i  tage . . . K o d i l y  f e l  t deeply 
t h a t  i t  must be h i s  m iss ion  t o  g i v e  back t o  the people o f  Hungary 
t h e i r  own musical  h e r i t a g e  and t o  r a i s e  the  l e v e l  o f  musical  
l i t e r a c y  n o t  o n l y  i n  academy students ,  b u t  a l so  i n  t he  popu la t i on  
as a  whole .9 

Kod:ly f e l t  t h a t  music teacher  t r a i n i n g  was inadequate, and he was l a r g e l y  

respons ib le  f o r  r a i s i n g  the  music t ime a l l o t m e n t  r equ i red  i n  the  school 

teach ing  d i  p l  oma . 
Kod;ly v i s i t e d  England i n  t he  e a r l y  1920's t o  s tudy t he  Eng l i sh  

' ~ o i  s  Choksy, The Kod;ly Method: Comprehensi ve Music Educat ion 
From I n f a n t  t o  Adul t (Englewood C l i  f fs:  P r e n t i  ce-Hal l  , Inc . ,  l 974 ) ,  p .  7 .  



chora l  t r a d i t i o n ,  and f rom there  formed the o p i n i o n  t h a t  a s p i r i n g  musicians 

should acqua in t  themselves w i t h  re1 a t i  ve s o l  - f a .  As ~ z 6 n y i  s t a t e s :  " I n  

Hungary, r e l a t i v e  s o l  -fa i s  used i n  teach ing  the rudiments o f  music t o  

beginners . I, 10 

Kod$ly had a l s o  worked w i t h  ~ a r t 6 k  i n  c o l l e c t i n g ,  ana lyz ing ,  and 

c l a s s i f y i n g  one thousand c h i  1  dren ' s  songs. Thi s  c o l  l e c t i o n  became Vol ume 

One o f  the 

I n  

and ". . . 

Corpus Musi cae Popul a r i  s  Hungari cae. 

1923 Kod;ly began composing s u i  t a b l e  music f o r  c h i  1  dren ' s  choi  r s ,  

s t udy ing  musica l  educa t ion  i n  the  schools i n  depth. " l l  He f e l t  

t h a t  t h i s  music was a necessary l i n k  between a r t  music and f o l k  music. 

Kod;ly1s f i r s t  a t tempt  a t  a  t e x t  f o r  younger c h i l d r e n ,  I s k o l a i  
/ 

~ n e k e ~ ~ G j t e m 6 n ~  (A  School C o l l e c t i o n  o f  Songs) was publ  i s h e d  i n  1942, and 

i t s  companion volume, 333 Exerc ises,  was publ  i shed  soon a f t e r .  These books 

were b u i l t  from songs on one p i t c h  t o  the  ma jo r  second, and were very  
,, ' / 

d i f f i c u l  t f o r  c h i l d r e n  t o  s i n g  i n  tune. Because o f  t h i s  problem, Jeno Adam 

wrote ~ 6 d s z g r e s  f n e k t a n i  t& (Systemat ic  S ing ing  I n s t r u c t i o n )  i n  1944, which 

begins melod ic  t r a i n i n g  w i t h  t he  minor  t h i r d .  
1 

I n  an exper iment i n  music educat ion,  Kodaly persuaded the  M i n i s t r y  
/ 

o f  Educat ion t o  a l l o w  Marta Nemesszeghy t o  teach one c lass ,  ". . . us ing  the 

Kod;ly m a t e r i a l s  and method, and hav ing  music every  day. "I2 She was so 

successfu l  t h a t  t he  S ing ing  Pr imary Schools i n  Hungary grew f rom one i n  

/ 

l 0 ~ r z s e b e t  ~ z & ~ i ,  Koda ly ' s  P r i n c i p l e s  i n  P r a c t i c e :  An Approach t o  
Music Educat ion Through the Kod5ly Method (Toronto:  Boosey & Hawkes, 1973), 
p.  22. 

llchoksy, The ~ o d i l ~  Method, p .  9. 

l Z 1 b i d . ,  p .  10. 



1950 t o  the more than one hundred and t h i r t y  a t  p resen t .  

Kod5ly developed h i s  music educa t iona l  goals f o r  the  Hungarian 

people, and s t a t e d  them as f o l l  ows: 

1. That t r u e  musical  1  i teracy- - the  a b i  li ty t o  read, w r i  te, and 
t h i n k  mus ic - - i s  the r i g h t  o f  every  human be ing .  . . . 

2. That t o  be i n t e r n a l i z e d ,  musical  l e a r n i n g  must begin w i t h  the 
c h i l d ' s  own n a t u r a l  ins t rument - - the  vo ice.  . . . 

3. That the educa t ion  o f  the  musical  ea r  can be complete ly  
success fu l  o n l y  if i t  i s  begun e a r l y - - i n  k i nde rga r ten  and the 
p r imary  grades--even e a r l i e r ,  i f  poss ib l e .  . . . 

4. That, as a c h i l d  possesses a mother-tongue--the language 
spoken i n  h i s  home--he a l s o  possesses a musical  mother-tongue 
i n  the  f o l k  music o f  t h a t  language. I t  i s  through t h i s  musical  
mother-tongue t h a t  the  s k i 1  1  s  and concepts necessary t o  musical  
l i t e r a c y  should be taugh t .  . . . 

5.  That ' o n l y  musi c  o f  unquest ioned qua1 i ty- -bo th  f o l k  and composed-- 
shou ld  be used i n  t he  educa t ion  o f  c h i l d r e n .  . . . 13 

Kod;ly a l so  s t a t e d  t h a t  musica l  s k i  11 s  should be learned  i n  a  s p e c i f i c  o rder ;  

b r i e f l y ,  Kod;ly1s developmental sequence i s  ". . . always sound t o  s i g h t ,  

concrete t o  a b s t r a c t  . . . . Much musica l  exper ience precedes 

symbol i z a t i o n  . "14 The pedagogical  o r d e r  u t i l i z e d  f o r  each new l e a r n i n g  i s  

always ". . . hear ing ,  s i ng ing ,  d e r i v i n g ,  w r i t i n g ,  reading, c r e a t i n g .  11 15 

These broad goals  form the  ve ry  b a s i s  f o r  what i s  known as the ~ o d g l ~  Method. 

I n  1953, ~ r z s 6 b e t  S z h y i ,  ~ o d $ l y ' s  p u p i l ,  produced a t e x t  which 

combined the major  elements o f  the  ~ o d i l y  Method: ". . . the t o n i c  s o l - f a  

system, t he  Curwen hand s igns ,  the  s h i f t i n g  do w i t h  key change, and the 

1 3 ~ o i s  Choksy, The ~ o d b l y  Context:  Crea t ing  an Environment f o r  
Learn ing (Englewood C l i f f s :  P ren t i ce -Ha l l  , Inc . ,  l 9 8 l ) ,  p.  6-8. 



r e l i a n c e  on the b e s t  o f  f o l k  and composed song m a t e r i a l  f o r  teach ing  

purposes. "I6 A d d i t i o n a l  t o o l s  of Kodb ly ts  Method are:  John Spencer Curwen's 

(1816-1880) system o f  hand s i  gns i n  con junc t i on  w i  t h  s o l  fege (mod i f i ed  

somewhat), Da lc roze 's  eurhythmics (c lapp ing ,  s tepping,  o s t i n a t i  , and 

rhy thmic  movement w i t h o u t  p iano  accompaniment), and the use o f  rhythm 

s y l l a b l e s  adapted f rom ~ h e v g ' s  work. 

Szonyi quotes Kodsly i n  an address she d e l i v e r e d  a t  the  L i s z t  

Academy i n  1953: 

A g i l e  f i n g e r s  do n o t  s u f f i c e ;  the music must be deeply  understood 
and apprec ia ted,  and r a t i  ve s o l  - f a  cons ti t u t e s  one p o s s i b l e  form 
o f  t r u e  comprehension. ! j 

Koda/ly b e l i e v e d  t h a t  i ns t rumen ta l  s tudy  should be preceded by a f i r m  

foundat ion  i n  s i n g i n g  and s o l  - fa,  and s ta ted :  

Teach them s i n g i n g  f i r s t  . . . f o r  f r e e  s i n g i n g  w i t h o u t  
ins t ruments  i s  t he  school of  t r u e  and deep mus i ca l i  ty.  I t  i s  
b e t t e r  t o  make them musicians be fo re  i n s t r u m e n t a l i s t s  . I 8  

Th is  w i l l  be discussed l a t e r .  B u t  f o r  the  purposes o f  t h i s  study, 

i t i s  assumed t h a t  most ch i  l d r e n  e n t e r i  ng a begi  n n i  ng band programme i n  

B r i t i s h  Columbia have n o t  had a background i n  the Kod;ly Method. 

Nor th  American music c u r r i c u l a  and p h i  losoph ies  make system-wide 

q u a l i t y  n e a r l y  imposs ib le ,  as music programmes a re  r a r e l y  c o n s i s t e n t  f rom 

school t o  school and from decade t o  decade. For example, i n  B r i t i s h  Columbia 

16choksy, The Kod$ly Method, p .  10. 

17~z6ny i  , p . 65. 

1 8 ~ o i s  Choksy, 'The Kod2ly Phi losophy and Canadian Schools," 
B.  C .  Music Educator, XXV,  No. 2 (Winter ,  1982), p .  18. 



13 

the  Kod5ly Method i s  be ing  implemented, b u t  o n l y  i n  c e r t a i n  school d i s t r i c t s  

such as Nanaimo. 

The 1964 Conference i n  Budapest o f  I .S .M.E. (The I n t e r n a t i o n a l  

Soc ie t y  f o r  Music Educat ion)  caused i n t e r n a t i o n a l  awareness o f  the K o d i l y  

Method. Th i s  awareness and subsequent spreading o f  the Method t o  many p a r t s  

o f  the w o r l d  was due t o  t h e  q u a l i t y  and thorough p r e p a r a t i o n  o f  the  Method. 

I t  should be noted, however, t h a t  K o d ~ l y l s  educa t iona l  ph i losophy  and 

guidance were u t i l  i z e d  by o the rs  i n  c r e a t i n g  what was c a l l e d  the  ~ o d s  

Method: 

Kod$ly d i d  n o t  i n v o l v e  h i m s e l f  g r e a t l y  i n  develop ing the  peda 
the  "method," through which h i s  concept was t o  be achieved. Th is  
he de legated t o  h i s  co l leagues,  f r i e n d s  and s tudents .  l9 

It i s  o n l y  i n  h i  s  w r i t i n g s  t h a t  Kod/aly expresses h i s  own views on music 

educat ion;  t he  adapta t ions  t h a t  e x i s t  i n  coun t r i es  a1 1 over  the w o r l d  were 

c rea ted  by o the rs .  

K o d ~ l y t s  impact  on music educat ion i n  Hungary and i n  many p a r t s  o f  

the w o r l d  has been descr ibed  i n  the 1 i t e r a t u r e .  The components o f  t h e  Kod$ly 

Method have been o u t l i n e d ,  as have the s t reng ths  o f  the s t r u c t u r e  and 

sequence o f  a  we1 1 -planned sys tem o f  music teachi  ng. The Koda/ly Iblethod 

w i  11 be compared t o  band methods and teaching as reviewed i n  the  n e x t  s e c t i o n  

o f  t h i s  chapter .  

BAND RESEARCH 

I n  s p i t e  o f  outward var iance,  the o r i e n t a t i o n  o f  most band methods 

i s  remarkably s i m i l a r .  I n  comparing method books h i s t o r i c a l l y ,  Tex te r  

19~hoksy, The Koda/ly Context, p .  8. 



concludes: 

The pedagogical  o r i e n t a t i o n  o f  beg inn ing  band method books has 
remained e s s e n t i a l l y  t he  same s i nce  the f i r s t  books o f  the  twent ies  
were pub l i shed .  A l though t h e r e  i s  va r iance  among the books i n  such 
fea tu res  as r a t e  o f  progress,  amount o f  melod ic  m a t e r i a l  used, and 
rhythmic complex i ty ,  t h e  m a j o r i t y  o f  the books share a common 
o r i e n t a t i o n  rega rd ing  t h e i r  t each ing - l ea rn ing  approach: ( 1 )  elements 
a re  c a r e f u l l y  i n t r oduced  ( "s imple- to-complex")  ; ( 2 )  elements a re  
t r e a t e d  as d i s c r e t e  e n t i  t i e s  ( "a tomi  s t i  c " )  ; ( 3 )  exp lana t ions  a re  
pedant ic ,  and the  s tuden t  does n o t  have t o  so l ve  problems o r  
d iscover  re1 a t i o n s h i p s  .20 

The musical  con ten t  o f  method books o f  the  6 0 ' s  and 70 ' s  i s  

n o t i c e a b l y  s imp le r  than t h a t  o f  e a r l i e r  methods. 

b  Fewer t o n a l i t i e s  a re  used: s i x  books use o n l y  t he  keys o f  B , 
b E ~ ,  and F major,  and one uses B major  e x c l u s i v e l y .  Th i r t een  o f  

the  books use no meter s i gna tu res  based on the  e i g h t h  note.  I n  
four  books, the q u a r t e r  no te  i s  the  s h o r t e s t  u n i t  o f  du ra t i on ,  and 
e i g h t  books do n o t  con ta in  the  d o t t e d  q u a r t e r  note.21 

One reason f o r  t he  s imp le r  con ten t  o f  the  band method book may be 

t h a t  beginners a re  now o f t e n  s t a r t e d  i n  grades f o u r  and f i v e ,  and, t he re fo re ,  

i t cou ld  be argued t h a t  the  method book must gear i t s e l  f towards those 

younger s tuden ts .  However, the  t each ing  approach o f  band methods remains 

the same, i n  s p i t e  o f  t he  change i n  content ,  and i t  i s  no ted  t h a t  the 

beg inn ing  band method book i s  o f t e n  found t o  be unsu i t ed  t o  the a b i l i t y  

l e v e l  o f  the s tuden ts .  Herendeen discusses the beg inn ing  method book i n  

r e l a t i o n  t o  t he  p reven t i on  o f  drop-outs f rom band programmes. He s ta tes :  

"Many books progress a t  a r a t e  h i g h l y  s u i t e d  t o  t h e  twelve-year  o l d  m e n t a l i t y ,  

' O ~ e r r ~  El  i zabeth Tex te r ,  "A H i s t o r i c a l  and A n a l y t i c a l  I n v e s i g a t i o n  
o f  t he  Beginn ing Band Method Book" (unpubl ished PhD d i s s e r t a t i o n ,  Ohio 
S ta te  U n i v e r s i t y ,  l 975 ) ,  p .  159. 



b u t  pe rp lex  and confound the f ou r t h  grader  . . . . I' 22 

P a r t  o f  the  problem i s  t h a t  band teachers do n o t  o f f e r  a concensus 

of  op in i on  as t o  the  needs o f  t h e i r  programmes o r  t h e i r  s tuden ts :  

The problems o f  deve lop ing  a cu r r i cu lum guide o r  course o f  
s tudy f o r  band a r e  much g r e a t e r  than  most educators r e a l i z e .  
There e x i s t s  an i n f i n i t e  v a r i e t y  o f  t heo r i es ,  teach ing  techniques, 
and p h i  losoph ies  of  purpose and a l a r g e  body o f  d i f f e r i n g  m a t e r i a l s .  
Educators a r e  even unsure of  the  musical needs o f  s tuden ts  who a re  
p a r t i c i p a t i n g  i n  school bands .23 

I n  s p i t e  o f  t he  f a c t  t h a t  band teachers use a v a r i e t y  o f  m a t e r i a l s  

which s u i t  t h e i r  teach ing  s t y l e ,  they  s t i l l  purchase method books f o r  

ensemble i n s t r u c t i o n .  Teachers a l s o  seem a t t r a c t e d  t o  methods which c l a i m  

t o  have i nco rpo ra ted  new ideas and innova t ions  i n t o  t h e i r  s t r u c t u r e :  

Wi th  such an apparent  l a c k  o f  i n t e r e s t  i n  method books, i t  would 
a lmost  seem t h a t  t hey  a r e  r e l a t i v e l y  un impor tant  i n  the  beg inn ing  
ins t rumenta l  music program. However, t h i s  obse rva t i on  i s  b e l i e d  
by a v i s i t  t o  a music educa to rs '  convent ion, a school ins t rumenta l  
c lass ,  o r  a music s t o r e .  Teachers do use method books, and the  
pub1 i c a t i o n  o f  beg inn ing  books i s  a p r o f i t a b l e  venture f o r  some 
music pub l i she rs  and merchandisers.  New method books a r e  r a t h e r  
f r e q u e n t l y  publ ished,  and t h e i r  authors  o f t e n  c l a i m  t o  have 
developed new approaches o r  adapted c u r r e n t  t each ing - l ea rn ing  
p r i n c i p l e s .  The method book i s  probably  one o f  the de te rmin ing  
f a c t o r s  o f  ins t rumenta l  c l a s s  success . . . . 2 4 

I t  should a l s o  be noted t h a t  the method book i s  " .  . . r a r e l y  t he  

sub jec t  o f  a research i n v e s t i g a t i o n  ."25 This  seems p u z z l i n g  i n  v iew o f  the 

2 2 ~ i m  Herendeen, "The Recrui  tment and 1% ti v a t i o n  o f  Band Beginners , I' 
School Music ian D i r e c t o r  and Teacher, X L I V ,  No. 7 (March, l973) ,  p. 53.  

2 3 ~ a r r y  Hartman Hai nes , 
School Bands: A Review o f  Avai 
Local C u r r i  c u l  um Groups" ( unpub 
Oklahoma, 1968), p. 5 .  

"Problems i n  W r i t i n g  Cur r i cu lum 
ab le  Ma te r i a l s  w i t h  Suggestions 
i shed  PhD d i s s e r t a t i o n ,  Univers 

M a t e r i a l s  f o r  
f o r  S t a t e  and 
i t y  o f  



a t t e n t i o n  g iven  t o  o t h e r  areas o f  music i n s t r u c t i o n  such as ~ o d s l ~  and 

O r f f .  

Various exp lana t ions  may be suggested f o r  the l a c k  o f  change i n  the 

beg inn ing  band method book such as p u b l i s h i n g  costs ,  the  performance 

o b j e c t i v e s  of  most beg inn ing  band method books, and t he  statement t h a t  

many i ns t rumen ta l  teachers a r e  ". . . r e l a t i v e l y  s a t i s f i e d  w i t h  t he  books. ,126 

I n  a d d i t i o n  t o  the  teachers '  r e l a t i v e  s a t i s f a c t i o n  w i t h  t he  method books, 

there  seems t o  be a c e r t a i n  re1 uctance t o  c r i t i c a l l y  eva lua te  music 

programmes. 

N i  t z  s t a t e s :  "Pro fess iona l  1 i t e r a t u r e  shows bo th  a 1 amentable l a c k  

o f  f r e s h  ideas t o  cope w i t h  c u r r e n t  cond i t i ons  and an unw i l l i ngness  t o  

submit  the p ro fess ion  t o  se l  f - c r i  ti c i  sm. "27 We must be open t o  programmes 

t h a t  have worked w e l l  i n  o t h e r  areas o f  music, and be w i l l i n g  t o  exper iment 

w i t h  a view t o  making improvements. 

I t  i s  lamentable t h a t  we f a i l  t o  take the  t ime o r  expend the 28 e f f o r t  t o  l ook  c a r e f u l l y  i n t o  programs t h a t  have had l a s t i n g  va lue.  

The programme r e f e r r e d  t o  by W i l l i ams  i s  the Koda/ly Method, and he c r i t i c i z e s  

music educators who r e j e c t  such a method i n  favour  o f  " .  . . d a r i n g  

techniques t h a t  l i e  on the p e r i p h e r y  o f  s o l i d l y  based approaches. ,129 

27Donald N i  t z ,  "On the S t a t e  o f  Music Educat ion: The Na t i ona l  
Mala ise vs. the P u r s u i t  o f  Excel lence,"  Music Educators Journal ,  LXVI, No. 8 
( A p r i l  , l98O), p.  41. 

2 8 ~ a r k  W i  1 l?ams, "The Kod;ly Approach and Phi losophy: A Perspect ive, "  
Keeping Up Wi th  Kodaly Concepts i n  Music Educat ion, 11, No. 1 (September - 
October, 1975), p .  7. 



Other r e l a t e d  research r e f l e c t s  problems rega rd ing  the  band 

programme's goa ls  and cu r r i cu lum.  The c a r e f u l  s t r u c t u r e  and sequence o f  

musica l  concepts i n  the  Koda/ly Method p r e v i o u s l y  d iscussed i n  t h i s  chapter  

i s  l a c k i n g  i n  many ins tances  i n  band teaching, and s tuden ts  a re  n o t  g iven 

a f i r m  foundat ion  on which t o  b u i l d  musical  knowledge and s k i l l s .  I n  

p ressu r i ng  s tuden ts  t o  perform q u i c k l y ,  o f ten  many s k i l l s  a r e  n o t  g iven  

adequate re in fo rcement  and teaching, and t he  s tuden ts  never  become m u s i c a l l y  

1 i t e r a t e  . Accord ing t o  Garafa l  o: 

. . . most band d i r e c t o r s  have no c l e a r  concept ion o f  what a band 
c u r r i c u l  um i s ,  n o r  can they  e x p l a i n  what they  a re  t r y i n g  t o  accompl ish 
educa t iona l  l y  w i  t h  t h e i  r s tuden ts  . . . band programs t h a t  p l  ace 
undue emphasis on performance s k i l l s  a re  l i k e l y  t o  be s e r i o u s l y  
d e f i c i e n t  i n  t each ing  s tudents  about music .30 

Performances and p resen ta t i ons  by t he  band t o  t he  school and community, 

a1 though impo r tan t  i n  p r o v i d i n g  m o t i v a t i o n  and a f e e l  i n g  o f  accompl ishment 

f o r  the  s tudents ,  must n o t  r ep lace  the  teach ing  o f  musica l  concepts; r a t h e r  

they  must enhance i t  and make i t  e x c i t i n g .  

ELEFIENTS UTILIZED IN THE K O D ~ L Y  METHOD 

The elements reviewed i n  t h i s  s e c t i o n  are a lmost  e x c l u s i v e l y  from 

the Koda/ly Method w i t h  t he  excep t ion  o f  the i n t r o d u c t o r y  pages. Since the 

Kod$ly Method i s  chora l  , a t  l e a s t  one p u r e l y  i ns t rumen ta l  element i s  

necessary if a thorough a n a l y s i s  o f  t he  band method (w i  t h i n  the scope o f  t h i s  

s tudy)  i s  t o  be accomplished. I t should be no ted  here t h a t  the elements 

descr ibed  i n  t h i s  chap te r  a re  ma in l y  de r i ved  f rom L o i s  Choksy's adap ta t ion  o f  

3 0 ~ o b e r t  Garafa lo ,  "Bl  u e p r i n t  f o r  Band: We Need Sound C u r r i  cu l  ums, 
Not J u s t  S k i l l e d  Performers,"  Music Educators Journa l ,  LX, No. 3 (November, 
l 973 ) ,  p .  39. 



the K o d i l y  Method and n o t  f rom the w r i t i n g s  o f  ~ol t&- i  Kod;ly. Fur ther ,  

i t must be admi t ted  t h a t  Choksy has descr ibed  the behaviours which competent, 

p r o f e s s i o n a l l y  t r a i n e d  musicians have been asp i  r i n g  t o  f o r  many cen tu r i es ,  

and t h a t  she has i n c o r p o r a t e d  these i n t o  h e r  d e s c r i p t i o n s  o f  the ~ o d s l ~  

Choral Method. 

The f o l l o w i n g  i s  an o u t l i n e  o f  the elements u t i l i z e d  i n  the Kod$ly 

Method as se lec ted  by  the  author :  

1. I n t r o d u c t o r y  pages 

2. Rudiments page 

3. Rhythm 

4. O r f f  movements 

5 .  Melodic l e a r n i n g  

6 .  A r t i c u l a t i o n  

7. Tessi  t u r a  

8. Voca l i za t i on  

Imp rov i sa t i on  

Song mater i  a1 

Supplementary mater i  a1 

Musical  s i gns  

Mus i c a l  terms 

Form 

Theory 

Review and t e s t i n g  

1. I n t r o d u c t o r y  pages 

I n t r o d u c t o r y  pages a re  an impo r tan t  face t  o f  a  beg inn ing  band book, 

and s tudents  w i l l  use them b o t h  a t  school and a t  home many t imes a t  the e a r l y  

stages o f  i ns t rumen ta l  s t udy .  Consequently the i n s t r u c t i o n s  on the care, 

assembly, p l a y i n g  p o s i t i o n ,  embouchure, and f i n g e r i n g  c h a r t  must be 

presented c l e a r l y  and accu ra te l y .  As Kuhn has s ta ted :  

A l l  impor tan t  elements necessary f o r  develop ing c l e a r ,  conc ise 
understanding o f  fundamental posture,  h o l  d i n g  p o s i t i o n  o f  the  
i n s  trurnent and p r i n c i p l e s  o f  technique shoul d be i 11 u s t r a t e d  f o r  
t he  s tuden t ' s  re fe rence  .31 

31~01  fgang E .  Kuhn, Ins t rumenta l  Music: P r i n c i p l e s  and Methods o f  
I n s t r u c t i o n  (New York: A l l y n  and Bacon, 1970), p .  28. 



He a1 so reconended 1  arge, c l e a r ,  up-to-date p i c t u r e s  o f  young p laye rs  , 

so t h a t  ". . . the beg inn ing  s tuden t  can e a s i l y  i d e n t i f y  h imse l f  w i t h  

them. "32 The importance o f  p r e f e r r e d  and a l t e r n a t e  f i n g e r i n g s  i s  mentioned 

regard ing  f i n g e r i n g  c h a r t s  i n  the  method books, because a1 t e r n a t e  f inger ings  

must o c c a s i o n a l l y  be used ". . . f o r  b e t t e r  t e c h n i c a l  accuracy and smooth 

a r t i c u l a t i o n .  ,133 

2. Rudiments page 

Devel op ing  musi c a l l  y 1  i t e r a t e  band s tuden ts  seems t o  p resen t  a  

problem i n  t h a t  n o t  a1 1  schools have developmental programmes such as ~ o d 6 l ~  

throughout  the  e a r l i e r  grades n o r  do they  u s u a l l y  have pre-band programmes. 

I n  most beg inn ing  band books, a  c h a r t  o f  p re - i ns t rumen ta l  n o t a t i o n  i s  

presented s h o r t l y  a f t e r  the  photographs and f i n g e r i n g  c h a r t s  of the 

ins t rument .  A comparison cou ld  be made between g i v i n g  a  c h i l d  a  musica l  

vocabulary  l i s t  and expec t i ng  them t o  p l a y  t h e i r  i ns t rument ,  and g i v i n g  a  

c h i l d  (whose n a t i v e  language was Eng l i sh )  a  French vocabulary  l i s t  and 

expec t ing  them t o  speak French, w i t h o u t  the  necessary p r e p a r a t i o n  by the  

teacher .  Th is  problem of expec t i ng  c h i l d r e n  t o  l e a r n  w i t h o u t  f u l l y  

comprehending the  meaning o f  what they  a re  read ing  has been c r i t i c i z e d  by 

some t h e o r i s t s .  As Noble s t a t e s :  

While d i s c i p l i n e s  o f  mathematics, science, and s o c i a l  s t ud ies  
i n  p a r t i c u l a r  have had t h e i r  teach ing  method01 ogy almost e n t i  r e l y  
re-organized i n  r ecen t  years,  teachers o f  i ns t rumen ta l  musi c, 
through the c l ass  system o f  teaching,  have l a r g e l y  adapted the 
processes o f  p r i v a t e  t u t o r i n g  t o  group s i t u a t i o n s .  The system 
has been one o f  t each ing  s p e c i f i c s  a lmost  e x c l u s i v e l y  by r o t e ,  
r a t h e r  than t h e  u  ti 1  i z a t i o n  o f  unde r l y i ng  concepts, whereby c h i  1 dren 
l e a r n  by r e l a t i o n s h i p s  and problem s o l v i n g .  . T h i s  has r e s u l t e d  



because i ns t rumen ta l  l e a r n i n g  has i n v o l v e d  a u r a l  and v i s u a l  
recogni  t i o n  i n  addi  ti on t o  a mechanical s k i  11 -bui 1 d ing .  Students 
a re  taught,  f o r  example, t o  "push down the second va lve f o r  F#" 
and "ho ld  a h a l f  no te  f o r  two counts," comnonly i n  exc lus ion  o f  
any re1 a t i o n s h i p  of  such spec i  fi cs t o  bas i  c o v e r a l l  concepts .34 

The r e s u l t  o f  the p resen t  methodology i n  band programnes i s  ". . . i n  

l a b o r i o u s l y  slow s k i 1  1 -bui l d i  ng, which i s  commonly un re la ted  t o  musical  

understanding, and i n  numerous drop-outs . . . . 1135 

The ~ o d s l y  Method advocates t h a t  c h i l d r e n  must exper ience music 

p r i o r  t o  l e a r n i n g  about  music theory :  

A l l  rudiments t augh t  should be preceded by many tunes c o n t a i n i n g  
examples, . . . . The c h i l d r e n  w i l l  l e a r n  these by ear ,  and o n l y  
a f te rwards  be t augh t  the  re1 evant  musical  terms .36 

The t r a d i  t i o n a l  band method approach o f  r o t e  teach ing  musical  rud iments  

d i  f f e r s  wi deiy f rom the  Kodsly Method's e x p e r i e n t i a l  approach. 

3. Rhythm 

Rhythmic understanding i s  a fundamental p a r t  o f  the process o f  

becoming musi ca l  l y  li t e r a t e .  The Kod5ly Method emphasizes the importance o f  

rhythm i n  music teach ing  and f o l  lows a p resc r i bed  sequence o f  i n t r o d u c i n g  

rhythmi  c elements. 

I n  ~ h o k s ~ ~ s ~ ~  w r i t i n g s ,  the ~ o d $ l ~  Method's "ch i1  d-devel opmental I' 

sequence ( s t a r t i n g  w i t h  t he  q u a r t e r  note,  and proceeding t o  the e i g h t h  no te )  

i s  o u t l i n e d .  Choksy a l s o  discusses the " s u b j e c t - l o g i c "  approach of  o t h e r  

37~hoksy ,  The ~ o d g l ~  Method, pp. 15-23. 



d i s c i p l i n e s  and compares i t  t o  music teaching which uses a mathematical 

approach t o  rhythm, s t a r t i n g  w i  t h  the  whole note and proceeding t o  the ha1 f 

no te .  

Many band methods in t roduce rhythm i n  t h i s  way, and t h i s  confuses 

the beginning band student  according t o  Gordon: 

. . . i t  would seem t h a t  i f  beginning methods books are used, 
those which emphasize " sho r te r "  notes (as they func t i on  i n  rhythm 
pa t te rns ) ,  and n o t  whole o r  ha1 f notes, are more appropr ia te .  While 
i t  might  be t r u e  t h a t  " long"  tones a i d  i n  the development o f  b rea th  
con t ro l  and good tone q u a l i t y ,  these a t t r i b u t e s  are n o t  bes t  acqui red 
a t  the expense o f  rhythmic understanding. C e r t a i n l y  p roper  b rea th  
con t ro l  can be developed and good tone qua1 i t y  can be es tab l i shed  
i n  ways which wi 11 n o t  s a c r i f i c e  rhythmic understanding.38 

Gordon a l so  expresses opin ions about s tudents '  confusion regard ing 

t ime s ignatures .  He f e e l s  t h a t  the number o f  t ime s ignatures  in t roduced 

i n i t i a l l y  should be l i m i t e d :  

By and large,  1 i t e r a t u r e  f o r  beginning ins t rumenta l  students 
u t i l i z e s  more than one meter s ignature  f o r  music i n  duple meter, 
and l i kew ise ,  f o r  music i n  t r i p l e  meter . . . young i n s t r u m e n t a l i s t s  
w i l l  l e a r n  l i t e r a c y  s k i  11s more e f f i c i e n t l y  i f  the number o f  meter 
s ignatures t o  which they are exposed i s  i n i t i a l l y  l i m i  ted.39 

4. O r f f  movements 

Orff movements ( o r  musical  t r a i n i n g  through rhythmic movement) may 

occas iona l l y  be used i n  con junc t ion  w i t h  a beginning band method. ~ o d i l ~  

incorpora ted  c e r t a i n  p a r t s  of  the Dalcroze method o f  eurhythmics f o r  use 

w i t h  s i ng ing  i n  h i s  "method." The Dalcroze method i s  s a i d  t o  be successful  

i n  h e l p i n g  the s tudent  t o  " f e e l "  the beat, as w e l l  as reading and p l a y i n g  i t .  

