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The purpose of the study was to investigate the multi-

sensory responses of children to symbolizing musical sound 

through speech rhythm patterns. The research problems were 

(1) to determine children's responses to speech rhythm pat-

terns according to the differential sensory modes used; (2) 

to determine the children's responses to speech rhythm pat-

terns by age, and (3) to compare children's responses to 

speech rhythm patterns by age and sensory modes. 

Speech rhythm patterns consist of the number of syllables 

and the stress/nonstress relationships of these syllables in 

a word or a phrase. Three groups of six five-, seven-, and 

nine-year-old children respectively were observed in their use 

of speech rhythm pattern symbolization through visual, kin-

esthetic, and lingual means. All groups met for four weeks 

in daily thirty-minute music classes which consisted of song-

game activities that focused on the work with speech rhythm 

patterns. Each session was video-taped, and through the tapes 



and the transcripts of the lessons, children's responses were 

subjected to a quantitative and qualitative analysis. 

Results of the study showed that individual and age 

differences did exist in the frequency, accuracy, and 

function with which the three sense modes were used. The 

kinesthetic mode was the mode most frequently used by each 

age, but was generally inaccurate as a response mode for the 

five-year olds. The visual mode indicated an obvious dif-

ference between the children's abilities to make a visual 

symbol for the sound pattern and their ability to follow a 

prepared visual symbol. The lingual mode showed less dif-

ferences between age groups than the other two modes, and 

was the most accurate mode of response for the five-year 

olds. Due to individual difference among children, it was 

concluded that a multi-sensory approach to symbolizing sound 

patterns might be a more feasible teaching and learning tool 

than a single mode approach. 
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CHAPTER I 

INTRODUCTION, PURPOSE, AND PROBLEMS 

The history of music education may be regarded as a 

series of efforts to find better ways of teaching music to 

children. One of the major questions in these efforts is 

how to make children musically literate. Note versus rote 

systems, shaped notes, sol-fa syllables, numbered scales, 

rhythm syllables, hand signs, and two-line staves are 

examples of techniques meant to simplify the music learning and 

reading process. The relative effectiveness of such tech-

niques as tools for teaching music literacy, however, has not 

been clearly established. 

Music literacy is the ability to transfer heard sound 

into written symbols and, likewise, to translate written 

symbols into produced sound. A person's skill in reading 

music requires the knowledge that the abstractness of sound 

can be represented by a variety of symbols. Traditional 

music notation is a rather complex and elaborate represen-

tation of sound which demands lengthy preparation through 

music instruction. Before children can begin to be pro-

ficient in the reading and writing of musical notation, they 

must be offered ways by which they can demonstrate what they 

perceive musically. This process of demonstrating sound 



perception is, therefore, the first step in the instructional 

sequence of music literacy. 

Representing perceived musical sound through symbols 

involves converting an abstract, aural experience into a 

concrete kinesthetic, visual, or aural-lingual demonstration 

of that perception. Work by experts in child development and 

learning supports the instructional need for concrete demon-

strations of abstract thought.1 These concrete demonstrations 

are generally in the form of sensory-motor activities which 

allow the child to practice and act out the abstract by 

moving to it, drawing it, and saying or singing it. 

In music, the above-mentioned concrete activities, or 

teaching and learning tools, serve as aids by which children 

can show how and to what degree they perceive musical sounds 

and patterns. Any technique which children use to demonstrate 

what they hear may, therefore, qualify as such a tool. Teach-

ing and learning tools can utilize the kinesthetic, visual, 

and aural-lingual skills and abilities of children. When 

a child employs one or more of these senses to represent 

sound, he or she is said to be symbolizing, or representing 

"̂ John Dewey, The Child and the Curriculum (Chicago, 
1908), pp. 24-25; Arthur Jersild, Child Development and the 
Curriculum (New York, 1946), pp. 19-20; John Holt, How 
Children Learn (Pinebrook, New Jersey, 1970); Friedr^ch 
Froebel, The Education of Man (New York, 1912), pp. 55-56; 
Newell Kephart, The Slow Learner in the Classroom (Columbus, 
Ohio, 1970); Jean Piaget, Science of Education and the 
Psychology of the Child (New York, 1970), pp. 66-71. 



something with something else. Thus, various sense modes 

exist for concrete representation of abstract sound. 

Musical sound can be represented through pictures or 

other visual symbols. It can be represented by movements of 

hands or other body parts, or imitated and labeled through 

speech patterns. These sensory symbols of musical sound 

become ways for the children to demonstrate what they per-

ceive and, therefore, serve as preparatory training for 

reading standard music notation. 

Many instructional systems in music education acknow-

ledge the necessity of a sequence of musical learning that 

begins with the demonstration of sound perception by the 

child. These systems, however, seem to show differential 

preferences for the activities and sense modes by which the 

process of sound symbolization is best accomplished. The work 

of Dalcroze emphasizes movement as a means of musical expres-

sion and instruction.^ Texts reflecting the teaching methods 

of Kodaly often rely heavily on visual graphics to represent 

sound notation.3 Speech chants are a frequent part of Orff's 

methodologies, and are often combined with movement.^ 

^Emile Jacques-Dalcroze, Eurhythmies, Art and Education 
(New York, 1930). 

-̂ Helga Szabo, The Kodaly Concept of Music Education 
(London, 1969); Aden Lewis, Listen, Look and Sing (New York, 
1971) . 

^Carl Orff and Gunild Keetman, Music for Children: 
Volume 1̂  (Mainz, 1960); Ursula Klie, "Principles of Movement 
in the Orff-Schulwerk," Musart, XXII (April-May, 1970), 42; 
Dorothee Guenther, "Elemental Dance," Orff Institute Year 
Book 1962 (Mainz, 1963), p. 37. 



While evidence of kinesthetic, visual, and lingual teach-

ing tools being used for music instruction is abundant, 

research on the influences of sense modes as learning tools 

for children is limited. Bastarache and Hill investigated 

the effects of visual aids as cues to perception in various 

musical tasks. Findings from both studies showed no improve-

ment in learning when visual aids were added to the instruc-

tion. These results might indicate that visual tools in 

music learning are more incidental that necessary. In each 

of the studies, however, the visual aids were commercially 

prepared. It is conceivable that the results would have been 

different had the students or the teacher developed the visual 

symbolizations of sound according to the particular needs of 

their study. Perhaps the type of the visual symbol influences 

the contingent music learning. 

Kinesthetic sound representation was the subject of 

studies by Cheek, Boyle, and Fardig as they investigated the 

influence of movement on music learning.® Cheek and Boyle 

^Donald Bastarache, "The Effect of Theme Association and 
Visual Stimulus Upon Aural Retention and Preference in a 
Music Listening Experience," unpublished doctoral disserta-
tion, University of Massachusetts, Amherst, Massachusetts, 
1972; Jerry Hill, "An Investigation and Evaluation of the 
Use of Visual Aids for Teaching Music Appreciation at the 
College Level," unpublished doctoral dissertation, University 
of Oklahoma, Norman, Oklahoma, 1972. 

^Helen Cheek, "The Effects of Psychomotor Experiences 
on the Perception of Selected Musical Elements and the Forma-
tion of Self-Concept in Fourth Grade General Music Students," 
unpublished doctoral dissertation, University of Michigan, 
Ann Arbor, Michigan, 1979; John Boyle, "The Effect of Pre-
scribed Rhythmical Movements on the Ability to Sight Read 



concluded that movement does improve musical perception and 

performance. Fardig found that too much emphasis on one 

particular musical activity (movement) to the exclusion of a 

variety of experiences might retard rather than promote stu-
g 

dent learning and interest. 

A study by Rainbow and Owens compared the kinesthetic 

abilities observed in pre-school children with common text 
book suggestions on appropriate rhythmic activities for this 

9 

age group. In response to some of the widely published 

recommendations for movement activities with young children, 

the researchers concluded: 

Tasks involving marching to music and marching and 
clapping to music were extremely difficult and the 
results of the study question the validity of using 
these activities as a means of teaching rhythm to 
three-year-old children.10 

Rainbow and Owens strongly challenged common techniques 

for symbolizing sound through movement. By allowing the 

children to show the facility with which they could perform 

a given task, the researchers studied what the children were 

Music," unpublished doctoral dissertation, University of 
Kansas, Lawrence, Kansas, 196 8; Sheldon Fardig, "Effect of a 
Kinesthetic Rhythm Activity to Music on Selected Aspects of 
Behavior," unpublished doctoral dissertation, Northwestern 
University, Evanston, Illinois, 1966. 

7Cheek, p. 151; Boyle, p. 164. ^Fardig. 

^Edward Rainbow and Diane Owens, "A Final Report on a 
Three Year Investigation of the Rhythmic Abilities of Pre-
school Aged Children," unpublished research paper, North 
Texas State University, Denton, Texas, 19 80. 

10Ibid., pp. 7-8. 



able to do with little training, rather than what the 

instructors were able to teach them to do. The report 

suggested that data distortion could result from testing 

knowledge or ability by using a response tool which is cum-

bersome to the student. Secondly, care must be taken in 

collecting data derived from methods which limit children's 

response modes, because conclusions may be drawn which are 

not truly reflective of what children are able to perceive 

and perform musically. 

Compared to the research on visual and kinesthetic teach-

ing tools, the lingual aspect of sound representation has 

received the least amount of attention in music education 

studies. Although anecdotal examples of speech as a tool for 

music learning may be readily obtained, few studies are 

available which address the topic of lingual influence on 

music instruction. 

Rainbow and Owens stated that three- and four-year-old 

children were able to most successfully perform rhythm pat-

terns by utilizing the vocal response with common speech 

| | | 
patterns (Ex: apple pie, hot dog).^ The children's level 

of accuracy continued to diminish with each addition of 

various motor responses to the rhythm tasks. These research 

results as well as those reported by Klanderman suggested 

that a verbal response of speech patterns familiar to the 

lllbid., p. 6. 



student may be a more intrinsic way of recognizing and per-

forming rhythm patterns than by kinesthetic means.^ It is 

possible that the already practiced skills with tonal and 

rhythmic inflections of speech provide an advantageous 

foundation for a transition to the less subtle tonal and 

rhythmic inflections of music. 

It has been stated that by the age of nine years, a 

child has speech skills equal to or approaching those of adult 

1 3 

grammar. This early facility with sophisticated and com-

plex skills of speech could indicate an advanced development 

of the aural-lingual mode which is not approximated by the 

visual and kinesthetic as avenues for symbolization. If the 

study of symbols for sound is a tangible means toward music 

literacy, then it would seem logical to explore the speech 

mode as an effective and viable tool for sound representation, 

•^Natalie Klanderman, "The Development of Auditory Dis-
crimination and Performance of Pitch, Rhythm and Melody in 
Preschool Children," unpublished doctoral dissertation, 
Northwestern University, Evanston, Illinois, 1979, p. 121. 

•^Carol Chomsky, The Acquisition of Syntax in Children 
from Five to Ten (Boston, 1969), pp. 250-300; R. F. Cromer, 
"Children Are Nice to Understand: Surface Structure Clues 
for the Recovery of a Deep Structure," British Journal of 
Psychology, LX (1970), 397-408; A. Sheldon, "The Acquisition 
of Relative Clauses in English," unpublished doctoral dis-
sertation, University of Texas, Austin, Texas, 1972; Jean 
Piaget, The Language and Thought of the Child (New York, 
1955), pp. 236-242; J. G. Wolff, Language, Brain and Hearing 
(London, 1973), p. 35. 
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The relationship of speech and music has long been recog-

nized, but has seen limited application in music teaching 

methods. Speech is grouped into patterns of sound. Very 

simply, speech is situated onto high and low, loud and soft, 

long and short sounds illustrating the components of pitch, 

intensity, and duration. Pitch, intensity, and duration are 

fundamental elements of both musical tone and speech sound. 

In creating groupings of sound patterns, these three charac-

teristics interact to the extent that isolation of any one 

element for study is difficult and probably distorting. 

The rhythmic production of these patterns causes the effect 

of "speech rhythm patterns." 

Regarding the roles of the components of speech sound, 

Roberts stated that stress (accent, pulse, intensity) is 

possibly the simplest feature of speech to perceive and 

understand.^ "Stress is so important that if the speaker 

gets the stresses mixed up the result is likely to be non-

sense."^ This prominence of stress as a major clue in 

sound perception is supported by the speech writings of 

Martin, Spring and Dale, Glanzer, Myers, and Erber and Witt 

14paul Roberts, Patterns of English (New York, 1956), 
p. 229. 

ISjbid. 



as well as by the music writings of Manson, Mursell, Stetson 

and Tuthill, Stetson, Wedge, and Thackray.16 

Thackray stated: 

The fact that most groups found Test 4 (accents) the 
easiest suggests that the accentual factor in rhythmic 
ability may be more fundamental or may develop earlier 
in untrained subjects than the factors of timing and 
duration. 

The most essential function of stress or pulse in speech 

may be to provide the small patterns or unit groups within 

the larger, on-going flow of speech sound. The same has been 

suggested to be true in music. 

It [experience of rhythm] requires that certain stimuli 
in a presented series shall be apprehended as accented. 
. . . The effect of accentuation is always to produce 
grouping; that is, it influences the non-accented mem-
bers of the stimulus series and causes us to perceive 
them in definite relationships. This impression of 
grouping is one of the essential marks of the rhythm 
experience, and . . . the psychological unit of rhythm 

16J. G. Martin, "Rhythmic (Hierarchical) Versus Serial 
Structure in Speech and Other Behavior," Psychological Review, 
LXXIX (1972), 487-509; David Spring and Phillip Dale, "Dis-
crimination of Linguistic Stress in Early Infancy," Journal 
of Speech and Hearing Research, XXI (June, 1977)/ 224-232; 
Murray Glanzer, "Intonation Grouping and Related Words in Free 
Recall," Journal of Verbal Learning and Verbal Behavior, XV 
(1976), 85-92; C.-S. Myers, A Textbook of Experimental Psy-
chology (New York, 1931), pp. 301-302; Norman Erber and Linda 
Witt, "Effects of Stimulus Intensity on Speech Perception by 
Deaf Children," Journal of Speech and Hearing Disorders, XLII 
(May, 1977), 271-278; John Manson, Interpretive Choral Sing-
ing (Nashville, 1961), pp. 6-7; James Mursell, The Psychology 
of Music (New York, 1937), pp. 150-179; Raymond Stetson and 
T. E. Tuthill, "Measurements of Rhythmic Unit Groups at Dif-
ferent Tempos," Psychological Monographs, XXXII (1923), 
41-51; Raymond Stetson, "Teaching of Rhythm," Musical Quar-
terly, IX (1923) , 181-190; George Wedge, Rhythm i_n Music (New 
York, 1927); Rupert Thackray, "Rhythmic Abilities in Children," 
Music Education Research Papers, V (London, 1972), 26. 

l^Thackray, p. 26. 
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is not the accented stimulus itself, but the group of 
stimuli clustering about it in varied patterns.^ 

Each person performs speech rhythm patterns with every 

normal vocal utterance. Although close similarities are 

suggested here between speech rhythm patterns and music 

rhythm patterns, there are some qualifications which need to 

be recognized and emphasized. The concept of a rhythm pat-

tern used by this researcher differs from the commonly held 

notion that rhythm is arithmetic relationships of sounds. 

With the term "rhythm pattern," musicians may image a 

visual or aural grouping of measured, perhaps strictly 

performed differential note-values. Musicians have sometimes 

been trained to perform rhythm by calculating the length of 

the note and its location within the measure. Speech rhythm 

patterns are less contrived, particularly with regard to 

duration. 

The qualities of speech rhythm patterns are mainly 

determined by the groups of sounds and the stressed sound 

within that group; therefore, the aspect of duration is 

subsidiary. For example, "Indiana" is a speech rhythm pat-

tern which can match many other speech sounds (California, 

Merry Christmas, Where's my pencil?) and can be notated 

musically in several ways. Therefore, variation in tempo or 

syllable duration does not change the identity of the basic 

unit or the stress/nonstress relationship of the syllable 

l^Mursell, p. 150. 
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pattern. For these reasons, the aural-based speech rhythm 

patterns are temporally more flexible, less contrived, and 

more easily matchable than are "rhythm patterns" by the 

usual, musical definition. 

The evidence which supports the speech and music sound 

pattern connections may help explain the reports of Rainbow 

and Owens and Klanderman which recognized children's ability 

to perform rhythm patterns more easily through speech than 

through other sense modes.19 jf the use of speech rhythm 

patterns is accepted as a skill generally achieved prior to 

formal music instruction, then attention to these sound 

patterns as a possible means for musical growth is warranted. 

In the present study speech rhythm patterns are assumed 

to be a viable technique through which the sound patterns in 

music can be symbolized by children. It is proposed that 

the tools by which this symbolization can take place should 

not exclude or over-emphasize one sensory mode. Rather, 

a multi-sensory approach is suggested in order to provide 

as wide a variety of responses as possible. For example, 

by asking such questions as, "Can you figure out a way to 

say David's name with your hands, feet, fingers, or head?" 

the teacher projects the possibility that familiar sound 

patterns of names and other words can be acted out and 

made concrete through movement. After practice with the 

i^Rainbow and Owens, p. 6; Klanderman, p. 112. 
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characteristics of how many sounds (syllables) are in the 

pattern and which one is stressed, the teacher can stimulate 

visual symbolization by asking, "If you could draw the sound 

of 'Happy Birthday* with the chalk, what would it look like?". 

Linguistically, the students are challenged to find another 

word or phrase that fits the pattern being examined; thus, 

the sound is the structure and the words which match it 

simply function as labels. Such strategies for problem-

solving encourage the children to explore the alternatives 

for concretely representing familiar name and word patterns 

through kinesthetic, visual, and lingual sense modes. 

Speech rhythm patterns are an integral part of virtually 

every speaking child; they inherently supply the components 

of pitch, intensity, and duration; and they naturally provide 

a learning aid for symbolizing musical sound. In recognizing 

these characteristics of speech rhythm patterns, this 

researcher suggests that they may provide children with a 

basic tool for responding to perceived musical sounds and 

for identifying familiar musical patterns in an unfamiliar 

musical context. 

In the music classroom, the use of selected songs which 

do not distort the natural inflection and stress of speech 

could offer a valuable context for analyzing speech rhythm 

patterns. By employing a song to present the patterns of 

words, the components of relative pitch, intensity, and 

duration are held more constant and are emphasized to a 
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greater extent than in regular verbalizations. Repetition of 

a pattern is also often available through the form of the song 

or through the nature of the song activity. Speech rhythm 

patterns are initially introduced through familiar word 

settings within the song; however, a goal for the technique 

is to help children progress from hearing speech rhythm pat-

terns within the song to hearing similar patterns in non-song 

or instrumental music. Therefore, music classes for children 

seem to be an appropriate setting for investigating sensory 

responses to speech rhythm patterns. 

Thus far, it has not been systematically observed how 

children symbolize speech rhythm patterns in music. As an 

inherently aural phenomenon, speech rhythm patterns, like 

music, might best be learned by young students through multi-

sensory activities for sound symbolization. There is a need 

to explore the characteristics of various senses (multi-

sensory responses) in order to provide tools for symbolizing 

speech and sound patterns. In researching this question, 

both teacher- and child-suggested teaching tools ought to be 

considered. 

Studies which examined children's abilities in respond-

ing to musical stimuli have frequently used populations of 

?f) 
pre-school children. Such a subject choice is justified 

^ R a i n b o w and Owens; Christian Heinlein, "A New Method 
of Studying the Rhythmic Responses of Children Together with 
an Evaluation of the Method of Simple Observation," Peda-
gogical Seminary and Journal of Genetic Psychology, XXXVI 
(1929), 205-228; Klanderman; Arthur Jersild and Sylvia Bien-
stock, Development of Rhythm in Young Children (New York, 1935) 
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in order to establish a taxonomy of characteristics in musical 

perception. No follow-up studies were found, however, which 

examined these same characteristics with school age 

children—a major focus of formal music education. The 

multi-sensory symbolization of speech rhythm patterns should, 

therefore, be investigated with school children of various 

ages. Such an undertaking could make it possible to 

strengthen the selection of techniques appropriate for music 

instruction and to clarify the methods which could most 

effectively promote music literacy in children. The present 

study is considered a first step in this direction. 

Purpose of the Study 

The purpose of this study was to investigate multi-

sensory responses of children to symbolizing musical sound 

through speech rhythm patterns. 

Research Problems 

The research problems of the study were 

1. To determine children's responses to speech rhythm 

patterns according to the differential sensory modes used. 

2. To determine children's responses to speech rhythm 

patterns by age. 

3. To compare children's responses to speech rhythm 

patterns by age and sensory modes. 



15 

Definition of Terms 

Speech Rhythm Patterns—the grouping of sound patterns 

created by the interaction of pitch, intensity, and duration. 

The units of sound are determined by the number of syllables 

and the stress-nonstress relationship of those syllables. 

The rhythmic quality of these patterns evolves from the aural 

stress (intensity) factor and its location in the pattern. 

Therefore, the rhythm of these patterns does not fit a pre-

scription of meter or. measured syllable lengths. As a 

natural by-product of spoken language, speech rhythm patterns 

seem to be a structure for perceiving sound which is common 

to both speech and music. 

Sense Modes—the kinesthetic (motor), visual (graphic), 

or aural-lingual (verbal) means by which perceptions are 

demonstrated. It is recognized that each sense possesses 

qualities of another (Ex: kinesthetic clapping can be seen— 

visual). The lingual mode is treated as a sensory response 

mode in this study, and although they may be primarily aural, 

verbalizations do involve the physical (kinesthetic) and the 

visual aspects of sound perception. 

Teaching Tools—kinesthetic, visual, or lingual examples 

of sound symbolization. As techniques for making sound con-

crete, teaching tools (learning tools) offer children 

activities for demonstrating what they perceive through 

multi-sensory symbolization of musical sound. 
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Child-Suggested Teaching Tools—kinesthetic, visual, or 

lingual responses made by the children which are not in imi-

tation of or suggested by the teacher. 

Teacher-Suggested Teaching Tools—kinesthetic, visual, 

or lingual symbolizations of speech rhythm patterns which 

are presented to the students by the teacher. 



CHAPTER II 

RELATED LITERATURE 

As a primary goal in music instruction, music literacy 

raises many questions about the nature of a child's musical 

learning. Considerations for dimensions of child thought 

and child development are, therefore, an integral part of 

the field of music education as music educators explore the 

contingencies of readiness for music literacy. 

Music literacy is the ability to transfer heard sound 

into written symbol, and conversely, to produce sound accord-

ing to the symbols of music notation. The traditional 

system of music notation is a very sophisticated and elaborate 

means of conveying musical sound; as such, it presents unique 

problems for teachers of young children. 

In Tonal and Rhythm Patterns for Objective Analysis, 

Gordon leveled the charge that one origin of the note-reading 

problem in music education lies with music theorists who 

persist in relying on amusical, non-aural doctrines to 

explain rhythm.^" "The terms simple, duple, compound duple . . . 

have been used almost exclusively in the arithmetic sense to 

^Edwin Gordon, Tonal and Rhythm Patterns for Objective 
Analysis (Albany, New York, 1976). 

17 
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describe rhythm."2 It is not unusual to find instruction in 

music notation premised on the fractional relationships of 

whole notes, half notes, quarter notes, and eighth notes. 

The teaching of meter signatures and bar lines often include 

the non-aural calculation of note relationships; yet, some 

would argue that this carefully taught system of note-reading 

must be ignored when the student attempts to perform a 

musical interpretation of the written symbols. 

A primary difference between an arithmetic approach and 

a musical approach to music reading and performance lies in 

the perception of note groupings. This difference is fre-

quently discussed in terms of rhythm, although tonal elements 

may also be present. The rhythmic grouping of notes in an 

arithmetic approach is determined by non-aural note value 

relationships within a measure, while rhythmic grouping in a 

musical approach is a result of aural, interpretive principles 

What is rhythm? . . . The confusion is terrifying 
indeed. Teachers take their pupils to task for not 
playing "rhythmically." Rhythm, they imply, is 
inexorable strictness of time values, and they enforce 
it by counting, clapping, stamping irritably: one, 
two, three, and four. But other musicians tell us 
just the contrary: their "rhythm" is the willful 
deviation from deadly strictness.3 

Rhythm is not a series of printed symbols. For 
practical purposes rhythm must be regarded as a 
unique kind of attitude toward a group of notes or 
printed symbols . . . Students are taught note-
values. To be sure, this is important but the 

2Ibid., p. 34. 
O 

Curt Sachs, Rhythm and Tempo (New York, 1953), p. 53. 
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missing ingredient is concepts for perceiving groups 
of notes. These are not taught.4 

Objections to the arithmetic approach may be common 

("notes were made for man, not man for notes");5 yet educators 

of children have been offered few alternatives to this way 

of teaching music literacy. In lacking specific illustra-

tions for Harris' idea of "concepts for perceiving groups of 

notes"6 teachers have often resorted to equating music reading 

with the identification of fractional relationships in note-

values. What seems to be needed, however, is an approach for 

perceiving and performing sound which draws from a priori 

skills of the students. Such an approach might also offer a 

means for most expediently promoting the musical reading and 

performance of traditional notation. 

Conventional musical notation is an extremely complicated 
code, and years of training are necessary for its 
mastery. Until it is mastered, it is an impediment to 
confidence. It is debatable whether we have these years 
to squander in a public education system. Ideally what 
we want is a notation that could be mastered in ten 
minutes, after which music could be returned to its 
original state—as sound.7 

In searching for ways to give musical symbols meaning 

for elementary students, teachers have developed techniques 

which intend to simplify the written symbols for sound and 

^Ernest Harris, "Teaching Rhythm," Music Education in 
Action, edited by Archie Jones (Boston, 1960), p. 324. 

5Harry Plunket Greene, Interpretation in Song (London, 
1924), p. 124. 

^Harris, p. 324. 

7R. Murray Schafer, Creative Music Education (New York, 
1976), p. 247. 
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incorporate activities for offering children concrete, 

sensory ways of perceiving sound symbols. These activities 

may be labeled as teaching aids or teaching tools, because 

they function as ways of recoding or interpreting musical 

information into perceptions understandable to children. 

Although in traditional music notation sound is sym-

bolized through a visual figure, it might also be represented 

through a movement or lingual pattern. The meaning of 

"symbol" is merely the representation of something with some-

thing else; therefore, musical sound may be symbolized 

through the kinesthetic (movement), visual (graphic), or 

lingual (verbal) sense modes. By symbolizing sound through 

the use of various teaching tools, educators attempt to help 

simplify the complex notation system and to offer ways for 

concretely demonstrating the abstractness of sound. The idea 

that sound may be expressed and represented (symbolized) 

through visual, kinesthetic, or lingual sense modes has been 

generally accepted in elementary classrooms. Few studies 

exist, however, which have explored the influence of these 

teaching tools on music learning. 

Visual Teaching Tools 

Various types of visual teaching tools are common in 

music instruction. Two studies investigated the influence 

of visual aids on music learning, and both used filmstrips 

as the teaching tool. 
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To determine the effects of related thematic material 

and visual aids on the ability to identify selected program 

music, Bastarache divided ninety-six students enrolled in 

fifth grade classes into four groups.^ Meeting separately, 

each of the four groups was randomly assigned a research 

condition for a total of six twenty-minute lessons. 

Six recordings were chosen as the program music for the 

study: 

1. Sorcerer's Apprentice 

2. Danse Macabre 

3. "On the Trail" (Grand Canyon) 

4. "Street in a Frontier Town" (Billy the Kid) 

5. "Hall of the Mountain King"(Peer Gynt) 

6. "Dance of King Kastchei" (Firebird) 

Each group was told the story and title of the compo-

sition as the piece was played. Additional stimuli were then 

given to all but the control group. Group Two heard excerpts 

which were then related to specific events or characters in 

the music. Group Three viewed commercially prepared film-

strips which told the story of the entire composition; and 

Group Four received both the excerpts and the filmstrip 

exposure. 

O 
Donald Bastarache, "The Effect of Theme Association and 

Visual Stimulus Upon Aural Retention and Preference in a 
Music Listening Experience," unpublished doctoral dissertation, 
University of Massachusetts, Amherst, Massachusetts, 1972. 
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After two weeks the students were tested on title recog-

nition of the six pieces. Results of the testing indicated 

that Groups Three and Four did not obtain significantly 

higher scores compared to the groups who did not receive 

visual clues. Consequently, Bastarache concluded that visual 

aids had little effect on his students' ability to identify 

the composition by title.^ 

Bastarache's research focus was the influence of 

thematic association and visual aids on compositional recog-

nition. With this dual treatment it would seem likely that 

the researcher intended to investigate in part the effects 

of the visual aids on learning. Little rationale was 

offered, however, for the inclusion of visual stimuli in 

music learning, and no speculation was proposed on the role 

or function which the visual tools may have played in the-

matic association or title recognition. 

A 19 72 study by Hill dealt with the influence of visual 

aids on music learning by investigating and evaluating the 

effectiveness of visual tools for teaching music appreciation 

at the college level. Hill cited the abundance of untested 

and unevaluated visual aids in music method materials as 

^Ibid., p . 56 . 

10Jerry Hill, "An Investigation and Evaluation of the 
Use of Visual Aids for Teaching Music Appreciation at the 
College Level," unpublished doctoral dissertation, University 
of Oklahoma, Norman, Oklahoma, 19 72. 
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motivation for his research. As in the Bastarache study, H 

commercially prepared filmstrips were used for Hill's visual 

presentations. 

Seventy-two students enrolled in two music appreciation 

classes were involved in the study. Identical instruction 

was given to both classes except filmstrips were used with 

the experimental group. The filmstrips were selected from 

Basic Elements of Music by Busse and Good. Before conducting 

the study, Hill developed a class syllabus, lesson plans, and 

teaching procedures for both classes; critically evaluated 

and selected each visual aid used during the experiment; 

and selected Tests Three and Four of Colwell's Music Achieve-

ment Test (MAT) as the pre- and post-test instruments. 

Hill reported only minor differences between the MAT 

scores of both groups after they had completed the semester 

course. None of the classifications of the student popula-

tion (age, major, grade classification, sex, or Scholastic 

Aptitude Test (SAT) scores) showed significant differences 

when subjected to the t-test of s i g n i f i c a n c e . 1 2 

A point which was unclear in Hill's procedures was his 

brief reference to an added filmstrip source, Audio Visual 

History of Music, and what role this source was intended to 

play in influencing the outcome of the MAT scores. Also, 

Hill referred briefly to the filmstrips being "outside 

13 
classwork." Because no letter grades were given and 

"'""'"Bastarache. l^Hiii, p. 53, ^^Ibid. , p. 42. 
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because it was unclear to what extent the students were 

expected to view the visual aids on their own time, one 

wonders how the level of the students' self-discipline and 

motivation to view the filmstrips influenced the results of 

the study. 

In order to fully appreciate the scope and the par-

ticular qualities of the visual aids, it would have been 

helpful for the reader to have these made available. With-

out this type of reference point for examining Hill's study, 

it is difficult to fully assess the research results. Also, 

because examples of the filmstrips were excluded, Hill's 

recommendation for further research to determine which types 

of visual aids have the greatest impact on music learning 

could not be seen as an outgrowth of his research results. 

Bastarache and Hill found little support for the positive 

effect of visual aids on music learning.^ One could ques-

tion whether the results would have been different had the 

students been encouraged to create their own visual guides. 

This writer found no studies which intended to answer this 

question. 

Elementary basic music series textbooks and supplementary 

materials provide an array of visual symbols most typically 

used with children. These symbols tend to be geometric 

shapes; pictures of familiar objects; pictures of objects 

which suggest sound (car, dog, phone); artistic abstract or 

14 
Bastarche; Hill. 
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scenic graphics; alphabetical letters; or linear contours. 

Generally, the visual symbols fit one of two categories. 

Either the graphic represents the piece, a section, or a 

phrase of the music, or it represents individual sounds as in 

traditional music notation. To illustrate this point, one 

can consider a common visual clue for designating a section 

or phrase of music, "A." This symbol does not give infor-

mation about performing or demonstrating the sound it 

represents; thus, it cannot be "read." Conversely, symbols 

such as "..0. ..0. ..0" provide performance information 

by designating the number of sounds in a group and the 

unique quality of one of the sounds. Though various inter-

pretations of these symbols are possible, they can be read 

simultaneously with the sounds they represent. In the 

beginning steps toward music literacy, it would seem logical 

to utilize visual teaching tools that can be read in much 

the same fashion as traditional notation. 

Kinesthetic Teaching Tools 

Kinesthetic involvement in musical learning has had a 

powerful influence through the work of Emile Jaques-Dalcroze.15 

A Swiss musician and music educator of the early 1900's, 

Dalcroze became known for his system of movement as a means 

for musical expression and instruction, Eurythmics. Gay 

credited Dalcroze with being the greatest influence on 

l^Emile Jaques-Dalcroze, Eurhythmies, Art and Education 
(New York, 19 30). 
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rhythmic movement in music education classes of American 

elementary schools.16 Although the ideas of Eurythmics are 

not necessarily the most common application of movement in 

current music education classes, they have served as a pio-

neer in giving attention to the legitimacy of movement as a 

means for musical expression and learning. 

It is not clear how and to what extent movement affects 

learning; however, based on the wide speculation of the 

inextricability of movement and music, music educators have 

been encouraged to use movement as a teaching tool. Little 

mention has been made, however, of the limitations or age 

considerations for this sense mode. 

One of the earliest published studies in motor response 

to music was conducted by Heinlein in 1929.17 Eight pre-

school children were asked to march on a pathway constructed 

for recording the electrical charge from a metal stirrup 

which was attached to one foot of the child. The music was 

provided by a player piano. Ten adult observers, who were 

graduate students in psychology, were asked to disregard the 

music and to tap a lever simultaneously with the child's 

step. 

16Albert Gay, "Rhythmic Movement in Music Education in 
the Elementary School 1900-1940," unpublished doctoral dis-
sertation, University of Michigan, Ann Arbor, Michigan, 1966. 

17 • 
Christian Heinlein, "A New Method of Studying the 

Rhythmic Responses of Children Together with an Evaluation 
of the Method of Simple Observation, 11 Pedagogical Seminary 
and Journal of Genetic Psychology, XXVI (1929), 205-228. 
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Results from the electronic recorder indicated that only 

two children synchronized their foot with the beat. The 

observers, however, thought all of the children were "keeping 

time" when, according to the electronic device, they were 

not. The observers were projecting their musical responses 

onto the children being observed. The electronic equipment 

could be considered rather primitive in construction by 

contemporary standards; the sample size was small; and having 

each foot stirruped could have provided different results 

than recording the pattern of only one foot. However, 

Heinlein's research proposed that marching to music, a common 

activity in many classrooms, was neither easily nor accurately 

accomplished by children. 

Another study, similar in its intent to measure the 

accuracy of children in marching to an electronic piano, 

was conducted over a three-year span from 19 31-1934 by 

Jersild and Bienstock.^ Seeking to avoid the direct 

observation problems of the Heinlein study,20 Jersild and 

Bienstock took "motion pictures" of the children as they 

walked and as they beat time with their hands to the music. 

An electrically operated clock with a hand that made a 

1^Ibid., p. 227. 

•^Arthur Jersild and Sylvia Bienstock, Development of 
Rhythm in Young Children (New York, 19 35). 

^Heinlein. 
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complete revolution each second and a light that flashed with 

each accented beat in the music were also seen in the motion 

pictures of the child. The degree of synchrony between the 

clock, the light, and the child was used to determine the 

accuracy with which the musical beat was performed. 

Reporting a test reliability of .80 and .75, Jersild 

and Bienstock recorded the responses of a total of ninety-

four children from two to five years old. In addition to 

tempo being the greatest factor for accuracy and evidence of 

increasing accuracy with age, the researchers found no con-

sistent difference between hand and foot accuracy in performing 

the beat of the music. 

Results of the study led the researchers to caution: 

Work in the field of motor rhythm with young children 
should not center directly upon the purpose of culti-
vating the child's ability to keep perfect time nor 
should it be restricted to a given meter, tempo or 
musical pattern.21 

Conclusions from the studies by Heinlein and Jersild 

evoke the question of how the theories of those who consider 

movement an inextricable part of music should be applied to 

music instruction.22 Cheek and Boyle investigated some 

parameters of this question. 2^ 

21Jersild and Bienstock, p. 97. 

22 
Heinlein; Jersild and Bienstock; T. L. Bolton, "Rhythm," 

American Journal of Psychology, VI (1893), 145-238; Raymond 
Stetson and T. E. Tuthill, "Measurements of Rhythmic Unit 
Groups at Different Tempos," Psychological Monographs, XXXII 
(1923), 41-51; C. A. Ruckmick, "The Role of Kinaesthesis 
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In 1979, Cheek found that students' perception of music 

and their self-concept improved by incorporating creative 

movement, body rhythms and hand gestures into music instruc-

2 4 

tion. In a fifteen-week period, fifty-seven students from 

two fourth-grade classes were taught by the experimenter for 

ninety minutes per week. The main difference with the 

experimental group was that psychomotor experiences were con-

sidered the core aspect of their music instruction. 

Three tests were administered to the two classes for 

pre- and post-test instruments, (1) Colwell's Music Achieve-

ment Tests (MAT), (2) Froseth's Response to Rhythm in Music 

Test, and (3) the Piers-Harris Children's Self-Concept Scale. 

Statistical treatment yielded differences at the .05 level 

of significance for the experimental group. It was con-

cluded that the experimental group scored higher than the 

control group in tests of intervals, meter, and music read-

ing, but were not more accurate in pitch, major/minor, and 

in the Perception of Rhythm," American Journal of Psychology, 
XXIV (1913), 303-359; E. B. Titchener, A Text Book of Psy-
chology (New York, 1919), p. 345; Raymond Stetson, Motor 
Theory of Rhythm and Discrete Sensation," Psychological Review, 
XII (1905), 250-270. 

2-̂ Helen Cheek, "The Effects of Psychomotor Experiences 
on the Perception of Selected Musical Elements and the Forma-
tion of Self-Concept in Fourth Grade General Music Students," 
unpublished doctoral dissertation, University of Michigan, 
Ann Arbor, Michigan, 1979; John Boyle, "The Effect of Pre-
scribed Rhythmical Movements on the Ability to Sight Read 
Music," unpublished doctoral dissertation, University of 
Kansas, Lawrence, Kansas, 196 8. 

24 Cheek 
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tonal center discrimination. A significant gain score in 

self-concept was also found for the experimental group but 

not for the control group. These research results led the 

author to conclude that psychomotor activities have a posi-

tive impact on learning.^5 

It is appropriate to note that the areas in which the 

experimental group excelled—intervals, meter, and music 

reading—can be effectively demonstrated through kinesthetic 

activities. The areas of major/minor, pitch, and tonal 

center seem more remote to the psychomotor experience. It 

is possible that this connection between the kinesthetic and 

the aural areas influenced the study results. Another "side-

effect" of the psychomotor emphasis might be discovered by 

examining the lesson plans of the two groups. 

With the experimental group, a positive teacher-student 

and student-student rapport seemed inherent in some of the 

suggested activities. Class situations which encouraged 

thinking of ways to move to sound; students' leading echo-

clapping activities; and combining and sharing ideas for 

movement were included for the experimental group and not 

the control group. Such activities may tend to create a 

motivational environment for students, and this fact may 

help explain the gain score in self-concept for the experi-

mental group. 

25 Cheek, p. 151. 
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The effect of foot-tapping to the beat and hand-clapping 

to the rhythm as a method for practicing rhythm patterns was 

investigated by Boyle.26 The researcher was interested in 

whether or not this type of prescribed movement would aid 

instrumentalists in reading and performing rhythms. 

The eighteeen-week study employed twenty teachers of 

junior high school training bands. Twenty-four bands from 

twenty-two schools were organized into two matched groups 

of twelve bands each. The matching criteria were amount of 

rehearsal time per week, size of the band, and years of 

teaching experience for the director. The experimental and 

control groups received equal amounts of rehearsal time and 

instruction from the same method books. In addition, treat-

ment for the experimental group incorporated 

1) listening to recordings of music to recognize the 
beat 

2) marking time to the underlying beat 
3) training in the use of the foot to mark the beat 
4) clapping rhythm patterns while tapping the beat 

with the foot 
5) playing the rhythm pattern on a single note while 

marking the beat with the foot.27 

These experimental activities were incorporated into a ten-

minute segment of normal rehearsal time and amounted to 

thirty minutes per week for the semester. The Watkins-

Farnum Performance Scale (WFPS) sight-reading test was used 

as the pre- and post-test measurement. 

