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CHAPTER I
THE PROBLEM

Statement of Problem

Instrumental music classes in the publie schools of
Tulsa, Oklahoma,have experienced a phenomenal growth dur-
ing the past twenty years. Prior to this period, oppor-
tunity for instrumental music expression was limited to
the high school band and orchestra,which rehearsed out-
side of school hours. No instruction other than this was
provided and the student who wished to play in the school
band or orchestra studied first from private instructors.

Last year approximately fifteen hundred students
participated in instrumental music activities which ranged
from the beginning classes in the élementary schools to
the symphonic bands and orchestras of the high schools.
The Board of Educetion has an estimated investment of
$30,000 in instruments and the value of student-owned in-
struments is approximately $85,000. The schools are pro-
viding free instruction to every student who wishes to study
and who can procure the necessary aequipment.

Two weaknesses in this system are evident. There is no
scientific approach to the problem of guidance in the selec-
tion of these students or the instruments which they ehooae.

Every year many children who begin the study of an instrument
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fail, either because they lack the capacity to dc the work
or because they choose an instrument to which they are not
suited. There is no attempt to discover students with un-
suspected ability and to encourage or assist them in devel-

oping this ability.

Scope of the Study
In this study the investigator has examined a great
many devices for measuring capacities and aptitudes which
are Xnown to the profession. He has attempted to evaluate
thése procedures in the light of sound educational philos-
ophy. He has set forth a plan which he believes will mate-
rially improve the instrumental program through discovering
unsuspected musical capacity and through sound guidance in

the selection of suitable instruments.

Reliability of Data
The investigator has based the program on the philoge

ophy of music education of such authorities as Mabelle Glenn,
James L. Mursell, Peter W. Dykema and Will Earhart. In the
field of measurement of musieal capacity he has relied on the
work of Carl E. Seashore and Jacob Kwalwasser. In the study
of physical and mental adaptation, a great many well known
instrumental educators have contributed information. Ineluded
in this group are Joseph lMaddy and William D. Revelli of Michw
lgan University, Charles J. Lamp, Director of Inatruma%tal
Music, San Francisco, Lawrence W. Chidester of Tufts Géllega,

Gerald R. Prescott of the University of Minnesots,




Traugott Rohner of Northwestern University and Roger Femn
of the University of Tulsa. In eddition, the investigator
has sought opinions from many prominent professional mus-
icians and from many outstanding privete teachers. To this
has been added the results of years of experience in adapta-
tion as practiced by the investigator and his colleagues.
Concerning the principles of guidence, he has referred %o

Arthur J. Jones and Carl E. S8eashora.

Need for the Study

During the past two years the investigator has direeted
inquiries to more than a hundred instrumental music instruds--
tors from all over the nation in an effort to find some com~
prehensive program of guidance, From the response received,
it would appear that the profession in general 1s committed
to a "survivel of the fittest" plan which depends on high~
pressure promotion to secure large numbers of students from
which erganizations are selected.

This system has resulted in much waste of the taxpayer'ts
money for instruction, waste of the parenti's money for ine
struments and waste of the student's time and energy.

If the teaching of instrumental music is to continue to
enjoy the confidence of the pecple and of the education Pro-
fession, a well-rounded prograsm of guidance based on sound

educational philosophy is imperative.




CHAPTER II
TRENDS AND PHILOSOPHIES

The Philosophy of Musical Oppeortunity

Qur country today is almost universally committed to
the philosophy that a love and appreciation of music con-
tributes greatly to the capacity for abundant living. To
this end progressive music educators have adopted the slo~
gan, "music for every child-~every child for musie." Con-
sistent with the American ideal of equal opportunity for all,
every child should be given the opportunity to partieipate
in musical activities of his choice to the point that is
fixed by his individual interest and capscity. It then be-
- comes the responsibility of the school to discover, encour=-
age, and develop, in school hours and at school expense,
every child's interest in musice. This program undoubtedly

will serve democracy well.

Educational Values of Music
Mursell sums up the educational values of music under
four points. Music education is a progressive reconstruction
of experience; music education is an enterprise in fuller
living; music¢ education has an essential place in creative

democracy¢l

ljemes L. Mursell and Mabelle Glenn, The Psychology of
School Musie, p. 357.




Music education as a progressive reconstruction of

experience.-~-If the aim in music education is technique to

be gained by formal drill, then most of its educational
value is lost. Technique is only a means to an end, the
ability to read musie, to sing or play an instrument being
only the means by which we reach a desper appreciation of
music through the creation of music. This is accomplished

by the setting up of music projlects.

Music education as discipline.,--Music study should not

be so easy that there is nothing challenging, The disciplis
ning value in music comes in making the music so enjoyable
that hard work is & pleasure. "Discipline in music comes
from an association of inspiration with effort."® When the
goal is 80 attractive that the hard work necessary to reach
that goal is a thrilling experience, then it is educationally
well worth while,

Music education as an enterprise in fuller living,--

Dewey says that education 1s not a preparation for life. I%
is life itSelf,3 Education is not so much concerned with
giving the c¢hild something he will be able to use in later
life as it is in providing him with a real life experience in
the present. The child should not be preparing to be a musi-

¢ian, but he should be at his own level a child musician.

21bid., p. 364.
3John Dewey, Democracy and Hducsation, p. 59.




Music education as an agency for oreative democracy.--

Cooperation and service are the basis of democracy, and in

no other school activity do we see a betier example of de=~ |
mooracy at work. In activities of this kind, the individual
must think not only of himself, but of his relation to the
whole group, an attitude which is necessary to good citizen~

ship.

Educational Values in Instrumental Muaie

When measured by these aims as a yardastick, good in~
strumental music teaching should take on an edded importance
and responsibility in the educational structure, "Learning
to play an instrument is essentially a voyage of diacovery in
music making."® The instrument then should be a gateway to
countless joys in music, and the urge %o master its technical
difficulties a desire to enjoy the music which employs these
technical problems. From the first, each lesson should be
based on genuine enjoyment of interesting music, The maater-
ing of an instrument comes through a will to learn and not
through any imposed,sehadule of drill. The enthusiastié hard
work that is being done throughout the country by school bands
and orchestras is evidence that the instrumentsal program is
¢reating this attitude.

Instrumental music certainly lives in the present. The
inereasing number of grade school bands and orchestras that

play as organizations from the beginning attest the trqth of

that statemsnt.

4Mursell and Glenn, Ibid., p. 302




Who Should be Given Instrumental Instruction?

The best answer to that question is: all who wish it
and wno can profit by it. A program which attempted to Pro~-
vide instrumental instruetion for everyone would be extrava-
gant and impractical. The school and the music educator
faces a genuine problem which must be approached intelligently.
There should be a place in some phass of musie study for
every human being, snd it is one of the school's responsibile
ities to help each student discover himself in musié. It is
the investigator's convietion that no student should be de-
nied an opportunity to:pursue any phase of musie for which
he has a genuine interest if it is at all possible to provide
it.

The Foundation of the Instrumental Program

The prdper background of approasch to the study of in-
strumental music in the public school is by way of properly
dirscted vocal experience, MMany real problems in the teach-
ing of a musical instrument could be solved more gasily in
vocal classes.,

The feeling for phrases seems to be & real barrier to
the instrumental students who are struggling with the mech~
anical problems of an instrument, and who are most likely to
read note for note. In vocal classes this is not such a se-
rious problem, for through rote experience snd a well-éirected

program of phrase study, and with the help of the text, =




phrase-wise approach is built up that ean be carried over
into the instrumental class,®

An instrumental instructor who did not find it neces-
sary to struggle with rhythmic troubles would have a great
advantage. To build rhythm thoroughly we must start with
large bodily movement. The voeal work from the primary
grades provides this in rhythmic and singing games. If a
program along eurythmic lines is carried through the lower
grades, by the time a student is ready for instrumental work
he should have developed a keen feeling for the rhythmic
structure of music. The rhythm of phrases is more closely
essociated with the voice. The analysis of song form, the
scansion of the poetry of musie, the bodily movement to the
rhythm of the phrase give to the student a rhythmic sense
that no amount of counting and foct-tapping ¢an do.