3 8 ~ d w i n  Gordon, The Psychology o f  Music Teaching (Englewood C l  i f f s  : 
Pren t i ce -Ha l l ,  Inc. ,  1971), p .  122. 



~ z h y i  has w r i  t t e n  t h a t :  

Eurhythmics, o r  musical  t r a i n i n g  through rhythmic movement, 
was developed by Emi  l e  Jacques -Dal croze o f  the Geneva Conserva t o i  re ,  
and elements o f  t h i s  are incorpora ted  i n t o  the Hungarian method. 
Beat ing t ime, c lapping,  and tapping are extremely useful and 
w ide ly  used d u r i n  t h e  i n i t i a l  stages o f  many music-educat ional 
methods . . . . 4 11 

I n  devel op ing rhythmi c 1 i teracy,  eurhythmi cs have been sai  d t o  l e a d  

t o  rhythmic understanding almost as a "pre-rhythmic"  p repa ra t i on  f o r  

understanding n o t a t i o n .  Gordon w r i  tes about how rhythmic understanding i s  

developed: 

. . . p r i m a r i l y  by engaging i n  eurhythmic a c t i v i t i e s .  A f te r  
they are ab le  t o  perce ive  and d i sc r im ina te  tempo beats, meter beats, 
and melodic rhythm, they have the readiness t o  develop rhythmic 
concepts t h a t  u l  t i m a t e l y  l e a d  t o  rhythmi c 1 i teracy  . The ab i  1 i ty 
t o  read and w r i t e  rhythm i s  dependent on the  degree t o  which a 41 student can k i n e s t h e t i c a l l y  f e e l  what he sees i n  n o t a t i o n a l  form. 

For the  purposes o f  t h i s  study, the term "eurhythmics" w i l l  n o t  be 

employed any f u r t h e r  s ince  the term r e f e r s  t o  a c a r e f u l l y  planned, h i g h l y  

complex programme o f  movement and dance, o f t e n  w i t h  a p iano accompaniment. 

The term " O r f f  movements" re fe rs  t o  c lapping,  stepping, tapping the  beat  i n  * 

band c lass,  i n  o rde r  t o  c l a r i f y  rhythmic l ea rn ing .  The value o f  O r f f  

movements as a method o f  he lp ing  the s tudent  t o  become r h y t h m i c a l l y  1 i t e r a t e  

has been c l e a r l y  shown i n  the l i t e r a t u r e  reviewed. 

5 .  Melodic l e a r n i n g  

Melodic l e a r n i n g  r e f e r s  t o  the  teaching o f  new notes, i n t e r v a l s ,  

scales, and key s ignatures .  The ~ o d g l ~  Method o u t l i n e s  a s e t  of i n s t r u c t i o n a l  



o b j e c t i v e s  f o r  melod ic  l e a r n i n g ,  beg inn ing  w i t h  t he  concept o f  h i g h  and low, 

and l a s t l y  w i t h  t he  h a l f  s teps f a  and t i .  Choksy has discussed the 

importance of  the sequence of  melod ic  teaching,  and w r i t e s :  

As a1 1 rhy thmic  teach ing  must be based on the s tudents  ' a b i l i t y  
t o  d i s t i n g u i s h  rhythm f rom beat,  a l l  melod ic  teach ing  must be based 
on the s t u d e n t ' s  a b i l i t y  t o  d i s t i n g u i s h  h i g h e r  f rom lower  p i t c h e s  
From the f i r s t  c l ass  pe r i od ,  the  teacher  must f o s t e r  t h i s  ab i  li ty :42  

The vehi c l  e se lec ted  f o r  the me1 o d i c  development o f  ch i  1 dren i n  

Hungary was the  pentaton,  the  f i  ve tone sca le .  Choksy descr ibes t he  melod ic  

sequence as: 

1. The minor  t h i  r d  (so-mi ) , 
2 .  1 a and i t s  i n t e r v a l s  w i t h  so and mi , 
3. do, the "home tone"  i n  ma jo r  modes, and the i n t e r v a l s  i t  

forms w i t h  so, mi , and 1 a, 
4. re ,  the  l a s t  remain ing tone of  the  pentaton.  

A f t e r  these f i v e  tones t he  octaves low l a ,  low so, and h i g h  do 
a re  taught ,  and l a s t ,  the  h a l f  s teps  f a  and t i, t o  complete the 
d i a t o n i c  major  and minor  sca les  .43 

The i n t e r v a l s  chosen by Kod/aly t o  i n t r o d u c e  melod ic  l e a r n i n g  a re  

". . . the  minor  t h i r d  and the major  second above i t  . . . the  un i ve rsa l  

musi c a l  vocabul a r y  o f  young c h i  1 dren . 'I44 

I n  Chapter 3 t he  band methods w i l l  be analyzed t o  see i f  they m i r r o r  

the ~ o d g l ~  Method's care fu l  s t r u c t u r e  and sequence o f  melod ic  1 earn ing,  

as p r e v i o u s l y  mentioned by Choksy . 

4 2 ~ h o k s y ,  The Kod$ly Context p .  67.  

43~hoksy ,  The ~ o d s l ~  Method, p .  18. 

441bid., p .  17.  



6. A r t i c u l a t i o n  

I n  beginning band methods, a r t i c u l a t i o n  i s  o f t e n  in t roduced i n  the 

f o l  1  owing sequence: n a t u r a l  tonguing , s l  u r ,  1  egato, staccato, and accent . 
I n  the ASBDA cu r r i cu lum guide, the ob jec t i ves  f o r  a r t i c u l a t i o n  f o r  Year One 

w i  11 be used i n  t h i s  Kodgly element ( i n  add i t i on  t o  the accent) : 

Year One; c o r r e c t  a t tacks  and releases. Be able t o  p l a y  
na tu ra l  a t t ack ,  s l u r ,  staccato, and legato.45 

A r t i c u l a t i o n  i s  a lso  st ressed i n  teaching c h i l d r e n  how t o  s ing .  
/ 

According t o  Margaret Holden, B r i t i s h  c h o i r  d i r e c t o r  and Kodaly s p e c i a l i s t ,  

the c o r r e c t  placement of the tongue when s ing ing  i s :  "T ip o f  the tongue, 

t i p  o f  the teeth."46 This mans the tongue must touch the r i d g e  a t  the base 

o f  the lower f r o n t  t ee th  on vowel sounds. Holden a l so  has s a i d  t h a t  

consonants ". . . must be sounded as q u i c k l y  as poss ib le  . . . c lean ly  and 

i d e n t i f i a b l y .  t t47 Choksy has o u t l i n e d  the factors necessary fo r  good s ing ing :  

1. Accurate i n n e r  hear ing.  
2. Good s ing ing  posture.  
3. Proper b reath ing .  
4. Loose jaw, open th roa t ,  and p rope r l y  p laced tongue. 
5. Good vowel and consonant sounds .48 

The band methods w i l l  be analyzed i n  Chapter 3 regard ing  the manner 

i n  which a r t i c u l a t i o n  i s  taught  and the comprehensive coverage t h i s  element 

rece i  ves. 

4 5 ~ h e  ASBDA Curr iculum Guide: A Reference f o r  School Band D i rec tors ,  
p .  109. 

46~hoksy,  The Kod61y Context, p.  118. 

4 7 ~ b i  d. 



7 .  Tessi  t u r a  

The beg inn ing  band method book shou ld  i n c l u d e  a  l o g i c a l  development 

o f  the range o f  the  i ns t r umen t  be ing  s tud ied .  Too o f t e n ,  the  goal o f  the 

method book i s  t o  s t r e s s  ensemble p l a y i n g  r a t h e r  than t he  comfor tab le  

p l a y i n g  range o f  i n d i v i d u a l  i n s t r umen ts .  For example, the midd le  ins t ruments  

such as the French horns o f t e n  p l a y  i n  an uncomfor tab le  range because t h e  

method book 's  f 

f o r  the l i m i t a t  

a  developmental 

1. The 

ocus i s  on ensemble p l a y i n g .  The ~ o d g l ~  Method shows concern 

i o n s  o f  the c h i l d ' s  vo ice  and t he  importance o f  f o l l o w i n g  

sequence i n  s i n g i n g  as f o l l o w s  : 

range o f  young c h i  1  d r e n ' s  vo ices i s  1  i m i  t ed .  . . . H a l f  
s teps  a re  d i f f i c u l t  f o r  the  young c h i l d  t o  s i n g  i n  tune . . . . 

2.  Descending tones a re  e a s i e r  . . . f o r  c h i l d r e n  t o  l e a r n  and 
reproduce a c c u r a t e l y  . . . . 

3 .  .Skips a re  e a s i e r  f o r  t h e  young c h i l d  t o  s i n g  i n  tune than 
s t e p s .  . . . 

4. . . . the  young c h i  l d  w i  11 mos o f t e n  p i t c h  t he  upper no te  
o f  the  minor  t h i r d  around F#. 45 

Gowman shows an i n t e r e s t  i n  c e r t a i n  r e l a t e d  pedagogical  cons ide ra t i ons  a lso ,  

i n  s e l e c t i n g  the beg inn ing  band method book which takes no te  o f  t e s s i  t u ra :  

1. Are the  f i r s t  tones i n  the m idd le  o f  the b a s i c  p l a y i n g  
range o f  t he  va r ious  i ns t r umen ts?  (Many methods now beg in  
on c o n c e r t  F and E ~ .  S t a r t i n g  on F conce r t  a l l ows  most 
woodwinds, excep t  c l a r i n e t s ,  t o  use enough f i n g e r s  t o  g e t  a  
good g r i p  on t he  i ns t r umen t ,  a1 lows most brass p l a y e r s  t o  
beg in  on an open tone i n  the  m idd le  o f  t h e i  r beg inn i  ng range 
and a1 lows trombones t o  beg in  i n  f i r s t  p o s i t i o n  . )  

2.  As each new tone and rhythm i s  in t roduced ,  i s  i t  used i n  
p ieces  i n  the  same lesson?  Are the  concepts used 
c o n t i n u a l  l y  i n  subsequent lessons?  

3 .  Are u p p e r - r e g i s t e r  tones (espec ia l  l y  f o r  c l a r i n e t s  and 
brass i ns t r umen ts )  i n t r o d u c e d  through some l o g i  c a l  p rogress ion?  
( C l a r i n e t s  u s u a l l y  have more success o b t a i n i n g  uppe r - r eg i s t e r  
tones i f  they  f i r s t  have a  good founda t ion  i n  the lower  

49~hoksy ,  The ~ o d : l ~  Method, p .  1 7 .  



r e g i s t e r  and a r e  then  i n t r o d u c e d  t o  t h e  h i g h e r  tones through 
t h e  s l u r r e d  t w e l  f t h . 5 0  

8. V o c a l i z a t i o n  

The ~ o d / a l ~  Method makes e x t e n s i v e  use o f  s i n g i n g ,  as i t  i s  a  c h o r a l  

programme. However, i n  t h e  1  i t e r a t u r e  many w r i  t e r s  s t a t e  t h a t  s i n g i n g  

( i n t e r v a l s ,  band p a r t s ,  e t c  . )  benef i  t s  t h e  b e g i n n i n g  i n s t r u m e n t a l  i s t ,  and 

t h a t  t h e r e  shou ld  be more i n t e g r a t i o n  o f  s i n g i n g  and i n s t r u m e n t a l  t e a c h i n g .  

H a r g i  ss s t a t e s :  

S i n g i n g  and p l a y i n g  have been shown t o  be i n t e g r a t e d  aspec ts  o f  
b a s i c  development i n  m u s i c a l i t y ,  music r e a d i n g  and mus ica l  
performance . . . i t  m i g h t  be we1 1, a t  l e a s t  i n  t h e  e lementary  schoo l ,  
t o  d i  s c o n t i  nue t r e a t i n g  voc and i n s t r u m e n t a l  music as separa te  
p a r t s  o f  t h e  music program. 8 1 

M u r s e l l  has suggested a  method o f  implement ing v o c a l i z a t i o n  w i t h  

i n s t r u m e n t a l  s t u d e n t s :  

. . . the p u p i l  reads and s i n g s  t h e  i n s t r u m e n t a l  melody, u s i n g  
t h e  tone  manes before  he a t t e m p t s  t o  p l a y  i t .  Then he proceeds t o  
t r a n s f e r  t o  t h e  i n s t r u m e n t  t h e  p r e c i s e ,  d i r e c t e d  mus ica l  i m p r e s s i o n  
he has gained.52 

Many w r i t e r s  i n  t h e  1  i t e r a t u r e  have s t r e s s e d  t h e  impor tance of  

s i n g i n g  i n  c o n j u n c t i o n  w i t h  l e a r n i n g  an i n s t r u m e n t  and as an a i d  t o  e a r  

50~owman, pp. 28 and 30. 

"Genevieve H a r g i s s ,  "The A c q u i s i t i o n  o f  S i g h t  S i n g i n g  Abi  1  i t y  i n  
Piano Classes f o r  S tuden ts  P r e p a r i n g  t o  be Elementary Teachers," Jou rna l  o f  
Research i n  Music Educat ion,  X, No. 1 ( S p r i n g ,  1962), p .  69. 

52~ames  L .  M u r s e l l  , Human Val ues i n  Music Educa t ion  ( M o r r i  stown: 
S i  1  v e r  B u r d e t t ,  1934),  p .  234. 



t r a i n i n g .  E l  1  i o t t  observes t h a t  " t h e  r e g u l a r  p r a c t i c e  o f  s i n g i n g  d u r i n g  

band c l a s s  may be an i n f l u e n t i a l  f a c t o r  i n  t h e  s t u d e n t s '  development o f  

a  sense o f  p i t c h .  '53 However, s i n g i n g  must be used w i t h i n  the  range o f  

t h e  c h i l d r e n ' s  vo ices,  j u s t  as t h e  ~ o d s l ~  Method s t resses ;  tuba o r  

trombone p a r t s  would be most d i f f i c u l t  i f  n o t  i m p o s s i b l e  f o r  grade fou r  

g i r l s  o r  boys t o  s i n g .  The r e a l  v a l u e  o f  s i n g i n g  i n  band t e a c h i n g  may be 

as a  d e v i c e  f o r  c l a r i f y i n g  concepts  such as rhy thm and p i  t c h .  

9.  I m p r o v i s a t i o n  

I n  t h e  e a r l y  s tages  o f  t h e  ~ o d i l ~  Method i m p r o v i s a t i o n  i s  employed 

i n  s i n g i n g  q u e s t i o n  and answer phrases:  

A t  t h e  l o w e s t  l e v e l ,  i f  l i t t l e  o r  no mus ica l  n o t a t i o n a l  knowledge 
e x i s t s ,  s tuden ts  may i m p r o v i s e  "by e a r . "  The teacher  may c l a p  a  
p a t t e r n ;  the  s t u d e n t  must c l a p  i t  back, changing i t  i n  some way: 
making i t  l o n g e r ,  s h o r t e r ,  l o u d e r ,  s o f t e r ,  f a s t e r ,  s lower ,  a  
d i f f e r e n t  rhythm, e t c  .54 

I m p r o v i s a t i o n  i s  one way o f  u n d e r s t a n d i n g  and e n j o y i n g  music and 

t h i s  i s  t r u e  p a r t i c u l a r l y  a t  t h e  b e g i n n i n g  s tages o f  l e a r n i n g  an i n s t r u m e n t .  

I m p r o v i s a t i o n  can be used as a  way o f  enhancing t h e  p l a y i n g  o f  s imp le  tunes 

used i n  t h e  e a r l y  s tages  o f  s t u d y i n g  mus ic .  Gordon has w r i t t e n  t h a t :  

Beg inn ing i n s t r u m e n t a l  s t u d e n t s  q u i c k l y  deve lop a  fami l i a r i  ty  
w i t h  t h e i r  i nst rument ,  enhance t h e i r  t o n a l  and r h y t h m i c  unders tand ing ,  
and m a i n t a i n  an i n t e r e s t  i n  i n s t r u m e n t a l  music i f  t h e y  a r e  g i v e n  
immediate o p p o r t u n i t y  t o  i m p r o v i s e  on t h e i r  i n s t r u m e n t s  ( p a r t i c u l a r l y  

5 3 ~ h a r l e s  A. E l l i o t t .  "The E f f e c t  of  V o c a l i z a t i o n  on t h e  Sense o f  
P i t c h  o f  ~ e ~ i n n i n ~  Band ~ l a s ;  S tuden ts , "  Jou rna l  o f  Research i n  Music 
Educat ion,  X X ,  No. 1 ( S p r i n g ,  1974), p .  122. 

5 4 ~ h o k s y ,  The ~ o d g l ~  Con tex t ,  p .  77. 



be fo re  they a re  f o r m a l l y  t augh t  t o  read  i ns t r umen ta l  n o t a t i o n ) .  5 5  

The most e f f e c t i v e  way t o  teach i m p r o v i s a t i o n  t o  beg inn ing  i n s t r u m e n t a l i s t s ,  

accord ing  t o  Gordon, i s :  

. . . through i ns t r umen ta l  echo and d ia logue  techniques and by  
the r o t e  p e r f o r m n c e  o f  s imp le  tunes lea rned  i n  general  music 
c lasses .56 

10. Song m a t e r i a l  

I n  the  1  i t e r a t u r e ,  music educators  have s t a t e d  t h a t  c h i l d r e n  must be 

exposed t o  h i g h  q u a l i t y  examples o f  music i n  l e a r n i n g  an i ns t r umen t .  One 

musi c  educator ,  ~ c ~ a r r y , ~ '  spoke o f  Scho l l  , an i n s t r u c t o r  who developed h i  s  

own programme f o r  t each ing  t he  c l a r i n e t .  He i gno red  c u r r e n t  i ns t r umen ta l  

methods (which he f e l t  were n o t  o f  t he  h i g h e s t  q u a l i t y )  and s u b s t i t u t e d  f o l k  

song m a t e r i a l .  Scho l l  p l a y e d  and sang f o r  t he  c lass ,  the  c l a s s  sang the  

words and music by r o t e ,  then sang t he  f i n g e r i n g s  w i t h  numbers, w h i l e  

s imul taneous ly  f i n g e r i n g  upon the i n s  trumen t . P, para1 l e l  may be drawn 

between Scho l l  and ~ o d s l y ,  i n  t h a t  bo th  recognized the importance o f  

u t i l i z i n g  v o c a l i z a t i o n  and h i g h  q u a l i t y  f o l k  song m a t e r i a l  . 

As Herendeen s t a t e d :  

I r r e s p e c t i v e  o f  t he  method book chosen, 
t o  p rov i de  t he  s t u d e n t  w i t h  recogn izab le  me 
f o r  p l e a s i n g  exper iences very  e a r l y  i n  t he  

some means must be found 
l o d i e s  o r  o t h e r  oppor tun i  t 
l e a r n i n g  process.  Some 

5 7 ~ o b e r t  J .  AcGarry, "A Teaching Exper iment t o  Measure the Ex ten t  
t o  which V o c a l i z a t i o n  Con t r i bu tes  t o  the Devel opment o f  Se lec ted  I ns t r umen t  
Performance S k i l l s , "  (unpub l i shed  PhD d i s s e r t a t i o n ,  New York U n i v e r s i t y ,  
1967), p .  20.  



method books do i t  e a r l i e r  and b e t t e r  than o t h e r s .  58 

I n  speak ing about  t he  need f o r  good q u a l i t y  music i n  teach ing,  one 

w r i  t e r  c la ims  t h a t  " . . . one does n o t  reach an unders tandi  ng of 

Shakespeare o r  Fau lkner  by the  comic s t r i p s  . . . ," and i n  the  same way 

" .  . . one cannot  a r r i v e  a t  an unders tanding o f  se r i ous  a r t  music . . . ,159 

un less s u i t a b l e  musica l  examples a re  used. Bacon a l s o  recommends: 

. . . a ba lanced cu r r i cu l um,  a bas i s  o f  ind igenous f o l k  song, 
i n t e r e s t i n g  b u t  s h o r t  exe rc i ses  f o r  the  development o f  s k i l l s ,  
and bo th  t he  performance and hear ing  o f  a r t  music o f  a l l  pe r i ods  
and s t y l es .60  

Bacon, however, i gno res  the  r e a l  i t y  o f  the  c u l  t u r e  t oday ' s  c h i  1 dren 

l i v e  i n  and t h e  popu la r  music they  a r e  f a m i l i a r  w i t h .  Whi le  i t  i s  impo r tan t  

f o r  t he  method book t o  be balanced i n  i t s  s e l e c t i o n  o f  good qua1 i t y  song 

m a t e r i a l ,  i t  i s  up t o  t h e  band teacher  t o  p rov i de  supplementary m a t e r i a l  

which i nc l udes  good examples o f  popu la r  music, which i s  b o t h  m o t i v a t i o n a l  

and r e l e v a n t  t o  t h e  t imes we a re  l i v i n g  i n .  

11. Supplementary ma te r i  a1 

Many band method books a re  n o t  complete programmes, i n  t h a t  t he re  

a re  c o o r d i n a t i n g  books o f  technique,  theory ,  ensemble, so lo ,  and conce r t  

5 8 ~ i m  Herendeen, "Beginner Band Drop-Out Survey, " School Music ian 
D i r e c t o r  and Teacher, X L V I  , No. 2 (October, 1974), p . 34. 

5 9 ~ e n i s e  Bacon, "Hungary W i  11 Never "Outgrow" ~ o d g l ~ ,  " Music 
Educators Journa l ,  LXV, No. 1 (September, 1978), p .  43. 



arrangements which must be p u b l i s h e d  sepa ra te l y .  Kuhn has s a i d  t h a t  

"supplementary m a t e r i a l s  o f  the same q u a l i t y  and y e t  v a r i e d  f rom the  b a s i c  

t e x t ,  should  a l s o  be a v a i l a b l e .  "bl He a l s o  o u t l i n e s  the c o o r d i n a t i o n  o f  

these m a t e r i a l s  w i t h  the b a s i c  method book i n  s t a t i n g  t h a t :  

. . . the re  must be enough m a t e r i a l  a t  each l e v e l  and w i t h  each 
new problem so t h a t  i t  can be mastered w i t h  some degree o f  p r o f i c i e n c y .  
Therefore,  an i n s t r u c t i o n  shou ld  n o t  move ahead too qu ick&,  b u t  
shoul d i n t r o d u c e  supplementary m a t e r i a l  a t  each new s tep .  

(Kod$ly showed an awareness o f  the  importance o f  supplementary 

m a t e r i a l  by c r e a t i n g  a method which begins a t  the  nursery  school l e v e l  and 

ends a t  the u n i v e r s i t y  l e v e l  , and which i n c l  udes an abundance o f  m a t e r i a l  

a t  a l l  l e v e l s . )  

12. Musical and 13. Musica l  terms 

The i n t r o d u c t i o n  o f  a musica l  vocabulary  (musica l  s i gns  and terms) 

t o  s tudents  and subsequent re in fo rcement  and a d d i t i o n  o f  f u r t h e r  n o t a t i o n a l  

elements may be compared t o  the a c q u i s i t i o n  o f  a new language. Koda/ly, 

i n  h i s  w r i t i n g s ,  s t a t e d  t h a t  a c q u i r i n g  a vocabulary  o f  musi c a l  s i gns  and * 

terms i s  l ess  i m p o r t a n t  than expe r i enc ing  what they  mean through s i ng ing .  

He f e l t  i t  was impo r tan t  t o :  

Teach music and s i n g i n g  a t  school  i n  such a way t h a t  i t  i s  n o t  
a t o r t u r e  b u t  a j o y  f o r  t he  p u p i l  ; i n s t i l l  a t h i r s t  f o r  f i n e r  music 
i n  him, a t h i r s t  which w i l l  l a s t  f o r  a l i f e t i m e .  Music must n o t  be 
approached f rom i t s  i n t e l l e c t u a l ,  r a t i o n a l  s i de ,  n o r  should  i t  be 
conveyed t o  t he  c h i l d  as a system of  a l g e b r a i c  symbols, o r  as the 
sec re t  w r i t i n g  o f  a language w i t h  which he has no connect ion.  



The way should  be paved f o r  d i r e c t  i n t u i t i o n .  6  3 

Musical  s igns  and terms a re  taugh t  t o  c h i l d r e n  i n  the  Kod$ly bkthod, b u t  

o n l y  a f t e r  they  have had t he  exper ience o f  s i ng i ng ,  c lapp ing ,  and s tepp ing  

t o  the  bea t  o f  many songs. The i n t r o d u c t i o n  o f  musica l  terms and s igns i s  

a  n a t u r a l  outgrowth o f  the  f o l k  song m a t e r i a l  used. Kuhn has emphasized the 

importance of  teach ing  s tuden ts  t h e  meaning o f  the va r ious  terms and s igns 

they  encounter  i n  p l ay i ng :  " Ins t rumenta l  music i n s t r u c t i o n  shou ld  i n c l u d e  

an o rgan ized  e f f o r t  t o  teach c o r r e c t  usage and meanings o f  musical  terms 

. . . "64 and method books shou ld  ". . . c o n t a i n  a  g lossary  o f  musical  s igns 

and terms . . . . ,165 

14. Form 

The Kod$ly Method i nco rpo ra tes  t he  teach ing  of form i n  a  s t r uc tu red ,  

sequen t i a l  manner beg inn ing  w i t h  l i k e  and u n l i k e  me lod ic  phrases. I n  

Grade Two i n  Hungary, t he  c h i l d r e n  l e a r n  " .  . . t o  determine the  form o f  

s imp le  f o l k  songs. "66 Kod$ly s t r essed  the impor tance o f  unders tanding form 

i n  music: 

One o f  the educa t iona l  p r i n c i p l e s  o f  Kodgly was t h a t  music must 
be grasped by t he  i n t e l l e c t  as w e l l  as through t he  emot ions; i .e .  
i t  i s  o f  t he  !most  importance t o  recogn ize  and analyse t he  form o f  
composi t i  ons . 

Ins t r umen ta l  s tuden ts  shou ld  be made aware o f  form i n  the music 

they  a re  expected t o  l ea rn ,  accord ing  t o  Kuhn: 

63~ili ~ a l s p y  and Fred Macnicol , t r a n s . ,  The Se lec ted  W r i t i n g s  o f  
~ o l  tgn  Kodsly (Toronto:  Boosey & Hawkes, l 9 7 4 ) ,  p .  120. 

6 4 ~ u h n ,  p .  30. 651bid .  

6 6 ~ h o k s y ,  The Kod$ly Method, p .  41. 



"S tuden ts '  a t t e n t i o n  must be drawn t o  the c o n s t r u c t i o n  o f  the  
music they a re  p l ay i ng , "  and they should  " .  . . exper ience and 
recognize . . . two-par t ,  t h ree -pa r t ,  va r ious  dance forms . . . such 
as the  minuet,  wal t z ,  and march. "68 

15. Theory 

The Kod2ly Method's approach t o  teach ing  t heo ry  i s  as f o l l o w s :  

From the  beg inn ing  c h i l d r e n  a re  f i r s t  made aware o f  harmony 69 through s i ng ing ,  and then  they w r i t e  examples down and analyze them. 
. . . Be fo re  s t a r t i n g  on a  sys temat i c  harmony course, a lmos t  t he  
whole body o f  knowledge, such as i n t e r v a l s ,  sca les,  chords, and 
vocal  and i ns t r umen ta l  coun te rpo in t ,  i s  heard d u r i n g  t he  so l  -fa 
lessons . . . . 70 

Kuhn s t a t e s  t h a t  the  teach ing  o f  t heo ry  shou ld  i n c l u d e  ". . . major and 

minor t o n a l i t y  b a s i c  chords and arpeggios,  f u n c t i o n  o f  chords and bas ic  

chord progress ions . "71  Kuhn a l s o  be l i eves  t h a t  s tuden ts  shou ld  l e a r n  t heo ry  

by musica l  exper ience i n  t he  same way t h a t  b a s i c  musical  rud iments  a re  

t augh t .  He s t a t e s  t h a t  i n  r ega rd  t o  i ns t r umen ta l  teach ing,  theory  " .  . . 
must n o t  be l e f t  t o  chance, b u t  must be s y s t e m a t i c a l l y  planned. 11 72 

16. Review and t e s t i n g  

Most beg inn ing  band methods conclude w i t h  an end-of-book t e s t ;  f o r  

many methods t h i s  t e s t  i s  a  major  p a r t  o f  the  book 's  rev iew and t e s t i n g  

m a t e r i a l .  Kod;ly, on t he  o t h e r  hand, emphasized the importance o f  

7 0 ~ b i d . ,  pp. 56-57. 



re in forcement  and assessment th roughou t  a1 1  stages of  the c h i  l d ' s  musical  

development. "Each new s k i l l  i s  added t o  a  s o l i d  base, w i t h  f requent  

re in fo rcement .  "73 Ben t l ey  has s t a t e d  t h a t  p u p i l s  apprec ia te  t h i s  s t r u c t u r e  

s ince  they can gauge how they a re  do ing .  

Furthermore, i n t e r e s t  i s  i n e v i  t a b l y  1  i nked  w i t h  aims, o b j e c t i v e s  
o r  goa ls .  These may be l ong - t e rm  i n  the mind o f  the teacher,  b u t  f o r  
pup i  1  they must a lso ,  and p r i m a r i l y ,  be shor t - te rm,  something 
r e a l i s t i c a l l y  a t t a i n a b l e  w i t h i n ,  say, a  week, o r  a  lesson,  w i t h i n  
minutes,  o r  even immediate ly .  These goals ,  s h o r t -  o r  long- term,  
must be c l e a r l y  def ined, and i n t e l l i g i b l e  t o  t n e  p u p i l  .74 . . . The 
t e s t i n g  i s  the  means of  d i s c o v e r i n g  i f  goals ,  immediate o r  long- term,  
a re  be ing  achieved. 75 

I n  o r d e r  t o  encourage pu rpose fu l  l e a r n i n g  and p r a c t i c e  among 

beg inn ing  i ns t r umen ta l  i s t s ,  rev iew and t e s t i n g  a re  e s s e n t i a l  . The pa ren t s  

and a d m i n i s t r a t o r s  as w e l l  as the  s tuden ts  and the  teachers  a re  a1 1  

i n t e r e s t e d  i n e v a l u a t i o n  r e s u l  t s  a1 be i  t f o r  d i f f e r e n t  reasons. 

CONCLUSION 

Grouped i n  t he  form o f  elements,  the  bas i c  premises o f  the ~ o d / a l ~  

Method have been o u t l i n e d .  Cur ren t  problems i n  band i n s t r u c t i o n  have a l s o  

been r e l a t e d  t o  K o d ~ l y l s  teach ings .  

I t  appears t h a t  the 1  i t e r a t u r e  reviewed i n  t h i s  chap te r  has p o i n t e d  

t o  a  need f o r  much more research  i n t o  t h e  beg inn ing  band method book than 

e x i s t s  a t  p resen t .  As M i l ak  has s ta ted :  

7 3 ~ h r i s t o p h e r  Gledhi  11, "The I n e v i  t a b i  1 i  t y  o f  Kod$ly, " B . C .  Music 
Educator,  X X ,  No. 3  (Summer, 1970), p .  25. 