26Boyle. 27Ibid., p. 58. 
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Boyle reported a significant gain (pc.Ol) for both 

groups in the pre- and post-test scores. Results also showed 

a significant difference in the experimental group (p< .01) 

on the WFPS with rhythmic aptitude, intelligence, and pre-

test scores held constant. Therefore, results of Boyle's 

study would lend support to the use of movement as a tool for 

music instruction. A question remains, however, of whether 

techniques such as foot-tapping and hand-clapping are appro-

priate and effective when used with young children for 

instruction in rhythm. 

In a 1966 study by Fardig, an experimental group of 

third grade students was offered nine weeks of daily 

Eurythmic experiences, while a control group received similar 

lessons without any body movement.28 Of the 271 students 

tested, students in the control group exhibited higher music 

interest and creativity at the end of the study than those 

in the experimental group. 

Fardig concluded that too much emphasis on a particular 

aspect of the musical experience to the exclusion of variety 

in activities and focus can conceivably retard student 

learning as well as interest. This point addressed the 

hazards of separation of or over-emphasis on one type of 

teaching tool at the neglect of the others, and perhaps 

implied some cautions for research methodologies. 

9 Q 
^°Dalcroze; Sheldon Fardig, "Effect of a Kinesthetic 

Rhythm Activity to Music on Selected Aspects of Behavior," 
unpublished doctoral dissertation, University of Kansas, 
Lawrence, Kansas, 196 8. 
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The conclusions drawn by Fardig seem to have import in 

all studies investigating children's abilities and responses 

to music. It would seem reasonable that studies which are 

constructed to measure how well students can learn a par-

ticular technique or the impact of a certain technique on 

learning, tend to focus and channel responses toward that 

end. Within the time limit of a study, the range of class-

room experiences may be considerably limited to the scope of 

the study technique. When this happens it is more likely 

that spontaneous pursuing of student ideas, allowance for 

student interpretation of and experimentation with the tech-

nique, and flexibility to follow the suggestions and ability 

levels of the students can be greatly diminished. 

The tendency to over—emphasize a given technique in 

research methodologies could be partially remedied by allow-

ing a sufficient time span to include activities for student 

interest and motivation which may be rather peripheral to 

the study purpose. Secondly, descriptive rather than 

experimental studies may be less confining in the scope of 

classroom activities and student responses. 

A three-year project by Rainbow and Owens was one of 

only a few studies found which sought to observe what students 

were able to do in responding to music rather than what they 

could trained to do. ^ Rainbow and Owens suggested that 

29Edward Rainbow and Diane Owens, "A Final Report on a 
Three Year Investigation of the Rhythmic Abilities of Pre-
school Aged Children," unpublished research paper, North 
Texas State University, Denton, Texas, 1980. 
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for preschool children the suitability of kinesthetic 

activities as aids to musical learning varied according to 

the type of movement. The study challenged recommendations 

for rhythmic activities commonly found in various method 

books. 

A total of seventy-seven three-year-old and seventy-

three four-year-old children participated in the three-year 

study. Music lessons of fifteen minutes were offered two 

or three times per week, and video-tape equipment was used 

to record student responses to tasks. Three video-taped 

recordings of each child doing the rhythmic tasks were 

obtained for each school year. Three judges evaluated 

task success, and inter-judge agreement averaging 94 percent 

was reported. Analysis of the data was reported in percent-

ages for the children's task accuracy levels. Analysis of 

variance was used for comparing abilities of age groups and 

for estimating the effect of training (practice) on stu-

dents' abilities in task success. 

Fourteen tasks were selected for the investigation. 

Tasks One through Five required the subject to produce eight 

consecutive steady beats synchronized with recorded piano 

music. The various activities for these tasks included 

clapping hands, slapping hands on knees, marching, clapping 

hands while marching, and tapping rhythm sticks. Tasks Six, 

Seven, and Eight presented familiar words on the rhythm 

patterns of J J J - J J 1 J - J J J 1 J and the 
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children were asked to vocally echo these vocal/rhythmic 

patterns. Tasks Nine, Ten, and Eleven required subjects 

to clap the patterns immediately after they had vocalized 

the rhythm. In Tasks Twelve, Thirteen, and Fourteen the 

teacher clapped one of the three rhythm patterns of Tasks 

Six, Seven, and Eight and asked the children to echo-clap 

the same pattern. Tasks Twelve, Thirteen, and Fourteen 

involved no vocal clues. 

Rainbow and Owens found that marching to music and 

marching and clapping to music were nearly impossible for 

the children to perform accurately.30 Findings led the 

researchers to question the validity of using such tasks to 

measure or to teach rhythmic skills in early childhood. 

Rainbow and Owens reported that children were able to per-

ceive and duplicate a rhythm pattern only if a proper method 

of response was utilized. 

Most of the modes of responses tested in the study 

(marching and clapping, echoing a pattern) are common 

activities in many music classrooms. As indicated by the 

research, if a child's ability to reproduce a rhythm pattern 

were measured by only one of these methods to the exclusion 

of the others, it could be mistakenly assumed that the 

learning of a rhythm pattern was too difficult for preschool 

children. Rainbow and Owens did not suggest that the learn-

ing of rhythm patterns was too difficult for these children, 

30Ibid., p. 6. 31lbid., p. 7. 
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but that many of the tools which were imposed by the teacher 

caused the problems in the task success.32 Accuracy in per-

forming rhythm patterns was highly dependent on the particular 

response modes the children were asked to use; and, though 

the primary mode of response for the study tended to be 

kinesthetic, the tasks which allowed responses in the 

lingual mode were most accurately performed. These research 

results would seem to verify the need for further research 

on lingual tools for music teaching. 

Lingual Teaching Tools 

Results of the Rainbow and Owens research indicated that 

a majority of the three- and four-year-old children were 

most successful in performing a rhythmic task using a vocal 

response.33 por y^e three tasks employing a vocal response, 

50 percent of the three—year—old and 70 to 90 percent of 

the four-year-old children successfully completed the rhyth-

mic patterns. The next highest success rate for the 

children in other tasks was 10 to 14 percent for the three-

year olds and 40 to 60 percent for the four-year olds. "The 

results of the study would also suggest that vocal chanting 

is an appropriate means for teaching rhythm activities to 

young children."34 

Similar conclusions about the appropriateness of the 

vocal mode for performing rhythmic tasks were reported by 

32 Ibid. 33ibid., p. 6. 34ibid., p. 7 
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Klanderman in 1979.35 The purpose of the study was to 

"examine some of the details of the process by which chil-

dren learn music, especially when they become capable of 

recognizing and producing various musical elements."3^ Two 

pilot studies and a main study were conducted to investigate 

the auditory capacity of preschool children to perceive 

pitch, rhythm, and melody in music. Both pilot studies 

intended to check the feasibility of the melody and rhythm 

tasks, the instructions to the children and the activities 

for familiarizing the children with the terms "similar" and 

"different." 

Seventeen three-year-olds, twelve four-year-olds, and 

eighteen five-year-olds participated in the main study. A 

series of recognition and performance tasks were used in 

the areas of pitch, rhythm, and melody. The stimuli were 

presented on a tape recorder, and the children's responses 

were recorded on a second tape recorder. Recognition tasks 

presented two examples per item which the children were to 

determine as being same or different. Performance tasks 

requested the children to imitate the stimuli by singing 

the examples. A multivariate analysis of variance yielded 

significant differences in rhythm recognition, melody 

recognition, pitch performance, and rhythm performance. No 

J Natalie Klanderman, "The Development of Auditory Dis-
crimination and Performance of Pitch, Rhythm and Melody in 
Preschool Children," unpublished doctoral dissertation, 
Northwestern University, Evanston, Illinois, 19 79. 

36ibid., p. 3. 
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significant differences were found in responses to pitch 

recognition and melody recognition. 

A primary difference between the above study and others 

conducted with young children was the use of the voice as 

the response mode and the presentation mode of all tasks. 

This study required the young child to perform rhythms 
using the voice. Previous studies conducted regarding 
the rhythmic abilities of the young child required the 
child to perform rhythms by hitting an instrument. A 
study should be set up to examine the advantages of 
both types of responses and to evaluate if one tech-
nique is more accurate than the other in testing 
rhythmic ability.37 

Klanderman neglected to give the reader information on 

what types of vocalizations were used by the researcher in 

the taped stimuli or by the children in their responses. As 

a major tool in the methodology, the lingual response mode 

was not given sufficient explanation, description, or dis-

cussion in this study. Therefore, the impact of the study 

results is difficult to interpret as a consequence of this 

omission. The statement, "children can perform rhythm with 

their voices and don't necessarily need instruments or hand 

clapping" was not adequately supported nor discussed within 

the research conclusions.38 

Compared to studies on the effectiveness of kinesthetic 

and visual teaching tools for music learning, the lingual 

aspect of sound representation has received surprisingly 

little attention in music education research. Speech patterns 

37Ibid., p. 121. 38Ibid.f p> 1 1 2. 
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as a technique to perform Indian drumming/ rhythmic notations, 

musically intricate phrase patterns, and compositional nuances 

in jazz improvisation may improve musical performance, but 

they have not been subjected to empirical research. Lingual 

involvement in music learning, whether acting as a tool for 

music instruction or as a means for music response, needs 

further investigation. 

Gordon proposed that verbal association is basic to the 

generic function of discrimination in music.^9 

It is impossible to engage fully in the higher levels 
of learning if verbal association with what we hear 
and perform is not established. Consider again the 
analogy of the spoken language. Without words (names) 
to represent the multitude of objects in our environ-
ment conceptualization would take place in only a 
minimal way. One thinks with words; the fewer words 
in one s vocabulary the more limited one's thinking. 

Although Gordon's argument is convincing for verbal associa-

tion in music learning, no procedure or system was found 

which offered application of this theory. 

Typical applications of speech or verbal association in 

music instruction tend to fit one of three general approaches. 

First, speech is used to perform and identify tones and 

rhythms in music, and secondly, words are afixed to a pre-

scribed rhythmic pattern for chanting or singing. A 

third usage entails deriving traditional notation from the 

chanting of common speech patterns. 

39Edwin Gordon, Learning Sequence and Patterns in Music 
(Chicago, 1977) . 

4f) 
Ibid., p. 10. 
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Application of speech to note identification may be seen 

in the systems of chanting for rhythm reading. Generally three 

systems are used—chanting meter (oile two aid thiee fo'ur) ; note 

values (quarter^eighth-eighth quarter qulrter) or rhythm 

syllables (ta ti-ti ta ta). A problem in performing rhythm 

according to the note-value system is the discrepancy between 

the one-syllabled sound of a quarter note ( J = X) and the 

two syllabled sound of the matching label (quarter = Xx) . in 

using speech as a tool for performing rhythms it would seem 

to be a desirable standard to avoid distortion in both the 

rhythm pattern and the speech pattern. 

The second and third applications of the lingual mode 

in music instruction may be seen in activities which derive 

rhythm notation from speech patterns or afix speech to a set 

of traditional rhythm symbols. In both cases, the speech is 

contrived to fit a notated rhythm pattern. 

"The Happy Farmer" 

4 r~i r n m i 
4 Let the mighty and the great 

Roll in splendor and in state41 

In the above example, the teacher is encouraged to have 

the students say the poem "expressively," even though the 

rhythm of the words is fixed by the notation and meter.42 

One could question the validity of instructing children in 

41Eunice Boardman and Beth Landis, Exploring Music—Book 
Four (New York, 1971), p. 57. 

42Ibid. 
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rhythmic notation by having them produce metered speech in 

this way and implying a "correct" musical meter and notation 

for speech sound. 

In considering an appropriate application of the lingual 

mode to music instruction, it seems an important prerequisite 

that the verbal clues be simple for children to perceive and 

perform. A lingual system developed to aid music literacy 

would also allow interpretive performance of the musical pat-

terns by natural pronunciation of the word patterns. Stetson 

supported a taxonomy of speech patterns for the formation of 

such a system, especially for the development of rhythmic 

accuracy.43 

The perception of rhythm is one of the difficulties in 
the rapid comprehension of musical notation and in the 
execution of musical material. The problem can be 
attacked more directly, if the rhythms are analyzed 
into a few fundamental figures with which the pupil 
becomes familiar in all their various guises and com-
^ n ai j° n S' t h e r e -*-s n o reason why the average pupil 

should not make rapid progress with rhythm. Verse is 
the natural precursor and basis for the study of 
musical rhythms.44 

Stetson and Mursell proposed lingual teaching tools 

which carried with them the possibility of extending accurate 

reading of notation to musical interpretation of notation 

patterns.4^ 

43Raymond Stetson, "Teaching of Rhythm," Musical 
Quarterly, IX (1923), 181-190. 

44Ibid., p. 190. 

, 4 ^ e t s o n ; J a m e s Mursell, The Psychology of Music (New 
York, 1937), pp. 149-179. 



42 

The measure and its subdivision is a foreign thinq to 
the beginner, but he is always familiar with verse 
rhythm, and it should be possible to make use of this 
familiarity in teaching musical rhythm.46 

Yet another application of the fact that rhythmic 
training readily and completely transfers is found in 
the practice of learning musical rhythms in forms of 
words. Nonsense words are concocted which embody 
the rhythmic pattern of a musical passage, and the 
rhythm learned through the words transfers effectively 
to the performance of the passage.4^ 

Support for kinesthetic and visual teaching tools tended to 

focus only on the goal of accurate performance of notation. 

Verse and natural speech rhythm was championed as being able 

to aid in less mechanical and more effective learning and 

performance of rhythm patterns.48 

It seems logical to assume that intermediary steps may 

exist between speaking the "freer" rhythmic patterns of 

language and writing these patterns by afixing them to the 

arithmetic structure of musical notation. It may be possible 

to use speech to enhance the musical performance of notation 

rather than confine speech to the same limitations which are 

typical of the metrical system. 

Speech may be a viable teaching tool for demonstrating 

musical perceptions, and it may provide a structure which 

could aid in the perception and performance of musical pat-

terns. A rationale for the assumption that speech might 

pp. 2 7-38 

46 
Stetson, p. 182. 4^Mursell, p. 169. 

4 8 
Tobias Matthay, Musical Interpretation (Boston, 1913) 
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offer a systematization for perception and interpretive per-

formance of music is offered in the following section of this 

chapter. 

Characteristics of Speech 

The nature of speech is sound. The flow of sound in 

speech production is organized into groups as a result of 

pronouncing words and phrases. Components of word production 

are pitch, intensity, and duration. The high and low, loud 

and soft, and long and short characteristics of speech com-

bine to create patterns or intonation groups. As in music 

the interaction of these components in speech causes a 

rhythmic pattern of sound or speech rhythm patterns. Speech 

rhythm patterns are an inherent quality of speech sound and, 

according to speech acquisition research, are possibly the 

e a rli est perceived and produced characteristic of speech.^9 

There are writers who theorize that the presence of pat-

terns created through the rhythmic quality of speech sounds 

is more basic to learning than merely as means for recogniz-

ing other, similar sound patterns. Neisser's theory proposed 

4 9 
David Spring and Phillip Dale, "Discrimination of 

Linguistic Stress in Early Infancy," Journal of Speech and 
|®search, XXI (June, 1977), 224-232; Norman Erb£F~and 

Linda Witt, Effects of Stimulus Intensity on Speech Per-
ception by Deaf Children," Journal of Speech and Hearina 
Disorders, XLII (May, 1977) , 271-278? j 5 i ^ . ~ & i 7 T I H i u a g e 
Handbook: Concepts, Assessment, Intervention (Englewood, 

f.' N e w Jersey, 1978); Paul Roberts, Patterns of Enalish 
(New York, 1956), pp. 228-230. a 
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that memory is reliant upon storage of information in 

temporal patterns (rhythm patterns) which are frequently 

linguistic in nature.50 

A rhythmic pattern is a structure, which serves as a 
support, an integrator, and a series of cues for the 
words to be remembered. At the risk of being old-
fashioned, it is worth emphasizing that such a struc-
ture is a whole, greater than the sum of its parts. 
The parts (individual beats) get their meaning 
(relative position) from the whole, even though that 
whole does not exist at any moment of time. It 
exists, as one might say, in the subject's mind, 
as an intent, a Gestalt, a plan, a description of 
a response that can be executed without further 
consideration.51 

Neisser goes on to say: 

Spoken language is built upon "syntactic" organizations 
or this sort, whose complexities are currently being 
unraveled by linguists. This is not coincidence. My 
hypothesis is that the processes of spoken language 
are continuous with those of active verbal memory; 
that the "synthesis" postulated in certain theories 
of speech perception involved the same capacities and 
mechanisms as the synthesis of a rhythmic pattern in 
a memory-span experiment.52 

A conversion takes place, according to Neisser, which 

changes even non-lingual stimuli into linguistic form for 

easier memory storage by "prolonging its life at the cost of 

changing its nature."53 This theory would suggest that 

purely visual, kinesthetic, or aural perceptions may be 

translated or recoded into verbal terms in order to memorize 

the object, movement, or sound for later transmissions. 

50 
_ 1QQ

UifcC N e i s s e r' Congitive Psychology (New York, 1967), 
pp. iyy-zbj. • 

51Ibid., p. 235. 52Ibid. 53Ibid., p. 22. 
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Neisser's theory seems to hold some implications for 

speech and music research dealing with perception and recall 

of patterns. Verbal clues for sound patterns either through 

a priori labeling abilities of the subjects or presentation 

in the sound stimuli could possibly help to improve musical 

pattern recall, and in turn, performance. These verbal clues 

might best be provided in the form of common word patterns 

which by their inherent length and stress pattern relation-

ship, convert aural rhythm patterns accurately into speech 

rhythm patterns. 

Although an 189 3 treatise by Bolton and a 1902 article 

by McDougall attempted to show how and to what extent rhythm 

underlies all mental activity and what part it plays in 

physiology and nature, substantive evidence on the role of 

rhythmic patterning in learning has been provided in more 

recent research.54 Sometimes referred to as "chunking," the 

process of organizing information into groups for memory and 

recall seems widely acknowledged.55 Investigations of this 

type of mental processing are particularly evident in speech 

research, perhaps because speech itself offers inherent 

rhythmic unit groupings. 

Robert McDougall, "The Relation of Auditory 
460-48C)tO N e r V O U S Discharge," Psychological Review, IX (1902), 

55 
Herman Buschke,"Learning is Organized by Chunking," 

^our"a"*~ Verbal Learning and Verbal Behavior, XV (1976) 
313-324; G. A. Miller, "The Magical Number Seven, Plus or' 
Minus Two: Some Limits on Our Capacity for Processing Infor-
mation," Psychology Review, LXIII (1956), 81-97. 
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Glanzer reported that "subjects will form intonation 

groups whether they wish to or not in the speaking of a 

series of words," and that this effect influences long-term 

and short-term storage for recall.5** Neisser stated that a 

subject will group information for memory even if the 

stimulus itself is not grouped.57 The theory of information 

processing by patterning was investigated by G l a n z e r . 5 8 

Glanzer's research on intonation grouping and meaning 

relations promoted the patterning theory of information pro-

S Q 

c e s s x n g . T w o experiments with ninety college students 

presented series of words (triplets) grouped by intonation 

and word meaning. Some intonation groups were out of phase 

with word meaning in order to test the influence of this 

interaction. After the presentation of stimuli, the students 

were tested individually and asked to write the words he or 

she could recall. Results of the two experiments led Glanzer 

to reaffirm his position that the phenomenon of intonation 

grouping sets up the initial processing units for retention 

and recall. 

_ Murray Glanzer, Intonation Grouping and Related Words 
in Free Recall," Journal of Verbal Learninq and Verbal 
Behavior , XV (19 76), 85. ' 

57Neisser, p. 233. 

58Glanzer, PP. 85-92. 
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Additional studies by Laughery and Spector, Ryan, Michon, 

Wickelgren, Miller, and Buschke offered supportive evidence 

to the proposal that subjects tend to group aurally pre-

sented stimuli.60 Two recurring conclusions from the cited 

research were (a) that rhythm (perhaps lingually rooted) is 

at the base of information storage and recall, and (b) that 

the pattern (rhythmic grouping) onto which stimuli are 

situated actually expands a person's recall capacity. 

One might expect the pattern to act as an additional 
burden on memory, but it does not. When the subject 
stores a grouping pattern as well as eight digits, he 
finds his task easier than the eight digits would be 
alone! . . . Remembering a rhythm in this way does 
not take up roomin the memory span—on the contrary, 
it creates room in an active memory which otherwise 
would hardly exist.61 

Miller considered the pattern an added "bit" which, 

through its category characteristics, extended a person's 

"channel capacity" for stimulus recall.62 Wolff illustrated 

the point of channel capacity being aided by information 

bits (patterns).63 The following strings of letters should be 

viewed, then, with eyes closed, recalled: xmahq; tdlibcj; 

60K, R. Laughery and A. Spector, "The Roles of Recoding 
and Rhythm m Memory Organization," Journal of Experimental 
Psychology, XCIV (1972), 41-48; J. R^T~*Gr^ping and Short-
term Memory: Different Means and Patterns of Grouping," 
Quarterly Journal of Experimental Psychology, XXI (196 9) 
13I~i47; A* M i c h? n' "Temporal Structure of Letter Groups 
an ° Perception," Quarterly Journal of Experimental 
Psychology, XVI (1964), 232-240; W.^n^kglgren, "Size of 
Rehearsal Groups in Short-Term Memory," Journal of Experi-
mental Psychology, LXVIII (1964), 413-419; MilleP7 Buschke. 

61Neisser, p. 233. 62Miller. 

6 3 
J. G. Wolff, Language, Brain and Hearing (London, 1973) 
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onqzufmrigdvty. The results tend to differ if this string of 

letters is memorized in the same way: thechickenscratchesin-

thefarmyard; immaculatemotorcarsforsale.6^ 

Suddenly one's memory span for letters is much larger 
and it is obviously because we can recognize words 
already known and remember the letter sequence in terms 
or the words.D:> 

Neisser, Wolff, Glanzer, and Miller are in agreement on 

the phenomenon of intonational patterning (pitch, intensity, 

and duration) as a basis of information perception, storage, 

and recall.66 Although theories exist which claim the need 

for a patterned approach to music learning, only a few 

studies are available which examine the,effect of patterning 

on music perception, recall, and performance.6^ 

Discussing "Memory and Attention in Music" Deutsch pro-

posed that the hierarchical structure of music is a major 

factor in promoting a configurational approach to music 

64Wolff, p. 108. 65Ibid. 

66Neisser; Wolff; Glanzer, Miller. 

6 7 
4. j M- Stambach, "Le Probleme du Rythme dans la Develop-

TwnMQ?i\" E l ^ n c e t d a n s l e s DYslexies d'Evolution," Enfance, 
^ )'^??: 5 0 2 ; P' F r a i s s e' Les Structures Rythmi^i 

ph ^ ;„ H° W a r d G a r d n e r' "Children's Duplication~of 
JJournal of Research in Music Education, XIX 

Uy71), 355-365; Carol MacKnight, "The Effects" of Tonal Pat-
tern Training on the Performance Achievement of Beginning 
Wind Instrumentalists," Experimental Research in the Psychology 
of Music, edited by Edwin Gordon (Iowa City, 19 75) , pp. 53-76 . " 
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learning, and that a central factor in music attention is the 

formation of note linkages or groups for perception.68 Gor-

don's work with the development of a taxonomy for tonal and 

rhythmic patterns has been perhaps the most extensive in 

dealing with the subject of patterning in music learning.69 

One cannot learn to meaningfully read and write music 
by dealing with individual notes on a theoretical basis 
or by memorizing definitions of music symbols and 
terms. The ability to audiate patterns in given 
_onalit_ies and meters must precede music reading.7^ 

Throughout his publications Gordon contends that "the basic 

units of music are tonal and rhythm patterns (not individual 

notes or tones,)."71 Although Gordon has worked toward 

establishing an order for rhythm and tonal pattern presenta-

tion, few other studies indicated concern for this approach 

to music instruction and learning. 

Music instruction seems to warrant a patterned approach 

in the teacher's presentation of materials, as well as in the 

students' own means for perceiving stimuli. The small, 

familiar sound patterns which are inherent in speech are 

structures which are already a part of the child's skill 

before he or she typically begins music instruction. There-

fore, it seems logical for music educators to foster this 

sound skill development by capitalizing on its contributions 

to music learning. 

6 8 
Diana Deutsch, "Memory and Attention in Music," Music 

and the Brain, edited by McDonald Chitchley and R. A. Henson 
(Springfield, Illinois, 1977), pp. 95-130. 

69Gordon. 70Ibid., p. 5. 71Ibid., p. 9. 
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When one considers the determining characteristics of a 

pattern and in particular of a speech rhythm pattern, it 

seems that stress serves a very basic and vital function in 

the creation and perception of sound groupings. "Stress is 

so important that if the speaker gets the stresses mixed up 

the result is likely to be nonsense."72 

Lieberman has researched the phenomenon of stress in 

speech rhythm patterns and provided a graphic illustration of 

this effect through the spectograph appearing in Figure l.7^ 
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Fig. 1—Spectograph of Speech Stress74 

J. G. Martin studied the hierarchical relationships of 

speech sounds in a simple phrase according to the relative 
*7 

stress. Although his notational choices could be challenged, 

72Roberts, p. 229. 
73philip Lieberman, Intonation, Perception and Languaae 

(Cambridge, Massachusetts, 1967). 
74Ibid., p. 72. 

75J. G. Martin, "Rhythmic (Hierarchical) Versus Serial 
Structure in Speech and Other Behavior," Psychological Review. 
LXXIX (1972), 487-509. — * a 
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Martin related stress shift to phrase meaning by using musi-

cal notation (Figure 2) for illustrating his point. 

(a) 

(b) 

i nm «' j in? j 
I told you to go I told you to go 

J O j - n n j 
I told you to go | told you to go 

Fig. 2—Four rhythmic versions of the "same" sentence 
(The underlined word has been emphasized.)76 

Woodrow claimed that intensity has a group-beginning 

effect; duration a group-ending effect; and that pitch has 

neither a group-ending nor a group-beginning e f f e c t . 7 7 ^he 

theories of Lieberman, Martin, and Woodrow on the substan-

tial influence of stress in speech patterns are given 

empirical support through a study by Erber and Witt and one 

by Spring and Dale.^® 

In 19 77 Erber and Witt reported a study involving ten 

severely and ten profoundly hearing-impaired children ranging 

76lbid., p. 495. 

77 
H. Woodrow, "A Quantitative Study of Rhythm," Archives 

of Psychology, XIV (1909), p. 65. 

7 8 
Lieberman; Martin; Woodrow; Erber and Witt; Sprinq and 

Dale. 
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from age nine to thirteen.79 Having had at least six years 

in oral/aural schooling, the students were presented with ten 

monosyllabic, ten trochaic, and ten spondaic words. Visual 

symbols representing these patterns were displayed respec-

tively before the students— [T| ' [7] ~ IH ? and [T[ - [T • 

Two methods were used to evaluate word perception: (a) 

percentage of words recognized correctly and (b) percentage 

of words categorized correctly as to stress pattern. 

^ typed list of familiar words with stress pattern 

categories was displayed before the student at all times. 

After being asked to identify the stress category and 

specific word, the child was to respond by pointing to and 

saying the word. All students were tested alone. 

Results of the study indicated that for the profoundly 

deaf group, the word-recognition scores were low regardless 

of sensation level (SL), but their perception of the stress 

patterns of words improved as a function of increased 
80 

intensity. Apparently, this ability to discriminate 

stressed sounds in speech occurs shortly after birth in 

hearing children.81 

Spring and Dale investigated "Discrimination of Lin-

guistic Stress in Early Infancy" by using the High Amplitude 

Sucking (HAS) paradigm with 120 infants from one- to four-

79Erber and Witt. 80Ibid., p. 277. 

81Spring and Dale. 
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o o 

months old. The study was to evaluate the abilities of the 

infants to discriminate between the di-syllables BA-ba and 

ba-BA. The artificially synthesized syllables differed 

solely in location of the stress. Spring and Dale found that 

the infants were able to discriminate the acoustic correlates 

of stress location with no apparent experience in producing 

these particular sounds and no reinforcement for this form 

of responding.83 

The writings and research of Roberts, Erber and Witt, 

Martin, Lieberman, and Spring and Dale seem to be conclusive 

about the impact of stress on creating sound groupings; the 

facility with which the stress is perceived and the pervasion 

of rhythmic patterns created by stress groupings in speech 

sound.84 Certainly, music also contains pervasive rhythmic 

patterns whose nature is affected, if not determined, by 

the stress component. Research is available which examined 

the abilities of children to perceive the aspect of stress 

within a music context. 

Stress Patterns in Music 

Speculation that amplitude discrimination and the stress 

factor of speech rhythm patterns could provide an apparatus 

for recognizing patterns in musical sound has received sup-

portive evidence from studies by Riley and others, and 

82Ibid. 83Ibid., p. 231. 

8 4 R C 
and Dale. 

8 4 
Roberts; Erber and Witt; Martin; Lieberman; Spring 
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Thackray.85 First grade and third grade children were the 

subjects of two experiments by Riley, McKee, Bell, and 

Schwartz.86 Three hypotheses gathered from previous 

research were to be challenged: (1) it is easier to learn 

amplitude discrimination than frequency discrimination, 

(2) a transfer after learning produces more transposition in 

amplitude than frequency, and (3) subjects can arrange 

stimuli of different amplitude in order from weak to intense 

but cannot arrange different frequencies from low to high.87 

The first experiment involved twenty-four first- and 

third-grade students. Pre-training included visual aids to 

help students prepare for the two-fold treatment of the test 

instructions. Students were asked on some items to choose 

a sound higher, lower, louder, or softer than a given sound 

and this treatment was termed "relative" instructions. On 

other items, the students were asked to identify the same 

sound through absolute" instructions. These two treatments 

of the test instructions were considered transfer (relative) 

learning and retention (absolute) learning. 

Tones were produced by an oscillator and played for the 

students on a tape recorder. No report was made of the 

response modes or test situation for the students. Test 

85Donald Riley and others, "Auditory Discrimination in 
Children; the Effect of Relative and Absolute Instructions on 
Retention and Transfer," Journal of Experimental Psychology, 
LXXXII (1967), 581-588; Rupert Thackray, "Rhythmic Abilities 
in Children," Music Education Research Papers (London, 1972) 

86Riley and others. 87Ibid., p. 5 81. 
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results of Experiment I indicated (1) that amplitude dis-

crimination was better than frequency discrimination 

F(l,44)=7.54, p<.01; and (2) that relative instructions were 

better than absolute instructions F(l,44)=31.89, p < . 0 1 . 8 8 

A second, similar experiment with thirty-two first- and 

thirty-two third-grade students yielded results in agreement 

with Experiment I. The research findings led the authors to 

conclude, 

The previous findings and the present ones suggest 
that subjects, regardless of the degree to which they 
can describe the dimensions of pitch and loudness, 
are more able to make relational responses to the 
latter than to the former.89 

Another study which documented the facility with which 

children can discriminate amplitude was published in 1969 

by Thackray.90 In an investigation of the rhythmic abilities 

of 1,560 children, Thackray found that the easiest in a 

series of six tests was that which examined perception of 

strong and weak s o u n d s . T h e six areas of rhythmic 

ability tested were (1) counting, (2) steadiness, (3) long 

and short sounds, (4) comparing rhythms, (5) strong and weak 

sounds, and (6) phrasing. 

Eight age groups of students (eight to fifteen years) 

plus four other groups not categorized by age were most 

accurate in Test Four (strong and weak sounds). The ten-

item test presented a pattern of chords played as the 

88Riley and others, p. 582. 89Ibid., p. 587. 

90Thackray. 91Ibid., p. 25. 
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stimuli. A series of dots on the answer sheet represented 

the chords played, and the students were asked to draw a 

slash through the dot which was strongest (accented). 

Thackray reported a reliability of .69 for the ten-item 

accent test, and .88 reliability for the whole series of six 

tests. The results of the study led Thackray to conclude, 

"The fact that most groups found Test 4 [accents] the easiest 

suggests that the accentual factor in rhythmic ability may 

be more fundamental or may develop earlier in untrained 

subjects than the factors of timing and duration."92 

Perception of the accent in speech and music patterns 

seems to be a primary means of recognizing and recalling 

presented stimuli. In a musical setting, as in speech, the 

cause of the accent which determines the grouping is variable. 

Accents may occur on short notes as well as long, 
on soft notes as well as loud, on lower notes as 
well as higher ones, and irregularly as well as 
regularly. In short, since accent appears to be 
a product of a number of variables whose inter-
action is not precisely known, it must for our 
purposes remain a basic, axiomatic concept which 
is understandable as an experience but undefined 
in terms of causes.93 

Like speech, the intonation pattern of music is an 

almost inextricable combination of pitch, intensity, and 

duration. Although it was this combination which figured 

prominently in the stress grouping perception and recall of 

92 Thackray, p. 49. 

9 3 
Grosvenor Cooper and Leonard B. Meyer, Rhythmic 

Structure of Music (Chicago, 1960), p. 7. — 
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the speech students, music educators sometimes attempt to 

separate these factors for teaching the elements of music. 

It is not unusual to find evidence in music classes and 

music texts of rhythm being taught separately from tone. It 

is understandable that some separation of rhythmic and tonal 

qualities of a sound are needed for clarification; however, 

exploring the rhythm of speech patterns and the speech of 

rhythm patterns (especially within a song context) almost 

invariably combines both rhythm and tone into speech rhythm 

patterns. Research and opinions are available which support 

this combination. 

The perception of rhythmic completeness and incomplete-

ness by 2,207 seventh, ninth, and eleventh grade students 

was the subject of a study by Boisen.^^ Each of fourteen 

selected rhythmic units was presented to the students under 

three conditions: (1) by itself, (2) as part of a melody 

whose sequence of pitches matched the completeness or incom-

pleteness of the rhythm pattern, and (3) as part of a melody 

whose sequence of pitches did not match the completeness or 

incompleteness of the rhythm pattern. Two pilot studies were 

conducted to verify the author's perception of complete and 

incomplete items; and, from item analysis, test items for the 

final study were selected. 

94 
Robert Boisen, "The Effects of Selected Factors on the 

Aural Perception of Rhythmic Material by Seventh, Ninth and 
Eleventh Grade Students," unpublished doctoral dissertation, 
University of Wisconsin, Madison, Wisconsin, 1979. 
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With a test reliability of .60, Boisen reported a sig-

nificance level of .01 from a t test measuring the accuracy 

difference when a rhythmic unit was accompanied by a melody. 

Boisen concluded: 

It would seem that rhythmic completeness and incom-
pleteness are perceived most accurately in a melody 
whose sequence of pitches matches the completeness 

incompleteness of the rhythm; less accurately in 
a rhythm which is heard by itself; and least accurately 
in a melody whose sequences of pitches does not match 
the completeness or incompleteness of the rhythm. 

Although Boisen's selection of rhythmic units was based 

on Petzold's longitudinal study, Petzold reported conflicting 
t , 96 

results. By having 331 first through sixth grade students 

(1) tap in response to a tapped pattern, (2) tap in response 

to a pattern played on piano, and (3) sing in response to a 

pattern played on piano, Petzold found no significant dif-

ferences in response to stimuli embodied in tone. "The 

ability to reproduce rhythm patterns that have been presented 

aurally is not strongly influenced by either mode of presen-

tation or the mode of response."97 

In an early study Vidor found that the abilities to tap 

responses to a rhythm pattern and to a melodic rhythm pattern 

were largely distinct from each other.9® Measuring bodily 

95Ibid., pp. 153-154. 

96Robert Petzold, "Auditory Perception of Musical Sounds 
by Children in the First Six Grades, 11 Cooperative Research 
Project, University of Wisconsin, Madison, Wisconsin, 1966. 

97Ibid., p. 224. 

9 8 
Martha Vidor, Was 1st Musikalitat? (Munich, 19 31). 
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sway of 156 university students with the Miles Ataxiameter to 

determine the relative effects of rhythm embodied in tone, 

Husband found one-third as much sway with pure rhythm as with 

melodic rhythm." Supporting the notion of combining rhythm 

and tone for musical perception, Lundin claimed his rhythm 

test "is different from any other rhythm test in that it does 

not isolate the rhythm from the melody."100 in Tests of 

Musical Ability and Appreciation, Wing succinctly stated his 

position on the combination of rhythm and tone.1*** "As music 

can hardly be said to exist without tonal variation, musical 

rhythm can only truly be said to be present when it is associa-

ted with tones."102 Aithough the cited'research suggests 

that students may be more responsive to melodic rhythm, it is 

common practice in music classes for rhythm and tone to be 

taught separately. A reason for this approach may be the 

inevitable probability that the students will be tested on 

them separately. As Bentley pointed out, it may be the 

problem of measurement which influences music teachers to 

9 9 
nu

Riuhard H u s b a n d' " T h e Effects of Musical Rhythms and 
xr!l«4K m32?-3?6 d i l y S w a y'" J O U r n a l 21 General Psychology. 

100R. W. Lundin, "The Development and Validation of a 
LXIII^l949^aliAbilitY T e S t S'" Psychological Monographs. 

.. ^°1h: D* win9' "Tests of Musical Ability and Apprecia-
XXVII (i948)"Sh- J o u r n a l 21 Psychology Monograph Supplement, 

102 
Ibid., p. 25. 
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approach rhythm and tone as isolated elements for the purpose 

of instruction.3 

If measurement is to be made, both that which is 
measured and_the terms in which it is to be measured 
must be specific. We can measure in inches, in 
ounces, in litres, separately and specifically; but 
there is no single, composite, meaningful measure of 
all three together. Similarly in music: pitch and 
time factors, loudness, timbre, concurrent sounds, 
are all part of the musical whole; they can all be 
measured separately but for the musical experience 
a single specific term of measurement does not 
exist.104 

Evidence exists in speech and music research which 

recognizes the import of stress in creating rhythm groupings, 

the ease with which children can discriminate the amplitude 

factor, and the positive effect which the combination of 

rhythm and tone (as in speech rhythm patterns) could have on 

music learning. It would seem logical, then, to pursue an 

investigation of lingual teaching tools which offer a set of 

stress patterns that are undistorted in both speech and 

musical contexts. 

The basis for such a system of stress pattern units has 

existed for centuries and resulted from the performance 

practices and correlation of Greek music and poetry.105 The 

1966) 

104 

103 
Arnold Bentley, Musical Ability in Children (New York, 

Ibid., p. 10. 

105Warren Anderson, "Word Accent and Melody in Ancient 
Greek Musical Texts," Journal of Music Theory, XVII (1973) 
186-190; Bolton; Maury Alan Yeston, The Stratification of 
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six or seven patterns comprising the system are called poetic 

feet, and are determined by the accented syllable (-) and 

unaccented syllables (^). These are iamb U,-), trochee (-u), 

dactyl (-uu), anapest (ww,-) , amphibrach (v-u), and tremolo 

.106 

In 1960 Cooper and Meyer promoted the use of poetic feet 

as a device for musical perception and as a tool for music 

analysis.107 

The use of poetic feet to analyze rhythmic patterns is 
somewhat unusual. Rhythmic groupings have generally 
been treated as if they were metric units. However, 
since these groups can be found in various different 
meters they are not themselves the same as meters.108 

Examples of the Cooper and Myer analysis follow in Figure 3 

with the brackets showing the architectonic interpretations 

possible. 

J 

109 

110 

Fig. 3 Poetic foot system of musical analysis 

^H|i£Elfi|hythm (New Haven, Connecticut, 1976) ; Peter Wester-
gaard, Some Problems in Rhythmic Theory and Analysis," 
Perspectives on Contemporary Music (New York, 19 72) 

106Mursell, p. 177. l°7Cooper and Meyer. 

1 Q 8 l b i d " P- 7. 109ibid. , p. 23. HOibid., p. 34 
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Through their analytical system, Cooper and Meyer sug-

gested the constancy of mini-structures (the poetic feet) for 

making the analysis, interpretation, and performance of notes 

a patterned, easily perceived operation.HI The described 

system was approached from the standpoint of music theory, 

and no suggestions or guidelines were made which offered 

educational application for young students. 

