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ABSTRACT

The purpose of this reaech wago examine the potential relationship between
student sé degr ee o¢cofineomto begiraming bangd metHmbks r eper
and aurabased music achievement aftereyear of studyThree research questions
guided this study: (1yVhich songs from the Familiar Repertoire Survey (FRS) are
reported as being the most and least familiarecstmple?2) For a familiar song,
ALi ght,cagn FR®swores predi@) Familiar Music Achievement Singing Test
(FMAST) scores(b) Familiar Music Achievement Playing Test (FMAPT) sco(e},
Familiar Music Achievement Improvisation Singing Test (FI8A) scoresand(d)
Familiar Music Achievement Improvisation Playing Test (FMAIPT) sco(8sFor an
unfamiliar songfi Fi n i ban ERSoeres predict (a) Unfamiliar Music
Achievement Singing Test (UMAST) scores, (b) Unfamiliar Music Achievementiriglay
Test (UMAPT) scores, (c) Unfamiliar Music Achievement Improvisation Singing Test
(UMAIST) scoresand(d) Unfamiliar Music Achievement Improvisation Playing Test
(UMAIPT) scores?

Participantsl = 17) were fifth and sixth grade students enrolled iir gecond
year of beginning band in a New Jersey elementary school. | created two measurement
instruments: FRSJesignedtogaugeh e br eadt h and depth of st
songs common to beginning band method books, and the Music Achieventent Tes
(MAT) designed to measure atzdsed music achievement in singing, playing by ear,
and improvising on a familiar and unfamiliar song.

In the first session, participants completed FRS by listening to songs common to

beginning band books and completingikert-type survey on their familiarity with each



song. Later, participants watched MAT through an interactive video which prompted
them to complete eight musical subtests. | recorded all performances. Judges rated each
performance with two rating scales.

| analyzed the frequency of resses for each song and fouiildiot Cross Bun®
AJingle Bellso fiPierroto fiLightly Row,0 andiiLondon Bridg® to bethe most familiar
songs. Through linear regressions, | analyzed the ability of FRS to predict MAT $cores.
founda ggnificant regression equation between FRS and its ability to presidiST
scores and UMAIST scores

The current exploratory study comtad many limitations which restricts
generalizability to other beginning band populations; however, six conatusam be
made. Familiarity with common beginning band repertageepresented by a selection
of 24 songs common to beginning band method bdotse s not predict stu
achievement (a) singing an unfamilsaang (b) demonstrating through singing
improvisation based on a familiar song, (c) playing by ear a familiar or unfamiliar song
and(d) improvising on an instrument, whether improvising within the context of a
familiar or unfamiliar song. Familiarity with common beginning band repertoire does
predct st ud e ndantyd) singicghaifamiliae sorand (b) demonstrating through

singing improvisation based on an unfamiliar song.
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CHAPTER 1
REVIEW OF THE LITERATURE
I ntroduction

At the beginning of every school yeanpst beginning banstudents eagerly
await their very first lessoWhenstudents enthusiasticallyrive in theband roomthey
may have engaged in exploration on their instrument prior to the first lesson, or they may
beplaying their instrument for the very first time. During the first lessons, students
experience varied questions, challenges, and accomplishments related to a host of skills
they will rely on as they develop their musicianship in band, particularly gpskills
supporting their instrumental music achievement. Such skills, sometimes referred to as
iexecut i Gruow Bordonl &Azzarg, 2001, p.)léclude how to assemble,
disassemble, clean, and store the instrument; the combined skills requitakle a
characteristic sound on the instrument,
fingers, hands, and body; how to form an embouchure; how and when to inhale and
exhale; how to articulate sounds; and how to apply those new skills to gtaiments
in coordination with reading music notation.

In the midst otheunfamiliaities during the first months of beginning band,
mosB if not alld students have in common that, prior to beginning band, they had
previous experiences with musideally, students will have previously engaged in music
interactions in and out of school that will continue, and bolster their capacities for a
lifetime of independent music making: singipdayinginstrumentsperforming,
creating,jmprovisng, compofng, arrangng, readng and writingnotaton, listering and
analyang, connecting, responding tausic and performances, and undersiagnd
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relationships to other art forms, history and cult@&ie Education Agency Directors of
Arts EducatiofSEADAE], 2014. Whetter learned during informal interactions in the
home, a place of worship, in school settings, or during more formal music education in
community or school settings, students have a familiar repertoire of songs in their
audiationt By first playing familiarsong$ those they can sing (or at least recognize
aurally students potentially confront a reduced number of unfamiliarities as they apply
their developing executive skills to instrumental performances of those songs. They
might achieve expected performareeels on their instrument more quickly if playing
familiar songs than if playing unfamiliar songs.
Review of the Literature

In this review of the literature | will focus on the three main topics of this study:
familiarity with music, aurabased instruadn, and beginnindgpand methodook
reviews. First, to define and analyze what constitutes familiarity with music, 1 will
di scuss the I|literature on musi cal memory,
experience and culture, the use of familiar music itrimsental music, and meaninfgs
knowinga song. Second, | will discuss the literature on the three most common forms of
auratbased instruction: singing, playing by ear, and improvising. Finally, | will discuss
method book reviewahich focuson repertaie and historically significant method books

that included aurdbased instruction.

1 Gordon (2012) defined awlit i on as t he fAprocess of assi mi
music inside the mind that may or may not have previously existed (p. 3). In other words,
not only can we rear and analyze music we have heard in the near or distant past, we
can also improvise @ncompose in audiation. Gordon often made the analogy that
Aaudiation is to music what thought 1is to
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Musi cal Familiarity
Musical memory

To create memoriegxperiences are encoded into a context thateaningfor
each per s onspieaosseerperientes (Snyed09. In general, hmans can
hold very few items in shotterm memory (STM) with current research indicating four
items is the maximum (Cowen, 200Bhe termchunking coined byMiller (1969)
refers togrouping a few related items, and the associatatare of our longerm
memory (LTM) work together to formaur episodic memorieRecognizing or recalling
music typically involves episodic memory (Snyder, 2009).

Perceiving and encoding melody into LTM seems to be largely related to tonality,
musical irervals, and melodic contous¢hmuckler 2009; Snyder, 2009Recognizing
and recalling melodiealsorelies heavilyon melodic contour, pitclsets, and rhythm
(Dowling, 1999. Recognition igmplicitori naccessi bl e Implictconsci ou:
perceptubmemoryisthebasisor much of r e (©Gmyden 2009 p 109).me mo r
Schmuckler (1997foundthato n e 6 s ab i | i tmglody wasalsoe me mber a
strengthenedr weakened by thme | o dndidgsif the enithig was highly predictable,
subjects were moiiely to remember the melody than if theding was unpredictahle
When the pitches of a melody remain intact, but the octaves are displaced, the melodies
are generally unrecognizable (Deutsch, 1972). When the melodic contour remained
intact, subjects lhlittle trouble identifying the melodies (Dowlin§§978). Snyder (2009)
s t at leesmportédnte of contour versus interval seems to decline the moreavakd

a melody iso (p. 112) .