The vecal student comes to the instrumental class with
some knowledge of the mechanics of the score., This iz a
tremendous help at a time when the student is likely to bhe
burdened with the mechanies of manipulsting & new instrument.
This alone would be a great economy in a progrem which &t

best is expensive.

Paycholegical Influences
Of much importance to an instrumentsal program in the
schools is a knowledge of the psychological development of
the child. ZHXach phase of the development of the child nay

SIbid., p. 308.




be henefitted by some form of instrumental work. A well
planned program should be adapted to the capabilities of

the normal developing child,®

The sensory period.--This period of development extends

from infancy to about third grade age. It is a period of
rapid physical growth in which the child is lacking in del-
icate physical and mental coordlnation. He is interested in
conerete objects and experiences, in ac¢tivity rather than
goals to be attained. It is an age of imitation, observa-
tion and imagination. At this time thse gar is sasily trained
and muech attention should be paid to this important phase of
the child's musical education. Rhythmic movement is a source
of great pleasure and here should begin the development of
the capacity for rhythmic response. Rhythm games, eurythmies,
Tolk dances, and other physical sccompaniments to musie, will
prove valuable to the instrumental program. The motor senses
develop very rapidly. Seashore states that the fundamental
capacities are esrly developed to their maximum.’ It has
been noted that during this period little children sdapt
themselves easily to rhythm instruments, and take great joy

in rhythm orchestras.

The associative period.-- This stage of development is

. Letitia, "Instrumental Music in the Psychologieal
Development of the Child," Musie Educators National Confer-
ence Yearbook for 1935, p. 238, ' '

7Carl E. Seashore, Psychology of Musie, pp. 2-5.
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ably desscribed in the following quotation:

The assoclative or drill period is distinguished
by comparatively slow physical growth. « « .The finer
adjustments and coordinations of the body and of the
mind are now accomplished with greater ease; physieal
feats requiring dexterity and skill sre aasily performed,
There 18 a great endurance, strong vitality, and excel~
lent resistance to mental fatigue. Memory is quieck,
sure, and lasting. Never sgaln will there be more sus-
ceptlibility to drill and discipline. There is interest
1n the product of activity and no longer in the getivity
for its own sake., The child is associating the exper-
iences gained through sense development and is classi-
fying them into usable related groups.8

This is the time for beginning the study of instru-
ments. "It is the time for independent sight reading, in-
terpretation aend formal drill, never %o be so potential, so
rich in possibilities as now."” The child will acquire with
ease at this period technical skill which will serve hinm
well through the adolescent period. He has a spirit of
teamwork, and through working with others he learns that
habits of loyalty, obedlence, and unselfishness serve him

well.

The adolescent period.-~This period begins at junior

high school age and continues on through high school., It
marks the change from childhood into maturity, and is ac-
companied by great changes mentally and physically. It is

a period of rapid physical growth and an inelination to men-

tal and physical indolence. The adolescent is dominated by

Horatio Parker and others, Teacher's Manual, Vol. II,
of The Progressive Music¢ Series, p. 4.

%4. Letitia, ibld., p. 240.
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emotions, and he possesses strong social, moral and reli-
gious convictions. A% this time bthe studént is struggling
to find himself, and he needs strong leadership and sympa-
thetic understanding. It is not a time for drill, but ra-
ther the playing of much musiec of a fine type. Since he is
growing physiecally, many instruments that up until now were
physically beyond him, ere now within his reach. It is a
good time for experimenting with various instruments to find

out which one he wants to devote his energies to mastering.




CHAPTER TIIX
SELECTION FACTORS

Traits of the Instrumentalist

What are the necessary trelits that make a successful

instrumentalist? Rohner answers the question in this way:
Briefly, they ars five: (1) the sensory traits of piteh,
intensity, ete., (2} the motor traits of coordination,
and to a large extent rhythm, (3) the intellectual traits,
the ebility to learn, imagination, etc., (4) the charac-
ter traits of persistence, drive, stick-to-itiveness, and

(5) the physiological traits, shape of teeth, size of lips,

fingers, hands, ete., peculiarly desirable for each of the
instruments. The better one is equipped with each of these
traits, the greater is_the potentiality for success in
playing an instrument,l0

These traits integrate with each other and tend to work
together as a whole; therefore it is difficult to assign a
given value to each trait. What a good instrumentalist lacks
in one trait may be more than offset by another in which he
is particularly strong.

Some educators place great stress on the sensory traits
and base their selection of instrumental students on tests
which attempt to measure innate sensory capaeity.ll Others
consider that the intellectual traits are the most important

consideration and select their students from intelligence

loTraugott Rohner, "How Can We Messure Musiaality,?The
School Musicien, May 1937, p. 18. :

HlHagel M. Stanton, "Prognosis of Musical Achievemént,"
Psychological Monographs, Vol, XXXIX, No. 2, (1928), pp. 135-44

12
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tests.12 Still others insist that the only bagis for suscesg-
ful selection is that of physiologicel adaptation.

A Btudy of some of these selecticn devices will follow.

Music Capacity Tests

The Seashore Messures of Musical Talent
The Seashore Measures of Musical Talent is one of the
oldest batteries of music tests, It is made up of a series

of six tests given by means of a phonograph.

Ihe sense of pitch.--This consists of one hundred pairs

of tones of different piteh. The subjeet is asked to state
whether the second tone is higher or lower than the first

tone,

The intensity discrimination.~--This is made up of one

hundred pairs of tones in which one tone is louder than the
other. The subjeet is asked to tell whether the second tone

is louder or softer than the first,

The sense of time.--This is composed of one hundred pairs

of time intervals represented by clicks, the subject being re-
quired to state whether the second time interval is longer or

shorter than the first.

The sense of consonance.--This consists of fifty

13Travis B. Shaw, "Modern Trends in the Organization and
Direction of Public School Bands," The School Musician,
January, 1837, p. 14.
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comparisons between two tone clangs, the subject to decide
whether the second is better or worse than the first in re-

gard to smoothness and bsauty of tone.

Tonal memory.--Two set& of unrelated tones are heard,

one tone in the second set being changed, the subject being
asked to identify the changed tone.

Sense of rhythm,-~This consists of fifty comparisonsg of

rhythm patterns. Two pairs of rhythm patterns are heard and
the subject is asked to tell whether the second pattern is

the same or different from the first.

Educational Significance of the Seashore Tests

There has been considerable difference of opinion &s to
the reliability of the Seashore tests. Probably the most
extensive study of reliability has been reported by Larson.l5
Twelve hundred students selected at random from the fifth,
sixth, seventh, and eighth grades of the public schools of
Lincoln, Nebrask&, and Iowa City, Iowa, were used for this
experiment. From these results the investigator concluded
that the tests were reliable enough to warrant their use as
& means of measuring musical capacity.