I n Rhythm in Music, Wedge used poetic feet in an attempt 

to improve performance of rhythm.112 The rationale for 

Wedge's approach was that poetry and music were inseparable 

from the beginning and that the fundamental principles of 

poetic meter and rhythm had to be preserved in music. By 

having the student recite a poem, taking care to observe the 

accentuation points and groups, this system intended to use 

language patterns as a technique leading to music learning. 

(See Figure 4.) No allowance was made for variation in the 

verse recitation. Further, the words were confined to the 

metric dimensions of the note-values rather than the note-

values being given the dimensions of natural speech rhythm 

patterns. 

Although the poetic feet system provides a set of fig-

ures which commonly may be recognized in music, performed 

111Cooper and Meyer. 

112George Wedge, Rhythm in Music (New York, 1927). 
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Drill IV 

Triple Meter, Beginning with the Third Pulse 

a step for each woJd and syikblef W a l k m ® a r o u n d t h e room, taking 

Most friendship is feigning, most loving mere folly 
A corpulent man is my bachelor chum 
1° market, to market, a gallop, a trot. 

A diller, a dollar, a ten o'clock scholar. 
C W a S a " ° l d w o m a n w , 1 ° l iv'ed in a shoe. 

(c) Conv•"? T r ' r e C 1 f e , t h e h n e s > repeating each line several times 
d) S i k u"v 3 b"before each stressed syllable ' 

(d) Transcribe each line m note-values in 3/2, 3/4 and </8 ' 
(e) Beating time, sing the words to the following pitches-' 

Fig . 4 Use of poetry for rhythm reading113 

with the music, and notated in a variety of ways, a problem 

exists with the pattern labels. For example, dactyl is a 

two-syllable word (Xx) which represents a three-syllable 

figure (Xxx). To be a means for accurately performing a 

sound pattern (as clapping is in the kinesthetic mode), the 

lingual labels must have the same number of syllables and the 

same stress relationship as the patterns they are symboliz-

ing. 

An example of speech patterns which remain constant in 

their stress relationships and which are not limited to pitch 

or notational specifications can be seen in the techniques 

percussionists have used for teaching and reading the rudi-

ments. ̂  The ̂ speech patterns perform the rhythm. (Ex: 

DoubleParadiddle) 

113Ibid., p. 14. 
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'aRLLRUkLR B 

Fig. 5—Triple Ratamacue114 

The nonsensical words spoken retain the sound pattern to be 

performed, but, like the poetic feet, the representative 

notation may and does vary. 

In summary, it appears that speech rhythm patterns can 

provide a viable teaching tool for music literacy as the 

intermediary steps between speaking and writing sound pat-

terns. An instructional system which makes extensive use of 

speech rhythm patterns as a technique for symbolizing per-

ceived musical sound is Education Through Music by Mary 

Helen Richards.115 (See Appendix A.) 

Dissatisfied with the results of using the traditional 

metric organization of musical notation for helping hear-

impaired children speak, Richards and Allen developed a 

system of speech rhythm patterns which focused on the pri-

mary accent or stress within a group of sounds.116 These 

114Thirteen Essential Rudiments (Chicago). 

, 1 1 5 M a rY Helen Richards, Aesthetic Foundations for 
Thinking Part One (Portola Valley, California, 1977TT Mary 
Helen Richards, Aesthetic Foundations for Thinking--Part 
Two (Portola Valley, California, 19 78); Mary Helen Richards, 
Aesthetic Foundations for Thinking—Part Three (Portola 
Valley, California, 1978). 

116Richards; Mariam Allen, Dance of Lanquaqe (Portola 
Valley, California, 1974). 
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stress pattern units are small groups of generally one to four 

syllables each and emphasize intensity and pitch, but not 

duration. The pitch inflection comes as a contingent of 

intensity, rather than being a particularly separate area of 

focus. The speech rhythm patterns give students a set of 

groupings onto which they can situate new words or groups of 

words with the correct intonation pattern. 

Typically, song is the context in which names and other 

familiar words are highlighted for work with the speech 

rhythm patterns. The nature of the song's specific tonal and 

rhythmic relationships provides a clarification and a con-

stancy of the speech rhythm pattern which may not be so 

obvious in regular verbalization. For this reason, song 

materials are carefully selected for their appropriate car-

riage and non-distortion of the English language. 

Speech rhythm patterns are introduced, practiced, 

explored, and read with a variety of sensory symbols. Ways 

of responding to and expressing the stress patterns of speech 

and song utilize a multi-sensory approach. Multi-sensory 

teaching strategies have been recommended by authorities in 

general education, but no studies exist which investigate the 

influence of this approach in music learning.117 

1qno\ John Dewey, The Child and the Curriculum (Chicago, 
1908), pp. 24-25; Arthur Jersild, Child Development and the 
Curriculum (New York, 1946), pp. 19-20; Friedrich FrSibelT" 
The Education of Man (New York, 1912), pp. 55-56; Newell 
-iQ7nf T -^~, o w L e a r n e r iG t h e Classroom (Columbus, Ohio 
nf Jir mgSt-'- S1

Gience 21 Education and the Psychology 
of the Child (New York, 1970) , pp. 66-71. — 
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Multi-Sensory Approach 

Working from the premise that "the more senses involved, 

the better chance for learning," teachers are frequently 

encouraged to have children moving, reciting, and reading 

graphics in order to enhance their music lessons. 

Piaget and others have demonstrated that the learning 
and thinking of young children are linked to the con-
crete, the seeable, and the touchable. There is 
hardly a better way to present a concrete representa-
tion of an abstract idea than through visual and 
tactile experience that is reinforced and coordinated 
with the auditory and the kinesthetic.H8 

Miller offered a reasoning for multi-sensory stimulation 

of learning processes by explaining information theory.119 

With channel capacity being the greatest amount of informa-

tion that a subject can give about the presented stimulus 

on the basis of absolute judgment, Miller explained that more 

information bits give a greater chance of learner capacity. 

In this way, a multi-dimensional or multi-sensory approach 

would increase a person's learning capacity for certain 

stimuli by presenting more bits by which to make judgments. 

Early theorists disagreed on which sense did and did not 

constitute a music experience, and in particular, a rhythmic 

experience. Pillsbury regarded rhythm as encompassing the 

auditory, kinesthetic, tactual, and visual fields of 

22 8 • "" " M i c h a e l Mark» Contemporary Music Education (New York. 
1978) . • 

ll^Miller. 
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1 20 

sensation. Myers considered it only auditory, kinesthetic, 

and tactual; and Ebbinghaus limited rhythm to the auditory 

and kinesthetic modes.121 Kulpe recognized rhythm as purely 

aural, and Titchener cited the kinesthetic field as the only 

source of rhythmic sensation.122 McDougall argued that any 

element added to the pureness of a drum tap would weaken 

and impair its effectiveness.123 Perhaps McDougall's state-

ment indicated that there is a point at which sensory stimu-

lation no longer serves the learner or the music. Examination 

of this possibility seems warranted for the instructional 

bases of music duration. 

Among children, as among all people, there are indi-
vidual differences; some learn more easily through 
seeing, others through hearing, and still others 
through touch and movement. These differences should 
be met by a multiple sensory approach that will 
increase chances for successful teaching.124 

Although Mark's statement championing a multi-sensory 

approach seems reasonable, it has no supportive evidence in 

music research. Several questions could be raised which lead 

to the investigation of how a multi-sensory approach influ-

ences music learning; which sense may be the most effective 

120 
W. B. Pillsbury, The Fundamentals of Psvcholocrv 

(New York, 1934) . ~ — 

121 
S. MY e r s' A Textbook of Experimental Psychology 

(New York, 1931) p. 301; H. Ebbinghaus, Grundzuge der Psy-
chologie (Mainz, 1902) -

l 2 p 
2?wald KulPe, Outlines of Psychology (New York. 19 73) . 

p. 389; Titchener, p. 345. 

123McDougall, p. 476. 

124Mark, p. 129. 
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for music learning; whether there is a point at which the use 

of a sense mode for symbolizing sound becomes inefficient in 

music learning; and whether each sense serves a different 

function m music learning. One way of investigating some 

of these questions is to observe the responses of children 

as they are" presented with and, in turn, demonstrate the 

kinesthetic, visual, and lingual modes of sound symbolization. 

The technique of speech rhythm patterns lends itself to 

multi-sensory presentation and demonstration of musical 

sound, and has possibilities as a valuable tool for music 

perception and performance. Therefore, speech rhythm patterns 

seem to be a worthy means for investigating children's multi-

sensory responses to musical sound. 

Summary 

Review of pertinent literature has offered insights into 

the connection of speech and music sound patterns. The sub-

ject of sensory teaching tools in music learning has many yet 

unanswered questions, particularly with regard to using a 

multi-sensory approach. Brief synopses are included here in 

summary of the literature on sensory involvement in music 

learning and speech rhythm patterns as a means for perceiving 

and symbolizing musical sound. 

1. Traditional music notation presents a number of 

obstacles to children's music literacy. Therefore, tech-

niques are needed which simplify musical sound symbols and 



69 

provide efficient ways for children to demonstrate their 

musical perceptions. Kinesthetic, visual, and lingual modes 

provide concrete means for this demonstration. 

2. Studies showed no influence of visual teaching 

tools on music learning. However, the research was not con-

ducted with children, no student-suggested visual symbols 

were explored, and the visual aids were not used as tools for 

music reading. 

3. Kinesthetic teaching tools were found to have sig-

nificant influence on the music learning of fourth grade and 

junior high students. Studies found movement, however, to 

be an activity which has questionable suitability for young 

children as a means for demonstrating musical perceptions. 

4. The lingual mode as a teaching tool for music 

literacy has not been empirically researched. Studies inves-

tigating a broad range of children's abilities found that 

vocal responses of familiar word patterns were the most 

accurate means of reproducing a given musical rhythm pattern. 

There is a need for further research on the lingual mode as 

a means for symbolizing musical sound. 

5. Fardig's research reported that the consequences of 

concentration on and over-emphasis of one particular tech-

nique or sense mode may be lack of student interest and 

impedance of learning. This conclusion would imply a need for 

a variety of engaging activities for student participation 

and spontaneity in investigative research. 
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6. The rhythmic sound patterns created by pitch, 

intensity, and duration are common to both speech and music. 

Speech, and historically the poetic foot, is made up of 

small units of generally one to four sounds grouped around 

a prominent, stressed syllable. 

7. Stress is perhaps the most significant determiner 

of speech and music rhythm patterns. Speech and music 

research indicates stress is also perhaps the most easily 

perceived aspect of sound patterns. 

8. Speech rhythm patterns, the rhythmic unit grouping 

of stressed and unstressed sounds, have been applied to 

rhythm reading and music analysis, but not to music instruc-

tion as ways for children to perceive and demonstrate sound 

patterns. 

9. Speech rhythm patterns as a technique most often 

studied within a song context combines the elements of 

rhythm and tone. Research tends to support this combination 

for most accurate musical response. 

10. Intonation grouping, such as that created by speech 

and music patterns, may be at the very base of information 

processing, retention, and recall. Research supports an 

approach to learning which employs patterning as a means for 

organization. Speech rhythm patterns could provide this 

means in music instruction. 

11. The visual, kinesthetic, and lingual sense modes 

provide categories of teaching tools which make sound concrete 
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for children. Although the combination of these sense modes 

is a common procedure in music classes, no research is 

available which investigated the multi-sensory approach to 

music instruction. 

12. The instructional system Education Through Music 

applies speech rhythm patterns in music instruction for 

children; it uses multi-sensory teaching tools for practicing 

the technique; and it aims the multi-sensory sound symbols 

to music reading experiences. 

Research is needed which (a) examines children's responses 

in symbolizing musical sound through kinesthetic, visual, and 

lingual teaching tools, and (b) compares the accuracy, fre-

quency , and functions with which the senses are used. 



CHAPTER III 

METHODOLOGY 

The purpose of this study was to investigate multi-

sensory responses of children to symbolizing musical sound 

through speech rhythm patterns. The problems were (1) to 

determine children's responses to speech rhythm patterns 

according to the differential sensory modes used; (2) to 

determine children's responses to speech rhythm patterns by 

age, and (3) to compare children's responses to speech rhythm 

patterns by age and sensory modes. 

order to test the feasibility of the study and to 

develop an appropriate evaluation form for carrying out the 

research problems, a pilot study was conducted at a private 

school in Dallas, Texas, in May, 1980. 

Pilot Study 

Six students from grade two were selected by the 

principal and classroom teacher to participate in the pilot 

study. No specifications about ability, behavior, or train-

ing were requested by the researcher. Three girls and three 

boys ranging in age from 7 years 8 months to 8 years 10 

months met each day for five days for the music sessions. 

Each of the five forty-five-minute lessons taught by 

the researcher was structured to be progressive in its 

72 
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presentation of speech rhythm patterns and modal symboliza-

tion by means of singing games. (See Appendix C.) 

The chosen patterns were introduced and practiced through 

varied repetitions. The children were asked to move to their 

names, find other words which had the same pattern as their 

names and draw a symbol for the sound pattern of their names. 

The teaching techniques were taken from Education Through 

Music and are described in their general context in Appendix 

A. 

In addition to comparing similarities and differences of 

the stress patterns with the names of students in the group, 

four additional patterns were selected for identification 

and sensory symbolization—SEVenty; eLEVen; twenty—ONE; 

twenty-SEVen. (See Appendix B.) For example, the song, "Oh, 

Here We Are Together" was used as a beginning name game and 

later for focus on the word "together" (eLEVen). Symboliza-

tion activities included moving to, finding another word for, 

and making a graphic for the sound pattern of the word. The 

check" for each idea was to sing the song and see if the 

chosen movement, word, or visual pattern fit into the song 

the same way as did "together." 

In order to measure the ease with which children devel-

oped their own sensory symbols or accepted those of the 

teacher, the teacher's responses in visual, kinesthetic, and 

lingual symbolization were always the same. The teacher's 

kinesthetic responses were CLAP—fist movements; lingual 
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responses were "number" words; and visual responses were the 

neumes ( g| ,p~[ ) . (See Appendix B.) 

No attempt was made to get an equal number of responses 

from each student nor was any student required to contribute 

any particular response. Emphasis was placed more on spon-

taneous, uninhibited responses of the students rather than 

on "standardizing" or channeling their responses into any set 

form. 

During the sessions, an observer attempted to record 

each sensory response of each child to the speech rhythm pat-

terns. Each lesson was audio-cassette recorded to provide a 

review of the session for the researcher to discuss responses 

and proper coding with the observer/ who was a senior music 

education major at North Texas State University. The 

researcher trained the observer prior to the pilot project in 

recognizing the speech rhythm patterns that were presented in 

the lessons and the categories of sense responses for the 

children. 

An observation form was developed that allowed the 

observer to record tallies of the types and frequencies of 

each child's visual, kinesthetic, and lingual responses to 

the speech rhythm patterns. (See Appendix D.) Category 

definitions were determined prior to the observation which 

delineated the response classifications. 

The category of visual response denoted a graphic draw-

ing of a symbol which, according to the child, represented a 
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speech rhythm pattern. Kinesthetic response was specified as 

any movement intentionally made to represent a given speech 

rhythm pattern. An aural response designated the recognition 

of a speech rhythm pattern without the child's symbolizing 

it. The aural category was intended to allow for responses 

in which the child might say "there it is" when asked to find 

a given pattern within an unfamiliar song context. The 

lingual category was broken into sub-categories of "numbers," 

nonsense, name," and "other." These sub-categories were 

an attempt to classify the means by which the students verbally 

identified a recognized pattern. Student responses were 

classified as (a) "numbers" if a number (Seventy) was used; 

(b) "nonsense" if nonsense words or syllables were used, (c) 

"name" if a person's name was used; and (d) "other" if 

familiar words were used to symbolize a speech rhythm pattern. 

Further divisions into "R" (representative) and "NR" 

(non-representative) were provided for each sense category in 

order to record the accuracy with which students responded. 

Correct responses were coded as "R," incorrect as "NR." 

For the last session with the children, six examples 

were prepared which set the speech rhythm patterns which were 

studied during the week to simple melodic rhythms. Each item 

was played on resonator bells, repeated twice and presented 

to the students by a tape recording. 
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Fig. 6—Score for Pilot Study Tape 
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The children were instructed to listen to each melody 

and decide which of the patterns written on the board they 

heard best in each item. The words with which each pattern 

was originally presented in a song appeared on the blackboard. 

(A. Punchinella, B. From the zoo, C. Clickety, D. Together.) 

Results of the Pilot Study 

The brevity of the study caused the researcher to choose 

only four speech rhythm patterns for specific identification, 

although others were recognized incidentally as part of the 

lessons. The limited time span also required much more focus 

on one area (speech rhythm patterns) than would be probable 

in a regular music classroom setting. Therefore, the stu-

dents had a certain amount of predictability in their lis-

tening and knew that most responses called for the identification 

of a speech rhythm pattern. The main study would need to 

avoid the pressure of not being able to deviate from the 

materials specifically intended for the study investigation. 

Teacher-suggested sensory symbols were tried but not 

always preferred by the students. Especially in the visual 

representation of sound, the neumes were seldom used, and the 

students1 explanations of their symbols often showed more 

understanding of the constituents of the sound pattern than 

did the symbol itself. This indicated to the researcher that 

the teacher-suggested symbols were not always immediately 

understood and utilized by the students, and, therefore, were 
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not necessarily desirable instruments for the students' 

demonstrations of their musical perceptions. 

Due to a misunderstanding in the first exposure of the 

clap-fist hand motions (Appendix B), these were seldom used 

appropriately as a kinesthetic symbol that showed the stressed 

and unstressed sounds. The lingual label most used by the 

students were the words of the song in which the pattern was 

first discovered. Although the students' names were also 

frequently used to identify a pattern, the song context 

seemed to provide a structure for examining the pattern which 

worked well for the students. Nonsense syllables were sel-

dom used. The limited time of the study did not provide a 

setting for investigating the efficiency with which children 

use the number and month labels for speech rhythm patterns. 

(See Appendix B.) 

In addition to symbolizing sound through speech rhythm 

patterns either correctly or incorrectly, it was found that 

students would distort a familiar word in order to make it 

fit a pattern: 

Pattern Student Word Distorted Pronunciation 
PunchiNELLa library li-a-BRAR-y 

Although this response was not altogether accurate discrimi-

nation, it did reflect an understanding of the sound pattern 

structure. It was determined by the researcher that this 

type of response could not be ignored in light of the pro-

gression of understanding speech patterns. Allowance should 
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be made for categorizing this type of response for the main 

study. 

Direct observation was found to be unsatisfactory as a 

procedure for recording student responses. The observer and 

the researcher agreed that the problems of tallying responses 

for each child when several children frequently responded 

simultaneously needed solutions; and, as an aid for reviewing 

the lesson, the audio recordings were lacking in the ability 

to record the kinesthetic and visual response modes of the 

students. Thus, valuable information in the investigation 

of sensory responses to symbolizing sound was lost in the 

simplicity of reporting them in tally form and through direct 

observation. It became obvious to the researcher that the 

analysis of video-tapes of all lessons would yield more 

detailed and valid results. 

Student responses to the exercise with instrumental 

music were influenced by the limited number of preparatory 

lessons; the brevity of instruction time for the exercise; 

the unfamiliarity with the activity and answering procedure; 

and the anxiety communicated when the students interpreted 

the exercise as a test. The students' responses were 

averaged and 48 percent of the answers were correct. Two 

students were correct on six of the nine answers on the 

exercise (67 percent). Activities intending to investigate 

whether or not the children heard speech rhythm patterns in purely 
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instrumental music seemed a valid and worthwhile outgrowth of 

work with this technique. 

As a result of the pilot study, the following procedures 

were decided upon for the main study: 

1. Sufficient time had to be allotted in the lessons 

for activities peripheral to the research purpose in order 

to keep the interest and motivation of the students. 

2. Singing games seemed to provide a desirable setting 

for the students and teacher in working with speech rhythm 

patterns. Therefore, the song-games and teaching strategies 

for speech rhythm patterns published in Education Through 

Music texts were considered a viable resource for the main 

study.1 

3. Video-tape recordings of each lesson would have to 

be used to offer more efficient interpretation and coding of 

student responses. 

4. Because the nature of the study required spontaneous, 

overt, oral responses, the size of the groups would have to 

be limited to six children. This size was also considered 

compatible with a stationary camera setting for video-taping 

all activities. 

5. Three different age levels of children would be needed 

to provide comparative data for analyzing sensory responses. 

•'•Mary Helen Richards, Aesthetic Foundations for Thinking— 
Part One (Portola Valley, California, 1977). 
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Therefore, five-, seven-, and nine-year-old children would be 

requested for observation. These age levels would be in line 

with research findings that indicated a leveling-off in 

growth every two years. Differences in learning patterns 

were expected for these ages and groups of children. 

6. A revised observation form was needed. The aural 

category could be deleted; allowance would have to be made 

for teacher- and child-suggested classification of each 

response; and three levels of accuracy needed to be provided 

for accurate, somewhat accurate, and inaccurate responses. 

7. Two observers would have to be used for coding the 

student responses. As a result of discussions with the pilot 

study observer, the researcher determined that student 

responses could most easily be interpreted and coded when 

accompanied by the knowledge of the classroom setting and 

the children's individual behaviors. In the main study, 

therefore, the researcher would serve as one of the two 

observers. 

All results supported this researcher's notion that it was 

feasible and viable to observe in detail and systematically 

the sensory responses of children to symbolizing musical 

sound through speech rhythm patterns. 

Robert Petzold, "Auditory Perception of Musical Sounds 
by Children in the First Six Grades," Cooperative Research 
Project, University of Wisconsin, Madison, Wisconsin, 1966, 
p. 53. 
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Main Study 

Over a period of four weeks, six students each of ages 

five, seven, and nine received daily thirty minute lessons 

that dealt with work on speech rhythm patterns. Of the 

eighteen children participating in the study, there were 

three boys and three girls in each of the three groups. The 

mean age was five years four months (five-year-olds); six 

years nine months (seven-year-olds); and eight years nine 

months (nine-year-olds) for each group. 

Selection of students to participate in the study fol-

lowed three steps. First, the writer explained the study and 

the time frame to the cooperating principals at a private 

school in Dallas, Texas. With the administrators' approval, 

a letter was written and distributed to parents of all five-

year-olds, first grade and third grade students to ask per-

mission for their child to participate in the project. The 

school principals then screened the returned permission slips 

and selected six students from each age group to participate 

in the month-long study. 

No special requests were made by the researcher regard-

ing the achievement, social, or academic standing of the 

children. No attempt was made during the study to determine 

on what basis the children had been chosen. After the study 

was completed, the principals were questioned as to why the 

particular students had been selected. Both principals 
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stated their selection stemmed from personal reasons unrelated 

to academic or musical accomplishments. 

Daily lessons consisted of song-experience-games similar 

to those of the pilot study. (See Appendix C.) They were 

planned for the active participation and enjoyment of the 

students, and focused on introduction, practice, and explora-

tion of the speech rhythm pattern symbolizations. Through 

the song-games, students offered movement, visual, and lingual 

ideas for symbolizing speech rhythm patterns. The researcher 

taught all lessons, and each lesson was video-taped. 

A log book of lesson plans and symbolization tasks was 

kept by the researcher throughout the study. For the sake 

of student interest and lesson variety, not all activities 

dealt with exploring speech rhythm patterns; rather, an average 

of approximately seventeen to twenty-five minutes of the 

thirty-minute lessons were focused on this technique. 

Although planned into the lesson and video-taped to avoid 

disruption of the flow of activities, the remainder of 

activities were not intended to directly contribute to the 

purpose of this study. 

The nature of the activities presented to the three age 

groups over all lessons included a variety of thirty dif-

ferent sensory tasks. (See Table I.) The tasks were pre-

sented to the students in various song-game activities and 
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TABLE I 

SENSORY TASKS 

Requested 
Response 

Presentation 
Mode 

Description 

Kinesthetic Tasks 

Kns Ls Clap or make a motion for the syllable pattern 
of a given word. 

Kns LnsLs Clap or make a motion for the syllable pat-
tern of a given word accompanied by movement. 

Kns Ai 
Clap or make a motion for a selected pattern 
in non-lingual (instrumental) music. 

Ks VSp Clap or make a motion for the stress pattern 

of a prepared visual symbol. 

Ks Ks Ls Clap or make a motion for the stress pattern 

of a given word accompanied by stressed move-

ment. 

Ks Ks Vsp Clap or make a motion for the stress pattern 

of a prepared visual symbol and stressed 

movement. 

Ks Vs P
Ls 

Clap or make a motion for the stress pattern 

of a prepared visual symbol and a representa-

tive word. 

Ks Vsp Ls Clap or point to the stress pattern and iden-

tify the prepared visual symbol for a given 

word. 

K L 
s s 

V 
sp 

Clap or make a motion for the stress pattern 
of a word chosen to match a given prepared 
visual symbol. 

Visual Tasks 

vns Ls 
Draw a symbol to represent the syllable pat-
tern of a given word. 

vs Ls Draw a symbol to represent the stress pattern 
of a given word. 

Vns Ks Ls 
Draw a symbol to represent the syllable pat-
tern of a given word accompanied by movement. 
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TABLE I—Continued 

Requested 

Response 

Presentation 

Mode 
Description 

VS Ai Draw a symbol to represent the stress pattern 
of a non-lingual (instrumental) musical 
selection. 

Vs ^ SK S Draw a symbol to represent the stress pattern 
of a given word and accompanying stressed 
movement. 

Vsp Ls Identify a prepared visual stress pattern 
symbol which fits a given word. 

vsp *sLs Identify a prepared visual stress pattern 
symbol which fits the stress pattern of a 
given word and accompanying stressed movement. 

VSp Identify a prepared visual stress pattern 
symbol which fits the stress pattern of a 
non-lingual (instrumental) musical selection. 

Lingual Tasks 

L S Say a word which fits a given movement stress 

pattern. 

Ls Vsp 
Say a word which fits a prepared visual 

symbol. 

Lns Ls Say a word which fits the syllable pattern of 
a given word. 

Ls Ls Say a word whose stress pattern fits the stress 

pattern of a given word. 

L s Ks Ls Say a word which fits the stress pattern of a 
given word accompanied by stressed movement. 

L s vsp Say a word whose stress pattern fits a given 
visual symbol. 

Ls Ks Ls 
Say a word whose stress pattern fits the stress 
pattern of a given word accompanied by a 
stressed movement. 

Ls VspKs Say a word whose stress pattern fits the stress 
pattern of a given visual symbol accompanied 
by a stressed movement. 



86 

TABLE I—Continued 

Requested 
Response 

Presentation 
Mode 

Description 

Ls VSpLS Say a word whose stress pattern fits the stress 
pattern of a given visual symbol accompanied 
by a representative word. 

Ls Ai Say a word whose stress pattern fits the 
selected stress pattern of a non-lingual 
(instrumental) musical selection. 

Reading Tasks 

KsvspLs VspLs Say/sing a word and follow the prepared visual 
symbol for a given word. 

KsvspLs vsp Say/sing a word and follow a prepared visual 
symbol. 

KsVspLs As Say/sing a word and follow a prepared visual 
symbol while the song in which the word occurs 
is being sung. 

provided for a variety of multi-sensory responses to speech 

rhythm patterns. Category definitions for the various tasks 

appear in Figure 7. 

K 
Kc 
v: 
vs 
V, 

ns 

ns 

sp 
Jns 

Ai 
R 

kinesthetic nonstress 
kinesthetic stress 
visual nonstress 
visual stress 
visual stress, prepared symbol (neumes) 
lingual nonstress 
lingual stress 
aural song 
aural instrumental 
multi sensory/reading 

Fig. 7—Key for Abbreviations 
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In line with the researcher's intent to observe "what 

the children can do" rather than "what they can be taught to 

do," the role of the teacher was not as much instructional as 

catalytic. Guided instruction occurred to familiarize the 

students with the technique of speech rhythm patterns and to 

monitor incorrect answers. 

Each lesson was held in the library of the school with a 

Sony one-half-inch cassette VHS player available for the 

video-taping. No mention was made to the students about the 

video-tape machine. Although some noticed it, the presence 

of the camera had no apparent effect on the students' behavior 

and responses. 

The seven- and nine-year-old students had been offered 

bi-weekly music classes in the school curriculum from the 

time they were five years old. Therefore, it must be recog-

nized that some prior training in symbolizing musical sound 

may have existed for these two age groups, while the five-

year-olds were just beginning their school music education. 

Procedure for Observation and Collection of Data 

Two formats were used in collecting the data for the 

study. The first was a quantitative analysis of children's 

responses, and the second was a qualitative interpretation. 

The two approaches will be discussed in that order. 
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Quantitative analysis•—The video tapes of the lessons 

were viewed many times prior to the actual assessment in 

order to determine which activities were points for focus 

and evaluation. The log book of lesson plans maintained 

throughout the study also became the record of video-tapes 

and lesson segments for evaluation. 

The two observers assessing and coding students' 

responses proceeded with the following sequence: 

1. Identify and label task by presentation mode 
and requested response mode 

2. Identify and code sense mode of response 

a. kinesthetic 
b. visual 
c. lingual 

(1) names 
(2) numbers 
(3) nonsense 
(4) familiar words 

3. Identify and code accuracy of response 
a. category 1—accurate 
b. category 2—somewhat accurate 
c. category 3—inaccurate 

4. Identify and code initiation of response 
a. child-suggested 
b. teacher-suggested 

Fig. 8—Sequence for Evaluating Responses 

The criteria for assessing the responses and following 

the observation sequence appear in Figure 9. 
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1. Task Identification—label the presentation mode 
and the requested response sense mode (K,V,L). 
Further specify task by the sub-characters 
indicating stress or nonstress, song or instru-
mental . 

2. Sense Mode Identification 

a. Kinesthetic—responses which involved move-
ment such as clapping, stamping, etc. 
intended specifically to represent a speech 
rhythm pattern. 

b. Visual—responses which involved drawing, 
selecting or reading a graphic symbol 
intended to represent a speech rhythm 
pattern. 

3. Accuracy Identification 

a. Category 1—responses which had the correct 
number of syllables and the correct stress 
(if the stress pattern was requested) to 
match a given pattern. 

b. Category 2—responses which had the correct 
number of syllables, but incorrect stress 
pattern. And, in the case of the lingual 
mode, responses which distorted a familiar 
word in order to have it accurately match a 
given pattern. 

c. Category 3—responses which had the incorrect 
number of syllables for matching a given 
pattern. 

4. Initiation Identification 

a. Child-suggested—responses made by the 
children which were not in imitation of or 
suggested by the teacher. 

b. Teacher-suggested—responses which were pre-
sented to the students by the teacher. 

Fig. 9--Criteria for Assessing Responses 
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The revised Student Response Assessment Form (Appendix E) 

was used by the observers to code the responses for each 

lesson according to the task label. A separate form was 

used for each task designation. Therefore, each form for the 

study was identified by the task description, grade level, 

lesson number, and date of the session. 

Each child's responses which were intended to represent 

a speech rhythm pattern were coded. Because the nature of 

the speech rhythm pattern technique is based upon the use of 

speech, speech accompanied nearly every visual and kinesthetic 

response. Therefore, it was necessary to code only lingual 

responses which were intended to match, not merely repeat, 

a given pattern. Lingual responses which occurred as part of 

the song or in imitation of a word to be represented kines-

thetically, visually, or lingually were not coded. 

It was impossible in the setting of this study for the 

observers to determine how often a child actually said the 

word in connection with the speech rhythm pattern. Also, 

inner-hearing or audiation of a word as a valid and useful 

tool could not be overlooked as a covert lingual response. 

Because this learning strategy (inner-hearing) is not overt 

and observable, however, the raters found it necessary to 

limit the coding of all lingual responses to only those which 

were intended to match a given word pattern. 

Double responses did occur, were treated as separate 

responses to the same task, and were double-coded. For 
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example, the presentation mode may have been lingual stress 

(Ls) and the response requested was Ls. This task required 

matching a given word with a word having a similar stress 

pattern. Occasionally, the students accompanied their 

lingual response or examined the given word by using a 

kinesthetic tool. Those kinesthetic responses were coded in 

addition to the lingual response on the same task form. From 

this approach of double-coding, it was possible to determine 

to what extent one sense mode was used as a tool for 

responding in another mode. 

Other tasks which required double- and triple-coding 

were those related specifically to reading a prepared visual 

name symbol. (See Appendix B.) Reading was defined as a 

multi-sensory experience in this study because it required 

the use of visual neumes as the guide, tapping the squares 

of the name, and saying or singing the speech rhythm pattern. 

The observers found it impossible to tell which sense if any 

was the motivating force for coordinating all three into 

reading. Therefore, the reading activities were treated as 

multi-sensory responses and coded as such; a tally was coded 

in each sense with which the children read the symbol 

(usually all three senses). 

If a child correctly identified and followed a neume by 

touching and saying or singing the pattern, he or she was 

given a tally in Category 1 for each the kinesthetic stress, 

visual prepared symbol, and lingual stress modes as 
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teacher-suggested responses. If a child was correct in 

identifying the neume and saying the word, but incorrect at 

following kinesthetically, this response was coded as: 

visual prepared symbol—Category 1 (accurate); lingual 

stress—Category 1 (accurate); and kinesthetic stress— 

Category 3 (inaccurate). 

Every attempt was made by the two observers to record 

each response of each child according to the preceding sets 

of guidelines. In order to verify the consistency with 

which the two observers followed these guidelines, observer 

stability was established. Three weeks after the coding of 

all video-taped lessons, ten randomly chosen lessons were 

analyzed a second time in order to determine rater stability. 

The Scott coefficient of consistency indicated "good agree-

ment" (.79) between the two sets of assessments. 

Qualitative Analysis.—A qualitative interpretation of 

the data was found to be a valid and needed part of the total 

investigation because some student responses could not be 

properly assessed by the Student Response Assessment Form 

alone. The qualitative report was gathered from transcripts 

of the video-tapes. The kinesthetic, visual, and verbal 

interactions among the students and between the students 

and the teacher were recorded in script form to report key 

segments of the study for interpretation and discussion. 
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Lingual responses were transcribed verbatim, while kines-

thetic responses were represented in order to denote the 

stress pattern and type of movement with which the response 

was made. The visual responses were reproduced along with 

the tests of the students' accompanying explanations. 

Treatment of the Data 

The quantitative compilation of the study results was 

collected from the Student Response Assessment Forms. 

Responses for the study were totaled within categories of age, 

child, sense mode, task, accuracy, and initiation (teacher-

or child-suggested responses). Percentage distributions were 

then computed for the following classifications: 

I. Total Responses of All Children in Percent 
A. Sense Mode 
B. Task 
C. Accuracy 
D. Initiation 

II. Sense Mode Responses of All Children in Percent 
A. Task 
B. Accuracy 
C. Initiation 

III. Age Responses of All Children in Percent 
A. Sense Mode 
B. Task 
C. Accuracy 
D. Accuracy and Sense Mode 
E. Initiation 
F. Initiation and Sense Mode 

IV. Task Responses of All Children in Percent 
A. Accuracy 
B. Accuracy and Age 
C. Initiation 
D. Initiation and Age 

Fig. 10—Percentage Classifications of All Children 
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Results were also compiled for reporting profiles for 

each child according to the following classifications. 

I. Total Responses per Child in Percent 
A. Sense Mode 
B. Task 
C. Accuracy 
D. Initiation 

II. Sense Mode Responses per Child in Percent 
A. Task 
B. Accuracy 
C. Initiation 

III. Task Responses per Child in Percent 
A. Accuracy 
B. Initiation 

Fig. 11—Percentage Classifications Per Child 

In addition to the preceding guidelines for calculating 

and reporting student responses, three further analyses were 

conducted. First, a percentage comparison was made between 

the frequency with which students responded in a particular 

sense mode and the frequency with which that same sense mode 

was requested through the task. These percentages were com-

puted by dividing the number of observed responses in each 

sense by the total number of observed responses. Likewise, 

the number of responses requested in each sense was divided 

by the total number of responses requested through the tasks. 

By reporting these comparisons of observed and requested 

responses by age and sense mode, the researcher intended to 

evidence the extent to which students used various suggested 

sense modes as learning tools. 
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Secondly, the researcher was interested in finding to 

what extent a sense mode was used as a tool for solving a 

problem in another mode. These results were determined by 

compiling the mode, frequency, and accuracy of responses 

which were offered by the children in a sense mode other than 

the one requested through the task. Also, the frequency with 

which the teacher used a particular sense mode as a task 

presentation mode was determined. Reporting comparative 

frequencies in task presentation modes could provide evi-

dence of balanced or unbalanced sensory mode presentation in 

the study. The chi square formula for one sample 

was used to determine statistically significant differences 

between percentages in response categories. 

In the qualitative interpretation of the data, each 

segment of the study selected for the transcript presentation 

was accompanied by a brief discussion and subjective analysis 

of student responses. By discussing the students' responses 

in the context of the lesson activities, the researcher 

intended to substantiate the quantitative results and point 

out the unique responses and response approaches of indi-

vidual children. 

By quantitatively and qualitatively analyzing children's 

multi-sensory responses to sound symbolization, profiles were 

offered which would provide insights into child learning. It 

was also hoped that objective and subjective comparisons 

between ages, children, sensory tasks, and accuracy would aid 
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in suggesting further research. This research would focus on 

the processes by which children of different ages approach 

the learning of sound symbolization and music reading. 



CHAPTER IV 

RESULTS OF THE STUDY 

The purpose of this study was to investigate multi-

sensory responses of children to symbolizing musical sound 

through speech rhythm patterns. The research problems were 

1. to identify children's responses to speech rhythm 

patterns according to the differential sensory modes used, 

2. to determine children's responses to speech rhythm 

patterns by age, and 

3. to compare children's responses to speech rhythm 

patterns by age and sensory modes. 

Both quantitative and qualitative analyses were conducted 

to investigate the research problems. First, the results of 

the quantitative analysis will be presented separately for 

all three groups and each individual child. Then follows the 

qualitative analysis as well as a summary of all results. 

Quantitative Analysis 

Group Analysis 

For the quantitative analysis, all children's speech 

rhythm pattern responses, as observed and classified by the 

raters, were converted into percentages according to (1) the 

three age groups; (2) the frequency of presentation modes by 

97 
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the teacher; (3) the frequency of requested response modes; 

(4) the frequency of observed response modes; (5) the 

accuracy level of all responses; (6) the accuracy of sense 

mode responses; and (7) the accuracy of responses to a par-

ticular task. All percentage comparisons were conducted by 

chi square computations for one sample in order to determine 

whether a statistically significant difference existed between 

the frequencies. Differences were compared between frequency 

percentages and accuracy percentages according to age, sense 

mode, and tasks. The critical value was set at the .05 level 

of significance. 

In order to conduct a valid comparison of the nature of 

all responses, they were, first of all, analyzed in relation-

ship to the frequency by which the teacher either presented 

a particular task or requested its use as a response. This 

information was then compared to the frequency of observed 

responses. Table II shows this relationship of presented, 

requested, and observed sense modes separately for the three 

age groups. 

From the table one can see that, with regard to all age 

groups, the various modes differed significantly in the 

frequency by which each of them was presented, requested, and 

actually observed. When looking at the relationship of 

observed to presented and requested sense modes for each age, 
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one finds that the five-year-olds did not differ in the fre-

quency of their kinesthetic responses from those that were 

requested and presented. They differed significantly in 

their use of visual and lingual mode responses. The teacher 

presented and requested these modes (visual and lingual) 

significantly more frequently than the children made use of 

them. 

In the case of the seven-year-olds, presented, requested, 

and observed modes differed significantly in the kinesthetic 

and lingual categories. The children offered significantly 

more kinesthetic responses than were either presented to or 

requested from them. They responded significantly fewer 

times in the lingual mode when compared to the frequency of 

lingual presentations and lingual response requests. 

For the nine-year-olds, similar results were obtained as 

for the seven-year-olds. The differences between presented, 

requested, and observed modes were significant with regard to 

the kinesthetic and the lingual categories. Most frequently 

presented was the lingual mode, but the kinesthetic response 

was most frequently observed. 