Sloboda (1985) found that recalling simple melodies never yielddecpe
replication. Episodic memory for melody is based largely on schema and not all details
are retained. Schema is a context based on previous knowledge and experiences that
influence new memories andpex r i e nschersas appearfio underlie structural
regularities in musisuch as tonality and metraswel as st andardi zed mu:
(Snyder, 2009, p. 108Musical memory occurs through developing schemata of tonal
systems and otherumsical frameworks.

Infants begirto develop musical schemas agstablishtheir knowledge and
understanding of ther ¢ ufantiliar torabsystenfrom exposure to the music of their
culture(Hallam, 2013). Therspecific songs cabe compare to the tonaframework and
they become memorablefants can recognizeumiliar songsf the timbre and the key of
initial presentation remains the same in subsequent he@datiam, 2013. Infant
melodic processing is not limited to simple music as infants can recognize complex
music even after a twaveek delay (llari & Pdta, 2006. llari and Polka (2006) found
thati mbr e pl ays ercaptiohpesferienteandmiscanmnatimbetween
complex pieceslrainor, Wu, and Tsang (200und that infantshowed more interest
in familiar folk songs performed in a ndimnbre or tempo meaning that their memory for
the song was timbre and tempo specific. Trehub and Nakata (2001) found infants were
most interested in their motherds | ive sin
recorded singing or speech.

Preschoothildren can recognize familiar songs perfornredifferent keysand
with different timbres (Hallam, 2013ror preschootaged children, lyrics also influence
musical recognition. Feierabend, Saunders, Holahan, and Getnick (1998) found that after

4



listening to melodies with and without lyrics for four weeks, participants were more
likely to recognize a song sung with a neutral syllable if they had previously listened to
the song with lyrics.

Elementary school children can typically distinguish betweemlfar melodies
that follow pitch sets for diatonic scales and those that do not conform to those pitch sets
(Trehub, Thorpe, & Morongiello, 1985). Many can also stay in a single key when singing
a familiar song (Davidson, McKernon, & Gardner, 1981). Bjeyears of age, children
are developing pitch organizati® based on hierarchy, meaning they understand that
music has a tonal center like toniic.addition, heycan discern the major mode from the
minor mode (Krumhansl| & Keil, 1982). Ninand teryear-old children scored
significantly higher when comparing sets of tonal patterns and melodies than comparing
atonal patterns and melodies (Andrews & Dowling, 1991).

Adul t s c¢ amafamil@cnelgdy i.zat alnfost any tempo and at any pitch
level. . .hence memory encoding of familiar melodies is not an exact or episodic copy of
particular pitches and rhythms, but a higbetder abstraction or schema of particular
features of the melodyo (Snyder, 2009, p.
college students who had no formal music training while they listened to folk or nursery
rhyme melodies. Participants determined if the melodies were familiar and contained any
altered notes. The familiar melodies were easily recognizable and the alteredvace
detected about 90% of the time. From the PET scans, the researchers concluded that
listening to familiar melodies activates parts of the brain that process music, linguistics
and emotional response (Satdlakeda, Nagat&himosegawa& Kuzuharag 2006).

Through enculturation, adults can recognize and distinguish melodies from unfamiliar
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tonalities compared to melodies based in closelgted but differend tonalities (Loui,
Wessel, & Kam, 2010).

The more we listen to music throughout our lifetimere we become
enculturated to the music around us. Researchers found that our musical schemata (a) is
highly influenced by our culturéM{orrison, Demorest, Aylward, Crame%, Maravilla,
2003;Demorest, Morrison, Beke&, Jungbluth, 2008), (b) develops eusfore we
reach fifth grade (Andrews & Dding, 1991;Krumhans| & Keil, 1982; Morrison,
Demorest, & Stambaugh, 2008; Trehub, Thorpe, & Morongiello, 1985), and (c) is
resistant to change (Morrison, Demorest, Campbell, Bartol&nfigberts, 2013).

Musical eyectations

When listening to music, our expectations are shaped based on musical
experiences, the cultural framework, and other knowledge we hold irtdamgmemory.
Baseal on our prior listening, wmake predictions about upcoming musical events
(Gordon,2012; Hannon & Trainor, 2007; Huron, 2006; Trainor & Zatorre, 2009).
Bharucha (1994) defined three types of musical expectations: schematic, veridical, and
dynamic. Schematic expectations are based on musical knowledge and past experiences;
veridical expetations are based on repeated hearings of a musical piece; and dynamic
expectations occur when hedy a piece for the first time.

Huron (2006), Meyer (1956), Narmour (1990), and Schellenberg (1997)
researched expectations when one experiences melodis.eBased on their research,
Snyder (2009) labet four types of expectations) (@itch praimity, (b) postskip
reversal, (v stepinertia, andd) late phrase pitch declination. Pitch proximity is the
expectation that subsequent pitches will be clogether, less than a minor third. Rost
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skip reversal means that following a large interval, the next pitch will be in the opposite
direction. Stegnertia means that pitches a step apart tend to follow each other, and late
phrase pitch declination meanslodic phrases tend to fall towards the end (Snyder,
2009, p. 110).

Margulis (2005) offered a model of melodic expectation based on the primary
factors ofstability, proximity, and direction as well as the secondary factor, mobility.
Mar gul i s 0 sdedoond eNla neoxupr abrsrealizatom théory andhaounhé s
types of musical expectatiorBYy anal yzing participantso6é per
listening to a melodyMargulis created an expectational analysis based on expectancy
ratings for melodic events

Use of familiar repertoire in instrumental music

In any educational setting, it is important for the instructor to consider the
studentsoé prior e X5ageeld8s;viygotsisy, 197B)Bruner€l®64) 1 9 6 4 ;
in his Constructivist Theory describlesirning as an active process where the learner
constantly revisits prior knowledge to construct new conc&atgne (1985) describes
the importance of retrieval or enabling students to remember prior leavtyigotsky
(1978)states that in addition tolyeng on prior knowledge, social interaction with a
more knowledgeable other is key to learning new concepts.

In the field of educational psychologgtive learningcan be found in theories in
which people construct meaning through actively relating exgyeriences with prior
knowledge and experiences. Active learning can bedgeltted, but is often social and
occurs as part of a community of practice or those that share common interests and goals.
As part of the community, the learners seek out a kmoevledgeable other to guide
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them in their learning. Active learning is typically gaalented, and often focuses on
critical thinking skills like problem solving, testing ideas (Rehak & Hrtlger, 2017).