7 4 ~ r n o l d  Ben t l ey ,  Music i n  General Educat ion - A P o i n t  o f  View 
(New York: NFER Pub l i sh i ng ,  l W 5 ) ,  p .  68. 



For t oo  l o n g  music educators  have accepted t h a t  a  r e l a t i o n  e x i s t s  
between c e r t a i n  methods o f  teach ing  w i t h o u t  demonst ra t ing t h a t  
r e l a t i o n  through research.  W i t h i n  i n s t r u m n t a l  music educat ion,  76 
nowhere i s  t h i s  more apparent than i n  the  beg inn ing  band methods. 

Chapter 3 w i l l  u t i l i z e  the  Kod;ly elements reviewed i n  t h i s  chap te r  

i n  ana l yz i ng  four  beg inn ing  band methods, t o  see whether they con ta i n  the 

same c a r e f u l  p l a n n i n g  and a t t e n t i o n  t o  d e t a i  1  as t he  Kod;ly Method. 

7 6 ~ o h n  Joseph I . l i lak,  "A Comparison o f  Two Approaches o f  Teaching 
Brass Ins t ruments  t o  Elementary School Chi1 dren, " Counci 1  f o r  Research i n  
Music Educat ion,  No. 7 1  (Sumner, 1982), p .  80. 



Chapter  3 

ANALYSIS OF BAND TODAY, FIRST DIVISION BAND METHOD, 
SESSIONS I N  SOUND, AND SILVER BURDETT 

USING KODALY ELEMENTS 

Four band methods w i  11 be ana lyzed  t o  see i f  each o f  t h e  ~ o d i l ~  

e lements i s  a d e q u a t e l y  p r e s e n t e d .  The elements,  as o u t l i n e d  i n  Chapter  2, 

a r e  as f o l  lows:  

1. I n t r o d u c t o r y  pages 

2. Rudiments page 

3 .  Rhythm 

4. Orff movements 

5 .  M e l o d i c  l e a r n i n g  

6 .  A r t i c u l a t i o n  

7. Tess i  t u r a  

8 .  V o c a l i z a t i o n  

I m p r o v i s a t i o n  

Song m a t e r i a l  

Supplementary m a t e r i a l  

Mus ica l  s i g n s  

Mus ica l  terms 

Form 

Theory 

Review and t e s t i n g  

The b e g i n n i n g  band methods s e l e c t e d  f o r  a n a l y s i s  were: P l o y h a r  

(1977) Band Today; Weber (1962)  F i r s t  D i v i s i o n  Band Method; Buehlman and 

Whitcomb (1976) Sess ions i n  Sound; and P h i l l i p s  (1968) S i l v e r  B u r d e t t  

I n s t r u m e n t a l  S e r i e s .  

These methods were chosen f o r  t h e  f o l l o w i n g  reasons:  P l o y h a r  i s  

one o f  t h e  most r e c e n t l y  pub1 i s h e d  methods; i t  was s e l e c t e d  t o  see if i t  

was d i f f e r e n t  f r o m  o l d e r  methods i n  t e a c h i n g  approach, c o n t e n t ,  and 

s t r u c t u r e .  Buehlman, Weber, and P h i  11 i p s  were s e l e c t e d  s i n c e  t h e y  a r e  



p resc r i bed  by the B. C .  M i n i s t r y  o f  Educat ion.  

The band methods' o b j e c t i v e s ,  where s ta ted ,  tended t o  be 

performance-or i  en t ed  . Weber ( 1962) has i n c l  uded the f o l l  owing o b j e c t i v e s  

i n  the  method book: " . . . the  development o f  an ou t s tand ing  band program; 

a thorough background i n  music fundamentals;  . . . do t h i s  i n  the  most 

i n t e r e s t i n g  and en joyab le  manner. "77  P loyhar  (1977) s t a t e s  " .  . . a 

complete c u r r i c u l  um o f  i n s t r u c t i o n a l  m a t e r i a l  f o r  the  development o f  an 

ou t s tand ing  band program. "78 Buehlman (1976) and Phi 11 i p s  (1968) do n o t  

i n c l u d e  any s t a t e d  o b j e c t i v e s .  The Weber and P loyhar  o b j e c t i v e s  which were 

p r e v i o u s l y  s t a t e d  cou ld  be termed performance o b j e c t i v e s ,  i n  t h a t  the main 

goal  i s  t o  develop a band t h a t  p l ays  w e l l .  I n  comparison t o  these band 

o b j e c t i v e s ,  the ~ o d g l y  Method i nc l udes  o b j e c t i v e s  which a re  f a r  more 

c l e a r l y  ou t1  ined ,  and which descr ibe  how ~ o d $ l ~  proposed t o  develop musical  

l i t e r a c y  i n  p u p i l s .  

METHOD OF ANALYSIS 

The methods w i l l  be analyzed by each element as f o l l ows :  

1. Each element w i  11 be def ined, and p l aced  i n  a t a b l e  which wi  11 compare 

these elements i n  a l l  f o u r  methods. A number w i l l  be p l aced  by each 

element t o  show i t s  r e l a t i v e  importance ( e  .g .  3 = g r e a t e s t ,  2 = moderate, 

1 = l e a s t ) .  

 red Weber, F i  r s t  D i v i s i o n  Band Method P a r t  One (Me1 v i  1 l e :  Be1 w in  
M i l l s  Pub l i sh i ng ,  19611, p .  1. 

I 8~ames  D. P l  oyhar,  Band Today: A Band Method f o r  F u l l  Band Classes, 
L i  ke - Ins t rument  Classes o r  I n d i v i d u a l  I n s t r u c t i o n  (Nel  v i l  l e :  B e l w i n  M i  11 s 
Pub l i sh i ng ,  1977), p .  1. 



2 .  Each t a b l e  w i  11 be fo l lowed by a  d iscuss ion  and conc lus ions  f o r  the  

a n a l y s i s  o f  each e lement .  

3 .  Each t a b l e  w i l l  i n d i c a t e  by means o f  a  cross whether the methods i n c l u d e  

the  elements o r  rud iments  descr ibed  i n  t he  d e f i n i t i o n s  f o r  each ~ o d i l ~  

element.  

4. A t  the end o f  the chap te r  a  t a b l e  w i  11 summarize the  r e s u l  t s  o f  the  

a n a l y s i s .  

5. Three a d d i t i o n a l  t a b l e s  w i l l  f o l l o w  t he  summary t o  break down the  

elements by impor tance and a  c h i Z  a n a l y s i s  w i l l  be c a l c u l a t e d  on the  r e s u l t s  

f rom these t a b l e s  t o  show whether band methods measure up t o  the  ~ o d $ l y  

elements.  

Abb rev i a t i ons  w i  11 be used f o r  

Band Today; F.D. = F i r s t  D i v i s i o n ;  S.S 

B u r d e t t  . 

the band methods as f o l  

. = Sessions i n  Sound; S 

lows: B.T. = 

.B. = S i l v e r  

ANALYSIS OF THE FOUR BAND METHODS 

1. I n t r o d u c t o r y  pages 

The i n t r o d u c t o r y  pages i n t r o d u c e  the  c h i l d  t o  t he  ins t ruments  by 

g i v i n g  bas i c  i n f o rma t i on  on the care  and use of  the i ns t r umen t .  The 

f o l l o w i n g  a re  the terms and d e f i n i t i o n s  f o r  the t a b l e :  

k f i n i  t i o n s .  

( a )  a1 t e r n a t e  f i n g e r i n g s . ( 2 )  Refers t o  f i n g e r i n g s  o t h e r  than the 

bas i  cs, used f o r  ease and f a c i  1  i t y  i n  p l a y i n g  d i  f f i c u l  t passages o f  music .  

( b )  f i n g e r i n g  c h a r t s . ( 2 )  Refers t o  p i c t u r e s  o f  the i ns t r umen t  w i t h  

r e l a t e d  numbered f i n g e r i n g s .  

( c )  i nst rument- re1 a t e d  suggest ions . (1) Refers t o  suggest ions 



r ega rd i ng  tun ing,  spec ia l  t i p s ,  and o t h e r  comments t o  a i d  the s tuden t  i n  

p l  ay i  ng . 
(d )  i ns t r umen t  assembly. ( 1) Refers t o  photographs and/or w r i  t t e n  

i n s t r u c t i o n  t o  gu ide t he  s t u d e n t  i n  a  s tep-by-s tep manner, i n  o r d e r  t o  a v o i d  

damage t o  the  i ns t r umen t  and t o  serve as a  r e fe rence  a t  home. 

( e )  c l e a r  d e t a i l e d  photographs . ( l )  Refers t o  the  usefu lness of 

photographs, which shou ld  be taken c lose-up so t h a t  they may be s t u d i e d  by 

pup i  1  s  f o r  impo r tan t  d e t a i  1  s .  

( f )  hand p o s i t i o n  photographs. ( 3 )  Refers t o  separate  photographs, 

( o r  p a r t  o f  the p l a y i n g  p o s i t i o n  photographs) which show p u p i l s  f i n g e r  

placement on the i ns t r umen t .  

( g )  embouchure . ( 3 )  Refers t o  photographs which show s tuden ts  how 

t o  c o r r e c t l y  shape t he  mouth and f a c i a l  muscles i n  o rde r  t o  produce a  tone.  

Teeth and tongue use a re  d iscussed t o  form the embouchure. 

( h )  pos tu re  photographs. ( 3 )  Refers  t o  those photographs w i t h  which 

s tuden ts  may check the p o s i t i o n  o f  the shoulders ,  head, and arms i n  p l a y i n g .  

( i )  care and c l ean ing .  (1) Refers t o  the  maintenance o f  t he  

ins t rument ,  and should  i n c l u d e  t h e  i n c i  dence o f  c l ean ing  necessary, ma te r i  a1 

needed t o  c lean,  and the  c l e a n i n g  procedure.  



TABLE 1  

I n t r o d u c t o r y  pages 

B.T. F.D. S . S .  S . B .  
- - - -  - ~ - - -  - - - - 

a1 t e r n a t e  f i n g e r i n g s  ( 2 )  

f i n g e r i n g  c h a r t s  c l e a r  ( 2 )  X 

i n s  t rument-re1 a ted  suggest ions ( 1)  

i n s t r umen t  assembly ( 1)  

c l e a r ,  d e t a i l e d  photographs ( 1 )  

c o r r e c t  hand p o s i t i o n  ( 3 )  X 

accura te  embouchure ( 3 )  

pos tu re  photographs ( 3 )  X 

care and c l e a n i n g  (1 )  

Discuss ion.  P l o y h a r ' s  photographs a re  too  smal l  t o  be u s e f u l  as 

re fe rences .  The embouchure forma ti on i s  descr ibed,  b u t  n o t  photographed. 

Weber's photographs a re  a l s o  t oo  smal l  t o  be u s e f u l  i n  check ing 

embouchure and hand p o s i t i o n .  The f i n g e r i n g  cha r t ,  however, i s  l o c a t e d  a t  

the  f r o n t  o f  the  s t u d e n t ' s  book; o t h e r  methods p lace  i t  nea r  the  end o f  the 

book. Th is  au tho r  b e l i e v e s  i t  i s  p r e f e r a b l e  t o  have the f i n g e r i n g  c h a r t  a t  

the  beg inn ing  o f  t he  book, p a r t i c u l a r l y  f o r  the nov i ce  mus ic ian  who w i l l  r e f e r  

t o  i t  f r equen t l y  i n  t he  f i r s t  few weeks o f  l e a r n i n g .  

Buehlman i n c l  udes exce l  l e n t  i n t r o d u c t o r y  pages. A c l e a r  diagram o f  

the  i ns t r umen t  i s  i n c l  uded, w i t h  c l e a r l y  l a b e l l e d  p a r t s  o f  the i ns t r umen t .  

There i s  sequent i  a1 i n s t r u c t i o n  r ega rd i ng  p l a y i n g  p o s i t i o n ,  tone p roduc t i on  

and care .  Excel l e n t  photographs of  s tuden ts  a re  used, and a l l  diagrams a re  



very c l e a r .  

Phi 11 i p s  has a1 t e r n a t e  f i nge r i ngs  i n c l u d e d  i n  the  f i n g e r i n g  cha r t s ,  

exce l  l e n t  embouchure f o rma t i  on photographs (which proceed s tep  by s t ep )  , and 

hand p o s i t i o n  photographs from c lose-up.  Phi  11 i p s  makes s k i  11 f u l  use o f  

co l  oured rec tang les  t o  h i  g h l  i g h t  s t uden t  i n s t r u c t i o n s :  consequent ly,  the 

i n s t r u c t i o n s  a re  e a s i e r  t o  1  oca te  as a re  maintenance suggest ions ( o i  1  i n g  

and 1  u b r i c a t i  ng t h e  i ns t r umen t  ( f o r  brasses)  a re  a l s o  i n t r o d u c e d ) .  

Conclusion. P i c t o r i a l  and w r i t t e n  i n s t r u c t i o n  a t  t h i s  s tage o f  

l e a r n i n g  a re  impo r tan t .  P h i l l i p s  and Buehlman have i n c l u d e d  the  most 

comprehensive m a t e r i a l  i n  t h i s  s e c t i o n .  P h i l  l i p s ,  however, i n c l udes  

a l t e r n a t e  f i n g e r i n g s ,  the impor tance o f  which has been d iscussed i n  Chapter 2 

2.  Rudiments page 

Many beg inn ing  i ns t r umen ta l  methods precede f u l l  band i n s t r u c t i o n  

w i t h  a  page o f  musical  e lements grouped t oge the r  and d e f i n e d  on one o r  more 

pages. As d iscussed i n  Chapter 2, the  one-page p r e s e n t a t i o n  o f  rudiments i s  

no t  f e l t  t o  be a  sound p r a c t i c e ,  as s tuden ts  shou ld  be i n t r o d u c e d  t o  elements 

of music gradual  l y  i n  c o n j u n c t i o n  w i t h  p l a y i n g  exper ience.  However, due t o  

the f a c t  t h a t  most band methods i n c l u d e  t h i s  rud iments  page, t h i s  m a t e r i a l  

w i l l  be analyzed f o r  the  f o l l o w i n g  p o i n t s :  

D e f i n i t i o n s  . 

(a )  one page o f  r u d i m e n t s . ( l ) /  one h a l f  page o f  rudiments . ( l )  

Refers t o  the i n t r o d u c t i o n  o f  mus ica l  elements on one page. The d i s t i n c t i o n  

between one o r  one ha1 f page o f  rudiments i s  i n t ended  t o  show t h e  d i f f e r e n c e  

i n  emphasis on rud iments  . 

(b )  p r e s e n t a t i o n .  ( 2 )  Refers t o  the  c l a r i t y ,  s i z e  o f  type, musica l  

s igns,  and notes.  The pages shou ld  be u n c l u t t e r e d .  



( c )  number o f  e l e m e n t s . ( l )  Refers  t o  the number o f  musical  

elements i n t r oduced  i n  t he  rud iments  page. 

( d )  d e f i n i t i o n s .  ( 3 )  The elements i n t r o d u c e d  shou ld  be c l e a r l y  

de f i ned  t o  a i d  the p u p i l s '  unders tanding o f  the  new concepts.  

TABLE 2 

Rudiments page 

B .T. F.D. S .S. S.B. 

( a )  one page (1) 
ha1 f page ( 1 )  

( b )  p r e s e n t a t i o n  ( 2 )  

( c )  number o f  e lements ( 1 )  

( d )  d e f i n i t i o n s  ( 3 )  

Discuss ion.  P l o y h a r ' s  was the o n l y  method analyzed which i n c l u d e d  a 

diagram o f  a  keyboard on t he  rud iments  page. The keyboard was used t o  show 

the  notes o f  the C sca le  i n  ascend 

The d e f i n i t i o n s  were n o t  adequate; 

omi t t e d .  

Weber's rud iments  page was 

type  s i z e .  The d e f i n i t i o n s  o f  t he  

i n g  o rde r ,  i n c l u d i n g  h a l f  and whole s teps .  

no te  and r e s t  va lues were comp le te ly  

b r i e f ,  and very  hard  t o  read  due t o  the 

rud iments  were n o t  c l e a r l y  o u t l i n e d ,  and 

i n f o r m a t i o n  was d i f f i c u l t  t o  f i n d  as the  page 

Buehlman i n c l u d e d  a rud iments  page ca 

and s tuden ts  were t augh t  how t o  memorize t he  

looked  very  c l  u t t e r e d .  

l l e d  the "Language of  Mus 

l i n e s  and spaces by memor 

i c y "  

i z ing  



corresponding sentences (e .g .  " a l l  cows e a t  grass"  f o r  the  bass c l e f  spaces). 

The elements p resen ted  were we1 1  de f ined ,  and the page was f a i r l y  we1 1  1  a i  d  

out ,  a1 though i t  too  tended t o  be d i f f i c u l t  t o  read  due t o  the  i n c l u s i o n  o f  

t o o  much i n fo rma t i  on. 

P h i l l i p s  p resen ted  o n l y  a  minimum o f  rud iments  a t  t he  t op  o f  the  

page, and d i f f e r e d  f rom t h e  o t h e r s  i n  t h a t  i t  was n o t  a  separate  page o f  

i nforma t 

lessons.  

complete 

i o n ,  b u t  was p resen ted  i n s t e a d  as p a r t  o f  the  f i r s t  and succeeding 

(Weber was s i  m i  1  a r  t o  Phi  11 i p s  i n  t h i s  respec t .  ) Un fo r t una te l y ,  

d e f i n i t i o n s  o f  concepts were f r e q u e n t l y  l ack i ng ,  and cou ld  have 

been more complete as a  r e fe rence  t o  s tuden ts .  

Concl us ion .  A1 1  f o u r  methods p resen t  the rud iments  s imul  taneousl  y 

w i t h  t h e  i n t r o d u c t i o n  t o  teach ing  i ns t r umen t  p l a y i n g .  A f t e r  a  one page i n t r o -  

d u c t i o n  and d e f i n i t i o n  o f  severa l  elements o f  music, t he  m a t e r i a l  i s  p u t  i n t o  

exe rc i ses  t o  be p layed.  The band methods d i f f e r  f rom t h e  ~ o d / a l ~  Method 

where i t  i s  recommended t h a t  c h i  1  dren read musica l  n o t a t i o n  o n l y  a f t e r  

becoming f a m i l i a r  w i t h  i t  a u r a l l y  and o r a l l y ,  i n  a  c a r e f u l l y  p lanned 

sequence. "Much musica l  exper ience precedes symbo l i za t i on .  "" I n  band 

methods the o n l y  stages o f  l e a r n i n g  i n  teach ing  rud iments  a re  the  "make 

conscious" s tage  immed ia te ly  f o l l owed  by " re in fo rcement "  i n  terms o f  p l a y i n g  

exe rc i ses ,  and then  t he  method moves on t o  the  n e x t  new teach ing  concept. 

The "prepare"  and "assess" stages a re  om i t t ed .  The p i c t u r e  o f  the  keyboard, 

w h i l e  g i v i n g  s tuden ts  the  o p p o r t u n i t y  t o  see i n t e r v a l s ,  and the whole and 

one h a l f  s teps  o f  the sca les ,  i s  n o t  r e l a t e d  t o  t he  i ns t r umen t  be ing  taugh t - -  

co rne t ,  c l a r i n e t  o r  trombone. There a re  no f o l  low-up o r  rev iew exerc ises  

79~hoksy ,  The ~ o d g l ~  Context, p.  10. 



which use t he  keyboard as t h e i  r bas i s ;  the  i 11 u s t r a t i o n  i s  presented o n l y  

once a t  the beg inn ing  o f  t he  book. Perhaps i t  i s  assumed t h a t  the teacher  

w i l l  supplement t h i s  and supp ly  f o l  low-up m a t e r i a l  ( w r i t t e n  and p layed)  and 

e x p l a i n  the keyboard more f u l l y .  I f  no t ,  t h i s  c o u l d  tend t o  confuse a  

beginner ,  who i s  s t r u g g l i n g  t o  r e l a t e  t o  one i ns t r umen t  a l r eady .  

3. Rhythm 

The ~ o d g l ~  Method's developmental sequence o f  teach ing  rhythm i s  

compared i n  t h i s  s e c t i o n  t o  the  band method rhythm sequence. 

De f i  n i  ti ons . 

( a )  spec ia l  e x t r a  he lps .  (1) Refers  t o  games, and spec ia l  w r i t i n g  

o r  coun ti ng e x e r c i  ses . 

(b )  re in fo rcement .  ( 3 )  Refers t o  rhythm s tud ies  used t o  r e i n f o r c e  

rhy thmic  concepts.  

( c )  t ime s i gna tu res . ( 2 )  Refers t o  t he  meters i n t r oduced  by Kodaly 

i n  the f o l l o w i n g  sequence: 214, 4/4, 3/4, 218, 418, 3/8, 6/8.  

( d )  rhy thmic  sequence.(3) Refers t o  the  rhythms o f  the  notes and 

r e s t s  and t h e  o r d e r  i n  which they  a re  i n t r o d u c e d  i n  t he  ~ o d g l ~  Method, as 

f o l l ows :  q u a r t e r  note,  e i g h t h  note,  q u a r t e r  r e s t ,  s i x t e e n t h  notes,  t i e d  

q u a r t e r  notes,  h a l f  no te  and r e s t ,  whole no te  and r e s t ,  d o t t e d  h a l f  no te .  

( e )  l e s s  common and mixed m e t e r s . ( l )  Less common meters r e f e r s  t o  

meters such as 2/8, 3/8, 418, 5/8, 4/4, 614, 714. Mixed meters a re  

a1 t e r n a t i n g  meters w i  t h  d i  f f e r e n t  t ime s i gna tu res .  



TABLE 3 

Rhythm 

B.T. F.D. S . S .  S .B .  

( a )  s p e c i a l  e x t r a  he lps  (1) X 

( b )  r e i  nforcemen t ( 3) 

( c )  t ime s i gna tu res  ( 2 )  

( d )  sequence ( 3 )  

( e )  l e s s  common and mixed meters (1) 

Discuss ion.  A l l  f ou r  band methods i n t r o d u c e  rhythms as elements t o  

be l ea rned  before p l a y i n g .  Th is  i s  accomplished by s e t t i n g  t h e  new rhythms 

apar t ,  e i t h e r  i n  boxes a t  t he  tops o f  the pages, o r  by  u s i n g  c o l o u r  

h i g h l i g h t i n g .  The new rhy thmic  elements a re  then p u t  i n t o  p l a y i n g  exerc ises  

t o  be l ea rned  by s t uden t s .  I n  comparison t o  t he  Kod;ly Method, t h i s  process 

d i  f f e r s  g r e a t l y  i n  teach ing  ch i1  dren. Koda/ly does n o t  i n t r o d u c e  w r i t t e n  

r e p r e s e n t a t i o n  o f  stem n o t a t i o n  o f  rhythms u n t i  1  c h i l d r e n  can f i r s t  fee l  

and speak t he  s y l l a b l e  which represen ts  t h e i r  d u r a t i o n .  I n  a d d i t i o n  t o  

t each ing  rhy thmic  n o t a t i o n  i n  r a p i d  f i r e  succession, t he  band methods a l s o  

p resen t  new melod ic  concepts, terms, and s igns  o f t e n  s imu l taneous ly  w i t h  

t each i  ng rhythm. 

The sequence o f  rhy thmic  t each ing  i n  t h e  band methods i s  whole no te  

t o  q u a r t e r  note,  whereas, t h e  Kod;ly Method's sequence i s  q u a r t e r  no te  t o  

whole no te .  There a r e  severa l  problems w i t h  t he  band rhythm sequence, one o f  

which i s  the  f a c t  t h a t  i t i s  n o t  p o s s i b l e  t o  p resen t  me1 od ies  which a re  



i n t e r e s t i n g  by u s i n g  j u s t  whole no tes .  Another problem i s  t h a t  i n  us ing  the 

whole note i n i t i a l l y  i n  teaching,  the  c h i l d ' s  sense o f  rhythm i s  n o t  be ing  

developed as w e l l  as i t  would w i t h  a moving rhythm such as the q u a r t e r  no te .  

Unless they can fee l  the b a s i c  pu lse,  c h i l d r e n  may f i n d  i t  d i f f i c u l t  t o  

understand how t o  count  a whole no te .  

O f  the f o u r  methods analyzed, o n l y  Buehlman in t roduces  l e s s  common 

time s igna tu res  such as 614 and 714. Problems occur i n  t h i s  method due t o  

the f a c t  t h a t  the combinat ion o f  melodic leaps,  d i f f i c u l t  rhythms and a 

l e s s  common t ime s i g n a t u r e  make understanding such a new concept a problem. 

This  method does n o t  p rov ide  adequate p repa ra t i on  f o r  these new t ime 

s igna tu res ,  and combines t oo  many d i  f f i c u l  t elements i n t o  a s i n g l e  exe rc i se .  

I n  r ev i ew ing  the sequence o f  t ime s i gna tu res  i n  the band methods, 

i t  i s  noted t h a t  they  do n o t  f o l l o w  the Kod;ly Method's sequence. A l l  f o u r  

band methods begin w i t h  the 414 t ime s i gna tu re  and n o t  w i t h  the b a s i c  

wa lk ing  beat  o f  the 214 t ime as i n  t h e  Koda/ly Method. 

Concl us ion.  I n  general  , the band rhythm sequence seems t o  f o l  low - 

the  o rde r  o f  complex t o  s imple;  m r e  d i f f i c u l t  concepts a re  i n t r oduced  f i r s t ,  

as opposed t o  the  ch i ld-developmenta l  approach o f  ~ o d g l ~  which s t a r t s  w i t h  a 

moving rhythm which i s  more c h i l d - r e 1  a ted  than a s t a t i c  rhythm. 

4. Orff movements 

I n  Chapter 2, i t  was s a i d  t h a t  many w r i t e r s  f e e l  t h a t  O r f f  movements 

are a successfu l  way o f  deve lop ing  rhy thmic  l i t e r a c y .  I n  examining t he  

four band methods, i t  i s  n o t i c e d  t h a t  t he re  i s  a l a c k  o f  sys temat ic  use o f  

O r f f  rmvements i n  a l l  f o u r  methods under a n a l y s i s .  

D e f i n i t i o n s .  

( a )  cont inuous O r f f  movements. ( 3 )  Refers 

use o f  Orff movements as an i n t e g r a l  p a r t  o f  teach 

t o  a con t  

i n g  rhythm 

inued, sequent ia l  



( b )  i n c i d e n t a l  O r f f  movements . ( l )  Refers  t o  c l app ing  o r  tapp ing  

used as an occas ional  a i d  i n  f a m i l i a r i z i n g  s tuden ts  w i t h  rhy thmic  p a t t e r n s ,  

c u t  t ime  o r  new t ime s i gna tu res .  

TABLE 4 

O r f f  movements 

B.T. F. D. S.S. S.B. 

( a )  cont inuous O r f f  movements ( 3 )  

( b )  i n c i d e n t a l  O r f f  movements (1) X X X X 

D iscuss ion.  P l  oyhar makes use o f  s imul  taneous c l app ing  ( rhythm) and 

t app ing  (bea t )  i n  t h ree  exe rc i ses  i n  Notes f o r  Today, a  companion book t o  

Band Today. The method book i t s e l f  uses c l app ing  th roughou t  ma in l y  i n  

i n t r o d u c i n g  new t ime s i gna tu res ,  i n  coun t i ng  and c l a p p i n g  the rhythm f i r s t ,  

and then p l a y i n g  w h i l e  coun t i ng  s i l e n t l y .  

Weber makes use o f  c l a p p i n g  and t app ing  on page e leven w h i l e  

i n t r o d u c i n g  c u t  t ime .  Students  a re  asked t o  p r a c t i s e  i n  common t ime, and t o  

p l a y  again  a t  the same speed, t app ing  i n  c u t  t ime .  

The o n l y  ment ion o f  Orff movements i n  Buehlman's book i s  i n  count  and 

tap suggest ions a t  the  top  of  s tuden t  pages as new rhythms a re  in t roduced .  

There i s  no sequen t i a l  i n c l u s i o n  o f  O r f f  movements i n  t h i s  method. 

I n  P h i l l i p s '  book, c l app ing  o r  t app ing  i s  used i n  one i ns tance  on 

page t h i r t y - f i v e  d u r i n g  the rhythm s tud ies ,  as an a i d  t o  f a m i l i a r i z e  s tuden ts  



w i t h  the rhy thmic  p a t t e r n s  be fo re  p l a y i n g .  

Conclusion. I t  seems t h a t  the authors  o f  the  f o u r  methods a re  aware 

of  the value o f  O r f f  movements i n  develop ing rhythmic l e a r n i n g ,  as seen by 

t h e i  r i n c i d e n t a l  i n c l u s i o n  o f  O r f f  movements i n t o  t h e i  r methods. However, 

there  i s  n o t  a  s i g n i f i c a n t  emphasis on O r f f  movements i n  any of  the four  

methods, n o r  i s  t he re  a  sequent ia l  development o f  an approach t o  rhy thmic  

study, us ing  O r f f  movements f rom the beginn ing t o  t he  end o f  the  method books 

as ~ o d s l y ' s  Method uses i t .  

5. Melod ic  l e a r n i n g  

As d iscussed i n  Chapter 2, melodi  c  l e a r n i n g  r e f e r s  t o  t h e  1  ea rn ing  

o f  new notes, i n t e r v a l s ,  key s i gna tu res  and sca les .  D e f i n i t i o n s  o f  these 

terms a re  as f o l l o w s :  

D e f i n i t i o n s  . 

( a )  v i s u a l  a i d s . ( l )  Refers t o  spec ia l  a i d s  t o  he lp  the  understand- 

i n g  o f  melod ic  l e a r n i n g  (e.g.  : keyboard used i n  teach ing  i n t e r v a l s  and 

s c a l e s ) .  

( b )  new no tes . (2 )  Refers t o  new notes added t o  t he  p u p i l ' s  

musical  vocabulary,  c l e a r l y  and c o n s i s t e n t l y  s e t  o u t  on t he  page. 

( c )  key s i gna tu res .  (1) Refers t o  the i n t r o d u c t i o n  o f  new key 

s igna tu res ;  the p u p i l s  shou ld  be g iven  adequate exp lana t i on  f o r  develop ing 

an understanding o f  key s i  gnatures . 

( d )  i n t e r v a l s . ( 3 )  Refers t o  the o p p o r t u n i t y  g iven  t o  p u p i l s  t o  

( i )  understand, ( i i  ) exper ience,  ( i i i  ) recognize the  d i s tance  between notes, 

by name and by sound. 

( e )  s c a l e s . ( l )  Refers  t o  major and minor sca les .  Some exp lana t i on  

should be g iven  rega rd ing  sca les;  they  should n o t  be presented s imp ly  as 



p l a y i n g  exerc ises .  An adequate number o f  sca les  should a l so  be presented 

f o r  develop ing the pupi  1  s  ' technique.  

TABLE 5 

k l o d i  c  l e a r n i n g  

B  .T. F.D. S . S .  S .B. 

( a )  v i s u a l  a i ds  ( 1 )  

( b )  new notes ( 2 )  

( c )  key s igna tu res  ( 1)  

( d )  i n t e r v a l s  ( 3 )  

( e )  scales ( 1 )  

Discussion. The system of i n t r o d u c i n g  new tones and develop ing the 

range o f  each i ns t rumen t  under a n a l y s i s  ( c l a r i n e t ,  co rne t  and trombone) i s  

t o  s t a r t  i n  the midd le  range o f  the  ins t rument ,  i n t r o d u c e  the new note a t  

the  top o f  the page w i t h  i t s  f i n g e r i n g ,  and then r e i n f o r c e  i t  i n  a  f a i r l y  

s imple step-wise passage, u s u a l l y  i n  whole o r  h a l f  s teps .  