Stanton made a study of validity of the Seashore Meas-
ures at the Eastman School of Music over g pericd of four

years, As a result of this investigation, in 1924 the

13Ruth Crewdson Larson, "Studies on Seashore's 'Heasures
of Musical Talent?'," University of Iowa Studies, Vol. II
No. 6, (1930) pp. 16-55.
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faculty voted unenimously that only students with g passing
grade on the Seashore tests be permitted to enroll at the

school.l4
Regarding its use Seashore makes this statement:

I have always protested against the use of an aver-
age of these six measures, or any other number of the
same kind, and have insisted upon the principle of a pro-
Tile in which each specific measure stands on its own.
Again for the same reason I have insisted that even the
most superficial rating for selection or placement in muse
lcal training or adjustment should be based upon a care-
ful ease history and a reliable audition with the profile
of measurements in hand. That has always been the pro-
cedure in the Eastman School., The experimenter works in
the attitude of a physician who takes note of blood pres-
sure, heart action and metabolism.

The Xwalwasser-Dykema Music Tests
These tests are much more recent and are made in a bhat-

tery of ten to be glven by means of the phonograph.

Tonal memory test.~--This test is made up of twenty-five

pairs of tonal patterns in which the subjeet tells whether the

pairs are alike or different,

Quality discrimination.~-Thirty groups are given, in

which a theme is played twice either by the same instrument
or by a different one, the subject being asked if the tone

guality is the same or different.

Intensity discerimination.--Thirty pairs of tones or

l4gazel M. Stanton, ibid.

15carl E. Seashore, "The Psychology of Music," Music
Educators Journal, December, 1937, pp. 25-26. :
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chords which differ in intensity are given, the subject stat-

ing whether the second is louder or softer than the first,

Tonal movement.-~This is composed of thirty four-tone

patterns to completed by a fifth tone, the subject to decide
whether the fifth tone should bhe higher or lower than the
fourth.

Time discrimingtion.-~Twenty~five groups of three tones

¢ach are heard, the first and third being equal in length
and the second being equal or different, the subject to state

whether the second tone is equal or different in length.

Rhythmic diserimination.-~Twenty-five pairs of rhythm

patterns are played, the subject to decide whether they are

the ssme or different.

Piteh discrimination.--Forty items are given in which a

tone is sustained for three seconds with the piteh changing
or remalning constant, the subject deciding whether it has

changed or remained the sane.

Melodic taste.~~This test is made up of ten phrases

played twice, sach with a different ending, the subject to

Judge which is the more musical ending.

Piteh imagery.~--Twenty-five tonal patterns are given in

notation, the subject toc tell if they are the same or differ-

ent from the way they are played on the phonograph.
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Rhythm imagery.--Twenty~-five rhythm patterns are given

in notation, the subject to tell if they are the same or 4if-

ferent from those played on the phonograph.

Educational Significance of the Tests

Whitley has nade probably the best report on the
Kwalwasser-Dykema tests. This Investigation shows that the
Kwalwasser-Dykema tests are shorter, less fatiguing and more
interesting because they are more varied and they use actual
musical material. The reliabllity of these tests is found to
be lower than the Seashore, due probably to the brevity of
each test,L1®

Burns questions the predictive value of both the
Kwalwasser-Dykema and the Seashore tests., In this investi-
gation both tests were given to two hundred children in gredes
four to six. In correlating these tests with actual achieve-
ments of the children, he found an error of about thirty per
cent regarding prediction, Thirty per cent of those who ra-
ted high in the tests failed in ciasses and thirty per cent of
those who failed the tests were successful in instrumental
classes.1?

There is much chance for error here, however, for other

influences, such as will-to-work, physiological adaptation,

16Mary T. Whitley, ™A Comparison of the Seashore and the
Kwglwasser-Dykema Music Tests," Teachers College Record,
XEXITI, (May, 1937) p. 731.

leamuel T. Burns, "Velue of Prognostic Tests for Instru-
mental Pupils," School Musie, XXXI (March, 1931), pp. 6-9.
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and working conditions were not considered. Burns 4id find
the tests valuable in interesting children and parents in in-
atrumental study. He concluded that these tests are valuable
for selection but that they are not reliable for elimination.
Apparently the error commonly made in employing the tests
is in using them for something for which they were not in-
tended. The asuthors of such tests elearly state that they are
not intended to be used as a means of selecting or rejecting
candidates for the situdy of musiec. At best, they cen throw
some light on the subject's innate capacity to take advantage

of musical opportunity.

The McCreery Rhythm and Pitch Test
This test is representative of a number of simple musical
capacity being sponsored by instrument dealers and manufactur-

ers, It is very brief, being composed of but two parts.,

Rhythm recognition.--Ten pairs of two-measure rhythm

patterns are to be tapped with a drum stick, the subjesct %o

decide whether they are the same or different.

Pitch recognition.--This test 1s to be played on the

plano. The first part is made up of eight pairs of tonal
patterns, the subject to decide whether they are the same or
different, The second part is made up of eight pairs of tonal
patterns, the subject to tell whether the gecond pair is
higher or lower than the first. The third part is made up of

eight pairs of melodies of from two to four measures in




length, the subject to decide whether the second melody is
the same or different from the first, The fourth part con-
sists of eight pairs of chords, the subject to say whether
they are the same or different. The fifth part consists of
elght pairs of chords which are unlike, the subject to judge
whether the second chord is hizher or lower than ths first, 18
The test must be of low reliability, in the opinion of
the investigator, being toc brief., Since the rhythm and
tonal patterns must be played by the administrator of the
test, this admits other possgibilities of error. However, it
is intended only as a dragnet and as a psychological means
of encouraging siudents and parents. It requires only twentyw
five minutes to administer and no technical knowledge of giv-
ing or interpreting tests is necessary. Its valus for disg-

nosis is guestionable.

Intelligence Tests
Mursell states that "we may propsrly take the position
that musicality functionslly understood as successful degle
ing with music does in fact exhibit a fairly close relation-
ship with general intelligence."lg
With this idea in mind some sehool base their selection

of instrumental students on intelligence tasts.zo

*8¢. L. MoCreery, Rhythm and Pitch Test,

197ames L. Mursell, "Intelligence and Musicality,®
Bducation, LIX, (May, 1939}, pp. 559-588

205haw, ivid.




4s a rule good musicianship and high intelligence go
hand in hand but if we are to deny the ". . «acadenically ine
ferior but musically talented students the opportunity‘to
study instrumental music are we not comnitting a grave injus-
tice to society as well as to the individusls concerned?"al

Lamp reports that "a combination of scores on piteh dis-
crimination, tonal memory, and the Terman group intelligence
test is found to prediet performance on brass horns sufficient-
1y well to be of some assistance in guidance.n32

Undoubtedly a knowledge of a student's intelligenee quo-
tient can be of help in the consideration of what Wwe may ex-

pect from a prospective student.

Academioc Grades

The question of whether academic grades should be taken
into consideration is not a simple one to answer. Poor acaw
demic grades may reveal many things. They may mean low intel-
lect, and in that ¢ase the student may be handicapped in in-~
strumental musie work as well as in ascademie subjects, If
this is true, we must rely on a thorough study of other char-
acteristics to estimate his chances of success. Poor grades
may mean a poor adjustmant to the academic currieuvlum. Per-

haps band work is just what the student needs, There should

flrawrence W. Chidester, "Something More About Modern
Bands, " School Musician, February, 1937, p. 22.

aacharles Jd. Lamp, The Determination of Aptitude for
Specifia Instruments, p. 75. - “~
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be no reason to deny him band or orchestral opportunity be-

cause he has falled to take advantage of an opportunity in an
unrelated field. In the experience of the author, many times
the study of instrumental music has changed the entire school

outlook of a student.

Vocal [usic Records

A poor record in vocal music may not be an indication
that a student would be unsuccessful in instrumental mgic
but it would be reason enough to raise a question, GSometimes
the will to achieve is so strong that almost insurmountable
dirficultiss are overcome. Several instances are reported hy
colleagues, supporting the author's own experience, in which
students whd were classifled as "non-singers" acquired an
ability to sing after successful insirumental study.