Green and Giannola (2011) define active laagras:

the intentional opportunity for students to engage in the learning process. It
connects learners to the content through movement, reflection, or discussion,
making students the center of the learning process as they take the initiative to
learn. Itcan be behavioral and/or cognitive, supporting a variety of instructional
objectives from recall through synthesig.(g-5)

In music education settings, prior music experiences consist of skills learned
through interacting with music and the repegaxperienced during those interactions.
Musical skills include those involved in active music maRirigtening, singing, playing
instruments, improvising, creating, performing, respondingnectingand other skills
included in the 2014 MusiStandardsREADAE, 2014)Scott (2011) states that active
learningtechniquesreeffective wag used thestudentcentered approachesantive
music makingln the active learning approaches of playing by ear and improvising,
students must consider prior knowledgelve problems, test ideas, and perhaps consult a
more knowledgeable peer or teacher.

Familiar repertoire is important in many types and stages of audiation, especially
when listening, reading, writing, recalling, and performing music (Gordon, 2012).ddavin
a large repertoire of familiar songs enhances listelmynallowing the listener to extract
familiar tonalpatternsand rhythm patterns and harmonic progression and helps the
listener predict portions of the musk large repertoire of songs enhanpeforming
through developing references to prior performances they have heard. Finally, a large

repertoireprepares the music learner for future musical experiences including learning to
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play an instrumenihen they are learning to play songs with whictythee familiar
(Azzara & Grunow, 2006; Howe, 1995; Gordon, 2012; Grunow, 1996).

For example, Shinichi Suzuki hypothesized that children could learn music
similar to the way they |l earn their first
appr adohwe, 1995, p. 178) . I n Suzuki és moth
child will be familiar with most of the folk songs in the method books because the songs
chosen were songs Suzuki deemed culturally significant. However, if the folk songs are
not familiar, the teacher is expected to help the student develop familiarity with the
song® through listening before the student learns the songs ommhlgerinstrument
(Howe, 1995).

Like Suzuki, Grunow (1996) suggested that learning music in a sequahée th
similar to learning language will prepare students for reading and writing music notation
with comprehension. He recommends that before students begin to play a musical
instrument, they should demonstrate musical readiness including singing in tune,
organizing movements in steady beats, chanting rhythms in femgaomprovising
vocally. As students begin to learn an instrument, they should learn to play by ear,
audiate what is played, recognize chord functions, and improvise harmony. In this
approachfamiliar repertoire is as important to reading music as familiar words are to

reading language.

Telesco (2013) recommends aur al skill's
schemat a. Knowing studentsd schemata or ge
insight into their | earning because At he s
principal determiner of what wil/ be | earn

9



438) . I f the studentsd schemata do,not c
then the class shoul d b e-gnownsengstinithe tesired e n i
musi cal grammar, to develop the requisit
devel op studentsdé musical vocabuwhoasey, gr

materials that are familiar to students and previously encoded (Telesco, 2013). The
melodies should be short to not overload working memory; and contain short, repetitive
melodic patterns. Although Telesco recommended the above strategies fekgigral
courses, the strategies apply to all music courses including beginning band.
Knowing a Song

Researchers have varied definitionsfaomiliar songsandknowing a song
McGuire (2000) compared song lists from several studies to discover common songs
across the United States and to define what it means to know a song. One discrepancy
McGuire discovered is the difference between songs that should be known, according to
experts, and songs that are actually known according to participants. McGuir¢Haund
some researchers created lists of folk songs they expected subjects to know due to the
s ongs 6 signifidaicelfdusid Educators National ConferendéENC], 1996;
Prickett & Bridges, 1998, 2000, 2001; Whitlock & Ramsey, 1993); while other
researchrs investigated songjsatsubjects know through seléport and performance
(Killian, 1993 & 1996). Examining song lists for intention, McGuire (2000) categorized
the |lists as fidevised |istso or fdauthent
experts, while authentic lists reflect songs known by participants (McGuire, 2000).

Throughout the studies, the definition of knowing a song varies greatly. McGuire

i C

discovered that songs appearing on more than one list tended to appear again on the same
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list type: devised or authentic. Interestingly, no song appeared on all reviewed lists, but

the songs found on at least two authentic, two devised, and two reviewed songbooks
includefAmerica (My Country Tis of Thee) BAmerica the Beautifyl BHome on the

Rarge ol v@ Been Working on the RailroaddOh SusannadS hleld6 be Comi ng O6F
the Mountain andiYankee Doodlé (McGuire, 2000). Below, | included more detailed
descriptions of a few studies that McGuire reviewed. They are in reverse order of

relevancyto the current study.

WhitlockandRa ms ey 6 s ( 19 9 3ijentpyisongsofeshe Amedcan t o A
culture which all Texas school children should be able to sing by the end of-grsictéh
educationo (p. 48). After ar3(0somdsjTexashary qgu
musi c educators selected 50 songs from the
(Whitlock & Ramsey, 1993McGuire (2000) categorized the song list as devised.

Prickett and Bridgesd (1998, 2000, 2001
identifying the song title. Two music education professionals compiled a list of 25 songs
they assumed to be known by everyone with a gixétde education in the United States
(Prickett & Bridges, 1998). Subjedétsmusic education ahmusic therapy
undergaduated listened to a recording of each song performed on an electric keyboard,
and named the songé6s title. Overall song r
Prickett and Bridges (1998, 2000) recommended that more basic songs be taught or
reviewedduring the college music education curriculum and that professors should assess
which songs are familiar to their stude&Guire (2000) categorized the song list as

devised.
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To create a comprehensive list across cultures and generations, Killiaip (1993
examined the fAconsistency in kno(@w8eaedge of
defined knowing as the ability to recall a song tiKdlian examined three groups of
subjects: (a) adults over age 60, (b) special education or elementary edonzgtic
enrolled in an undergraduate music class, and (c) children in ggtlide music class.

Killian (1993) askedduj ect s t o n a me soags asmassibje. Grelating dr e n 6
song lists by group, 18 songs appeared more than once on all thr@éhksi® songs

listed by all three groups plus an additional 11 songs most commonly listed by college
students and children appear in Killianés

To assist teachers in evalwuating studen
out to plore discrepancies in what it means to know a 8atihg difference between
verbal recognition and musical performance. Subjects were a group of third grade
students and a group of elementary education majors enrolled in an undergraduate music
education @ss. Subjects identified songs they recognized from the list of 29 songs. The
instructor read the title of the song and sang an excerpt while subjects circled songs they
knew on their answer sheet. Later, subjects recorded the known songs individually.
Peformances were evaluated on (a) pitch accuracy by a rating scale, (b) word accuracy
by percentage of correct words, and (c) starting pitch (Killian, 1996). Killian found that
both groups knew almost the same number of songs and there were no significant
differences between the two groups on pitch accuracy. Interestingly, children achieved
their best scores on songs that were circled most frequently. In both groups, word
accuracy correlated significantly with number of songs sung. Killian (1996) speculated
that fArehaxpeel gnced si nagserrse neemh enreidn g ktnhoew i

12



226). Killian advised music teachers to use multiple measures of evaluation when
assessing familiar songdcGuire (2000) categorized the song list as authentic.