P loyhar  i nc l udes  a  keyboard as a  v i s u a l  a i d  i n  p resen t i ng  the whole 

s teps and h a l f  s teps i n  sca les  and i n t e r v a l  study; however, i n t e r v a l s  a re  n o t  

discussed and exp la i ned  thorough ly .  New no tes  a re  sometimes shown a t  the t op  

o f  the  pages, and key s i gna tu res  a re  exp la ined .  I n t e r v a l  s t ud ies  are 

i n c l u d e d  ( f o r  the upper brasses) ,  b u t  the i n t e r v a l s  a re  n o t  discussed. For 

example, the corne ts  a re  i n t r oduced  t o  a  p e r f e c t  f i f t h  ( p .  24),  b u t  f o r  no te  

d i f f e r e n t i a t i o n  purposes on ly ,  as a re  the f l u t e  and horn octaves.  The 



i n t e r v a l s  a re  n e i t h e r  named n o r  a re  they  exp la i ned .  Scales a re  d iscussed 

throughout  t he  book; however, the  number o f  sca les  i n t r o d u c e d  i s  l i m i t e d .  

Weber c l e a r l y  l a c k s  exp lana t i on  o f  me lod ic  concepts i n  a l l  areas. 

I t  may be t h a t  t he  teacher  i s  expected t o  produce o r  adap t  supplementary 

m a t e r i a l ,  s i nce  t h i s  method book l acks  adequate m a t e r i a l  f o r  me lod ic  teach ing .  

Buehlman i n t r oduces  new notes a t  t he  t op  o f  t he  page, u s i n g  a  

diagram o f  the  i ns t r umen t  t o  g i v e  t h e  f i n g e r i n g .  I n t e r v a l s  a re  n o t  taught ,  

and w h i l e  key s i gna tu res  a re  named and some exp lana t i on  i s  g i ven  as t o  t he  

meaning o f  t h i s  term, t h e r e  i s  ne i  t h e r  re in fo rcement  n o r  rev iew o f  key 

b  s i gna tu res .  An adequate number o f  sca les  a re  taugh t ;  they  are:  conce r t  B  , 
b  E ~ ,  A ~ ,  F minor,  C ma jo r  and D ma jo r .  ( I t  shou ld  be no ted  t h a t  t h i s  i s  t he  

o n l y  method book analyzed which i nc l udes  a  minor sca le . )  There i s  no rev iew 

page o f  sca les  i n c l u d e d  i n  t h i s  method, o r  i n  the Weber book. 

P h i l l i p s ,  i n  terms o f  the  amount and q u a l i t y  o f  m a t e r i a l  used i n  

me lod ic  teach ing,  i s  t he  most complete method. Th is  book i n c l u d e s  we1 1  

though t  o u t  sca le  and i n t e r v a l  s t ud ies ,  and w h i l e  the  e x p l a n a t i o n  o f  

i n t e r v a l s ,  sca les,  and key s i gna tu res  i s  inadequate as i n  t he  o t h e r  th ree  

methods, t he  q u a l i t y  i s  f a r  s u p e r i o r  i n  terms o f  p l a y i n g  m a t e r i a l .  

Concl us ion .  ~ o d i l ~  s t a r t s  melod ic  teach ing  w i  t h  the  descending 

minor  t h i r d ,  as he c l a ims  i t  i s  t he  e a s i e s t  i n t e r v a l  f o r  t he  c h i l d  t o  s i n g  

i n  tune.  P repa ra t i on  i s  begun by d i s t i n g u i s h i n g  h i g h e r  f r om  lower  p i t c h e s ,  

l i k e  and u n l i k e  phrases ( t u r n i n g  and w i t h  arm mot ions ) ,  and i m p r o v i s i n g  

f r e e  me lod ic  answers t o  t h e  t e a c h e r ' s  ques t i on  phrases.  The method o f  

teach ing  new tones i s  t o  au ra l  l y  i d e n t i  f y  i t, s i n g  i t  i n  tune wi t h  s y l l  abl  es, 

and c o r r e c t l y  pe r f o rm  i t  w i t h  hand s i g n a l s .  The sequence o f  i n t r o d u c i n g  

tones i s :  so, m i ,  l a ,  do, re ,  f a ,  t i .  



The band methods, i n  comparison, l a c k  t h i s  c a r e f u l  sequencing o f  

ma te r i a l  which g r a d u a l l y  b u i  1  ds melodic awareness and understanding. L i t t l e  

a t t e n t i o n  i s  p a i d  t o  deve lop ing  e a r  t r a i n i n g  and i n t e r v a l 1  i c  understanding 

which would he lp  t he  young p l a y e r  t o  p l a y  more i n  tune. The over tone 

ser ies ,  f o r  example, f o r  t he  c o r n e t  o r  the trombone, cou ld  be taugh t  as an 

exe rc i se  f o r  beginners u s i n g  o n l y  the  f i r s t  two notes f o r  each va lve  

4 combination. (E.g. cornet--no va lves depressed-- c4 - G ; 1 s t  va lve- -  

4 -gb3 - F .) These a re  the i n s t r u m e n t ' s  n a t u r a l  i n t e r v a l s  j u s t  as t he  ~ o d g l y  

Method s ta tes  t h a t  m inor  t h i r d  i s  n a t u r a l  t o  the c h i l d ' s  vo ice.  

6 .  A r t i c u l a t i o n  

The a r t i c u l a t i o n s  o f  tonguing, s l u r ,  l ega to ,  s tacca to ,  and accent 

w i l l  be compared i n  the  f o u r  methods, regard ing  t h e i r  i n c l  usion, exp lana t ion ,  

and p r a c t i c e  g i  ven as re in fo rcement .  

D e f i n i  t i o n s  . 
( a )  t o n g u i n g . ( l )  Refers  t o  the p roduc t i on  o f  a  tone w i t h  the a i d  of  

the tongue. 

( b )  s l u r . ( l )  Refers t o  two o r  more consecut ive notes p layed  w i t h  

o n l y  the f i r s t  be ing  tongued. 

( c )  l ega to  . ( l )  Refers  t o  tonguing i n  a  smooth, connected manner. 

( d )  s tacca to .  (1) Refers t o  a  detached, separated manner o f  tonguing. 

( e )  accent .  ( 1 )  Refers  t o  tongu ing  the notes i n  a  marked, emphasized 

manner. 

( f )  exp lana t i on .  ( 2 )  Refers  t o  adequate exp lana t i on  o f  a r t i c u l a t i o n s ,  

i nc l uded  as a  re fe rence  t o  pup i  1s. 

( g )  re in fo rcement  exe rc i ses .  ( 3 )  Refers  t o  exerc ises  which f o l l ow  

the  i n t r o d u c t i o n  o f  the var ious  a r t i c u l a t i o n s ;  these should be w e l l  thought 



o u t  i n  terms of  the  ins t ruments  used, and should  con t inue  throughout  the 

method book, n o t  j u s t  where t he  new concept i s  i n t r oduced .  

TABLE 6 

A r t i  cu l  a t i  on 

B  .T. F. D. S .S .  S.B.  

( a )  tongu ing  ( 1 )  

( b )  s l u r  ( 1 )  

( c )  l e g a t o  (1) 

( d )  s t acca to  (1) 

( e )  accent  ( 1 )  

( f )  exp lana t i on  ( 2 )  

( g )  re in fo rcement  ( 3 )  

D iscuss ion .  Both P loyhar  and Weber i n s t r u c t  s tuden ts  t o  tongue us i ng  

t he  s y l l a b l e  " t u . "  These two methods a l s o  e x p l a i n  s l u r r i n g  by  t e l l i n g  

s tuden ts  t o  tongue o n l y  the  f i r s t  no te .  The accent  i s  b r i e f l y  d e f i n e d  and 

g iven  i n  one e x e r c i s e  i n  bo th  methods, and l e g a t o  tongu ing  i s  a l s o  b r i e f l y  

exp la i ned .  The s tacca to  a r t i  c u l a t i o n  i s  omi t t e d ,  however, and i n  genera 

t he  exp lana t i ons  f o r  a l l  a r t i c u l a t i o n s  a re  n o t  ve ry  thorough. For examp 

P loyha r  ( c l a r i n e t )  i n s t r u c t s  s tuden ts  t o :  

. . . s t a r t  each tone w i t h  y o u r  tongue us i ng  t he  s y l l a b l e  " t u "  
( o r  a  s y l l a b l e  p r e f e r r e d  by y o u r  t eache r ) .  Your teacher  wi  11 e x p l a i n  
where the  t i p  o f  the tongue should  touch.  ( p .  7 )  

The pages o f  bo th  methods tend  t o  l ook  c l u t t e r e d ,  and the a r t i c u l a t i o n  



exp lana t ions  a re  mixed w i t h  o t h e r  notes t o  the s tuden ts .  The p l a y i n g  

exerc ises  and re i n fo r cemen t  s t u d i e s  a re  a l s o  randomly d i s t r i b u t e d  throughout  

the page wi t h  f u l l  band ma te r i  a1 . 
Buehlman i n s t r u c t s  s tuden ts  t o  s t a r t  each tone w i t h  the  tongue us ing  

the  s y l l a b l e  " tee . "  The o n l y  a r t i c u l a t i o n  t augh t  ( a p a r t  f rom tonguing)  i s  

the s l u r ,  and t h e r e  i s  ve ry  l i t t l e  re in fo rcement  g iven  a f t e r  i t s  i n i t i a l  

i n t r o d u c t i o n .  The brass l i p  s l u r  i s  a l s o  presented. 

P h i l l i p s  g ives  a  complete d e s c r i p t i o n  o f  the p o s i t i o n  o f  the tongue 

i n  r e l a t i o n  t o  the  t ee th ,  and descr ibes t he  a c t i o n  o f  t he  tongue, the  jaw, 

and the b rea th ing .  A l l  t h i s  i n f o r m a t i o n  i s  presented a t  the beginn ing,  t o  

e x p l a i n  tongui  ng. A1 1  a r t i c u l a t i o n s  a re  covered, and i n  general  exp l  ana t ions  

a re  ver.y complete. The t e c h n i c a l  exe rc i ses  used as re in forcement  f o r  the 

a r t i  cu l  a t i o n s  t augh t  a r e  very  we1 1 thought  o u t  and sys temat i  ca l  l y  used. 

Stud ies such as Legato Etudes and Tongue and S l u r  Rounds a re  presented which 

focus on var ious  a r t i c u l a t i o n s .  These s tud ies  con t inue  throughout  the method, 

s y s t e m a t i c a l l y  r e i  n f o r c i  ng what has been taugh t .  Phi 11 i p s  makes good use of- 

c l a s s i c a l  teach ing  i n s t r u c t i o n  exerc ises ,  such as the  A1 tes  method f o r  t he  

f l u t e ,  and the Arban's method f o r  t he  trumpet.  

Concl us ion.  Ph i  11 i p s '  p r e s e n t a t i o n  of  a r t i c u l a t i o n  has been shown 

t o  be comprehensive and we1 1  l a i d  o u t  i n  comparison t o  the o t h e r  t h r e e  

methods ( t h e  l e f t  hand page r e i n f o r c e s  concepts such as a r t i c u l a t i o n  f o r  

i n d i  v i dua l  ins t ruments;  t he  r i g h t  hand page i s  f o r  ensemble p l a y i n g )  . 

7. Tessi  t u r a  

I n  t h i s  i n v e s t i g a t i o n ,  t e s s i  t u r a  r e f e r s  t o  the p l a y i n g  range o f  t he  

ins t ruments  chosen f o r  a n a l y s i s .  The methods and range development f o r  the  

c l a r i n e t ,  co rne t ,  and t h e  trombone were compared i n  the f o u r  methods analyzed. 



D e f i n i t i o n s  . 
( a )  new no tes . (3 )  Refers t o  t he  number o f  new no tes  added t o  the 

range of each ins t rument  as p i c t u r e d  i n  Table 7-a. 

( b )  spec ia l  h e l p .  ( 1) Refers t o  suggest ions g i ven  regard ing  

i n t o n a t i o n ,  a l t e r n a t e  f i n g e r i n g s ,  and o t h e r  a i d s  t o  t he  improvement o f  tone 

and develop ing the  range o f  t he  ins t ruments .  

( c )  range development exerc ises . (2 )  Refers t o  the  s tud ies  o r  

t echn i ca l  exerc ises  i nc l uded  t o  b u i l d  s t r e n g t h  and develop f a m i l i a r i t y  w i t h  

t h e  p l a y i n g  range o f  the  i ns t rumen t  (e.g.: brass over tone s e r i e s ) .  

TABLE 7 

Tessi  t u r a  

B.T. F.D. S.S. S .B. 
- - - - - - - - 

( a )  new notes # ( c l a r i n e t )  ( 3 )  24 2 1 3 0 28 

new notes # ( c o r n e t )  ( 3 )  18 15 2 1 22 

new notes # ( trombone) ( 3 )  18 15 22 2 1 

( b )  spec ia l  he lp  ( 1 )  X 

( c )  range development exerc ises  ( 2 )  X 

The range f o r  the  c l a r i n e t ,  co rne t ,  and the trombone i s  i l l u s t r a t e d  

i n  Table 7-a, i n  the sequence presented i n  each method. The arrows i n d i c a t e  

the l a s t  no te  i n t r oduced  hal fway through the book, as an i n d i c a t i o n  of how 

much the s tuden t  i s  expected t o  have learned  by t h a t  t ime.  I n  s tudy ing  



t he  r a t e  o f  progress as i n d i c a t e d  by the  arrows and the number o f  new 

notes i n t r oduced  i n  Table 7-a, i t  may be p o s s i b l e  t o  compare t he  r a t e  o f  

progress o f  the  four  methods. I t  should be noted t h a t  enharmonic tones 

b a re  i n c l u d e d  i n  Table 7-a (e.g.: B and A # ) .  



TABLE 7-a 

Range development f o r  c l a r i n e t ,  co rne t  and trombone 

( i )  c l a r i n e t  

h Band Today 
1 t 
I A! - 
I 1 

r + b - -  - - 
7- 

S i l v e r  B u r d e t t  
I - 

1 - ff. 

2 I I 

1"-+ fk? D -  

( i i )  cornet  

h Band Today 

h F i r s t  D i v i s i o n  I / 

h Sessions i n  Sound I 

( i i i )  trombone I 

Band Today I 
J I 

a ; 
* - -  7' - 

h - 
Y - 

J 1 -  b R D l  

Sessions i n  Sound + d* *+- , 
2 - - r #  v I 
C - * , *L I 

I L'r 

S i l v e r  B u r d e t t  
I 1 b+ 

h - q: - b 7  =, h -  
, 

Y' 1- 
I v -  I U I 

# 



Discuss ion.  I n  s tudy ing  Table 7, i t  may be seen t h a t  P h i l 1  i p s  and 

Buehlman i n t r oduce  the  l a r g e s t  number of  new notes,  and t h a t  P h i l l i p s  

i nc l udes  spec ia l  he lps  and range development exerc ises  . I n  comparing the  

l e n g t h  o f  the  f o u r  method books, i t  may be no ted  t h a t  the  number o f  new 

notes i n t r oduced  by P h i l l i p s  i s  n o t  s i g n i f i c a n t l y  l a r g e r ,  as P h i l l i p s  i s  

more than tw i ce  the l e n g t h  o f  the  o t h e r  t h ree  method books. Perhaps we can 

conclude t h a t  the emphasis i n  t he  P h i l l i p s  book i s  on p r o v i d i n g  adequate 

re in fo rcement  and development o f  the range o f  i ns t rumen ta l  p u p i l s ,  and t o  

t h i s  end s p e c i a l  exe rc i ses  a re  i n c l u d e d  th roughout  t he  e n t i r e  book. Th is  

seems t o  be one o f  the g r e a t  s t r eng ths  of  t h i s  method book. 

Table 7-a shows t h a t  a l l  four  method books i n t r o d u c e  t he  notes over  

the break f o r  the  c l a r i n e t  a f t e r  the  halfway p o i n t  has been reached, and 

a l l  the books use the s l u r r e d  t w e l f t h  (add ing  the  r e g i s t e r  key t o  t he  lower  

no te  w i  t h  the  same f i n g e r i n g )  i n  teach ing  the  notes ove r  t he  break.  One 

no ted  weakness i n  a1 1  methods excep t  Phi  11 i p s  i s  t h a t  more than one new 

concept i s  o f t e n  i n t r oduced  on a  s i n g l e  page. For example, Buehlman, i n  

Session 12, i n t r oduces  the F  sharp above middle C, t he  F sharp below middle 

C, the  e i g h t h  no te  and the e i g h t h  r e s t ,  and a l l e g r e t t o .  On t he  c l a r i n e t  

page f o r  t h i s  Session, t h ree  d i f f e r e n t  key s i gna tu res  a re  used, and leaps o f  

a  f i f t h  and a  s i x t h  f rom the new no te  t o  the D above. I n  comparison t o  the 

~ o d i l ~  Method's gradual  i n t r o d u c t i o n  o f  new notes i n  songs e s p e c i a l l y  chosen 

f o r  t h a t  purpose, a l l  those concepts seem a  b i t  overwhelming f o r  the  

beginner  who, i n  the  case o f  t he  brass sec t ion ,  may s t i l l  be hav ing  t r o u b l e  

l o c a t i n g  the c o r r e c t  no te  on t he  ins t rument .  I t  was a l s o  no ted  i n  Table 7-a 

t h a t  Buehlman develops the  range o f  the t h ree  ins t ruments  i n  an ascending 

o rder ,  r a t h e r  than descending. Fu r the r  examinat ion o f  Buehlman's book 



r evea l s  incomplete sca les  i n  a l l  books (s tuden ts  leap  down t o  a  lower  

octave i n  o r d e r  t o  complete the sca le ,  due t o  range l i m i t a t i o n s ) .  Th i s  i s  

u n s a t i s f y i n g  f o r  the  beginner ,  who should f e e l  a  sense o f  complet ion about 

sca le  p l a y i n g .  P loyhar  (trombone, page 17 )  and Weber ( c l a r i n e t ,  page 14) 

i n c l u d e  the same incomplete sca le  m a t e r i a l ,  f o r  the  purpose o f  hav ing the 

band p l a y  toge ther .  Only P h i l l i p s  does n o t  i n c l u d e  the  incomplete sca les 

men ti oned i n  the  o t h e r  t h ree  methods . 
Conclusion. I t  was i n t e r e s t i n g  t o  no te  t h a t  there  was no s tandard 

o r d e r  o f  i n t r o d u c t i o n  f o r  new notes i n  the f o u r  methods. Sessions i n  Sound 

in t roduces  notes i n  ascending o rder ,  w h i l e  the o the rs  descend. A1 so, the 

number o f  new notes i n  each method var ies ,  as no ted  i n  Table 7 .  

P h i l 1  i p s ,  by spending more t ime develop ing the range o f  i n d i v i d u a l  

ins t ruments,  seems t o  have done a more s a t i s f a c t o r y  j ob  i n  t e s s i  t u r a .  The 

need t o  have f u l l  band m a t e r i a l  f o r  ensemble p l a y i n g  seems t o  be emphasized 

more i n  P loyhar ,  Weber, and Buehlman's books, and consequent ly the 

i n d i v i d u a l  i ns t rumen ts '  ranges a re  n o t  taken i n t o  account t o  the same 

e x t e n t  t h a t  P h i l l i p s  has done so. Buehlman's method shows ascending 

development i n i t i a l l y  (as  does Phi l l i p s  f o r  the c l a r i n e t ) ,  which may p resen t  

d i f f i c u l t y  f o r  pupi  1s who have o n l y  begun t o  develop t h e i r  f a c i a l  muscles. 

Buehlman a1 so uses many p l a y i n g  exe rc i ses  wi t h  chromatics,  which a re  more 

d i f f i c u l t  f o r  the beginner  t o  p l a y  i n  tune. I t  i s  concluded t h a t  Phi 11 i p s  

shows the  most l o g i c a l ,  sequen t i a l  development of  range o f  the four  methods 

analyzed. 

8. Voca l i za t i on  

I n  the 1 i t e r a t u r e  rev iewed i n  Chapter 2,  i t  was observed t h a t  many 

educators  have recognized the  va lue of  v o c a l i z a t i o n  f o r  t he  beg inn ing  



i n s t r u m e n t a l i s t .  Table 8 shows the  e x t e n t  t o  which v o c a l i z a t i o n  i s  

i nco rpo ra ted  i n t o  t he  f o u r  band methods analyzed. 

D e f i n i t i o n s .  

(a )  i n c i d e n t a l  v o c a l i z a t i o n .  ( 1 )  Refers t o  v o c a l i z a t i o n  used as a  

novel ty dev ice r a t h e r  than a  teach ing  t o o l  . 

(b )  sys temat ic  v o c a l i z a t i o n .  ( 3 )  V o c a l i z a t i o n  used as a  v e h i c l e  f o r  

i n t r o d u c i n g  and s t reng then ing  musical  concepts.  

TABLE 8 

V o c a l i z a t i o n  

B  .T. F. D. S.S. S.B. 

( a )  i n c i d e n t a l  v o c a l i z a t i o n  (1) X 

( b )  sys temat ic  v o c a l i z a t i o n  ( 3 )  

D iscuss ion.  As can be seen from the  t a b l e  above, t he  o n l y  method 

which mentions s i n g i n g  a t  a l l  i s  Band Today, and t h i s  method u t i l i z e s  

v o c a l i z a t i o n  i n  one i ns tance  o n l y  i n  s i n g i n g  "Old MacDonald Had a  Band." 

Systemat ic  v o c a l i z a t i o n  i s  o m i t t e d  i n  P loyhar ,  Weber, Buehlman and Phi 11 i p s ;  

i t  appears t h a t  they a t t a c h  l i t t l e  va lue t o  s i n g i n g  i n  r e l a t i o n  t o  teaching 

beg inn ing  i n s t r u m e n t a l i s t s .  

Conclusion. V o c a l i z a t i o n  i s  n o t  an impo r tan t  p a r t  o f  any o f  the 

f o u r  band methods analyzed. ( I n  Chapter 4, the  importance o f  v o c a l i z a t i o n  

i n  teach ing  p u p i l s  t o  p l a y  an ins t rument  w i l l  be d iscussed by teachers i n  



the s t r u c t u r e d  i n t e r v i e w  r e s u l t s . )  

9. Imp rov i sa t i on  

D e f i n i t i o n .  

( a )  inc luded .  ( 3 )  Refers t o  imp rov i sa t i on  as a  teach ing  suggest ion 

i nc l uded  i n  the teachers '  manual. 

TABLE 9 

Imp rov i sa t i on  

B .T. F.D. S.S. S.B. 

( a )  i nc l uded  ( 3 )  

Discussion. As d iscussed i n  Chapter 2, i m p r o v i s a t i o n  i s  a  technique-  

f o r  develop ing musica l  f a c i l i t y  and freedom f rom the p r i n t e d  page. I n  

ana l yz i ng  the teachers '  manuals f o r  the f o u r  methods, i t  was no ted  t h a t  

suggest ions t o  the  teacher  as t o  p o s s i b i l i t i e s  f o r  imp rov i sa t i ons  (such as 

ques t i on  and answer phrases, echo techniques, os t i n a t i  ) us i ng  fami 1  i a r  songs 

were n o t  inc luded .  

Conclusion. The Kod$ly Method enhances the  beg inn ing  stages o f  

l e a r n i n g  by employing imp rov i sa t i on .  I n  Chapter 4, the  i n t e r v i e w  r e s u l t s  

w i  11 show band teachers '  f e e l  i n g s  about the appropr ia teness and c u r r e n t  usage 

o f  imp rov i sa t i on .  

10. Song m a t e r i a l  

Koda/ly recommended t he  use o f  the f i  nes t  qua1 i t y  song ma t e r i  a1 



a v a i l a b l e  i n  teach ing  music t o  c h i l d r e n .  I n  t h i s  ana l ys i s ,  the  f o u r  methods 

w i l l  be examined t o  see i f  they  con ta in  a  balanced s e l e c t i o n  o f  good 

q u a l i t y  song m a t e r i a l .  The song m a t e r i a l  analyzed i s  d e f i n e d  as fo l lows:  

D e f i n i t i o n s .  

( a )  chora les  o r  hymns.( l )  Refers t o  sacred music w r i t t e n  i n  severa l  

p a r t s ,  g e n e r a l l y  s tep-wise i n  movement. Th is  music i s  e x c e l l e n t  f o r  

develop ing s o n o r i t y  and t u n i n g  i n  bands, even a t  t he  beg inn ing  stages. 

( b )  c l a s s i c a l  . ( l )  Refers t o  music by master composers such as 

Bach, Beethoven, and Mozart .  

( c )  f o l k  songs and s p i r i t u a l s  . ( l )  Refers t o  music ind igenous t o  

d i  f f e r e n t  c u l  tu res ,  and t o  Negro s p i  r i  t u a l  s  . 

( d )  c h i l d r e n ' s  songs and Christmas c a r o l s  . ( l )  Refers  t o  fami l i a r  

melodies and nu rse ry  rhymes such as "London B r i dge "  and "Mary Had A L i t t l e  

Lamb," as w e l l  as f a m i l i a r  Christmas c a r o l  tunes. 

( e )  w e l l  ba lanced.(3)  A v a r i e t y  o f  the  above ( a  - d ) .  

TABLE 10 

Song M a t e r i a l  

- 

B.T. F.D. S . S .  S .B. 

( a )  hymns, chora les  ( 1 )  

( b )  c l a s s i c a l  ( 1 )  

( c )  f o l k  songs ( 1 )  

( d )  c h i l d r e n ' s  songs ( 1 )  

( e )  w e l l  balanced ( 3 )  



6 1 

Discuss ion.  P l  oyha r ' s  twen ty - f ou r  melodies i nc l uded  one chora le ,  

"Ode t o  Joy" by Beethoven, f o u r  Chr i  stmas c a r o l s ,  and one t r a d i t i o n a l  

B r i  t i sh f o l k  song, "Green Grow t h e  Rushes." 

Weber's song m a t e r i a l  c o n s i s t s  o f  approx imate ly  twenty - f i  ve 

ch i  1  d ren ' s  songs, i n c l  ud i  ng two Christmas c a r o l s .  I t  was n o t i c e d  t h a t  due 

t o  the rhy thmic  o r  melod ic  s i m p l i f i c a t i o n  and a l t e r a t i o n  i n  many melodies, 

t he  t i t l e s  were a l s o  a l t e r e d  (e.g.: "London's Crazy Bridge," "Mary's L i t t l e  

Lamb"). Perhaps an element of  f u n  i s  i m p l i e d  by these t i t l e s .  

Buehlman i n c l u d e d  one c l a s s i  c a l  me1 ody, which was "F in l and ia "  by 

S i b e l i u s .  The f o l k  music cons i s ted  o f  songs f rom more than s i x  d i f f e r e n t  

coun t r i es .  The c h i  1  d ren ' s  songs i n c l u d e d  the  n a t i o n a l  anthem "America." 

Most melodies, as i n  the  P loyhar  and Weber methods, were b r i e f ,  and o f t e n  

o n l y  one l i n e  i n  l e n g t h .  I n  the  a u t h o r ' s  op in ion ,  there  i s  n o t  enough 

melodic development f o r  s tuden ts  t o  r e a l  l y  en joy  p l a y i n g  these fragments o f  

music. 

Phi 11 i p s  i n c l  uded hymns such as "Rock o f  Ages, " and "Fai t h  o f  Our - 

Fathers,"  s i x  Christmas c a r o l s ,  and twen ty - f i ve  c l a s s i c a l  melodies by 

master composers such as Bach, Beethoven, Brahms, Handel , Haydn, 

Mendelssohn, and Mozart .  I n  a d d i t i o n ,  f o l k  songs a re  i nc l uded  from more 

than four teen  d  

i n  the P h i l l i p s  

compared t o  t he  

Concl us 

i f f e r e n t  e t h n i c  backgrounds. I t  was n o t i c e d  t h a t  the melodies 

book a re  o f t en  th ree ,  four ,  and more l i n e s  longer ,  as 

o t h e r  methods. 

i o n .  Kod$ly i n t r oduces  a  minimum o f  twen ty - f i ve  t o  t h i r t y  - 

new songs p e r  grade, a l l  o f  the  m a t e r i a l  be ing  c a r e f u l l y  se lec ted  from 

ch i  1  d ren ' s  nursery  songs and f o l k  song m a t e r i a l  . Kod/alyls pedagogical  

elements f o r  the s e l e c t i o n  o f  song m a t e r i a l  a re  as f o l l o w s :  



1. a re  o f  smal l  range . . . . 
2. con ta in  the new no te  o r  rhythm p a t t e r n  i n  a  conspicuous 

p lace  . . . . 
3 .  i n t roduce ,  espec ia l  l y  a t  the e a r l i e s t  l e v e l s ,  a  new melodic 

t u r n  i n  the c o n t e x t  o f  s imple qua r te r -no te  p a t t e r n s  i n  duple 
meter . . . . 

4. i n i t i a l l y  i n t r o d u c e  the  new no te  through a  descending r a t h e r  
than an ascending me1 o d i c  l i n e  . . . . 

5. ( t h e  songs chosen) con ta in  no unknown notes o r  rhythms o the r  
than the  new one be ing  taught  .80 

The band methods analyzed a re  n o t  c o n s i s t e n t  i n  t h e i r  use o f  song 

m a t e r i a l  as i s  Kod;ly. They a l l  i n t r oduce  more than one unknown note 

s imu l taneous ly  a t  one o r  m r e  p o i n t s  i n  t h e  method books, and new notes a re  

n o t  always i n  a  conspicuous p lace .  The care t h a t  K o d i l y  took i n  the 

s e l e c t i o n  and balance o f  song m a t e r i a l  seems l a c k i n g  i n  t h r e e  methods. 

P h i l  l i p s  was . the  o n l y  method which used a  s e l e c t i o n  o f  music by the  g r e a t  

composers, as w e l l  as f o l k  music f rom d i f f e r e n t  c u l t u r e s .  The balance o f  

music con ta ined  i n  t h i s  method was c l e a r l y  s u p e r i o r  t o  the o t h e r  t h ree .  

11. Supplementary m a t e r i a l  

Supplementary m a t e r i a l  i s  an o p t i o n  t h a t  some beg inn ing  band methods 

p rov ide  f o r  c o r r e l a t i o n  w i t h  the  b a s i c  method book. The speci  f i c  types o f  

supplementary m a t e r i a l s  a re  1  i s t e d  and de f i ned  below: 

D e f i n i t i o n s .  

( a )  technique books . ( l )  Refers t o  a  book o f  sca les,  arpeggios, 

chromat ic  sca les and o t h e r  t echn i ca l  exerc ises ,  which he1 p  t o  develop 

i ns t rumen ta l  f a c i l  i ty. 

(b) programme book. ( 1 )  Refers t o  books which may be used by the 

i n s t r u c t o r  t o  prepare f o r  concer ts ;  the books c o n t a i n  s e l e c t i o n s  f o r  f u l l  

band p l a y i n g .  

80~hoksy ,  The Kod;ly Context, p .  201-202. 



( c )  arranqements . ( 1)  Refers t o  band arrangements which have been 

adapted o r  newly composed so t h a t  they a re  a t  the app rop r i a te  p l a y i n g  l e v e l  

o f  s tudents  a t  va r i ous  p o i n t s  i n  the method books. 

( d )  ensemble books . ( l )  Refers t o  m a t e r i a l  f o r  smal l  group p lay ing ;  

f o r  l i k e  o r  u n l i k e  ins t ruments .  

(e )  so los  . ( l )  Refers t o  so lo  m a t e r i a l ,  ( i n c l u d i n g  p iano  

accompaniment) which i s c o r r e l  a t e d  w i  t h  t he  method book. 

