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INTRODUCTICN

Stetement of the Problem
~ The problem of this study is to set forth some prineiples of teech-
ing beginning music theory in Texes colleges; to survey and eveluate
eritically e sampling of stendard theory textbooks basing the evaluation
on the prinociples outlined; and to recommend e methodolegy for teaching

beginning college éheory.

The Need for Study

This study is especielly neede# in connection with theory training
in Texes colleges. Through survey the investigafor has found thet the
average Texas high school does not sdequately prepare students for col~-
lego music theory, and that in Texas there are no college entrance re-
guiraments for theory. The investigator has observed that meny students,
upon completing freshmen music theory in Texas colleges, are unmable to
make precticsl use of its skills or to sucesed in advanced theory courses.
Because of this existing situatiom, a suitable textbook method for be-
ginning college theory will have to be based on sound educational prin-
ciples and deal with such theory fundementels as ear-treining, sight-
singing, rhythm, melodie writing, part-writing, keyboerd harmony, and
harmonic analysis. Therefore, it is necessary to survey & sampling of
textbooks popular in this locale and determine if their methods are ede-
quate for beginning theory at the college level.

Another need for a study of this typs is to find & more practical

method of presenting theory material without violating certein basic
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prineiples of teaching which are commonly observed in most fields of

learning, but often violated in the textbook methods under consideratidn.

Sources and Validity of Data

The sources of date are a sampling of stendard college theory text~
books, current music periodieals, observetion and practice teaching of
the theory classes at North Texas State College, Denton, Texas. The text-
books under survey are considered by the investigator to be stendard
because of their wide acceptance and use by college mua;c theory depart-
ments in the United Stetes. Through inquiry, the investigator has found
that these texts form the most representative group of teaching methods.
The music periodicals are emong those approved by musie educators. The
thecry classes at North Texsas State.College have afforded the investi-
gator an opportunity to experiment with standard textbook methods and

reach a c¢onclusion as to their walidity.

The Plan of the Thesis

The work is presented in four chapters. The first chapter, "Prin
ciples of Bvaluation," outlines principles for evelusting the textbooks
under consideration. These principles are congruent with the sound edu-
cational policies accepted by modern educators. The second chapter,
"Methods Used in a Sempling of Stendard Textbooks," is a synopsis of
subjeet matter. The third chepter, ™A Critical Bvalustion of Methods
Used in & Sampling of Standerd Textbooks," trests each beok gseparately.
Bach text is valued according to its adherencs to the prineiples adopted
by the investigator, and to its eppropriateness to the subjeoct matter.

The fourth chapter, "A Recommended Method of Teaching Beginning College




Theory,™ sets up a system for presenting freshman theory besed u on the
ry B ¥ p ry 1%

positive textbook eveluations and some successful teaching techniques used

by the investigator,

Explenations of figured harmonies are given in the Appendix.




CHAPTER I
PRINCIPLES OF EVALUATION

It is necessary to set forth principles of evelwation if eny basis
ig to be agreed upon for eritleism of the theory textbooks. These érinn
ciples may be errived at after éhe aims of teaching music theory are
clearly defined. The methods leading to the establishment of the prin-
ciples must be soundly educational. Sound education principles epply
to any field of leerning; however, they will be influenced by the spe-
cial subject matter under discussion.

The eims of theory teaching in the musiec curriculum are concerned
with all fields of music activity. The nucleus of the composer’s 'in-
strument' is theory treining, which gives the composer a method of hanw-
dling the tools of compositien. With such & method the composer is able
to mold his creative ideas into concrete reality. The composer, upon
hearing his music performed, must be able to determine if the perform-
snce adheres strictly to the written peage. This requires a trained ear.
The performer, when sightereading, must resd by chords and chord out=
lines. Such a skill as chord recognition is best obtained through the
study of theory. Theory training is necessary for the musie educator
who must prepare the composer and performer in theory teéhniques.

Due to the economic status, no disfinction can be made hetween any
of these aims as fer as olassroom grouping is concerned. The composition
student, the performing student, end the education student are placed in

the same beginning theory cless and are given the same instruction. The
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aims listed are of equal importance. Therefore, the principles must be
democratic if by them we ere to evaluste adequately the textbocks on this
basis.

Through observation and testing, the investigator has found that
meny beginning textbook methods, though correct amd scholerly ss concerns
meterial, pert compeny with sound pedegogioal prectices. These methods
begin by presenting numerous signs, symbols, definitions, exercises, and

even enticg; snd from there on the books unfold their materiel in & for-

eign lengusge. Such practices are inadequate for developing successfully
the aims of theory training beceuse they are neither stimulating nor sige
nificent to the students.

The principles selected support the aims of theory training and up-
hold sound educational procedure. These prineiples are based on an ar-
ticle written by Frank M. Rich who lists and discusses five reversals
of custom which he considers sound educational policies.

Reversal No. l: From the old to the new; from the femiliar bo
the unfamilier. Start with the customer, his prejudices and his
preferences. The customer is always right. « « « If mental cathar-
sis calls for cowboy songs, mountein melodies, letest song hits,
eroon, Jazz, let us start the adolescents from where they are, and
not from where idealism says they ought to be.

Reversel No. 2: From the whole to the pasrts. Notice that the
gang is interested in singing, daneing, playing, in acting whole
songs, whole programs, not little, skimpy fragments of scales and
exercises. No doubt they do it all very bedly, judged by elite
standerds, but they are doing. That is the important thing--doing,
reaching the hormones, if not the harmonies.

Reversal No. 3: From the concrete reality to the abstract sym-
bols Buth, seys the critie, is net the blg sim of mugle instructiom
lesrning to interpret symbols, symbols that represent the works of
the great masters? We agree absolutely; and before long, you shall
see young beginners patronizing the music shops and the musiec 1li-
braries, and meking good use of a quantity end quality of musical
merchandige thet will ameze you; I have spent many hours in the three
largest music libraries of New York City and, as yet, I heve never
seen & teen-age youngster enter one.




Music literacy is important, but that is the second step. The
first is to put some clams in the chowder--not shells snd other for-
mal abstractions. The time to hendle the shells is when they are
needed, functionally, along with the meaty realities they package.

Reversal No. 4: From the simple to the complex. But how can
a beginner produce enything resembling music unless he begins, as
lezrners have always begun, in orderly fashion, a little at a time,
with scsles and simple melodies? The answer is, do not start with
melody which is complex; start with hermony, which is simple. « . &
which furnish an sccepteble accompaniment for e jolly musical number
in five minutes by the clock.

Reversal No. 5: From the motive to the activity. Fut the
teancher's own musical preferences in the background, the ideals of
the great masters in the middle distance, and the individual learner's
own sense of accomplishment and satisfaction in the foreground; and
we shall be in & position to motivate & delightful, soul-filling
recreation, not only for a few exceptional connoisseurs, who have it
in their nature to teil and struggle for sterk perfection, but for
the mass of average and subaverage talent "whom the Lord must have
loved because he made so many of them."

These five reversels have been selected as the principles of eval-
uvation. Each principle will be discussed as to its neaning and use~
fulpess in the pedagogy of theory; and the investigator will endeavor to
show why these principles are valid criteria for the purpose of evaluation

in this field.

Progressing from the 0ld to the New
Most educators thoroughly sgree that effective learning is arrived at
by & process of limking, through & series of comprehensive steps, the
background or what is known, to the new meterial or the unknown. A build-
ing engineer doses not construct a building from the top floor to the
ground, but starts with the ground as & foundation, then buillds a foundation

of concrete and steel, and adds story to story, each serving as a foundation

1prank M. Rich, "'Go Contrary,' Seid Rousseau,™ Music Educators
Journal, Vol, XEXI (November-December, 1944}, p. 26.




for the remeining struoture. In the ssme manner the student's vooab-
ulery of experience must be a tangible support for the new material if
effective learning is to follow, The trombons student who enters the
freshman theory course and is confronted early with musicel notation in
all clefs, is apt to be retarded in sight-singing. If, however, the
text ineludes sight-singing meterial in the bass clef, the trombone
player will find sight-singing easier in this femiliar clef than if he
has to go through the double process of transposing to & strange eclef
and then sighte-singing.