The literature states the importance of using familiar repertoire to help students
learn musical instruments. However, the when searching for a list of common songs,
researchers had varying definitions of what it means to know a song. For this study,
familiar repetoireis defined as collection ofsong with which one has lonterm
experience and interactions (e.g., lisen singing, moving, playingn instrument).

Aurbedsed I nstruction

The sounebeforesymbol approach has been a mainstream philosophy in
American music education since the 1600s, when New England singing schools began
(Mark, 2008). Lowell Mason, influenced by Pestalozzi, continued the tradition of
listening and singing experiences to inform reading music notation and music theory
knowledge. he philosophiesf Dalcroze, Dewey, Kodalyrff, and Suzukadditionally
promoted active musimaking, and continued the souhdforesymbol approaches of
singing, moving, playing instruments, and improvising as ways to inform music literacy
(Campbell & Sott-Kassner, 2010).

Despite the longerm success and popularity of the sotweforesymbol
approach in American schools, bands in schools began out of a decidedly different
tradition and mindsetWhen bands began in public schools after World War ¥, were
influenced by military band members becoming music teachers as well as instrument
manufacturers holding band contests and awarding musical instruments to winning
schools (Mark, 2008). School bands have a long tradition of developing executivie skills
reproducing music by reading notation, and preparing for performalhc@derthe
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leadership of a director (Allsup & Benedict, 2008; Texter, 1975). This form of teaching
students to play an instrument is commonly referred to as traditional instruction.
Traditional instructionrefers to teaching music reading and executive skills
simultaneously with the greatesnphasis on rereating existing music through
performance (Singletary, 2016; Texter, 1975). Traditional instruction techniques include
teachemodeling with or without an instrument, echoing, groumdividual

performance, teacher instructiaand conducting (MacLeod, 2010; Singletary, 2016).

In instrumental music, a large body of research compares traditional instruction to
auratbased instretion. Aural-based instructiofis a broad term that refers to teaching
musicianship and aural skills alongside executive skills. Techniques including delayed
note reading, learning by rote, and listening to model recordings are also included in the
literature Musco, 2010Sperti, 1970). For example, Sperti (1970) studied the effect of
listening to model recordings while practicing on a variety of musical achievements. The
experimental group of beginning band students who listened to model recordings had
higher ratings than the control group who did not listen to recordings. This was especially
noticeable when it came to characteristic tone quality (Sperti, 1970). In a study by
Mathias,Palmer, Perrinand Tillmann (2014)adult pianists learned new melodi&®me
participants learned the melodies through listening only, while others learned by listening
and then playing them on piano. Participants who learned byibtehihg and playing
me | o dincreased reiognition of learned musical melodies aboveeyuwhd
recognition rates achieved folling listeningon |l 'y e x per i etak, 280d4Hp. ( Mat hi

2251). Although listening plays a large role in atbased instruction, in the literature,
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listening is typically grouped with other musical techniques.mibst common aural
based instruction techniques are singing, playing by ear, and improvising (Musco, 2010).
Singing

Music pedagoguagecommend that band directors inclgileging orvocalization
as a tool in instrumental music settings (Gordon, 2012e8td, 1997)MacKnight
(1975), Grutzmacher (1987), McDonald (1987), and Lee (1@€36¢d the effects of
moveabledo solfegeon music achievement in beginner instrumental students. The
researcherfound ttat when students sang withoveabledo solfegethar music
achievementvas greater than those wkang withoutnoveabledo soffége Sheldon
(1998) investigated the effects on singing witbveabledo solfegeon error detection for
undergraduate instrumental students and found similar results.

MacKnight(1975) and Grutzmacher (1987) found that singing tonal patterns
statistically significantly improved sighitading achievement, and Lee (1996) found that
singing tonal patterns with certain articulation and phrasing significantly improved
articulation anghrasing achievement. MacKnight (1975) studied the effects of
moveabledo solffegeand tonal patternson sighte adi ng -vwsnal fAaur al
di scrimination. 0 Th efegeangtenalipatiernstaadiscoggd oup s a
significantly higher in sighteadirg and auralisual discrimination compared to the
control group using traditional instruction. Grutzmacher (1987) investigated the effect of
tonal pattern training on the aural perception offpestir instrumental music students,
and found thatband stwdld s 6 per formance through har moni
tonal patterns improved their melodicsighe adi ng scores more t han
performance through traditional instruction. Grutzmacher concluded that experiencing
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major and minor tonal pattes through singingg | ayi ng, deadstohighsrt eni ng
levels of conceptual understanding than the use of definitions and descriptors to teach the
diff erence bet we e (198N 3,]168)Leed1996)explored thesftects of
vocalization andonal patterns on articulation and phrasing compared to traditional
instructionand found that the experimental group scored higher in music performance
measures for dculation and phrasing.

Froseth (1971)McDonald (1987)and Bernhard (2004) studiecktkffect of
singing tonal patterns and whole songs on music achieveWehtthe purpose of
researching and developing beginning band teaching techniques and materials focused on
individualized instruction, Froseth (1971) designed texts to aid studahdsafoping the
singing voice, singing folk songs, penming movement activities andaythmics. In
the eyperimental group, teacheescouraged students to play by ear, improvise, and
choose folk songthey would learn (Froseth, 19)71n thecontrol graup, teachersaught
the students usinmaditionalinstruction Froseth found that individualized instruction is
practical and grely benefits student learningroseth continued to research and develop
materials that led to the method book sekieten,Move, Sing and Plafpor Band
(LMSP) (Froseth, 1984).

McDonald (1987) investigated strategies
sequences. Thirdrade recorder students in the experimental group sang and played
whole songs, tonal patterns, and rhythm paste¥When singing or chanting, students also
learnedsofége The experimental group learned through rote learning and playing by ear,

while the control group learned through traditional instruction. The experimental group
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outperformed the control group @il achievement categories including melodic,
rhythmic, and executive skills (McDonald, 1987).