To summarize the results presented in Table II, the 

lingual mode was most often presented to and requested from 

all three age groups in the study. Kinesthetic responses 

were most frequently used by all ages. The five-year-olds 

were the only group which did not use the kinesthetic mode 

significantly more frequently than it was requested. 
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Table III further delineates the percentage difference 

between requested responses and observed responses according 

to age and task. Each task is classified within a sense 

mode by the stress or nonstress nature of the response. Non-

stress tasks meant that the correct number of syllables for 

the pattern was accepted as an accurate response. In stress 

tasks emphasis was placed on performing or identifying the 

stress relationships of the pattern. Except for the visual 

prepared symbol task, all tasks represented the students' 

own symbolization of a pattern through a sense mode. In the 

visual prepared symbol task, the symbol (neumes) was pre-

pared by the teacher (Appendix B) and the students were only 

asked to identify it, not make a symbol for the sound them-

selves . 

It can be seen from Table III that kinesthetic and visual 

stress tasks were not requested from the five-year-olds. 

However, more kinesthetic nonstress and reading task responses 

were observed for them than had been requested. From the 

seven-year-olds, most requested responses were lingual stress 

tasks, however, most observed responses were in the kines-

thetic nonstress category. Only the reading, kinesthetic 

nonstress, and kinesthetic stress tasks resulted in a higher 

frequency of observed than requested responses. For the 

nine-year-olds, the majority of requested as well as observed 

responses occurred in the lingual stress tasks. Only the 

kinesthetic nonstress, kinesthetic stress, visual stress, 
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and reading tasks resulted in more observed than requested 

responses. Altogether, the nine-year-olds were requested to 

respond through a higher percentage of stress than nonstress 

tasks in all sense modes. 

An overall comparison in requested and observed responses 

among ages found the kinesthetic mode to be more frequently 

observed than was requested. Lingual stress tasks were 

requested more frequently than any others for the seven- and 

nine-year-olds. The five-year-olds were requested to respond 

with stress tasks much less frequently than the seven- and 

nine-year-olds. 

Some of the observed responses in each sense mode were 

offered as additional responses to those requested. For 

example, a lingual mode may have been requested, but students 

occasionally responded with a lingual and a kinesthetic 

symbolization. This phenomenon was double-coded in the 

lesson analysis in order to show to what extent one sense 

mode was used for solving a problem in another mode. Table 

IV reports the results of categorizing the observed responses 

reported in Table II into percentages of the primary mode 

(requested in the task) and secondary mode (offered in 

addition to the task response mode). Because the total of 

percents in primary and secondary modes equal 100 percent, 

only the secondary mode responses are reported. 
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TABLE IV 

OBSERVED RESPONSES ACCORDING TO USE AS 
SECONDARY MODE IN PERCENT 

Sense Mode 
Use as Secondary Mode 

Sense Mode 
Age 5 Age 7 Age 9 

Kinesthetic 8 30 1 

Visual 0 3 13 

Lingual 1 0 4 

For all ages, the percentage of sense responses used as 

a secondary mode was minimal, except for the seven-year-olds1 

use of the kinesthetic mode. Almost half of all kinesthetic 

responses by the seven-year-olds were made as a supplement to 

the requested response mode. 

In each of the preceding tables frequency percentages 

were offered for analysis of sense modes used in the study. 

In addition to the frequency of sense responses, accuracy 

was a major point of focus in exploring multi-sensory responses 

to speech rhythm patterns. Students' frequency of sense 

mode responses (regardless of accuracy) and accuracy of 

responses (regardless of sense mode), are reported as per-

centages in Table V. Accuracy level classifies the responses 

as (1) accurate, (2) somewhat accurate, or (3) inaccurate. 
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TABLE V 

SENSE MODE FREQUENCY AND ACCURACY LEVEL IN PERCENT 
ACCORDING TO AGE 

Age 
Sense Mode Frequency Accuracy Level 

Age 
Kinesthetic Visual Lingual 1 2 3 

5 61 12 27 61 3 36 

7 67 10 23 81 7 12 

9 49 16 35 73 17 10 

X2 2.84 
p<. 3 

1.47 
p<. 5 

2.64 
p<. 3 

2.83 
P<. 3 

11.55 
p<.01 

21.69 
p<.001 

The frequency with which each age group responded in the 

kinesthetic, visual, and lingual modes differed. Each age, 

however, responded with similar frequency within each sense 

mode. All three ages responded most frequently in the kines-

thetic mode, least frequently in the visual mode. 

Each age group was more accurate than inaccurate and 

differed according to age in the "somewhat accurate" and 

"inaccurate" categories. The five-year-olds were the most 

inaccurate group, and the nine-year-olds had more responses 

in Category 2 than the younger children. From the table, 

the seven-year-olds appear to be the most frequently accurate 

group. 

To compare the accuracy with which each age responded to 

the sense modes and specific tasks, Table VI is presented. 
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Each percentage reflects only the accurate (Category 1) 

responses. Also reported are the significance of differences 

according to age, sense mode accuracy, and task accuracy. 

Only the five-year-old group showed significant dif-

ferences in accuracy among the sense modes; they were most 

frequently accurate in the lingual mode. The seven- and 

nine-year-olds were more frequently accurate in the kines-

thetic than other sense modes. Significant differences in 

accuracy existed between ages in the kinesthetic mode and 

the visual mode. Only slight differences were found among 

the five-, seven-, and nine-year-olds' accuracy in the 

lingual mode. The seven-year-olds had the highest percentage 

of accurate responses in each sense mode category. 

Each age group showed differences in the accuracy with 

which they performed specific tasks. The five- and seven-

year-olds were most frequently accurate in the reading task, 

and the nine-year-olds showed the highest percentage of 

accuracy in the visual nonstress and visual prepared symbol 

tasks. Therefore, the two younger groups seemed to perform 

the multi-sensory responses of the reading task most 

accurately, while drawing the syllable pattern of a word and 

identifying a prepared stress pattern symbol were most fre-

quently accurate tasks for the nine-year-olds. 

The accuracy of the kinesthetic nonstress and visual 

nonstress tasks showed differences between the age groups. 

Although the nine-year-olds were only 36 percent accurate in 
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the visual stress task, the seven-year-olds were less fre-

quently accurate in this same task. The three ages were 

most similar in their accuracy for the lingual nonstress, 

lingual stress, and reading tasks. Therefore, the lingual 

mode and the multi-sensory reading tasks showed less evidence 

of age differences according to the accuracy with which the 

children responded. Conversely, the kinesthetic nonstress 

and visual nonstress tasks showed obvious age level differences 

in accuracy of speech rhythm pattern symbolization. 

Summary.--As a summary of the group analysis for multi-

sensory responses in this study, the results will be con-

densed according to the seven points of focus listed at the 

beginning of this section (pp. 97-98). First, the lingual 

mode was most frequently presented to and requested from all 

three age groups. The kinesthetic mode was the most fre-

quently used by each age, and the seven- and nine-year-olds 

responded in the kinesthetic mode more frequently than they 

were requested to do. Few stress tasks were requested from 

the five-year-olds, and these were in the lingual mode. 

Almost half of the seven-year-olds 1 observed kinesthetic 

responses were responses used as a tool for aiding another 

sense mode. 

With regard to accuracy, each age was more frequently 

accurate than inaccurate in their responses. The seven-

and nine-year-olds were not more frequently accurate in any 

one mode; however, the five-year-olds showed a significantly 
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higher percentage of accurate responses in the lingual mode. 

The multi-sensory reading task showed the highest percent of 

accurate responses for the five- and seven-year-olds, while 

the nine-year-olds were most frequently accurate in the 

visual nonstress and visual prepared tasks. The accuracy 

percentage between the three age groups was most similar in 

the lingual nonstress, lingual stress, and reading tasks, 

and least similar in the kinesthetic nonstress and visual 

nonstress tasks. 

Analysis of Individual Children 

In order to further investigate the results of the group 

analysis, individual profiles were compiled for each child 

according to (1) age group; (2) frequency of sense mode 

responses; (3) accuracy level of all responses; (4) accuracy 

of sense mode responses; and (5) accuracy of responses to a 

particular task. The following presentations of individual 

responses are intended to enhance and further explain the 

results of the group analysis. 

For the five-year-old children, the frequency of sense 

mode responses and the accuracy level of all responses are 

presented in Table VII. As shown in this table each child 

responded most frequently in the kinesthetic mode. The chil-

dren in the five-year-old group were alike in the frequency 

with which they responded in each mode. Accuracy levels 
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TABLE VII 

SENSE MODE FREQUENCY AND ACCURACY LEVEL IN PERCENT 
FOR FIVE-YEAR-OLDS (N=6) 

Child 
Sense Mode Frequency Accuracy Level 

Child 
Kinesthetic Visual Lingual 1 2 3 

1 70 8 22 62 2 37 

2 72 9 19 56 1 43 

3 59 12 29 71 0 29 

4 64 11 25 63 8 29 

5 55 15 30 33 8 59 

6 52 12 36 69 0 31 

x2 5.24 
P<.1 

2.75 
p<. 3 

6.97 
P<.3 

17 
p<.001 

25.33 
p<.001 

17.84 
P<-01 

differed significantly in each accuracy category. All but 

one student (Child 5) were more frequently accurate than 

inaccurate in responding. 

Table VIII shows the sense mode accuracy and task 

accuracy for each of the five-year—old children. Only 

Category 1 responses (accurate) are reported in this table 

for each sense mode and task. 

When used, the lingual response was most frequently 

accurate for each child. Also, the accuracy percentages in 

the lingual mode were similar among children. Therefore, the 

lingual mode reflected the most consistently accurate 

responses among the five-year-old children. Accuracy of the 

kinesthetic and the visual responses of individuals differed. 
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Each of the children had similar accuracy levels in the 

kinesthetic mode, except for Child 5 who was accurate only 

13 percent of the time. 

Each of the five-year-old children showed noticeable 

differences in the accuracy with which they performed various 

tasks. They were not alike as a group in their task accuracy 

(except for lingual nonstress). Four children were most 

frequently accurate in the reading task, and two were most 

frequently accurate in the lingual nonstress task. Only two 

children offered correct responses in the visual nonstress 

task. Except for the visual nonstress, kinesthetic nonstress 

tasks were the most difficult for the five-year-old children 

to perform accurately. 

Relating the individual response results to the group 

results for the five-year-olds, the children were consistent 

in using the kinesthetic more than any other mode. Only 

Child 5 was an exception to the group report of more fre-

quently accurate than inaccurate responses. However, the 

children were not alike in the percentages of responses in 

accurate, somewhat accurate, and inaccurate categories. 

The group report of the lingual mode being the most 

frequently accurate is true for each five-year-old child. 

The significant differences in accuracy percentage in the 

visual nonstress task among the three age groups is 

evidenced in the fact that only two children of the five-

year-olds offered an accurate response. All but one child 
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(Child 5) had a high percentage of accurate responses in the 

reading task, and this child seemed to have affected the 

accuracy similarity among children for this task. With 

regard to task accuracy, the five-year-olds were dissimilar 

in each task except the lingual nonstress activities. The 

lingual sense mode and tasks offer the only similarity in 

accuracy percentages for the individual five-year-old 

children; therefore, the reported group profile frequently 

did not account for many dissimilarities among the indi-

vidual children. 

Table IX presents the sense mode frequency and accuracy 

level of the seven-year-old children. 

TABLE IX 

SENSE MODE FREQUENCY AND ACCURACY LEVEL IN PERCENT 
FOR SEVEN-YEAR-OLDS (N=6) 

Child 
Sense Mode Frequency Accuracy Level 

Child 
Kinesthetic Visual Lingual 1 2 3 

1 66 10 24 76 9 14 

2 68 10 22 74 3 23 

3 63 12 25 90 3 7 

4 66 10 24 73 9 18 

5 66 12 22 87 10 8 

6 69 12 19 82 10 8 

X2 .39 .15 1.01 3.14 7.82 16 .31 X2 

p<.99 p<- 99 PC.98 P<- 7 P<. 2 PC.01 
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The kinesthetic mode was the most frequent mode of 

response for each child. The children were alike in their 

proportionate frequencies of sense mode responses. Although 

all children in the seven-year-old group offered accurate 

responses more frequently than inaccurate responses, the 

frequency of inaccurate responses was significantly dif-

ferent from child to child. 

Percentages of sense mode accuracy and task accuracy 

for the seven-year-olds are reported in Table X. As one 

can see from this table, the visual mode showed significant 

differences from child to child, and the kinesthetic responses 

were the most consistently accurate for the seven-year- olds. 

A majority of responses were accurate for most children in 

all but the visual stress task. The seven-year-olds were 

dissimilar in their response accuracy in the three visual tasks 

and the lingual nonstress task. Both the kinesthetic tasks, 

lingual stress, and reading tasks showed the seven-year-olds 

alike in the accuracy of their responses. Child 2 was the most 

consistently inaccurate of this group in task responses. 

Related to the group profile, the individual analysis 

of the seven-year-old group is quite consistent. From child 

to child, the seven-year-olds were more alike than the younger 

children, and the individual responses are, for the most 

part, appropriately reflected in the group profile. 
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For the nine-year-old children, Table XI reports the 

sense mode frequency and accuracy level of responses. 

TABLE XI 

SENSE MODE FREQUENCY AND ACCURACY LEVEL IN PERCENT 
FOR NINE-YEAR-OLDS (N=6) 

Child 
Sense Mode Frequ ency Accuracy Level 

Child 
Kinesthetic Visual Lingual 1 2 3 

1 34 25 41 65 23 11 

2 45 14 41 66 28 6 

3 31 20 49 66 14 19 

4 57 14 29 83 14 3 

5 52 26 22 72 12 16 

6 64 5 31 80 11 9 

2 
X 17.87 18.19 13. 73 4.25 13. 88 17 2 
X 

P<.01 P<.01 P<. 02 PC - 7 pC. 02 PC-01 

Table XI shows that four children in the nine-year-old 

group offered most of their responses in the kinesthetic 

mode. Three of these students (the three girls) offered 

approximately 30 percent more responses in the kinesthetic 

than the lingual mode. From child to child, the frequencies 

of responses in each sense mode were not alike. Therefore, 

unlike the younger children, a clear-cut pattern of frequency 

in sense mode responses was not apparent. Each child 

offered a higher percentage of accurate than inaccurate 

responses; however, the children were not alike in the 
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to the kinesthetic nonstress and lingual nonstress tasks. 

The kinesthetic stress task varied significantly with the 

girls being approximately 30 percent more accurate than the 

boys. Dissimilar responses among the children can also be 

reported for the visual stress, lingual stress, and reading 

tasks. Only four of the six children offered responses to 

the reading task. Therefore, a pattern seemed to exist in 

the accuracy with which the nine-year-olds drew a syllable 

pattern, clapped a syllable pattern, matched the syllable 

pattern with a word, and identified a prepared symbol for a 

pattern. 

In considering the relationship between the individual 

and the group profile, the individual differences in fre-

quency of sense mode responses and the accuracy levels are 

not reflected in the group results. Also, more variation 

existed in the individual accuracy of sense mode and task 

responses than is evident in the group compilation. There-

fore, some considerations of individual's responses in the 

nine-year-old group are not accounted for in the group report 

of study results. 

Qualitative Analysis 

Results of the lessons and discussions in the lesson 

transcripts (as presented in Appendix F) provided the data 

for a qualitative analysis of the study. This researcher 

found that some characteristics in responding were peculiar 
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to one age group, and some could be observed in each age 

group. Consequently, the format appearing here presents the 

summary of results which (a) were seen as characteristic of 

a particular age group, and (b) seemed to be characteristics 

common to each age group. Both the age group results and 

the total group results are classified according to sense 

mode. 

Five-Year-Old Children 

Kinesthetic Mode.— 

1. When only one syllable was clapped for two- or three-

syllable patterns, the clap was always on the stressed 

syllable. (See Transcripts, Appendix F, pp. 191, 203.) 

2. Generally, the children tended to clap too many 

times for a two-syllable pattern, as if they could not con-

trol their movement. (See Transcripts, Appendix F, pp. 191, 199.) 

3. Coordinating the clapping of a word with the simul-

taneous saying of it was difficult but improved with 

practice. (See Transcripts, Appendix F, pp. 191, 199.) 

4. Initially, the kinesthetic mode was a tool of the 

teacher for demonstrating a sound pattern or used by the 

students as a task response. Eventually, the children 

began to use the tool on their own for the purpose of 

examining the lingual pattern. (See Transcripts, Appendix F, 

pp. 196, 203, 206. ) 



121 

5. Children having difficulty performing a speech rhythm 

pattern accurately seemed to benefit from having the pattern 

tapped on their hand or shoulder by the teacher. (See 

Transcripts, Appendix F, pp. 191, 199, 200.) 

Lingual Mode.— 

1. One syllable words were the easiest to symbolize 

kinesthetically. 

2. Although the children were not able to express 

verbally which syllable was stressed, they were able to 

perform the stress by clapping on that syllable "automatically." 

3. The fluency of speaking a word tended to suffer when 

the kinesthetic mode was attached to it, and simultaneous 

performance of the lingual and kinesthetic modes was dif-

ficult, especially in the beginning lessons. (See Tran-

scripts, Appendix F, pp. 191-193.) 

Visual Mode.— 

1. The visual symbolizations had little relationship 

to the experiences the five-year-old children previously had 

with the syllable patterns of speech sounds. Most often the 

children drew a picture of the word-object, e.g., rug for 

"floor" and their own picture for their "name." Only two 

children seemed to make the connection with the sound pat-

tern. (See Transcripts, Appendix F, pp. 198, 204,205.) 
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Seven-Year-Old Children 

Kinesthetic Mode.— 

1. The children were generally accurate in clapping one-

and two-syllable word patterns, and almost immediately began 

using the kinesthetic mode as a tool for examining the 

lingual. (See Transcripts, Appendix F, pp. 209, 214.) 

2. Stamping presented no major problems for kinesthetic 

symbolization of word ideas, but tended not to allow for 

fluent performance of stress patterns. (See Transcripts, 

Appendix F, p. 215.) 

3. As the children became confident in the syllable 

patterns of their name, their kinesthetic ideas for sym-

bolizing became more student-initiated and self-developed. 

4. In performing sound patterns to selected instru-

mental music, the children were accurate and fluent in the 

lingual mode, but the kinesthetic mode was found to be 

inaccurate and cumbersome. (See Transcripts, Appendix F, 

pp. 231-232.) 

5. In an activity where jumping a speech rhythm pat-

tern was the response, the pattern of the word needed to be 

clapped in order for the children to accurately jump to it. 

This may suggest that not all movements are equally appro-

priate for sound symbolization. (See Transcripts, Appendix F, 

pp. 219-220.) 
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Lingual Mode.— 

1. The children's word matching contributions were 

easily made for the one-syllable pattern, and saying the 

word aloud simultaneously with the clapped pattern tended 

to be a typical response. It is not known to what extent 

this lingual response monitored the kinesthetic. 

2. One- and two-syllable words were easier to match 

than three- and four-syllables, and initial comparisons did 

not involve concern with the stress-nonstress relationships. 

3. Converting the syllable pattern of a familiar word 

(a child's name) became a "play" with the children as they 

added and subtracted syllables in order for the word to fit 

a visual or kinesthetic clue. (See Transcripts, Appendix F, 

pp. 214-215, 218-219, 222-223.) 

4. Two children were able to hear familiar word patterns 

in the instrumental music presented with little difficulty 

and minimal prompting from the teacher. (See Transcripts, 

Appendix F, pp. 226, 228, 231-232.) 

5. In performing sound patterns to instrumental music, 

the children were accurate and fluent in the lingual mode, 

yet inaccurate in the kinesthetic mode. (See Transcripts, 

Appendix F, pp. 231-232.) 

Visual Mode.— 

1. Visual symbolization tended to be much imitation of 

other student ideas and began as a picture of the kinesthetic 
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gesture (clapping), and of the word meaning (upside-down 

figures for "down"). (See Transcripts, Appendix F, 

pp. 212-213, 224-226.) 

2. The children seemed easily able to understand, read, 

and match new words to the neume patterns. (See Transcripts, 

Appendix F, pp. 218-219, 220-221, 229-230.) 

3. In visual symbolization, the children relied 

generally on connecting a picture with the word meaning, 

and were mostly accurate in representing the syllables of 

the given word. Frequently, their explanations showed that 

their intentions were correct for the symbolization, yet the 

correctness was not apparent from the visual symbol alone. 

(See Transcripts, Appendix F, pp. 212-213, 224-226, 232-234.) 

4. To listen to a pattern that was played on a recorder 

and to make a visual symbol for that pattern were procedures 

which, presented as a series of items, were too difficult for 

the children. Their symbols tended to be more a result of 

what they wanted to draw, e.g., a design or a picture of 

something associated with the pattern, than an accurate 

symbolization of the sound. Again, the children's explana-

tions showed more understanding of the task than did their 

written symbols alone. (See Transcripts, Appendix F, 

pp. 232-234.) 



125 

General Comments.—Recognizing that a movement could be 

a symbol for a word and that a word could be suggested by a 

movement seemed acceptable to these children. They appeared 

to be more able to accept the various ways of expressing the 

same sound pattern than the younger children. In the reading 

activities, all the children were fairly consistent in com-

bining the tools of saying the word aloud and clapping the 

pattern in order to match the word to the neume. 

Identifying the proper neume for a speech rhythm pattern 

was enhanced by singing the pattern within the song. There 

was much indecision in identifying the stressed syllable of 

the pattern when the word was merely spoken; yet, when sung 

in the song, the stressed syllable was more easily located. 

Nine-Year-Old Children 

Kinesthetic Mode.— 

1. Movement was a tool used almost immediately by 

several of the students as a check for the syllable pattern 

of a word. Some accompanied this sensory analysis by figur-

ing out cognitive explanations for sound patterns (how many 

syllables, loud-soft, long-short discriminations). 

2. The children had very few problems clapping the 

names and putting new movement gestures to the names. 

3. Accurate performance of the kinesthetic response to 

a visual neume sometimes was more the non-aural "reading" and 

"hand motion" to the loud-soft syllables than it was fluent 
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performance of the pattern. To clarify, the students 

occasionally performed the hand motions mechanically from 

the visual symbol rather than matching the motion with the 

sound of the pattern. 

Lingual Mode.— 

1. The nine-year-old students were more skilled than 

the younger ones at creating nonsense words for pattern 

matching. Rhyming was also a primary means of creating new 

words to a given pattern. (See Transcripts, Appendix F, 

pp. 241-242, 244-245, 253.) 

Visual Mode.— 

Visual representation was much easier for these 

children than for the five- and seven-year-olds. They were 

generally accurate in drawing a symbol that showed the cor-

rect syllable pattern for their names. The children 

used common graphic representations as symbols (checks, 

dots, stars, etc.). (See Transcripts, Appendix F, 

pp. 240-241, 243-244, 263-264.) 

Visual representation of the speech rhythm pat-

terns seemed easy for the students as they were able to 

identify and demonstrate the aural/lingual, kinesthetic, 

and visual connections with the symbols. As they explained 

their symbols, several followed the graphic parts with the 

word syllables. (See Transcripts, Aopendix F, pp. 243-244, 

263-264.) 
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3. Visual symbols for syllable patterns were quite 

accurate, but the accuracy decreased when the stress pattern 

was requested. More student-suggested rather than teacher-

suggested symbols were also evident at this age for choices 

in visual representation. 

General Comments.—In order to determine whether or not 

a pattern would "fit" a given sensory clue, the nine—year-

old children relied heavily on covert rather than overt 

aural discrimination of a pattern. Instead of offering their 

perceptions through sensory demonstration, the nine-year-olds 

frequently attempted to verbally describe/discuss the pat-

terns. (See Transcripts, Appendix F, pp. 236, 242, 245-246, 

248.) 

Although the students were proficient at deciding how 

many syllables were in a pattern and used clapping for 

determining this, they were not accustomed to focusing on the 

stress relationships of the syllables. It was typical to 

witness the students1 attempts to determine the stress pat-

tern without focusing on the sound of the pattern. (See 

Transcripts, Appendix F, pp. 242-243, 245-247.) 

The nine-year-old children were able to move more 

quickly than the younger children into hearing, identifying, 

labeling, and substituting activities for speech rhythm pat-

terns within song phrases rather than only at phrase cadence 

points. Their skills for pinpointing patterns within a 
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larger stream of sound seems more developed than the 

younger children's. (See Transcripts, Appendix F, 

pp. 250-252, 256-257.) 

Notation of a pattern that was played on the recorder 

was much more successful with this age than the seven-year-

olds . In some cases, the representative symbol for a pattern 

was correct, but the representative word was not. Sometimes 

a symbol resembled the pattern, but the child's explanation 

confused the visual response. The activity of listening to 

instrumental patterns did show an ability of the students 

to recognize and identify patterns in music, even though 

inaccuracies may have existed in part or all of their modal 

interpretations of the pattern. 

All Ages 

The preceding presentation of study results was orga-

nized according to age level and sense mode tendencies, and 

represented characteristics peculiar to each age. The 

following qualitative results are presented according to 

sense modes and were found to be common among the three age 

groups of five-, seven-, and nine-year-old children. 

Kinesthetic Mode.— 

1. Clapping tended to be more accurate than any other 

movement for symbolizing speech rhythm patterns. 

2. Clapping served to help determine how many syllables 

were in a word, while purely lingual sound did not readily 

offer this information. 
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3. Students became increasingly more proficient at using 

the kinesthetic mode as their own means of checking lingual 

patterns and to examine comparisons between word patterns. 

Lingual Mode.— 

1. Lingual matching tended to follow a procedure of 

rhyming, common initial consonants, and association with 

the given word rather than focusing only on the syllable 

stress pattern. (See Transcripts, Appendix F, 

pp. 194, 195, 211, 212, 213, 253, 256.) 

2. Initially, the song was a tool of the teacher for 

presenting and singing a speech rhythm pattern in the melodic, 

rhythmic context. Eventually, however, it became a tool of 

the students for putting their lingual ideas into the song 

framework as a check and a context for the matched pattern. 

(See Transcripts, Appendix F, pp. 196, 213-214, 238-240.) 

3. The ability of some children to say how many 

syllables were needed for a pattern or how many syllables 

were in a word often did not insure that they would find a 

lingual match. The children's discrimination skills were 

not directly apparent in their performance skills. (See 

Transcripts, Appendix F, pp. 194-196, 218, 227, 245-247, 248-249.) 

4. The names of the students as labels for speech 

rhythm patterns seemed to hold more intrigue and to elicit 

more responses than any other verbal labels. 
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Visual Mode.— 

1. The prepared symbols seemed to have immediate mean-

ing for the students. With little or no preparation, the 

children were able to read the symbols as they pronounced 

the appropriate word and simultaneously followed the squares. 

2. The stress differentiation of the black and white 

squares seemed to be understood by the children and 

observably influenced how they were able to kinesthetically 

demonstrate the stress/nonstress pattern of a word. 

3. An evidence of reading the prepared visual neume 

occurred when the accurate reading of the symbol took 

precedence over the appropriate word pronunciation. (Ex: 

"John" followed from the Xx neume becomes "John-a"). (See 

Transcripts, Appendix F, p. 202.) 

General Comments.—The activity of clapping seemed to 

provide an aural, kinesthetic clue which tended to be impor-

tant to the children in determining how many syllables were 

in a word pattern. Being able to make decisions about a 

speech rhythm pattern, however, seemed to represent an 

ability which did not necessarily insure that a child could 

perform a matching pattern. Familiarity with hearing a cer-

tain pattern seemed to influence the ability to discriminate 

and perform that pattern in various settings. (Ex: Kari with 

the xX pattern and Emily with the Xxx pattern.) (See 

Transcripts, Appendix F, PP- 200, 202, 227, 231.) 
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The simplicity of the visual neume made the symbol offer 

an almost immediate meaning to the children, and coordinated 

the multi-sensory performance of a speech rhythm pattern. 

(See Transcripts, Appendix F, pp. 201-206, 220-221, 247-249.) 

It is possible that the location of the speech rhythm pattern 

that was to be matched in the song influenced the facility 

with which the children were able to focus and match it with 

another pattern. Phrase cadences provided the most obvious 

and perhaps easiest points of focus. 

From lesson to lesson, accurate performance of speech 

rhythm patterns in any mode remained inconsistent. An 

activity in which most responses were frequently correct 

in one lesson did not necessarily render those same correct 

responses when the activity was repeated. Intentions to 

explore the possibilities for symbolizing speech rhythm pat-

terns did not always result in accurate responses. Having 

too many choices available for symbols tended to impede focus 

on accuracy. (See Transcripts, Appendix F, pp. 192, 199, 

230-231, 245-247.) 

When a word was simply pronounced, the children were not 

easily able to discern the normal stress pattern or distortion. 

Facility in recognizing the distortion resulted when the word 

was situated onto the melodic rhythm pattern of the song. 

Sensory symbolization was consistently improved when accom-

panied by the song. (See Transcripts, Appendix F, pp. 194, 

197, 200-201, 215-216, 222-224, 242, 245-247, 253, 259.) 
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When a pattern was played or presented to the children, 

they generally were able to give an accurate kinesthetic, 

lingual, and neume identification symbol for the aural pat-

tern, yet were inaccurate in making a representative visual 

symbol. 

Summary of Quantitative and Qualitative Results 

It was originally intended that the quantitative and 

qualitative results of this study would be presented accord-

ing to the research problems—by age, by sense mode, and by 

age and sense mode. It became obvious from the analysis of 

responses, however, that separation of sense mode qualities 

and age qualities was not possible. The children's sense 

mode responses were to a great extent dependent upon their 

age, and the age of the children frequently determined the 

role and use of the sense modes. Therefore, the format for 

a summary of Chapter IV will be sectioned according to age 

with the final section being a comparison of sense mode 

responses between ages. 

Five-Year-Old Children 

The lingual mode was most often presented and requested 

by the teacher; however, the kinesthetic mode was most 

frequently used by the children. After the first few 

lessons, the children began to use the teacher's tool 

(clapping) as their own tool for examining the speech rhythm 
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patterns. The children were similar in the proportions of 

responses offered in each sense mode. 

Although the five-year-olds were the most inaccurate of 

the three age groups, all but one child were accurate more 

than inaccurate in their sensory responses. Each child was 

almost twice as frequently accurate in the lingual as in the 

kinesthetic mode. Symbolization in the visual mode was 

extremely inaccurate and the children seemed unable to relate 

the sound pattern to the visual drawings. Synchronized 

combination of the kinesthetic and lingual modes was dif 

ficult for the children in the beginning lessons. The 

accuracy of the kinesthetic and visual modes differed 

significantly from child to child; the lingual mode, however, 

was a consistently accurate mode for the five-year-old 

children. 

Frequency of accurate responses for each child varied 

from task to task. Lingual nonstress and reading were the 

most frequently accurate tasks, and visual nonstress and 

kinesthetic nonstress were the most frequently inaccurate 

tasks for the five-year-old children. 

Seven-Year-Old Children 

The seven—year—old children were the only group which 

showed prominent use of a secondary mode (kinesthetic) for 

task response as they used the teacher-presented tool 

(clapping) for their own learning aid. Each child responded 
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approximately three times as frequently in the kinesthetic 

as the lingual mode. Little difference occurred from child 

to child in percentages of frequency within each mode. 

Each child was more frequently accurate than 

inaccurate. Five out of six children differed in the accuracy 

with which they responded in each sense. Five out of six 

children were most accurate in the kinesthetic mode; and one 

showed his highest accuracy percentage in the lingual mode. 

The seven-year—olds were most consistently accurate in the 

kinesthetic mode, although they were not significantly more 

accurate in the kinesthetic than other modes. They had 

minimal problems coordinating clapping to lingual sound 

patterns. 

Each child varied in the percentage of accurate responses 

in each task, and no one task could be pointed out as being 

most accurate for several of the children. From child to 

child, the seven-year-olds differed significantly in the 

accuracy with which they performed the visual nonstress, 

visual stress, visual prepared, and lingual stress tasks. 

Seven-year-olds were most consistently accurate in the 

kinesthetic nonstress task. 

Although they were able to perform lingual patterns to 

instrumental music, the seven-year-olds were generally 

inaccurate in the kinesthetic mode for the same task. The 

visual nonstress symbols frequently did not resemble the 

sound pattern, although the accompanying explanations may 
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have shown accurate understanding. Singing the pattern in a 

song, seemed to help identify the stressed syllable for each 

of the stress tasks. 

Nine-Year-Old Children 

Responses were most frequently in the kinesthetic mode 

for four children and in the lingual mode for two children. 

The children seemed already proficient at using the kines-

thetic tool for performing speech rhythm patterns and used it 

extensively. From child to child, the nine-year-old children 

were significantly different in the frequency with which they 

responded in each mode. 

Each child was more frequently accurate than inaccurate 

in responding. Only two out of six children showed noticeable 

differences in the accuracy with which they responded in each 

sense. Although each child was most frequently accurate in 

the kinesthetic mode, there were generally slightly higher 

percentages of accuracy in the kinesthetic than the lingual 

mode. Significant differences existed from child to child 

in the accuracy percentages of the visual and lingual modes. 

Kinesthetic was the most consistently accurate mode of 

response for the children. As a group, the nine—year—olds 

tended to be more facile than the younger ones in using each 

sense mode accurately. Individuals did differ, however, in 

sense mode frequency and accuracy. 
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Each of the nine-year-old children showed variance in 

the accuracy with which they responded to the tasks. No 

inaccuracies for any child were found in the visual nonstress 

and visual prepared tasks. This was the most obvious dif-

ference in task accuracy between the five- and nine-year-olds. 

Four out of six children were 100 percent accurate in the 

lingual nonstress task. The most difficult was the visual 

stress task. Significant differences in accuracy from child 

to child among the nine-year-olds were reported in the 

kinesthetic stress, visual stress, lingual stress, and read-

ing tasks. The nonstress tasks were more accurate than the 

stress tasks, and singing the pattern in a song seemed to 

help identify the stressed syllable. 

Comparison of All Ages 

The lingual mode was presented to and requested from all 

three ages more frequently than the other modes. Each age, 

however, responded most frequently in the kinesthetic mode. 

Each age group responded with differing frequency in the 

kinesthetic, visual, and lingual sense modes; however, the 

percentage of responses in each sense mode did not sig-

nificantly differ between the age groups. The children in 

the five- and seven-year-old groups were similar in the fre-

quency with which they used each sense mode, the nine-year-

olds were not. 

Each age was significantly more accurate than inaccurate, 

and significant differences were reported in the "somewhat 
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accurate" and "inaccurate" categories between groups. All 

but one child in the three groups were more frequently 

accurate than inaccurate. All of the five- and seven-year-

olds, but only two of the nine-year-olds, showed significant 

differences in accuracy according to sense mode. All of the 

five-year-olds and one seven-year-old child were most fre-

quently accurate in the lingual mode. Lingual matching 

tended to follow a procedure of rhyming, common initial 

consonants, and association with the given word rather 

than focusing only on the syllable stress pattern. 

Five of the seven-year-olds and all of the nine-year-

olds were most frequently accurate in the kinesthetic mode. 

Clapping tended to be more accurate than any other movement 

for symbolizing speech rhythm patterns. Five-year-olds were 

most consistently accurate in the lingual mode, and seven-

and nine-year-olds were most consistently accurate in the 

kinesthetic mode. 

Each child of all three ages showed differences in the 

accuracy with which they performed the tasks. Five-year-

olds were most accurate in the lingual nonstress and reading 

tasks. Nine-year-olds were most frequently accurate in the 

visual nonstress, visual prepared, and lingual nonstress 

tasks. Seven-year-olds varied in task accuracy from child to 

child. The accuracy of the visual prepared and reading tasks 

seemed to be positively influenced by the simplicity and 

obvious function of the neume notation. The names of the 
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students as labels for speech rhythm patterns seemed to hold 

more intrigue and to elicit more responses than any other 

verbal labels in the lingual tasks. 

Being able to make decisions about a speech rhythm pat-

tern (how many syllables, where the stress occurs) did not 

insure accurate task performance for the quantitative 

analysis. The kinesthetic mode seemed important for the 

children to determine how many syllables were in a given pat-

tern. From lesson to lesson, accurate performance of speech 

rhythm patterns in any mode remained inconsistent. Having 

too many choices available for symbolization tended to impede 

focus on accuracy, especially when proficiency with a pattern 

in any one mode had not yet been established. If any visual 

nonstress or visual stress task accuracy was accomplished, 

it was seldom done without the aid of the secondary lingual 

and kinesthetic modes. 



CHAPTER V 

SUMMARY OF RESULTS, CONCLUSIONS AND DISCUSSION 

The purpose of the present study was to investigate the 

multi-sensory responses of children to symbolizing musical 

sound through speech rhythm patterns. The research problems 

were (1) to determine children's responses to speech rhythm 

patterns according to the differential sensory modes used; 

(2) to determine children's responses to speech rhythm 

patterns by age; and (3) to compare children's responses 

to speech rhythm patterns by age and sensory modes. 

Speech rhythm patterns consist of the number of syllables 

and the stress/nonstress relationships of these syllables in 

a word or a phrase. When speech rhythm patterns are presented 

in the context of song-games, children can demonstrate their 

perception of these stress/nonstress relationships by movement, 

visual, and lingual responses. It is believed that such 

concrete demonstrations of sound pattern perception is an 

essential beginning step in the preparation of music literacy. 

The symbolizations of sound through kinesthetic, visual and 

aural/lingual techniques are assumed to function as learning 

tools by which children represent a heard musical pattern. 

Currently, it is not known to what extent each of these 

senses positively influences music learning. Further, it 

139 



140 

is not known how music learning is affected by multi-sensory 

experiences with sound patterns. 

In order to explore the above questions, eighteen five-, 

seven- and nine-year-old children were observed in their use 

of speech rhythm pattern symbolization through visual, 

kinesthetic and lingual means. The children were divided 

by age into three groups so that each group consisted of six 

children. All groups met for four weeks in daily thirty-

minute music classes. The researcher taught all classes. 

Each session was video-taped. 

The lessons consisted of song-game activities which 

focused on the introduction, exploration and practice of 

speech rhythm patterns. A series of tasks was presented to 

the students which requested a variety of sense mode responses, 

The tasks for this study were identified by the sense mode or 

modes in which the teacher presented the task (kinesthetic, 

visual or lingual) and the sense mode or modes in which the 

children were requested to respond. The task sense modes 

were further identified by noting whether the teacher 

emphasized the stress relationship or simply the syllable 

relationship (nonstress) in the presentation mode and the 

requested responses. 

For a quantitative analysis of the responses, the video-

tapes of the lessons were analyzed according to a prepared 

rating/observation form, the Student Response Assessment 

Form. Two observers coded each child's responses according 
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to sense mode and accuracy. Double- and triple-codings were 

used when a student responded with more than one sense mode. 

All observed responses were converted into percentages 

according to age, child, sense mode, task and accuracy. 

Rater consistency was determined by re-assessing ten randomly 

chosen lessons and comparing the percentages of the two sets 

of observations. This yielded a Scott coefficient of .79 

(good agreement). For comparison of percentages in frequency 

and accuracy, the chi square statistic was used where appro-

priate in order to determine the degree of difference between 

percentages. 

Summary of Results 

It was originally intended to discuss the results of the 

study in terms of the research problems, treating the sense 

mode and age differences separately. After analyzing the 

quantitative and qualitative results, however, it was found 

that childrens' responses according to age and sense mode 

were interdependent. Therefore, it was necessary to summarize 

and discuss the study results by recognizing this relationship 

of age and sense mode. 

All three age levels used similar proportions of responses 

within the kinesthetic (59 percent), visual (13 percent), and 

lingual (28 percent) modes. Although the teacher's presen-

tations and requests tended to focus on lingual symbolization, 

the students' responses occurred most frequently in the 
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kinesthetic mode. The seven-year-olds were the only group 

to show a prominent use of the kinesthetic mode as a secondary, 

supplemental response mode. Regarding individuals' responses, 

the nine-year-olds varied in the frequency with which they 

used each sense mode, whereas the five- and seven-year-olds 

were more similar in their respective groups. 