A less effective method of presenting pitch notetion is found in

Book I of Fundamentals of Musieianshig,z The student is ecalled upon to

think in seven different clefs before he cen sight-sing in one clef, It
ig believed that such a practice will result in more confusion than
learning.

The students in this lodale upon entering freshmen theory are
vsually able to read with their instrument in one clef, count simple
rhythmic patterné, and sing by rote. Few students can sight-sing. The
skills already acquired are far from perfection and need to be reviewed.
Tngtruction in new materisl cannot proceed until these skills go beyond
the mediocre stage and are firmly implented in the students' minds.
These asquired skills must be lirked to the new material,

The order of material presented throughout the textbooks under

%Nelville Smith end Mex T. Krone, Fundementals of Musisianship,
Book I, pp. 25-35. '




consideration must adhere tc the prineiple of going from the old to the

new if the eveluation is tc be positive.

Whole Preceding the Parts

The second principle, stating that the whole should precede the
parts, embraces the idea that the total pleture must be previewed he-
fore the parts can be studied. This principle discourages the separa-
tion of theory fundementals before the student has acquired s total view
of music. Freshman theory must be devcted to portraying the integration
of the fundamentals and to meke these fundementsls accessible to the
student.

Textbook methods which treat one fundemental as an isolated study
are ineclined to throw the totel music picture out of focus. Such a

method is exemplified in the textbook, Lessons Egkﬂarmony,s in which

little emphasis is pleced on eny fundemental other then pert-writing.

The first edition preface makes the following stetement: "The object of
this book is to furnish a suitable text for the study of harmony, with
illustrative exemples, sad a definite assignment of lessons."™ The rules
&8s outlined in this book are quite acceptable; but as harmony is isolated
from the other music fundementals, little practicel value cen be seen
from such a method for begimming theory. However, it should be empha~
sized here that the preceding discussiorn does not mean to condemn harmony

textbocks or any other books concerned with special subject matter. In

SArthur E. Heacox and Friedrich J. Lehmann, Lessons in Harmony.

4Ibid., Ps Ve




aedvenced work it is essential that textbooks deal with a gpecific sub-
jects For beginning theory, however, textbooks must necessarily treat
all fundamentals cof theory in orﬁer to esteblish the foundstion for ade
vanced courses.

The investigater has observed college theory departments which fol-
lowed textbook methods of presenting ear-training, sight-singing, and
part-writing es seperste courses in beginning theory. Bach course was
concerned only with its omn area and ignored the other branches of music
theory. With such a method of presenting theory, it wes not surprising
to find that the students in these classes, when tested by practical
appliocation, showed scant kmowledge of the relation that exists between
the fundementels of music. There was almost a complete sbsense of inte-
gration of the parts.

A more successful method of study would include all fundamentals,
These would be studied in reletion to the totsl music picture. Harmony,
rhythm, ear-training, sight-singing, melodic writing, analysis, and the
other aspecis of theory would funotion es parts of the whole,

Theory treining should eim to give & general ékill in musicianship
and te reinforce understanding in one particular field. This does not
imply a fragmentery knowledge or a smettering of erudition. The gensral
view or ekill may be developed to the apogee of serious composition. To
insure this general view, it is imperative that the textbook be based on
the "Gestalt" approach. Too many students write their harmony exercises
without ever investigating how these exercises sound. Such praetice is
only obeying rules on paper and ignores sound, which is the medium of

nusic.
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The "Gestalt" approech is adequate for freshmen theory as its
over-all aims are the foundation for advanced work, For exemple, the
composition student hes completed his training in ear-training, sight-
singing, part-writing, and the other fundementals of music. If his pre-
vious training in these fundementals has been influenced by the "gestalt!
approach, his imagination will be affected also. The student will teke
into consideration the scund of the composition, proper medium, suitable
range, use of harmonic and contrepuntal devices, form, and many other
elements. The composition then becomes music and not merely notes on
papser.

For the performing student and composition student, the printed page
must rise up in sound, Harmonic analysis will succor the performer in
memorizing. The education student must be able o improvise gimple tunes
and aceompaniments.

The investigator is of the opinion thet the "Gestalt" epprosch must
precede the analytic approsch; otherwise, the student 'cen't see the
forest for the trees.' The evsluations will necesserily be influenced

by this prinéiple.

Concrete Reality Preceding the Abstract Symbol

The freshman theory student finds the following example in Book I

of Fundeamentals of Musieianship,s in conmnection with the study of rhythms

5Melville Smith end Mex T. Krome, Fundementals of Musieianship,
Book I, p. 42. '




11

e, A
. ]
oy

N —

4 - - 4
2 = z A
A—- 7
1\ 4 . ;i ai' B B L il i ¥
3 3 e — y ?. ]
L S N P
Lrest, B 2 s y = - \"ﬂ ;
:qi# T - 42 K | |+l r _’," |
. gk - ",’ - | k‘ ¥
R . v AT $ 4
< = F°F =2 4 =3 X

Fig. l--Excerpt from "Scherzo," Opus 4, by Seriabine

This example is used to illustrate the dotted quarter note unit end

the division of the time units into two and four parts. It is almost

impossible for the student to pérform this excerpt because of its dif-
ficulty. Therefore, it will be neceésary for the instructor to play

this exemple on the pisno. The student hes been robbed of direct partic-

ipation, With such a difficult example, the learmer does not'get 8 very
‘elear ides of the dotted quarter note unit.

Psyohologists and educators have reached the conolusion that the
organism cen understand an§ comprehend only those experiences which have

been preceded by similer ineidente. It follows that an experience must

be visioned in its conorete and meterisl form before sny sbstraction can
be mede. Abstraction, which is e method of symbolizing reality into
idealistic terms, must be preceded by reality if an abstract form is to
have significence. Reality is the source of reference for an abstraction,
the abstraction being appliceble only when it refers back to reality.
Such a8 concept is exemplified by studying the small child who learns to
telk before he learns to read and write. After the reading process is

esteblished, the child is able to recite what he has read or to follow

printed instruetions.
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In Figure 1 there is no tactile support for the rhythmic problem.
The texture is thiock, the structure is complex, and the tonality.is
subtle. These queslities are remots to the student. Therefore, no foun-
dation prevails from which to study the rhythmic problem. Such bizarre
exemples, though quite exotic in color, cannot be utilized successfully
in beginning theory.

In approaching musie theory, it is necessary to use material drawn
from everyday life experiences. In teaching rhythm, for sxamplé, the
teacher will get betbter results if he uses folk-songs that are femiliar
touthe student. The structure of the folk-song, being simple, is more
feasible and perspicious then are works using complex idioms.

he mejor scale, being the basiz of the diatonie system, should be
introduéed early in the freshmen theory ooursé; and it must become a
part of the student's common kmowledge or reality before the more ab-
stract intervals and harmony cen be preseﬁted. The scals, whiech illug~
trates the smallest intervals, haltw-steps and whole-steps, will not be
too removed from 'reality' snd will constitute an adaqu&te foundation

for the more complex devices.

The Simple Preceding the Complex
The freshman theory student entsring cless for the first time
usually has only a vegue idea of what theory consists. Prior to this
time, theory as a concentrated course has been outside the student's
sphere of study. Thersfore, it is a common occurrence for the student
to be perplexed when he finishes reeding the opening paragrepn of the

text, which begins by stating the following: "Tonality implies the

b S e BB R 1o TGRSR ats S .+ J— -
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presence of a tonel center, toward which other tones are felt to con-
vergq.“6 The next paragraph begins: "In musicsl practice, this tonic
stands in & certein relationship to the notes used with it, a relation-
ship which hes acoustionl justification."’ The remeining assignment is
written in the same manner as the opening paragraphs and ceuses the stu~
dent to regret having entered such & course. The studen£ readily adopts
the ides that such s complex mass of words bound into a book will not im-
prove his piano technique. In this instence, the textbook goes directly
into an intricate discussion of tonality or key-feeling, which ie far
above the student's vocabulary and music level. Such words as 'tonic’
and ‘ecoustioal justification' sre foreign to the student as musical con-
cepts and, thérofore, their use should be withheld until there is an ob~
vious degree of readiness.