Bernhard (2004) investigated the effects of tonal training on playing by ear.
Beginning instrumentalistssing standard method book melodesg on neutral and
moveabledo solfegesyllables. Bernhard (2004) found thaigng had a significant
effectonp ar t i @bilipy omplaysy earbut did not find a significant effect on sight
reading achievement

Liperote (2004) explored the effect of audiatimesel instruction andnusic
aptitude on the music achievement of elementary band students. The experimental group
received an extra year of audiatibased instruction in third grade while the control
group received traditional general music curriculum. At tiek @& fourth grade beginning
band, participants took a music achievement test in which they sang and played three
etudes. Two etudes included prepared performances from notation and the third etude
included sightreading. Liperote found that audiatibasel instruction had the largest
effect on students with low music aptitude, and audidtiased instruction did not
impede music achievement for any students. Liperote suggested the possibility that one
year of instrumental instruction or the additional gaar of audiatiorbased instruction
in third grade was not enough to see a significant difference between groups, but some
separation of skills was beginning to emerge.

Practitioners can draw from e s e a findihgs thag inging tonal patterns
(Grutzmaher, 1987; Lee, 1996; MacKniglit979 or tonal patterns and whole songs
(Bernhard, 2004; Froseth, 1971; McDonald, 1987) positively affected critical music
achievement skilis such as playing by ear, melodic, rhythmic, exae skills, and
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sightreading more ttan traditional instruction. Intrigued by positive outcomes of
singing on instrumental music achievement, Froseth (1971) and Bernhard (2004)
included pl ayi ng b ybasedinstruction companents with pasitive e s 6
outcomes.

Playing by Ear

McPherson (2005) defines playing by ear as the performance-eksteng
music, learned aurally and without the aid of notation. In a review of playing by ear
literature, Musco (2010) found that researchers investigkiddlevelopment of playing
by ear (i.e., Dekell, Rowhe, & Ballard, 1999; Gerber, 19981cPherson, 1995,997)
and its correlation to other mualcskills, like readng music notation (Bernhard, 2004;

Luce, 1965; McPherson, 1995, 1997gsRarcheralsoinvestigated the learning styles
and strategies that young musicians use to play byBa#ef & Green, 2013; Green,
2010; McPherson, 2005; Varvarigou & Green, 2015).

McPherson (1997) and Musco (2010) found that the skill of playing by ear does
develop with experience in instrumental siraueven without formal training in how to
play by ear. In a qualitative case study of high school band students, Spears (2014) found
that given the opportunity to learn songs by ear, students believed their ability and
confidence to play by ear had incsed.

Through several longitudinal studies, McPherson (1995, 1997) evaluated-middle
and highschootaged clarinet and trumpet players on different musical tasks including
playing by ear, playing from memory, improvising, playing rehearsed music, and sight
reading. Subjects tended to improve at playing by ear over the course of the study despite
lack of training in thaskill. Subjects also participated in interviews about their practice
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habits outside of school. Those that practiced vaakd skills likgolaying from
memory, playing by ear, improvising, singing, and mentally rehearsing tended to perform
better on the three aurbhsed tasks.

Delzellet al. (1999¥ktudied the difitulty of playing tonal patterns by ear and
found that(a) ascending pattesnare asier than descending patterns,daiterns in major
tonality are easir than minor tonality patternand(c) changing thg a t t last pitob s
was easier to discern than changing a middle pimtérestingly, tudents tended to use
familiar fingering patterns repeatedly even when they realized the sound was incorrect
The researchers found smnificantdifference when considering performance
experience or instrument family as all participants experienced some success in playing
by ear(Delzell et al., 1999).

Researchers investigatitgarning styles and strategighst students employ when
playing by eafound certain practical and musical strategies the most predictive of
student succegBaker & Green, 2013; Green, 2010; McPherson, 2005;armou &
Green, 2015). Green (2010) dewirednpefitrred per so
approach to learning and typically remained constant thg h o s tife. ®hnoagbout
three stages of the study, participants were asked to listen to afpreasic and attempt
to play it on their instrument. The qualitative study revealed several learning styles or
innate approaches to playing by ear includ@g A i mpdtyle §.€.,responding to
the music quickly and confidently, but inaccurate(p); fi-mtthed a rskle (i.e.,
playing notes as guesses typically unaware of accur@y); i p r atgld (iie¢ al 0

listening and playing systematically to find the correct notesj(d) @t hestyleet i cal ©
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(i.e., asking many questions and tryingrientally or verbally figure out the song before
and/or after playing). Practical style was usually the most successful.

Varvarigou and Green (2015)mtnued researchinigarning styleof and
strategiesised by beginning band students playing by Eaeycategorized 75
par t i dearpirastyles for playingbyearc cor ding t o Greends ear
impulsive, fiotin-the-dark, practicaltheoretical) (2010). However, the time spent
learning the piece revealed individual learning strategiearning strategies diffdrom
learning styles based on experience or conscious choice (Green,&H3).(2010)
defined learning strategies adeliberateapproach to learning based on experience or a
conscious choicdn theVarvarigou and Green (26)study,participants used four clear
strategies while attempting to perform a song by ear. These strategies irfe)uded
listening without playing(b) playing single pitcheg¢) asking questions, ar{d) playing
while listening to the recording.

In a longitudinal study, McPherson (2005) investigated strategies for playing by
ear and found that participants generally employed one of the following strafapies:
conceptual strategig¢batinvolved imagining the contour of the melody or trying to
decide vhich notes might match the sourfbl) kinesthetic strategigbatinvolved
attempts at matching the sound to a fingering;(@nhdhusical strategiethatinvolved
mental rehearsing, singingnd playing repeatedlinterestingly, McPherson (2005)
foundfithat those children who applied musically appropriate mental strategies very early
in their learning were more likely to succeed in comparison with theirger32).

Baker and Green (2013) taugitrategies foplaying by ear to aexperimental
group andhen assessed the experimental and control groups in areas of music
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performance. The experimental group outperformed the traditional instruction control
group in every criterion with the | argest
center (Bake& Green, 2013).

Researchers investigating playing by ear and its correlation to other musical skills
found playing by ear has a positive correlation to reading notatloRlferson, Bailey&
Sinclair,1997;Musco, 2009) and improvising (McPherson et #97).Musco (2009)
analyzedplaying by ear and its effect on transposing to unfamiliar key centers. The
experimental group learned sorgsear in one familiar and two unfamiliar keyihe
controlgroup learned the unfamiliar keys by reading and plaséates and scale etudes.

As expected,he experimental group significantly improved in playing by ear in the
unfamiliar keysand tke control group did not. Remarkably, both groups improved in
sightreading in all keys, even thoutjte treatment of the expmental group did not
include any reading (Musco, 2009).