The vocal teacher can supplement the testing with ob-
servations thet will make it more intellizible, Information
concerning habits of work, of citizenship, and of home influe-
ence, and a knowledge of the student's temperament will make

a valuable contribution to an understanding of the studant.

Tests of Temperament

Various attempts have been made, mainly in America
to measure temperamental and moral traits by means of
standardized tests. Perhaps the most widely used of such
tests are those devised by Downey, which include a number
ef exercises in handwriting. The subject is required to

write at his ordinary gpeed, then as quiekly as he can,
then as slowly as he can, then to change the style of his
writing as much as possible, and so on. The tests are
alleged to indicate such characteristics as carefulness,




declsiveness and persistence; but the results obtained
with them by various investigators, both in America and
in Britain, have been somewhat disappointing,

Some teachers have a knack of analyzing traits of tenm-
perament that others never seem to a¢quire. Obgervation over
a period of several months should give the teaeher a good inw
8ight into the temperament of the student. Here, again, the

vocal teacher should be of material assistance t0 the instru-

mentalist.

Manual Dexzterity

Common sense suggests that there is a group fsotor
of dexterity; that people who are neat fingered in one
particular kind of manual work tend to be neat fingered
in general. 8o far however, the verdict of common gense
has not been confirmed by the results of sclentific in-
quiry. . . A test that will reveal the capacity required
for one activity will not detect the tapaclity required
for another.?

There are several tests of motor rssponge such as the
Minnesota Tests.2® These require speeial laboratory equipe
ment, much of which is expensive. They also require specialw
ized skill in testing and interpreting. There are no indica~-
tions as yet that they are valid.

_ A simple, common-sense way to estimate manual dexterity
and motor respense is through careful observation during the

study of preparatory instruments ang during the laboratory

35Angus Maerae, Talents and Temperaments, pp. 89-%0.

241p1d,, p. 70.

25Donald G. Patterson and others, Minnesota Mechanienl
Ability Tests, pp. 41-85.
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axposurs. Although not objective, the probability of accu-

Tacy of these suggested methods is greater.

Preparatory Instruments
The use of preparatory instruments in the grade schools
has reached considerable proportions during the rast five
years. The Texas State Department of Education mekes this
statement concerning them:

In keeping with the modern trend in instrumental
music, it is recommended that those children who show any
inclination towerd this field be given instrumental in-
struction es early as possible. The rhythm bands and toy
symphonies in the lower grades are highly desirable and
should be followed by an exploratory course in instry-
mental music with an inexpensive instrument such as the
Saxette., The Saxette course provides an idesl method of
teaching the rudiments of musiec and offers parents a pos~
itive way of discovering whether he will take the inters
est in music that would warrant a later investment for
some instrument suitable to his likes and needs, 26

These instruments are sometimes called "pre~bandf or
"pre-orchestra" instruments. In reality they are not "Dre-
band," "pre-orchestra," or "pre-anything." They are instry-
ments whioh justify their inclusion in the musiec program be=
cause of the musical satisfaction which they provide. They
help to bridge the gap between the rhythm bands of the pri-
mary grades and the instrumental c¢lasses of the fifth grade,
but they are as much an aid to the voeal program as 0 the

instrumental. They focus attention upon pitch discrimination,

86‘I‘exas State Department of Education, The Teaching of
Music in Texas Public Schools, Vel. XIII, No. 10, p. 36.




recognition of rhythmic patterns, melodic phrasing, elementary
theory, part singing and playing.27

The use of these instruments is definitely limited when
under the direction of a teacher who does not understend their
technique or purpose in the musie education program. Emphasis
must be placed on correct tone production, good tone quality,
and independent reading.

Under expert attention this class may become a labor-
atory for the observation of musical skills, Character traits
such a8 persistence, drive, enthusiasm, and willingness to
cooperate,--all traits which can not be measured by any test
yet devised-~may be carefully observed over a period of sev-
eral months. Qualities of temperament sometimes elusive of
analysis may be studied. Physical characteristics, grace and
preclsion of movement, finger dexterity, tongue response, may -
be measured. Not forgetting a most important consideration,
home influence usually manifests itself during an exposure of
this kind,

Chidester and Small have made a recent study of prepar-
atory instruments which may lead to improvements in their de-
sign. They subjected them %o rigid scientific laboratory
tests to determine their effectiveness from a standpoint of
intonation, dynamic range, tone quality and ease in blowing.

From their reports it would seem that the most effective

27 awrence W. Chidester and Arnold M. Small, "The Prep=
aratory Instruments," Music Educators Journal, Mareh, 1940,
P. 23-24., ' B
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instrument on the market today is the Recorder, a foreign
made instrument which is substantially more expensive than
the others ftested. Slightly less effective but still prac-
tical from a utilitarian as well as from an economical stand-
point, are three American-made instruments, the Saxette, Tom-
ette, and Clarclet. From the standpoint of dynamic range
they were rated in order, the Clarolet, the Saxette, and the
Tonette. From the standpoint of ease in effective tone pro-
duetion they were rated in order, the Tonette, the Saxette
and the Clarolet,28

These instruments are distinctly democratic, being so
gimple and inexpensive that they are essily within the reach
of all. The school could make them aveilable at no expense
or for a very small rental fee, to a large number of students
by proeuring extra mouthpleces and using one set in & number
of classes.

By the time a student has completed this course, the in-
structor should be ready to recommend an instrument of partiec-
ular type or the pursuit of some other phase of music, The
student should have reached a decision as to Whefher he wanted
to continue his study with a band or orchestral instrument and
with the advice of the instructor should have decided what in-
strument he should study. Both perent and student should be
convineed as to the student's ability to the extent that they

feel safe in making an investment in further study.

281414,
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Adaptation

Before a student begins the study of a musical instru-
ment there are two things that should be carefully considered.
Does the student have sufficient musical and intellectual ca=-
pacity to profit from the expenditure of time which it will
require? Is the Instrument whieh he ig to study adaptable %o
his physical, menltal and emotional make-up?

With a profile chart at hand indicating intelligence rate
ing, musicai capacity, perscnality analysis, vocal music rece
ords, and records of preparatory instrument study, the instruce
tor should be able to intelligently attack the problem of adaps-
tation to a specific instrument.

In the section that is to follow, the investigator ex-
pects to draw from many sources, to develop a piecture of what
the ideal prospect for each instrument should be, physically,
mentally and musically. A few points are included which may
help to "sell" the instrument to the parent or student. Out-
lines of this nature have been criticized bvecause thay are
not based on scientific methods of research., TFor. the.most
pert these studies seem to elude sclentific methods of re-
search. Untll such time as scilentific prineiples may be
evolved, the investigator will céntinue to attack the problem
with all the Information available through the teaching ex-
periences of the profession.

One of the most important considerastions and the least
obvicus is that of femperament. Many students begin the study

of instruments which will never offer them a very great degree
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of satisfaction because they are by temperament unsuited %o
this type of instrument,. |

The deliberate, slow-moving type of individual will be
handicapped unless he is understood and trested es such. He
should not be given an instrument which plays repidly moving
parts. His normal rate of motion will be inadequate, snd in
this situation he will appear %o be abnormally dull-witted,
Working on an instrument that requires a rapid response will
not increase his speed, but will make him gelf-conscious and
less confident of his ability., He would be more at home with
an instrument which does not demand a rapid technique, such
as the coboe, the bassoon, the string bass or tuba, perhaps
even the c¢ello or trombone.