( f )  t h e o r y . ( l )  Refers  t o  books which con ta in  p e n c i l  and paper 

exe rc i  ses designed t o  teach o r  rev iew the  pupi  1  s  ' t h e o r e t i c a l  know1 edge. 

TABLE 11 

Supplementary m a t e r i a l  

B .T. F.D. S.S.  S.B. 

( a )  technique (1) 

( b )  programme ( 1 )  

( c )  arrangements (1) 

(d )  ensembles ( 1 )  

( e )  so los ( 1 )  

( f )  theory  ( 1 )  

Discussion. The a n a l y s i s  i n  Table 11 revea l s  t h a t  P loyhar  and Weber 

have both p rov ided  supplementary m a t e r i a l s ,  whereas Buehlman has o n l y  a  

b  theory book (Penc i l  Sessions) and P h i l l i p s  has o n l y  a  B supplementary book 

f o r  beg inn ing  bands who l a c k  a bass sec t i on .  I t  should be noted, however, 



t h a t  Phi  11 i p s  ' method book i n c l  udes programne music, ensemb 

ma te r i a l s ,  as we1 1 as t e c h n i c a l  s t ud ies  we1 1 s u i t e d  f o r  the  

ins t ruments  and which i s  o f  a  good q u a l i t y .  

l e s ,  and so lo  

i n d i  v i  dual 

Conclusion. The a n a l y s i s  o f  t h i s  element shows t h a t  c o r r e l a t e d  

m a t e r i a l  i s  a v a i l a b l e  f o r  s p e c i f i c  teach ing  purposes f o r  t h r e e  o u t  of  the 

b four  methods ( t h e  B supplementary book f o r  the P h i l  1  i p s  ' method does n o t  

b e n e f i t  a l l  s tuden ts  i n  the  band).  ( I n  Chapter 4, the  s t r u c t u r e d  i n t e r v i e w  

resu l  t s  w i l l  be analyzed t o  see i f  teachers a re  purchas ing and us ing  

supplementary m a t e r i a l  i n  con junc t i on  w i t h  t he  method book. The qua1 i ty  and 

usefu lness o f  supplementary m a t e r i a l  wi  11 a1 so be assessed by the teachers.  ) 

12. Musical  s i gns  and 13. Musica l  terms 

Due t o  the  over1 apping o f  teach ing  o f  musical  s igns  and terms, these 

two elements have been combined; a  t o t a l  f i g u r e  f o r  each book i s  i nc l uded  

i n  Tables 12 and 13. 

D e f i n i t i o n s .  

( a )  p resen ta t i on . (2 )  Refers t o  new musica l  s igns,  terms, (and 

o f t e n  rhythms and new no tes ) ,  presented a t  the  top  o f  the  page, where they 

may be r e f e r r e d  t o  e a s i l y  by the s tuden t  lesson by lesson.  

( b )  " p e n c i l "  r e v i e w s . ( l )  Refers t o  exerc ises  f o r  the  s tudents  a t  

the  bottom o f  one page lessons.  These exerc ises  rev iew the s igns  o r  terms 

up t o  the pages upon which they a re  w r i t t e n .  

( c )  g l ossa ry . (3 )  Refers t o  an a l p h a b e t i c a l  l i s t i n g  a t  the back o f  

the book, i n c l u d i n g  s i gns  and terms and t h e i r  d e f i n i t i o n s .  I n  t h i s  a n a l y s i s ,  

the number o f  s igns  i n c l u d e d  i n  the g lossary  w i  11 be repo r ted .  



TABLES 12 and 13 

Musica l  s i gns  and terms 

( a )  p resen ta t i on  ( 2 )  

( b )  " p e n c i l "  rev iews (1) 

( c )  g lossary  ( 3 )  

Discuss ion.  P loyhar  and Weber bo th  have a  "crowded page'' l o o k  i n  

the p resen ta t i on  o f  musica l  s igns  and terms; bo th  these methods a re  s i m i l a r  

i n  t h e i r  p r e s e n t a t i o n  o f  new elements.  The p e n c i l  rev iews a r e  sporad ic  

(e.g. o n l y  t h r e e  p e n c i l  rev iews  a re  i nc l uded  i n  Weber's method), and cannot 

be cons idered as se r i ous  re in fo rcement  and rev iew.  Buehlman ' s  Penci 1  

Sessions book supposedly p rov ides  r e i  nforcement and rev iew o f  musica l  s igns  

and terms; however, t h i s  supplementary book doesn ' t  seem t o  r e l a t e  t o  the 

main exerc ises  i n  a  sys temat ic  way. Fu r the r  assessment w i l l  be g iven  i n  t he  

i n t e r v i e w s  i n  Chapter 4. The P h i l l i p s '  method h i g h l i g h t s  new elements i n  

b l ue  and p rov ides  an exce l  l e n t  g lossary .  I n  addi t i o n ,  the P h i l  1  i p s  ' musical  

s igns  and terms 1  i s  t i s  f a r  more comprehensi ve than any o f  t he  o t h e r  methods. 

However, t h i s  method does n o t  i n c l u d e  any re in fo rcement  a t  a l l  i n  terms o f  

p e n c i l  and paper reviews; t h i s  l a c k  o f  re in fo rcement  i s  a s e r i o u s  d e f i c i e n c y .  

Conclusion. There was a  n o t i c e a b l e  l a c k  o f  suggest ions f o r  t e s t i n g  

and r e i n f o r c i n g  new a d d i t i o n s  t o  the  pupi  1s ' musical  vocabulary  o f  s igns  and 

terms. The ~ o d a / l ~  Method, i n  comparison, s t resses  t h a t  s tuden ts  should 



n o t  progress t o  the "make conscious" s tage u n t i  1 they  a re  complete ly  aware 

o f  the new concept through r o t e  performance. Rote performance i s  n o t  p a r t  

of  t he  four band methods analyzed. I n  the method books, concepts, terms, 

and s i gns  a re  i n t r oduced  b r i e f l y  and then a lmost  immediate ly  a new term o r  

s i gn  i s  in t roduced.  Several  new concepts a re  o f t e n  presented i n  one lesson, 
\ 

and t h i s  " force feeding" bears no resemblance whatever t o  the c a r e f u l  

grounchork o f  ~ o d i l ~ .  The ~ o d g l ~  Method has a sequence f o r  every  lesson 

which remains c o n s i s t e n t  throughout  a l l  l e v e l  s of  teach ing .  I n  p l ann ing  

musical  l ea rn ing ,  the o r d e r  i s  "Prepare: . . . Make conscious: . . . 
Reinforce: . . . Assess: . . . "81 Such p l a n n i n g  i s  l a c k i n g  i n  the band 

methods . 

14. Form 

The l i t e r a t u r e  reviewed i n  Chapter 2 recommended teach ing  o f  form i n  

music educat ion.  Table 14 w i l l  show the  e x t e n t  t o  which the f o u r  methods 

have i nco rpo ra ted  t he  teach ing  o f  form. 

Def i  n i  t i o n s  . 
( a )  d e f i n i t i o n s . ( l )  Refers t o  t he  d e f i n i t i o n s  of  the forms o f  music 

i n  t he  method book, u s u a l l y  found i n  the  g l ossa ry  ( f o r  example, the wa l tz ,  

t r i o ,  and march). 

( b )  number o f  d i f f e r e n t  forms i n t r o d u c e d . ( l )  Refers t o  the p l a y i n g  

s tudents  a re  expected t o  accompl ish i n  the method book. (Examples o f  the 

d i f f e r e n t  forms are:  the march, wa l tz ,  duet, round o r  canon, q u a r t e t ,  

pavane, minuet,  v a r i a t i o n s ,  gavot te ,  po lka,  and rhumba . )  

( c )  t o t a l  p i e c e s . ( l )  Refers t o  the number o f  s p e c i f i c  types o f  

p ieces  i n  t o t a l  which can be c l a s s i f i e d  accord ing  t o  t h e i r  form. 

81~hoksy, The K O ~ J I ~  Context,  p .  171. 



( d )  re in forcement .  ( 3 )  Refers t o  t e s t i n g  and e x t r a  p r a c t i c e  

exe rc i  ses t o  r e i n f o r c e  know1 edge o f  form. 

Table 14 r e f e r s  t o  p l a y i n g  on l y ;  t he re  i s  no teach ing  o f  form as 

such i n  any o f  the method books analyzed. 

TABLE 14 

Fo r m  

B.T. F.D. S.S. S.B. 
- - - -- -- - 

(a )  d e f i n i t i o n s  ( 1 )  

( b )  number-forms ( 1 )  

( c )  t o t a l  .p ieces ( 1 )  

( d )  re in fo rcement  ( 3 )  

Discussion. I n  Chapter 2 i t  was s t a t e d  t h a t  s tuden ts  should be 

taugh t  t o  recognize the  s t r u c t u r e  i n  t he  music they p l a y .  The a n a l y s i s  

r evea l s  t h a t  P h i l l i p s  i n t r oduces  s tudents  t o  the l a r g e s t  number o f  v a r i e d  

musical  forms. I n  terms o f  re in forcement ,  however, none o f  the band methods 

g i ve  adequate rev iew and t e s t i n g .  Th is  con t ras t s  w i t h  t he  ~ o d g l ~  Method i n  

which grade th ree  c h i l d r e n  a re  expected t o  determine the  form o f  f o l k  songs, 

by recogn i z i ng  l i k e  and u n l i k e  melod ic  phrases. 

Conclusion. Form i n  music has been om i t t ed  from a l l  f o u r  methods i n  

the sense t h a t  i t  i s  n o t  t augh t  t o  s tuden ts  s y s t e m a t i c a l l y ,  i n  an ordered 

sequent ia l  manner. The s t r u c t u r e d  i n t e r v i e w  r e s u l t s  i n  Chapter 4  w i l l  show 



how much importance teachers a t t a c h  t o  the  teach ing  o f  form i n  comparison 

t o  t he  Kod;ly Method. 

15. Theory 

The need f o r  sys temat ic  p l a n n i n g  i n  theory  teach ing  has been 

descr ibed  i n  Chapter 2. 

De f in i  t i o n s .  

( a )  major  and minor  t o n a l i  t y . ( 3 )  Refers  t o  the harmonies which 

r e l a t e  t o  the t o n i c  chord, and the  exp lana t i on  o f  the major  and minor  sca les '  

s t r u c t u r e  and r e l a t i o n s h i p  t o  each o t h e r .  

( b )  arpeggios. (1) Refers t o  the tones o f  a chord p layed  i n  

succession i n  broken form. Students a re  t augh t  arpeggios i n  con junc t i on  

w i t h  chord s tudy.  

( c )  chords. ( 2 )  Refers t o  a harmony o f  two o r  more tones, b u i l  t 

w i  t h  d i a  t o n i  c t h i  r ds  . 

TP,BLE 15 

Theory 

B  .T. F. D. S . S .  S .B .  

( a )  major/minor t o n a l i  t y  ( 3 )  

( b )  arpeggios (1 )  

( c )  chords ( 2 )  

Discuss ion . Koda/lyls Method teaches theory  i n con j u n c t i o n  w i  t h  

s ing ing ,  and Hungarian c h i l d r e n  a t  the grade t h ree  l e v e l  a re  expected t o  



i d e n t i f y  by e a r  and by s i g h t  songs which belong t o  major  o r  minor  sca le  

types. I t  seems an impo r tan t  aspect  of  musical  l e a r n i n g  has c l e a r l y  been 

o m i t t e d  i n  t he  f ou r  band methods under a n a l y s i s .  

As Table 15 revea ls ,  none o f  the four  band methods c a r r y  o u t  theory 

teach ing  as de f i ned  i n  t h i s  element.  Students a re  presented sca le  and chord 

exerc ises ,  as we1 1 as arpeggios, b u t  these a re  s t r i c t l y  p l a y i n g  exerc ises .  

Conclusion. There i s  no development o f  understanding o f  t he  

concepts o f  t o n a l i t y  and r e l a t i o n s h i p s  between harmonies. (The s t r u c t u r e d  

i n t e r v i e w  i n  Chapter 4 w i l l  r evea l  the teachers ' op in i ons  as t o  whether 

theory  teach ing  i s  adequate i n  t h e  band methods .)  

16. Review and t e s t i n g  

New s k i  11 s  and concepts must be b u i l t  upon a f i r m  foundat ion of 

knowledge p r e v i o u s l y  learned,  as discussed i n  Chapter 2.  Sk i1  1s must be 

reviewed and t e s t e d  p e r i o d i c a l l y  t o  ensure t h a t  they a re  thorough ly  under- 

s tood  by s tuden ts .  The t a b l e  i n c l u d e d  i n  t h i s  s e c t i o n  p resen ts  the  process - 

o f  rev iew and t e s t i n g  as no ted  i n  the four band methods. 

Def i  n i  t i o n s  . 

(a )  rev iew pages . ( 2 )  Refers t o  pages i n  the s tuden t  books which 

rev iew notes, count ing,  t ime s igna tu res ,  terms and s igns .  

( b )  t e s t i n g  pages . ( l )  Refers t o  t e s t s  such as bas i c  technique and 

coun t i ng  exerc ises  i n c l u d e d  a t  the back o f  the  method book. Of ten  a r a t i n g  

sca le  i s  inc luded ,  t o  eva lua te  achievement i n  l e a r n i n g  sca les ,  key 

s igna tu res ,  s l  u r r i n g ,  coun t ing ,  and new no tes .  

( c )  t eache r ' s  manual - suggest ions f o r  rev iew and t e s t i n g . ( 3 )  
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Refers t o  the t e s t i n g  i n fo rma t i on  and suggest ions f o r  teachers i nc l uded  i n  

the manual . 

TABLE 16 

Review and t e s t i n g  

B.T. F.D. S .S. S.B. 

( a )  review pages ( 2 )  

( b )  t e s t i n g  pages ( 1 )  

( c )  teacher ' s  manual ( 3 )  

Discussion. P loyhar  and Weber bo th  i n c l u d e  one o r  two pages o f  

review, and one t e s t i n g  page a t  the end o f  the  book, w i t h  r a t i n g  sca les.  The 

teachers a re  l e f t  t o  develop t h e i r  own rev iew and assessment procedures and. 

t e s t s  throughout  the year ,  as the t eache rs '  manuals do n o t  con ta in  suggest ions 

o r  rev iew t e s t s .  Buehlman and P h i l l i p s  do n o t  have any rev iew and t e s t i n g  

m a t e r i a l  as such. 

Conclusion. I n  comparison t o  ~ o d i l ~ ,  whose re in fo rcement  i s  p a r t  

o f  teach ing  each new concept, the  band rev iew and t e s t i n g  seems very  scanty .  

If band methods should, as Weber s t a t e d  i n  h i s  o b j e c t i v e s  e a r l i e r ,  p rov ide  

a ". . . thorough background i n  music fundamentals ," the process o f  teach ing  

these fundamental elements must be improved. A1 1 methods a re  weak i n  

p r o v i d i n g  means f o r  r e i n f o r c i n g  and assessing musical  concepts.  



Resul t s  o f  the  Band Method Ana l ys i s  

The band method ana l ys i s  conducted i n  t h i s  chap te r  w i l l  be sumnari zed 

i n  Table 17. Fo l l ow ing  t h i s  t a b l e  and i t s  d i scuss ion  t h ree  t ab les  w i l l  

p resen t  the  ~ o d i l y  elements o f  g rea tes t ,  moderate, and 1  e a s t  importance 

accord ing t o  the p o i n t s  (3 ,  2, o r  1)  p r e v i o u s l y  g i  ven t o  them i n  the band 

method a n a l y s i s .  A  f o u r t h  t a b l e  w i l l  p resen t  a  c h i 2  a n a l y s i s  o f  the 

elements o f  g rea tes t ,  moderate, and l e a s t  importance t o  show whether the 

band methods d i f f e r  from the  ~ o d i l ~  elements. 



TABLE 17 

1. Introductory pages BT F D  S S  SB 
alternate fingerings(2) x 
fingering charts clear(2) x x x x 
suggestions(l) x 
assembly(1) x x 
clear photos(1) x x 
hand position(3) x x x  
embouchure(3) x x 
posture photos(3) x x x x  
care and cleaning(1) x x 
TOTAL 8 8 14 14 

5. Melodic learning 
visual aids(1) x 
new notes(2) x x 
key signatures(1) x x x 
intervals(3) x x 
scales( 1) x x 
TOTAL 6 0 3 7  

9. Improvisation 
included(3) 
TOTAL 0 0 0 0  

14. Form 
def initions(1) 0 1 0 4  
# of forms(1) 6 3 2 1 0  
# of pieces(1) 16 1 0  3 2 4  
reinforcement(3) 

-- - -- 

2. Rudiments BT FD SS S€ 
one ~ a ~ e ( 1 )  x x 
half page(l) x x 
presentation(2) x x 
# of elements(l)28 8 35 11 
definitions(3) x 
TOTAL 29 9 41 11 

6. Articulation 
tonguing(1) x x x x 
slur(1) x x x x  
legato(1) x x 
staccato(1) x 
accent(1) x x x 
explanation(2) x 
reinforcement(3)x x 
TOTAL 7 3 2 1 (  

10. Song material 
hymns, chorales 

(1) 1 1. 
classical(1) 1 1 2t 
folk songs(1) 1 9 11 
children's 

songs(1) 2 2 2 5  11 I 
well- 

3. Rhvthm BT FD S S  SB 

TOTAL 22 1 4  5 3 8  

extra help(1) x 
reinforcement (3) x 
time sig.(2) 
sequence(3) 
less common and 

mixed meters(1) x 
TOTAL 1 0 1 3  

. , 

TOTAL 0 0 0 0  

7. Tessitura 
new notes: 

clarinet(3) 2 4  21 3 0  2 8  
cornet(3) 18 15 21 2 2  
trombone(3) 18 15 2 2  21 

special helps(1) x 
range 

exercises(2) x 
TOTAL 60 51 73 7 4  

11. Supplementarv material 

TOTAL 6 5 1 0  

16. Review and testing 
review pages(2) x x 
testing(1) x x 
manual(3) 

TOTAL 3 3 0 0  

Abbreviations - BT: Band Today, FD: First Division, SS: Sessions in Sound, SB: Silver Burdett 
x - symbol to designate that the element analyzed i s  included in a method 

i. Orff movements BT F D  SS SB 
incidental(1) x x x x  

5. Vocalization 
incidental(1) x 

TOTAL 1 0 0 0  

12. and 13. Musical signs and terms 
presentation(2) x x 

pencil reviews(1) x x 
slossarv(3) 4 3  21 32 76 
TOTAL 44 22 34 78 

Note: the total scores for the four band methods are recorded above under each Kodaly element. The sum o f  these scores for each method is: 

BT - 213; F D  - 141; S S  - 196; SB - 298 



Discuss ion of  the  Resul t s  o f  t he  Summary o f  Band Methods ' Ana lys is  

This ana l ys i s ,  as s u m a r i z e d  i n  Table 17, has revea led  s t r eng ths  

and weaknesses i n  a1 1 f o u r  band methods. A1 though S i l v e r  B u r d e t t  l e d  i n  

seven separate elements, a1 1 methods analyzed were f e l t  t o  be r e l a t i v e l y  

weak. The methods scored the h i g h e s t  p o i n t s  f o r  the f o l l o w i n g  elements: 

Band Today--me1 od i  c  1  ea rn ing  v o c a l i z a t i o n  and supplementary m a t e r i a l  ; 

Sessions i n  Sound--rudiments ; and S i  1  ve r  Burdet t - - rhythm, a r t i  cu l  a t i  on, 

t e s s i  tu ra ,  song m a t e r i a l ,  musica l  s i gns  and terms, and form. Note: I n  

cases where two methods t i e d  f o r  equal s t r e n g t h  i n  a  category,  bo th  methods 

were g iven  equal c r e d i t .  The f o l l o w i n g  methods scored e q u a l l y  w e l l  i n  

these elements: Band Today and S i l v e r  B u r d e t t - - i n t r o d u c t o r y  pages; a l l  

f o u r  methods--Orf f  movements ; Band Today and F i  r s t  D i  v i  s ion- - rev iew and 

t e s t i n g .  I m p r o v i s a t i o n  and v o c a l i z a t i o n  were n o t  i nc l uded  i n  any o f  the  

methods analyzed. 

One conc lus ion  t h a t  may be drawn from the r e s u l t s  o f  the comparison 

c h a r t  i s  t h a t  P h i l l i p s '  l ead  i n  t o t a l  checks may be t h a t  t h i s  method has 

responded t o  c u r r e n t  teach ing  t rends i n  music educat ion t o  a  g r e a t e r  

degree than the  o t h e r  t h r e e  methods. Therefore,  i t migh t  be assumed t h a t  

t h i s  method has depar ted f rom the  s tandard method book fo rmat  and m a t e r i a l .  

However, P h i l l i p s  does n o t  i nco rpo ra te  elements such as O r f f  movements i n  

a  s i g n i f i c a n t  way; n o r  i s  rhy thmic  teach ing  r e a l l y  d i f f e r e n t  f rom the 

o t h e r  t h ree  methods. Elements such as form ( re in fo rcement )  and rev iew and 

t e s t i n g  are i n  need o f  improvement i n  t h i s  method, j u s t  as they a re  i n  

o t h e r  methods (see Table 17) .  Consequently, w h i l e  Phi  1  l i p s  i nco rpo ra tes  

a few contemporary teach ing  i deas  i n t o  i t s  method, i t  does n o t  do t h i s  

thoroughly ,  p a r t i c u l a r l y  when one views i t from the depth o f  the ~ o d d l ~  

Method's s t r u c t u r e  and sequence o f  teaching.  



The main shortcomings o f  these methods as seen i n  the ana l ys i s  a re  

as f o l  lows: elements such as O r f f  movements, v o c a l i z a t i o n ,  imp rov i sa t i on ,  

form, theory,  and rev iew and t e s t i n g  a re  ma in l y  ignored,  and song ma te r i a l  

does n o t  show good balance i n  t h ree  methods. The i n t r o d u c t i o n  o f  new 

musical  concepts, sequence, reinforcement,  rev iew and t e s t i n g  have been 

s c r u t i n i z e d ,  and i n  compari son t o  t he  Kod/aly Method, i t i s  indeed haphazard 

and inadequate. 

Discrepancies between the  methods have p r e v i o u s l y  been noted; 

P h i l l i p s  i nc l udes  good development o f  the range o f  the inst ruments,  u n l i k e  

Buehlman which c rea tes  problems f o r  p u p i l s  i n  terms o f  awkward leaps, and 

u n f i n i s h e d  sca les . 
The teachers '  manuals were a l s o  analyzed i n  severa l  ~ o d 2 l ~  elements, 

and i t  i s  noted t h a t  they  a r e  ma in ly  scores f o r  the teacher  t o  use w h i l e  

conduct ing.  The manuals do n o t  i n c l u d e  guidance and suggest ions f o r  

develop ing musical  1  i te racy  i n  the  way the  Kod5ly Method advocates, and 

t h e  teachers must, therefore,  develop t h e i  r own teach ing  approach. 



TABLE 18 

Elements of Greatest Importance (3) 

Elements BT FD SS SB 

Introductory pages 
embouchure 
hand position 
posture photographs 

Rudiments 
definitions 

Rhythm 
reinforcement 
sequence 

Orff movements 
continuous 

Melodic learning 
intervals 

Articulation 
reinforcement 

Tessitura (largest number of new notes introduced) 
clarinet 
cornet 
trombone 

Vocalization 
continuous 

Improvisation 
included 

Song material 
well-balanced 

Musical signs and 
Musical terms 

glossary (largest number of musical signs and terms in glossary) 

Form 
reinforcement 

Theory 
major and minor tonality 

Review and testing 
manual 

TOTAL POINTS 4 2 6 8 



TABLE 19  

E l e m e n t s  o f  M o d e r a t e  I m p o r t a n c e  ( 2 )  

E l e m e n t s  

I n t r o d u c t o r y  pages  

a l t e r n a t e  f i n g e r i n g s  
f i n g e r i n g  c h a r t s  c l e a r  

R u d i m e n t s  

p r e s e n t a t i o n  

Rhythm 

t i m e  s i g n a t u r e s  

M e l o d i c  l e a r n i n g  

new n o t e s  

A r t i c u l a t i o n  

e x p l a n a t i o n  

T e s s i t u r a  

r a n g e  e x e r c i s e s  

M u s i c a l  s i g n s  and  

M u s i c a l  t e r m s  

p r e s e n t a t i o n .  

T h e o r y  
c h o r d s  

16. R e v i e w  a n d  t e s t i n g  
r e v i e w  p a g e s  

TOTAL POINTS 2 2 4 7 



TABLE 20 

E l e m e n t s  o f  L e a s t  I m p o r t a n c e  ( 1 )  

E l e m e n t s  BT FD SS SB 

1. I n t r o d u c t o r y  p a g e s  

s u g g e s t i o n s  
a s s e m b l y  

c l e a r  p h o t o g r a p h s  

c a r e  a n d  c l e a n i n g  

2. R u d i m e n t s  

o n e  p a g e  
o n e - h a l f  p a g e  
# o f  e l e m e n t s  

3. Rhy thm 
s p e c i a l  e x t r a  h e l p  
l e s s  common and  m i x e d  t i m e  s i g n a t u r e s  

4. O r f f  movements 

i n c i d e n t a l  

5. M e l o d i c  l e a r n i n g  

v i s u a l  a i d s  

k e y  s i g n a t u r e s  

s c a l e s  

6. A r t i c u l a t i o n  

t o n g u i n g  

s l u r  
l e g a t o  

s t a c c a t o  
a c c e n t  

7. T e s s i t u r a  
s p e c i a l  e x t r a  h e l p  

8. V o c a l i z a t i o n  

i n c i d e n t a l  

10. Song m a t e r i a l  ( h i g h e s t  s c o r e  i n  e a c h  c a t e g o r y  o f  s o n g  m a t e r i a l )  

hymns 

c l a s s i c a l  
f o l k  

c h i l d r e n ' s  s o n g s  



TABLE 2 0  ( c o n t . )  78 

E l e m e n t s  o f  l e a s t  I m p o r t a n c e  ( 1 )  

E l e m e n t s  

11. S u p p l e m e n t a r y  m a t e r i a l  
t e c h n i q u e  
programme m u s i c  
a r r a n g e m e n t s  
ensemb le  m u s i c  
s o l o s  
t h e o r y  

12. M u s i c a l  s i g n s  and  
13. M u s i c a l  t e r m s  

p e n c i l  r e v i e w s  

14. Form 
d e f i n i t i o n s  
# o f  f o r m s  ( h i g h e s t  t o t a l )  
# o f  p i e c e s  ( h i g h e s t  t o t a l )  

15. T h e o r y  
a r p e g g i o s  

16.  Rev iew and  t e s t i n g  
t e s t i n g  

TOTAL POINTS 1 9  13  1 1  2 0  
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2  A c h i  a n a l y s i s  t e s t  was conducted us ing  the t o t a l  p o i n t s  scored by 

each band method i n  each o f  the  t h r e e  t a b l e s .  The t o t a l  number o f  ca tegor ies  

(e )  was sub t rac ted  f rom the  t o t a l  p o i n t s  scored by t h e  band method ( 0 )  

squared, and d i v i d e d  by ( e ) .  The four  c a l c u l a t i o n s  i n  each t a b l e  were 

added together ,  g i v i n g  a  sum. The formula used was: = ( 0 -e ) *  . The ch i  2  

e  

ana l ys i s  was s i g n i f i c a n t  a t  the  .001 p r o b a b i l i t y  l e v e l  w i t h  d . f .  = 3, a t  

16.266. The f o l l o w i n g  t a b l e  presents  t h e  c h i 2  a n a l y s i s  o f  t he  t h r e e  t ab les :  

TABLE 2 1  

2 Chi a n a l y s i s  o f  t o t a l  p o i n t s  scored by 
band methods i n  Tables 18, 19, and 20 

TABLE 

18 g r e a t e s t  importance 

19 moderately impo r tan t  

20 1  eas t  impo r tan t  

S i g n i f i c a n c e  

p c . 0 5  s  

p c . 0 5  s  

p C . 0 5  s  

Conclusion . 

From t h i s  ana l ys i s ,  we can conclude t h a t  t h e  band methods a re  

s i g n i f i c a n t l y  d i f f e r e n t  t o  the  ~ o d a ' l y  elements as shown i n  Table 21. I t  i s  

n o t  t he  purpose o f  t h i s  s tudy  t o  decide i f  the  ~ o d g l ~  elements a re  e s s e n t i a l  

t o  develop good mus ic iansh ip  i n  s tuden ts .  The band methods have been compared 

t o  t he  ~ o d s l ~  elements i n  t h i s  chap te r  i n  terms o f  t h e i r  s t r u c t u r e  and 

sequence o f  teaching.  I n  Chapter 4, by means o f  a  s t r u c t u r e d  i n t e r v i e w ,  



i t  w i l l  be determined whether teachers view the  ~ o d a / l ~  elements as 

impo r tan t  aspects o f  develop ing musical  l i t e r a c y  i n  band teaching,  and whether 

they f e e l  the band methods a r e  adequate o r  inadequate i n  terms of these 

e l  emen t s  . 



Chapter 4 

STRUCTURED I NTERVI EN RESULTS 

Sampl i ng Procedure 

A face t o  face, i n d i v i d u a l i z e d  s t r u c t u r e d  i n t e r v i e w  was employed t o  

ga in  f i r s t - h a n d  i n f o r m a t i o n  from successfu l  (as  deemed by music superv iso rs )  

i n s t r u c t o r s  work ing  i n  t h e  area of  ins t rumenta l  i n s t r u c t i o n .  Teachers were 

asked t o  eva lua te  the  twthods they  used and the  a p p l i c a b i l i t y  o f  the  ~ o d a / l ~  

elements t o  band teaching.  

The sample o f  i n t e r v i ewees  was drawn f rom severa l  B. C .  lower  

mai n land  schoo'l d i s t r i c t s :  Coqui t lam, Richmond, Vancouver, Langley, 

New Westminster, and De l ta ,  based on the recornendat ions o f  music superv iso rs .  

Th is  au thor  assumed t h a t  these superv iso rs  were competent t o  assess "good" 

band teachers.  

I n  addi  t i o n  t o  band teachers,  severa l  p ro fess iona l  music ians w i  t h  

the  Vancouver Symphony Orchest ra  and severa l  p r i v a t e  teachers f rom the  

U n i v e r s i t y  o f  B r i t i s h  Columbia Facu l t y  o f  Music were i n te r v i ewed .  These 

musicians (a1 though n o t  band teachers)  teach p r i v a t e l y ,  and i t  was f e l t  t h a t  

these teachers c o u l d  o f f e r  va luab le  i n s i g h t  due t o  t h e i r  exper ience as 

per formers and teachers.  

I n  o rde r  t o  preserve the  anonymity o f  the s u b j e c t s '  responses, the 

names a re  l i s t e d  on the  f o l l o w i n g  page, separated f rom the  data.  



TABLE 22 

L i s t  o f  In te rv iewees  

Name Posi ti on School D i s t r i c t /  Name of School 
Organi za ti on 

John B u t t e r y  

Ernes t  Col 1 ege 

Robert  Colquhoun 

Rae Fethers tonhaugh 

Dave F u l l  e r t o n  

M a r t i n  Hack1 eman 

E a r l  Hobson 

Leonard Kay . 

Sharman K ing  

Ray Kirkham 

Joanne LeDressay 

Leanne McKerl i ch 

Tom P a r r i o t t  

Wayne Sawyer 

Doug Sparks 

M a r t i n  Summers 

Ray Thompson 

Fred Turner 

Lyn White 

band teacher  

v i c e  p r i n c i p a l  

band and g u i t a r  

music supe rv i so r  

band teacher  

p r i  n c i p a l  horn  

music supe rv i so r  

band teacher  

f r e e  -1 ance bass 
trombone 

second t rumpet  

musi c spec i  a1 i s  t 

musi c d i  r e c t o r  

assoc ia te  
p r .  trum. 

band, cho i  r, 
gui  t a r  

bass trombone 

musi c d i r e c t o r  

co-ord i  na t o r  
f i n e  a r t s  

r e t i r e d  band 
d i  r e c t o r  

teacher  

Del t a  Sands J r .  