McPhersoneta(1997)per f or med a path analysis fro
longitudinal studies (1995, 1997) to analyze factors that affected the performance of
prepared repertoire and sight reading (regreation from notation) and improvising and
playing by ear (i.e., aurdlased activities). McPherson et al. found that ability to sight
read was the | argest factor affecting the
Abilityto playbyearvas t he | argest factor affecting t
improviseandwas a | arge factor on the participan
al., 1997).

From interviews, McPherson (1997) discovered that music teachers prefer that
students praate performance technique, and replicating and refiningepigting pieces.
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However, what students actually practice includes playing by ear, playing from memory,
mentally rehearsing and improvisation. When compared with amount of time spent
practicing,strategies for playing by ear weaebetter predictor of musical success than
practicing. Howevernn a 2005 study, McPherson found ttedichers rarely address task
specific strategies for success in the beginning years of kgaani instrument.

Practtoner s can draw from reébpeaisatkdtha 6 f i n
devdops over time (McPherson, 199897). McPherson suggests thatral and
creative activities . .may well be more important to musical development than has
commonly beemssumeg as students who developed skills atrdtegies for playing by
eartended to succeed in instrumental music progr@it®herson, 1997, 70-71).
Baker and Green statethdtpy i ng by ear i s fAmeaningf ul as
activities br instumental learnects(Baker & Green, 2013, p. 154)artz and Bauer
(2016) found that even adults who had little experience playing by ear could be
successful and many participants felt this new skill improved their overall musicianship.
Another aurabased skill that is often used in studies in conjunction with playing by ear
is improvisation.

Improvisation

Improvisation is a collection afference learning skilthat require students
understand musitiey have internalized amtémonstrat¢hatunderstanding in a novel
way (Azzara, R08;Gordon, 2012; Grunow, 1996nell & Azzara, 2016 In
improvisation students take the content of familiar songs (i.e., tonal patterns, rhythm
patterns, melodic patterns) and bridge their experiencagéte ew melodic ideas
(Gordon, 2012)Gagne (1971) and Gordon (2012) promoted the udesofimination
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learningd distinguishingdifferent stimuli from one anoth&randbridging or transferring
knowledge tanference learningd generalizing or creating to promotedependent
learning In beginning band, osic teackrs may use discrimination learning when
students echo patterns or melodesliscriminate between same and differgatterns.
However, music teachers may use inference learning when students upgdheir
knowledge to create a new ending, create different rhythmic motifs throughout the song,
or improvise a new melody oveharmonic progression

The context ofmprovising over damiliar song versuanunfamiliar song can
greatl y af f esudcesaintd emforiméth improgisingSome jazz musicians
stated that itnunfamiliar songs called by the band leadéhey will not improvise on
that song in a performan¢Berliner, 1994. Azzara (2008) states that repertoire is
fundamental to impngsation, can come from many sources, should baédekby ear,
and s houladarigtyrofcstylesdiea Ifii t i es ,( pand Onbe)t.erAsso st ud
repertoire grows, they can make comparisons between tonalities and meters. In the
process of learning mg melodies and bass linesydénts begin to anticipatausical
elementsincluding harmonic structur@roviding a context for improvisation (Azzara,
2008).Many music educators recognize improvisation as an important component of
music education (Azzard 993, 2008; Guilbault, 2009; Joseph, 1982; Kratus, 1995;
Montano, 1983MENC, 1994 Rowlyk, 2008;SEADAE, 2014Stringham, 2010; Wson,
1970).

Berliner (L1994 states that jazz musicians spend a great deal of time and energy
becoming familiar with standdijazz repertoire. The familiar repertoire gives musicians
the vocabulary to create new mel odies thro
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patterns, horn riffs, the phrases of fami/|l
repertoire ofindimprovising on familiar songs helps musicians compare and recognize
patterns when they encounterwfamiliarsong.ln the unfamiliar songs, they begin to

realize familiar patterns in harmonic progressions, forms, and styles.

Many researchers have assshigh school or undergraduate music students to
determine (a) factors that affecténe abi | i t y (b)dhe effecpaf ovi se and
improvisation on other types of music achievenerd., Bitz, 1998; Ciorba, 200May,

2003 Stringham, 2010). Researchdrave found that music aptitude (Stringham, 2010),

jazz theory knowledge (Ciorba, 2009¢lfe val uati on ( Ci orba, 2009;

i mitationo (i.e., playing by ear), and #fAim
strong predbctotyg Dd bmpdHevase. Stringham
ability to Iimprovise has a positive effect

Snell & Azzara (2015) advocate for a systematic approach to teaching and
learning the multiple skills required to succe#igflearn to improvise. They performed a
gualitative case study on four music education undergraduate students. The participants
were taught to improvise following a sequential curriculum of improvisation skills. All
skills were first learned by singing @then performing them on an instrument. First, the
participants aurally learned melodies, bass |iagd harmonic resolutions. Second, they
improvised tonapatternsrhythm patternsconsequenphrasesand antecedent phrases.
Next, they listenedtoamq@er f or med ot her musiciands sol os
melodies based on the harmonic progressions of familiar songs. They also arranged a
song of their choice based on the instrumentation of the class. Finally, they practiced the
sevenskills to improvigtion (Azzara & Grunow, 2006) which include (a) improvise
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rhythms on the chord roots of the ma#yo(b) perform the harmonic resolutionsioner
harmonies for each chorft) perform the resolutions withthe harmonic rhythm of the
song,(d) improvise rlythms on the resolutions within tikentext of the harmonic

rhythm, (e) improvise tonal patternsing the harmonic progressidf),combine tonal
patternsand rhythm patterns to create a mgloder the harmonic progression, gl
ornament and embellighe prior tonal and rhythmic material to create a new melody.
The participants reported few positive improvisation experiences prior to the study, but
stated that learning to improvise in this systematic way was a positive experience. They
wanted to contiue studying improvisation for their own musicianship and to be able to
teach improvisation to others (Snell & Azzara, 2015).

Few researchers have assessgmrovisatbn for middle or elementary school
students to under st a rabilitytoampmovwse andholw at af f ect
improvisation &ects nonimprovisation skills like reading music or sight reading
(Azzara, 1993; Bingham, 2007; Guilbault, 2009; Josuvé#®]; Rowlyk, 2008.

While investigating the effedf chord root accompaniment on &in
improvisations of elementageneral musistudents, Guilbault found that students who
received the chord root treatment had higher tonal improvisation scoraglehzontrol
groupwho simply sang the melody and did not listen to chord (@®39.

Josuweit (1991 }ktudied the effect of audiatidmsed instruction on beginning
band student 6s.Thebekperimenyal gtoap recenpd@aeek s e
treatment peod of auralbased instruction while the control group received traditional

instructian. After the treatment periodpsuweit assessed 21 beginning band students on
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creativity by having students improvise a consequent phrase. Josuweit found no
significant difference between groups in music creativity scores.