The guick-moving, restless child will not be satigfied
with an instrument which movea_slowly. He needs somebhing
which will chellenge him end keep him busy, such as the pie-
colo, the flute, the violin, the clarinet, the drum, and to
some extent the cornet,

4 student who shows signs of having a lack of ambition
and cooperative gpirit would probably do better work if he
studied an instrument which would afford him some competition,
In a large section such as the clarinets Or cornets in the
band, or the violin or cellos in the orchestra, the ambitious
set the pace and the lazy student soon finds that if he is to
maintain his position he must exert some energy. In a small
section such as the oboes, basscoons, bass clarinets or bari-

tones, there is little competition and much respondibility,
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A good leader in other activities usuaslly nmaskes a good
cornet or violin player providing other qualifications are
present. Usually the "rough and ready" type of boy will en-
joy the trombone because of the boisterocus parts assigned fo
it. An ambitious student with a good musieal capacity should
like one of the mors unusuasl instruments such as the bassoon
or oboe, which will challenge them and in which thelr efforts
may be easily recognized. Students who like to sing the in-
side parte in vocal music usuvally meke good horn or viola
players. The student who is interested primarily in melody
will enjoy the flute or vieclin.

"T'o a certaln extent the type of company, both social and
musical which the ehild will keep in later years is influenced
by the instrument he selects to play."ag Whether or not a
student plays after leaving school exeept as a profession, is
determined largely by two factors. Will he have sufficient
leisure time to devote to nmusie, and will he have the oppor-
tunity to play? Few people play by themselves, so if the
student expecte to make music affer school days are over, he
should choose an instrument which has ensemble possibilities.
In the past few years, thousands of ameteur bands and orches-
tras have come into being all over the country. Because this
opprortunity is not always availeble, and because there are
fewsr obstacles to gathering in smaller groups, an instrument

suitable for small ensembles will afford more opportunity for

294, Bmett Wilson, "#haet Instrument For Your Childen
The Parents Magazine, Vol. XII, (March, 1937}, p. 28.
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playing. Certain instruments lend themselves more readily
to small ensembles, and the literature gvailable at the
present time further limits them.

The strings, perhaps, have the greatest amount of 1lit-
erature available, and since a combination of strings is eas~
ily sdapted to any situation, the string ensemble is the
most common. Lverywhere, adult string groups meet regularly
to play trios, guartets, and guintets from the masters. The
gtrings are somewhat less exacting in their demands of prace-
tice tiwme to keep in condition, if the individual is satis-~
fied to play for his own enjoyment. Any member of the string
family is at home in any orchestral combination, however
small or for whatever purpose.

In this respect the woodwinds are next in usefulness,
especlally the flute and the clarinet. There is an increas-
ing amount of interesting music written for the woodwind en-
semble, The woodwinds are at home in either band or orches-
tra.

The brass instruments form an important part of the band
but in the orchestra their number is limited and as an ensem-
ble there are not sp meny possibilities. There is an increas-
ing asmount of literature being written for the brass ensemble
but the nature of the instruments makes them less adaptable

for every situation.

The viclin.--This is the most useful instrument of the

string section, since it has so many possibilities for
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combination with other instruments. Harly association with
the violin is very important in order toc develop the fine
coordination between fingers and ear that makes a good viol-
inist. Most authorities agree that for elass study the fourth
grade is early enough. Unless provision is made for grade
school orchestras, there is little need of beginning the
clasgses before the fifth grade. Without the stimulus of reg-
ular orchestra work the class has a tendency to lag after ftwo
years of study. A student with a love of music and a back-
ground of musical tradition in the family is a good subject.
A year or so of piano study would be a decided sdvantage but
should not be considered necessary. The student should be
mentally alert and should possess keen piteh discrimination
and rhythmic feeling.

A8 to the matter of fingers, there is some disagreement.
Lamp reports that his investigations reveal little correla-
tion between finger teper and string performance.”0 However,
ten violin instructors of outstanding success, when guestioned,
unanimously expressed the bellef that the hand should be of
fairly good size with rather long slender fingers, and that a
student with broad finger tips worked under a decided dis-
advantage. The little finger of the left hand should bhe
straight and must reach at least to the first joint of the

fourth finger. The arms should be-at least of average length,

although this can be adjusted to a great extent by selecting

0Lamp, ibid., p. 72.
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the correct size violin. Children of the same age vary so
much in size and arm and finger length that grest care should

be observed in getting the right size.

The viola.-%The vicla should be furnished by the school
and 'planted' judicicusly.®Sl The Instrument requires long
arms and a broad span of hands and fingers and for this rea~
son is rarely adaptable for grade school pupils. Berlioz
advises against using undersized violas because of their
false resonancé.53 The practice of restringing violins so
that they may be tuned like a viola hardly seems to be worth-
while, The tone quality is never good, and resulte equal to
these could be obtained by using third violins in the orches-
tra. For this reason it would seem advisablse that the school
own the instruments and that students be transferred from the
vielin., 1In this way players may be developed more rapidly.
Muslic for this instrument is confined largely to inner parts,
and goed musicians with a liking for harmonis parts should
enjoy it. Since the orchestral parts are not always inter-
esting, an opportunity to play solos, or work with a string

quartet helps greatly to maintain interest.

The cello,-=-This instrument is next to the violin in
importence in the siring section, and, like the violin, it

has many possibilities in combination with other instruments.

“lgeorge J. Abbott, Instrumental Music in the Publie
Seohools, p. 4.

SZHector Berlioz, iModern Instrumentation, p. 28,
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It is a fine solo instrument for which much good literature
has been written. Few organizations ever have enough good
cellists, and for that reason a musician of moderate ability
should find a place in the orchestra with the cello, Plano
or violin experience is an advantage, the planist having al#
ready learned the bass idiom, and the violinist seeming to
carry over a certain amount of string ability. The cello
student needs a good sense of piteh, rhythm and harmony. 4
musician who enjoys a legato type of music would be atiracted
to the cello., The prospect should heve a fairly large left
hand, a good finger span and strong fingers. In the experi-
ence of the investigator, girle are at no disadvantege in
playing the cello. The instrument is bulky, although not
heevy, and a student of at least average size would be sble
to handle it easier than a small child. Cellos of three-
quarter or half size are gvailable for very young students.
Some instructors object te them because their use makes nec-
essary a later adjustment when they are ready for ths full
size, but this shouid be no more a stumbling block than the
change from small to large viclins, To insure a good cello
section for the orchestra, the school should own at least

part of the cellos.

The Double Bass.~~The double bsss as an orchestral ine

strument is not difficult to master if the student iz adapted
to it. Obviously not many grade school students are physically

able to manipulate e¢ven a small size string bass. Players on
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these instruments must therefore be developed after they
reach junior high school. Since the instrument is bulky end
rerely used as a solc instrument, few school students will
be intsrested in owning one. The school usually furnishes
the basses and must develop players gquickly for the orphes-
tra., For this reason, musical experience is st a premium;
planists are likely material for trensfer, becsuse they are
already familiar with the bass clef and bass parts.

The problem of moving it makes the string bass more
practical for boya, although girls make good performers.
The prospect should have good pitch discrimination, espec~
ially in the lower range. He should have fairly long fingers
and a wide, strong hand. He should be rather tall and ro-
bust with long arms. 4 student of slow, stéady, controlled

temperament seems to fit the instrument.

The flute.--The flute is an instrument that is adapted
to every medium of playing--solo, ensemble, band, orchestra,
home or church. It is a melodic instrument which is often
asked to play rapid passages, consequently a guick thinker is
needed. It is dignified and worthy of the most musical stu~
dent. "It has a fine, beautiful, melodious richness of tone
that eventually seems to be reflected in the chéraeter of

its players."Bs The prospective student should have good

rhythmic and pitch sense., The fingers should be long enough

35Frank L. BReed, "Advantages of Flute Study to Grade
=ehool Music Students," The Baton, April-lay, 1940, ». 7.
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to reach all of the keys without pulling the left hand out of
position, An ability to whistle ig usually an indiestion

that the ehild can produce a tone on the flute. Lips that are
subject to cracking and chafing sometimes are a handieap. Lips
should be firm and smooth without scars, dips or recessions.