The investigator believes that tonality should not bé approached un=-
til an aurel and written concept of musical sounds hag been established.
The aural concept must be retromctive to the written concept, er.viceﬂ
versé. The simpler units of musical distance, the helf-steps and whole=-
steps, must be distinguished by the learmer before any functional sense
of tcnality.oan oceur. From these steps the student may first build
tetrachords and then scales. The presentation of more complex materiel,
such as intervals and chords, must be postéoned until the learmer has

become sufficiently cognizant of half-steps, whole-steps, and scale

8Dona.ld Tweedy, Manuel of Harmonic Technic, p. 1.

7.
Ibid,

AL AL PO E— U S
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patterns. Scales, intervals, and chords set the tonality end must be
incorporated in both the auvditory and written medium before tonelity cen

be understood.

Doneld Tweedy in the text, lManual of Harmonic Technic, presents

enalysis of Bach Chorales involving modulations before an adequate
trestment of diatoniec chord progressions is evident. The following
illustration shows the chord numerals of one chorale found on page 28

of the text.

Eb:  I-I;-I-=IV Bb:  VI-II,~I17+1,=V-I-I-I-=~VI ;
¢2VI~Vy=I-- Bb:II—Vl—V7~ f
EbsV, I | Bb:V, -I-AbJ-1 -£1V117 ~e-I
Bhsl Bb:IVI;IE—II%V'7-I -
Ab:V] (Bb; V{----I
o; I Bb: IVewImmwII{=eeV" o1

Fig, 2--Harmonio snalysis of "Valet Will Ich Dir Geben," Chorale
No. 108 by J« 8. Bach,
In Figure 2 are modulations, altered chords, and seventh chords. Such
sdvanced material can have little meaning to the student until he has
experimented sucoessfully with simpler harmonic material.

It is the opinion of the investigator thet meny textbook methods

for freshman theory impede the student's progress by either presenting
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complai meterial before the learner is sufficlently prepered or by pre-
senting simple material in a complex manner. For exemple, Goetschius
defines the whole-step in the following menner:

The whole step, az seen, is the difference in pitch betwesn tones
of the key which lie two hermonic degrees (perf. fifths) apart,--
reduced by the octave to closer proximity.

A more effective explenation might be made by pointing out whole-steps
on the pimno as two keys separated by only one other key.
In the sveluations, practices which seemingly disturb the prineiple

of the simple preceding the complex will be questioned, as they are con-

trary to sound educetional procedure.

Motive Preceding the Activity

The prineiple of the motive preceding the activity may be described,
in locser terms, ae the ability of the method employed to "sell’ the sub-
jeot matter., The meterisl in the textbooks must be displayed in such =
menner thet the learner can see its value in other music fields. This
prineiple requires that the methods cen be adopted to the workshop or
laberatory plan. The theory recitetion must be carried on as an
activity, stimulated by the motive, rather than as e dry approech to
the activity. The investigator believes that the students would strive
to write more musical harmony exercises if they lmew that their works
were to be performed by the class. If the vecal students are sware of
the value of sight-singing in their field, they will exert more effort
toward improvement.

It must be emphasized that the individuality end intelligence of the

8Percy Goetschius, The Material Used in Musicel Composition, p. 5.
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instructor will detarmine the ultimate success of the ¢lass; but adequate
textbook methods are definitely an advantage. The textbooks should com-
ply with the prineiple of the motive preceding the activity in the sense

thet the material is adapteble to the sctivity plem.




CHAPTER TX
METIODS USED IN A SAMPLING OF STANDARD TEXTBOCKS

The investigator does not assume that the selection of fextbooks
used in this study inoludes all books worthy of evalustion. It was nec-
essary to limit the study to e sampling of stsndard texts because time
snd space do not permit a more exhaustive treatment of material in this
fisld. The discussion of each text will include.its methods of presente
ing the tools for learning such fundementels as ear?training, sight=
singing, rhythm, melodic writing, pert-writing, keyboard harmony, and
harmonic analysis. The methods of integrating the fundementals will be
discussed. The texts treating the most fundamentals are presented first.

Fundamentals of Musicianship, Book I
by Melville Smith end Max T. Krons.

Book I of Fundamentals of Musieisnship treats ear-training, sight-

singing, pert-writing, keyboard hermony, hermoniec anelysis, end rhythm.
EBar-training and sight-singing are approached by the presantafion of the
major triad for chord feeling. By chord feeling is meant the auvral image
of the chord, Major triads are presented before sceles or intervals.

The intervals ere derived from the major chord feeling. The following

illustrations show how the intervals are derived from the major chord:

17
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Fig. S--Derivafion of the perfect £ifth from the fundamental feeling
of the major chord.

Fig. 4==-Derivation _of the perfect octave from the fundemental feel-
ing of the major chord.

3 1 3s 15- E N L | ﬁ S13¢5 ¢
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Fig. 5--Derivation_of the perfect fourth from the fundemental feel=
ing of the major chord.

lMelville Smith end Max T. Krone, Fundamentals of Musiclenship,
Book I, p. 107.

2
Ibid.

5Ibid., p. 108.
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Pige G--Derivation of the mejor third and minor third from the
fundamental feeling of the major chord.
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Minar Third Inverted Becames Major Sixth
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Fige 7--Derivation of the major sixth by inverting the minor

" third,.?

N 3 S | T3 13
i e
e i

MBior Third Inverted PBecowes Minor £, stk

F%g. 8--Derivation of the minor sixth by inverting the major
third,

*Ibid., p. 111.
51bid., p. 113.

61bid.
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s '

S3 P 13 53

Fige 9=-Derivation of the descending mejor second feeling by estab-
lishing an authentic cadence, using the given tone as supertonic.

Fig. 10--Derivetion of the ascending mejor second fes%ing by estab-
lishing e semi-cadence, using the given tone as the tonic.

Fig. 1l--Derivetion of the ascending minor second feeling by estabs
lishing an authentic cadence, using the given tone as the leeding toune.

7&&. s P 137,
“Ibid.

91bid.
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'Fig. 12-«Derivation of the descending minor second fe?%ing by estab=
lishing & semi-cadencs, using the given note as the tonic,
All sevenths, and augmented and diminished intervals are formed by alter-
ing the derived intervals.:

The major scale is not presénted until chords and intervels have been
cu%ered. Scales sre to be éung., The minor scales are not presented in
Book I. Harmonic dictetion is quite extensive. No single melodies are
gilven for dietation although sopranc and bass melodies are to be written
from chordal dietation exercises.

Part-writing is not extensive. Only the primary friads are intro-
duced. KXeyboard work includes scale playing and keyboard harmony. The
latter is correleted with the dictation exercises.

Excerpts from the works of the major composers are presented for
rhythmie, harmomie, or melodie analysis, The féllcwing illustration is

to be snelyzed for keys requiring double alterations:

lOIbid.
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TH

Figs 13--Excerpt from Fugue III, from "The Well Tenpered Clavih?ird,“
by J. 8. Bach, to be analyzed for keys requiring double alterations.

The text presents melody as derived from haimony.. Inharmonic tones
ere discussed.

The rhythmie material is presented in a very revolutionary manner,
Rhythmie syllables and symbois were devised by the authors for the purpose

of rhythmic reading and dietation. The following illustration ghows the

4

M1vid., pe 159,
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method of rhythmic treatment as found in Fundementels of Musieianship,

Rook I3

Time Unit =1

potation  Sqisble  Symbel
_ ohe i
' }? one-two "
5 vt ta W1
’ *ﬁa one—ta- Feo-ta 1
:JN{ Wi, — —= Gwe 7
= X Wi~ &~ i i &
o Wl i B ST

Fig. 14--Bhythmic syllables snd symbols as presented in
Fundementels of Musicienship, Book I, pp. 19-21. ‘

The following illustration shows the syllebles and symbols for

the ilrregular groups within a time unit:
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Irregu lar Gronpsof Twolith Backarouns SFThree |
(Units) . Syllable Symbol
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i sSyllable Symbol
49 4 "’
s l—-{:;u)-:wta on
3 . \-ta -2~ (o0 nu

X ‘..ta_.a-—i;a ‘_.lUl

Fige 16~-Rhythmic syllables and symbols used for patterns within
the time unit as presented in the text, Fundamentals of Musicianship,
Book I, PP« G7=-99.

