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ABSTRACT

The primary problem of this study was to determlne
if students learn to sing songs in major and minor tonality,
as an initial step in tonal conceptual devalopment, more
efficiently when only harmonlc accompaniment is used as
comparad to the use of melodic accompaniment alone (played
in octaves at the piano), followed by melodic and harmonic
accompaninont together, and finally harmonic accompaniment
alone, A secondary problem of the study was to investi-
gate whether amount of instruectional time influences the
efficacy of a particular accompaniment method.

Two hundred twenty-four students in the Depew Public
School Dlstrict served as subjects in this investigation,
Gach of the two hundred twenty-four students was randomly
assigned as individuals and not by classes, %o ona of
#aight groups for music instruetion, Each of the eipght
groups was randomly designated to recelve one of two
eXperimental accompaniment conditlons. Likewlse, each
of the elght groups was randomly designated to recelive
muslec instruection for twenty-five minutes either once or
twice a waek,

Evaluation of students' individually tape-recorded
porformances of each of two criterion songs, one in
major mode and one in minor mode, was accomplighed by

two elementary nusic specialists, Student performance



stabllity and inter-judge reliabilliy were determined.
Multivariate analysls technigues were employed %o inves-
tigate the significance of the mean difference between
the experimental groups,

The evidence suggests that kindergarten students
learn Yo sing songs in major and minor tonality, as an
inltial step to tonal conceptusl development, more effl-
clently when their singing is accompanied by a structured
combination of melody and harmony as provided with a
piano than when thelr ginging is accompanied by harmony
alone, Furthar, it can be concluded that kindergartoen
students should recelve a twenty-five minute periocd of

mugic Instruction at least twice a wealk,
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Chapter I
PURPOSE OF THE STUDY

Intreduction

Musiec eaducation has been offered in American public
schools for almost a century and a half. Throughout this
long and eventful history, music educators have
trugegled with the problem of justifyinsg muslec's place
in the educational system, Perhaps they have had to
struggle because they had not accomplished what they
intended or wanted to, or perhaps thay had not yet
determined what should be attempted in view of social
realities,

The purpose of music in educaticn has been a topic
of controversy from earliest times as reflected in the

philosophical writings of Aristntlel. Comenius?2, FrnebalB,

1Aristntla, Politiecs, translated by H. Rackham, The
Loeb Classical Library (Cambridge: Harvard University
Press, 1935), pp. 649-653,

2Johann Comenius, "The Method of the Arts", The

Great Didactiec, translated by M, W. Keatinge, (Londons
A & C Black, Ltd,, 1907), Part II, pp.194=202,

JFriedrich Froebel, "Art and Objects of Art",
Education of Man, translated by W, N, Haillmann (New Yorks:
D. Appleton and Co., 1887), V. D. 84 & 85, p. 229,




ﬂannﬁ, and Hadow’., While music educators today still
differ somewhat in regard to a phlilosophy of music
education, discerning music educators tend to agree that
music should be taught for 1ts own sake and that the
purpose of music education is appreciatlion through
understanding.

In the Psychology of Musle Teaching, Gordon stresses

the following philosophy:

"The general purpose of music education
should be to teach for musical under-
standing, That is, to help students
conceptualize the elements of music so
that they may intelligently decide for
themaelves hog music can best satisfy
thelr needs.,"

Whlle there is controversy among music educators
as to "why" music should be taught, there seams %o be
little disagreement that the musie curriculum should
emphasize the development of musical concepts,
Current basic series and methods books espouse concaptual

learning., Further, a review of professional literature

“Horace Mann, E;ghth Annual Report of the Board of
Education, "Vocal Music", (Boston: Dutton and Wentworth,
1845), pp. 117-118 and p. 136.

5William Henry Hadow, Collected Essays, "HMusiec and
Educations The Place of Music in Humane Lettars",
(Londons Oxford University Press, 1923), pp. 272 and 279,

bEdwin Gordon, Psvecholo of Music Teachin
(Englewood Cliffs: FPrentice-Hall, 1971




substantiates the attentlon afforded to the lmportance
of concept development in educational programs.?
Although music educators are in general agreement
as to "what" children should learn in music, they provide
1ittle specific insight into how children best develop
these concepts, Gordon has emphasized the need for
understanding how students learn music and has set forth
a learning sequence for music based upon inferences
drawn from research in the psychology of musie and from
general learning thaury.a Howeaver, not only is %there
need *to understand the psychologieal constructs invelved
in the mugic learning process but mores practieally
there iz need to determine teaching techniques
which will interact with, and enhance, the music learning
process,
For example, current music educators agree singing

ig basic to the music currleculum and the ability to sing

7For example, ses Asahel D, Woodruff, "Concept
Teaching in Musie", Perspectives in Music Education,
Source Jock = III, (Washington, LD.C. Music mducators
National Conference, 1966), pp. 219-233, and Robert
G. Patzold, "A Report of the Third International Seminar
on Research in Music Edueation", Journal of Research in
Music Edugation, Vel, 21 (Summer 1973), pp. 99-105.