In considering accuracy of responses, only one child of 

the eighteen was more frequently inaccurate than accurate in 

this study. For the nine-year-olds, one sense mode was not 

obviously more accurate than any of the others. Each of the 

five-year-olds was approximately twice as frequently accurate 

in the lingual as in the kinesthetic mode. The seven-year-

olds were generally only ten percent more frequently accurate 

in the kinesthetic than in the lingual mode. Although each 

of the nine-year-olds showed a higher percentage of accuracy 

in the kinesthetic mode, four of six in the group had only 

slightly higher accuracy percentages in this mode. 

Particular characteristics were observed in the types of 

responses children made in each sense mode. Regarding sense 

accuracy, the making of a visual symbol was the most difficult 

task for the five-year-olds and the seven-year-olds. The nine-

year-olds were consistently accurate in making a visual symbol 

for the syllable pattern, yet when asked to show the stress 

pattern in their visual symbols, they were generally inac-

curate. Following a prepared visual symbol was easier for 
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each age than accurately making their own symbols for the 

speech rhythm patterns. 

Stress tasks were generally more difficult than non-

stress tasks for all ages and all modes. No stress tasks 

were requested from the five-year-olds except in the lingual 

mode. The higher percentage of responses in Category 2 "some-

what accurate" for the nine-year-olds reflected the increased 

requests for stress responses from this age group. This 

category revealed the percent of responses which had the 

correct number of syllables, yet incorrect stress pattern. 

The tasks which showed most similar accuracy levels across 

the three ages were lingual stress, lingual nonstress and 

reading, which was defined as a multi-sensory activity. 

All groups tended to rely on rhyming, common initial 

consonants and word association for their means of finding 

a lingual match for a given word. Whereas, the students' 

own names were the most frequently used and accepted labels 

for a given pattern, the kinesthetic mode seemed invaluable 

to the students for determining the number of syllables in 

a pattern and the stress pattern relationships. Clapping 

was the kinesthetic response most frequently used and most 

frequently accurate with all ages. The students were often 

observed using the kinesthetic mode (clapping) on their own 

as a tool for hearing a syllable pattern. In visually 

symbolizing a pattern, the seven- and nine-year-old children 
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seldom attempted to make the drawing without first checking 

its qualities through the kinesthetic and lingual modes. 

There were frequent examples of a student being able to 

accurately describe, explain or analyze verbally the char-

acteristics of a pattern (syllables and stress) without 

being able to perform or match it in a sense mode. The 

accuracy of each child's responses from lesson to lesson and 

task to task was in general, inconsistent. Consistency in 

responding accurately, however, did seem to improve with age. 

The accuracy of responses tended to diminish when too many 

choices were allowed for symbolizing a given pattern. This 

was especially true when the given pattern had not yet been 

practiced thoroughly in the lingual and kinesthetic modes. 

Limitations of the Study 

The results and conclusions of the present study must be 

seen in light of its inherent limitations. It is recognized 

that the small population of children (eighteen) and the time 

span of the study should prohibit one from generalizing the 

observed characteristics to a larger population. Furthermore, 

the learning situation of (a) small class size (six); (b) 

voluntary attendance; (c) no curriculum demands; (d) an 

adjunct teacher; and (e) parent approval for participation 

may be considered atypical of a traditional classroom setting. 

Although the project was conducted in a four-week time frame, 

special occasions, field trips and absences influenced the 
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amount of class time spent with the children, and, conse-

quently, influenced the frequencies of observed responses. 

Observing responses of individuals within a group of 

children posed inherent difficulties. When responding in 

the kinesthetic mode, it was possible for the children to 

be spontaneous and repetitious. Unlike the lingual mode, 

it was relatively easy for the raters to observe kinesthetic 

responses although several children may have been moving at 

the same time. The children frequently clapped to check a 

pattern at times when it was not their "turn" in the song 

activity. The coding procedure, however, did account for 

these responses. Verbalizations were less obvious and 

difficult to hear. 

While kinesthetic and lingual responses were frequently 

performed at various times during the lessons, visual responses 

were totally dependent on the teachers' planning of those 

specific tasks. The nature of the procedure for visual 

symbolization (drawing a symbol on a paper) impeded any 

impromptu or individual usage of this mode. More than any 

other response, the frequency of the visual nonstress and 

visual stress responses were dependent on the task frequency. 

Only those lingual responses were coded which were 

intended to match a given pattern, not those which were 

simply a verbalization of the pattern. For example, if a 

child was asked to find a word to match a clapped stressed 

or nonstressed pattern, his initial response of "Eric" (Cc) 
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was coded as an accurate lingual response. If he continued 

saying "Eric" as he clapped several times, checking his 

answer, the lingual responses were not coded. At the time 

of the coding, it was decided that matching a pattern was 

not synonymous with performance of it in the lingual mode 

because the children were merely repeating familiar words. 

It was reasoned that the lingual mode served a dual role 

in the study (as a basis for the technique and as a means 

for demonstrating a sound pattern) and should be coded 

accordingly. Therefore, many more lingual responses were 

given by the children than were coded. 

In summary, the percentages of observed responses tended 

to be dependent on the nature of the sense modes and the type 

of coding used. Therefore, reported observed responses did 

not necessarily reflect a sense mode preference by the 

children. In this study, sense mode frequency may not be 

as revealing a measure of multi-sensory responses as sense 

mode accuracy. 

It must also be recognized that clear-cut lines do not 

necessarily exist between the sense modes. For the purpose 

of the study and the research problems, the responses were 

categorized as either kinesthetic, visual or lingual. 

Kinesthetic symbolizations can be seen (visual), however, 

and they were also inextricably connected with the lingual 

pattern they were to represent. Also, the production 

(verbalization) of a speech sound is typically physical 
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movement and this dual sensory involvement, though slight 

compared to gestures, cannot be ignored. Therefore, in 

several ways, each sense mode possesses degrees of the others. 

Conclusions 

In recognizing the limitations of the present study and 

interpreting the reported results, the conclusions are offered 

in the following order: (1) multi-sensory responses; (2) 

reading tasks; (3) accuracy of responses; (4) visual responses; 

(5) kinesthetic responses; (6) lingual responses; (7) stress/ 

nonstress tasks; (8) individual childrens1 responses. 

Multi-Sensory Responses 

The results of this study would support the assumption 

that a multi-sensory approach to symbolizing speech rhythm 

patterns is a more feasible teaching and learning tool than a 

single mode approach. It became apparent in the quantitative 

and qualitative analyses of each child's responses that dif-

ferences existed among ages and individual children in the 

accuracy and frequency with which they used each sense mode. 

In addition to these obvious individual and age differences, 

the children were often observed using a combination of sense 

modes for symbolizing speech rhythm patterns. Most frequently, 

the lingual and kinesthetic modes were used simultaneously 

for pattern performance, yet the combination of all three 

modes seemed to positively influence the accuracy of the 

reading tasks. The effect of combining the saying 
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of a word and pointing to read a visual neume seemed to 

improve and reinforce the accurate performance of stress 

pattern relationships in each mode. This effect was evident 

with each age group, yet with the five-year-old children, it 

offered the most apparent contrast to their single mode 

performance accuracy. While the five-year-olds were 

generally inaccurate in the kinesthetic and visual mode 

responses, the combination of these modes through the reading 

tasks yielded an accuracy rate of 83 percent. 

The incidence of using a secondary mode for responding 

to a task was especially noticeable in the kinesthetic sense 

for the seven-year-olds. Although evidence existed that other 

sense modes were used to support the primary task mode, the 

kinesthetic sense provided the most obvious difference 

according to age. From the lesson transcripts, it can be 

seen that the nine-year-olds used clapping as an aid to their 

aural discrimination less frequently than the younger children. 

Rather, they tended to make intellectual, non-performing 

decisions about the patterns (how many syllables, which was 

the stress sound, etc.). In contrast, the five-year-olds 

seemed to lack the needed proficiency in the kinesthetic mode 

for using it effectively as a tool for linguistic or visual 

symbolization of the speech rhythm patterns. Also, the 

five-year-old children were frequently not cognizant of the 

interrelationship of the modes for pattern performance. 

Almost half of the seven-year-olds' observed kinesthetic 
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responses were supplemental uses of clapping for task response, 

Therefore, the multi-sensory approach of offering experiences 

in all three modes was applied in the childrens1 responses by 

their using the modes (particularly kinesthetic) inter-

changeably as tools for symbolizing. Individual differences 

were seen as to which modes were most useful for speech rhythm 

pattern symbolization. 

Reading 

Treated as a multi-sensory task in the present study, 

reading yielded the most frequently accurate responses from 

the five- and seven-year-olds. Although the nine-year-olds 

were generally accurate in their responses to the reading 

tasks, the percentage of accuracy reflects that the patterns 

they were given were more challenging than the ones given to 

the younger children. The reading task involved a teacher-

prepared symbol (Ex: fBTl ) to which the children tapped 

the stress pattern on the squares as they sang or said the 

word patterns. Reading the symbols in this way seemed to 

coordinate and monitor the combination of sense modes for 

a synchronized performance of the speech rhythm patterns. 

It may have been the positive influence of this multi-sensory 

combination which resulted in less accuracy difference between 

ages in this task than in any other. 
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Accuracy of Responses 

Regardless of sense mode the responses of each age group 

were more frequently accurate than inaccurate. This could 

indicate that the tasks were too easy for the children; however, 

this study aimed at observing how the children responded to a 

variety of tasks and how consistent their responses were 

rather than at finding the limits of accuracy in their 

responses. 

The seven- and nine-year-olds did not show a pattern of 

any one sense mode being most accurate for their responses. 

The five-year-olds, however, showed apparent differences in 

sensory responses by being most frequently accurate in the 

lingual mode and least frequently accurate in the visual 

mode. The results could reflect a "levelling off" of pro-

ficiency for the older children within each of the three modes. 

Five-year-olds, either from lack of prior training or develop-

mental skills did not seem to have these abilities across 

modes. Considering the kinesthetic, visual and lingual 

responses, only the lingual mode showed little difference 

in accuracy between the three age groups. 

Visual Mode 

Through comparing task accuracy, it became apparent that 

the use of the visual mode reflected the greatest age dif-

ferences. In making a visual symbol for the syllable pattern 

of a word, the five-year-olds were seldom accurate; the 
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seven-year-olds were accurate about half of the time; and the 

nine-year-olds made no errors. From the lesson transcripts, 

it was apparent that prominent differences between ages 

existed in the accuracy of visual symbols as well as the 

types of visual symbols used. The five-year-olds generally 

made no connection between the symbol they made and the sound 

pattern it was to represent. Their pictures showed word 

meaning or objects with no apparent representation of the 

pattern of speech sound. The seven-year-olds used similar 

types of symbols as the five-year-olds (generally depicting 

word meaning), yet were often able to arrange the symbols to 

show a syllable pattern (number of units). The nine-year-olds 

were much more fluent than the younger age groups in drawing 

familiar symbols (check marks, dots, stars, etc.) to accur-

ately represent the syllable pattern of a word. 

As stated earlier, the developmental difference between 

the ages was most apparent in the visual mode when the children 

were asked to draw a symbol for the sound pattern. This dif-

ference was not apparent, however, when the children were asked 

to identify a prepared symbol ( FT ). The prepared symbol 

provided contrasts from the childrens' abilities to make a 

visual symbol and to follow a visual symbol. Although the 

seven-year olds did not immediately connect the sound stress 

pattern with the corresponding black and white square rela-

tionships of the neumes (77 percent accurate), they were much 

less accurate when asked to draw a stressed pattern symbol 
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(14 percent accurate) with the same information. Compared 

to making a visual stress pattern (36 percent accurate), the 

nine-year-olds were also noticeably more often accurate 

(100 percent) in identifying these same characteristics in 

a prepared symbol. Although the five-year-olds were not 

asked to draw the stress pattern of a word (based on their 

inability to draw the syllable pattern), they were able to 

identify and perform the stress pattern through the prepared 

symbol of the reading tasks. 

Kinesthetic 

The seven-year-olds seemed to rely'heavily on "checking" 

the pattern for a lingual or visual response by clapping it. 

Unlike the five-year-olds, the seven-year-olds were generally 

accurate in the kinesthetic mode and consequently found it 

helpful for pattern identification. And, unlike the nine-

year-olds, the seven-year-olds tended to depend on the motor 

response rather than on intellectual reasoning for examining 

patterns. 

Clapping the patterns of the speech sounds was the most 

common selected movement for all ages. The differences in 

accuracy of the kinesthetic mode between age groups may have 

been due to prior experience with this activity or the 

motor development levels of the ages and individual students. 
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Lingual Responses 

Of the three sense modes, less discrepancy existed in 

the lingual mode between ages five and nine for the ability 

to symbolize sound patterns. Proficiency in this mode was 

particularly noticeable with the five-year-old children. 

Perhaps the a priori skills of speaking and listening to the 

tonal and rhythmic patterns of the language were more devel-

oped than skills in the kinesthetic and visual modes, A 

comparison of the accuracy levels for the tasks requesting 

stress responses would support this implication. The lingual 

stress and nonstress tasks showed similar proportions of 

accurate responses among the three age levels. Also, unlike 

the kinesthetic and visual sense mode responses, no apparent 

differences in accuracy existed between the lingual nonstress 

and the lingual stress tasks for the five- and seven-year-old 

children. The nine-year-olds, however, had 31 percent fewer 

accurate responses in the lingual stress task than they did 

in the lingual nonstress task. This difference in accuracy 

level for the oldest group could partially be attributed to 

the increased pattern difficulty given to these children. 

With each age level, the lingual mode seemed to be an easily 

performed and accurate mode for symbolizing musical sound 

through speech rhythm patterns. 
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Stress and Nonstress Tasks 

The kinesthetic and visual nonstress tasks were so 

inaccurate for the five-year-olds that stress tasks were 

not requested from this group. 

Although the kinesthetic stress and the lingual stress 

tasks for the seven- and nine-year-olds were more frequently 

accurate than inaccurate, this ability to demonstrate a stress 

pattern was not apparent in the visual stress task. Therefore, 

the accuracy with which the children demonstrated the stress 

pattern of a musical sound through the kinesthetic and the 

lingual modes was not efficiently represented in their visual 

symbolization. 

It is interesting to note that the seven-year-olds 

tended to have less variance in accuracy between the stress 

and nonstress tasks than the nine-year-olds. This factor 

may partially be due to the difference in difficulty of the 

patterns presented to the children. In analyzing the video-

tapes of the lessons and the childrens1 responses, however, 

it was noticed that the nine-year-olds (unlike the younger 

children) tended to rely on verbal explanations for identi-

fying speech rhythm pattern characteristics. If this was 

the case, then with the older children, the emphasis on 

intellectual reasoning rather than sensory symbolization may 

have affected their ability to aurally decipher the stress 

patterns. 
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Individual Childrens' Responses 

Five-year-olds' responses.—One child, Child 5, seemed 

to show a pattern in his difficulty with sensory responses. 

Child 5 was seldom accurate kinesthetically (13%), yet was 

accurate 73% of the time in the lingual mode. As a group, 

the five-year-olds were similar in the proportions of their 

responses according to frequency and accuracy except for 

Child 5. In addition to the obvious difficulty with the 

kinesthetic mode and excelling in the lingual mode, Child 5 

was noticeably less accurate in the reading task than the 

other children. The problems this child had when reading 

seemed to be related to integrating the senses by combining 

them into a performance of the speech rhythm patterns. 

Child 5 repeatedly had difficulty synchronizing the kinesthe-

tic responses with the lingual sounds for accurate reading of 

the pattern. 

Only two children were able to offer a degree of accur-

acy in making a visual symbol for speech rhythm patterns in 

the five-year-old group. These two were also the only ones 

who had made a connection between the symbol and the sound 

it was to represent. 

Seven-year-olds' responses.—Child 4 tended to have more 

difficulty than the others in hearing the components of speech 

rhythm patterns and, in turn, symbolizing them in the three 

modes. Her responses were inconsistent in accuracy, and she 
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rarely matched a lingual pattern without needing to clap the 

word to be matched and the word she was offering as a response. 

For this child, the kinesthetic mode seemed essential to per-

ception and symbolization of the sound pattern. 

Child 2 was more frequently inaccurate than accurate in 

the lingual nonstress category. Although it was never quite 

clear why he had trouble in lingually matching a sound pat-

tern, his auditory discrimination of the pattern was fre-

quently inaccurate. Consequently, Child 2's difficulty with 

the patterns resulted in inaccurate responses in all three 

modes. At the time, it seemed as if this child did not 

understand that the technique explored was a sound pattern 

which was made up of individual components that combined to 

make a complete unit. This probable lack of understanding 

for the patterned quality of the sound resulted in Child 2's 

low accuracy rate for visual symbolization. 

Nine-year-olds' responses. — In regard to frequency, the 

nine-year-olds had more equal proportions of responses between 

sense modes than the younger children, although each sense 

mode showed significant percentage differences among the 

children. These results could be interpreted in several ways. 

First, the results could show that the nine-year-olds have a 

proficiency for using each sense mode. Secondly, the dif-

ferences in frequency of sense mode responses between the 

six children could indicate a less imitative stage of responding 
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than the younger children. Also, the wide differences in 

frequency of sense mode responses for the nine-year-olds 

could signal a beginning pattern of sense mode preference, 

dominance or fluency for symbolizing. It is not clear which 

one of these conclusions is the most likely to be true. 

In recognizing that the kinesthetic mode was the most 

consistently accurate response mode for the nine-year-olds, 

it is interesting to note the magnitude of sense accuracy 

differences for Child 5. While she was more frequently 

accurate than the other children in the kinesthetic mode 

(90 percent), Child 5 was the least frequently accurate of 

her age group in both the visual (38 percent) and the lingual 

(47 percent) modes. Perhaps these results could indicate a 

dominant learning mode for Child 5. Child 6 showed similar 

accuracy levels in the kinesthetic and visual modes, but was 

noticeably less frequently accurate in the lingual mode. 

Child 3 showed a slightly greater level of accuracy in the 

visual mode, while Child 4 was noticeably least accurate in 

this mode. Children 1, 2 and 3 showed no apparent mode as 

being more frequently accurate than another. It may be 

possible that by nine years of age, children develop pro-

ficiency in each mode for responding, yet also begin to 

demonstrate an individual pattern of mode preference and 

accuracy. 

The inefficiency of Child 3's responses in the kinesthe-

tic stress task resulted in his difficulty with coordinating 
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the combined senses for the reading task (60 percent accur-

acy rate). Three children were most frequently accurate in 

responding linguistically to stress tasks and three excelled 

in the kinesthetic response to stress patterns. Child 3 \vas 

the only one who showed little difference in accuracy of the 

kinesthetic, visual and lingual sound symbolizations. The 

nine-year-olds, more than any other age group, showed evi-

dence of individual differences in the frequency and accuracy 

with which they symbolized speech rhythm patterns. 

Discussion and Implications 

From considering the literature and research related to 

sensory aids (teaching tools) for music learning, questions 

were raised regarding (a) the type of sensory tools most 

effective in music learning; (b) the extent to which children 

make use of the various senses in music learning; and (c) the 

effect of the combined sense modes in music learning. The 

present research serves to sponsor additional questions 

regarding children's musical learning. As a beginning step 

in viewing how children respond to various teaching and learning 

tools, the study may provide a procedure for other music 

educators to follow as they observe and study what children 

are able to do at various ages. The results of this study 

are not intended to be generalized to a larger population of 

students, but rather to be seen as an attempt to gleen infor-

mation from a select group of children. The discussion and 

implications are presented here with these points in mind. 
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This section of the paper will generally follow the 

sequence of topics presented in the results and conclusions 

sections: (a) multi-sensory responses; (b) the role of song; 

(c) visual responses; (d) kinesthetic responses; (e) lingual 

responses; (f) general comments. 

Multi-Sensory Responses 

As stated in Chapter II, the perusal of various systems 

and materials for teaching music to children gave evidence 

of support for a multi-sensory approach to music learning. 

Activities are frequently recommended in such sources for 

accompanying music learning with movement, speech and visual 

aids to enhance the development of music listening and 

reading skills. No research was found which investigated 

the influence of combining the kinesthetic, aural-lingual 

and visual sense modes into a multi-sensory approach to music 

instruction. Although the influence of the sense modes on 

music learning was researched separately in several studies, 

it would seem logical that the combination of senses may 

produce different results. The present study supports this 

assumption by offering quantitative and qualitative evidence 

of the sense modes used singly and in combination by five-, 

seven-, and nine-year-old children. 

While sense mode proficiency did tend to vary according 

to age, combination of the kinesthetic, visual and lingual 

modes for a reading activity generally produced more accurate 
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responses for each age group than single mode performances 

of the same pattern. Five-year-old children tended to be as 

proficient as the seven- and nine-year-olds at simple reading 

activities which involved kinesthetic, visual and lingual 

participation. The sensory integration which occurred as 

a result of the reading tasks tended to obscure the identifi-

cation of which sense, if any, provided the stimulus for the 

activity. In some cases, it was unclear whether the child 

first thought of a word and consequently identified the 

appropriate visual symbol or used the reverse procedure in 

reading the symbols. Because the kinesthetic sense was often 

used throughout the task, this also may have been the initial 

symbol to which the lingual or visual match was made. Al-

though the three modes were combined and coordinated for 

the reading task, it was impossible for the raters to deter-

mine which sense, if any, provided the monitor for synchron-

izing all three sense modes into an accurate performance of 

the speech rhythm pattern. 

Only two children performed noticeably less efficiently 

at the reading task than the others in their age group, and 

both these children (Child 5 of the five-year-olds and Child 3 

of the nine-year-olds) had problems in the kinesthetic mode. 

It is possible that difficulty in motor responses to sound 

patterns had a strong influence on a child's ability to 

integrate the senses for multi-sensory reading tasks. One 

might speculate that the senses fill different roles with 
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regard to reading. Inefficiency in the kinesthetic sense may 

provide greater impediments to fluent music reading than the 

other two senses. Conversely, music reading fluency might 

be attained from the visual and lingual modes alone. 

The Song 

The role of the song cannot be neglected in this dis-

cussion. While speech was always used in identifying and 

performing the visual prepared symbol (•• ), situating the 

pattern into a familiar song had a definite influence on the 

childrens1 ability to accurately demonstrate the stress/non-

stress relationship of the pattern. The selected songs 

maintained a close relationship between the natural spoken 

intonation pattern of a word and the way in which the tonal 

and rhythmic setting of the word was performed in the song. 

Perhaps, the melodic intonation of the song context served 

to emphasize (without distorting) the flow of the stress/ 

nonstress relationships of the pattern. As was seen, the 

children of each age group used this intonational emphasis 

to aid in correct pattern identification. 

This writer holds that the song served as a catalyst and 

motivator for performing the speech rhythm patterns in the 

flow of a temporal framework. It was common to witness the 

children perform a pattern with no stress emphasis and 

"labored" syllabication particularly when they were first 

examining it. The intent of the speech rhythm pattern 
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technique is to maintain the normal intonation and flow of 

speech sound rather than to dissect the parts into contrived 

patterns. 

Some children were more consistent than others in 

responding to a request for a lingual match by singing 

their answer in the song fragment which it was to fit. 

This observation has some validity from previous literature 

in which a technique known as Melodic Intonation Therapy 

has produced significant improvement in the verbal abilities 

of aphasic patients."'" The method of Melodic Intonation 

Therapy involves sung intonation of prepositional sentences 

in such a way that the intoned pattern is similar to the 

natural prosodic pattern of the sentence when it is spoken. 

Several children in the present study seemed to be employing 

a somewhat similar procedure in that singing facilitated 

their lingual responses. It also seemed that some children 

did not recognize their lingual, kinesthetic or visual 

responses as inaccurate until they performed the speech 

rhythm patterns in the song context. 

The simple folk songs and games used in the study were 

valuable and appropriate contexts for work with speech rhythm 

patterns. The song-game activities must also be recognized 

"'"Robert W. Sparks, Nancy A. Helm, and Martin L. Albert, 
"Aphasia Rehabilitation Resulting from Melodic Intonation 
Therapy," Cortex (1974); Martin Albert, Robert Sparks, and 
Nancy Helm, "Melodic Intonation Therapy for Aphasia," Archives 
of Neurology XXIX (1973), 130-131. 
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for their ability to sponsor responses from the children. A 

study of this nature is dependent on frequency and variety 

responses from the children. The selected song-games 

aided in consistently motivating student responses. 

It seems important to note here that the type of music 

used in this study was song. Therefore, the children were 

consistently singing, and in turn, producing speech rhythm 

patterns in this context throughout the project. The aspect 

of how the children were involved with the music seems 

especially notable with regard to their constant performance 

of speech rhythm patterns even though only a few were selected 

for focus and examination. This continual practice may be 

comparable to a child's constant use of speech long before 

being asked to examine specific speech sounds. Having the 

child, rather than the teacher, an instrument, or a recording, 

be the source of the sound seems essential for internalization 

of the patterns of sound to be examined. The child's own 

singing as a foundation for later work with sound pattern 

symbolization should be regarded with the same seriousness 

as speaking is regarded an essential prerequisite to reading 

and writing. 

Visual Responses 

Although studies investigating visual aids showed no 

influence on music learning, the types of aids and the ages 

of the students in these studies differed greatly from the 
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2 

present study. It was found that children of all three ages 

(five, seven and nine) could more accurately identify and 

follow a prepared symbol than draw their own symbol for the 

speech rhythm pattern. These results could raise questions 

regarding the activity of having young children draw their 

own symbols for the purpose of notating sound. It could be 

speculated that reading simple sound symbols could happen in 

the beginning stages of music instruction, while notating 

the sound patterns would follow much later. 

The drawings in the visual symbolization tasks showed 

apparent developmental levels between the two-year age spans 

of the children. The five-year-old children frequently drew 

a picture of an object associated with the word meaning but 

showed no relationship to the sound pattern. While the seven-

year-olds also drew an object representing the word meaning, 

they were able to arrange the pictures into syllable patterns. 

Varieties of common notation markings (checks, dots, etc.) 

were characteristic symbols of the nine-year-olds. 

The five-year-old children appeared unable to transfer 

the hearing of a sound into the drawing of a symbol. For the 

2 
Jerry Hill, "An Investigation and Evaluation of the Use 

of Visual Aids for Teaching Music Appreciation at the College 
Level," unpublished doctoral dissertation, University of 
Oklahoma, Norman, Oklahoma, 1972; Donald Bastarache, "The 
Effect of Theme Association and Visual Stimulus Upon Aural 
Retention and Preference in a Music Listening Experience," 
unpublished doctoral dissertation, University of Massachusetts, 
Amherst, Massachusetts, 197 2. 
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sound of their names, several drew a picture of themselves, 

and for the sound of "floor ( C ) t h e y drew a carpet or rug. 

Some five-year-olds who did not make any apparent connection 

to the heard sound or word object drew a picture of whatever 

they wanted to draw. 

It would seem logical to infer that these five-year-olds 

were not yet at the stage where their visual symbolization of 

sound is meaningful to their aural discrimination. The 

problem may lie, however, in the small segment of sound which 

is being examined. In order to symbolize a syllable pattern, 

each unit of the sound pattern must be heard and consequently 

drawn separately. The transfer of this detail from the aural-

lingual mode to the visual mode received little help from the 

inaccurate kinesthetic performances of the five-year-olds. 

It may have been possible that the individual parts (syllables) 

of the pattern, hence the pattern itself, were not apparent to 

these children. 

The difficulty that the five-year-olds had with pattern 

perception was reduced by the presentation of a prepared 

visual symbol (Ex: neumes- C , f ~ 1 ). With minimal 

teacher guidance, the five-year-old children were able to 

correctly identify and follow (pointing to the parts) the 

neume symbol for the appropriate word. It may be possible 

that, for children of this age, the qualities of a prepared 

symbol show the whole pattern with the intact parts, and that 

the childrens' visual recognition of its characteristics 
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precedes their ability to graphically symbolize what they 

perceive. The type of visual symbol used seemed to have 

aided in this recognition. 

Non-traditional music notation was used in this studv 
JU 

to represent the relationship of syllable stress patterns. 

In an attempt to by-pass the complex relationships of note-

values in traditional notation, the neume symbols were 

selected to be used in the study. Unlike traditional rhythm 

pattern symbols, neume notation does not suggest durational 

relationships between units of the pattern. Therefore, the 

neume symbol can be used appropriately with a variety of 

durational relationships within the pattern. In congruence 

with the primary focus of the speech rhythm patterns and 

the definition of rhythm used in this study, the neumes 

show only the number of syllables (number of squares) and 

stress/nonstress relationships (dark and light squares) 

of the pattern. 

The writings of Gordon and Schafer supported the need 

to have an alternative notation for children which reflects 

the characteristics of the sound pattern rather than the 

arithmetic note relationships.3 The benefits of such a 

a type of notation for music reading and for musical rather 

than mathematical performance of the notation were apparent 

3 
Edwin Gordon, Learning Sequence and Patterns in Music 

^Illinois, 1977), p. 14; R. Murray Schafer, Creativi-Music 
Education (New York, 1976), p. 16. 
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in the reading task responses of this study. The neume 

symbols were easily identified and easily performed within 

the song context. 

Kinesthetic Responses 

Movement in music education classes can be a wide variety 

of activities (a) for acting out the meaning of the words to 

a song; (b) for expressively interpreting musical style and 

phrasing; (c) for performing given sets of rhythms and tones 

from imitation or notation; and (d) for coordinating beat, 

tonal or rhythmic motions to a musical piece. For this 

study, the only movement coded was that used as a means 

for performing a pattern of stressed and nonstressed syllables. 

The game activities used throughout the lessons involved a 

variety of ways for the children to experience this type of 

movement. 

Although the children occasionally responded with 

gestures using various body motions, most kinesthetic responses 

were in the form of clapping to a pattern. Studies by 

Heinlein, Jersild and Bienstock, and Rainbow and Owens 

suggested that large movements (marching, stamping, etc.) 

are not necessarily easy for children when the coordination 

of the movement to music is requested.4 Rainbow and Owens 

4 
Christian Heinlein, "A New Method of Studying the 

Rhythmic Responses of Children Together with an Evaluation 
of the Method of Simple Observation," Pedagogical Seminary 
a n d Journal of Genetic Psychology XXXVI (1929), 205-228; 
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found that smaller movements (clapping, playing rhythm sticks) 

were much easier for children to perform than marching to 

music.5 A further interpretation of these study results is 

that the locomotor demonstration of childrens1 perceptions 

are not necessarily as accurate as the finer, axial movements 

of clapping, snapping, patsching, etc. The present study 

would tend to support these conclusions. 

When the children at each age level had shown a profi-

ciency with kinesthetically demonstrating a sound pattern, 

two activities in the present study seemed to negatively 

influence a repetition of this accuracy. One was having 

the children stand and move to the pattern by jumping, 

stamping, or similar large movements. Another was instructing 

them to choose any way they would like to move and show the 

sound pattern of their name. Using gross motor movements and 

freeing the choices for types of movement both tended to 

diminish the accuracy level of performance. Having the 

children stamp, jump or walk the pattern of a speech sound 

produced noticeably fewer accurate responses than having 

them clap, tap or patsch the same pattern. In line with 

Arthur Jersild and Sylvia Bienstock, Development of Rhythm in 
Young Children, New York, 1935; Edward Rainbow and~Diane* 
Owens, "A Final Report on a Three Year Investigation of the 
Rhythmic Abilities of Pre-School Aged Children," unpublished 
research paper, North Texas State University, 1980. 

^Rainbow and Owens. 
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this observation, when the children were asked to make any 

motion for a speech rhythm pattern, they often chose cumber-

some (hence, inaccurate or somewhat accurate) gestures or 

movements. Therefore, the freedom of movement seemed to take 

priority over the accuracy of response for the children. The 

above mentioned conclusions concerning the kinesthetic mode 

reiterates the questions of which types of movement are best 

suited for music learning with young children. The childrens' 

difficulty with particular types of movements should be con-

sidered when movement is used as a teaching and learning tool. 

For teachers of young children, it is understandable 

that variety of movement for experiencial or developmental 

purposes may be occasionally desirable. It would seem 

logical, however, to recognize that some types of movement 

seem more efficient than others for accurate sound svmboli-

zation. Therefore, one could question the validity of 

emphasizing certain types of movement through a teaching 

tool which cannot in turn be used by the children as an 

effective learning tool. Children should be offered appro-

priate ways for demonstrating their own perceptions of 

musical sound. 

Jersild and Bienstock and Rainbow and Owens implied that 

in evaluating children's musical abilities, the mode of 

response must be taken into account.^ The present study 

^Jersild and Bienstock; Rainbow and Owens. 
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supports those implications by offering evidence that the 

children's degree of proficiency and accuracy in symbolizing 

a speech rhythm pattern was dependent upon the type of 

kinesthetic response which they chose or were requested 

to use. 

Lingual Responses 

The lingual mode served a dual role in this study. The 

technique (speech rhythm patterns) was based in the patterns 

of speech, but also, speech was seen as a viable means for 

demonstrating perceived sound patterns. Therefore, separation 

of the two aspects of speech is difficult, yet some qualifi-

cation for the two roles is desirable in this discussion. 

First, the system and technique of speech rhythm patterns 

as a structure for perceiving musical sound seems worthwhile 

in the context of music education. Within the limited scope 

of this pilot investigation, the researcher observed that the 

children showed potential ability to transfer speech rhythm 

patterns to non-song or instrumental music. Patterns were 

heard and identified in songs through aural discrimination, 

not through reading traditional notation. The conditions 

of note-values, bar-lines and meter were not available to 

impede the purely aural musical focus. Once a sound pattern 

was identified within a song, it could immediately be per-

formed within the whole song through lingual, kinesthetic 

and visual symbolizations of its syllable stress 
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characteristics. This same pattern could then, with little 

teacher guidance, be found and performed in a new song setting. 

The preceding conclusions might warrant a further look 

at the benefits of speech rhythm patterns as a technique for 

identifying and performing sound patterns. Although ori-

ginating with the spoken patterns, it might be possible 

for children to transfer recognition of these patterns to 

purely instrumental works. If so, the structures of speech 

rhythm patterns could provide an interpretive, overt means 

of performing and expressing the stress pattern relationships 

in musical sound. 

The speech rhythm patterns do seem to offer "concepts 

for perceiving notes" and "deviation from deadly strictness" 

in the aural identification of sound patterns.7 Further 

investigation would be needed to determine whether or not 

the ability to perceive these sound patterns could be valu-

able in reading traditional notation. One could speculate, 

that proficiency in organizing heard music into a series of 

speech rhythm pattern structures could also provide the 

needed organization for interpreting printed symbols into 

expressively produced sound. 

Linguistically, the five-year-old children were more 

advanced than they were kinesthetically or visually. The 

7 
Ernest Harris, "Teaching Rhythm," Music Education in 

Action, edited by Archie Jones (Massachusetts, 1960); Curt 
Sachs, Rhythm and Tempo (New York, 1953). 
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seven-year-old children were more advanced kinesthetically 

than the younger ones, but also remained generally accurate 

in the lingual mode. Therefore, it seems reasonable to 

speculate that the lingual mode could serve as a valuable teach-

ing and learning tool for music instruction. Although the 

Rainbow and Owens and Klanderman studies did not specifically 

research the lingual mode, a by—product of their research 

conclusions exposed the efficiency with which three- and 

four-year-old children could perform rhythm patterns verbally, 

even though they were inaccurate kinesthetically.8 These 

results seem logical when one recognizes (a) the years of 

experiences the child has in this mode before he enters 

school, and (b) the inherent qualities of pitch, intensity 

and duration that are common to both music and speech sound. 

It appears that the lingual mode may be the most neglected 

sensory tool for music learning. 

It must be emphasized here that the manner in which 

speech is employed in the speech rhythm pattern technique 

is not necessarily similar to the typical ways in which 

speech is used in music materials. The qualities of the 

speech rhythm patterns are intentionally related to the 

natural flow of speech sound. Therefore, speech is not 

8 
Rainbow and Owens; Natalie Klanderman, "The Development 

of Auditory Discrimination and Performance of Pitch, Rhythm 
and Melody in Preschool Children," unpublished doctoral 
dissertation, Northwestern University, Evanston, Illinois, 
1979. 
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used as metered chant, written in traditional notation or 

read from traditional music notation. The general structures 

of verse rhythm or poetic feet might be comparable concepts 

for sound perception, yet according to this study the chil-

ren's names and familiar words tended to be the most 

acceptable and desirable pattern labels. 

The basic structures of the speech rhythm patterns give 

an organization for perceptual categorization of sounds. The 

verbal, visual and kinesthetic symbols which demonstrate 

these patterns need to be tailored for the children with 

which they are used. A child's name or the word pattern 

from the song, proved to be sufficient in this study for 

defining a particular pattern. Likewise, the neumes were 

icient symbols, yet it may be possible to find similar 

types of visual symbols which are more quickly and accurately 

drawn by the children. 

The clap/fist motion originally introduced to the children 

was used appropriately by a few of the seven- and nine-year-

olds, but seemed more cumbersome than showing the stress 

pattern by a strong (stress) and gentle (nonstress) clap (Cc). 

General Comments 

Selecting the most appropriate types of teaching and learning 

tools according to the group being taught was the core intent 

of this study; and, the techniques presented were subject to 

adaptation for the learning needs of the children. The concept 
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that a teaching approach must be kept flexible was a major 

reason for attending to the child-suggested and teacher-

suggested nature of the responses in this study. In planning 

the study, the researcher wanted to know the extent to which 

teacher-suggested symbols for the speech rhythm patterns 

(the numbers, clapping motions, and neumes) were used by 

the children. Such an intent was based in the desire to 

continually allow the children to show what they could do 

rather than what the teacher could teach them to do. 

As the lessons progressed, it was decided that the 

aspect of imitation as compared to initiation in childrens' 

responses was too difficult to judge in such a limited time 

span. Also, the fact that the child-suggested and teacher-

suggested classifications were part of the structure for 

evaluating responses tended to impose an artificial means 

of response analysis. The lines of imitation or initiation 

in individual childrens1 responses were not clearly apparent. 

Therefore, the researcher concluded that attention to child-

initiated ideas served better in the role of a teaching 

strategy than as a means for evaluating and classifying 

responses. 

Of particular interest to this researcher was the pattern 

of behavior from the nine-year-olds which showed the use of 

explanations rather than sensory demonstrations to show what 

they perceived. Although the explanation may have been 

accurate, it did not indicate their ability to perform the 
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characteristics that they explained. Three reasons may be 

offered for this developing pattern of behavior. 

First, with a multi-sensory approach to language arts, 

reading, music and other school subjects, the aural mode 

may be compensated by the visual or the kinesthetic. Less 

emphasis by teachers on the students' purely aural discrim-

ination of sounds is somewhat understandable because the 

aural sense is the least concrete, hence the least observable 

and the least measurable of the other senses. This compen-

sation effect also may actually serve to diminish a students' 

ability to hear sound patterns by over—emphasizing their 

symbolization in another mode (particularly visual). 

Secondly, the types of sensory tools presented to the 

children in this study may not have been ones which they 

preferred to use. Although allowance was made for student-

suggested responses, it cannot be assumed that the children 

took full advantage of this freedom of choice. 

Finally, classroom procedures sometimes dictate that 

explaining about an understanding is more desirable than per-

forming or demonstrating that understanding. In music 

classes, it is common to witness varieties of performances 

for musical concepts, through using hand signals, moving to 

rhythms, singing tonal and rhythmic patterns, and playing 

patterns on classroom instruments. When the teacher finds 

it necessary to evaluate the students' abilities in these 
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same musical concepts, however, a non-performance, sometimes 

non-aural response is requested from the students. 

In one respect group-tests of musical ability are 
somewhat restrictive, since the circumstances of the 
testing prohibit any response in sound. The stimulus 
sounds are heard by all the subjects, but the subjects 
may respond only by writing their answers in silence. 
Otherwise, of course, audible responses would interfere 
with, and thus, influence, the responses and answers 
of other subjects in the room.9 

It seems appropriate to restate some conclusions of the 

present study in order to speculate on the problems inherent 

in testing musical ability. Based on information gathered 

from the present study, it cannot be assumed that accurate 

measurement of students' musical abilities and perceptions 

can be determined by allowing only one response mode. In 

addition, young students' abilities to explain perception 

and to demonstrate that perception by sensory performance 

are not mutually inclusive. Evidence was found with each 

age group of the study that showed a child being able to 

accurately explain but not perform, or conversely, accurately 

perform but not explain his or her perception of a sound 

pattern. This discrepancy occurred in each sense mode, yet 

would not have been revealed in the quantitative analysis 

alone. 