In dictation, the student writes the rhythmic symbols above the staff;
then the notes are added. Each exercise upon completion is sumg with

riythmio syllables,

Bar-Training and Sight-8inging by George A. Wedge

George A, Wedge makes the following statement in the preface:
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The purpose of this book is to pregent the Elements of Music
in & direct and concise manner; to show as simply as possible the
reason for these things; to give the pupil material for practice
end instruct him how to use this Material,l2

The approach to theory, as enployed by Wedge, is through aural imegery.
The great staff is divided into octave groups &8 is shown in the follow-

ing illustration:

e oma s e Al A - L L T R
¢

=5
T e

oo VAB ede £ gab ¢ de 1B ETE Fgab oo FgEas

o
,V..__é.ng.af_gfug_smum one:line O tde Jo ling OB Thiee fing Getave.

Fige 16~-The great staff divided into octave groupsls

-

The purpose of this illustration is to set the staff positions.of musical
sounds according to what Gcfava group they belong. The folloﬁing exer-
clse 1s one of meny thet sccompanies the proceedings: "Flay o, Think

. and sing ol ™% i exercise serves as a drill for proper register
plecement in voeal work, notation, and keyboard work. ’Tha textbook places

emphasi? on aural imagery before epproaching sight-singing,

12Gecrgo A, Wedge, Ear—Trainiquand Sight-Singinga Pe Ve

lsIbidn, P Be

141434,
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Sight-singing precedes dicteation end is approached through the
major trisd., However, the thecretical nemes of the triad are withheld
until the study of intervals and chords is presented. The Arabic numerals,
one through eight, are applied to the soale tones. The sight-singing
meterial iz limited to the keys of C, F, and G until quite late in the
text,

There are two types of exercises for sight-singing. Series of num-
bers, which correspond to the scale degrees, are to be sung using the
correct pitches., Then exercises in musioc notation are to be sung with -
the corresponding number or letter name. In the latter ty@e, new sight-
singing problems are presented first in exercises using isolated pitches,
end then in rhythmic patterns. The exercises progress from chordal lesaps
and scale progressions to more difficult leaps. The study of the major
mode precedes the minor mode. DBoth are presented in the same manner.
Scale singing is introduced but not emphasized. Sight-ginging and dic-
tation exercises are in unison.

The major and perfect intervals are derived from the major scale.
The minor, diminished, and augmsnted intervals are derifed by altering
the major end perfect intervals. Inversions of intervels are trﬁatad
in the usual menner. The study of rhythm accompsnies the ear-training
and sight-singing meterisl. The rhythmic problem is presented as an
isolated study and then integrated with the sight-singing eand diectation
work. For rhythmic reading, Wedge instructs the student to tap the
meter and intone the rhythmic patterns.
| Rest and sotive tones, and melodic writing are presented. Chords

are introduced from a melodic stendpoint. No part-writing is introduced.
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Applied Harmony, Book I, by George A. Wedge

This text is concerned primarily with pert-writing. The book
approaches harmony by a brief discussion of keys and scales. These are
explained as arising from e certain arrengement of the overtone series.
The major scales and the minor scales are presented simultaneously.

Sight-singing is presented though not emphasized. The bo?k advoecates
that the student sing the given melodies so that he can meke a better
selection of chords for the part-writing exercises. 4ll triads and their
inversions are to be sung in arpeggio form.

Wedge advises that the exercises should be used for harmonic dic=
tation as well as for part-writing. The book inocludes the following
suggestions for the process of dictation:

No pedal should be used.

Flay at & tempo ranging from Ifil. 50 to 52.

Pley with a firm even touch, giving a little prominence to the outer
voices.

Give the tonality end the meter.

First playing, the student listens to the sound without saelyzing.
Second playing, the student concentrates upon snd visualizes the
bass. Writes the bass.

Third playing, the student concentrates upon and visualizes the
30pTanc.

Fourth playing, the student concentrates upon the quality and writes
the letter-name end quelity under each chord. Next he writes the
symbols.15

Bhythmic dictation and reading, and melodie writing are omitted. Four
part harmony is the principal issue of this text. Harmonic progressions
are based upon chord roots progressing a fifth below, and chord roots pro-
gressing & third below. Other rules are given. Each progression is

treated separately. Then & sumation of nomal progressions is made and

lsGaorge A, Wedge, Applied Harmony, Book I, p. 22.




illustreted by & chart. The following figure shows such a chart:
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Fige 17-~Chart showing chord progressionsl8

Primery end secondary triads are presented simultenecusly. Their
inversions follow. All seventh end ninth chord precedé.modulation. The
V7 and VIIY70 noduletions are presented first. Common ochord modulation
follows. .All examples are to be used for keyboard harmony. Folk-songs,
Czerny excerpts, end Mozert exoerpts are included in the materisl for

harmonic analysis. Melodies are given to be hermonized in freer styles.

Keyboerd Harmony by George A. Wedge

The text wnder discussion here is as its title implies, concerned
with anhoard harmony only. In spproaching keyboard harmony, the methods
employed here seem to be based upon the realization that some students
have no previcus instruetion in piano. The first exercises desl pri-
merily with scale building, resclution of active tones, and intervels.
These are to be studied and played on the keyboard. Meter snd rhythm

are discussed., All dietonic triads ere to be played in their harmonie

16ibid., p. 17.
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and arpeggio forms. Chord position and inversion are disecussed. The
v’ chord is treated in the same manner.

The first progressions to be executed ere the I and V, and the ¥V to
I. Given basses and sopranos are to bé hermonized at the keyboard. The
IV chord is presented. The II, VI, and III chords follow. The first in-
versions of I, V, IV, II, and 7110 ere introduced. Repetition and se-
quences are treated. The second inversions of all diatonie triads are
introduced. The V' and its inversions, the V°, and the VII®O 0110w,
The II7 eand its inversions are treated.

Modulations ﬁo the &ominant, sub-dominant, relative minor, asnd to
reletive miner keys of IV end V are treated. Strict keyboard harmoni-
zation exercises accompeny esch new chord; then freer harmonizetions

mey be made. Givén phreses are to be transposed.

Traditionsl Harmony by Paul Hindemith

A 1943 publication, Iraditionsl Harmony, treats only harmony.

Hindemith presumes that the student has s thorough knowledge of seales,
keys, sccidentals, note and rest values, measure signatures, treble and
bass clef, and all forms of intervals. The author immediateiy presents
the construction of triads in major and minor soales, and disousses
specing and doubling.

The I, IV, and V chords are used in the first exercises. Their
inversions follow; The dominant seventh chord is added to the above
list of chords, Hindemith simplifies the explsnation of the V7 resclu~-
tion by illustrating how the diminished fifth or sugmented fourth re-

solves according to the tendencies of the active tones. The following
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illustrstion shows the correct resoclution of the dissonsnces

—r.,

G

£%
= Cr
L » R

T ee &

Fige 18~~Illustration of how to resclve the dissonance in the vl
chord, according to Paul Hindemith in the text, Traditional Harmony, page 18.

The invsrsions of the V7 are treated,
7 10
The Vg and its inversious, the Vg and V g, are oplled derivations

of the ?7. This is true salso of the V7 with the added sixth.

31845

Pige 19=-Dominant seventh chord with sixthl?

The symbol for the first inversion of the v’ chord with the added sixth
is V;é, end for the secomd inversion is V;.