Azzara(1993)investigate the dfect of including improvisation in beginning
band curriculum omhemusic achievememheasured through reading prepared music
notation and sighteading. Participants were fifth grade wind and percussion students.
After a 27week treatment period of auialprovisation activitiesAzzara found
preliminary evidence to suggestthatstudn g 1 mpr ov i s astabiiymvo enhance
perform notated music.

Attempting to replicate Azzarads study,
improvisation in middle dwol band curriculum on the music achievement measured
through reading prepared music notation and gigading. Participants were seventh and
eighth grade wind, string, and keyboard students. After ameEk treatment period
consisting of aural and ndé&al improvisation activities, Rowlyk did not find a significant
effect on music achievement when compared to the control group receiving traditional
instruction.

To develop an improvisation training module for figstar instrumental students,
Bingham(2007) created anohvedigated the effectiveness of anprovisation module in
a pretest/posttestanaf s i s . imprayisaéiam thodule proved to be effective at
teaching fifth through eighth gradedtyear students to improvise, artddents and
teaders found the materials useful.

Despite the existence of materials and resources, many band directors thaggest
they do not teach improvisation because they lack familiarity with improvisational
pedagogies. Band directors also state there is laakstrfuictional time to include
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improvisation, andtudens often felt inhibited when asked to improvi€eagne, 2014).
Preservice music teachers report a lack of confidence in teaching improvisation, but are
interested to learn strategies (Bernhard, 2042dura, 1996).

Evidence supports aurbbsed instruction as highly beneficial to overall
musicianship, and resources exatincluding singing, playing by ear, amdprovisation
in beginning band (Bingham, 200/oseth, 1984Gagne, 2014; Grunow & Azzay
2006;Grunow et al.2001;Kratus, 1995SheldonBalmages, LoesGheldon& Collier,
2011).However,observations and survetal usthere is still a lack of singinglaying
by ear, and improvisatioin instrumental settings (Azzara, 2008; Bernh2@3, 2012;
Bernhard & Stringham, 2016; Byo, 1999; Grunow, 1996; Madura, 1996; Robinson,
1996. More research is needed to determine why gwaiakd instruction is lacking in the
instrumental classroom, and what would encourage instrumental music teachers
include aurabased instruction.

Reper tBoeigrienniinng Band Met hod Books

Beginning band method books largely contain folk song melodies, classical music
melodies, other original compositions, and other technical exercises. The folk songs in
beginnirg band method books are often simplified from their comm&ntywn form.
The simplified version may be easier for s
learning more difficult because the notation does not match their familiarity with the
S 0 n g 6 dy (Bye 1988; Cooper, 2015; Stringham & Sniellpress.

In beginning band, directors typically use the method book as the curriculum and
main resource fanstructional material@Brittin & Sheldon, 2004Byo, 1988; Robinson,
1980; Watkins, 2011). Traabnally, many method book authors creagdeclrriculum
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that wadargelyperformancebased and focused on technicallskand reading music
notation. In the first and largest detailed method book review, Texter (i) that
since at least the 192akge primary focus of school instrumentiidectorsand method
books wagerformanceMethod bookgocused largely on executive ski(ls.g.,
characteristic tongechnique), scaleand other technique exercisasd reading musical
notationas the curriculm progressed from simple to compl&exter also found that
method books reained largely unchanged from the 1920s through the 1970s despite
research of the timé&or example, thenethod boolcurriculum progressed from simple
to complex instead of a spireurriculum as Bruner (1966) proposed, revisiting topics
several times, each time increasing in depth.

Many researchers have reviewed beginning band method books through different
lensesaligned with their research interesthiey have studiedonal, rhyhm, and melodic
content (Autio, 2013; Byo, 1988; Stringham & Snellpress Texter, 1975)band
directorpreferencesnd ratinggJohnson, 1977; Nichols, 1999; Robinson, 198@galy
method compatibility (Buttery, 1983omprehensive Musicianship aNetional
Stardards (Birdwhistell, 19982aschall, 2006; Watkins, 2011), multicultisei
inclusionand cultural representati@Brittin & Sheldon, 2004), technology integration
(McDannald, 2012), and common reperta@mnong method booK&liasz, 2008;
Stringham & Snelljn press.

According to the 1994 National Standards for Music Education, students are
expected to A[perform] on instruments
standards have been revised, but the message remains the saemés siedexpected to
create, perform, and respond to music from a variety of sources, cultures, and periods in
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history SEADAE, 2014).Watkins(2011)found that method bookaost commonly
addressdonly two National Standards: Content Standafg&rformng oninstrumente
and Content Standardieadinga nd n ot at p. 1r8).Mamy modernomethod
books contain a variety of music including multicultural and world mugsidtih &
Sheldon2004). HoweverByo (1988) and Stringham and Snetl pres3 found that most
method book@clude a heavy emphasis on major tonality and duple meter time
signatures such as 2/4 and 4/4.
In a review of 12 method b&s, Stringham and Sneih(pres$ found 24songs
that werecommon to at least five boakliglost melodiesre American folk songs and a
few are melodies from Classical music. They also found that many authors simplify many
songs to match t he subgedted thad sinplficationay movv e s ki | |
awaysmat ch a childdédsndamiliarity with the so
Oneof the most important tasks an instrumental music teacher faces is selecting a
method book. Cooper (2015) offers many considerations when selecting a heterogenous
band class method book including:
T What can you det e éendiunceapdnbodnuaté otptha ea Pt
1T Does the book present the original m
1T Does the method book encourage singi
based instruction techniques?
1T Does it contain a variety of tonalit
T I's the boakcpmptebensive series that
years without requiring supplement al

(Cooper, 2015).
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Below, | offer reviews on three historically significant, hetera@gers band class
method books that include autzdsed instruction asmajor component, and evaluate
them on Cooperds recommended consideration

The Universal Teacher

In 1923,Maddy and Giddings/rotethe UniversalTeacher(UT), the first
heterogesous band class method boadkufio, 2013; Brittin & Sheldn, 2004; Cooper,
2015;Hash, 2011McDannald, 2012)The author8 educat i onal lkphi | osop
the mdahertongue approach of Suzuki, aasisumed that studergstering beginning
band programwere familiar with folksongs, popular songs, and hymns; could sing well
and in tune;and could sight sing usingpfégesyllables (Hash, 2011Much like general
music,UT used the song method, apeganinstruction with singing and playingnison
songsincluding lyrics in real, nosimplified versions (Brittin & Sheldon, 200#iash,

2011; Maddy & Giddings, 1923Maddy and Giddingsvanted students to play familiar
songsight away and intended the familiarity tmotivate students past the initial
challenges of playing an instrument (Hash, 20W¥)ngUT, students learned tdgy
songs in simple duple and triple meters, in many different keys, andliiple parts (i.e.,
melody,harmonies).