The quantitative results of the study reflected response 

tendencies of age groups and individual children and provided 
9 

Arnold Bentley, Musical Ability in Children (New York, 
1966). 
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data which could be statistically treated to determine pat-

terns of responses. The value of collecting and reporting 

data in this way cannot be neglected. It was found, hov-

every, that although group profiles were established and 

differences could be statistically interpreted, there were 

individual characteristics and contrasting tendencies which 

were not reflected in the quantitative results. 

Educators should attend to the responses of each indiv-

idual child in the classroom; therefore, recognizing only the 

learning patterns of the majority does not necessarily remedy 

the difficulties in music learning of all children. Basing 

one's teaching techniques only on research results that are 

statistically significant would suggest that the other results 

do not exist. This study would have yielded quite limited 

(and possibly deceptive) results, if individual differences 

in responding for each group had not been analyzed. In 

addition, the results of the study could not be sufficiently 

and thoroughly reported through the percentage categories alone. 

The qualitative evidence showed the types, the characteristics 

and the contexts of the individual childrens' responses. These 

aspects of child learning are important considerations for the 

music educator in offering children appropriate ways for 

demonstrating their perceptions of sound patterns. 
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Thinking of the young child as an individual with vivid 
awareness to the multiple stimuli of his environment and 
as a growing_organism actively engaged with whatever 
materials this environment affords—manipulating, 
experimenting, combining, re-presenting, creating— 
the teacher must of necessity consider both what music 
S c h l l d and what the child does withTThi 
music. -10 — 

Based on (a) the inconsistencies of the childrens1 

responses from lesson to lesson; (b) the accuracy of demon-

strating a pattern in one sense mode but not another; (c) 

the differences in accuracy of responses with age groups and 

individual children; and (d) the unique and sometimes sup-

plementary roles each sense mode played in the childrens' 

musical learning, it would seem imperative to re-evaluate 

the means by which childrens' abilities are measured. "It 

has to be accepted that the measurement of musical ability 

has not yet progressed beyond a rather rudimentary and 

unsatisfactory stage."11 

Many researchers purporting to investigate childrens' 

musical abilities allow only for non-verbal, non-performing 

responses. Frequently in testing, children are presented 

with an item, and based on a purely aural stimulus, are 

asked to translate what was heard into purely descriptive 

terms (same/different; higher/lower; louder/softer). The 

validity of testing childrens1 abilities to transform an 

Helen^Christianson, Bodily Rhythmic Movements of Youna 
Children in Relation to Rhythm in Music (New York, 193"8) , p. 

11Bentley, p. 18, 
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item from an aural sensation into an analytical, verbal 

description (with no opportunity to perform and internalize 

it) should be seriously questioned. Until music education 

research discovers valid ways to test the aural, performance-

based idiom of music with children, it would seem advisable 

to observe and study systematically the ways in which children 

respond to the various aspects of musical sound. 

Recommendations for Further Research 

1. Similar studies with a different population of stu-

dents would contribute to the information reported in the 

present research. 

2. Similar studies with procedures for coding each 

lingual response of each student to symbolizing sound patterns 

would offer more information on the role of this mode in 

music learning. 

3. Studies to investigate the question of which types 

of kinesthetic, visual and lingual responses seem most effi-

cient and effective for children in music learning could 

provide insights for appropriate teaching/learning tools. 

4. Studies with focus on identifying speech rhythm 

patterns m non-song (instrumental) music would offer 

information on the extent to which children might use this 

technique for recognizing patterns in all types of musical 

sound. 



APPENDIX A 

GENERAL DESCRIPTION OF THE SPEECH RHYTHM PATTERN TECHNIQUE 

AS SUGGESTED BY EDUCATION THROUGH MUSIC 

The primary purpose of the speech rhythm pattern tech-

nique as it is used in Education Through Music is to provide 

a set of stress/nonstress groupings by which melodic-rhythm 

patterns in music can be perceived, identified and performed. 

Therefore, a transition is made from recognizing speech rhythm 

patterns in simple, folk songs to identifying these same 

patterns in non-song or instrumental works. The lingual 

mode consequently serves a dual role. It is used as the 

structure for an organization of sound patterns, and it is 

used as a means of demonstrating (symbolizing) perceived 

speech rhythm patterns. Therefore, the lingual mode functions 

froth 3.s a structure for perceiving and a means for expressing 

musical sound. 

In Education Through Music, application of the speech 

rhythm pattern base to music has included demonstration of 

this technique through kinesthetic, visual and lingual modes. 

In this way, the speech mode is at the base of the multi-

sensory symbolizations and yet it also is a partner with the 

kinesthetic and visual modes in demonstrating perceived sound 

patterns. 

180 
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The technique of speech rhythm patterns is not intended 

to invoke conformity or "rightness" in word pronunciations. 

Rather, it is meant to be a structure for perceiving and 

analyzing the stress patterns of words; therefore, regional 

and ethnic differences through stress shift in certain words 

is recognized and accepted. 

The application of speech rhythm patterns (or stress 

pattern units, language rhythm patterns) in teaching music, 

often begins with the students' names in order to explore 

and identify the numerous stress pattern units of familiar 

words. The number of syllables and the location of the 

stressed syllable are the points of attention. Eventually, 

each pattern is given a label which itself reflects the 

characteristics of the speech rhythm. 

To name the various stress patterns found in language 
we use the numbers as they are spoken in the flow of 

thennnn?h/nf m o n t h s a s ^hey a r e spoken when raiting 
the J°nths of the year. It is essential that you under-
f o r t a S ^ a t h e i^portan/setting 

Although the labeling of the pattern is rather incidental 

to the operation and conceptualization of the sound discrimin-

ation, the most functional labels appeared to be the numbers 

and the months as a relatively "universal" reference point 

for English—speaking people• 

P 3 r t nnf
rMDH0ie? R i c ^ r d s ' Aesthetic Foundations for Thinking— 

ffart Qne. (Portola Valley, California, 1977) , p. 34. 
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Movement is considered to play an important role in 

learning and practicing the stress/unstress relationships 

of words and phrases. "When studying the stress pattern 

units, it is possible to isolate and identify specific 

patterns by duplicating the sound of the words and phrases 

through movement."2 The students are encouraged to contri-

bute their own ideas for "acting out" the pattern through 

movement, and in this way are exploring the possibilities 

and appropriateness of kinesthetic sound representation. 

It is very important that the movement be performed 
^ s a m e sPee<3' the same rhythmic relationships 

and the same stress/unstress relationships that are 
used when the name is spoken. Our'minds furnish that 
which is missing, the spoken pronunciation of the words. 
Without the proper rhythm pattern and the proper stress 
relationships, one's mind cannot hear and complete the 
spoken sound.3 

In congruence with the lingual and kinesthetic approach 

to representation of sound, a notational system is implemented 

which is a visual guide to the stress pattern categories. 

Neumes (visual figures) which represent the sound categories 

apprise the number of syllables and the location of the accent 

in the pattern. 

Appendix B gives examples of twelve simple stress pat-

tern units, their labels, notation and representative words 

or phrases. Also included are the hand movement possibilities 

2 " ~ ~ 

Mary Helen Richards, Aesthetic Foundations for Thinkinq--
ar*- Three (Portola Valley, California, 1980), p. 27. 

3Ibid. 
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for symbolizing each stress pattern unit. The stressed 

syllable is symbolized by the darkened square in the pattern. 

This type of visual clue is intended to give information 

about the stress pattern group while simplifying the tradi-

tional musical sound symbols. The neumes may be placed on 

the staff for pitch suggestions (Ex:^ J|j '^ ) and may 

be read and performed simultaneously with the sound they 

represent. 

j.he visual, kinesthetic and lingual symbols chosen to 

"standardize" the speech rhythm pattern technique are meant 

only as guides for sensory representation; they are not 

intended to channel childrens1 responses into these forms, 

but rather to offer a structure to the teacher for exploring 

speech rhythm patterns with children. It is possible that 

the most appropriate representative sensory patterns may 

vary with different groups; therefore, it must be recognized 

that a system of visual, kinesthetic and lingual symbols 

may be derived from the students' own responses to speech 

rhythm patterns. In this way, child-suggested as well as 

teacher-suggested teaching tools are important to the class-

room implementation of the technique of speech rhythm patterns 

as described in Education Through Music (ETM) 



APPENDIX B 

TWELVE BASIC SPEECH RHYTHM PATTERNS—SENSORY SYMBOLS 

NEUME NOTATION 
(Visual) 

NUMBER LABEL 
(Lingual) 

*HAND PATTERN 
(Kinesthetic) EXAMPLE WORDS AND PHRASES 

cm 

• X I 

n a n 

urm 

TP 

m 

m c 

n n 

c m n 

Ten 

Spondee 

Seven 

July 

Seventy 

Eleven 

Twenty-one 

January 

Eleventy 

Twenty-seven 

Seventy-one 

Seventy-seven 

CLAP 

CLAP-CLAP 

CLAP-fist 

fist-CLAP 

CLAP-fist-
fist 

fist-CLAP-
fist 

fist-fist-
CLAP 

CLAP-fist-
fist-fist 

fist-CLAP-
fist-fist 

fist-fist-

CLAP-fist 

fist-fist-
fist-CLAP 

fist-fist-
fist-CLAP-
fist 

No, Bob, dog, house 

J.D., toothpick, football 

Robert, maybe, pencil 

Perhaps, Marie, giraffe 

Marian, beautiful, 
predicate 

Milwaukee, banana, the 
farmer 

Mary Jane, to the store 

Watermelon, kindergarten 

Identify, Elizabeth 

Merry Christmas, 

generation 

All in a day, Jonathan 
Jones 

In the beginning, 
Anna Maria 

*For each stressed syllable, the hands are clapped; for each 
unstressed syllable, one fist gently touches the palm of the other hand. 
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APPENDIX C 

EXAMPLES OF SONG-GAMES USED IN THE STUDY 

The speech rhythm pattern which was highlighted within the 
song appears in brackets. 

'OH I KNOW MARY"—(tune of The Farmer in the Dell) 

Oh, I know [Mary] 
Oh, I know [Mary] 
Hi Ho the Derry 0, Oh, I know [Mary.] 

Description: Any child's name can be substituted for 
Mary. The name within the song can be accompanied or 
replaced by a representative motion for the name pattern, 

"HICKETY TICKETY BUMBLEBEE" 
/ ? \ ^ 

1 1 \ f ' J > •*•"""> 
4 o o o z i z : i ± a : m 

Hickety Tickeiy Bumblebee 

— r - tj — i £—i—h 

Can you scty your name to me ? 

Description; The child first responds by merely 
speaking his name. Later, representative motions can 
accompany or substitute for the name pattern. 

For the following songs, any matching word pattern may be 
sung in place of the word in brackets. Also, each pattern 
may be accompanied by or replaced by a representative motion 
for the speech rhythm pattern. 
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PENNy SONG 

fr--j ^ jli 
. . . 

j i 3̂F» «--- -i» P 
V J " }• 

There s a. 

4 1 

pennq hand. 
F ^ - k ^ F 1 

I t LuiH tra.veJ thr 

L J b j i 

cxjj£jh the. /and. 

k—t " t ~ d — ^ 

I P 
jfo it he.re.'p JLs it there ? Tt cu/ll tra\/e.l e,v 9 rcj ujhe.rc. -

C I R C L L L E F T 

c/>c/e /eTc do oh do oh *6trcle !e.H* do- oh do oh 

l ^ T j* y 
^ *>18 

CS/V^CJ^L /(f.'Fc oo oh do oh. ^Shoke those. Simmons <do6un . 

CUCKE.TV C L A C K 

f3*-' = t = k> • 
1: ,1—L, J— 
2frcketLj_ 

i i 1 

ciicket tj 

if 

c'ack 

3 \ 
I i t s r : r f - ^ L ^ R 

Cfickety dickety clajck. 

- k 
Clickety dickety clickety clickety cfickety clickaty clack . 
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HERE WL ARL "TOGETHER 
nam<* gapg. 

Oh here. uJe. are. i;o^ei:he.r, toqe.the.r , 

F»WC 
Oh he.re. we. are. toge.th&r, ex!I srtt/ng on the. floor. 

^ ^ r-— 
S 5 I 

-*•—5T 
Theres Alary uoiih Johnny and Johnny ujrth Scxllcj , 

PUNCINELLA 

¥=% £ & -OB 

1.Oh Look who^s herd! 

3=3 
!?S 

£ <T 

Look who's here! 

^ = 3 

Puncinella ,| Puncinella I 

Puncinella f rom "the zoo' 

2.Oh What can you do? Rmcinel la , Puncinella! 
What can you do Rancinella from The zoo? 

3.0h We can do i t tco ! Rmcinel la, ftincinella! 
We can do ft too Puncinella f rom the. zoo' 

• 

4.Oh Who do you choose? FLncind la , FUnciriella! 
Who do you choose Puncinella from the zoo? 



APPENDIX D 

STUDENT RESPONSE ASSESSMENT FORM 

( I N I T I A L ) 

Date :. 

! 

1 

N a m e 

Visual 

R NR 

Kinesthetic 

R NR 

Aural 

R NR 

Wumber: 

R NR 

Li 

; Nonsense 

R WR 

ngual 

Name 
R MO 

O t h e r 
D WD 

i i 

. 
C o m m e n t : 
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APPENDIX E 

REVISED STUDENT RESPONSE ASSESSMENT FORM 

v. ' < 
%e 
o; 

£ 
j 

%e 
o; 

£ 
j 

%e 
o; 

£ 
j 

J 
<sz 
<£> 
a 
-3 e -» 

e 

"•««» J 
<sz 
<£> 
a 
-3 e -» 

e 

J 
<sz 
<£> 
a 
-3 e -» 

e 
c< 

2 e 

-

2 e 
*9 

- t e 

cic c< 

i ~ 
pr 

•«* 

•0 

5 
2 

ci 

V— f/̂  I «.),A.I 

i ii ^ 

o <«/> V" vA tO O CO v-^ <c-» vo 
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APPENDIX F 

Introduction 

The following are transcripts of the lessons for the 

five-, seven-, and nine-year-old children. Only those 

sections of the lessons which pertained to speech rhythm 

pattern work are included here. 

The names of the children are abbreviated in the texts 

of the transcripts. A key for the name abbreviations appears 

at the beginning of the first lesson for each age. 

Teacher instructions and responses appear on the left of 

the page, students' responses are on the right. Parentheses 

are used around explanatory or descriptive text. All other 

texts are direct quotes. 

The abbreviation "C" is used to designate a clap, and 

the capital and lower case letters (CC, Cc, Ccc) indicate the 

stress pattern of the movement. Other movements or gestures 

are designated by "X" and a description of the movement. 

(Ex: Xx patsching on legs). Visual symbols created by the 

children are reproductions of their drawings. Refer to 

Appendix C for song materials used. 
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Names: E = Eric 
Bt = Barrett 
Br = Barbie 
K = Kari 
L = Lisa 
C = Courtney 

FIVE-YEAR-OLDS 

Lesson #2 Song Activity—"Oh I Know Mary" 

(Sang and clapped each child's 
name in the song and asked them 
to join in) 

(Not consistently correct 
at clapping name patterns) 

Eric, why don't you take a turn, 
tell us who you know and show us 
how their name sounds in your 
hands when you do it. 

Barrett, it's your turn. 

You got chosen, Barbie, who are 
you going to sing to us about? 

Kari, who do you know? 

Barbie, I'm going to have my 
hand talk to yours. (Patting 
on her palm, and saying KaRI 
(cC) twice) 

Let me talk to your hand Kari. 
(Patting ALIsa on her palm) 

E: Barrett (CC singing 
and clapping. On the 
3rd repetition, he 
flapped several times 
for the name) 

Bt: Barbie (CC singing and 
clapping correctly in 
song) 

Br: Kari (singing, but 
clapping several times 
on each saying of the 
name) 

K: Alisa (singing, but 
only clapping the 2nd 
syllable of the name) 

Br: Kari (CCCC), Kari (CCC) 

Br: Kari (CCC, Kari (CCC) 

K: aLISa (3 pats twice on 
my hand correctly) 

L: Peggy (CCC), Peggy (CC) 
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Discussion 

practice, and imitation played in this obvinn,' " S°ng' 
Each child tended to obvious improvement. 

were d i f f i c u l t n V I ° m a n y t l m e s t o e a c h name if it 

s T r - e f 
was especially noticeable*™' £hSP??S0 t 0 t h e s t r e s s e d syllable 
the othe? names in ?he ^ k a E I b e c a ^ e , unlike 
first in the pattern grouping. S y " a b l e W a S n o t 

Song Activity—"We're Going Out on Halloween" 

Today, show me your idea in p. / 
your feet when It's your £S». "" 

Bt: house (consistently 
correct—stamping) 

C: Ten supermans (never 
correct—stamping) 

K: Wonder Woman (close, 
but never quite correct) 

Br: Twenty thousand Wonder 
Women (never correct) 

Discussion 

L: One hundred seventy 
ghosts (never correct) 

situations fo/th^ohildr03^ a. c o m m o n tendency in classroom 

problem that the teacher has set up for them. 
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Lesson #3 Song Activity—"Punchinella" 

As we're walking around, I 
wonder if you can jump on that 
last word "zoo." 

(Repeated song/activity) 

Let's all sit down and sing the 
song. This time clap on the 
word "zoo." 

(again) 

Let's all do it again. 

I'm going to do it this time, 
do it without me. 

Put "zoo" on your head this time, 

Discussion 

Br: (sings and jumps on 
"zoo" twice) 
(All other children 
jump after the word) 

(All jump after the 
word again) 

K: (claps perfectly with 
the word) 

(Only Kari claps with 
the word) 

Br: (sings and claps word 
twice correctly) 

(All do it correctly) 

K, Bt, C—(correct) 

linm^?r5?rmiSg 3 m o v e m e n t simultaneously with an aural/ 
children automatically come easily for these 
llaren. The children were more quickly able to clan wi+-h 

the word "zoo" when they sat down 'than w L n iLfwIrfto ilp 
on the word as they moved. Perhaps the element of imitati™ 
nno m cher enters into the success while clapping Also 
caused ; r * t l n 9 ^ h e t? a c h e r' t h e children's mimicking ' 
that model the T Z i ' W h e n t h e teacher removed tnat model, the children were forced to rely on their aural 
mavUh,fedHPerf0rmed c o r r e c tly. " is possible tea? clapp?L 

S ' J ? e e n an easier kinesthetic tool than jumping for 
coordination with the lingual mode. With several repetitions 

the song and task, all the children performed accurately. 



Lesson #4 Song Activity—"Here 

Can you think of another place 
we could be sitting that sounds 
like floor? (singing) "all 
sitting on the (X-snap) " 

Does that sound like floor? 

(Sang each idea in the song) 

Discussion 
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We Are Together" 

Bt: chalkboard bench 

Br: I know—chair. 

Br: bench 
C: fish 
C: five 
L: space 
Bt: wall 
C: four—the four that 

comes before five 
Br: book 

bus (singing the word 
in the song) 
brick (singing the word 
in the song) 

K: 

E: 

When asked to find a word to match "floor," the most 
common answers were those objects in sight in the room. 

RecoqniJinaehod
 t 0 ^ f o?u s fn g o n t h e initial consonant "f." 

. °? ^ i : \ i r d l r T a b l e t o 

fSlloSin9?aerStand 0 1 6 t r a C k " h i C h C o u r t n ey' s could'be 

*-ho-;vT1^ S° n g h a S ^ l s o n o w b e c o m e a context for situatina 
M 1 e a s Kf r i and Eric sang the answer in the phrase of 
the song containing the original word. pnrase of 

Lesson #5 Song Activity—"Mary Had a Little Lamb" 

Do you know something else 
that Mary could have that 
sounds like (X-clap)? 

(singing and clapping kitten 
CC in the song) What's the 
difference between lamb (C) 
and kitten (Cc)? 

lamp 
(joins in clapping the 
word) 
rat 
cat 
dog 

Br: 
K: 

C 
L 
K 
Br: kitten 

L: It has more 
Br: It has a second hit 
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(reviewing words that fit 
lamb which they had offered) 
Any others? 

(sing Courtney's idea) Which one 
of those words fit (C)? 

r(Tuln?lng a n d claPPing-CC) Winnie 
Which word fits? 

Discussion 

C: I know, "Winnie the 
Pooh" 

C: Winnie 

Br: Pooh 

an z t l U l to'mitch'tSe g ^ e ^ t S n l n d ^ M c h " ^ i n 

?n r?hL fL°Lo^i nI :Sod a S S° C if "J" ^ S e n c T o r ^ s w e r s 

of "wrong" answers? 9 P l S ° f t h e i n s t r^"onal benefit 

the^students ?o°o«er ^sponserShSrSad^o^ Sfdo" 
5 S E l L 
unusual and provides a look at answeis which coSe to the 

bCy1ihereci;uS1?n?otaa"i"ar..n0tber ^ - ^ e e ^ o r ^ a n n e l e d 

thing"" ma( h a v e * e e n »°re rellonsivl'to " d o ^ r k n o ^ m e ^ " * 

like9the pat?emajc) ?»at M " y °°Ul<1 h a V e" t h a n t o " t h a t s o ™ 1 

Lesson #6 Song Activity—"Bluebird" 

Listen. (Hum the tones on 
'bluebird') What other bird's 
name would fit in there be-
sides bluebird? 

(sang the idea) 

Any other ideas? 

Mockingbird (CCC) 

Eric, can you think of a bird 
that sounds like (hm-hm)? 

(Collect ideas already given 
and sing in the song) 

Bt: redbird 

E: mockingbird 

Bt: 
C: 

Br: 
L.-
Br : 

It has 3 claps. 
Bluebird's 2. 

greenbird and redbird 
bluejay 
A red bluebird—no 
just a redbird 

Br: redjay 
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What s 3. really big bird? 

Does that fit the same as blue-
bird? Clap baby bird, Barbie. 

Now clap bluebird 

What you think, Courtney? 

What is it? 
(sing Barrett's idea) 

Does it fit? (all sing) 

Singing) kaRI (cC), kaRi (cC) , 
(then singing BLUEbird (Cc), 
BLUEbird (Cc) 

What is it? 

Discussion 

C: 
Br: 
L: 

E- big bird 
Bt: Eagle 
K: big bird 
Br: baby bird 

C: bluebird has 2 
Br: (CCC) 

Br: (CC) Baby bird has 
more 

yellowbird 
I know! (CCC) 
yellowbird (singing 
and clapping (CCC) 
bluebird (singing and 
clapping CC) It has 
too many sounds. 
It has 3 claps. 

I got one! 
'Courtney 

Lisa 
Let's try Eric 
parrot 
Kari 

(tries saying and 
clapping) 
Peggy (singing) 
Barrett 

My last name would fit 

Ramsey 

E: 

Bt: 
Bt: 

Br: 
Br: 
L: 
K: 

Br: 

C: 
Br: 
K: 

K: 

S i r f M u f t o 

fact did not monitor his own idea of yellowbird. 

tool o" theL 1®™ 0?; s ^ a n t S 
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P̂ tteirn of names in the cttoud î v̂t i • 

S T l L I namefwould? 

Song Activity—"Here We Are Together" 

(Change the last phrase to 
"all touching our nose, floor 
head, etc.") ' 

I was thinking of things we 
could touch that sound the 
same as "floor," "head," 
"nose." 

Let's think of things on us 
that we can touch, that sound 
like (C). 

Br, E, K: door 
Br: core 

(Each idea was sung in the song.) 

L: 
L: 
C: 
L: 
C: 
E: 
K: 
L: 
C: 
Br: 
L: 

Br: 

Bt: 

shirt 
sweater 
socks 
all touching our shoes 
mouth 
pants 
eyes 
ears 
nose 
teeth 
all touching our hair 
(singing) 
all touching our head 
(saying) 
all pulling our hair 
(saying) 

Discussion 

syllabi 

and dcWhin h l l d™ n " e r e t h S n d i r e c t e d to think of bod^parts® 
and clothing. The song is also being used as a context fni-

in?orthrmusicil"sem£g?
S ^ S P e 6 C h rhYthl" P a t t e r n ba<* 

Activity— 
Mnf1?LatTVi!Uai S y m b o 1 f o r t h e Speech Rhythm Pattern 

the Words Just Used in the Lesson—One Syllable 

The last word in that song sounds like this (C). 
Think of all those words you came up with and this is what 

p S u r n f t h i t i k e (Ci- !!ith y O U r e y e s closed,^ink o f f 
like this frf ®°"nd;-what would it look like? It sounds 
like this, (C), but if you draw it, what will it look like? 



K: 

Show me what you mean, Kari 

Br: 
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Somebody sitting on 
the floor. 

Carpet 

The carpet with 
somebody sitting 
on it. 

A dog standing with 
^/diamonds on her 
tail (she said 
earlier "it sounds 
like a bark") 

I drew a rug cause 
.it sounded like it. 
Rug (C). It's a 
long green rug. 

Mine's a water 
flood, cause this 
(C) is water. 

Discussion 

t h a
 T h e responses of the children may have been different had 

tTons e a Cctr,Ti S U g?^ tf d r a W i n g a "P^ure" in the ins^ruc? 
tions. Certainly, the drawings and the accompanyinq explana-
tions reflect the students' rendition of the oSjec^-^oo?" 

pattern! a b s t r a c t s o u n d o f the speech rhythm 

4. • ^viewing the video-tape of this section it was 
noticed that Lisa compared the single clap sound to a bark 
but this connection to her drawing of a dog was not mentioned 
tion^ of?lanatlon* Kari seemed to understand the instruc-
tions ,^offered a word similar in meaning and pattern to 

idea°r Barbie** t 0 k l n e s t h e t i c a l lY symbolize her visual 
idea. Barbie s reasoning is unclear for her explanation un-
"floor." l d l n t e n d t h a t " w a t e r" (as she clapped it) matched 

Lesson #7 Song Activity—"Oh I Know Mary" 

(Wanted the children to guess 
whose name might fit the pattern 
clapped without suggesting any 
instructions.) 
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(Singing the song) Oh, I 
know (Cc). E: 

Bt: 

K: 
Bt: 
K: 

E: 
Br 
K 
L 
K 

There you go Kari, do it again, 

(CCC) 
Eric (sings the name 
in the song on the 
last phrase) 
Lisa 
I thought Peggy 
Oh, I know Lisa (CC— 
claps and sings cor-
rectly for entire song) 
Does mine work? (CCC) 
And Courtney•s 
Barbie (CC) 
And Barrett 
Kari (CC) kaRI (cC) 

Watch Kari. 

Discussion 

K: kaRI (cC) 
C: kaRI (cC) 
Br: Ka RI (cC) Ka RI (CCC) 

K: ka RI (CCC) ka RI (CCC) 
L: ka RI (cC) 

i AH -P U • * Eric continues to cXcip too nanv 
f L w 4.?0f. n a m e* Students seem now more at ease usincr 
terns ' C l aPP i n?> help m atch ^ 

stress ol he? ciapsntoSthfs/S ^ t 0 m a t C h t h e 

ner claps to the stress pattern of her name. 

Song Activity—"Hickety Tickety" 

(after singing the song, a ges-
ture was made for Barbie to take 
a turn, but no mention was made 
of putting a movement with the 
word) 

Bt 

Br: Barbie (hit floor once 
with both hands) 
Barrett (snapped fin-
gers once) 
Courtney (hit knees 
once) 
Lisa (hit head once) 
Eric (hit head once) 
Kari (motion resembled 
accent pattern of name 
—index finger and 
thumb together and 
apart) 

K 
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(After tapping the teacher's 
name on each child, so they 
could feel the speech rhythm 
pattern) 
Courtney, can you put my name 
on my foot? 

Br, on my thumb? 
L, on my head 

E, on my foot? 

C: (he does not respond) 

Br 
L: 

E: 
L: 

peggy (XX) 
Peggy (XXX) , Peggy (XXXX), 
Peggy (XX) 
Peggy (XX) 
Peggy (XX-pats on my 

back) 
Br: Peggy (XX-pats on my 

back) 
K: Peggy (XX-pats on my 

back) 

Discussion 

ana lingua! U o l . 

Song Activity—"Hello" 

(After singing the song) 

I have a puzzle for you. There Br: Barbie it's 
is one person's name that sounds ' 
like "hello" (cC) (singing) 

Let's try it barBie (cC) barBie Br: BAR-bie 
(cC) (singing) Which do we say? C: Eric 

^singing*' (CD) 0 R I C (cC) K : 1 * n o w k a R I (then sings 
and claps it in the song) 

Br: kaRI 



How about this song, (sang 
"There's a Penny" song) There 
is somebody's name that fits 
"there's a." (Cc) 

Anyone else's? 

There's a KAri (Cc) 

Discussion 

K: 

C: 
Br: 
Br: 
Br: 
K: 
Br: 
Br: 
K: 
Br: 
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(started singing cor-
rectly matching pattern 
to the melody) Barrett, 
Barrett, Barrett, Barrett 
Barbie 
Barbie 
Lisa 
Barrett 
See, I told you I 
Courtney (Cc, Cc, Cc) 
Eric 
Kari 
You! Peggy (saying and 
clapping in song Cc) 

Although the children gave incorrect answers when asked 
to match the pattern of "hello," they quickly recognized the 
dissimilarity when the idea was put into the song and dis-
torted. Barbie may not have been able to describe why it was 
distorted, but through the response, "BARbie," she performed 
the disagreement through her answer. Kari tends (understand-
ably) to be more tuned-in to the unique sound pattern of her 
name than the other children. 

Kari immediately matched Barrett's name correctly to the 
sound patterns of the "Penny Song." This apparently happened 
as a response which Kari herself may not have thought about. 
No mention had yet been made of putting a name to the song, 
and only the pattern of "penny" was to be the focus. However 
Kari accurately matched the name to the melodic rhythm pat-
tern of the entire first two phrases of the song. 

Lesson #8 

Activity—Reading neumes 

(Showed them the X neume and 
Xx neumes as a puzzle) 

This is a puzzle for somebody's 
name (X neume), and this is a 
puzzle for somebody's name 
(Xx neume) . You have to figure 
out whose name is this (X) and 
whose name is this (Xx). 

E: Eric (pointed to Xx 
neume) 
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Eric (pointing to squares of 
neume while saying name) 

(After explaining that the black 
square is louder, the xX neume 
was displayed.) 

We know whose name fits this 
puzzle (Xx neume). Does anyone 
in any of your classes have a 
name that fits this (X neume)? 

Which one would be Dana? 

Who? 

Courtney, you found one I 

Discussion 

C: 

Br 

K: 

K: 

Courtney (follows cor-
rectly with neume) 
Barbie (follows cor-
rectly with neume) 
Kari (touches X neume 
on second syllable) 
(touches Xx on each 
syllable) 

K: kaRi (follows correctly) 
Bt: Peggy (follows cor-

rectly) 

L: Lisa (follows correctly) 

Br: Dana 

Br: Dana (follows Xx cor-
rectly) 

L: Cookie (follows Xx 
correctly) 

K: Stacey (follows Xx 
correctly) 

C: John-a (follows Xx dis-
torting word) 
John (correcting the 
word and neume to X) 

cl?lld^en h a d f e w problems being able to immediately 
read the visual neumes by tapping the syllable squares as 
they said the name. Although Kari's name had a pattern dif-
ferent from the others, she easily and quickly followed that 
neume pattern accurately. 

When asked for a (X neume) name, the students seemed to 
be more prone to thinking of a friend's name and seeing where 

ou d fit than to thinking only of a name which would match 
the given pattern. These responses could be considered com-
parable with those others during the study which were more 
related to the children taking the opportunity to express 
themselves freely than to match the limits imposed by the 
teacher Courtney was able to effectively distort a common 

corrected"!^0 ^ ^ p a t t e r n (Xx) ' b u t t h e n intmediately 
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Lesson #9 

Song Activity—"A Hunting 

Br: What else could we catch be-
sides a fox? 

Something that will fit fox. (C) 

(Singing raccoon in song) 
We could sing that, but it 
doesn't fit the same as fox. 
Courtney, could you find 
something else? 

What else? 

Parrot (Cc), bluejay (Cc) , 
fox (C), bird (C) See what 
I'm looking for, Lisa? 

Does it fit? Courtney (Cc) 
Lisa (Cc) 

(Checking with the song, clap-
ping Melanie (CCC) 

C: 

E: 

We Will Go" 

bird! 

Raccoon 

fox (C) 

E: bird 
L: parrot? 
L: bluejay? 

E: one word thing 
Br: cat 
L: kitten 
Br: dog 
Bt: Courtney 

L: Lisa? 

K: Kari 
L: I'll change my name— 

Melanie 

K: Kari (C) , Kari (C) 
(claps both times on 
second syllable) 

C • 

(Sings and plays game using 
"bear") 

Discussion 

The series of responses in "A Hunting" again reflect 
more the association with familiar animals' names than the 
channel of one syllable words. Even the correct answers 
could be lucky guesses with Barbie being the only consis-
tently correct child. Lisa pursued two syllable words and 
woSlde»f?+-°»^fered to change her name to "Melanie" so that it 
ould flt. It is difficult to determine why the children, 

especially Lisa, had problems understanding the pattern 
reques ed in this activity, especially because in earlier 
lessons they were more accurate in finding one-syllable words 

fit a pattern. Perhaps the location of the word "fox" in 
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this song was more obscure to the children than was the loca-
cadence.previous son<3s whl^h presented the focal word at the 

Song Activity "I'm Mary, Who Are You?" 
(and visual symbolization) 

Think of your name and show me 
how you'd move to your name. 
Make the sound of your name. 

Think of how your name would 
look if you showed me the sound 
of your name on paper. 

Show me how your name sounds. 

How does clap sound and 
flower? 

K: 

E: 

L: 

C: 

Barbie (correct move-
ment) 
(Rocked back and forth 
several times) 
(Jumped twice, but said 
Alisa) 
(Clapped, not with the 
name) 

Br: (Wiggled around) 
K: Cindy, Lisa (CC, CC) 

K: kaRI (cC, clapped pat-
tern several times) 

Br: Barbie (Cc) 

(Many questioned, "How do 
you do that?") 

That's me going out-
side to play. 

Cause I thought clap 
, and flower sounded 
tpthe same. 

Clap (C), flower (CC) 

mm I drew number 4, I 
don't know why. 

A tree and me cause 
I was gonna go out-
side and climb a 
tree I also know 
how. 

A moon, a flower and 
a heart. The flower 
and the heart don't 
count, they're for 
love. 

Br: CC 
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Why the moon, Lisa? Cause it's night-
time . 

Because they both 
fit together cause 
it's clapping (CC). 
Barbie (CC), I made 
a hand cause I 
wanted to clap. 

Discussion 

Although "I'm Mary" with kinesthetic movement to the 
name was intended as a preparatory activity for visual sym-
bolization, the speech rhythm pattern was not as much a guide 
for the student responses as was the Chance to do fun move-
ments which were mostly inaccurate for the presented task. 

According to the explanations, Kari and Barbie were the 
only two who attempted to symbolize the sound of the name. 
Courtney and Eric made a drawing of themselves for their 
name; Barrett's reasoning is unclear; and Lisa's choices 
may have had more to do with her interest in drawing the 
objects than in connecting them to the instructions. 

K f ^ Barkie both explained their visual symbol bv 
^lngu^the kinesthetic mode and Kari attempted to expand her 
idea by adding a linguistic match (flower/clap). Although 

a n 1™r°3:rect speech rhythm pattern (flower), Kari 
splayed an ability to perform and an understanding of the 

multi sensory channels for symbolizing speech rhythm patterns. 

Lesson #10 

Song Activity—"Oh, I know Mary" 
(As neumes displayed on the wall were read) 

Oh, I know John (singing en-
tire song and pointing to X 
neume as the name was sung). 

Anybody else know somebody 
whose name is up here? 

Br: 

C: 

Eric (pointing to Xx as 
name was said, then fol-
lows correctly to name 
while sung in song) 

Lisa (points to xX; goes 
back to sit down, then 
comes back up and points 
to Xx saying Lisa) 
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Why do I have black and white 
on these? 

Let's say louder. The black 
one is a little louder. 

I'm going to give you a name 
and you tell me where you 
think it fits. Bob 

Renee1—it's tricky. 

Tom 

How about Tommy? 

Here's a hard one—Alisa, 

You're almost right, Barbie, 
but I tricked you. (Added 
xXx neume to ones on the wall.) 

K: 

Br: |Cause this one's higher, 
it has to be over here 
(with xX neume, she 
pointed to the black 
square). 

C: Lisa (with the song, fol-
lows , but was correct in 
coordinating only once). 

Stacey (points to Xx 
neume with the word, 
then follows with the 
song. Was correct in two 
of the three repetitions.) 

Barrett (points to Xx 
with the word, then fol-
lows correctly in the 
song). 

Brian (points to the Xx 
neume with the word, 
then follows correctly 
within the song). 

Bt: Bob, (C) (hits X neume, 
then follows correctly 
within the song). 

E: 

Br 

K: 

L: 

Br; 

E: 
Br, 

Bt: 

ReNEE points to (xX 
neume with correct ac-
cent, then follows cor-
rectly within the song). 

Tom (points to X neume 
with word). 

Tommy (points to Xx 
neume, then follows cor-
rectly within the song). 

Alisa (points to xX 
neume, but follows with 
only the first two syl-
lables) . 

It has to be three! 
K: (follow xXx neume 

saying Alisa) 
I'll show you Alisa (fol-
lows X and Xx neumes 
saying A Lisa. 
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Barrett, you're right about how 
many sounds, but what's the 
difference in that and the one 
I've put up for Alisa? 

C: 
Br 

Two whites! 
I'll tell you why it's 
Alisa, (following xXx 
neume, saying a LI sa, 
stressing second syl-
lable) . 

Song Activity—"Clickety Clack" 

If we had a sign up here for 
"Clickety Clack" which one 
would it be? 

E: 

Is there one that fits? Let 
me show you. (Xxx neume intro-
duced) Can you make it fit? 

This is just for Clickety, 
though. 

C: 

Where's clack? 

Br: (Points and sings click-
ety to Xx neume, touch-
ing neume with the first 
and last syllable of 
clickety.) 
(Does the same as 
Barrett.) 
(Follows the same as E 
and Bt.) 

Clickety Clickety Clack 
(follows Xxx saying one 
word for each square of 
the neume). 

Clickety (follows only 
the first square of the 
neume). 

Bt, E, K, Br: (Each fol-
lows the Xxx neume cor-
rectly saying clickety.) 

Clack! (Runs and points 
to X neume.) 

E: 

(Followed neumes while sing-
ing whole song.) 

Discussion 

As in the previous lessons, the five-year-olds were al-
most immediately and totally successful in the multi-sensorv 
reading activities. Although the terms for describinq the 
neume and speech rhythm pattern (higher) may need clarifica-
tion, the children seemed to have accepted the stress pattern 
difference; and, with the visual clue, the kinesthetic fol-
lowing with the words was properly stressed with minimal 
difficulty. Also, the melodic rhythm of the song seemed to 
be a motivator m coordinating the visual, kinesthetic and 
aural/lmgual skills for reading. 
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The enthusiasm of the children showed in their desire 
to figure out new words and what the neume would look like 
for those words. To encourage this kind of thinking and 
problem solving, the teacher occasionally gave a word whose 
neume did not appear before the children to see if thev could 
imagine what the appropriate visual symbol would look like. 
The children's responses to neumes already displayed during 
this type of questioning were not coded in the quantitative 
portion of the study. 

i,- Courtney had a problem in connecting the lingual with the 
kinesthetic and visual performance of "clickety." It is 
coordi"nati on ^ow whether t h e Problem lies in his simultaneous 

rdmation of the senses or m his not understanding the 
nature of the visual symbol for the speech rhythm pattern. 
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SEVEN-YEAR-OLDS 

Names: M 
W 
A 
E 
K 
D 

Matthew 
Woody 
Andy 
Emily 
Kim 
Donna 

Lesson #1 

Song Activity—"Here We Are Together" 

What else could we touch that 
sounds like (C) head? 

(Sang each idea in song) 

I have to ask you about one 
thing, Matthew. We were 
finding things that matched 
head (C), feet (C), knees (C), 
breeze (C). What happens 
with shoulder (CC)? 