The treatment of non-chord tones differs somewhet from the traditionel
manner, especially in terminology. Hindemith states: "Changing tones

occur between a chord tone and its repetition, in weaker metric position

then either, at the distence of s sgecond sbove or below, "8

17paul Hindemith, Traditional Harmony, pe 35.
18

ij.d-, P L1
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Fig. 20-~Ireatment of changing tones according to Paul Hindemith
in the text Traditional Harmony, page 39.

Of pessing tones Hindemith says: "Passing tones form one or more steps
of a second between two different chord tones, occurring in weaker metric

position than either of the chord tones. 19

Fig. 21--The tfeatment of passing tones according to Paul Hindemith
in the text Traditional Harmony, pege 39,

The suspension is presented in the following memner: "The
suspension precedes its chord tone at the interval of a second.
It is prepared by being included as & chord tone in a previous

chord, end resolved by moving stepwise to a chord tone.
pension occecurs in stro

The sus~
Eéer metric position than either its prepa-
ration or resolutiom.™

A

:
¥ R R Y R F

Fig+ 22--The treatment of the
in Traditional Harmony, peage 39.

suspension &ccording to Paul Hindemith

1944,

201p54.
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Hindemith's treatment of the suspension that resolves upward is shown

in the following example:

===

Fig. 2%=-The treatment of the suspension resolving upwerd according
to Paul Hindemith in Traditional Harmony, page 39.

v

e

Concerning the suspension with an ornamentel resolution, Hindemith says:

"Setwesn suspension snd resolution other tones can be inserted.'?l

" —— ey _ — ,
N LY. ¥ ] \ =™ g;;;;;é{ 1 )

e ” % - ?—0 6‘ " ﬂl" x - ‘-‘1 .!"-\ ra " £z ") /‘ !
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Figs 24~-The suspension with inserted tones between the dissonance
and resolution, according to Paul Hindemith in the text, Traditional
Harmony, page 40.

Of the anticipation, Hindemith says: "“rhe anticipation is a chord tone

belonging to the second of two chords, which occurs in weak metric posi-

tion at the end of the first.te?

2l1hid., p. 40

221hid,
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i

Fige. 25~-~The treatment of the anticipation according to Paul
Hindemith in Traditional Harmony, page 40,

L

In discussing the neighboring tone, Hindemith says: ™"The neighboring
tone is a suspension without prepsration. Everything said sbout sus=

pensions, except as regards preparation, applies te it also.“23

I W ‘%“ , |
P ¥

Fige 26=-Treatment of the neighboring tone according to Paul Hindemith
in the text, Traditional Haimony, page 40.

L
S

Hindemith alsgo states: "The neighboring tone left by skip follows its
chord tone at the interval of a ascond, preceeding to ancther chord tone

by skip. It oocurs in weaker metric position than the chord tones,"24

Fige 27-~Treatment of the neighboring tone left by & skip as employed
by Paul Hindemith in the text, Traditional Harmony, page 40.

231bid.

21154,
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Another non~harmonic tone incorporated in the text is the neighboring
tone approached by a skip. lindemith states: "“The neighboring tone
approached by skip precedes its chord tone at the interval of & second,

being separated from the previous chord tone by a skip.“25

W -

Fige 28--The use of the neighboring tone approached by a skip
according to Paul Hindemith in Traditional Harmouny, pege 41.

Of non=chord tones which are not used in these ways, Hindemith says:
"Exceptionally, tones may ocour which cannot be considered chord tones,

and yet do not fit into any of the foregoing categories. These are to be

considered free tones,"<b

Fige. 29--Example of the free tone accbrding to Paul Hindemith in
Traditionsl Harmony, page 41.

[

The secondary triads, diatonic seventh chords, primary six-four chords,

and Neopolitan Sixth chord ere treated. Secondary dominants are presented

es a means of emphasizing their chords of resolution.

251pid,

201pid., pe 4l.
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Cadences are treated in the chapter dealing with modulation, The
methods of modulation pregsented are the common chord modulation and.
modulation by making the final chord in the original key en altered chord
in the new key. The V7 chord is not used in modulations.

The exercises consist of given sopranos snd figured basses. Home of
the sopreano melodies are quite umorthodox in sztructure. These seem to be
more sultable for instruments than for vocael use in that they go beyond
pessible vocal range and include successive wide leaps. Hindemith advises
the studsnt to use the exercises for keyboard work.

Frequent violetions of chord progressions are advocated if they im=-
prove the tonal structurs.

This text presents harmony in @ concentrated menner with the miminum
of rules.

the Materianl Used in Musical Composition
by Percy Goetschius

The text, The Material Used in Musical Composition, is & system of

harmony presented in four parts. Part I discusses rhythm, keys, scales,
melodic tendencies of tones, intervals, and the structure of chords.,

Part IT treats all diatonic chords. The following clessification of chords
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is given:
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Diseords

.k F§§. 30--Classification of chords showing the harmonic system of
ey,

Normal progressions occur when & chord progresses, from right to left
toward the toniec, to a chord in an adjacent class. Altered chords are

trested.,

Part III includes modulation through the V7 and leading~tone sev-
enth chord. HModulations by altered chords and pivot tones are made,
Part IV treats the inharmonic intervals commonly called non-harmoniec
tones. Part V discusses voeal and instrumental harmony with an irreg-
ular number of parts. |

The text discusses at length the use of each chord and lists many

rules for each progression.

aTPercy Goetschius, The Material Used in Musical Composition, p. 113.
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lianual of Hermonic Technioc by Donald Tweedy

The text, Manusl of Harmonic Technic, emphasizes harmony. The book

contains no rules for part-writing or keyboard harmony; but examples are
glven which show the ocorrect technique of part-writing. These examples

are elther based upon or drawn directly from the 371 Vierstimmige

"
Choralgesange by J. 5. Bach; and Tweedy suggests that the Bach chorales

supplement the text as models for harmonizations.

The meterial is presented in four parts. Part I previews the entire
seope of study found in the text. O8uch necessary rudiments as notation,
tonelity, scales, intervals, and the structure of trieds are discussed.
intervals are detormined by the number of half-tones they include. In-
harmonic tones, common chord and v7 modulétion, chromaties, color chords,
and the church modes are discussed.

0f color chords, Tweedy says: "Ocoamsionally we meet passages in
music which def'y snalysls for tonality or key. The chords involved have
no disoernible function in relstion to a keygc&ntre."ze These chords may
be congidersed as chromatically altered chords having no function in
tonality other than adding & certain tone color to the harmonization.
Tweedy hes set up & system for describing the sound and shape of these
chords. The possible triad sounds sre major, minor, diminished, and
augmented. The triad is symbolized by the mumber 3 as its form is
identified with its neme. The major triad is consicdered the first
species. Therefore, the major tried is symbolized by the figure 3l.

‘he minor triad is considered the second species and is symbolized by

2amonald Tweedy, Manusl of Harmonic Technie, p. 32.
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the figure 32. The third species triad is the diminished triad and its
symbol is 33. The eugmented triad is called & fourth species trisd and
is symbolized by the figure 34. The following illustration shows the

species of triads and their symbols:

BPISS  ane 3eg  wth  ObTHad-Sewnds

- T R -
<y : F A 2 X 2 Tr]-ﬁﬁzp‘"’;‘-"‘"""f“
31 3;1._ 33 3%  howeversyelled,

B b ekeinie

Fig. 3l-~The species of triads end their symbolszg

Since there are nine possible seventh chord scunds, Iweedy lists nine
species of seventh chords. Seventh chords are symbolized by the figure
7+« The following illustration shows the species of seventh chords and

their symbols:

Seventh-chords or Sownds like these!

: E Bath modcs Minsr sdes omly  Chrematie Only

-~
T o 12 1T o TS 74 71 7% T q

Fig. 52~~The species of seventh chords and their symbolsso

Hintk chords are treated in the same manner as seventh chords., The

following example shows the species of ninth chords and their symbols:

ngbid vy P 33.