A protruding lowsr jaw will interfere to some extent. Good
lung development is needed but this will develop with study.
Some instructors recommend clarinet study before the flute,
but the investigator has found that in some instances this is
a disadvantage because the firm embouchure developed in play-
ing the clarinet is difficult to adapt to tone production on
the flute, 5Speclal care must be exercised in developing a
¢orrect embouchure and assistance outside the beginning en~
semble may be necessary. The flute becauss of its musicianly
nature, and because 1t is small and easy to carry, is an ideal

instrument for zirls.

The piceolo.-~In nost respects the piccolo should be

treated as the flute, DBeing smaller and more diffiecult to
play with good tone quality it probably should be undertaken
ontly by the fluﬁe player. Eventually both instrumenits should
be mastered end it is much easier to approach the piccolo

through the flute.

The clarinet.--This is an ideal instrument for a great

meny grade school boys and girls., The modern band uses nore

clarinets than any ¢ther insitrument and the orchestra uses
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from two to four clarinets. It is also useful in many small
combinations. The development of the modern c¢larinet has
been influenced greatly by the demands of small school stu-
dents. Now, a child of average arm and finger length ecan
gagsily manipulate the instrument. Many students not well
suited to any other of the winds can play the c¢larinet. The
first clarinet parts are rather florid and quick thinkers
are needed for them, but most of the lower parts written for
school prganizations are not so rapid. In selecting the
clarinet player, the mouth formation should be checked care-
fully. A receding lower jaw 1s no disadvantage if it 18 not
too muech so. The lower lip should be ample enough to eushion
the reed. The lower front teeth must not have sharp points
that will lacerate the lips. The prospest should be able to
control the muscles in the corners of the mouth to prevent
air from escaping or cheeks from puffing out. The finger
tips should be padded enough to cover well the holes on the
instrument. Students should have excellent rhythmie ability,
and good pitch discrimination is important because of the
great difference in pitch that can be made merely by manipu=-
lating the embouchure. Large classes of clarinet beginners
should be encouraged so that transfers mey be mede from this
instrument to the asxophone, the oboe, the English horn, and

the alto and bass clarinsts.

Alto and bass clarinets.--These instruments sre so S M

llar to the elarinet that transfers are easily made. Saxophone
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players also may transfer much of their training to these
instruments. Since the parts are much more legato, a slow-

moving student with a good sense of rhythm may profitably

change to bass and aslto clarinets,

The oboe and English horn.~-These two are so sinilar

that they will be treated togsther. The second oboe per-
former usuelly plays the English horn when it 18 needed.
The oboe is not an instrument for young children anéd it is
doubtful whether children below Jjunior high school age
should attempt it. This makes the rapid development of
oboe players very lmportant. TIransfers from the clarinet
or saxophone are recommended although the investigator has
made successful transfer from piano and violin. ZEven teme
perament, patience and dependability are desirable qualities
because the instrument and ite reed are difficult to adjust
and at times are exasperating. The chief difficulty is in
tone production rather than finger manipulation so a good
piteh diserimination is an asset. The reed problem is the
mest serious one because reeds are expensive and difficult
to keep in adjustment., MNost oboe players find it necessary
to make their own reeds, an art which requires some mechan~
istie ability. The student should have fairly even teeth;
the lips should be long enough to cover the teeth well; the
reed is easier to control if the lower 1lip is fairly thick,
The prospect should be able to compress his lips and blow

alr through a small opening in the front, keeping %the sides
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glosed tightly. Nost instruectors find that girls are at no
disadvantage; as a rule they are more discriminating in the
matter of tone quality. Playing an oboe means long, hard

work, but it has its rewards in recognition and opportunity.

The bassoon.--8ince a fairly good~-sized student is

needed, it is not advisable to start a grade school student
on the bassoon. Qulck development is desirable and a trans-
fer from another reed instrument is a good answer to the
problem., ZLarge hands with a wide span and long fingers with
thick pads are needed to manipulate this instrument. The
reed problem is serious and the player should learn to make
his own reeds, consequently, some mechanistic ability is an
asset. Good piteh discrimination in the lower range is
needed. The slow-moving, easy-going bvoy will find his match
in this droll instrument. Huch literasture is being writien
for the bassoon as $80los and in combination with other insiru=
ments., A4 few years ago a bassoon was an oddity in the sc¢hool

band or orchestra; now it is considered a necessity.

The saxophone.-~This instrument is the enigma of the

instrumental program. ZFew concert orchestras have any place
for them and many bands do not make use of them, but at the
present time dance bands are built around them. Naturally

many students are attracted to them. 8Since the dance band
performer must also play the clerinet, and since the clar-
inet should be mastered first because of the smaller size

mouthplece which makes tone production more diffioult, it
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seems logical to begin on the clarinet and sdd the saxophone
when it is needed. The investigator welcomes four discreet
saxophones to his symphoniec band of sixty Players beocsuse he
feels that they are valuable in blending reeds and brasses. |
Of the saxophone family, the alto is the most useful, the
tenor being next in order. Leeson recommends elght saxo-
ohones for the band of fifty players, His instrumentation
includes four altos, two tenors, one beritone and ons bags,"%
| The saxophone prospect should be told that there are
not at present many organizations open for him. The saxo-
phone demands less physically and musiceally than most of the
other instruments.®® If the hands are not too small and the
Tingers too short, if the mouth is not too small or the lower
teeth too rough, if the senses of pitch and rhythm are at
least average, the student has a good chance of playing the

saxophone well,

The cornet.--The cornet is the favorite of the band ang

there are always many students who have a burning desire to
play this instrument who are not equipped to play it well.
Sometimes their interest can be diverted to some other in=-
strument but often there is nothing that can be said or done
that will change their minds. This situation has its advan~-

tages because,of the group that begins, some who are not

54Cecil Leeson, The Saxophone Comes of Age, p. l4.

55Prescott and Chidester, ibid., p. 33,
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good prospects will succeed in spite of that, and those who
do not are prospective transfers to baritone and tuba.

The fine cornet player must have a good sense of piteh,
but the investigator has seen surprisingly good work done by
students whom the vocal teacher called "non-singers.” There
has been much disagreement over the cornet playert's lips,
Lamp's report based on progress made by various types of in-
dividuals, reveals that lip texture rather than thickness,
is the chief factor in tone production.3® Firmness of flesh
end the ability to make the museles firm seem to be the chief
consideration. A4ll suthoritiss seem to agree that unusual
thickness, especially in the upper lip is a disadvantage.
The muscles are located on the rim of the lip therefore the
"red" of the lips should not protrude too much. The prospect
should be able to menipulate th? 1ip museles and the tongue
quickly and easily. 4 rapid repetition of the letters B, %,
will reveal this ability or the lack of it. The lower Jaw
should not protrude or recede t00 much; the underslung jaw
is likely to develop undue pressure on the upper teeth,
Even, medium-sized teeth are desirable; irregular or pro=-
truding front teeth, especially where they come in contact
with the mouthpiece, usually result in bruised, sore lips

and mske improbable endurance in playing. Revelli insists

38Lamp, 1bid., p. 69.
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that a prospect be able to produce a good lip buzz with the
cornet mouthpiece alone, before he is allowed to work with
the instrument.%7?

Children with crippled hands or arms, unable to play
any other instrument may play the cornet, providing they can
manipulate well the first three fingers of the right hand.
Girls have proved that they can play the cornet quite as

well as boy.