Vancouver Char1 es Tupper 

D e l t a  South Del t a  S r .  

Langl ey 

Coqui t l a m  Bant ing  J r .  

U.B.C. and 
Academy o f  Music 

R i  chmond 

R i  chmond Steveston S r .  

U.B.C.1 
Capi 1 ano Col lege  

Vancouver 
Symphony 

Lan g l  ey 

Del t a  

Vancouver 
Symphony 

Coq u i  tl am 

Vancouver 
Symphony 

Langl ey 

Coqui tl am 

New Wes t m i  ns t e r  

Burnaby 

Peterson Road 
E l  emen t a r y  

Burnsv i  ew J r .  

Moody J r .  

A1 dergrove Sec. 

McPherson Park J r . /  
Burnaby South S r .  
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A tape recorder  was n o t  used t o  record comnents s ince  the author 

f e l t  t h a t  i t  would i n h i b i t  the in terv iewees.  Comments were copied down by 

the in te rv iewer ,  and then read back t o  each sub jec t  f o r  v e r i f i c a t i o n .  A l l  

record ing o f  responses was done by the i n te rv iewer .  

The St ruc tured In te rv iew  Desi gn 

Before beginning the s t ruc tu red  i n te rv iew  each sub jec t  completed a  

s h o r t  resume which i nc luded  h i  s/her music background and teaching experience. 

Spec i f i c  areas o f  music were o u t l i n e d  ( e i t h e r  i n  p l a y i n g  o r  i n  teaching) , i n  

order  t o  show each i ndi  v i  dual ' s  p a r t i c u l a r  inst rumenta l  o r  musi ca l  background 

st rengths o r  weaknesses. Years o f  experience i n  study o r  teaching of a  

p a r t i c u l a r  inst rument  were a lso  1  i s t e d  according t o  per forming group o r  

i n s t i t u t i o n .  

The main body o f  the i n t e r v i e w  l i s t e d  quest ions based on the ~ o d i l ~  

elements which r e l a t e d  t o  the s u b j e c t ' s  c u r r e n t l y  p r e f e r r e d  band method ( i f  

app l i cab le ) .  A r a t i n g  scale was used f o r  each quest ion so t h a t  the 

in terv iewee could respond w i  t h  f o l l ow ing  responses: 1 - s t r o n g l y  disagree; 

2 - disagree; 3 - neu t ra l ;  4 - agree; 5 - s t rong ly  agree. In terv iewees were 

encouraged t o  make random comnents so t h a t  they cou ld  describe t h e i r  

teaching prac t ices ,  t h e i r  problems w i t h  the method, o r  o t h e r  re levan t  

in fo rmat ion .  The i n t e r v i e w e r  concluded by asking the sub jec ts  i f  they 

would l i k e  t o  add in format ion,  c r i t i c i s m ,  o r  areas i n  need o f  f u r t h e r  study 

i n  music teaching. 



Background In fo rmat ion  o f  Sub jec ts  

The f o l  l ow ing  t h ree  t a b l e s  p resen t  background i n f o r m a t i o n  f o r  the 

sub jec ts  in te rv iewed:  

Table 23 p resen ts  t he  average number o f  years  o f  musical  background 

f o r  each teacher  i n  every  category.  

TABLE 23 

Musi ca l  Background 

Category Average Number o f  Years 

p iano 

vo i  ce 

woodwind i nstrurnent 

brass i ns t rumen t  

s t r i n g s  

formal theory  t r a i n i n g  

chora l  

band 

o rches t ra  

years  o f  u n i v e r s i  ty educa t ion  



Table 24 shows the average number o f  teachers i n t e r v i e w e d  who h o l d  

the  degrees l i s t e d .  

TABLE 24 

Degrees Held 

- - - -  

Degree Average Number o f  Teachers 
Ho ld i ng  the  Degree 

Bachelor  o f  Educat ion 

Bachelor o f  Mus ic  

Master o f  Educat ion 

Master o f  Music 

Doctorate 

Other (A.R.C.T., C e r t i f i c a t e  
o f  Normal School)  

Table 25 averages t he  number o f  f u l l  p r o f e s s i o n a l  and p r i v a t e  

teaching years  f o r  each s u b j e c t  i n  t he  ca tego r i es  l i s t e d .  ( I f  a  s u b j e c t  has 

taugh t  a t  summer school,  f i v e  sess ions a r e  equal t o  one yea r  o f  teach ing  

exper ience under t he  category "o the r .  " )  I t  should be no ted  t h a t  s a l a r y  i s  

d is regarded  f o r  the purposes of  t h i s  s tudy .  



TABLE 25 

Years o f  Teaching Experience 

Type o f  Teaching Average Number o f  Years 
Per Teacher 

Choral Teaching 

General Music 

Band (e lementary)  

Band ( h i g h  schoo l )  

Music Superv isor  

Other ( p r i v a t e  lessons,  communi t y  
teaching exper ience, e  t c .  ) 

Table 26 t abu la tes  t he  number o f  sub jec t s  i n te r v i ewed  who p re fe r  a  

p a r t i c u l a r  band method. A lso i n c l u d e d  a re  the number of  sub jec t s  who do n o t  

r e l y  upon a  band method, b u t  use o t h e r  i ns t rumen ta l  teach ing  m a t e r i a l s .  

TABLE 26 

Teaching Method Used 

Method Number o f  Sub jec ts  Using 
the  Method 

Band Today 

F i r s t  D i v i s i o n  Band Vethod 

Sessions i n  Sound 

S i l v e r  B u r d e t t  

D r i l l s ,  s tud ies ,  o r c h e s t r a l  excerp ts ,  
and o t h e r  t u t o r s  



I t  was i n t e r e s t i n g  t o  no te  the h i g h  average o f  years  o f  p iano 

background p e r  teacher .  Whi le  t h i s  area o f  s tudy  i s  n o t  p a r t  o f  t h i s  

i n v e s t i g a t i o n ,  i t  may be a common f a c t o r  i n  t he  background o f  successfu l  

band teachers.  The brass average was much h i g h e r  than the  woodwind average 

due t o  the l a r g e  number o f  years  o f  exper ience o f  the brass p l aye rs  f rom 

the Vancouver Symphony Orchest ra  and the Facu l t y  o f  blusic a t  U.B.C. Since 

most o f  the  in te rv iewees  t augh t  band ins t ruments ,  the  l ow  average of  s t r i n g s  

i n  Table 23 was t o  be expected, as was t he  cho ra l  exper ience average compared 

t o  the band average. 

The formal t heo ry  t r a i n i n g  average 1 i s  t e d  c o r r e l  a tes  w i  t h  the  average 

years  o f  p iano  background, which i s  p o s s i b l y  due t o  the sub jec t s  hav ing 

s tud ied  f o r  p iano  exams f o r  the  Toronto Conservatory .  

The o r c h e s t r a l  exper ience ca tegory  averaged h igh ,  aga in  due t o  the  

1 arge number o f  years  o f  exper ience o f  the  p r o f e s s i o n a l  music ians in te rv iewed.  

The average number o f  years  o f  u n i v e r s i t y  educa t ion  was 5.8. Th is  f i g u r e  i s  

n o t  s u r p r i s i n g ;  i t  i s  rough ly  e q u i v a l e n t  t o  t he  Bachelor  o f  Music degree . 

p l u s  t he  fi f t h  y e a r  o f  Educat ion which i s  r equ i  r e d  f o r  pub1 i c  school 

teach ing  i n  B r i  t i s h  Col umbia. 

One p a r t i c u l a r l y  i n t e r e s t i n g  average i n  Table 24 was t h a t  o f  the 

Bachelor  o f  Music degrees h e l d  by the  sub jec t s ,  which was double t h a t  of the  

Bachelor  o f  Educat ion degrees. I t  was a l s o  no ted  t h a t  few teachers had a 

Masters Degree, and t h a t  none o f  t h e  sub jec t s  had t h e i r  Doctorate.  The 

educa t iona l  background o f  the sub jec t s  may o r  may n o t  p l a y  a p a r t  i n  t h e i r  

teach ing  a b i l i t i e s ,  and i t  was no ted  t h a t  many success fu l  teachers such as 

the  p ro fess iona l  musicians i n t e r v i e w e d  d i d  n o t  have a u n i v e r s i t y  degree. 

The teach ing  exper ience presented i n  Table 25 was f a i r l y  even ly  



d i s t r i b u t e d  w i t h  the  excep t ion  o f  h i gh  school band teaching.  Th is  f i g u r e  

can be accounted f o r  by t he  f a c t  t h a t  some music superv iso rs  were 

in te rv iewed,  and t h e i r  many years  o f  exper ience i n  band teach ing  were 

e x c l u s i v e l y  i n  secondary schools .  These former teachers tended t o  r a  

average years  f o r  t h a t  category.  

Table 26 shows t he  cho ice  o f  teach ing  method. The p o p u l a r i t y  

a1 mos t 

i s e  the 

o f  the 

F i r s t  D i v i s i o n  Band Method i s  obvious; the  number o f  sub jec t s  who p r e f e r  

F i r s t  D i v i s i o n  Band i s  n e a r l y  double t h a t  o f  Sessions i n  Sound. S i l v e r  

B u r d e t t  was n o t  popu la r  o r  w e l l  known by the  respondees as evidenced by 

Table 26, a l though one s u b j e c t  s t a t e d  t h a t  he had used i t  success fu l l y  w i t h  

1  i ke- inst rument  c lasses  i n  p rev ious  years .  Band Today, which i s  p r e s e n t l y  

t he  bes t -se l  l ' ing beg inn ing  band method, was used by o n l y  one teacher  which 

a t t e s t s  t o  i t s  newness. 

I n  conc l  us i  on, severa l  p o i n t s  can be made regard ing  the teachers ' 

musi c a l  and teach ing  backgrounds: 

1. The teachers i n t e r v i e w e d  were: band teachers assumed t o  be coping w e l l -  

w i  t h  t h e i  r ass i  gnments , music superv iso rs  , Vancouver Symphony Orchest ra  

members, and teachers f rom the  U.B.C. Facu l ty  o f  Music. 

2. There was a r e l a t i v e l y  h i g h  average o f  years o f  p iano  background 

i ned, whi ch was g r e a t e r  ( d i s r e g a r d i n g  t he  h i g h  brass average p r e v i o u s l y  exp l  a  

than t h a t  o f  the p i a n o ) .  

3. The Bachelor  o f  Music ca tegory  was t w i  ce as l a r g e  

Bachelor o f  Educat ion average. 

as t h a t  o f  the 

4. F i r s t  D i v i s i o n  Band Method was the  most w ide l y  used method w i t h  t h e  

sub jec t s  i n te r v i ewed .  

Whether o r  n o t  these f a c t o r s  i n f l u e n c e  the success o f  the sub jec t s  as 



teachers w i l l  n o t  be proven by t h i s  study; however, the  h i g h  average of  

the second and t h i r d  p o i n t s  1  i s t e d  above made them wor th  ment ion ing i n  t h i s  

chapter .  

Method o f  Ana lys is  

The data a n a l y s i s  o f  the i n t e r v i e w s  wi 11 p resen t  the responses t o  

the s i x t e e n  ~ o d g l ~  elements ques t ions  i n  t a b l e s  w i t h  the f i v e - p o i n t  r a t i n g  

sca le  used i n  the  s t r u c t u r e d  i n t e r v i e w  ( S D  - s t r o n g l y  disagree; D - disagree; 

N - n e u t r a l  ; A - agree ; SA - s t r o n g l y  agree) . The i n t e r v i e w  ques t ions  w i  11 

be i nc l uded  i n  the t ab les  i n  t h e  fo rm o f  statements t o  be agreed o r  

d isagreed w i t h .  Fo l l ow ing  these t a b l e s  the  da ta  wi 11 be sp l  i t i n t o  two 

ca tegor ies  o f  ,d isagree and agree, w i t h  the n e u t r a l s  s p l i t  even ly  between 

the  two ca tego r i es .  The t o t a l  number o f  responses w i l l  be recorded under 

"No. ," and the  p r o b a b i l i t y  t e s t  o f  s i g n i f i c a n c e  wi 11 be c a l c u l a t e d  f o r  each 

.05. Beneath the 

i b u t i o n  cou ld  occur 

category,  us i ng  the two-sided p r o b a b i l  

l e t t e r  p.  w i l l  be ns (no c l e a r  o p i n i o n  

i t y  t e s t  o f  p c  

, and the d i  s t r  

randomly) o r  s  ( t h e  d i s t r i b u t i o n  i s  n o t  random, and i s  t h e r e f o r e  s i g n i f i c a n t ) .  

The l a t t e r  r e s u l t  o f  s  w i l l  be i n t e r p r e t e d  as i n d i c a t i n g  a  d e f i n i t e  op in i on  

f rom the  sub jec ts  i n te r v i ewed .  



1. Introductory pages. ( p i c t o r i a l  and w r i t t e n )  Ins t ruc t ions  a r e  well 

sequenced and presented regarding: 

Analysis . 

TABLE 27 

Introductory pages: Interview Resul ts 

( a )  care of  the  instrument  

( b )  assembly of  the instrument  

( c )  playing posi t ion  

(d)  embouchure 

( e )  f inger ing  c h a r t  

T A B L E  27-a 

Introductory pages: Interview Results 
P robab i l i ty  = p c . 0 5  

Defi ni t i ons  D A No. P .  
- -  - 

( a )  care  of the instrument 5.5 13.5 19 n s 

( b )  assembly of the  instrument 8.5 10.5 19 n s 

( c )  playing pos i t ion  4.5 14.5 19 s 

( d )  embouchure 9 10 19 n s  

( e )  f inger ing  c h a r t  5 14 19 s 



As can be seen from the  da ta  i n  Tables 27 and 27-a, t he  o n l y  

s i g n i f i c a n t  responses were t o  ( c )  p l a y i n g  p o s i t i o n  and (e )  f i n g e r i n g  c h a r t .  

These responses were b o t h  s i  gn i  fi can t  a t  the p  c.05 l e v e l  , showing a  

d e f i n i  t e  o p i n i o n  r e g a r d i n g  the method books. The sub jec t s  f e l  t s t r o n g l y  

t h a t  i n s t r u c t i o n  was we1 1 sequenced and p resen ted  rega rd i ng  p l a y i n g  pos i  t i o n  

and f i n g e r i n g  cha r t s ,  and seem r e l a t i v e l y  happy w i t h  these two areas of  

i n s t r u c t i o n .  

Comnents o f  sub jec t s  ques t ioned .  Several  responses i n d i c a t e d  t h a t  

p l a y i n g  p o s i t i o n  was one area o f  i n s t r u c t i o n  where the  s tuden ts  cannot l e a r n  

f rom the p i c t u r e s .  "The s tuden ts  t r y  t o  l ook  l i k e  the  p i c t u r e s ,  and t h a t  

doesn ' t  work," one p ro fess i ona l  p l a y e r  commented. He f e l  t t h a t  by and 

l a rge ,  t he  p i c t u r e s  i n  the  method books a re  i n c o r r e c t ,  b o t h  i n  hand p o s i t i o n  

and embouchure. Others no ted  t h a t  the  angle  o f  the  f i n g e r s  i s  n o t  s t r essed  

enough i n  c l a r i n e t  and f l u t e  i n s t r u c t i o n ,  and t h a t  t he  ang le  o f  t h e  t rumpet  

f i n g e r s  i n  the  hand p o s i t i o n  photographs was i n c o r r e c t  i n  the  F i r s t  D i v i s i o n  

Band Method. 

I n  embouchure i n s t r u c t i o n ,  one s u b j e c t  s t a t e d  t h a t  many changes were 

needed as embouchure i n s t r u c t i o n  i s  n o t  be ing  taugh t  c o r r e c t l y  i n  the method 

books ; more v i s u a l  c l  ose-ups a re  needed. Another p r o f e s s i o n a l  musi c i  an 

s t a t e d  t h a t  80% o f  t he  problems i n  embouchure coul  d  be avo ided a t  t he  

beg inn ing  stages if studen ts  had been taugh t  c o r r e c t l y .  Embouchure 

i n s t r u c t i o n  i n  t h e  band books was compared t o  p r i v a t e  i n s t r u c t i o n  books such 

as Farkas (a  p r i v a t e  t each ing  method f o r  t rumpet ) ,  which teaches embouchure 

c o r r e c t l y  and uses a  v i s u a l i z e r  f o r  the s t u d e n t ' s  unders tanding.  I t  was 

recommended by one s u b j e c t  t h a t  i t  i s  we1 1  wor th  spending f i f t y  do1 l a r s  t o  

have a  p r o f e s s i o n a l  mus ic ian  come i n  t o  demonstrate how t o  form the c o r r e c t  



embouchure. 

F i nge r i ng  c h a r t s  were c r i t i c i z e d  by severa l  teachers who f e l t  t h a t  

they ought t o  i n c l u d e  a l t e r n a t e  f i n g e r i n g s .  Due t o  t h i s  l i m i t a t i o n ,  the 

method book f i n g e r i n g  c h a r t s  a re  sometimes n o t  used by teachers ;  i t  was a l s o  

f e l t  t h a t  the over tone s e r i e s  f o r  brasses ought  t o  be inc luded ,  as i t  i s  i n  

Arban's ( a  p r i v a t e  teach ing  method f o r  b rasses) .  

Conclusions. General comments made by  the  band teachers and the 

p ro fess i ona l  music ians i n t e r v i e w e d  revea led  t h a t  the  problems and complex i t i es  

o f  beg inn ing  i n s t r u c t i o n  (embouchure forma ti on, p l a y i n g  pos i  t i  on, care and 

assembly) n e c e s s i t a t e  the  teacher  c a r r y i n g  o u t  t h e i r  own i n s t r u c t i o n  a p a r t  

from the  method books. Inadequacies were no ted  i n  the  method books, such as 

i n c o r r e c t  i n f o r m a t i o n  which was con fus i ng  t o  s t uden t s .  Ove ra l l ,  the  

teachers  seemed t o  fee l  t h a t  t h e  method books a re  do ing  an adequate j o b  i n  

view o f  t h e i  r 1  i m i t a t i o n s  as teach ing  m a t e r i a l  . 

2. Rudiments page. ( r e :  s e c t i o n  o f  d e f i n e d  elements l ea rned  p r i o r  t o  

p l a y i n g )  Th is  m a t e r i a l  i s :  

Anal v s i  s  . 

TABLE 28 

Rudiments page: I n t e r v i e w  Resul t s  

D e f i n i  t i o n s  S D  D N A S A 

( a )  c l e a r l y  and l o g i c a l  l y  p resen ted  5 3 9 2 

( b )  adequate ly  r e i n f o r c e d  and assessed 6 3 8 2 



TABLE 28-a 

Rudiments page: I n t e r v i e w  Resul t s  
Probabi  1  i t y  = p  < . O 5  

De f i  n i  t i o n s  D A No. P . 

( a )  c l e a r l y  and l o g i c a l  l y  p resen ted  6.2 12 .5  19 ns 

( b )  adequate ly  r e i n f o r c e d  and assessed 7.5 11.5 19 n s  

The responses o f  Table  28-a show no s i g n i f i c a n c e  a t  t he  p  <.O5 

p r o b a b i l i t y  l e v e l ,  and do n o t  show a c l e a r  o p i n i o n  one way o r  the o the r .  

Therefore,  i t  i s  conc l  uded t h a t  the  responses occur red  randomly, by chance. 

Comments o f  s u b j e c t s  quest ioned.  General l y ,  the  comments r e f l e c t e d  

the  f a c t  t h a t  method books '  rud iment  pages a re  as good as t hey  can be w i t h i n  

the  method books'  1  i m i t a t i o n s .  Seven teachers s t a t e d  t h a t  i t  i s  up t o  a  good 

teacher  t o  r e i n f o r c e  and t e s t  t h e  s tuden ts  whi l e  they p rogress  i n s t r u m e n t a l l y ,  

and t h a t  s tuden ts  a r e  u s u a l l y  r o r e  i n t e r e s t e d  i n  p l a y i n g  than i n  s t u d y i n g  

w r i t t e n  music.  S i x  teachers  f e l t  t h a t  the  teachers  shou ld  make up t h e i r  own 

theory  lessons and r e i n f o r c e  t h e o r e t i c a l  l e a r n i n g  themselves r a t h e r  than 

depend on a book. Two i n t e r v i ewees  thought  t h a t  rud iments  shoul d  be i n c l u d e d  

as a  r e fe rence  f o r  s tuden ts  i n  t h e  method book. Three teachers  f e l t  t h a t  

t he re  should  be t heo ry  t each ing  p r i o r  t o  i n s t r u c t i o n  on the i ns t r umen t .  

Conclusions. I t  was i n t e r e s t i n g  t o  no te  t h a t  many teachers  f e l t  t h a t  

the  rud iments  shou ld  be l e a r n e d  by p l a y i n g ,  and n o t  f rom separate  lessons 

p r i o r  t o  i n s t r u m e n t a l  i n s t r u c t i o n .  There was a concensus o f  o p i n i o n  general  ly 

t h a t  theory  must be t augh t  and re i n fo r ced  by the teacher ;  i t  appears t h a t  



i n s t r umen ta l  teachers  p r e f e r  t h e i r  own methods o f  i n s t r u c t i o n  i n  the area 

o f  rud iments .  One teacher  commented t h a t  Sessions i n  Sound's theory  book 

(Penc i l  Session) i s  ". . . o n l y  good as a  rev iew,  u n f o r t u n a t e l y  t he re  a re  

no exe rc i ses  l e a d i n g  up t o  them. Penc i l  Reviews d o n ' t  t i e  i n t o  t he  t each ing  

l o g i c a l l y . "  

3. Rhythm. ( r e :  the i n t r o d u c t i o n  o f  no te  values, s igns ,  t ime s i gna tu res )  

The band rhythm sequence (whole no te ,  h a l f  no te ,  q u a r t e r  no te )  i s  the bes t  

l e a r n i  ng sequence: 

Ana lys i  s  . 

TABLE 29 

Rhythm: I n t e r v i e w  Resul t s  

De f i  n i  ti ons SD D N A S A  

( a )  b e s t  l e a r n i n g  sequence 4 5 3 5 2 

( b )  adequate re in fo rcement  i s  g i ven  4 6 5 4 

TABLE 29-a 

Rhythm: I n t e r v i e w  Resu l t s  
P r o b a b i l i t y  = p  < .O5 

D e f i n i  t i o n s  D A No. P .  

( a )  bes t  l e a r n i n g  sequence 

(b )  adequate r e i n fo r cemen t  



The responses o f  Table 29-a show no s  

p r o b a b i l i t y  l e v e l ,  and do n o t  show a c l e a r  op 

Therefore,  i t  i s  concluded t h a t  the  responses 

i g n i  f i cance  a t  the  p c . 0 5  

i n i o n  one way o r  t h e  o the r .  

occur red  randomly, by  chance. 

Comnents o f  sub jec t s  quest ioned.  Severa l  teachers  ' comments revea led  

t h a t  the  p u p i l s '  l i m i t a t i o n s  r ega rd i ng  a r t i c u l a t i o n  were f e l t  t o  be a major 

cons ide ra t i on  i n  beg inn ing  the band rhythm sequence wi  t h  the  who1 e no te .  

A 1  a r g e r  number of teachers ,  however, f e l t  t h a t  t he  band rhythm sequence was 

n o t  good, and t h a t  i t  was b e t t e r  t o  s t a r t  t each ing  w i t h o u t  ins t ruments ,  i n  

o r d e r  t o  teach the  rhythms l o g i c a l l y  w i t h  t h e  s m a l l e s t  u n i t  of rhythm be ing  

the q u a r t e r  no te .  "I  p r e f e r  t h a t  k i d s  make musica l  sense o u t  o f  rhythm 

more b a s i c  . . . I r a t h e r  than j u s t  technique.  The q u a r t e r  no te  i s  much 

g o t  c h i  1  dren ' t o  s tand  and march t o  rhythms." 

Conc lus ions.  A1 though Table 29-a showed no s  

responses given, i t  was observed t h a t  teachers  recogn 

i g n i f i c a n c e  t o  the  

i zed weaknesses i n  the 

teach ing  o f  rhythm i n  school band programmes. Some commented, "High 

school bands have no sense o f  t ime,"  and "Rhythm i s  one o f  the  weakest 

elements o f  school  music."  Th i s  c r i  t i c i  sm o f  rhy thmic  teach ing,  coupled 

w i t h  t h e  w i l l i n g n e s s  o f  some teachers  t o  r e j e c t  t h e  band rhythm sequence 

when t each ing  s tuden ts  w i t h o u t  ins t ruments ,  p o i n t s  t o  a  need f o r  f u r t h e r  

i n v e s t i g a t i o n  o f  rhy thmi  c  t each ing  i n  beg inn ing  band methods. 

4. O r f f  movements. ( c l app ing ,  tapp ing,  and s tepp ing  t o  rhythms)  Band 

methods shou ld  i n c o r p o r a t e  O r f f  movements: 



Ana l ys i s .  

TABLE 30 

O r f f  movements: I n t e r v i e w  Resul t s  

TABLE 30-a 

O r f f  movements : I n t e r v i e w  Resul t s  
P r o b a b i l i t y  = p-c.05 

D A  No. P .  

The r e s u l t s  f rom Table 30-a were s i g n i f i c a n t  a t  the  p C . 0 5  l e v e l .  

I t  can be concluded t h a t  the  r e s u l t s  d i d  n o t  occur  by chance, and t h a t  the 

sub jec ts  agreed w i t h  the  i n t e r v i e w  s ta tement  r ega rd i ng  O r f f  movements. 

Comments o f  s u b j e c t s  quest ioned.  Several  teachers  recommended t h a t  

rhythm be i s o l a t e d  f rom the  p l a y i n g  o f  the  ins t rument ;  p a r t i c u l a r l y  as a 

pre-band a c t i v i t y .  I t  was f e l t  t h a t  the  "good" teachers a re  do ing  t h i s ,  as 

p a r t  o f  the lesson, and two teachers  recommended t h a t  t h i s  shou ld  be p a r t  o f  



the educat ion o f  the  teachers and n o t  p a r t  o f  the method. S p e c i f i c  c r i t i c i s m  

was made o f  Sessions i n  Sound, which t e l l s  s tuden ts  t o  tap t h e i r  f e e t .  Band 

Today was c a l l e d  " t oo  rock ' n  r o l l  o r ien ted , "  and i t  was f e l t  t o  be less  

e f f e c t i v e  than Sessions i n  Sound o r  F i r s t  D i v i s i o n .  Several  teachers 

f e l t  t h a t  O r f f  movements should be i nc l uded  as suggest ions i n  the t eache r ' s  

manual. 

Concl us i  ons . A1 1 teachers i n t e r v i e w e d  concurred t h a t  O r f f  movements 

should be an i n t e g r a l  p a r t  o f  band teaching.  Some teachers thought t h a t  

O r f f  movements should be p a r t  o f  the lesson, b u t  n o t  p a r t  o f  t he  method book. 

Several  o t h e r  teachers suggested t h a t  O r f f  movements be i nc l uded  i n  the 

t eache r ' s  manual s i nce  most t eache rs '  manuals a re  mere ly  compi la t ions  of a l l  

the  s tuden t  books. 

5 .  Melod ic  l e a r n i n g .  (new notes,  i n t e r v a l s ,  sca les,  key s i gna tu res )  Band 

methods p resen t  and r e i n f o r c e  the f o l l o w i n g  i n  a  l o g i c a l ,  sequent ia l  way: 

Ana lys is  . 

TABLE 31 

Me1 od i c  l e a r n i  ng: I n t e r v i e w  Resul t s  

E l  emen t s  SD D N A S A 

( a )  new notes 3 3 3 9 1 

( b )  i n t e r v a l s  5 5 6 3 

( c )  sca les  4 6 .  4 4 1 

( d )  key s i gna tu res  3 7 2 7 



TABLE 31-a 

Melodic l e a r n i n g :  I n t e r v i e w  Resul t s  
Probabi 1  i t y  = p  < .O5 

E l  emen t s  D A No. P 

(a )  new notes 

( b )  i n t e r v a l s  

( c )  sca les 

(d) key s i  gnatures 

The responses o f  Table 31-a show no s i g n i f i c a n c e  a t  the p<.05 

p r o b a b i l i t y  l e v e l ,  and do n o t  show a c l e a r  op in i on  one way o r  the o t h e r .  

Therefore,  i t  i s  concluded t h a t  the responses occur red  randomly, by chance. 

Comments o f  sub jec t s  quest ioned.  Many teachers no ted  t h a t  band 

methods tend  t o  teach i n  p a r t i c u l a r  keys, and a l s o  t h a t  t h i s  problem has two 

negat i ve  aspects: I )  s tudents  who a re  i n  the middle i ns t rumen t  ca tegory  

b (such as French horn, E a1 t o  horn )  d o n ' t  p l a y  i n  a  comfor tab le  r e g i s t e r ,  

and 2 )  midd le  ins t ruments  a re  o f t e n  g iven l i n e s  o f  music w i t h  unmusical leaps 

t o  compensate f o r  the  more s tandard ( i n  elementary schools)  c l a r i n e t s  and 

corne ts  . 
Sessions i n  Sound was c r i t i c i z e d  more than the o t h e r  t h r e e  method 

books i n  the area o f  melod ic  l e a r n i n g .  Several teachers were n o t  happy w i t h  

the  extreme me1 o d i  c  l eaps, undue rhy thmic  complexi t i e s ,  and the "s t range"  

p rogress ion  o f  keys throughout  the book. These teachers f e l t  t h a t  the 

p rogress ion  o f  keys was desi  gned t o  fac i  1  i t a t e  the B~ ins t ruments  . The 



p resen ta t i on  o f  minor  sca les  o f t en  was w r i t t e n  as mere ly  ascending and 

descending notes r a t h e r  than as a  sca le  b u i  1  t f rom a  p a t t e r n .  

Teachers f e l t  t h a t  i n t e r v a l s  should be voca l i zed ,  and t h a t  a  t a b l e  

of  i n t e r v a l s  would be usefu l  i n  t he  method book, as would a  keyboard t o  see 

i n t e r v a l s  such as the p e r f e c t  unison, o r  the minor second. I t  was s t r o n g l y  

f e l t  t h a t  a  page o f  sca les  would be use fu l  i n  the method book and t h a t  more 

sca les  and keys shou ld  be presented e a r l i e r .  I t  was s a i d  t h a t  " k i ds  a re  

n o t  g iven enough c r e d i t  f o r  key s i gna tu re  l e a r n i n g . "  

Concl us ions.  The p r o f e s s i o n a l  musicians i n t e r v i e w e d  cormnented on 

t h e i  r d i s s a t i s f a c t i o n  w i t h  me1 od i  c  l e a r n i  ng. These musicians o f t en  teach 

s tudents  who a re  p roduc ts  o f  school bands. One p r o f e s s i o n a l  musician 

s ta ted :  

By the  t ime I see them, the  ma jo r i  ty t e c h n i c a l l y  a r e n ' t  a t  
the range and f a c i l i t y  where they  shou ld  be. Some (p iano  s tuden ts )  
understand sca les and key s i gna tu res .  