*Orpid.
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N I— — %E “
. G2 73 98 G5 G 97  G&- 77

Fig. 33--The species of ninth chords and their 5ymbols51

Tweedy emphesizes that‘color chords spéllad Qnﬁarmonically are symbolized
according to their sound. |

- A1l hermonic maéerial treated in Part I is for analysis. No part-
writing is assigned.
?

Part II treats in deteil all diatonic triads end their inversions.
The primary trieds are treated first. The plen of study, introduced in
Part 1I, presents each chord from five points of view. First, sight-
singing exercises, which contein the ohord in ite arpeggio form, are
introduced. The following example is e sight-singing exercise for the

I and V chords:

‘l.“’ . L r-.

=S

Fig. 34—-g%ghtnsinging exercise treating the I and V chords in
arpeggio form.

\.

Ibid.

321bid., pe 45.
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The sight-singing meterisl is followed by & table of chord progressions
showing how the chords are used. These chord progressions sre then to
be played and tranposed st the keyboard. The chord successions are
dictated., Harmonization of given melodies follows. This system of

study is continued throughout the book.

Part III introduces the study of dissonance. Chords treeted are the

d¢iatonic seventh chords and inversions, the 79 end inversions, and the
vII’ and inversions. Inharmonic tones are presented. Common chord
modulations are to be made. Pivbtal modulations in which one tone of
the old key is carried over to the new key, are presented. The V
modulation is included.

Part IV introduces chromatic alterations. Tﬁaedy says: "Any note
or notes of a diatonic chord mey be raised or lowered by acoidentals as
long eg the function of the chord remains unehanged."33 These chords
are symbolized by the traditional Roman numerals sccompenied by marks
that denote the alterations. The altered chords which have no function
in reletion to the key-center are called color chords and symbolized
by their color symbol such as 31, 32, 75, ete. The sltered chords are
treated extensively.

Lessons in Harmony by
Arthur B, Hemcox and Friedrich J. Lelmann

Lessons in Harmony is a very thorough text concernmed with

harmony primerily. The approach to harmony is through the presentation

%%1p1d., p. 227.
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of scales, intervels, and chords. Thexl, IV, and V chords are presented
in the first part-writing exercises. Cadences are explained. The dom=
insnt seventh chord and its inversions are treated. The leading-tone
trisd, secondary triads, end the supertonic seventh chord are presented.
Moduletions are made to next-related keys by common chords end the dome
inent seventh chord. Hymms are to be composed. Other chords presented
are the V9, VII970, secondary seventh chords, Neopoliten sixth chord,
and augmented sixth chords. Non-harmonle tones are treated later.

In introducing chords, the authors first define the chord, give
the chords that may precede and follow it, and illustrate its best uses.
Given sopranos and figursed basses are then to be hermonized using the
ghord under treaiment. The following textbook example shows a figured

bass o be harmonized:
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Fige 35=<Given bass to be harmonized54

Assigmments in keyboard hamony are made.

54prthur E. Hencox end Friedrich J. Lehmenm, Lessons in Harmony,
Pe 30
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Harmonic Relations, Book I, by Carl McKinley

ook I of Harmonie Kelations treats harmony from a harmonie and me-

lodiec standpointe Part I of the text discusses scales, intervals, chord
structure, and chord progressions of the diatonic trieds. The system of
chord progression is based upon the principles underlying the correct
progression of chord roots with referemce tc the overtone series.
HeKinley mskes the following stetement:
Observe that the first and most prominent overtone other than
the cctave to be sounded is the third harmonic which is a fifth,
a?d thgt the fourth harmonic is a fou?th above %E; ebviously e
fifth iaverted becomes a fourth and vice versa.
Therefore, chord progressions with chord roots moving a fourth or fifth
in either direction are fundamental and are called class I progressions.
Progressions in class I are called progressive if the chord roots ascend
in fourths or descend in fifths. In the progressive order the roots move

toward the tonie. The following illustretion shows the progressive order

of class Iz

frgpe——fp i3 " PR 1 1

¢ N VI }'_"“'Z_."—I_I}i_. -

Fig. 36-=The progressive order of chord roots in class I progres~
sions as treated by Carl MeKinley in Harmonioc Relations, Book I.

Class I progressions are called regressive if the chord roots movs up

55Carl MeKinley, Harmonic Reletions, Book I, p. 6.
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in fifths or down in fourths., Regressive propressions move away from the
tonic and sound modal. The regressive order may be used in such progres-
sions as II-VI-II or VI=III-VI, in which the second chord functions es an
embellishing chord end does not give the effect of progression. In such
instences the first end third chord must be the same. The following ex~

smple shows the use of the regressive order:

L aula
===

g
5

Fige 37~=~0ne use of the regressive order of class I progressionsss

Class II progressions ere those with chord rcots moving in diatonic
thirds. The following paragraph explains the basis for class II pro-
gressions:

Betwoen the fourth, fifth, sixth and seventh harmonics we find
the interval of a major or minor third. Progressions of chord roots
which move & ghird, therefore, are designated as "Class Two®
progressions.®’ g

The progressive order of chord-reots is downward., The following example

shows the progressive order of class II progressions:

561bid., p. 8.

37Ibid., p. 6.
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Fig., 38==The progressive order of chord roots in class II progres-
sions.oo
The regressive progressions of class II are treated as embellishments
with the exception that I-mey go to III if III is followed by VI.

Of e¢lmss III progressions McKinley says the followling:

Yrom the seventh to the twelth harmonics the interval is e
major or minor second. All stepwise progress1ons of chard roots
therefore belong in "Class Three.'

In class IIT progressions, the progressive order of chord roots is up-

ward. The following illustration shows the progressive order of class

I1I progressions:

Fig. 39--The progressive order of chord roots in class IlI pro-
gresgions.

381bid., p. 9.
39Ibid., p. 6.

O1p14., p. 11
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Acoording to the text the regressive order of class IIT progressions

should not be used except in the case of VI~V which is quite common.
In part-writing, all classes may be used. The following exemple

shows the three classes of chord progressions as they could be used in

8 peart-writing exercise:

Fig. 40--The three classes of chord progressions as they may be
used in & pert-writing exercise.

Part IT treats the melodic aspects of harmony. The basic rules of
counterpoint ere used in the writing of melodic parts in two, three, and
four voices. The V' chord is explained and then treated melodically in
two=-part writing., The following example shows the melodic use of the

V7 chord in two-part writing:

vEE

I‘L:? -
2|8

41
Fig., 4l=-lelodic use of the v’ chord in two=part writing -

*11pid., pe 52.
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chord is treated melodically and harmonically in thres and four

voice writing. The non~harmonic tones are presented.




CHAPTER III

A CRITICAL EVALUATION OF METHODS USED IN A

SAMPLING OF STANDARD TEXTBOOKS

Fundementals of Musicianship, Book I,
by Melville Smith and Mex T. Krone

This text treets all fundamentels in & laboratory menner. Direct
netivity is emphesized. However, the investigator is of the opinion that
some of the book's poliecies are questioneble. Among these is the method
of presenting rhythmic reading. This system complicates matters by em-
ploying rhythmic syllables which are difficult to articulate. These
syllables are so numerous that the student will have a hard time trying
to remember what syllables apply to each rhythmic pattern. There is no
uniformity in the use of the syllables. For example, the sylléble ! two!
is used for the second note of two eighth notes, and is used also for the
second note of a triplet, Being different in duration, these two rhythmic
figures should heve different syllables. Otherwise, the student becomes
confused,

. Another criticism of the rhythmic system is that the syllsbles con-
tradict the customary procedure of counting time. For exemple, in four-
four time--which ordinerily and quite appropriately uses the syllables
tone-iwo~three~four' for msasure bests--this system uses the syllable
'one! for each new beat regardless of its position within the measure.
The investigator believes that this procedure will result in a disre~

gard for the measure unit.

47
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The primciple of going from the simple to the complex is violated
by the system of ear-training which presents the triad before scales.

It is the opinion of the investigator that the basis for hearing music
centers around mental awareness of the scale as an arrsngement of half-
steps and whole-steps. This opinion is based upon the investigator's
experiments in the classroom.