The trumpet.--The trumpet is somewhat similar to the

cornet but the physical problems involved in holding a longer,
heavier instrument,end the increased resistance to tone pro-
duction meke it not so praetical for younger students as the

gornet.,

The French horn.--Cnly a good musician and a hard worker

will master the horn. It requires more than average musical
capacity and perserverance. The student with a love for good
music, who would be proud to play one of the'less ¢ommon ine
struments will attach himself to it.

There is much disagreement as to what age horn instruc-
tion may begin. Gutstein says that it may begin ". . .as soon

as the pleyer 1s able to hold the instrument without dropping
it."98 He states that many horn players have begun their

57williem D. Revelli, "The Teaching of Brass Instruments, "
Etude, June, 1940, pp. 383.

®Bervert Gutstein, "The French Horn in the Sehool Band
and Orchestra," The Baton, February, 1837, p. 6.
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work successfully at from eight to ten years of agze. Newton
recommends that the student become proficient on the cornet
before transferring to the horm.°? The investigator has
found the progress of the average grade school horn player
in class, s0 slow that the junior high school student with
cornet experience in the grades soon out-distances him., The
horn prospect must have an excellent pitch discrimination
and a feeling for 1lnner harmony parts. Much of the horn parts
are rhythmic, so the prospect should have a good feeling for
Thythm, 4 marked ability for sight singing is a good symptom,
The style of embouchure used will determine what type
of mouth formation Is desirable. The most widely used is the
Germen embouchure ir which the inner surfaces of the 1ips pro-
duce the tone. This is especiaslly adaptable to the lower
horn parts. Moderately thick lips are somewhat of an sdvan~
tage to this style embouchure. ¥any horn players, especially
in the schools, are employing a cornet embouchure. For thisg
style embouchure, moderately thin lips are no hendicap, but
whether thick or thin the lips must be very mobile because
the horn makes more use of the upper partiels of the harmonic
series and these are more difficult to control. Protruding
front teeth will probably interfere with good tone production,
Girls maeke good horn players and can acquire g dépendable en~
bouchure although they do not as a rule, develop so powerful

a tone as boys.

39L, G. Newton and T. Campbell Young, The. Book of the
School Orchestra, p. 83.
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The trombone.~~-The trombone is more clozely related %o

vocalization thar any of the other wind instruments. Its
range is the same as the adult male voilce and consequently
is near to the singing experience. The parts assigned to

1% are often rugged and they appeal to the "rough and ready®
type of boys. Beocause of its construction which makes pos-
sible all degrees of pitch, an excellent aural perception is
essential. Trombone parts are often more rhythmic than mee
lodie so the prospect should have at least a fair rhythmie
ability. The arm length is often the deciding physical fac-
tor in the selection of the young player. The arms should
be long enough to reach the seventh position. 4 large,
strong hend that will eneble him to hold the instrument prop-
erly is much more important at the beginning.

A s8light receding jaw is an advantage. The front teeth
should be fairly regular, although the large mouthpiece is
more lenient in this respect than the small mouthpiece of
the cornet or the horn. 4 fairly large mouth and ample lips
are needed to develop a full tone; A large, strong boy is
deecidedly the best prospect, although sometimes a girl makes

a good performer.

The baritone or euphonium.--These instruments are for

use exclusively in the band and they should be assigned to

students who are interested in the activities connected with
the band. The prospect must be dependable because the sec-

tion is small and important and the stimulus of competition
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is lacking. He should have a fairly good sense of rhythm as
well as pitch. Good physieal build and lung develcopment are
assets. The teeth should be regular where they come in con-
tact with the mouthpiece and the lips should be full in order
to dévelop a rich tone. Cornet players who are having diffi-
culty with tone production may be successful with this instru-
ment if the teeth formation conforms to the mouthpiece require-
ments. The instrument is naturally one for boys although
girls sometimes excel. It would be better not to attempt it
until junior high school age unless the boy is particularly

woll~-developed.

The tuba.--The tuba is not so much limited to adults as
its size would indicate. The music world was amazed a few
years ago to hear a boy of pre-school age play a glant sous-
aphone with remarkable fluency. By using a stand which en=~
tirely supports the welght of the instrument, younger stu-
dents can play ﬁhs sousaphone successfully. This lnstrument
is. another possibility for transfer of surplus cornet stu-
dents who may have tone production difficultiea. The mouth-
plece is large but easy to "lip®, and many students whose
teeth or lips are unsuited for smeller brass instruments may
play the tuba. Biddle reports that girls make good tuba

players even to the extent of marehing with the band.40

The ideal bass prospect is one of good physique with

40yarx Biddle, "Do Girls Make Good Bass Players?™
School Musician, January, 1940, p. 18.
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ample lung development., A large mouth with full 1ipa.makes
possible a full powserful tone. A planist can transfer a
knowledge of the bass eclef Yo the new instrument. The slow,
steady thinker will find this instrument more suilted to his
needs than any other brass instrument because the parts

written for it move more slowly.

Percussion.--The belief still exists that 1if g Student

‘does not have enough musical capacity to play string or wind
instruments that they may play drums. For this reason there
are probably more students who discontinue the study of drums
than any other instrument. The study of drums involves much
hard, technical work with no melody except that played by
other instruments when they play with the band.

The drummer must be able to play any of the percussion
femily and in order to play tympani he must have & good
sense of piteh., Drumming in all forms requires & neatness
of attack, a skillful manipulation instead of physical exer-
tion, consequently, some of our best drummers are girls. The
basic instrument of the percussion group is the snere drum,
therefore this should be the beginning instrument, The pros~
pect should have a quick muscular and mentzl reaction and
should display abllity to execute rhythmical beats.‘ The
pienist often makes a good drwummer. Because of the high "mor-
tality" rate for drum students, large numbers should be
started in the fifth and sixth grades with drum sticks and

practice pads. The c¢lass is easier to handle if they work
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on practice pads, and many parents are saved the cost of a
drum by waiting until the student shows some indication that

he will be able to ¢continue.

Laboratory Exposure

The term as used in this treatise refers to the tech~
nique of placing the student in a situation in which he comes
in contact with all of the instruments. This contact may be
for a few minutes or it may be over a period of sévaral days.

The student should have the opportunity to see and hear
all of the instruments. By using an orchestra or band the
prospect can hear the instruments in relation to the organ-
ization. Following this the prospect should be given & chance
to handle and experiment with pleying the instruments. 1In
this way he can find out first hand what the instrument can
do. The important thing is that the instructor can observe
his contact with various instruments, and can explain to him
their sdvantages. While he does this he ay weigh minutely
each factor--physical size, manual dexterity, tongue response,
teeth formation, ete., with acourate testing of mouthpieces
and arm and hand measurements needed for individual instru~
ment s,

During this exposure the instructor should endeavor to
asslst the student in finding the instrument which will af-
ford him the greatest measure of success and satlsfaetion.

It is very important that no student be "high-pressured" intg

selecting an instrument whiceh has no appeal to him, If he
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has his heart set on an instrument for which he apparently
is not adspted, it would be better to let him try I1t. 4
six weeks course on a rental instrument will usually do one
of two things. It may convinee the student that he has the
wrong instrument, in which case he is usually willing to al~
low the instructor to advise him., It maey convinee the in-
structor that he made the mistake instead of the student.
The strongest factor in instrucental success 1s usually a

genuine desire to learn to play the instrument.

The Exploratory Course

The exploratory course is the proving ground for test-
ing the selection of instruments. The first six weeks will
reveal many things. Weaknesses in physical adaptation soon
make themselves evident to the instructor. O0ften the wisdonm
of a transfer to another instrument is clearly indicated.