The i m p l i c a t i o n  i s  t h a t  s tuden ts  g raduat ing  f rom h i g h  school and go ing 

f u r t h e r  i n  i ns t rumen ta l  s tudy ( p r i v a t e l y ,  o r  a t  the u n i v e r s i t y  l e v e l )  have - 

n o t  been adequately t augh t  i n  the  area o f  melod ic  l e a r n i n g .  One teacher who 

g ives  p r i v a t e  i n s t r u c t i o n  out1 i n e d  h i s  views on me1 odi  c  teaching:  

I had the k i d s  p l a y  t h e i r  own n a t u r a l  sca le  (e.g. :  co rne t  c4 -5) 
so t h a t  when they g o t  t o  the  book they  knew more than the f i r s t  few 
pages and go t  through q u i c k l y .  Th i s  made the midd le  ins t ruments  p l a y  
from the bottom t o  the  top o f  t h e i r  i ns t ruments ,  i n  the l o g i c a l  
o rde r  o f  the octave f o r  each i ns t rumen t .  

Teachers f e l t  t h a t  i n t e r v a l s  were n o t  w e l l  covered by the method 

books and t h a t  the books compromise i n  gear ing  the key s igna tu res  and 

p l a y i n g  range o f  s e l e c t i o n s  t o  the c l a r i n e t  and co rne t .  



6. A r t i c u l a t i o n .  ( tongu ing ,  s l u r r i n g ,  l ega to ,  s tacca to ,  accen t )  There i s  

adequate e x p l a n a t i o n  and re i n fo r cemen t  i n  band books re :  

Ana l ys i s  . 

TABLE 32 

A r t i c u l a t i o n :  I n t e r v i e w  Resu l t s  

( a )  tonguing 

( b )  s l u r r i n g  

( c )  l e g a t o  

( d )  s t acca to  

( e )  accent 

TABLE 32-a 

A r t i  c u l  a t i  on: I n t e r v i e w  Resul t s  
Probabi  1  i t y  = p  c . 0 5  

- 

D A No. P  . 

( a )  tongu ing  

( b )  s l u r r i n g  

( c )  l ega to  

( d )  s t acca to  

(e)  accent  



The r e s u l t s  from Table 32-a show no s i g n i f i c a n c e  a t  the p c . 0 5  

probabi 1  i ty l e v e l ,  and do n o t  show a  c l e a r  o p i n i o n  one way o r  the o t h e r .  

Therefore,  i t  i s  conc l  uded t h a t  the  responses occur red  randomly, by chance. 

Comments o f  sub jec t s  ques t ioned  . Comments f rom teachers show t h a t  

severa l  teachers b e l i e v e  t h a t  the method i s  o n l y  a  reference, and t h a t  w i t h  

any method book i n d i v i d u a l  a t t e n t i o n  i s  needed. One o r  two responses 

i n d i c a t e d  t h a t  a r t i c u l a t i o n  i s  an au ra l  concept, and must be taugh t  i n  the 

same way, n o t  through w r i t t e n  i n f o r m a t i o n  i n  a  method book. 

C r i t i c i s m  was d i r e c t e d  a t  Sessions i n  Sound, which in t roduces  the 

s l u r  i n  a  sca le  w r i t t e n  i n  t h i r d s ,  i n  5 / 4  t ime.  Th is  made i t  d i f f i c u l t  f o r  

s tudents  t o  concentrate on t he  new concept be ing  i n t r oduced .  I n  a d d i t i o n  

t o  t h i s  problem, t he  s tacca to  i s  i n t r oduced  on awkward notes, and the same 

problem occurs as wi t h  the  s l  u r .  

F i r s t  D i v i s i o n  was s a i d  t o  be b e t t e r  than Sessions i n  Sound, which 

presents  a r t i c u l a t i o n  i n c i d e n t a l  l y ,  and then proceeds f o r  pages wi t h o u t  

f u r t h e r  mention. 

S i  1  ve r  B u r d e t t  was f e l t  t o  be the b e s t  o v e r a l l  method f o r  

a r t i c u l a t i o n  by one teacher  who s t a t e d  t h a t ,  " k i ds  a re  ready f o r  a r t i c u l a t i o n  

e a r l y ,  as soon as they can tongue." 

I t  was f e l t  by one p ro fess iona l  p l a y e r  t h a t  band teachers need 

ou t s i de  e x p e r t i s e  i n  teach ing  b rass  a r t i c u l a t i o n s :  

I f  I were a  band teacher ,  I would c a l l  someone i n  f o r  i n f o rma t i on .  
. . . A r t i c u l a t i o n s  f o r  t he  d i f f e r e n t  brasses a re  so d i f f i c u l t  t h a t  
you need t o  go t o  a p ro fess iona l  t o  e x p l a i n  them t o  s tudents ,  
p a r t i c u l a r l y  the  French horn.  

I n  a d d i t i o n  t o  p r o f e s s i o n a l  adv ice,  re ference m a t e r i a l s  were a l s o  f e l t  t o  

be impo r tan t  t o  the band teacher :  " I  go back t o  Farkas f o r  brass, and 

a r t i c l e s  from the Ins t rumenta l  i s t  f o r  the woodwinds." 



Conclusions. Most teachers concur t h a t  a r t i c u l a t i o n  i s  inadequate ly  

presented i n  the method books ( w i t h  the  excep t ion  o f  S i l v e r  B u r d e t t ) .  

However, t he  r e s u l t s  as shown i n  Table 32-a show no s i g n i f i c a n t  response. 

Again, i t appears t h a t  teachers seem re1 a t i  ve l y  d i s i n t e r e s t e d  i n  

improv ing the method book, b u t  f e e l  t h a t  i t  i s  impo r tan t  f o r  the teacher t o  

be ab le  t o  use app rop r i a te  teach ing  m a t e r i a l s  and t o  have a thorough 

knowledge o f  a r t i c u l a t i o n .  There i s  room f o r  improvement i n  t he  band 

methods, however, as comments revealed rega rd ing  Sessions i n  Sound. 

According t o  one teacher,  t he re  shou ld  be more teach ing  h i n t s  f o r  

a r t i c u l a t i o n  i n c l u d e d  i n  t he  t eache r ' s  manual . 

7. Tessi t u r a .  ( p l a y i n g  range o f  the ins t ruments  c l a r i n e t ,  co rne t ,  and 

trombone) Band methods g i  ve enough cons ide ra t i on  t o  t e s s i  t u r a :  

Ana lys is  . 

TABLE 33 

Tessi t u r a :  I n t e r v i e w  Resul t s  



TABLE 33-a 

Tessi  t u r a :  I n t e r v i e w  Resu l t s  
P r o b a b i l i t y  = p c . 0 5  

D A No. P. 

The r e s u l t s  f rom Table 33-a show no s i g n i f i c a n c e  a t  the  p C.05 

p r o b a b i l i t y  l e v e l ,  and do n o t  show a c l e a r  o p i n i o n  one way o r  the o the r .  

Therefore, i t  i s  concluded t h a t  the  responses occur red  randomly, by chance. 

Comnents o f  s u b j e c t s  ques t ioned .  Problems were no ted  i n  the band 

methods i n  r ega rd  t o  t e s s i  t u r a .  F i r s t  D i v i s i o n  has the  horns p l a y  too  low, 

and the midd le  i ns t r umen ts  a re  asked t o  p l a y  t h e i r  w o r s t  no tes .  I t  aims a t  

b t he  B and C ins t ruments ,  and t h e  French horn  p l ays  one h a l f  o f  a sca le  ' 

ascending, and then drops down. I t  was a l s o  ment ioned t h a t  t h i s  method does 

n o t  ge t  the brasses up h i g h  enough, caus ing s tuden ts  t o  have a mental b l o c k  

about  p l a y i n g  h i  gher no tes .  Sessions i n  Sound, i n  p a r t i  c u l  a r ,  i n c l  udes 

unusual l i n e s  f o r  the  c l a r i n e t s  and horns.  For example, i n  Book One of 

t h i s  method, t he  c l a r i n e t s  s t a y  below t h e  break too  l ong .  S i l v e r  B u r d e t t  

s t a r t s  the  t rumpet on G ~ ,  and one teacher  f e l t  t h a t  t h i s  i s  d iscourag ing  f o r  

beginners .  One p ro fess i ona l  musi c i  an sa i  d: 

I recommend t h a t  s t uden t s  s t a r t  i n  the  m idd le  r e g i s t e r  where 
i t  i s  e a s i e s t  t o  make a good tone,  then expand e i t h e r  way. D o n ' t  
exceed what i s  comfo r t ab le .  

Concl us ions.  I t  was s u r p r i s i n g  t h a t  the  comments express ing  general  



d i s s a t i s f a c t i o n  w i t h  the band methods regard ing  t e s s i  t u r a  were n o t  m i r ro red  

i n  the s t a t i s t i c a l  a n a l y s i s  . Most teachers apparen t l y  r e a l  i ze t h a t  the 

band method book makes compromi ses they be1 i e v e  t o  be unavoidable:  

Any band method i s  a  t r a d e - o f f ,  a  compromise. I am t h i n k i n g  o f  
s w i t c h i n g  t o  S i l v e r  Bu rde t t ,  which has i n  f a c t  gone t o  the l i t e r a t u r e  
f o r  each ins t rument  and p rov ided  them w i t h  t he  o p p o r t u n i t y  t o  l e a r n  
some o f  the  l i t e r a t u r e  o f  the ins t rument .  

The S i l v e r  B u r d e t t  method ( r e f e r r e d  t o  above) i s  s e t  up as a  p r i v a t e  and 

ensemble method; i t  devotes every second page t o  exe rc i ses  and s tud ies  

s u i  t a b l e  f o r  each ins t rument ,  o f ten  i n c o r p o r a t i n g  exerc ises  from methods 

such as Arban's which have been p r e v i o u s l y  recommended by p ro fess iona l  

musi c i  ans . 

8. Voca l i za t i on .  We cou ld  improve musical  1  i te racy  among beg inn ing  band 

s tuden ts  w i  t h  vocal  i z a t i  on : 

Ana lys is  . 

TABLE 34 

Voca l i za t i on :  I n t e r v i e w  Resul ts  



TABLE 34-a 

Voca l i za t i on :  I n t e r v i e w  Resul t s  
P r o b a b i l i t y  = p  c . 0 5  

D A No. P  . 

The r e s u l t s  from Table 34-a were s i g n i f i c a n t  a t  the  p C . 0 5  l e v e l .  

I t  can be concluded t h a t  the  r e s u l  t s  d i d  n o t  occur by chance, and t h a t  the 

sub jec ts  agre'ed w i t h  the s ta tement  regard ing  v o c a l i z a t i o n .  

Comments o f  sub jec t s  quest ioned.  Most comments f rom the  s t r u c t u r e d  

i n t e r v i e w s  descr ibed va r i ous  uses of  vocal i za t i on ,  such as hav i  ng bands s i n g  

t h e i r  p a r t s  i n  concer ts ;  p l a y i n g  v o c a l i s e  s tud ies  on a  b rass  mouthpiece and 

then s ing ing ;  and hav ing  s tuden ts  p l ay ,  s ing,  and then p l a y  again.  For the - 

l a t t e r  use o f  v o c a l i z a t i o n ,  t he  teacher  no ted  t h a t  a f t e r  t h i s  process was 

fo l lowed,  " i t  was always b e t t e r "  ( r e f e r r i n g  t o  the s tuden ts '  p l a y i n g ) .  

Teachers f e l t  t h a t  the  musica l  e a r  i s  impor tan t ,  and t h a t  s i n g i n g  a i d s  

i n t o n a t i o n ,  the sense of  p i t c h ,  and he lps  s tuden ts  understand i n t e r v a l s  and 

rhythm. I t  was no ted  t h a t  i t  d o e s n ' t  m a t t e r  i f  low brass s tuden ts  s i n g  i n  

the octave h ighe r  than the one they a re  p l a y i n g  i n ,  as the teacher  i s  t r y i n g  

t o  show them t h a t  " .  . . technique must become subconscious t o  them." 

Several  teachers no ted  t h a t  i t  i s  d i f f i c u l t  t o  have o l d e r  s tuden ts  s ing,  as 

they become embarrassed. 

Concl usions . The comments and the probabi 1  i t y  t e s t  r e s u l  t s  concur 



i n  t h e i r  agreement o f  t he  

s tudents  . I t appears t h a t  

importance o f  voca 

many teachers a re  

1 i z a t i o n  t o  beg inn ing  band 

hav ing  s tuden ts  voca l i ze  i n  

beginn ing band c lasses,  regard less  o f  the f a c t  t h a t  the method books do n o t  

i n c l  ude suggest ions o r  exerc ises  i nvo l  v i  ng vocal  i z a t i  on. I t was noted i n  the  

i n t e r v i e w s  t h a t ,  "suggest ions shoul d  be i n  the t e a c h e r ' s  manual ( r ega rd ing  

vocal i z a t i o n )  --otherwise new (and 01 d) band teachers may n o t  be aware o f  

v o c a l i z a t i o n  as an a i d  t o  teaching band." 

9. Imp rov i sa t i on .  Band methods shoul d  i nco rpo ra te  i m p r o v i s a t i o n  i n t o  

beginn ing i n s t r u c t i o n :  

Ana lys i  s  . 

TABLE 35 

Improv i  sa t i on :  I n t e r v i e w  Resul t s  

TABLE 35-a 

Improv isa t ion :  I n t e r v i e w  Resul ts  
P r o b a b i l i t y  = p  < .05 

D A No. P . 

3 16 19 s 



The resu l  t s  from Table 35-a were s i  gn i  f i  c a n t  a t  the  p  C.05 l e v e l  . 
I t  can be concluded t h a t  the r e s u l t s  d i d  n o t  occur  by chance, and t h a t  the 

sub jec t s  agreed w i t h  the s ta tement  regard ing  v o c a l i z a t i o n .  

Comments o f  sub jec t s  quest ioned.  The va lue  o f  i m p r o v i s a t i o n  was 

l a r g e l y  agreed upon by the  teachers,  a1 though a  few sub jec t s  had rese rva t i ons  

about us ing  i m p r o v i s a t i o n  w i t h  beginners.  One remarked t h a t  s tuden ts  need 

t o  be f a m i l i a r  w i t h  t h e i r  sca les  and the I, I V Y  and V chords f i r s t .  A 

secondary teacher  mentioned t h a t  t he re  was no t ime f o r  i m p r o v i s a t i o n  a t  h i s  

l e v e l  , b u t  t h a t  perhaps elementary s tuden ts  cou ld  b e n e f i t  f rom i t .  The 

b e n e f i t s  o f  i m p r o v i s a t i o n  were ou t1  i n e d  i n  severa l  i n t e r v i e w s .  Comments 

revea led  t h a t  i m p r o v i s a t i o n  can f r e e  c h i l d r e n  from read ing  and p l a y i n g  

simul taneously,  devel ops a  good sense o f  p i  tch,  and improves 1  i s t e n i  ng 

s k i 1  1s.  I t  was f e l  t t o  be use fu l  i n  smal l  groups o f  one t o  f o u r  s tuden ts .  

Concl usions . Teachers concurred t h a t  imp rov i sa t i on ,  whi l e  n o t  

l a r g e l y  taught  i n  most school bands, cou ld  be a  va luab le  a i d  i n  develop ing 

the  s tuden t ' s  ear .  A p r o f e s s i o n a l  music ian s ta ted ,  "We've l o s t  s i g h t  of  * 

t he  f a c t  t h a t  Bach improv ised  (we l e a r n  s l a v i s h l y )  ." Several responses 

i n d i c a t e d  t h a t  they would be i n t e r e s t e d  i n  us ing  i m p r o v i s a t i o n  as a 

teach ing  device w i  t h  t h e i  r groups. 

10. Song m a t e r i a l .  Our band methods have chosen o n l y  the h i g h e s t  q u a l i t y  

c h i l d r e n ' s  songs, f o l k  music, and music o f  the  g r e a t  composers: 



Ana l ys i s .  

TABLE 36 

Song m a t e r i a l  : I n t e r v i e w  Resu l ts  

TABLE 36-a 

Song m a t e r i a l  : I n t e r v i e w  Resu l ts  
P r o b a b i l i t y  = p<.05 

D A  No. P  

8.5 10.5 19 n  s  

The responses of  Table 36-a show no s i g n i f i c a n c e  a t  t h e  p<.05 

p r o b a b i l i t y  l e v e l ,  and do n o t  show a  c l e a r  o p i n i o n  one way o r  the  o t h e r .  

Therefore,  i t  i s  concluded t h a t  the  responses occur red  randomly, by chance. 

Comments o f  sub jec t s  quest ioned.  A  few responses showed t h a t  the 

band methods a re  1  i m i  t e d  t o  the type o f  song m a t e r i a l  they can use when 

s tuden ts  " .  . . c a n ' t  p l a y  more than s i x  no tes . "  I t  was a l s o  no ted  by one 

s u b j e c t  t h a t  "k ids  en joy  p l a y i n g  tunes they can recognize . . .,I1 such as 



those i n  F i r s t  D i v i s i o n .  However, the  m a j o r i t y  o f  comnents were c r i t i c a l  

o f  the  song mater i  a1 i n  band methods, and f e l  t t h a t  the qual  i ty shoul d  be 

improved. One comment was t h a t  " F i r s t  D i v i s i o n ' s  'Mary Had A L i t t l e  Lamb' 

i s  'degrading '  ; i t ' s  t ime  Be lw in  used contemporary music and updated t h e i r  

book. " 

Several  teachers f e l t  t h a t  a  balance i s  needed, between f o l k ,  

t r a d i t i o n a l  , and c l a s s i c a l  music, and t h a t  c h i l d r e n  should be fami l i a r  

w i t h  a1 1 s t y l e s  o f  music.  I t  was no ted  t h a t  Sessions i n  Sound con ta ins  

good qual  i ty  c l a s s i c s ;  however, another  comment s t a t e d  t h a t  S i l v e r  B u r d e t t  

was b e t t e r .  Many c r i  ti c i  zed " c o n t r i  ved" songs which a re  " t rash;"  

". . . t h e r e ' s  so much junk  o u t  t he re  . . . ," and Sessions i n  Sound was 

thought  t o  be s t a t i c  i n  t h a t  ". . . the same k i n d  o f  m a t e r i a l  i s  

repeated . . . " "Kids g e t  bored," accord ing t o  one teacher ,  "because the  

band methods c a t e r  t o  t he  l o w e s t  c o m n  denominator." One p ro fess iona l  

music ian s t a t e d  t h a t  we shou ld  p l a y  ". . . music i n  the  band t r a d i t i o n - -  

hymns ( f o r  p i t c h  and b lend) ;  marches ( f o r  technique) ;  and band p ieces ( f o r  - 

m u s i c a l i t y )  . "  Another p r o f e s s i o n a l  music ian no ted  t h a t  i n  p r i v a t e  teaching,  

he uses the  themes o f  symphonies and good q u a l i t y  l i t e r a t u r e .  

Concl us i  ons . Ove ra l l  , the teachers mai n l  y agreed w i  t h  t he  s ta tement  

r ega rd ing  song m a t e r i a l  . One s u b j e c t  commented on the 1 i m i  t a t i o n s  o f  

beg inn ing  s tuden ts  rega rd ing  the music they can p l a y  and a l s o  mentioned t h e i r  

enjoyment o f  f a m i l i a r  melodies such as "Mary Had A L i t t l e  Lamb." Th is  

statement was countered by another  s u b j e c t  who s t a t e d  t h a t  teachers " .  . . 
should use themes f rom symphonies, e t c .  Kids a re  a l r eady  f a m i l i a r  w i t h  

them." One teacher  argued a g a i n s t  the i n c l u s i o n  o f  pop tunes i n  method 

books, i n  t h a t  these songs date the books and should t h e r e f o r e  be excluded. 



I n  genera l ,  most teachers f e l t  t h a t  i t  was a good idea  t o  update 

the q u a l i t y  o f  the  song m a t e r i a l  i n  the method books, and t h a t  balance i n  

song m a t e r i a l  s e l e c t i o n  i s  impo r tan t .  

11. Supplementary m a t e r i a l  . (ensemble, technique, theory ,  e t c . )  I gene ra l l y  

purchase these books i n  a d d i t i o n  t o  t he  b a s i c  method book: 

Ana lys is  . 

TABLE 37 

Supplementary m a t e r i a l  : I n t e r v i e w  Resul ts  

Statement S D  D N A S A 

( a )  I gene ra l l y  purchase these books 1 6 12 

(b) I complete t he  method book 2 1 3 13 

(c )  I drop t he  method book because 
i t  i s  t oo  b o r i n g  2 10 3 3 1 .  

( d )  I drop the method book because 
o t h e r  books a re  more i n t e r e s t i n g  1 6 4 8 

(e )  I drop the method book because 
c h i l d r e n  need a new chal lenge 1 8 3 7 



TABLE 37-a 

Supplementary m a t e r i a l  : I n t e r v i e w  Resu l ts  
Probabi 1  i ty  = p c .05 

Statement D A No. P 

( a )  I g e n e r a l l y  purchase these books 7 12 19 ns 

( b )  I complete the method book 4.5 14.5 19 s 

( c )  I drop t he  method book because 13.5 5.5 19  ns 
i t  i s  t oo  b o r i n g  

( d )  I drop t he  method book because 
o t h e r  books a re  more i n t e r e s t i n g  9 10 19 ns 

( e )  I drop the method book because 
c h i  1  dren need a new chal  1  enge 10.5 8.5 19 ns 

The r e s u l t s  from Table 37-a were n o t  s i g n i f i c a n t  a t  the  p <.O5 l e v e l  

f o r  ( a ) ,  ( c )  , (d) ,  and ( e )  . Only ( b )  was s i g n i f i c a n t ,  and we can conclude 

t h a t  the  r e s u l t s  d i d  n o t  occur  by chance; t he  sub jec t s  agreed w i t h  t he  

importance o f  comple t ing  the  method book. 

Comments of  sub jec t s  quest ioned . Teachers f e l  t t h a t  c o r r e l a t e d  

supplementary books were use fu l  i f  the  m a t e r i a l  was o f  a  good q u a l i t y ;  

however, severa l  people wanted t o  choose b e t t e r  m a t e r i a l s  e l  sewhere. The 

F i  r s  t Di v i  s i o n  supplementary books were m n  ti oned as con t a i  n i  ng good song 

m a t e r i a l  and t h a t  they a re  a t  the same l e v e l  as t he  method book. Again, 

Sessions i n  Sound's theory  book, Penc i l  Sessions, was s a i d  t o  be useful  

o n l y  as a re in fo rcement .  

The per formance-or iented teaching o f  some band teachers was c r i t i -  

c i z e d  and one s u b j e c t  s ta ted :  



Often teachers s t a r t  the  book, s top,  and then ge t  i n t o  concer t  
programming. They f o r g e t  the t each ing  o f  sca les,  e t c . ,  because 
o f  performances. 

The m a j o r i t y  o f  teachers d i d  complete the  method book and 

supplemented i t before f i n i s h i n g  wi t h  mot i  v a t i o n a l  , conf idence-bui  l d i n g  

conce r t  s e l e c t i o n s  and so los .  Teachers f e l t  t h a t  the sequence o f  the 

method book was impor tan t ,  and shou ld  n o t  be i n t e r r u p t e d ;  however, one 

comment r e f e r r i n g  t o  F i r s t  D i v i s i o n  Band Method s ta ted ,  "Don ' t  f i n i s h  i t  

f o r  the  sake o f  f i n i s h i n g . "  Sessions i n  Sound's Book Two was f e l t  t o  be 

inadequate as i t  ". . . d i d n ' t  address t he  problems;" t h i s  teacher  used band 

arrangements i n s t e a d  o f  the  method book. Another comment was made t h a t  

teachers " . . . don ' t need t o  drop i t i f i t i s a good method book. A good 

teacher  w i l l  he lp  s tuden ts  overcome obs tac les . "  Music i n  the method books 

was f e l t  t o  be a resource which doesn ' t  g i ve  the  s tuden ts  a l l  they  need, 

". . . l i k e  a d i e t  o f  s h o r t  s t o r i e s - - t h e r e  i s  more substance i n  sheet 

musi c . " 
Conclusions. Genera l l y ,  the responses i n d i c a t e d  an agreement w i t h  * 

t he  s t a t i s t i c a l  t ab le ,  Table 37-a, and teachers f e l t  t h a t  i t  i s  impo r tan t  t o  

complete the method book, i n  a d d i t i o n  t o  drawing on o t h e r  supplementary 

m a t e r i a l s .  These supplementary m a t e r i a l s ,  however, were n o t  n e c e s s a r i l y  

those c o r r e l a t e d  wi t h  the band method book. 

Teachers seemed t o  p r e f e r  band arrangements o f  t h e i r  own choosing 

( w i t h  the excep t ion  o f  F i r s t  D i v i s i o n  Band Method) f o r  supplement ing the 

method book. I n  d i scuss ing  t h e  importance o f  a method book i n  p r o v i d i n g  a 

foundat ion on which t o  b u i l d  musica l  s k i  11 s, one p r i v a t e  i n s t r u c t o r  descr ibed  

Remnington ( h i s  teach ing  method)- "Remmington t r i e d  t o  teach t h a t  a l l  

technique and f l e x i b i l i t y  of  l e a r n i n g  i n  s tud ies  a re  examples o f  what you 



w i l l  meet i n  music ( t h e  t o o l s  and the m a t e r i a l s ) . "  

Again, the  " s t a t i c "  na tu re  o f  the  band method was noted by one 

s u b j e c t  who sa id :  "Belwin F i r s t  D i v i s i o n  and Band Today a r e  the  same; 

Band Today i s  j u s t  dressed up." 

12. Musical  s i gns .  I n  the  band method books musical  s igns  are:  

Ana lys is  . 

TABLE 38 

Musical  s igns :  I n t e r v i e w  Resu l ts  

Statement S D D N A S A 

( a )  we1 1 sequenced 5  4 9 1 

( b )  we1 1 r e i n f o r c e d  7 4 7 1 

TABLE 38-a 

Musical  s igns :  I n t e r v i e w  Resul t s  
P r o b a b i l i t y  = pC.05 

Statement D A No. P - 

( a )  we1 1 sequenced 

( b )  we1 1 r e i n f o r c e d  



The responses o f  Table 38-a show no s i g n i f i c a n c e  a t  the p C . 0 5  

p r o b a b i l i t y  l e v e l  and do n o t  show a c l e a r  op in i on  one way o r  the o t h e r .  

Therefore,  i t  i s  concluded t h a t  the  responses occur red  randomly, by chance. 

13. Musical  terms. I n  t he  band method books musical  terms a re :  

Ana lys is  . 

TABLE 39 

Musica l  terms: I n t e r v i e w  Resul t s  

Statement S D D N A S A 

( a )  we1 1 sequenced 

(b )  we1 1 r e i n f o r c e d  

TABLE 39-a 

Musical  terms : I n t e r v i e w  Resul t s  
Probabi 1 i ty = p c . 0 5  

Statement D A No. P .  

( a )  we1 1 sequenced 

(b )  we1 1 r e i n f o r c e d  



The responses o f  Table 39-a show no s i g n i f i c a n c e  a t  the p  K.05 

p r o b a b i l i t y  l e v e l ,  and do n o t  show a  c l e a r  o p i n i o n  one way o r  the o the r .  

Therefore, i t  i s  concluded t h a t  t he  responses occur red  randomly, by chance. 

Comments o f  sub jec t s  quest ioned.  The sub jec t s  ' responses were 

grouped toge ther  f o r  Ques t ions  12 and 13 d u r i n g  the s t r u c t u r e d  i n t e r v i e w ,  

and t h e r e f o r e  the t ab les  and comments a re  a l s o  presented toge ther .  Teachers 

c r i  t i c i z e d  Belwin F i r s t  D i v i s i o n  f o r  n o t  c o n t a i n i n g  enough musical  s igns 

and terms, and t he  same s o r t  of  c r i t i c i s m  was made o f  Band Today. Sessions 

i n  Sound was f e l t  t o  be i n  need o f  char ts  o f  terms and a  g lossary ,  w i t h  

r e l a t i v e  tempi terms (e.g.: Lento . . . A l l e g r o ) .  W r i t t e n  and au ra l  t e s t s  

were f e l  t t o  be impor tan t ,  and i t was f e l t  t h a t  the teacher  must emphasize 

the l e a r n i n g '  and memorizing o f  musica l  s i gns  and terms. 

Teachers a l s o  f e l t  t h a t  s igns  and terms should be presented when 

p l a y i n g  d i c t a t e s  and n o t  i n  a  l i s t .  A p ro fess iona l  mus ic ian  s t a t e d  t h a t  

s tudents  coming t o  him f rom band programmes " .  . . need a  more thorough 

background i n  t e rm ino logy . "  I t  was a l so  mentioned t h a t  t he  method book 

". . . should have a  more s t r uc tu red ,  comprehensive fo rmat . "  

Concl u s i  ons . The comments summari zed above coul  d  be d i v i d e d  i n t o  

t h ree  ca tegor ies :  the  importance o f  teacher emphasis; t he  need f o r  more 

s igns  and terms; and s p e c i f i c  c r i  t i c i s m s  o f  the  band methods. General ly,  

the sub jec t s  seemed t o  agree t h a t  there  c o u l d  be improvements made i n  the 

band methods rega rd ing  musical  terms and s igns,  p a r t i c u l a r l y  i n  terms o f  

re fe rence  m a t e r i a l s  such as c h a r t s  and g lossa r i es ;  e q u a l l y  impo r tan t  i s  the 

t eache r ' s  emphasis on memory of  s igns  and terms acqu i red  through p l a y i n g .  



14. Form. Some d i scuss ion  o f  fo rm has a  p l ace  i n  the s t u d e n t ' s  method book: 

Ana lys i  s . 

TABLE 40 

Form: I n t e r v i e w  Resul t s  

TABLE 40-a 

Form: I n t e r v i e w  Resul ts  
Probabi 1 i ty = p c . 0 5  

D A No. P .  - 

The responses o f  Table 40-a show no s i g n i f i c a n c e  a t  the p <  .O5 

p r o b a b i l i t y  l e v e l ,  and do n o t  show a  c l e a r  o p i n i o n  one way o r  the  o t h e r .  

Therefore,  i t  i s  concluded t h a t  t h e  responses occur red  randomly, by chance. 

Comments o f  sub jec t s  ques t ioned .  Several responses i n  t h i s  category 

i n d i c a t e d  t h a t  teachers fee l  t h a t  s tuden ts  are more i n t e r e s t e d  i n  p l a y i n g  

the ins t rument  than i n  l e a r n i n g  about  form. They a l s o  b e l i e v e  t h a t  form 



shoul dn'  t be i n  a method book as i t woul dn ' t be read and due t o  the  t ime 

c o n s t r a i n t s  i n v o l v e d  i n  band teaching,  form i s  n o t  impo r tan t  f o r  s tudents  t o  

l e a r n .  Other responses i n d i c a t e d  t h a t  teachers do d iscuss form, and teach 

i t  through p ieces and handouts, though n o t  i n  g r e a t  depth.  One teacher 

mentioned t h a t  be fo re  s tuden ts  p l a y  a new arrangement, they d iscuss i t s  form 

and key s i gna tu re  f i r s t .  Another response i n d i c a t e d  t h a t  form should be i n  

the method book; however, the p ieces  a re  so s h o r t  t h a t  ". . . you c a n ' t  do 

any th ing  w i t h  form ( o n l y  the  canon and the round) ." 
Conclusions . The responses were p a r t i c u l a r l y  teacher-cent red i n  

t h i s  s e c t i o n  o f  the i n t e r v i e w ;  teachers ma in l y  descr ibed  how they teach 

form t o  s tudents .  Teachers d i d  n o t  rank form very  h i g h l y  as a teaching 

o b j e c t i  ve f o r  band, a1 though severa l  responses i nd i ca ted  t h a t  s tudents  shoul d 

be t augh t  t o  recognize var ious  forms o f  music. The comments and r e s u l t s  i n  

Table 40-a tended t o  concur i n  a t t a c h i n g  r e l a t i v e l y  l i t t l e  importance t o  

the teach ing  o f  form i n  t he  method book due t o  the 1 i mi t a  ti ons o f  the 

m a t e r i a l  i t  con ta ins .  