What's the difference between 
shoulder and head (CC) and 
(C) ? 

Put "shoulder" in your hands, 
Matt. 

Say it this time. 

Put your "head" in your hand, 
Matt. Let me show you. (on his 
hand) shoulder (CC), head (C) . 
What's the difference? 

E 
W 
A 
M 
K 

K: 

knees 
feet 
breeze 
touching your shoulder 
How about your ribs. 

shoulder (CC, several 
times) 

D: 

M: 

D, 

M: 

W: 
M: 

M: 

shoulder (CC, several 
times) 

(several taps on shoul-
der, not speaking) 

K: shoulder (CC) 

(several pats on his 
head) 

shoulder has 2! 
shoulder (says and pats 
shoulder correctly) head 
(says and pats correctly) 
feet (hits feet together 
once) 
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Good, can you think of some-
thing else that only has one 
sound? 

(Sang each idea in song) 

Discussion 

M 
K 
D 
A 
E 

ear 
heart 
touching our nose 
eyes 
chest 

The activity of finding a one syllable word to fit in 
the song was not difficult for these children, and some also 
began using the kinesthetic tool of clapping to analyze the 
speech rhythm patterns. It is difficult to know why Matthew 
had such problems understanding the nature of the task or the 
kinesthetic response to the lingual clues, but he did respond 
accurately once the correct response was patted on his hand 
and when he spoke the word as he clapped it. 

Perhaps for some children it is important to have the 
tactile experience of a pattern with which they are having 
problems, and to say the word aloud while they are trying to 
symbolize it kinesthetically or visually. This initial 
activity with the speech rhythm patterns of their names showed 
the vast difference in the skill levels between the five-
and seven-year-olds in performing these tasks. 

Lesson #2 

Song Activity—"I Know Mary" 

Oh, I know Matthew (CC) 
(singing entire song with 
name clapped). Did you see 
what I did Matthew? 

Sing with me. 

Matthew, it's your turn, so 
decide who you know and put 
their name in your hands. 

Andy, it's your turn. 

M: I know Matthew (singing, 
claps entire phrase of 
song) 

K: Matthew (CC, CC) 
D: (CC) 

(All sing and clap correctly.) 

M: Oh, I know Andy. 
W, K, D: (CC) 

A: Oh, I know Woody (CC) 
(singing) 

D, K, W: (Join in cor-
rectly) 
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Woody, I'm going to change it 
for you. Don't sing the per-
son's name to us—just clap it, 
and we have to try to guess 
who you're thinking of. 

(All join in singing and 
clapping.) 

W: (CC) 

E, K: Andy 
Andy 
Donna 
Me 

Does Andy's name fit? 

Choose, Woody. 

M, K, E: (CC) 
M: Oh, it's Kimberly 

K 
D 
M 
K 
M 
A 

D: 
D: 

Donna 
Peggy 
Oh, I know—Matt 
Matthew 
Emily 
Emily (CCC on leg, 
checking) 
Emily (CCC checking) 
Matt 

Does Matt fit? 

Discussion 

M 
A 
W 

Un-uh—Matthew (CC) 
Woody (CC) 
RightI 

Although the other children were correct most of the 
time, Matthew offered consistently incorrect names to match 
the pattern. He did know that Matt (C) did not fit the 
pattern even though he had earlier suggested it. The reason 
for Matthew's tendency in responses in unclear. 

Song Activity—"Bluebird" 

Instead of singing bluebird— 
does greenbird fit? 

Let's see if it fits in the 
song. (sang hornet) Any 
others? 

What do you notice about purple? 

A: greenbirdI 
(All start singing in the 
song.) 

M: or hornet (CC) 

E: redbird 
W: purple bird 
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(Sang each idea) 

W: goldbird 
D: bookbird 
E: redbird 
K: blackbird 
D: pinkbird 

Discussion 

This lesson basically shows the accuracy of the lingual 
responses to a kinesthetic clue, kinesthetic responses to a 
lingual clue and the use of the kinesthetic sense for checking 
the lingual ideas. It also served as a preparatory activity 
for visual symbolization. 

Activity— 
Making visual symbols for speech rhythm patterns 

Put bluebird in your hands for 
me. I'd like you to figure out 
a way to show what that word 
sounds like. Bluebird has how 
many sounds? Show me. 

How many do you have up there? 
Why? 

It has 2 claps.(CC) 

Two claps—bluebird 
(CC) 

Two claps 

I?"1 w a s cl aPPi n9 hands 
[ w i t h 2 claps—that's 

1, 2. 

K : f That' s two hands for 
)h[j two claps. 

M: 

M: 

They're notes. 

Three. 
Cause you sing it 
three times. You 
sing bluebird, blue-
bird; then you stop 
and sing it again. 

Song Activity—"Ring Around the Rosy" 

A: ^ Now, let's see if you can put 
the sound of "down" on paper. 

K: He's upside-down. 

That's confetti fal-
ling down. 
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Upside down house, 

(No explanation) 

Discussion 

Both activities for visually symbolizing a speech 
rhythm pattern offer evidence of the seven-year-olds' needs 
to make a figure resembling the meaning of the word or the 
movement connected with the word. The symbols for bluebird 
were similar among the students, because they were unsure of 
what to do. When the first student got an idea (Woody), the 
others took that idea as their own. Matthew seemed to be 
thinking of how many repetitions occur on bluebird within the 
song rather than the pattern of the word. The symbols for 
"down" obviously reflect the meaning of the word and not 
necessarily the pattern of the speech rhythm. 

Lesson #3 

Song Activity—"There's a Penny" 

What other money would fit the 
pattern of penny (Cc)? 

Oh, that would work, but I 
don't know who calls it that, 

K: quarter 
W: dime (CC), dime (CC) 

dime (C), dimey 

W: nickel 
A: dollar (CC) 
M: two dollars (CC) 
A: two dollars (CCC, 

checking) 

Discussion 

Woody's thinking in finding a word to match penny indi-
cated his ability to check his own answer and manipulate the 
"wrong" answer to make it "right" for the pattern. Matthew's 
changing Andy's answer ("dollar") to "two dollars" suggests 
that he does not yet understand the task of matching sound 
patterns. 

Song Activity—"Oh, I Know Mary 

Oh, I like (CC), and I'm M: (C) 
going to clap the sound of A: (CC) 
my name. E: (CCC) 

K: (CCC) 
W: (CC) 
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Now, I want you to think of 
a food you like that has the 
same pattern as your name. 
Oh, I like peanuts (CC). It 
doesn't have to start with 
the same letter, (sang the 
song) 

Well, let's go on and see if 
we can think of one you like, 

(All sang and clapped each 
idea in the song.) 

Did anyone come up with one 
for Emily? 

E: 
A: 

E: 

M 
A 
K 

W: 

W: 

I can't think of one. 
I knowI Does it have 3— 
Emily (CCC). Yes—pine-
apple, pineapple (CCC). 
That doesn't sound like 
my name—Emily, pineapple 

Oh, I like meat (C). 
Oh, I like okra (CC). 
Oh, I like food (C) and 
tomatoes (CCC). 
Oh, I like pizza (CC). 

corn on the cob 
(Each clapped and decided it 
did not work.) 
Someone: watermelon. 
(All checked and it did not 
work.) 

Discussion 

Emily seemed to want a rhyming word for her name or she 
recognized to a certain extent the subtle difference in 
syllable length of Emily and pineapple. None of the children 
except Emily had problems offering a word to match the sound 
of their names. Although Kim suggested tomatoes as matching 
Kimberly, no mention was made of the difference in stress 
patterns at this time. 

Lesson #4 

Song Activity—"Clickety Clack" 

Clap on Clack this time. How 
many sounds does clack have? 

Is there anybody's name in 
here that has one sound? 

Clickety, clickety Matt (C) 
(clapping on name). 

One! 

A: Matt (C) 

K 
M 
E 
M 
E 
A 

E: 

Kim 
Andy 
Andy (CC, checking) 
Woody 
Woody (CC, checking) 
I know one! Mrs. Sheehan 
calls Emily, Em! 
And (for Andy) 
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Are there any other words that 
would be easier to say than 
clickety? 

You're exactly right! That's 
the same pattern as clickety, 
clickety, clack 

Does it fit? (clapping and 
singing) fishy (CCC), fishy 
(CCC), fish (C) 

M: 

D 
A 
A 

M: 

A: 

A: 

K: 

I got one for Woody— 
Wood! 
Don 
And 
Peg 

flippety, flippety, flap 
(clapping rhythm pattern 
correctly throughout 
song) 

fishy, fishy, fish 

un-uh (clapping to 
clickety CCC) 
fishety, fishety, fish! 

Dxscussxon 

This activity was met with enthusiasm, especially when 
the children discovered the "short form" of their names. 
Kinesthetic checking of a lingual idea seems especially im-
portant to Emily. Matthew remains consistently incorrect in 
lingual pattern matching. Matthew immediately contributed 
nonsense words for Clickety Clack. Andy could determine that 
his idea was not a match, and Kim was able to extend Andy's 
idea so that it would work properly in the song. 

Song Activity—"We're Going Out on Halloween" 

For the last time through the 
song, I want you to put your 
idea in your feet when we sing 
it. 

Frankenstein (XXX) 
devils (XX) 
witches (XX) 
ghosts (X) 
black cat (XX) 

W 
A 
D 
K 
E 
M: dracula (XXX) 

Song Activity—"Hickety Tickety" 

Move to your names this time 
any way you want to with your 
voice or with movement. 

M 
E 
K 

D 
A 
W 

(hit head X) 
(CCC) 
(opened and closed mouth 
XXX) 
(hit head X) 
(clicked tongue XX) 
(clicked tongue XX) 
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(ccCc) What name did I say? K: You added your last name. 

Discussion 

The entire lesson shows the rather consistent accuracy 
with which the children can symbolize simple speech rhythm 
patterns kinesthetically and lingually. The fact that the 
students can, when given their choice of movements, accu-
rately symbolize the speech rhythm patterns of their names, 
suggests their understanding of the patterns moved beyond 
that of merely imitating a teacher-initiated movement. Also, 
it became obvious in the lessons that the more confident the 
children became with the correctness of their responses, the 
more they ventured into unique means of symbolizing the 
speech rhythm patterns. 

Kim's increased ability to hear lingual bases in clapped 
sound patterns was evidenced in her immediate recognition of 
the teacher's first and last names being combined into a 
pattern. This was the first introduction to such a word 
combination. 

Lesson #5 

Song Activity—"Looby Loo" 

This time we can only put 
things in that sound like 
(CC) . 

(Each checked out CC.) 
E: put your ear in (CCC) 
K: ear (C, checking) 
W: ear (C, checking) 
D: ear (C, checking) 
E: foot (C) 
W: foot (C, checking) 
E: toe (C) 
K: stomach (CC) 
A: toey (CC) 
D: body 
E: put your chin in— 

chi-na (CC) 

Is that the way you normally 
speak it, Em? chi-na? or 
chin? 

E: flower (CC) 

Discussion 

Emily had difficulty in "Looby Loo" finding a two syl-
lable word (Xx). Even though the other children clapped to 
check the wrong answers Emily gave, she continued to offer 
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one-syllable words and kinesthetically symbolize them as two. 
Andy converted one of Em's "wrong" answers into a "right" one 
by making it two syllables— (toey). It seems typical that 
some children may be consistently accurate with a speech rhy-
thm pattern in one lesson or activity, yet be inaccurate with 
the same pattern in a following lesson. 

Song Activity—"Hickety Tickety Bumblebee" 

Show me your name however you 
want. 

(ccC) J 

But my name's Peggy Bennett 

I know, I was saying my first 
and second names—Peggy Dee. 

A: 
M: 

E: 

K: 

Oh 

(leg up and down XX) 
(shoved elbows down to 
side X) 
Matt (as she imitated 
Matt's motion and fig-
ured out which name he 
was symbolizing) 
(whistled XX) 
(with finger XXX) 
(hit head X) 
Em (verbalizing the name 
Emily had symbolized) 

E: Peggy Ben 

But you said (CCC)— 
that's only Peggy Ben 

Discussion 

The kinesthetic responses in "Hickety Tickety" were all 
correct while the children used a wide variety of ways to 
move to their names. This activity showed the children being 
easily able to convert sound to kinesthetic symbol and kines-
thetic symbol to sound, especially in a new setting with the 
teacher's name. This ability was especially obvious when the 
contributions were less imitational—as in the unique body 
movements and "new" name combinations for the movement. 

Activity—Listening for the difference 
between the Xx and xX stress patterns 

There's something different 
about Michelle's name and 
Matthew's name. 

E: They both start with an 
M. 
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Listen—(cC)—(Cc). Did you 
hear the difference? 

D: One goes low and one 
stays high. 

A: The first part of 
Michelle's name is slow 
and the second part of 
Matthew's name is slow. 

You're right, but instead of 
slow, let's use the word 
softer. We don't say matTHEW 
(cC). They're exactly opposite. 

Discussion 

Donna and Andy seemed to have an idea of the comparative 
qualities of the two speech rhythm patterns without having the 
most efficient way of describing them. Emily heard most ob-
viously the common initial consonant "M." 

Activity—Matching Names to Neumes 

I need you to tell me whose 
name that is (X neume). 
Whose name could it be? 

Why? 

Why do you think so? 

You think Andy is shorter 
than Donna? Clap them for me. 

How would it fit? 

Why don't you write that up 
here, Kim? 

A: 

M: 

M 
A 
K 

K: 

K: 

Does anyone else have a name in E 
here that would fit this (X M 
neume)? D 

E 

mine 
mine 
mine 
What are we doing? How 
can we guess what name 
it is? 
That one's Donna (points 
to Xx neume). 
(CC) 

Because it's long and 
Donna's name is long. 
That one I thought was 
mine (X neume), because 
my name is short. 

(CC) 
Andy (CC), Donna (CC) 
How about Kimberly 
(CCC)? 
Kim (C) 

(writes on a sheet of 
paper hanging under the 
neume) 

Emily (CCC, checking) 
Matt 
Don (C) 
Em (C) 
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I need to get another one 
(neume) because there's a 
person in here whose name 
doesn't fit either one of 
these. 

What do you know about the 
sound of Woody and the sound 
of Granville? 

E: Woody! 
W: Un-uh, cause I'm using 

Granville. 

M: Woody (CC), Granville 
(CC) It would be under 
the one with two. 

E: Oh, Peggy . . . Peggy 
(CC) or you could put 
yours here (X neume), 
cause Peg (C), Peg (C) 

Discussion 

It is difficult to know whether the children were think-
ing of their "shortened" names (And, Wood, Em) or were simply 
eager to have their name fit, when they responded to the X 
neume. Although Andy's hearing his name as being shorter 
than Donna's may be valid aurally, the pattern of syllables 
makes them the same length; and, Andy discovered this when he 
clapped the two names. 

Emily's and Woody's responses to the need for a new 
neume pattern are interesting. Emily thought Woody's name 
did not fit the X or Xx patterns, and Woody seemed almost to 
signal agreement by announcing he would be using Granville 
(his real name) and not recognizing the common speech rhythm 
pattern of the two names. 

Lesson #6 

Song Activity—"We're Going Out on Halloween" 

This time, when you sing your 
idea, everybody move to your 
idea—put the sound of the 
words in your movement. 

W: Dracula (moves toe in 
shoe correctly) 

M: Frankenstein (flaps el-
bows XX incorrectly) 

D: Witches (flaps elbows XX 
correctly) 

E: Ghosts (CC), ghosts (C) 
K: Devil (jumps XX cor-

rectly) 
W: Dracula (jumps XX incor-

rectly) 
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Woody, how many sounds does 
Dracula have? 

Okay, put it in your hands, 
Matthew. 

Nov; jump. 

E, K: Dracula (XXX jumps) 
W: Dracula (CCC), Dracula 

(XXX jumps) 
Frankenstein (jumping XX) M: 

M 
W 
M 
M 

(CCC) 
(CCC) 
(CCC) Frankenstein 
Frankenstein (jumps XXX 
correctly) 

Discussion 

Although the first time this task was presented with this 
song (Lesson #4) they were correct, both Woody and Matt needed 
to clap the pattern of their idea in order to jump it cor-
rectly. For this instance, it would seem to be more efficient 
and accurate to symbolize sound through clapping rather than 
through jumping for these two boys. Perhaps clapping was 
more familiar or jumping was too cumbersome for accurate per-
formance of the speech rhythm pattern through movement. 

Activity—Matching Words to Neumes 

Where does this list go? 
(Xx words) (having the stu-
dents decide which neume 
matches words) 

E: (reads names and claps CC 
in order to decide) 
Granville (CC) 

How about this one? 

Where would it go? 

E: 

W: 

E: 
W: 

On the three—Emily 
(CCC); Kimberly (CCC) 
I need to write my other 
name—Woody. 
Woody (CC) Two 
I knowI 

Kim, I want you to figure 
out where your last name 
goes? 

Emily, I want you to write 
penny. 

Donna, what's your last name? 
Do you know where it goes? 

Think of an idea and where it 
goes with the sound. 

K: (correctly identifies 
Xx neume) 

E: penny (CC) 
W: penny (CC) 

D: Chamberlain 
D: (correctly identifies 

Xxx neume) 

(most clap with the word be-
fore writing it) 
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Do you know where it goes? 

You have such good ears be-
cause you know which of the 
two sounds is stronger. 
Which is it, Woody? 

I'll add a new one. What will 
it look like? 

The black one tells which is 
stronger. 

Clap it for me. (xX neume) 

Which of the two places will 
it go? 

Do Joanne for me, Kim. 

Discussion 

W: I want to do my other 
name—DePoy. 

W: DePoy (cC) 

W: The second one. 

M: two whites 

D: white/black 

(many practices of cC to xX 
neume) 

D: Charlene 

K, D: (cC and Cc several 
time to check where 
Charlene should be 
written) 

D: This one (xX neume). 
K: Joanne 

K: (looking at xX neume 
Cc, Cc, then looking at 
xX neume cC, cC, and 
pointing to xX neume) 

The reading activities with the neumes give an indica-
tion of the importance for the children of saying the words 
aloud, checking the syllable pattern by clapping and then 
clapping the stress pattern of the neume to match it cor-
rectly with the word. The kinesthetic mode seems especially 
necessary for Emily as she rarely figures out a pattern with-
out having to clap it first. 

The activity focus on DePoy (xX) seemed to trigger 
Donna's and Kim's suggestion for Charlene and Joanne. This 
could have been their lingual matching to the sound pattern, 
but because it was difficult to substantiate, was not coded 
as a lingual match. 
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Lesson #7 

What does the song say I 
found yesterday? 

Think about the word handker-
chief for a minute 

Do you know any other words 
that would fit there? 

(sang Adny's idea in the 
song) 

Song Activity—"Kitty Casket" 

handkerchief 

A: handkerchief (CCC) 
W: kitty-cat (CCC) 

A: Emily (CCC) 

(sang it in the song TOmato) 
Does it fit? 

Discussion 

oranges 
pineapple 
No, PINEapple (stressing 
first syllable), it 
sounds good, but it goes 
too fast for the word. 
It goes fast at first 
and then it slows down 
at the end. 
tomato 
tomato (CCC) 
No. 

Woody's response of "kitty-cat" was not heard by the 
teacher during the lesson, and it was obviously a lingual 
match to "handkerchief." Woody's listening was also discrimi-
natory when he noticed the subtle difference between hand-
kerchief and pineapple and tried to explain what he heard. 
Kim knew "tomato" had three sounds as "handkerchief" did, 
but also recognized its distortion when put into the song. 

Song Activity—"Clickety Clack" 

Why does flack fit in there 
where clack does? 

M: We could sing clickety 
clickety plack. 

A: Instead of clickety 
clickety clack, we could 
sing clickety clickey 
flack. 

A: It has the same amount 
of letters. 
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It has the same amount of 
syllables or sounds, Andy, 
the same pattern. 

Who else in here has the same 
pattern as Matt: 

You have the same pattern as 
Matt? 

Who has the same pattern as 
Peggy? 

Andy, do you know somebody in 
this room, whose name will fit 
these (Xxx neume). 

Let's see if it fits. 
Emily, Emily Clack (singing 
Whose name in here fits the 
pattern of clack? 

Emily Emily Matt (singing) 
Anyone else's fit this pat-
tern (Xxx neume)? 
Oh, for clack. 

W: 
A: 

D 
W 
K 

A: 
D: 
A: 

M: 

A 
K 
M 

Wood 
Me 

Some people call me for 
short, And. 

Donna 
Don 

I know—Kimray (CC) 

Yours. 
(CC, checking) 
I know, Emily. 

Me 

And 
Kimberly 
We could do Emily then 
Andy, then Kim, then 
mine; Emily Emily And, 
Matt Matt Kim. 

But Matt doesn't fit click-
ety. There's a way to do it 
though. What else fits clickety? 
Andy, fits clickety? 

And what's your idea, Donna? 

Our song is—Emily Emily And 
Kimberly Kimberly Matt 
Chamberlain Chamberlain Cham-
berlain Chamberlain Chamber-
lain Chamberlain. Is there 
anyone's name we haven't used? 

M: 
A: 

A: 
K: 

Em 
mine 

Oh 

Kimberly 

Chamberlain 

W: Wood I 

Discussion 

Rhymes still provide a major transition influence for 
finding similar speech rhythm patterns, and frequently the 



224 

children are able to demonstrate an understanding which they 
are not able to describe. 

The children were enthusiastic about fitting their names 
into "clickety" and using various forms of their names to get 
the proper pattern fit. Although certainly other word labels 
could have been used from the beginning of the study for the 
speech rhythm patterns, it is unlikely that any other words 
would have provided as much intrigue for the children as their 
own names. 

Lesson #8 

Song Activity—"Row Your Boat" 

Does anyone know any other 
words that fit with merrily? 

K: Emily (CCC), merrily 
(CCC) 

Any others? M: Penny, no wait (CC, CC 
kept checking) 

D: Kimberly 

Song Activity—"I'm Mary, Who Are You?" 
Visual Symbolization of Names 

I want you to show me your 
name instead of singing it 
to me. I'm . . . who are you? 
Figure out how to show the 
sound of your name right 
there on paper. 

E: (kept saying and clap-
ping her name) 

E: I did Em (C), Em (C) 
/ V \ and I put an M for Em 
0 1 "7 (Of anc^ 1 P u t three 
J ) ) 3's for Emily for 
, . - three claps. 

AJ^JV This stands for And 
' 9 and 2A stands for An-
2 A 1 drew and the other 

one stands for Andy. 

M: One is for Matt. 

D: drew one clap. 

W: for Don 
D: for Don 

Three claps for Kim-
berly. 
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I'm going to give you a new 
word and you try to show me 
the sound of this word— 
library 

Next word—Happy Birthday 

W: It's my voice saying 
J Woody. It's my mouth 

there, and the vibra-
tions are saying 
Woody. 

E, W, A, D: (CCC) 

M: 
1 L 

•ir 
5 L 

L 
A: 

See, you can go li (C) 
and you can go li -
brar (CC) and you can 
go all the way down 
to ten. 

This is three books 
for library. 

E; These are three books 
P^'03/jifor library (CCC). 

He's clapping library 
(CCC). 

: .aa person saying li-
brary. 

D: 

E: 

brary 

library (CCC) 

(clapped many times to 
practice the word) 

left 

Happy birthday; then 
you can go "happy 
birthday to" then 
happy birthday to you, 

% li 

These are for happy 
birthday (CCCC). 

This is for happy 
birthday and this is 
for happy birthday. 
Those are supposed to 
be presents. 

Happy birthday (as 
she points to the can-
dles and says the 
syllables) 
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W: Lj. It's my foot going 
/*&, happy birthday 

(stamps four times) 

Discussion 

The majority of visual symbols and accompanying expla-
nations represented a figure (picture) of the word meaning 
and a number of symbols which apprised the number of sylla-
bles. Woody was more concerned with his knowing that the 
sound of a word is vibrations than writing speech rhythm 
pattern symbols. Emily continued to rely on the kinesthetic 
mode to analyze the lingual. Matthew's ideas were linked to 
a previous activity in the lesson. He had learned to sing 
"Row Your Boat" by dropping the last word each time through 
the song and then reversing the process. This intrigue with 
the sequential addition of words to the song resulted in his 
preference for visual symbolization. 

Lesson #9 

Activity—"Haunted House" (recording) 

(after listening to the main 
theme) 

Can anybody sing to me what A: dorsey, dorsey, dorsey, 
that sounds like? dorsey 

Do you remember how the mel- K: I'm a little teapot 
ody goes; can you sing it short and stout, Here is 
to me: my handle, here's my 

spout (singing). 

See if Kim's right. Listen K: (sings appropriately 
for the part of the song. with the music) 
You tell me where those 
words fit. 

Discussion 

This activity was intended to see whether or not the 
work with speech rhythm patterns would transfer to hearing 
speech rhythm patterns in a purely instrumental example. 
Both Andy and Kim responded with matching words, and Kim 
heard a pattern to which she sang a familiar song. Although 
the selected melody did not closely resemble the melody of 
"I'm a Little Teapot," the word patterns fit exactly to the 
melodic rhythm pattern of the recording. 
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Who can read this to me 
(X neume) 

Somebody else read it in a 
different way. 

Activity—Reading Neumes 

M: (C) 

Okay, can anybody think of a 
word that you could read to 
this? 

Who can read that one? (Xx 
neume) 

Why did you do it that way, 
Matt? 

But you did them differently; 
why? 

One more—this is a hard one. 
(Xxx neume) 

John? 

When you're talking to John, 
do you say J-oh-n or John? 

Discussion 

A 
K 
D 
W 
E 

K 
D 
W 

D 
W 
D 
M 

M: 

D: 
K: 

D 
E 
D 
M 

E 
M 
A 

(tongue click) 
(smacked lips) 
(whistle) 
(tongue click) 
(blinked) 

And (pointing to himself 
in synchrony with the 
word). 
worm (C) 
Don 
Matt 

Donna (Cc) 
Woody 
(Cc, Cc) 
Mathew (Cc, Cc) 

two claps 

(Cc, Cc, Cc) 
Because this is the 
louder (C) and this is 
the softer (c). 
Andy (Cc) 

That's simple 
(breathed three sounds) 
Emily (Ccc) 
John (CCC) 

John (C) 
John (CCC)—it's three. 
He's saying J-oh-n (CCC) 

E: John (C) 

The activity of reading neumes was intended to illus-
trate the varieties of sounds, movements, and words which can 
be read from the visual symbol. When the neumes were pre-
sented to be read by the children, no request was given for 
any particular response mode. Each of the children chose a 



228 

kinesthetic or a kinesthetic/aural response initially but 
easily supplied a matching word (usually a name). Matthew 
was listening to each phoneme rather than the natural pat-
tern created by the speech sound; and, possibly he has still 
not been able to understand the nature of the speech rhythm 
pattern tasks. 

Lesson #10 

Activity—"Haunted House" (recording) 

(sang the main theme on "la") 

I think there are some names 
that would fit on there. 
What would fit on la la la 
(singing)? 

How about Kim, Kim, Kim 
(singing). 

Listen to the groups of two 
. . . (sang lala lala lala) 

(sang Andy's name) 

I think I'm going to put a 
food in there—let's see. 
What food sounds the same 
as Andy's name. 

(sang in the melody) 

What food sounds like la la 
la (singing)? 

Let's sing it. 

Sing whatever words you want 
to this time. 

Discussion 

E: 
K: 

D: 
A: 

K: 
A: 

K: 

K: 

A: 
M: 

K: 

Emily (singing) 
Kimberly (singing) 

Don, Don, Don (singing) 
And, And, And (singing) 

Andy, Andy, Andy 
(singing) 

ice cream 
okra 

ok ra ok (finishing the 
phrase) 
ok 

Yolk 
Yodee, Yodee, Yodee, 
Yo Yo Yo (singing) 

(singing I'm a little 
teapot) 

(everyone else babbling) 

Much teacher leading occurred in this lesson, but it is 
included here to illustrate the facility with which the 
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children are able to make lingual performances of sound pat-
terns—both with familiar words and nonsense syllables. 

Lesson #10 

Activity—Following Neumes 

(On the wall the neumes for 
X; Xx; xX; Xxx; xxX; xXx; 
xxXx appeared) 

Let's sing Punchinella. Does 
anyone see the pattern for 
Punchinella up there? 

Andy, if we sing the song, 
can you follow the words, 
touching the pattern? (show 
him once singing the song) 
Can you do it that fast? 

Sing Clickety Clack 

Who can find Emily or 
Clickety or wippety? 

Who can find Clack? 

Matt, where is it? 

Okay, you point to that every-
time we sing clack; Kim you 
point to clickety. 

(While the preceding activi-
ty was still going on, M 
goes to the neumes and begins 
reading them with the clap-
fist motion; most of his 
clapping was correct.) 

W, A, E, K, M, D: (all 
start clapping and saying 
Punchinella to figure out 
how many sounds are in the 
pattern) 

A: 
D: 

A: 

A: 

K: 

K: 

A 
M 
M 

(points to xxXx neume) 
(points to xxXx neume) 

(followed two times cor-
rectly—second repeat of 
the word is difficult) 

wippety wippety wap 
(immediately changed the 
original words to the 
song) 

I know one—Emily Emily 
Matt (sings whole song 
with these names) 

Emily (Ccc—points to 
Xxx neume) 

(C) 
(C) 
(C—points to X neume) 

K and M: (follow correctly 
with song) 

A: (follows correctly from 
his space on the floor) 
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Sings "Oh Here We Are Together" 

Where's together? 

There are three choices up 
there with three sounds— 
which is it? 

M: (points to Xxx neume) 
E, K, A, D: (clap pattern to 

figure it out) 
W: I know where floor is 

(points to X neume). 

D: together (points to and 
follows Xxx neume) 

E: (Ccc-saying "together" 
several times) 

Together, Together Clack 
(singing "together" to 
clickety tune, intentionally 
distorting the word) 

Emily, you do "together;" 
Woody, you do "floor." 

(singing "I See You" tune, 
but only on syllable "loo") 
Which one is that? 

Discussion 

W: This one! (xXx neume) 

E: (follows correctly for 
first three repetitions, 
but continued to follow 
for entire last phrase 
of the song) 

W: (follows correctly) 

E: (points to Xxx neume) 
K, E, A: (using clap fist 

motion to figure it out) 

(All kept singing "I See You" 
on the pattern, rather than 
"loo") 

This lesson shows the children reading and analyzing the 
speech rhythm pattern in a variety of ways. The song has 
provided the temporal context for performing the speech rhy-
thm pattern through reading (following) the visual neumes 
and the reference point for checking the correctness of a 
matching lingual pattern. Kinesthetic reinforcement and 
analysis continues to be an important tool for problem-solving 
in speech rhythm patterns, especially for Emily. 
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Lesson #11 

Activity—Identifying Neumes 

Someone point to Punchinella 
for me? 

A: (using clap-fist motion 
to figure) 

D: (points to xxX neume, 
says Punchinell, Punchi-
NELL, then goes on to 
xxXx neume and says 
PunchiNELLa) 

A: PunchiNELLa (pointing to 
xxXx) 

E, W, M: (follow and say 
correctly) 

W: (follows with foot from 
the floor) 

Listen to this. 
What do you hear? 

Let's listen closely, because 
it's very quiet. 

Listen and see if you can 
remember that sound—it keeps 
repeating over and over—Can 
you play that sound on your 
drum" 

Can anybody say to me how the 
sound goes? Pom . . . 

Let's do it (rhythm pattern) 
on our knees. 

You know what—there is a 
pattern in there that you 
know. Think of some words 
that would go on it. Pom ppp 
pom. 

Where does clickety go? 

Activity—"Bolero" (recording) 

footsteps K: 

K: 
A: 

a band 
It sounds like palm 
trees going back and 
forth. 

(all pat an imaginary drum 
in front of them, but none 
are accurate with the rhythm 
pattern) 

A, D, K: (sing on nonsense 
syllables) 

M: It sounds like army men 
walking. 

(none were accurate) 

E: Cinderella dressed in 
yella (patting thighs on 
beat) 

E: Emily (hands on knees 
XXX) 

W: clickety 

D: Donna Chamberlain 
K: click clickety click 

click 
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Kim did. When you hear click-
ety, sing it with the music. 

Discussion 
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(tempo was too fast for most 
to coordinate with singing) 

Donna's response in the first activity is noteworthy as 
she reads the neume aloud in order to find the appropriate 
visual symbol for Punchinella. 

Listening to "Bolero" brough programmatic ideas from the 
children initially as they were asked what they heard. Per-
haps the piece was a poor choice by the teacher for having 
the children match speech rhythm patterns, but it did display 
the difficulty with which the children performed through 
movement and the ease of their lingual performance of the 
melodic rhythm pattern of the piece. 

Lesson #12 

Activity—Matching Visual, Lingual, and 
Movement Symbols to an Instrumental Pattern 

I'm going to play a pattern 
for you on the recorder. You'll 
hear the same pattern repeated 
all the way through a song. 
Just write in the space there 
which pattern you hear. 

(Four items are given, each is W: 
played on recorder to the tune W: 
of "Scotland's Burning" but 
the speech rhythm patterns vary D: 
with each item. 1 - Xxx; 2 -
Xx; 3 - xxXx; 4 - X.) K: 

(whistles pattern for 1) 
(sings momma, momma for 
2) 
(hits feet on floor to 
patterns) 
(pats patterns on knee) 

1 - Xxx 

m. 

Visual Symbols 

\ V \ U v 

U N \ » K : 

Explanations 

It's a track like horses 
clopping. 

It's a track. 

(singing melody with the 
pattern and following 
the marks to the music) 
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\n |"i" 

\ i ( (ill I v 

Because it was going 
(Ui | loud soft soft. 

... v . W: The same thing that Andy 
"1 n ) ">i>) j ) j) j\\\said only it's vibra-

^Vtions. 

M: Well, when it went high-
•, er and lower, I went da-
I ~1 da-da da-da-da (singing 
)* the tune, did not match 

with the visual symbols) 

2 - Xx 

A: dribble, drabble, drib-
ble, drabble (singing) 

( mill 1 1 h|IJ: 

\ u IMH 

Discussion 

I made like lightning 
striking 

I did loud-soft, loud-
soft (visual did not 
match this) 

It1s the same thing as 
this one (pointing to 1). 
It's soft-loud-loud. 

K: loud loud loud (singing) 

W: so-mi so-mi (singing 
melody) 

M: Mine's Frankenstein walk-
ing like this (gets up 
and walks like a monstei}. 

W: Franken, Franken (sing-
ing) 

As the items were being presented aurally, Woody, Donna, 
and Kim were seen using various sense modes during the hearing 
of the items to identify or practice the pattern. Woody 
seemed easily and quickly able to hear a familiar word in a 
musical pattern, but because his answers were often mumbled 
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or quiet, they were not heard by the teacher and were dis-
covered only when the video-tapes were examined. 

In the first four items, explanations were only asked of 
the children for number 1 and number 2 because time did not 
permit a longer discussion. None of Emily's visual symbols 
represented a recognition of a speech rhythm pattern in the 
musical sound pattern. None of Donna's visual symbols resem-
bled a speech rhythm pattern, although her explanation of 
number 2 seemed to indicate her accurate perception of this 
pattern. Kim's symbol for number 1 did not delineate the 
sound pattern, but her following of the lines as she sang the 
song showed her accurate performance of the pattern to the 
visual symbol. It is possible that her explanation of item 
2 was affected by Andy's singing the pattern incorrectly 
(as a XXX) just before her turn. Andy was able to accurately 
symbolize, explain, and sing the pattern for item 1 and sing 
by attaching a matching lingual label to the pattern of number 
2. 

Although Woody seemed to hear the pattern accurately and 
express it lingually, the visual symbols he chose do not 
reflect this perception. Matthew's explanation and non-
sense syllable performance of the pattern in number 1 is not 
reflected in his visual symbol; and, although he may have 
been connecting the pattern of number 2 to the kinesthetic 
image of walking, this perception was unclear both in his 
visual symbol and his explanation. Woody immediately and 
accurately put Matthew's idea into the pattern by singing 
"Franken, Franken." 

All the children seemed to draw symbols which were more 
remote from the pattern as the activity progressed. It is 
unclear why this lack of definition occurred. 

Activity—"Making a Visual, Lingual and 
Kinesthetic Symbol for an Aural Pattern" 

Remember the patterns we had E: Like Kimberly (CCC) 
on the wall? You're each going D: Or Don (C), Donna (CC) 
to get your own pattern, and 
whichever one I give you, you 
try to show me on number 5. 

(Patterns are given individu-
ally, W-Xx; D-xxXx; E-Xxx; 
A-xxXx; K-Xxx; M-Xx) 



Now I want you to show me a 
movement that goes with your 
pattern on number 5, and 
then tell me a word that 
sounds like it. 

W: 

D: 

E: 

M: 

K: 
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(tongue in and out) 
Woody 

(legs on floor, bounced 
correctly) Donna, Donna 
(singing) 

(hand gesture—incor-
rect) Emily 

(opened and closed 
mouth correctly) Andy 
Gilbert 

(circles with finger— 
not to pattern) six 

(three shakes of leg) 
Kimberly and line, 
line, line 

Discussion 

Item number 5 displayed the students' abilities to be 
generally accurate in their kinesthetic and lingual symbol of 
an instrumentally presented pattern. Only Matthew was incor-
rect in both the kinesthetic and lingual modes. 

This lesson and activity served to further illustrate 
the inefficiency of the visual mode for childrens1 expressing 
their own symbol for speech rhythm patterns. With all chil-
dren, much more proficiency existed in the kinesthetic and 
lingual responses to speech rhythm patterns in musical sound. 
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NINE-YEAR-OLDS 

Names: Je = Jeff 
Ma = Matthew 
S = Scott 
Mi = Missy 
Ji = Jill 
L = Lisa 

Lesson #1 

Activity—Clapping sound patterns of names. 

Who is this (C)? 

No, it's a person's name. 

Jeff (C), Jill (C) 
Who else could it be? 

Matt (C) 

Listen to all the people in 
here whose names sound like 
(C) . 

What does yours sound like 
Missy? 

What's the difference between 
yours and Jeff's? 

Show me your name, Lisa. 

Can you clap it as fast as you 
say it? 

How about you? 

S: Clap? 

Ji: Jill? 
S: Jeffl 

L: Matt! 

L: Scott (C) 

Mi: (C) 

Mi: (CC) 

Mi: Well, it goes like Miss-y, 
Mi: It has two syllables. 
Ma: Ma-tthew (CC). Listen to 

Mr. Duffy. Mr. Duffy 
(CCCC) 

L: Lisa (CC) 

L: Lisa (CC) 
Mi: (CC) 
Ma: Matthew (CC) 

Je: Jeff (C) 
S: Scott (C) 
Ji: Jill (C) 
Mi: Missy (Cc) 
Ma: Matthew (Cc) 
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Discussion 

This first lesson showed the 9-year-olds having very 
few problems with the activity of clapping the syllable 
patterns of their names. This, as a beginning experience for 
this study of symbolizing sound through movement seemed to 
take little time for the students to understand. It was 
interesting to note that a majority of the time, the students 
spoke the name as they clapped it. 

Activity—"I'm Mary, Who Are You?" 

This time, when you say your 
name, clap it while you say 
it in the song. 

This time, instead of clapping, 
think of a sound to say your 
name. Think of a sound that has 
the same sound as your name. 

(Each claps correctly.) 

L: 
Je 
L: 

I don't know what to do. 
I don't understand. 
I 'm "mmm" 
syllable) 

(only one 

Je: I'm (X-stamped foot on 
floor) 

Ma: I'm "hatch-EW" (acted 

S: 
Ji: 
Mi: 

L: 
Je: 

Ma: 

S: 
Ji: 
Mi: 

like sneezing) 
I'm bad. 
I'm (X-snap) 
I'm (Xx-clicking her 
tongue) 
I'm (Cc) 
I'm (Xx-knocking fist on 
wall) 
I'm (Xx-hitting fists on 
chest) 
I'm (X-sound with lips) 
(C) 
(XX-mouth sound) 

Discussion 

This was quite a "jump" from the first activity of clap-
ping names. Once the students understood the question and 
some possible responses, they had little trouble. It was 
noted, however, that the presentation of a new and unique idea 
occasionally took precedence over matching the sound patterns 
of the students' names. By inserting the name into the song, 
the students also were being asked to fit their idea into the 
temporal framework of the song phrases. 
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Lesson #2 

Activity—"Circle Left" 

What other word fits in there 
besides "left"? 