Another criticism to be made is the text's use of complicated ex-
amples to illustrate simple problems. This is a violation of the prin-
ciple of the simple preceding the complex. The book contains exemples
which range from a Bach fugue excerpt to a Scriabine excerpt. With such
examples, the student is confronted with meny edvanced problems and fails
to grasp the nature of the problem under discussion. The investigator
feels that the use of complicated examples to illustrate simple problems
does not adhere to the principle of the conecrete reality preceding the
ebstract symbol.

The part-writing materiel is not suffiecient for beginning theory.
The investigator objects to the absence of the common chord and v’ mod=-
ulation techniques, as even the simplist folk-songs may contain these
moduletionss Also, the student is frequently confronted with these types
of modulation in applied music. The trestment of non~harmonic *ones
seems premature as the part-writing materisl is scant. The investigator
believea‘that the presentation of non-harmonic tones before vertical
writing is secure discourages the student to exercise his ability in
skillfully writing simple chord progressions. The student depends upon
the nen-~hermonic tones for color rather than first developing creative

skill in managing diatonic triads in en artistic menner. The use of
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non-harmonic tones without an adequete lnowledge of handling the simple
triad progressions gives the harmonization an artificial guality lacking

in good harmonic form.

Bar-Training and Sight-8inging by George A. Wedge

Thig text does not treat all fumdsmentals. However, the investi-

gator shell evaluate the Wedge books (Bar-Treining end Sight-Singing,

Book I of Applied Hermony, and Keyboard Hermony) from the standpoint

that they would be correlated in the freshmen theory course.

The text, Bar-Iraining and Sight-Singing, viecletes the principle of

going from the old to the new. This is seen in the manner in which Wedge
introduces keys. The early sight-singing eand ear-training material is
limited to the keys of ¢, G, and F. The simpler exercises are written in
these keys, the more complex exercises being written in the remaining
keys. Consequently the student is confronted with new intervel material
written in wnfemiliar keys. In this prectice, the student's attentioﬁ
must he divided between solving the intervel problem end thinking in a
new key. This double process of learning reterds the student's progress.
Tne investigetor has found from teaching experience that new interval
problems should be written in keys alread& studied. It is also neces-
sary to introduce all keys in early sight-singing material so that the
gtudent becomes equally skilled in all keys.

The principle of going from the simple to the complex is violated
in the text. Complex interval material is presented before half-steps
and whole~steps are treated thoroughly. Too little emphasis is placed
upen seale singing for the half-steps and whole-steps to become well fixed

in the student's mind, and for learning the letter names of the scales.
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The system of applying Arsbic numerals to the scale tones is accept~
able as e beginning system for alding the sight-singing process. This
method adheres to the prineiple of going from the concrete reality to the
abstract symbol in that the numbers specify the distence between the tonic
note and the other scale tones. However, the gtudent must be able to dis«

tinguigh half-steps and whole-steps before the number method is meaningful.

Applied Heomony, Book I, by George A. Wedge

This text is inadequate for beginning college theory because 1t vio-
lates the principle of going from the simple to the complex. The scant
treatment of keys and scales does not convince the investigater thet the
student will have the necessary commend of the tools for learning part-
writing.

The principle of the motive preceding the activity is violated by the
text's going beyond thé freshman theory course. For example, the text
treats secondary seventh chords which belong in the advenced hermony
course, To develop an artistic style of part-writing, the student must
learn how to write many interesting harmonizations using the minimum of
chord material. Therefore, the investigator is of the opinion that the
narmonie material in the freshmen theory course should not exceed the
diatonie triads and the dominent seventh chord. With this limitation,
the student hes enough time to investigate many uses of & few chords.

Another violation of the principle of going from the simple to the
complex is observed in the order of modulatory systems in which the V7
and V1Y% podulations are treated before common chord modulations.
The common chord modulations should be presented first because they are

distonic in both keys. In these the student is not confronted with




having to alter the modulatery chord or with learning new chord progres-
sions. The V7 modulation should follow. It is doubtful thet there
would be enough time in the freshman theory course for an adequate treat-

ment of the VIIC70 modulations.

Keyboard Harmony by George A. Wedge

The text mdheres to the principle of going from the simple to the
complex in that scales snd intervals, in the form of keyboard exercises,
are presented before four-part keyboard harmony. Howsver, the principle
of the motive preceding the activity is violated by the text's extending

beyond the scope of beginning theory in presenting altered chords.

Traditionel Harmony by Paul Hindemith

dindemith's attitude toward hermony, as found in the text, is
skeptical. The sketchy menner in which material is treated seems %o be
based upon the conviction that hamony is a necessary evil, 'a pill ons
must swallow for the sake of tradition.' This method violates the prin-
ciple of the motlive preceding the activity because it presents harmony
féom & negative standpoint.

The absence of fundamentals other than harmony disgualifies the
text as an adequate beginning theory method. The presentation of altered
chords and non-chord tones before modulation to next-related keys con-
tradicts the principle of going from the simple to the complex. The
omission of the study of scales snd intervals is objectionable in that
no foundation for part-writing cen be established.

The treatment of the V7 resolution, as & metter of resolving the

dissonance, is acceptable.
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The Materiel Used in Musical Composition
by Percy Goetschius

This text viclates the principle of going from the whole to the
parts in that it only treats harmony. The presentation of altered chords
before common chord and V7 modulation violates the principle of the
simple preceding the complex. The system of chord progressions is ia-
ferior to MoKinley's method in that the former is too detailed. Goetschius
does not give & table of chord progressions until after all diatonic
chords are studied. This procedure is another violation of the principle
of the simple preceding the complex. The countless rules presented in
the text do not achere to the principle of the motive preceding the

sctivity in that laborious effort is required for mastery.

Manual of Harmonie Technic by Doneld Tweedy

This book violates the principle of the simple preceding the complex
because it begins by presenting advenced meterial. An exsmple of this
is found in the Pirst pages of the book in which Tweedy treats altered
chords for the purpose of anslysis. Some of the explanations of rudi-
ments are too complex. This applys to the treatment of intervals in
which the student is instructed to determine intervels by the number
of half-tones they include. This process is too slow to be prectical.
Another objection to the text is that it does not spend enough time
treating scales and intervals. As the average beginning theory student
hes had no previous theory training, he will need to master the study of
sosles snd intervals before he can begin the study of chords,

Another objection to the text is that sight-singing is not treated

as & fundemental. The sight-singing meterial is given without eny




explanation as to the process or method for learning to sight-sing.
This viclates the principle of going from the concrete reality to the
abstract symbol,

The text would be more adequate for an advanced class then for a
beginning class as its treatment of fundementals is not rudimentary.

Lessons in Harmony by
Arthur B, Hescox and Friedrich J. Lehmsnn

The book under discussion here viclates the prinociple of the whole
preceding the parts in that ear-itraining end sight-singing are not
treated, In harmonic meterial, the text goes far beyond the scope of
freshmsn theory. However, the first part of the text which includes

scales, intervals, distonic triads, end the v7 chord might be used for

the theory class if other texts which deel with the remaining fundementals,

were also used.

Harmonic Relations by Cerl McKinley

This text violates the principle of going from the whole to the
parts in that it treats harmony isolated from the other fundementals,
However, some of the methods of harmony are excellent. The treatment
of chord progressions iz by far the most commendable of any found in
the texts under survey. The system is short, simple, and easy to
remember, adhering to the principle of going from the simple to the
complex.

The trestment of counterpoint as found in the book is not too
advanced for the freshman theory course, It gives the student a method

of writing lineer music without burdening him with countless rules.
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The absence of modulation is disturbing as the investigator feels

that the student will be confronted early with modulations in epplied

nusic.
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CHAPTER IV

A RECOMWENDED MBETHOD QF TEACHING BEGIKNING COLLEGE THEORY

From the evaluations, the investigator concludes that the texts
under discussion are inadequate for beginning college theory. There-
fore, the investigator recormends a plen for presenting beginning col-
lepe theory which adherss to the five principles listed in Chapter I.
The sources of the method presented here are policies from the texts
wnder discussion that have complied with the principles of evaluation,
and the investigetor's classroom experience in teaching beginning col-
lege theory.