15. Theory. There i s  adequate exp lana t ion ,  sequencing and re in fo rcement  o f  

scales,  chord tones, arpeggios,  e t c  . : 
Ana lys is  . 

TABLE 4 1  

Theory: I n t e r v i e w  Resul ts  



TABLE 41-a 

Theory: I n t e r v i e w  Resu l ts  
P r o b a b i l i t y  = p  C.05 

D A No. P 

The responses o f  Table 41-a show no s i g n i f i c a n c e  a t  t he  p c . 0 5  

p r o b a b i l i t y  l e v e l ,  and do n o t  show a c l e a r  o p i n i o n  one way o r  the o the r .  

Therefore,  i t i s  conc l  uded t h a t  the responses occur red  randomly, by chance. 

Comments o f  sub jec t s  quest ioned.  Comments made by teachers i n d i c a t e d  

t h a t  the  teacher  must prepare t h e i r  own theo ry  lessons regard less  o f  the 

method book, and t h a t  the method book i nc l udes  t heo ry  i n s t r u c t i o n  ". . . as 

much as a book can." Several  c r i t i c i s m s  were made o f  F i r s t  D i v i s i o n ,  " i n  

n o t  enough t h e o r e t i c a l  knowledge i s  expected o f  s tudents ; "  and "a more 

comprehensi ve s t r u c t u r e  i s  needed wi t h  more re in fo rcement . "  Penci 1 Sessions 

d i d  n o t  adequately e x p l a i n  new theo ry  concepts, and i t  was f e l t  t o  be i n  

need o f  improvement. One teacher  no ted  t h a t  "Sessions i n  Sound d o e s n ' t  do 

a good j o b  . . . I teach the concepts d i r e c t l y  r e l a t e d  t o  music."  

Conclusions. Teachers tended t o  t h i n k  o f  t heo ry  teach ing  as an 

i n t e g r a l  p a r t  o f  p l a y i n g  and elements such as the  minor  and major  sca les were 

cons t ruc ted  w i t h  s tuden ts  as the  need arose (accord ing  t o  one s u b j e c t )  r a t h e r  

than be ing  t augh t  as p a r t  o f  a  s t r u c t u r e d  p l a n  o f  theory  teach ing .  Teachers, 

w h i l e  recommending improvements i n  severa l  band methods, s t i  11 p r e f e r r e d  t o  

dev ise t h e i r  own lessons o r  t o  supplement w i t h  a  theory t e x t  separate from 



the band method. 

16. Review and t e s t i n g .  The t e s t i n g  and rev iew i n  the band method book i s  

adequate : 

Analys is  . 

TABLE 42 

Review and t e s t i n g :  I n t e r v i e w  Resul t s  

TABLE 42-a 

Review and t e s t i n g :  I n t e r v i e w  Resul t s  
Probabi 1 i ty = p C .05  

D A No. P 

The responses o f  Table 42-a show no s i g n i f i c a n c e  a t  the p C.05 

p r o b a b i l i t y  l e v e l  and do n o t  show a d e f i n i t e  o p i n i o n  one way o r  the o t h e r .  

I t  i s  t he re fo re  concluded t h a t  the responses occur red  randomly, by chance. 



Comments o f  sub jec t s  quest ioned.  Most teachers f e l  t t h a t  i t was up 

t o  the teacher  t o  supplement t e s t i n g ,  w r i  t t e n  and p layed.  Be1 wi n F i r s t  

D i v i s i o n  was s a i d  t o  be inadequate and sketchy i n  r ev i ew ing  and t e s t i n g .  

Another response i n d i c a t e d  t h a t  Band Today would be improved i f  th ree  w r i t t e n  

t e s t s  were added throughout  the book, i n  a d d i t i o n  t o  supplementary rev iew 

pages. Sessions i n  Sound has work sheets,  ". . . b u t  i t  i s  up t o  the 

teacher  t o  rev iew and t e s t . "  A response f rom another  s u b j e c t  s t a t e d  t h a t  

s tuden ts  a re  ". . . n o t  t es ted  enough because they a re  n o t  t augh t  enough-- 

more knowledge should be presented, and then t e s t i n g  i s  a l o g i c a l  outcome." 

I n  p r i v a t e  teaching, i t  was no ted  t h a t  the i n s t r u c t o r  t e s t e d  d u r i n g  each 

lesson and the s tuden t  had t o  p e r f e c t  h i s  assignment b e f o r e  advancing. 

~ o n c l u s i o n s .  From the responses t o  t h i s  sec t ion ,  i t was observed 

t h a t  teachers a re  supplement ing the  method book by conduc t ing  t h e i r  own 

rev iew and t e s t i n g .  Again, the  teachers seem t o  accept  t h i s  as t h e i r  

r e s p o n s i b i l i t y  and n o t  t h a t  o f  the method book. 

There were, however, comments from severa l  teachers i n d i c a t i n g  t h a t  

they would welcome the a d d i t i o n  o f  rev iew and t e s t i n g  pages t o  t h e  method 

book, and t h a t  t he re  a re  inadequacies i n  t h i s  area o f  teach ing  i n  the method 

books, p a r t i c u l a r l y  F i  r s  t Di v i  s i  on. 

One s u b j e c t  f e l t  t h a t  band teachers do n o t  l i k e  t o  t e s t ,  and p re fe r  

t o  work on band arrangements: 

People shy o f f  t e s t i n g  music, as i t  i s  an "emotional  a r t "  which 
cannot be t es ted .  I f  we cannot, i t  i s  because i t  i s  so performance- 
o r i e n t e d  r a t h e r  than teach i  ng -o r i  en t e d  . 

This  t i e s  i n  w i t h  t he  comment t h a t  s tudents  a re  n o t  t augh t  enough and 

consequent ly a re  n o t  t e s t e d  enough. However, "Adm in i s t r a to r s  want s o l i d  

ob jec t i ves , "  s t a t e s  one sub jec t ,  and w i t h o u t  t e s t i n g  i t  i s  imposs ib le  t o  

measure the progress o f  the s tuden ts  o r  the band programme. 



General Concl ud ing  Comments o f  Subjects  I n te r v i ewed  

Several responses i n d i c a t e d  t h a t  teachers f e e l  band methods have 

improved g r e a t l y  s ince  e a r l y  days s i nce  they a re  n o t  f u l l  o f  e r r o r s .  

One s u b j e c t  commented t h a t  the methods a re  s t a t i c  because people a re  

comfortable w i t h  them: "Teachers o n l y  buy what the k i d s  can p lay . "  

Other responses i n d i c a t e d  t h a t  the method books have tu rned  o u t  good 

s tudents  i f  the  s tudents  had a  good teacher .  F i r s t  D i v i s i o n  was p r a i s e d  

f o r  i n v o l v i n g  good pe r fo rmers '  i n p u t  i n t o  the method. 

New band methods were s a i d  t o  be done by " . . . ' i v o r y  tower ' 

teachers who do n o t  work w i t h  k i ds . "  S i l v e r  B u r d e t t  was mentioned as be ing  

"ahead o f  i t s  t ime," w h i l e  Sessions i n  Sound i s  "a s tep  backwards." 

C r i t i c i s m  was' a1 so made of band methods i n  general  by o t h e r  sub jec ts ,  who 

s t a t e d  t h a t  methods a r e  n o t  l o g i c a l l y  p u t  together ,  and r e l y  too  much on 

the teacher.  

One teacher  s t a t e d  t h a t :  

I n  Canada t h e r e  i s  a  waning i n  popul a r i  t y  o f  band programmes; 
the d i r e c t o r s  d o n ' t  know what t h e y ' r e  do ing.  They ' re  more i n t e r e s t e d  
i n  keeping eve 

Summary 

The i n t e r v  

yone happy. 

ew r e s u l t s  were analyzed us ing  a  p r o b a b i l i t y  o f  

s i g n i f i c a n c e  t e s t  of p<.05. These r e s u l t s  showed a  s t r o n g  op in i on  from 

sub jec t s  i n  the f o l  l ow ing  areas: i n t r o d u c t o r y  pages - -p l  a y i  ng pos i  ti on and 

f i n g e r i n g  char ts ;  O r f f  movements; v o c a l i z a t i o n ;  improv isa t ion ;  the  importance 

o f  complet ing the method book. The comments from the sub jec t s  i n te r v i ewed  

showed t h a t  many teachers a r e  p r e s e n t l y  a p p l y i  ng i nnovat i  ve teach ing  

p r a c t i c e s  (such as Orff movements and v o c a l i z a t i o n )  t o  t h e i r  band teaching, 

regard less  o f  what i s  con ta ined  i n  the  band method book. 



Conclusion 

The comments i n  t h i s  s e c t i o n  show t h a t  w h i l e  teachers seem r e l a t i v e l y  

happy w i t h  the  band methods and f e e l  improvements have been made, there  i s  

a need f o r  some r e v i s i o n ,  and t h a t  t h e r e  i s  a g r e a t  r e l i a n c e  on t he  teacher .  

Perhaps t h i s  can account f o r  the decrease i n  popul a r i  ty o f  

Canadian band programmes, p r e v i o u s l y  mentioned. Due t o  the necessi  ty o f  

r e l y i n g  upon the  teacher,  the f a u l t s  o f  the  band method book may be 

a f f e c t i n g  the success o r  f a i l u r e  o f  band programnes. 

If we compare band method teacher ' s  manuals t o  manuals f o r  read ing  

programmes a t  the  elementary l e v e l ,  i t  i s  apparent  t h a t  t h e r e  a re  v i r t u a l l y  

no suggest ions f o r  teach ing  lessons; much musi c a l  knowledge and exper ience 

i s  assumed o f  t h e  teachers.  Perhaps s p e c i f i c  suggest ions t o  t he  teacher,  

such as the  use o f  O r f f  movements, should be i n c l u d e d  i n  the teachers ' 

manuals i n  the  most c o s t  e f f i c i e n t  manner p o s s i b l e .  Every teacher  i s  n o t  

an e x p e r t  i n  a l l  areas o f  band teaching,  f rom p r o f i c i e n c y  on every  

ins t rument  t o  the  knowledge o f  successfu l  p r a c t i c e s  i n  music teaching such ' 

as O r f f  movements. 

One s u b j e c t  s ta ted :  "We a re  a l l  r e - i n v e n t i n g  the  wheel ," i n  the  

sense t h a t  every  teacher  must supplement the band method w i t h  t h e i r  own 

teach ing  m a t e r i a l  i n  a l l  the  areas mentioned i n  the  s t r u c t u r e d  i n t e r v i e w s .  

I t  i s  obvious f rom t h i s  chap te r  t h a t  t h i s  i s  the case; one teacher  s ta ted ,  

"I am the method." I n  Chapter 5, some i n t e r p r e t a t i o n  o f  t h i s  a t t i t u d e  

w i l l  be presented, r e l a t i n g  i t  t o  t he  l i t e r a t u r e  rev iewed i n  Chapter 2.  



Chapter 5 

MUSICIANS AND THE METHOD 

This  chap te r  wi  11 beg in  by summarizing the o v e r a l l  o b j e c t i v e s  and 

r e s u l t s  o f  t he  s tudy .  I t  w i l l  a l s o  i n c l u d e  i ssues  r a i s e d  by t he  s tudy .  

S umma r y  

The purpose o f  t h i s  s tudy  was t o  analyze beg inn ing  band methods 

u t i  1 i z i n g  elements from the  ~ o d s l ~  Method; some teachers and p ro fess iona l  

musicians were a l s o  i n t e r v i e w e d  t o  see i f  they used elements f rom the ~ o d a / l ~  

Method i n  t h e i r  own teach ing .  The au tho r  assumed t h a t  the  band methods 

analyzed would be d e f i c i e n t  i n  comparison t o  the  ~ o d i l ~  elements, and t h a t  

teachers would agree w i t h  the  importance o f  the  ~ o d g l ~  elements.  The 

au thor  a l s o  hoped t h a t  t h e r e  would be i m p l i c a t i o n s  f rom the s tudy f o r  the 

improvement o f  band methods. I t  was r e a l  i zed, however, t h a t  t he re  a re  

l i m i t a t i o n s  t o  t h i s  s tudy  due t o  i t s  scope, and t h a t  d e f i n i t i v e  conc lus ions 

cou ld  o n l y  be drawn if a l a r g e r  s tudy were conducted. 

There a re  severa l  d e f i c i e n c i e s  and omissions i n  a l l  o f  the band 

methods analyzed. The f o l  1 owing elements were e i  t h e r  omi t t e d  o r  i nadequately 

covered i n  the method books: rhythm, O r f f  movemnts, melod ic  l ea rn ing ,  

a r t i c u l a t i o n  (excep t  Phi  11 i p s ) ,  vocal  i z a t i o n ,  song m a t e r i a l  (excep t  

Phi 1 l i p s ) ,  imp rov i sa t i on ,  form, theory,  and rev iew and t e s t i n g .  Whi le i t  

i s  n o t  the  purpose o f  t h i s  s tudy  t o  go i n t o  these omissions i n  d e t a i l ,  

o v e r a l l  the band methods were shown t o  be s i g n i f i c a n t l y  d i f f e r e n t  f rom the 



Kodsly Method i n  Table 21 i n  Chapter 3. 

General ly the teachers agreed w i t h  the use of the ~ o d g l y  elements 

i n  t h e i r  teaching o f  t h e i r  students, as can be seen by t h e i r  descr ip t ions  

o f  t h e i r  teaching p rac t i ces .  

Bent ley has stated:  

Research cannot produce c l e a r - c u t  answers t o  a1 1 our  problems, 
b u t  because i t  i s  o b j e c t i v e  i t  can sometimes he lp  us t o  c l a r i f y  
our th ink ing;  and c l e a r  t h i n k i n g  i s  erhaps the g rea tes t  need o f  
music educat ion a t  the present  t ime. g2  

A1 though d e f i n i t i v e  conclusions w i l l  n o t  be drawn, t h i s  s tudy has 

i m p l i c a t i o n s  f o r  band teaching; such imp1 i c a t i o n s  are based on the  b e l i e f s  

of teachers and the f ind ings  of t h i s  s tudy ' s  i nves t i ga t i ons ,  no tw i ths tand ing  

t h e i r  l i m i t a t i o n s .  

I t  has been shown t h a t  teachers p r i z e  t h e i r  freedom t o  choose 

t h e i r  own ma te r ia l s  i n  diagnosing problems w i t h  students, o r  i n  supplementing 

the method book. 

The f a c t  t h a t  teachers d i d  n o t  want the Kodgly elements incorporated 

i n t o  a new method may be due t o  t h e i r  b e l i e f s  t h a t  t h e i r  teaching i s  adequate. 

Perhaps i f  a method book which incorpora ted  the Kod$ly elements 

was a v a i l a b l e  f o r  t h e i r  inspect ion,  t h e i r  opin ions would change. Whi l e  i t  

i s  t rue,  as one teacher s tated,  t h a t  "you have t o  have t a l e n t  and a b i l i t y  

as a musician t o  p u l l  o u t  mater i  a1 " and t h a t  "a good book won ' t improve a 

poor teacher," t h i s  does n o t  present  a case f o r  i g n o r i n g  the d e f i c i e n c i e s  

o f  the method books, p a r t i c u l a r l y  if one considers the developments which 

have taken p lace i n  o ther  sub jec t  areas. 

- -. 

8 2 ~ e n t l e y ,  Music i n  General Education, p. 116. 



Many teachers were a t t r a c t e d  t o  "Sessions i n  Sound," as p r e v i o u s l y  

mentioned i n  Chapter 3, due t o  the  marke t ing  o f  t h i s  method. However, 

due t o  the problems i n  teach ing  w i t h  t h i s  method, mentioned i n  Chapter 4, 

i t  i s  now c l ose  t o  t he  bot tom o f  the  l i s t  o f  band methods s o l d  i n  B .C.  

There i s  no reason t o  suppose t h a t  teachers would n o t  be s i m i l a r l y  

a t t r a c t e d  t o  a  comprehensive method which was as w e l l  marketed as Sessions 

i n  Sound. Whether i t  would s u f f e r  the  same f a t e  i s  debatable.  

~ o d a ' l y ' s  b e l i e f  i n  the value o f  s i n g i n g  t o  i n s t r u m e n t a l i s t s  was 

confirmed by the  teachers i n t e r v i e w e d  i n  t h i s  s tudy.  A1 though t h i s  

be1 i e f  dates back t o  t he  e i gh teen th  cen tu ry  when composers such as 

Matheson and Teleman spoke up aga ins t  coun te rpo in t  i n  favour  o f  composit ions 

emphasizing the melody i n  m a i n t a i n i n g  t h a t  " .  . . s i n g i n g  i s  t h e  foundat ion  

o f  music . . . ,"83  i t  appears t h a t  the  va lue o f  s i n g i n g  i s  s t i l l  j u s t  as 

s t r o n g l y  be l ieved  i n  modern t imes as i t  was l ong  ago. Teachers have 

descr i  bed the b e n e f i t s  o f  s i n g i n g  w i t h  ins t rumenta l  s tuden ts  , and a1 though 

there  has been no conc lus ive  research conducted regard ing  t h e  r e l a t i o n s h i p  

between p l a y i n g  an i ns t rumen t  and s ing ing ,  i t  appears t h a t  teachers have 

s t r ong  b e l i e f s  t h a t  t he re  i s  such a r e l a t i o n s h i p .  Despi te  the  f a c t  t h a t  

s i ng ing  and i ns t rumen ta l  p l a y i n g  a re  b o t h  techniques r e q u i r i n g  d i  f f e r i n g  

c o g n i t i v e  adjustments w i t h  r ega rd  t o  t he  vocal  chords and ( f o r  brasses)  

l i p  pressure,  the teachers i n t e r v i e w e d  make use o f  v o c a l i z a t i o n  i n  var ious  

ways. One teacher  s ta ted :  

I have the  k i d s  p l a y  f o r  a  wh i l e ,  s i n g  and p l a y  again.  I t ' s  
always b e t t e r .  

8 3 ~ i l f r e d  Dunwell, Music and the European Mind (New York: Thomas 
Yoseloff, 1962), p .  151. 



The many adapta t ions  of  the ~ o d i l ~  Method i n  Nor th  America p o i n t  

t o  i t s  p o p u l a r i t y  on t h i s  con t i nen t .  I t  seems t h a t  i n  Nor th  America there  

i s  a  g r e a t  demand f o r  a  method i n  music teaching,  i n  comparison t o  the  

European i dea  t h a t  the teacher ,  by v i r t u e  o f  t h e i  r competence and exper ience 

as a musician, supp l i es  t he  method. The au thor  b e l i e v e s  t h a t  a  compromise 

between these two be1 i e f s  would produce good r e s u l  t s  . 
If we assume t h a t  "good teach ing"  i s  se l f - pe rpe tua t i ng  (we teach i n  

the  same way we were taught ,  w i t h  the same m a t e r i a l ) ,  then i t  would f o l l ow  

e q u a l l y  t h a t  "bad teach ing"  i s  se l  f - p e r p e t u a t i  ng. A good comprehensi ve 

method would p rov ide  a b e t t e r  reference f o r  s tuden ts  a t  home as w e l l  as 

be ing  a guide f o r  t h e  teacher .  I t  may be t h a t  exper ienced teachers a re  

ab le  t o  p rov ide  t h e i r  own method, b u t  inexper ienced  teachers need some 

guidance. Some a t tempt  must be made t o  h e l p  these inexper ienced  teachers 

and t h e i r  s tuden ts .  A t  p resen t  the method books a re  based on "it works 

f o r  me" r a t h e r  than on a comprehensive teach ing  overv iew such as i s  

e x e m p l i f i e d  i n  the Kod$ly elements.  I t  would be use fu l  if the market p lace-  

presented competing method books based on d i  f f e r i  ng be1 i e f  systems. As 

Kod2ly s ta ted :  

Today, every  i n t e l l  i gent  music ian i s  beg inn ing  t o  r e a l i z e  t h a t  
i f a h i g h e r  l e v e l  i s  t o  be a t t a i n e d  we must change our  work ing  
methods. We can produce b e t t e r  musicians o n l y  i f  we can b r i n g  

84 about a  thorough re -o rgan i  z a t i o n  i n  o u r  methods o f  teach ing  music. 

Whi le  the  teachers have vo iced t h e i r  agreement w i t h  the  Kod<ly 

elements and have shown t h a t  they a re  us ing  them t o  develop music iansh 

t h e i r  s tudents ,  the  band method a n a l y s i s  conducted i n  t h i s  s tudy  revea 



shortcomi ngs i n  c u r r e n t  band methods . Koda/lyls statements about the  

re -o rgan i za t i on  o f  methods shou ld  be heeded i f  the  goal o f  band programmes 

i s  t o  produce good music ians.  Th i s  s tudy  has at tempted t o  make c r e a t i v e  

use of the  c o d i f i e d  b e l i e f s  of  Kod$ly which were produced by h i s  f o l l o w e r s .  

The s tudy  has shown t h a t  a t  l e a s t  some "success fu l "  ins t rumenta l  teachers 

concur wi t h  Kod$lyls be1 i e f s  r ega rd ing  the teach ing  o f  music, which exemp l i f y  

what we have come t o  expect  o f  good qua1 i ty mus ic iansh ip .  

As i n d i c a t e d  i n  Chapter 2, many t h e o r i s t s  be1 i eve  t h a t  band methods 

a re  n o t  s t r u c t u r e d  and sequenced i n  a  way t h a t  r e f l e c t s  modern teaching. 

Th is  s tudy at tempted t o  con f i rm t h i s  b e l i e f  by t a k i n g  severa l  elements f rom 

the  Kod;ly Method and a p p l y i n g  them as a means of ana l yz i ng  band methods. 

Th is  " c rea t i ve "  use of the Kod;ly elements was in tended t o  show the  l a c k  

o f  s t r u c t u r e  and sequence i n  the  band methods. 

The author  be l i eves  t h a t  t he re  i s  room f o r  the c r e a t i v e  use o f  the  

~ o d s l y  elements i n  the  fo rmat ion  o f  a  band method which de r i ves  i t s  

pedagogy from the  a r t  o f  band performance. Whi le i t  i s  t r u e  t h a t  i t  i s  

p o s s i b l e  t h a t  the o n l y  e f f e c t i v e  "method" f o r  teach ing  band i s  the 

competence o f  the i n d i v i d u a l  teacher,  o n l y  f u r t h e r  research would con f i rm 

t h i s  b e l i e f .  

The au thor  does n o t  b e l i e v e  i n  the  s l a v i s h  adherence t o  a  method, 

b u t  r a t h e r  t h a t  band methods should be complete musica l  e n t i  t i e s  i n  the 

sense t h a t  they teach the f u l l  range o f  musical  s k i  11s. Some methods 

should a l s o  be a v a i l a b l e  which a re  based on d i f f e r i n g  b e l i e f  systems ( o t h e r  

than t h a t  o f  the performance goal mentioned i n  Chapter 2)  i n  o rde r  t o  g i v e  

band teachers a t r u e  cho ice  i n  t h e i r  s e l e c t i o n  o f  methods. 

If a major pub1 i s h e r  made c r e a t i v e  use o f  the ~ 0 d ; l ~  elements i n  a 



method which showed the teacher how t o  use these elements i n  band 

teaching, such a method would s t i l l  enable teachers t o  p i c k  and choose 

t h e i  r own mater i  a1 s as they w i  shed; however, the inexper ienced teacher 

would be able t o  f o l l o w  the method as a complete teaching resource which 

covered a l l  the important  aspects o f  band teaching. The essen t i a l  

d i f f e rence  between t h i s  type of method and what i s  c u r r e n t l y  a v a i l a b l e  

i s  t h a t  there would be more elements o f  band p l a y i n g  represented i n  a more 

s t ruc tu red  and sequenced format; t h i s  would n o t  impa i r  the  a r t  of  band 

teachi  ng, b u t  woul d enhance i t. 
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STRUCTURED INTERVIEW 
RE: ELEMENTARY SCHOOL BEGINNING BAND METHODS 

The format  of  t h i s  i n t e r v i e w  w i l l  f o l l o w  the  o r d e r  o f  the ~ o d g l y  elements, 
Chapter 2. 

SUBJECT'S NAME ADDRESS 

SCHOOL DISTRICT PHONE NO. 

POSITION SCHOOL 

1. Music background: 

# ( yea rs )  o f :  p i a n o  - vo i ce i ns t rumen t  ( s p e c i f y  ) 

formal theory  t r a i  n i  ng 

chora l  

band 

o rches t ra  

un i  ve rs i  ty educa ti on 

2 .  Degrees he ld :  

Bachelor  f4.A. Doctorate Other 

3. Teaching exper ience:  

# (years )  o f :  chora l  teach ing  

general  musi c  

band ( e l  emen t a r y )  

band ( h i g h  school ) 

music supe rv i so r  

o t h e r  (p lease spec i  f y )  



Please apply  t he  f o l l o w i n g  ques t ions  t o  t he  beg inn ing  band method you 
c u r r e n t l y  p r e f e r .  

NAME OF MEMOD 

1. I n t r o d u c t o r y  pages. ( p i c t o r i a l  and w r i t t e n )  With regard  t o  the 
method you c u r r e n t l y  p re fe r ,  i n s t r u c t i o n  i s  sequenced and   resented - .  
we1 1  regard ing:  

( a )  ca re  o f  the i ns t rumen t  

( b )  assembly 

( c )  p l a y i n g  pos i  t i o n  

( d )  embouchure 

( e )  f i n g e r i n g  c h a r t  

Commen t s  : 

2.  Rudiments a  e .  ( r e :  s e c t i o n  o f  w r i t t e n  m a t e r i a l  t o  be l ea rned  p r i o r  
&his m a t e r i a l  i s :  

( a )  c l e a r l y  and 1  og i  c a l  l y  presented S D  D  N A SA 

( b )  adequate ly  r e i n f o r c e d  and assessed S D  D  N A SA 

Comments : 

3. Rhythm. ( t h e  i n t r o d u c t i o n  o f  no te  values, s igns ,  t ime s i gna tu res )  
Many music teach ing  methods do n o t  advocate teach ing  the q u a r t e r  no te  
f i r s t ,  as t he  b a s i c  u n i t  o f  rhythm, f o l l o w e d  by the e i g h t h  note and 
r e s t .  (Th i s  i s  c a l l e d  a  developmental approach.) Many beg inn ing  band 
methods s t a r t  wi  t h  the  whole no te  and whole r e s t ,  and move t o  the ha1 f 
o r  q u a r t e r  no te .  (Th i s  i s  c a l l e d  a  s u b j e c t - l o g i  c  approach, wi  t h  a  
mathematical r a t i o n a l e .  ) I n  comparing these two approaches t o  teach ing  
rhythm: 

( a )  the band method rhythm sequence i s  
t he  b e s t  l e a r n i n g  sequence SD D  N A SA 

(b )  adequate re in fo rcement  o f  rhythmi  c  
concepts i s  g iven  SD D  N A SA 

Comnents: 



4. O r f f  movements. ( c l app ing ,  tapping,  s tepp ing)  Th is  i s  a  method o f  
a i  d i n s  the  s tuden t  t o  develop rhythmi  c  understanding, recommended by 
con temporary educators  as p a r t  o-f rhythmi  c  1  earning: c h i  1  dren clap, 
s ing ,  c lap,  and s i n g  w i t h  rhythm d u r a t i o n  s y l l a b l e s ,  then w r i t e ,  
read, and improv ise .  Band methods shou ld  i n c o r p o r a t e  t h i s  as p a r t  
o f  t h e i r  teaching.  

Comments : 

5. Melodic l e a r n i n g .  (new notes, i n t e r v a l s  , scales,  key s i gna tu res )  
Band methods p resen t  and r e i n f o r c e  the f o l l o w i n g  i n  a  l o g i c a l ,  
sequen ti a1 way: 

( a )  new notes 

( b )  i n t e r v a l s  

( c )  sca les  

( d )  . key s i gna tu res  

6 .  A r t i c u l a t i o n .  ( n a t u r a l  tonguing, s l u r s ,  lega to ,  s tacca to ,  accent)  
Adequate exp lana t i on  and re in fo rcement  i s  g iven  f o r  these a r t i c u l a t i o n s  
(one recomnended process i s prepare,  make conscious, review, and 
assess) : 

( a )  n a t u r a l  tongu ing  

( b )  s l u r s  

( c )  l e g a t o  

( d )  s tacca to  

( e )  accent  

Commen t s  : 

7. Tessi  t u r a .  Band methods g i  ve enough cons ide ra t i on  t o  t e s s i  t u r a .  

SD D N A SA 



8. Voca l i za t ion .  ~ o d a ' l y  s a i d  t h a t  " s i ng ing  i s  the bes t  foundat ion f o r  
musical l i t e r a c y . "  (BOME, Winter  1982, XXV,  No. 2, p .  19) We cou ld  
improve musical 1 i teracy  among beginning band students w i  t h  
voca l i za t i on .  

Cowmen t s  : 

9. Improv isa t ion .  

Comments : 

Improv i sa t i on  should be incorpora ted  i n t o  band methods. 

SD D N A SA 

. Song m a t e r i a l .  ~ o d a / l ~  recommends o n l y  the use o f  the h ighes t  qua1 i t y  
c h i l d r e n ' s  songs, f o l k  music, and music o f  the  g rea t  composers. Our 
band methods concur w i t h  t h i s  recommendation i n  t h e i r  choice o f  song 
mater i  a1 . 

Comnen t s  : 

11. Supplementary m a t e r i a l .  Many beginning band methods have re1 ated 
ma te r i a l s  such as ensemble books, technique books, theory, and s o l o  
mater i  a1 s: 

(a)  I genera l l y  purchase these books SD D N A SA 

( b )  I cont inue w i t h  the method book u n t i  1 
i t  i s  completed SD D N A SA 

( c )  I drop the method book because i t 
i s  too b o r i n g  SD D N A SA 

(d )  I drop the method book because the 
music i s  more i n t e r e s t i n g  i n  o t h e r  
sources, such as beginning band 
arrangements 

( e )  I drop the method book because 
c h i l d r e n  need a new chal lenge 

Comments: 



12. Musical  s igns .  Musica l  s igns are:  

( a )  we1 1  sequenced 

(b )  we1 1  r e i n f o r c e d  

Comments : 

13. Musical  terms. Musical  terms are: 

( a )  we1 1  sequenced 

(b )  we1 1  r e i n f o r c e d  

Comments : 

14. Form. I n  many band books, form i s  u s u a l l y  n o t  exp la ined;  however, 
c h i l d r e n  a re  asked t o  p l a y  var ious  forms o f  music such as duets, 
canons, rounds, and o the rs .  Some d iscuss ion  o f  fo rm has a  p lace  i n  the 
s tuden t  "s book. 

SD D N A SA 

15. Theory. Theory i s  adequate ly  taugh t  i n  the band method books. 

16. Review and t e s t i n g .  ~ o d a / l ~  u t i  1  i zes f o u r  s teps i n  the teaching o f  a l l  
new concepts: prepare, make conscious, r e i n f o r c e ,  and assess. I n  many 
band methods, the o n l y  re in fo rcement  g iven  r e g u l a r l y  i s  i n  "Note 
Reviews" a t  the bo t tom o f  two o r  th ree  pages th roughout  the  book. 
T e s t i n g  c o n s i s t s  of  a  page o f  sca les,  s l u r r i n g ,  key s i gna tu res ,  
a t  the  back o f  the book. Th is  i s  adequate. 



General Comnen t s  

-- - 

RATING SCALE FOR YOUR REFERENCE: 

The sca le  used i s  a f i  ve -po in t  one. The terms may be r e f e r r e d  to ,  f o r  y o u r  
convenience, by a number i n s t e a d  o f  w i t h  words. For example: 

1 - S t r o n g l y  Disagree 

2 - Disagree 

3 - Neu t ra l  

4 - Agree 

5 - S t r o n g l y  Agree 
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