Hum the song to me. 
Now hum only the words "cir-
cle left" and sing on "do-oh, 
do-oh." What other activity 
fits the same pattern as 
(humming pattern of "circle 
left") when you put words to 
it? 

(Singing) "Clap hum hum"— 
we need something else in 
there to fit the pattern. 

What are you clapping: 

Will that fit? (singing) 

Clap your hands? 

Let's all sing Lisa's idea. 

Any other ideas? 

We have a decision to make. 
We're trying to match "hm, 
hm, hm" and we just got "snap 
your fingers." What do you 
notice? 

What is different? 

You're right. Jill, it's a 
perfectly good idea—it just 
doesn't exactly match "hm, hm, 
hm," but we can put it in the 
song anyway, let's sing. 

Ji: right 
S: up 
L: down 
Ma: switch—the circle goes 

this way and then that 
way 

L: You clap. 

Ma: (CCC, finding words to 
pattern) 

L: (CCC) 

L: hands 

L: Yea 

Ma: stamp your feet 
Mi: knock your knees 
Je: clap your feet 
Ji: snap your fingers 

S: It doesn't fit. 

L: Oh, I know! Fingers has 
two syllables (XX on her 
knee). 
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Discussion 

The students have little problem matching one syllable 
words to "circle" in the beginning. This, however, is not 
necessarily an indication of their understanding of word 
patterns, but could merely indicate a result of their word 
association—left, right, up, down. 

Lisa and Matthew both relied on the kinesthetic tool of 
clapping to help solve a lingual problem of matching speech 
rhythm patterns. When Jill offered a pattern that did not 
fit, Scott immediately knew and Lisa used movement to come up 
with the explanation of what was different about Jill's idea. 
Although minimum emphasis to this point has been placed on 
figuring out a word pattern by clapping or other movement, 
at least 3 of the students seem comfortable and efficient 
with this tool for speech rhythm patterns. 

Lesson #3 

Activity—"Oh, I Know Mary" 

Think of a person's name, 
and how you'll make the 
sound of that name fit in 
the song,"Oh, I Know ' 

Lisa, it's your turn. 

OK, come here and whisper it 
to me. 

We need to do that again. 
When Lisa clapped it, she did 
(Cc), but when some of us 
clapped it, we did (CC). Let's 
try it again. 

Missy, it's your turn. 

I need to ask Missy a ques-
tion. Do we say the person's 
name like this (CC) or like 
this (Cc)? 

Ma: Oh, I know "poot" 
(all sing, Ma chooses) 
Je: Scott? 
Ma: No 
L: Jill? 
Ma: right 

L: I don't know the sound 

L: I know (Cc). 
(all sing) 

Mi: Missy 
L: Yes 
(all sing, only Lisa and 
Matt clapped name while 
singing) 

Mi: I know (XX—opened and 
closed mouth). 

Mi: the second one 
(all do and sing) 
Ma: Matthew 
Mi: No 
Je: Jeffrey? 
Mi: No 
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L: Lisa 
Mi: No 
S: Peggy 
Mi: Yes 

Discussion 

Introducing the component of stress, the teacher begins 
to emphasize the importance of making the movement match the 
natural flow of the pronunciation. The students have no pro-
blem differentiating between the one and two syllable 
patterns of their names. 

Activity—Making a Visual Symbol 

When we say Scott's name, there are all kinds of ways to move 
to it that SOUND like his name sounds. If you made with the 
marker, something that sounded like your name, what would it 
look like? A sound that looked like this (C), so that if we 
looked at that mark we'd know it's your name. Everyone think 
of one for your name. Make a mark that.looks like the sound 
of your name. 

Matt, show me your name in 
your hands. 

Show me on your head 

Now show me what it looks like. 

Even though Ma drew a pic-
ture, yours doesn't need to 
be; just a mark for the sound 
of your name. 

Yes, if that's what you want 
to do—if it looks like the 
sound of your name. 

Why does that look like the 
sound of your name? 

Ma: 
Ma: 

I know 
(CC) 

Ma: (XX-on head) 

Ma: I know another one—hee 
haw! (he then draws the 
words hee-haw, claps the 
name and draws a picture) 

(continued to say Hee-
Haw) 

Mi: What do you mean by a 
mark? Just like a check? 

Li: 0 § 

Li: Because it's two claps 

Mi: 

Je: 4 
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Ji: 

S: 

Why: 

Discussion 

S: Cause, it's just Scott 
(C) . 

By introducing the teaching tool of visual representa-
tion of sound, the teacher intended to move from what had 
already been determined—the movement to the sound of their 
names—to ways they could show visually what they knew. 
Once they understood what was being asked, they relied on 
common visual symbols for sound representation. 

Song Activity—"Punchinella" 

Sing the song, but hum on 
"Punchinella." Now, Punchi-
nella is a pattern (humming 
xxXx) and what word or phrase 
would fit in there just the 
same as Punchinella? 

It has four syllables—what 
word would fit just the way 
Punchinella does? 

(singing) Oh, look who's here 
Missy Hum hm—we need more 
sounds in the pattern. 

Oh, what's your last name, 
Missy? 

Let's see if it fits—(sing) 
does it? 

What else? 

(sing in song) 
How about from the school— 
that'll work. 

What are you saying Matthew? 

S: And it has four sylla-
bles . 

S: Missy? 

Je: You could put somebody's 
first name and last name, 

Mi: Miller, Missy Miller, 
Missy Miller (singing) 

(Yes) 

Je: Jeffrey Tucker 

Je: But I'm not from the zoo 

Ma: Oh, look who's here 
Rockarella (singing en-
tire song) 

Ma: Rockarella 
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Let's sing it. Did you just 
make that UD? 

Oh, look who's here, Matthew 
Kratz (singing). What happens 
to that one? 

How could we fix that? 

That doesn't fit either. 
Are there any other words you 
know that fit in there? 

Scott already said that Punchi-
nella has four syllables. One 
of them—just one of them—is 
louder than the others. Fig-
ure out which one it is. 

Which one—(Cccc)(cCcc)(ccCc) 
(cCcc) 
(ccCc) 
(cccC) 

OK, is it (Cccc) PUNchinella? 

Which one do you vote for, 
Missy? 

Number 2, punCHInella (cCcc) 

PunchiNELLa (ccCc) 

Ma: Yeah 
L: Oh, I know—Matthew 

Kratz. 

Ji: It only has three sylla-
bles, not four. 

Ji: My last name has four 
syllables, so I'd have 
five syllables. Too 
many. 

Ma: Matthew Eli Kratz (sing-
ing tune of Punchinella) 
Oh . . . (realizing it 
did not fit). 

S: Crackerella, Crackerella 
(singing) 

(all sing) 

Je: The first one. 

Ji: That one. 
Ji: That one. 
Je, S, Ji: That one! 

Ji: PunchinellA 
Mi: Huh-uh, PunchiNELLa 

Mi: The first one. PUNchi-
nella 

L: (CCCC) 
Ji: (CCCC) 
Ma: PunchiNELLa, PunchiNELLa 

(singing) 
Mi: Well, I know it's not 

PunchinellA. 
L: No, number 2, number 21 

Ji: No 
Ma: PunchiNELLa, PunchiNELLa 

(singing) 
L: Number 3, number 3! 

Mi, S, Ji, L: Yea! 
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Put it in your hands 
(singing the song). 

Discussion 

L, Ji, Mi, S, Ma: (none 
claps correctly with 
the word) 

In this activity it became obvious that several students 
were approaching speech rhythm pattern by cognitive analyza-
tion (how many syllables in first and last names) rather than 
relying on their aural judgment. Matthew came up with a 
rhyming nonsense word which fit. He will happily offer any 
idea he has and then figure out if it works while others mav 
tend to work it out" on their own first and offer an idea 
only when they come up with one they have already determined 
to be correct. 

It seems extremely difficult for students to decide 
where the stressed syllable is when they are being exposed 
to this question without prior training. By singing the 
word in the context of the song rather than merely speaking 
it, the stress is "frozen" in the pattern and much easier to 
detect. 

Activity—Making Visual Symbols 

Now, here's what you have to do. You know that this (point-
ing to the visual symbol that Scott made earlier in the 
lesson) is Scott, and we already figured out about Punchi-
nella--what is Punchinella going to look like? The sound of 
Punchinella . . . you know something about that third sound, 
too. Let's see what you come up with. 

Why did you do that? 

You can do whatever you want 
as long as you show the sound 
for Punchinella. 

Show me why you did that, Matt. 

L : \ \ i I (name) 
L: (points to marks with 

finger, saying Punchi-
nella) 

M 1 : ^ 

S: 

(name) 

(name) 

Je: Do you have to put the 
four syllables in? 

Ma: —Cffcr J Q ( s Q 

Ma: Because,"look who's here 
(singing) punch (throws 
a punch) inella" 



What did you do? 

I'm going to do one now that 
you've all had your turn. 
Here's my Punchinella (drawing 
the xxXx neume). Tell me why I 
did it that way. 

You're right Scott. 

And my name will look like 
this (drawing Xx neume). 

Discussion 
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Ma: Punchibella, Punchibella 
(singing) 

Je: 

Ji: 

°o 
0 

Af\ 
Ji: I did 1, 2, 3, 4 (count-

ing and following parts), 

L: I know—it has 4 squares, 
S: Yea, but the one where 

you go higher than the 
others is colored in. 

S: PunchiNELLa (cCc, then 
correctly ccCc) 

Mi: PEGgy 
Ji: pegGY 
Mi: PEGgy 

Students were able to accurately represent the syllable 
pattern of their names and a familiar word by using symbols 
which were common to them. Only Matthew attempted to show the 
meaning of each syllable of "Punchinella" in his drawing. In 
many ways his symbolization is closer to the seven-year-olds' 
symbols than the nine-year-olds'. These children also were 
immediately able to see their symbol as a representation of 
sound which was demonstrated by their following the symbols 
as they pronounced the syllables. 

Lesson #4 

Song Activity—"Punchinella" 

What we're going to do is 
sing the other words that 
fit Punchinella while we play 
the game—who's first? Missy? 

Another idea? 

(sing each idea in song while 
playing game) 

Je: Missy Miller 

Ma: Hunchinella 
Ma: funchinella 
S: Fortunella 
L: Jeffrey Tucker 
L: Matthew Kratz 
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Yes, but we don't want to ruin 
his last name. It's just Kratz 
(C). What's your middle name? 

Let's see if that fits— 
Matthew Eli. 

Discussion 

S: 
Mi 

Mi: 

Matthew Fatz 
Matth - ew Kratz 
(holding up one finger 
at a time to count syl-
lables) 
You could go Matth - ew 
Kra - atz. 

Ma: Eli 

(all sing) 

Using nonsense and rhyming words again, Matthew is able 
to match the pattern. The idea of rhyming is continued by 
Scott when Lisa suggests Matthew's name, but this operation 
(rhyming Kratz, Fatz) is found not to work for all sugges-
tions in this^activity. Missy figures out what needs to be 
matched and distorts the name to fit a four syllable pattern. 
Such a response indicates an initial understanding of pattern 
matching. 

Lesson #5 

Song Activity—"Here We are Together" 

(all clap CCC) On that word "together," show 
me how it looks in your hands. 

The thing I noticed about your 
clapping, if you clap it too 
slow, it doesn't sound like 
together. 

There are 3 sounds in there, 
right? I want you to figure 
out, when you start counting 
with one, there is a number 
that matches the same sound as 
together. 

(each claps faster, but not 
on the accent) 

Mi: (CCC, CCC) 
Ji: 5 (touching fingers to-

gether) No. 
Mi: 3 
S: 15 (CC) 
Je: 9 (C) 
Ji: 15 (CC—checking), 20 

(CC) 
S: 22 (CCC) 
L: Oh, I know. . . 101. 
Ma: 29 (XXX, on knees) 
L: I got one—31. 
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Let's try it. 

31 (ccC) Does it sound like 
together? 

Lisa, 31 (ccC), together 
(cCc), what's the same about 
them? 

Right, now if it really fits, 
then we can sing 31 in the 
song, and it will sound okay. 
Let's try it. (singing in 
the son, thirTYone) What did 
you notice? 

It doesn't really, because we 
changed the way we say it to 
make it fit in the song. 

(singing in song twenTYnine) 

I'll give you a clue, it's 
lower than that. 
(singing twenTYtwo) 

(singing twenTYone) Does it 
fit? 

We say twentyONE (ccC), not 
twenTYone (cCc) 

Does it fit? Put it in your 
hands. 

Lisa, put 18 in your hands. 

(singing) Does that work, 
Matthew? It has three sylla-
bles, but do we say seVENteen? 
(cCc) 

L, Je: 31 (CCC) 

J, L, S: No 
Ma: 29 (CCC) 

S: They both have three 
syllables 

S: It fitted! 

L: How about 29? 

Ji: 22 

Ji: (shakes head no) 

Mi: Oh, I know . . . 13? 
Ji: two syllables 
L: (CC) 
L: Oh, I know it nowI 

21? 

Ji: Yes 

Ma: 21, 21 (singing xXx xXx 
pattern, distorting word 
on melody of song) 

Mi: I know, 20. 

Mi: 20 (CC) Two 
L: 18 
Ji: (CC—checking 18) 

L: (CC) Only two. 
Ma: Oh, 17. 

Ma: No. 



Let's start at one and quietly 
count until we get to the 
first one that has three sylla-
bles . 
(singing in song) Does it fit? 

That's the only number I've 
found. You may be able to 
find another that fits (cCc) 
together. 

Sing it—Does it sound okay? 
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Mi: (quietly touches hands 
together while counting? 

L: Oh, I know. . .11. 

L, Ji, Mi: Yes! 

Mi: (CCC) I know—100. 

(Yea) 
S: 101 

Mi: 

Ma: 

(turning to Scott) Four 
syllables. 
I know, "Oh here we are 
together, together, to-
gether, Oh here we are 
together all sitting on 
the snore. 

You're really good at nonsense 
words, Matt. 

Discussion 

Although a primary concern for the matching in this 
activity was the stress pattern, the students did not clap 
the stress in their responses. They also were mainly con-
cerned with finding the same number of syllables as the given 
word. Using kinesthetic as a tool, they sorted through the 
multitude of possible number answers. The song also provided 
the final "check" for putting the guesses in the stress pat-
tern of the given word, and seemed to be more helpful in 
hearing the stress pattern than were the spoken words. 

Activity—Reading Neume Patterns 

(showing them the X neume) 
This black means that its 
strong, so I want you to 
clap this. 

Now some of you in here have 
names that would go right 
here because your name sounds 
like that. 

(all do correctly) 

L: 
Ma: 
Mi: 
Ji: 

(Cc) 
(CC) 
(C) 
(C) 
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Now, figure out this pattern, 
(showing them the Xx neurae) 

One's light and one's dark; 
what does that mean to you? 

Two syllables—how does it 
tell you to do them? 

I do it this way, but it may 
be too hard (Cc-clap/fist) 

Does anybody in here have a 
name that fits this? (Xxx 
neume) 

Mi: 
Ji: 

L: 

Mi: 

Ma 

Ji 

Ma: 
L: 

(CC) 
(Cc, Cc—fingers on palm 
for unstressed syllable) 
(Cc) One's light and 
one's dark. 
(Cc—clap then fingers 
on palm for unstressed 
syllable) 
(Cc) 

L: That means two syllables. 
Mi: (Cc-clap/palm) 

Ji, L: The first part loud 
and the other soft. 

Mi: (Cc-clap/palm) 
Ji: (Cc) 
Ma: (CC, cC-saying Matthew) 

Mi, L, Ji: (Cc-clap/fist, 
three times) 

Ma: (CC) 

Jeffrey (Cc) Scott (C) 
Matthew (holds up one 
then two fingers) 
Huh-uh—MattHEW (cC) 
Kratz—Matthew Kratz 
(CCC) 
Yea—Matthew Kratz (XXX-
tapping Matthew) Right? 
I fit this middle one. 
My full name has four 
syllables—Scott Phillip 
Shaw (holding fingers up 
one at a time while he 
speaks the name). 

Ji: Mine has eight—my whole 
name Jill Humphrey Evans 
(after having counted 
silently on fingers). 

(each is correct in putting 
names under X or Xx neuraes) 

Put your names where they 
belong under the pattern 
that fits them. 

Discussion 

The first claps to the neume (X) could have been the 
students' checking their own names rather than clapping the 
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pattern of the neume. Students had few problems clapping the 
correct stress pattern when the visual clue was offered as a 
guide. Matthew tends to be most obviously uncertain of the 
stress pattern of his name. Although the stress is changed 
within the neumes having equal numbers of syllables, in 
finding new words to fit, the students are still obviously 
concerned only with the number of syllables. 

Rather than see a neume and find a word to fit, the 
students thought of a name and decided where it would go. 

Activity—Matching Words to Neumes 

Jeff, do you know any name 
that fits the same pattern 
as yours? 

Je: Any name? You mean one 
syllable? Jeff . . . 
there's another Jeff in 
my room. 

But we need a new one. Je: Jason 

Where does Jason go—put it 
where it belongs. 

Je; 

Ma: 

(writes it under Xx 
neume) 
My name has three sylla-
bles Matthew (CC) Eli 
(CC) Kratz (C) 

Well, we don't have any 
patterns up like that. 

Where does it fit? Clap it. 

Where does it go? 

L: I know one—How about 
Margaret? 

Mi: (pointing to Xxx neume) 
Mar - gra - it (CCC) 

L, Ji, Mi: (CC) 

L: (points to Xx neume) 
Ji: I know one—John (C-

pointing to the X neume) 
S: Zack (points to X neume) 
Mi: Jean (CC) 

So far, we don't have any-
body's name that fits this--
clap this for me (Xxx neume) 

L, Mi: (CCC) 
Ji: (Ccc-clap/palm) 
S: Here's how you do it 

(Ccc-Clap/fist/fist) 
L: (Ccc) 

I bet that somebody knows 
someone whose name sounds 
like that—see if you can 
find one for tomorrow. 
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Lesson #6 

Song Activity—"Sally Goodin" 

If you start counting with 
one, what's the first number 
you come to that has the 
same pattern as "puddin." 

If it's right, then it'll fit 
into the song. (Sing song 
replacing puddin1 with seven) 
Are there any other words in 
the song with that pattern? 

Let's find all the words in 
"Sally Goodin" that fit 
"seven"—the pattern of seven. 
Figure it out. 

(sing song inserting "seven" 
for matching word patterns) 

Are there any other words in 
the song for that pattern? 

That fits but that's not in 
the song, Scott. I'm not 
sure there are any more. 

Is there anyone in here whose 
name fits the seven pattern? 

(sing song—inserting "Lisa" 
for the matching word patterns) 

Is that a seven pattern? 
(sing Matthew's name in song) 

(sing in song) 

I love that peach pie (sing-
ing) What number fits peach? 

L: (CC, CC) Seven? 
Ji: (CC, CC) Seven 
Je: (CC) 

S: Goodin 
Ji, L: Goodin 
L: Goodin and puddin 

L: I know—Sally. 

(all were able to substitute 
new words with minimal diffi-
culty) 

S: heaven? 

(all sing through the song 
in inner hearing) 
Ma: (Cc-clap/palm twice) 
L: "piece a" 

L: Yes—mine. 

Ma: Matthew 

L: (CC) 

Je: My name fits—Jeffrey 

S: One 

How about ten; does that fit? S: Yea 



251 

If we had for the name of 
patterns, seven and ten, how 
many in here have a name that 
fits seven? Raise your hand. 

How many have a ten name? 

Ma, Mi, L: (raise hands) 

S, Ma, Ji, Mi, Je: (raise 
hands) 

Discussion 

Again concerned mainly with the number of syllables, 
students had few problems locating the "seven" words in Sally 
Goodin. Frequently, rhyming is a "transfer" that the students 
make when trying to match patterns (i.e. Scott's "heaven"). 
Matthew uses the clap/palm kinesthetic to figure out a 
lingual problem. Lisa recognized that the song pattern of 
"piece-a" is the same as "seven" even though she was asked to 
find a word. This was a valid "hearing" but was not imme-
diately attended to by the teacher. 

Although in this lesson, an attempt was made to explore 
the efficiency with which the students used the numbers to 
label the patterns, it quickly became apparent to the teacher 
that using student names held much more "vitality" for the 
students than did merely the numbers. 

Song Activity—"Scotland's Burning" 

Mi: Now, all the words in that 
song are only two different 
patterns—they're either 
sevens or tens. 

(on her own, singing) 
7, 7, 7, 7, 10, 10, 10, 
10 (paused at "fire") 

(filling in for Missy) ten, 
ten, ten, ten; pour on water, 
pour on water. That one's 
tricky, isn't it? 

How about just, "pour on 7"? 

Mi: Oh, 10, 10, 7; 10, 10, 7 

Mi: But "pour" is a 10 and 
"on" is a 10. 

You're right Missy, but the 
way we sing it makes it a 
little bit different than the 
10 's. 

Whose name will fit Scotland's 
Burning? 

(all sing the tune as 7, 7, 
7, 7; 10, 10, 10, 10, 10; 
10, 10, 10, 10; pour on 7, 
pour on 7) 

Mi: Mine 
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Missy, Missy, Missy, Missy 
(singing) 

How about 10: 

Scott, Scott, Scott, Scott 
(singing) 

Another 10: 

Jill, Jill, Jill, Jill 
(singing) 
Pour on seven 

Good listening, Matthew, it 
could be. Some people say it 
as fire (Cc) and some say it 
as fire (C). I think probably 
in reading class you'd be 
taught fire is a one syllable 
word, but when we say it, it 
sounds like two. So we can do 
it that way if you want. 

Who else can fit instead of 
Missy? 

We need another ten (singing) 
pour on (singing) 

Discussion 

Scott 

Ji: Jill 

Ma: Pour on Matthew 
Ma: Miss Bennett, instead of 

fire, ten (X—hits knee), 
fire's seven. Fire (C). 
It isn't that; it's fire 
(Cc) 

Ma: fire (Cc) 

S, Je: (Jeffrey (singing in 
song) 

Je: Jeff 
Ma: Kratz 
Mi: Peggy 

Missy quickly and accurately substituted the appropriate 
numbers for the song/word patterns. The teacher as this 
point could have acknowledged the quality of sound patterns 
that goes beyond the mere words, but chose not to in this 
activity. Matthew challenged the idea of "fire" being a ten 
and offered a good opportunity to discuss or present the 
occasional discrepancy between syllables read and syllables 
heard. 
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Lesson #7 

Song Activity—"Sally Goodin" 

Does anyone remember some of 
the words we put in yesterday? 

Okay, let's put ten and seven 
in (sing) 

Oh, Matthew, I am always 
amazed at the good ideas you 
come up with. They fit, 
don't they? 

Put it all away for Old 
Sally . . . 

I love that . . . 

I love that . 

And I love that gal they 
call . . . 

Ji 
S: 

Mi 

S: 
Mi: 

Ma: 

Seven and ten 
Well, one would fit in 
the same as ten. All the 
one syllable words would 
fit there and all the 
two syllable words would 
fit seven. 

No, Sally should be a 
seven. 
Old seven seven 
Pie could be ten (in big 
piece of pie). 
I know—big piece of 
neck and a little piece 
of ankle (singing). 

(all sing) 

Ji: neckle 
S: kneecap—Old Sally knee-

cap 

S: head 
Ma: eye, eye (singing) 

Ma: I love that finger (sing-
ing) . 

S: kneecap, kneecap 

We've been working with words S: 
and patterns of words, and Ji; 
you know that there are sev- S: 
eral patterns. What's one Mi; 
pattern you know? 

Discussion 

(Cc, Cc) 
(Cc, Cc, Cc) 
Or (C) 
(Cc-clap/palm several 
times) 

As a result of Matthew's changing the number labels to 
body parts, the students created their own version of the 
song using appropriate pattern matching. When asked what 
patterns they knew, the students responded with clapping 
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although no limitation was put on the mode of response. Per-
haps they have identified patterns with the kinesthetic sense 
much more strongly than the lingual or the visual. 

Activity—Making Visual Symbols 

I want you to show me the 
sounds of some words I'm 
going to give you. 

(giving words in this order 
1) peach pie, 2) student 
name, 3) together, 4) penny, 
5) hello) 

S: 1) 

Mail 

2 

4 

5 

Ji: 1 

2 

3 

4 

5 

f t 

& 
ili 
/\ i 

r r 
y 

J\ 

Jc 

A 
ooo 

A 
AO 

Peach is one syllable so I 
used one hammer and pie is 
another syllable so I used 
another hammer. 

My name has one syllable so 
I just used one star. 

Together has three syllables 
so I used three lines. 

Weren't they supposed to be 
together? Here's penny ( /L ) 
and here's hello ( \_/ ) . 
(says and follows symbols) 

Peach pie is two syllables 
so I put two r's. 

My name has two syllables so 
I put Matthew (saying and 
following). 

This, I put to - geth - er 
(saying and following). 

On penny, I put two dots. 

Hello, I put two long ears. 

Peach pie has two syllables, 
so I put two lines. 

My name has one syllable, so 
I put one star. 

For together, I put three, 
circles. 

Penny has (following) two 
syllables. 

Hello (pointing and saying) 
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M i : 1 > n / \ 

2) Zi 0 

3) 

4 1 Ao 

5 ) ? f 

Je: 1) 

2) 

3) 

4) 

It's two different things 
for peach pie (pointing, 
speaking and following). 

My name's misSY (pointing 
and speaking but accented 
second syllable). 

For together there's three 
syllables. 

For penny, I put PenNY (fol-
lowed, but accented second 
syllable). 

Hello is, hell 
to figure) 

o (pointing 

Peach pie, so I put two 
stars. 

And this is my name, I put 
one. 

Penny , 

Hello 

Now, I want you to 
think of "together" 
again (singing song). 
I want you to put for 
the very last one— 
show me how you show 
which syllable is 
different than the 
others. Think of your 
own idea and symbo-
lize that. Which 
syllable is louder? 
Sing. 

5) QOC) F o r together I put three 
circles. 

Je: i made the middle one bigger. 

Mi: 

Ji: 

a: 1 

: 

(continually saying the word, 
then) Will you sing that a-
gain? I think it's the middle 
one, but I already wrote the 
first one (she changes her 
symbol to fit the xXx pat-
tern) . 

(after I sing the song with 
the pattern she has written) 
Oh, it's the middle one. 

None of the girls got it 
right, but all the boys did I 

Discussion 

The students were consistently accurate in making a 
visual symbol for the syllable pattern of the given words. 
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When asked to show the stressed syllable, more concentration 
was needed to decide which syllable was stressed and the 
responses were not as accurate. Only two students used the 
neume symbol suggested by the teacher in an earlier lesson 
This would possibly indicate that the nine-year-olds take 
initiative rather than imitation in their visual symbolization. 

Lesson #8 

Song Activity—"Old Dan Tucker" 

S What other names would fit 
instead of Old DAN Tucker? 

How does he say his last name? S 

Okay, which one fits Dan (C) 
Tucker (Cc)? 

(after singing Scott's idea) 
Who else? 

I want to see if you can read 
this to me. (X neume) There 
are many different ways to 
read. 

We could say Old Brad LEY 
Shaw (distorting the 
name to fit the pattern). 

Or you could have 
Bradley Michael or Brad 
Michael, cause my bro-
ther has a bunch of 
different names. 

Brad Michael 

Je: Old Man Tucker 
Ma: Old Jeff Tucker (singing 

and slapping legs X X Xx) 
Ma: Old Roy Smalley (singing 

and slapping arms on 
knees to the pattern) 
He's a baseball player. 

S: It says (C). 
Ma: (CCCCCCCCC—random clap-

ping) 

That's what that says? 

Any words? 

Ma: (C) 
Je, Ji, Mi: 

Je: black 
Ji: box 
Ma: (C) 
Je: tape 
Ma: boo! 

(C) 



Who can read this to me? 
(Xx neume) 

Any words? 

How about this one? 
(xX neume) 

jeff-REY? or is it JEFF-rey? 

Is it E-li or e-LI? 

The black one is the hard 
one, isn't it? 

One more (Xxx neume) 
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Je: (CC, CC) 
Ji: (Cc-hand/palm, Cc) 
Mi: (CC-hand/palm, not with 

stress pattern 
S: (Cc-clap/palm) 
Ma: I know (Cc, Cc) 

Ma: Woof, woof (dog bark; 
no accent pattern) 

S: Roof, roof (dog bark— 
low/high) 

Mi: Missy 
S: I got another one—meow 

(high meow (low and loud) 
Ma: Matthew (Cc) 
Ma: (Cc, Cc, Cc, Cc—clap/ 

palm) 

Ma: I know (cC—palm/clap) 
Je: Jeffrey 

Je: Either way is Okay. 
Ma: Eli (CC-clapped cor-

rectly, but did not 
match lingual) 

Ma: Eli (Cc) 

Ma: Eli (cC—claps only on 
accent; distorting word 
to fit pattern) 

Ma (CCC-clapping clap/palm/ 
palm without accent 
pattern) 
I know two ways to read 
it. One is (CCC—clap/ 
palm/palm without the 
accent pattern) and a 
word is Katherine (Ccc). 

Discussion 

Scott seemed more concerned with making his brother's 
name fit than with matching the given pattern. The common 
procedure for matching seemed to be rhyming, changing only 
part of the pattern or association of terms. 

The first response again to "reading" a neume was kines-
thetic, and only after the teacher's suggesting such, did 
the students offer words. The words given by the students 
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were descriptive of the concrete object of the neume and also 
through association offered by one student, were animal 
sounds. 

Scott|s reading the Xxx neume was kinesthetically cor-
rect only in his recognizing the two white squares required a 
different hand motion. The performance of the pattern was 
contrived. Several children read the pattern by performing 
the loud and soft claps according to the neume squares, but 
not as a representative of lingual sound. When Scott put a 
word with the movement (Katherine) and clapped again, his 
movement was more representative of the stress—nonstress 
relationship of the pattern. 

Lesson #9 

Song Activity—"Hello" 

Listen to this pattern, helLO, 
helLO (cC, cC and singing). 
The pattern to that is up 
there someplace (on the wall). 

Okay, clap hello for me please 
Lisa. 

Oh, I see—I'm only thinking 
of "hello" though, Lisa. 

Right, the black one stands 
for the heavy sound. 

Scott, I want you to go up 
there, and we're going to 
sing it. When we get to that 
pattern, I want you to touch 
each side with the sound, so 
we can see where the accent is 

(pointing to xxXx neume) 

L: (claps cC, cC—thinking 
of a total of four 
sounds) 

L: This one? (points to Xx 
neume) 

L: This (xX neume). 

Mi: HELlo (Cc), HELlo (Cc), 
HELlo (Cc) 

Je: (xX, xX—hitting hand on 
arm) 

S: (misses the first of the 
pair each time, but fol-
lowed with the repeat) 

Mi: I think that's hello 
(pointing to Xx neume) 

L: It's HELL-o (Cc, saying 
and clapping). 

Mi: But we don't say hell-0 
(shouting the 0). 
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Right, that's exaggerating 
the word, but we do say 
"helLO" (singing), and we're 
listening in the song right 
now—the song makes it hel-
LO. Lisa, try to tap it even 
harder on the black one. 

Now, you know some people's 
names that fit that pattern. 

What about Marguerite? 

Where would Marguerite fit; 
does anyone know? 

What do you think? 

Jeff, check it out. You can 
clap to see what it sounds 
like or however you want to 
check it. 

Ji 
L: 

Je: 

L: 
Je: 
S: 
L: 
Mi: 

(taps perfectly on the 
neume to the words and 
accent in the song) 

Ji: Marguerite? 

It has three syllables. 
(CCC) 

Marguerite, Marguerite 
(XXX, XXX—slapping 
thigh) 
How many syllables does 
Keith have? 

Keith (C, C) 
Two? One I 
Phil-lip 
Phillip (CC) 
Keith (C) 

Je: (C) One 

Did anybody find Marguerite? 
(singing the word in "hello") 
I think you're right. Let's 
put it in the song, and you 
follow, Jill. 

Ji: (points to xxX neume) 

L: It won't fit. 

Let's see if it will, 
goes fast. 

It 

Oh, Jill you also mentioned a 
drink you know about. What 
was it? Which one would be 
Marguerita? 

Do you remember which other 
one we discovered on that one 

Ji: (follows too slow first 
time, better on other 
three repetitions) 

Ji: Marguerita 
Ji: Marguerita (xxXx neume— 

pointing to each syllable 
as she says it) 

Ji: Punchinella (saying and 
pointing to squares of 
xxXx neume) 
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So, according to Jill's word, 
instead of Punchinella, we 
could sing about . . . 

See if it fits, (singing) 
Oh, here we are . . . 

(several say Margarita) 
Ji: (follows poorly, first 

time, accurately with 
song once) 

Mi: I found one for the 
blank-blank-blank one. 
I remember it from the 
other time, (gets up and 
points to xXx neume) to-
gether 

Mi: together (follows three 
times with word and 
accent pattern) 

S: I got it! This one (xXx 
neume) 

L: (cCc to melodic pattern) 

Okay, I'm going to sing a song 
to you on "loo" and see if you 
can find the pattern I'm sing-
ing. loo Loo loo (sing xXx 
pattern several times) 

You're exactly right! 

Discussion 

This lesson shows the extent to which the students were 
using multisensory tools for problem-solving. Their speaking, 
clapping, and reading the neumes are part of their ."figuring" 
process and the tools they are using are their own choices of 
aids. Missy had difficulty with hearing the pattern xX, be-
cause she objected to the exaggeration in the verbalization. 

The students were listening carefully to determine the 
stress patterns, yet it seemed a necessary step for them to 
first determine how many syllables were present. Possibly be-
cause they clap slowly enough to count while saying word, the 
flow of the word is often missing during this stage. 

Lesson #10 

Activity Working with the Neumes 

(singing) Hello, hello 
Choose a movement however you 
want to, so you can show me 
that you know which syllable 
is accented. 

(none choose a movement that 
reflects the pattern) 
Ji, Mi: (move to the beat) 
Mi: (clap/patsch to accent; 

then one hand on each 
leg to the pattern) 
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Listen again, show me a move-
ment that shows two sounds 
and which one is accented. 

I asked you if you could show 
me which one was accented— 
think of how to show me 
through movement. 

Okay, which one is accented 
of the two? 

The first? (sing hello) 

Okay, Jeff, show me that in 
what you just did. 

Did you find which pattern 
up there fits "Hello"? 

Okay, did anybody find any 
names to fit that pattern? 

Okay, listen (singing) erIC, 
erIC. Does it fit that pat-
tern? Which one does it fit, 
Lisa? 

L: 

Mi: 

Je; 

Ji: 

Ma: 

L: 

(xX—moving head) 
(XX—hitting foot on the 
floor) 
(xX; XX; xX; xX—hitting 
hand on top of fist) 
(XX; XX; xX; xX—hands 
one at a time on the 
floor) 
(XX; XX; xX—throwing 
arms out with elbows 
bent—only coordinated 
once) 

(same movement, showing 
the accent) 

(same movement, XX—no 
accent) 
The first one (Cc—clap/ 
palm). 

No, the second. 

(same movement, now ac-
cented xX) 
(xX—clicking tongue) 
(XX—up on one leg, lay-
ing backward, hops to 
pattern, no obvious 
accent) 

Oh, I know (pointing to 
xX neume). 

L: Yes, there's Judy, Eric. 

L: This one (points to Xx 
neume). 

Li: Missy? 

Je: 

Mi: 

Je: 

Je: 

Mi: 
Ma: 

(singing) misSY, misSY 

(singing) beCAUSE, beCAUSE 
It does work! 

Mi: I know one. Because I 
can't say it out loud, 
I'm not quite sure, but 
"because"? 
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Do we say sanTA? 

miCHAEL (singing) 
MatTHEW (singing) 

I've got one—Michelle, 
(singing Michelle and Renee 
in song) 

L: How about Peggy? 
(answering her own sug-
gestion) PegGY (sing-
ing) No. 

Ma: sanTA, sanTA (singing) 

Ji: No, we say SANta. It's 
black, blank. 

Ma: Michael? 

L: Matthew 

L: That's what I was going 
to say! 

Ma: Hosee, Hosea (singing) 
L: Hosea (cC) 
Ma: I know one, Hosea, Hosea 

(clapping only on ac-
cented syllable twice) 

Ma: ricKY, ricKY (cC, cC— 
distorting word) 

Discussion 

When given the choice of any movement to reflect the 
speech rhythm pattern, the students were not consistently 
accurate. Several of them seemed to need to explain the 
pattern in intellectual terms and then translate that into 
kinesthetic symbolization. Although Lisa quickly found the 
visual neume for "hello," she did not so easily find names to 
match this pattern. The song seemed to be a definite help in 
setting the pattern for analyzation—the students used it 

on their own. 

Missy made a statement about her own thinking procedure 
which suggested that she did not totally trust her inner 
hearing. Matthew tends to be consistent in singing his an-
swers in the song context. 

Lesson #11 

Song Activity— 
Symbolization of Instrumental Patterns 

Your puzzle for today is . . . I will play something that has 
a pattern repeating over and over. You think of what the 
symbol for that would look like. It doesn't have to look 
like the ones I've used up there (the neumes) just something 
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to show me how many parts and which one is the strongest, the 
loudest. I'll give you a puzzle in sound and you tell me on 
paper what you hear. 

(playing recorder to melody of Scotland's Burning) 

(1) xX Did it sound like a word? a symbol? Besires the 
pattern, write a word that fits. 

(2) xxXx 
(3) Xxx 
(4) xXx 
(5) Now you'll each get your own pattern. Show me what you 

hear. Je xXx; Ji xxXx; Ma—xX; Mi—Xx (Scott and Lisa 
were absent) 

Explanations: Je: (1) /\ ̂  The first one wasn't the 
hardest part of the pattern, 
so I didn't color it in. And 
I used the word water. 

(2) (No explanation) 

'ill/ 
(3) 2' 3' 4' 5' 6 (singing) 

(4) 

(5) 
n 

Ji: (1) I— The first part sounded 
* louder than the second part. 

u> 

(3) ~"UII The first one was softer and 
the others were louder. 

(4) _ - ,»« •»•* (inaudible) 

(5) ^ \ — I MY 

If I don't understand them, I'll ask you about them. 
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Mi: (1) / / / /J HELlo 

Dt HeLLo 
(2) J\ /\& [\ Punchinella 

(3) /141, 

(4) / i A A b i \ ^ 

Ma: 

Discussion 

(5) 

/ / / / (J I heard "this man goes to" 
(did not exactly duplicate 
the accent pattern, but sang 
it to the given tune) 

(2) Wht* A/nfcy&t "when can he come» 
fh (J (3 0 (singing it with correct 

pattern) 

(3) W « ^ Cft-Here he comes (singing). 
y 

(4) mosquito 

(5) And number five, I put 
)r Scooby (after hearing the 

^ U pattern again) . Yeah, that's 
my favorite cartoon, and I 
put ScooBY (singing with the 
accent). 

The nine year—olds were much more adept at doing this 
activity than the seven-year-olds. Jeff's symbols were gen-
erally accurate for the pattern and his lingual labels tended 
to be more accurate than the visual symbols representing them 
(water, 1, 2, 3, 4, 5, 6). Using the neume idea of filling 
in the symbol for the stressed syllable, Jeff seemed to get 
confused on the placement of the darkened symbol. Jill was 
more accurate in hearing the number of sounds in the pattern 
than in hearing or explaining where the stress was. She did 
offer a lingual match for her symbols. Missy gave an accu-
rate visual symbol and representative word on two items, but 
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her other visual symbols did not clearly identify a particu-
lar stress pattern. Matthew was able to offer a matching 
word or phrase for each aural pattern. Although the word 
patterns did not inherently match the aural pattern, Matthew 
sang them to the pattern when he explained his answers. His 
visual symbols accurately reflected the syllable pattern, 
but not the stress pattern of the aural stimulus. 

It would be interesting to see how the results of this 
activity would vary if the students were asked to first match 
a word to the aural pattern and then draw a symbol for the 
word and sound pattern. The accuracy of the visual symbol 
may have been positively influenced had an intermediate step 
of lingual labeling been added. 
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