A1l beginning theory work should be epproached from a thorough
study of half-steps snd whole-steps. The student first learns to dis-
tinguish helf-steps and whole-steps by keyboard illustrations. The
student sings these, From this material, the major énd minor tetra=
chords are built. The student must be eble to sing tetrachords before
scales are introduced. Scales should be prese¢nted as a certain ar-
rangement of half-steps and wholewstsps. The major scales may be pre-
sented firgt. These are to be sung with letter names from any tone,
using sharps and flats according to the pattera of half-steps and whole~
steps. A good ear-treining exercise is to have the student sing a cer-
tain scale starting on a scale degree other than the tenie. The st
dent should prsetice writing scales and playing them at the keyboard.
Accidentals are o be used in scale writing until the stﬁdent is secure

in determining helf-steps and whole-steps. The minor scale may be built

b5
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by lowering the third and sixth degrees of the mejor scale one=-half
step. The minor scales should be treated in the same mammer as the
major scales.

Intervels mey be presented melodically from the major scale. The

following example shows & method for spproeching intervals:

3 ___Ad i
| 1L
1 e [+ 11
e =2
e i | \
At
P - 1
g 8 o === :

Pig. 42-<Derivation of the perfect and major intervals from the
mejor scale.
The minor, augmented, and diminished intervals may be built by alter-
ing the mejor and perfect intervals. Intervels should be written, sung,
and played at the keyboard. The inveétigator believes that intervals
should be Lreated melodieally first, because the singer hears and sings
en interval by & rapid process of mentally adding the socale tones be-
tween the tones comprising the intervel. Later, harmonic intervals
may be trested. Dictation exercises should sccompany the procesdings.

The oomstruction of triads should follew the study of intervals.
These are to be written on staff paper and played at the keyboard.
Triads should be dictated both melodically and harmonically until the
student can distinguish the kinds of triads--major, minor, augmented,
end diminished. The student should be required to sing triads melod-
ically in eny inversion from & given tone. Sight-singing and sar-

training will be greatly improved when the triad sounds become fixed
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as sn sural image in the student's mind. This being scoomplished, the
intervals are heard as parts of chords. |

When triads have been thoroughly covered, key signatures should be
presented. The student, elready being ab}e to build all mejor and minor
geales by using sccidentals, only has to learn the order of sharps or
flats in & scale. Rhythm should be presented by & system of meaningful
syllables which are easy to learn, retain, and execute. The following
exsmple shows an edequate system of rhythmic reading devised by Irvine

A. HoHose of the Bastman School of Music faculty:

J " l‘ c‘
™ K

oo M
[ Te & Te 3 Te 4 Te

> ¥
Lialee 2 lalee 3 lalee 4 la lee

' —

o = myelre untl

Fig. 43--Bhythmic syllables for rhythmic reading

In this system the gylleble for the beat remains the same. The tri-
plet and duplet will not be confused because they use different
syllables with the exception of the beat numbders. Hlelodic sight-
singing meterial should be read with rhythmic syllebles and then

sung with Italian syllables or Arabic numerals. The investigator
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suggests the use of Italian syllables for sight-singing purposes because
they seem wore able to give the student a feeling for tonality. A suc-
ceasful method of presenting the Italian syllables is through the use
of sequences. In these, the student first speamks the syllables in se-
quence Egtterns, and then sings them, applying the proper syllable 4o
eadh note of the gsequence.

In part-writing, the investigator suggests the use of the class

system of chord progressions as introduced in the text, Harmonic Relations.:

Specing, doubling, and voice leading should be emphasized. The primary
triads should have special emphasis; otherwise the student writes too
nany secondary triasds in his harmonizations. Cadence formulas should be
included in the study of primery trieds. The student should be in-
structed to find the cadences in a given soprano or bass before he har-
monizes it., This practice insures s better selection of chords for the
remeining tones to be harmonized. The keyhoard and dictation work should
be correlated with the study of part-writiung. Keyboard assigmments may
include the trsnsposition of corrected harmonizations. As the student
plays, the olass may teke down the chord numbers. This method of dic-
tation 1s successful if the student sings each chord, finding the root
and bass tone, and classifying the chord accordingly. As the student
progreeses in dictation work, the outside voices may be written on staff
paper with the chord numbers below., Later all four parts may be written.

When all diatonic triads and their inversions have besn covered,

1Carl MeKinley, Hermonic Relations, pp. 6-12.




the dominent seventh chord mey be presented. A good explanetion for
regolving the dominent seventh chord is glven in the text, Traditional

. ﬁa;mqnyz, which instructs the student to resclve the dissonance mccord-
ing to the tendencies of amctive tones. Modulation te the next-related
keys should follow. Common chord modulation should be presented first
and then the V7 modulation. The former being diatonic in both keys right-
fully precedes the latter, which is distonic in only one key., In modula-
tions, the student should be instructed to play over the given bass and
scpranc in order to find the place of the modulatory chord.

The material for harmenic analysis may be more advanced than the

part-writing, as anelysis is needed for applied music study. The text,

Manual of Harmonie Technio®, suggests thet the student study the tech~

nigue used by Bach in the chorales,

in order to meke the fundamentals mofe meaningful as music, the
investigator suggests that all material be trepted from the standpoint
of interpretation. The student should learn the most common Iteslian
terms for dynemics and tempos. Phrase markings should be ohgerved.
In sight-singing, the student should be taught to follow all interpre-
tation markings. Dictatlon work should be plsyed expressively so that
the student can write phrases, tempo, and dynamic markings as well as
the notes. Students should learn to set adegio, andante, allegro, and
presto tempos by conducting with the metronome. The traditionsl con~

ductors beat should be followed,

Zpanl Hindemith, Ireditional Harmony, p. 18.

*Donald Iwsedy, Manual of Harmonic Technic, p. 40,




APPENDIX

It is necessary to define some of the figured harmonies 1listed
in thig.thesis as the textbooks under discussicn sometimes differ in
thelr systems of figuring harmonies.

The symbol vl refers to the dominent seventh chord. Vg or VI
ig the first inversion of VT. V% or v% is the third inversion of V7.
vir? symbolizes the the diminished trisd built on the seventh scale
steps The lesding-tone seventh chord is figured VIIO?O. o@ ie the
symbol for the dominent seventh chord with root omitted. The dominant

9
ninth chord with root omitted is symbolized by the figure oV e

80




BIBLIOGRAPIY

Bailey, Bertha, "High School Theory", Music Educators Journal,
Tol. XXXI (April 1948), Chlcago, Music Educators National
Conference.

Goetschins, Percy, The Material Used in lusical Compositionm,
fourteenth edifion revised, New York, G. Schirmer, Inc., 1923.

Heecox, Arthur E. and Lehmann, Friedriech J., Lessons in Harmony,
revised edition, Oberlin, A. G. Comings and Son, 1931l.

Hindemith, Paul, Traditional Hermony, New York, Assoclated Muslo
Publishers, Inec., 1943.

V¥eKinley, Carl, Hearmonic Progressions, Book I, Boston, New Znglend
Conservatory of Music, 1537.

Rich, Frenk M., " Go Contrary', Seid Rousseaw,| Music Bducators
Journal, Vol. £AXI (November-December 1944}, Chicago.

Shirlew, Mathew, The Theory of Harmony, London, Novello and Company,
Limited.

Smith, Melville, and Erone Mex T., Fundamentals of Musicianship,
Book I, New York, Witmerk Bducational Publications, 1934,

Tweedy, Doneld, Msnual of Harmoniec Technie, Boston, Oliver Ditson
Company, 1928.

Wedre, Ceorge A., Applisd Harmony, Book I, New York, G. Schirmer,
Ine,, 1930,

Wedge, Ceorge A., Bar-Training and 8ight-Singing, New York, G.
Schirmer, Inc., 1521.

Wedge, George A., Keybosrd Harmony, New York, G. Schirmer, Inc., 1924.

61