If the selection has been a wise one, that 1ls even more ev-
ident.

The six weeks rental plan has operated in Tulsa, Okla--
homa, for eight years and with such good results that approx-
imately eighty per cent of the beginning students used the
plan last year.‘ Parents have been willing to invest in in-
gtruments at the end of the exploratory periecd, confident
that most of the risk has been eliminated.

Because of financial limitations, the school system has
been unable to finance the plan, The four music merchants

of the city have ocoperated splendidly with the program.
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When the Board of Education can finance the initial
expenditure, the program can be made self-supporting and at
the same time less expensive for the student. This has been

done successfully in many cities.




CHAPTER IV

GUIDANCE IMPLICATICONS
The following statements of the principles underlying
guidance are made by Jones:

Guidance is founded upon the prineciple of the con-
gervation of humen life end humsn energy. . . .Guidance
is based on the fact that humen beings need help. « + .
Guidance involves personal help that is designzg to as-
sist a person go somewhere or to do something.

Seashore relates this to music in this very concise
paragraph: |

Modern organized efforts in the direction of occu-
pational guidance of the young take three forms-~educa-
tion for generasl culture, vecational training and avoca-
tionel training. The vocational guidance is of leading
interest in the public mind--the problem of placing each
youth in the oceupation for which he is best fitted.

But avocetional guidence is coming to be recognized;
first, because we are confronted sericusly for the first
time in the modern world with the problem of educating
for leisure~-how to spend spare time; and second, because
in the arte we find the most marked exhibitions of talent
or lack of talent, and the pursult of arts is and should
be far more of an avocational nature than vocational.
This is particularly true of music. The real emphasis
needs to be laild at the point of educational guidsnce
whether it be for vocation or gveocation. If the educa-
tional guidance_is well done the other two will take care
0f themselves.

Music as a professional career is limited to four fields
--the concert artist, the conductor, the teacher, and the

composer. The musicel capacity required for each of these

*lpréhur J. Jones, Principles of Cuidance, p. 3.

42geashore, Psychology of Music, D. 286,
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fields veries greatly and the educaticnal preparation is
very dlfferent. Guidance toward them is of great importance
because there is involved expensive preparation, the expend-
lture of much time, and sueccess or failure. 8ince those who
choose these professions make up but one per cent of the
number who study music,from the viewpoint of public education
it is relatively unimportant, Guidance in the public schools
is concerned more with appreciation of music and the pleasure
of self-expression.

Seashore states the educational objective underlying
scientific guidanece in this way:

1t is the funetion of the educator to keep each child
busy at his highest natural level for successful achieve-
ment in the field for which he has reasonable aptitude
and in which he will find a reasonable outlet for self-
axgraigion, in order that he may be happy, useful and
good.

Educational guldance in music should be based on measg-
urement of musical capacity. It should consider meny things
guch as intelligence, family background, determination to
achleve, economic conditions, health and physical develop-
ment, vocational aims, temperament, habits of industry, mo-
tor response, and history of past musical opportunities.
NMeasurements must be analyzed in the lighi of, and supple-
mented by, all pertinent information. It should be progres-

sive, beginning with the earliest musicagl experience, esach

step in the development peinting the way to the next.

431pia., p. 293.
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The program of musical guidance will serve society well
by guiding the student to his highest level of self~-sxpression

and successful achievement.




CHAPTER ¥V

SUMMARY AND RECOMMENDAT IONS

The profile chart offers fhe most geientific method of
approach to the problem, The instructor, taking into econ-
sideration the evidences of musical and intellectual capaciby,
the physical, mental and emotional factors, the observations
of previous musical experience, and the desgires of the parent
and child should be able to intelligently advise the student
in the selection of an instrument. The chart should be eumu-~
latlve and should influence the direction of each step in the
musical education of the child,

The KEwalwassger-Dykema tests offer the best means of
testing innate capacity because they are more interesting,
less fatiguing to the students and are more easily adminis-
tered. The results of these tests will be important in dis-
covering and in encouraging students to enroll in a prepar-
atory instrument course.

The 0tis "Self-Administering Tests of Mental Abilityn,
now a ﬁart of the testing program of the Tulsa school system,
should be used as additional information for the profile
chart.

Academic grades are not valid as a means of selecting
ingtrumental students.

The vocal music record should prove helpful as a means

of checking the muslcal capacity tesis.
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Reliable tests of temperament are not avallable but
personal analysis by the vocal teacher and the instructor
in instrumentasl music should prove valuable.

The Saxette course is not only a satisfying musical
experience but it affords the instructor an excellent oppor=-
tunity to observs rhythmic sense, finger dexterity, and
tongue manipulation, It is a splendid means of sncouraging
students to continue instrumental.study.

The laboratory method of adaptation provides sn accurate
means of physical check and enables the child and the parent
to become more familiar with the instruments before the se~
lection is made.

The fifth year is the logical time for the beginning of
class and ensemble work. 7Younger students are often success~
ful with private lessons but before this time ¢lass lessons
seem to be impractical., Because of physical and musicsl lim-
itations, class work in the fifth grade should be limited for
the most part to four fundamental instruments, the violin,
¢clarinet, cornet and drums. Exceptions may be made when con-
ditions seem to Jjustify it. Flutes, trombones, baritones
and sometimes horns, tubas and cellos may be added in the
sixth grade. At the beginning of junior high schosl, if se-
lections are ecarefully made, any of the band or orchestral
instruments may be safely undertaken,

An exploratory six weeks course is an additional check

and will resssure parent, student and instructor. The ideal
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gltuation would be one in which the school owned the instru-
ments and loaned or rented them to the student. The rental
plan in cooperation with local merchants has proved satisfac-
tory. At the end of this period, one of three steps should
be indicated. The student night safely invest in the instru-
ment and continue; a further experiment should be made wlth
a different instrument; the student should enroll for sone
other music course.

The problem of adjustment should be constantly before
the instructor. Physical and musical limitations make them-
selves apparent; surplus cornet, clarinet and violin students
in the grade school must be transferred to other instruments
in the junior high school. As old or inadequate instruments
are replaced, transfers to a more needed or more adaptable

instrument may be effected.

Recommendations

1. A music profile chart should be adopted for all
students beginning with the fourth grade.

2. Administer parts of the Kwalwasser-Dykems tests at
the end of the first semester of the fourth grade. These
tests to include (1) Tonal merory, (2) Rhythm discrimination,
(3) Pitch discrimination, (4) Pitch imagery, (5) Rhythm
inagery.

$. Saxette classes should be offered at the beginning
of the second semester of the fourth grade.

4., Students who are to continue instrumentasl work should




54

select instruments through the laboratbry exposure method
at the beginning of the fifth grade.

5. A slix weeks exploratory plan should follow, at the
end of which time there should be a conference of parent,

student and instructor to decide the further course.




APFENDIX

Musie Profile Chart

Name ~ 8chool

Grade Home Address Phone
Age Date of Filing

Otis Score

K-D Scores Saxette Record
Tonal iemory Rhythmi¢ response
Rhythm Discrimination Signht reading
Piteh Discrimination Tone guality
Rhythm imagefy_ . Tongue control
Pitch imagery 4 ' Manual dexterity

Vocal Teacher's Rating

Melodic feeling Rhythmie feeling

Intonation Sight reading

Work habits

Personal characteristics(energetic, indolent, sensitive,
nervous, timid, persistent, aggressive, ete.)

Musical Experience

Piano Gther instrunments
(extent)
Vocal organizations
Began study of Date
{instrument) o
Transferred to Date
{instrument)
Member of band or orchestra
Dropped Reasons
(date)
Instruetor

o5 ~
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