Bror a detailed explanation of this learning sequence,
see Chapters One and Two of Learnipng Segquence and Patterns
in WMusle, by Edwin E, Gordon, (3uffalo: Tometic
Associates, Ltd., 1976).




in tune is most probably a pre-requisite for learning
tonal concepts, As a result, music curricula always
inelude singing, Often piano is used Yo accompany that
singing and other times, ainzing is aceompanied by such
ingtruments as an autoharp or gultar. However, little
is known about the importance of these instruments, often
consldered standard equipment for musie instruction, to
the muslical growth of students. A review of current
methods texts reveals considerable divergence of opinion
regarding the use of these ilnstruments in general music
instruection, Further, little information is glven in
ragard to how thay should be used as an accompaniment

to singlng. chévﬂr, there appears to be a consensus
that although the plano, autoharp and gultar are not
abgolute necessities in the classrocom, they belong in

a well equipped music room aleong with a record player,
tape recorder, song bellas and percussion instruments,

In a recent published text, Music in Elementary

Education, there is one reference to accompaniment of
singing with a guitar or folk instrument ag a wvaluable
motivating foree for encouraglng positive attitudes

toward singing, but there is no mention of plano other

than llsting it as standard equipment.g

9Harylee MehMurray Lament, Music in Elementary
Education, (New York: MacMillan Publishing Co., ILnc.,
19?6}l _Pl ?Gl




Timmermanl® indicates instruments are useful substitutes
for an inadequate teacher's voice and outlines a procedure
wheravy the teacher plays the melody of each phrase on

the piano followed by the children singing that phrase
with accompaniment and then without. No specific
indieation, however, 1s made 1In regard to melody alone,
meledy with harmony, or harmcny alcne as accompaniment

to singing. Cheyettell endorses use of piano accompaniment
to singing and specifies melodic reinforcement until the
children are familiar with the song, and then harmonic
accompaniment as an ald to good intonation. Jones reports
on the attributes of piano based on lnterviews with
classroom teachers and Lndlcates plano is "helpful in

12 Mursell endorses

overcoming off=piteh singing".
insgtrumental accompaniment to slinging te help "carry the
song along"” but warns "you must be careful not to let

the accompaniment overpower the singinﬂ.“l3

A more detaliled discussion of plano accompaniment 1s

10Maurine Timmerman, Let's Teach Musie, (Evanston,
Illinois, Summy-3irchard Publishing Company, 1958),
p. 78 and p. 848.

! 11Irv1qg Cheyette and Herbert Cheyette, Teaching
iMusiec Creatively, (New Yorks MeGraw-H1Ill Book Company,
1965 )5 padls

12Archie N. Jones, Music Bducation in Action,
(Boston: Allyn and Bacon, Inc., LG60), p. 55.

13Jamee L. Mursell, Music Bducation: Frinciples
and Programs, (New York: Silver Zurdett Company, 1958),
o, 213,




presented by Nye and Nvel® in whieh the following
procedure is outlined:

(1) The teacher plays the melody of the
entire song.

(2) The melody of the first phrase is
playaed while the chlldren mouth the
words silently,

(3} The children sing the phrase with
the piano,

(4) Each subsequent phrase of the song
is presented simllarly,

(5) As the song is learned, support of

the instrument is gradually withdrawn

to gain independence from it,
Further, in the opinion of Nys and Nye, while 1t is
highly desirable to have a piano in every classroom,
the plano is not essential in teaching or in accompanying
songs, However, thay stress +that the piano has 1ts
greatest use at two points In the learning process:
(1) at the beginning, when a song is introduced by
playing it on the piano with simple accompaniment,
permitting the melody to predominate clearly, and (2)
at the end, when addition of piano accompaniment enhances
the musical effeet of the performance, Nye and Hye affer
three limitations of the usa of the pilanos (1) when the

teacher is playing the piano, he cannot hear the children

well enough to determine if each child is ginging correctly,

lhﬂobert Evans Nye and Yernice Trousdale ye, Music
in the BElementary School, (Znglewood Cliffs, New Jersey:

Prentice-Hall, Inc., 1970) pp. 159, 194-195,




(2) when the teacher is in a stationary position, he
is unable to move through the class so he may help
individual children with their singing problems, and
(3) when the plano ls used constantly, children might
not develop independence in singing,

It is apparent muslec educators sgpeculate piano
accompaniment can be detrimental to musical development
in that it overpowers the young volce and encourages
dependency upon the instrument., In this regard, Gordon
is explicit in his suggestion that only harmonie
accompaniment be provided,

"The teacher should provide the out-of-tune
singer with simple harmoniec (not melodie)
accompaniment to his acho responses on an
autoharp, guitar, ukulele, or plano; it is
much easier for an out-of=-tune singer to
develop a sense of tonality by listening

to a "chording" instrument. When the plano
is used for thils purpose, the teacher should
never play the melodys to do so provides

the student an opportunity not to concentrate
on his intonation. . . . . .Moreover, it

is more dlfflcult for an out=of-tune singer
to mateh tones played on a plane or xylophons
than it 18 to match the human voice. The

uge of a full pianc accompaniment should be
regervad until Etudanfg have developed

good singing hablts,"

Purpose of the Study

While it may be true that continuous use of

traditional accompaniment on piano (that is, melody and

15Edwin Gordon, How Children Learn When They Learn
Musie, unpublished manuscript, p, 35,




harmony) can deter children's singing development, there
is no objective evidence to support this belief, It is
the writer's opinion, that the piane, properly used,

can be a great asset in tonal development. That is, =
structured combination of accompaniment techniques

should facilitate the development of the ghild's

singing voice and therefore result is more efficient
development of a child's sense of tonality. Specifically,
it 1s hypothesized (1) singing should be accompanisd with
melodic reinforcement only, plaved in octaves on the
plano, as students are learning a song, {(2) after the
gtudents have become familiar with the general direction
and tonal patterns of the melody, accompaniment should

be changed to include both melody and harmony, and (3)
finally, but gradually, melodiec accompaniment should

be de-emphasized to the extent that only harmonie
accompaniment 1ls used when students sing the song,
Accordingly, the purpose of this study was to objectively
compare the value of two different types of agcompanimant
in glnging in terms of thelr contribution to the

establishment of students' zense of tonality,



Problem of tha Study

The specific problem of thils study was to determine
if students learn to sing songs in major and minor
tenality, as an 1nlitial step In tonal conceptual
development, more efficiently when only harmonle
accompaniment is used as compared to the use of melodic
accompaniment alone (played in octaves at the piano),
followed by melodic and harmonic accompaniment together,

and finally harmoniec accompaniment alone.



Chapter II
REVIEW OF RELATLED STUJIES

Introduction

Inveatigations conducted by :immermanl, Moorhead
and Fandz, Andrews and Deihlj. Pflederer and Sechrest™
and Taebel? bear some relationship to the present study.
They are concerned with the overall development of

mugical concepbs of elementary school children,

litarilyn Pflederer Zimmerman, "3risf Focused
Inatruction and Musliecal Concepts," Journal of Hesearch in

Musiec Education, Vol. 18 (Spring 1971), p, 26,

EGladys Evelyn ioorhead and Donald Pond, Music of
foung Children, 3 Vols, (Santa Barbara: FPillsbury Foundation
for Advancement of Music Education, 1941-19hi),

3Fra.nr.:es li. Andrews and Wed C, Deihl, Development of
Technioue for Identifving Elementary School Children's Lusiecal

Cencepts (University Park, Pennsylvanla: Pennsylvania Stata
University, 1967).

”Marilyn Pflederer and Lee Sechrest, How Children
Conceptually Organiue Musieal Sounds (EvanSton, Illinois:
Northwegtern University, 1987).

Donald K. Taebel, "The Effect of Varlous Instructional
Modes on Children's Performance of Music Concept Tasks,"
Journal of Research in Music Educatien, Vol, 22 (Fall 1974),
pe 170,

10



	Page 1
	Page 2
	Page 3
	Page 4
	Page 5
	Page 6
	Page 7
	Page 8
	Page 9
	Page 10
	Page 11
	Page 12
	Page 13
	Page 14