Through standardized routines in the classroom, students played in solo and
received immediate aural feedback from peers. If a studaygglthe passage correctly,
other students would echo the same passhgestudenplayed incorrectly, the other
students would sing or count the rhythfmis occurred fluidly without stopping the class.
The students were learning to be independent namsi@and the teacher was their
facilitator (Hash, 2011 UT was comprehensive and no supplemental books were
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required to teach as the authors intended. Due in large part to the influence of Maddy and
Giddings, thdargest part omodern method bookare uson melodiegHash, 2011).
Listen,Move,Sng, andPlay for Band

Froseth based his philosophy on his pri

Learning Theory as evident through moveathtesolfege rhythmsolfege(e.g., Du de,

Du da di) and learning pgatns by echoing (i.e., tonpatterns rhythmpatternsmelodic

patterns). There is also evidence of the influence of Orff Schulwerk by setting rhythms to
wor ds (-eenmrt l-o-wfad g eudnyihdnics evident through movement

instructions (FrosetH,984b, p. 4)LMSP Book lcontains original patterns and songs

and no Areal tuneso (CooperfHot2rossBunsop. 4 3)
fiBaa, Baa, Black ShegpandfriLittle Bells of Westminstarare introduced after duple,
microbeat rhythm atterns (Froseth, 1984) and even thi#@ga, Baa) andriLittle Bellso

are incomplete.

One of the benefits dfMSP is that it encourages awfaased instruction from the
beginning including modeling and echoing, singing, and playing by ear. Throughout
muchof LMSP Book 1 the teacher models tonal patterns by singing and playing and
students echo by singing and playing while reading the patterns in music notation. The
familiar patterns are then combined into short sokgssgeth, 1984).

ThoughLMSP Book 1does contain songs and patterns in major and minor
tonality, it does not contain a variety of meters. It focuses exclusively on macro and
micro beats in duple meter and those patterns are only present2@-inae signature.

Triple meter is not preserteintil LMSP Book 2and is only presented in6#8-time
signature.
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ThoughLMSP s a series that could be used for two to three years of instruction,
one major disadvantage is that a separate book is required in the first year. In footnotes,
the student iseferred to another book with ostensibly more melodies. For example, after
learning three pitches and quarterte and hathote rhythms in 2/4 time, the footnote
reads, fiYou are now ready to | earn O6Wiggle
P a g ep. P4p Pu¢chasing and obtaining a second book in their first year of study is
impractical for many students and their teachers.

Later, Froseth published an updated version of the series BallétPlay in
Band(1997).Do It! shows similar aurabasednfluences of Music Learning Theory and
Bruner 6s {uriewdub becaugeiit retarhs to familiar material with more in
depth aurabased activities throughout the bod@la It! contains many familiar folk
songs within the same book (eiipown by he Station When the Saints Go Marching
InQ) instead of referring students to a separate book. However, snagg are either
shortened or simplifietom their original version.

A CD is included with the book, whiatontains performances and
accompanirants of each song. The CD includes several daaséd tasks including
playing by ear, playing familiar songs in different musical styles (e.g., Down by the
Station in a ASwinging Jazz Styleodo), and i
(Froseth, 199, p. 10). The series contaiBeok landBook 2

Jump Right In: The Instrumental Series

Grunow, Gordon, and Azzara wralamp Right In: The Instrumental Seriefor
Winds and PercussigdRY) in the late 1980s and the revised edition was published in
2001 (Grunow etal.2001)Based on research i n Amusic | ea
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beginning instrumentahusicn st r u dRibegmsw,idt h t he bel i ef t hat
instrument is an extensionoth human mind and bodyoJR Grunov
focuses on simultaneously teaching musicianship skilésexecutive skills

JRIcontains real tunefgrgely folk songs, that are not simplifiddke UT, JRI
attempts to build a depth of familiarity as much of the repertoire is an extension of
repertare included inJump Right In: The Music Curriculutfaggart,Bolton, Reynolds,
Valerio, Woods,& Gordon 2000).

JRIincludes aurabased instruction from the beginning relyimgavily on
listening, singing, chanting, learning by ear, and improvisatiooreééarning to read
and write music notation Awith the goal of
play it and wr i 20@l, pi s Awalbaded insmuotion iseptovided
through teacher modeling and a €éntaining performanseand accompaniments of
each song, tonal patterns, rhythm patterns, and melodic patterns.

Reading music notation is delayed until students can sing and play several
melodies, bass lines, toratternsand rhythm patterns in at least two major keys, one
minor key, and duple and triple meteBne disadvantage, likeMSP, is that the material
is spread out among several books that students would need to purchase within their first
year (i.e.JumpRight In: Solo Book 1AGrunow et al., 2003JumpRight In: Solo Book
1B; Grunow et al., 2005)

Summary

Beginning band students bring more to their lessons than an instrument and a
method book. They bring with them a lifetime of prior musical experiences including a
repertoire of familiar songs. Though researciseesch for a devised list of common
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cultural songs, the songs that beginning band students actually know are quite varied
(Killian, 1996; McGuire, 2000).
Researchers provide evidence that the musical skills common irbaged
instruction (i.e., singig, playing by ear, improvising) are valuable for developing-well
rounded musicians and can help students develop a sense of tonic, improvise, read in
unfamiliar keys, read from prepared notation, and sighatl unfamiliar music (Azzara,
1993; Baker & Greer2013; Bingham, 2007; McPherson et al., 1997; Musco, 2009).
However, there is a need for research about the role that familiar repertoire plays-in aural
based instruction.
Beginning band method bookeme with their own devised list of soraysd
sharemary folk songan common(Stringham & Snellin pres$. Many band directors
use the method book as the curriculum, lesson content, and concert material, yet band
di rectors are often unaware of how well a
contained in ta method book. W know | i ttl e about the exten
familiarity with thosesongs #ects their ability to sing or play them, or improvise using
their content. Having such information could inform general music teachers about
repertoire thatauld best prepare future beginning band students, and provide band
directors with additional insights into ways singing, playing by ear, and improvising
using familiarsongsc an benef it their beginning band s
With the revew of the literature in mind, | devised the following purpose statement and

research questions.
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Purpose Statement and Research Qu
With the intent of improving music pedagogy, the purpose of thisreglsevado
examine the potential relationshipwet en st udent sé6 degree of f a
common to beginning band methlbbdoks and auradbased music achievement aftere
year of studyl sought to answer the following research questions:
1. Which songs from the FamrkiaepBepedtasr
most and | east familiar to the sampl e?
2. For il if amiL isgphtglog aFRROSY scorapBamirleidactMusi c
Achi evement Singing Test (FMAST) scores
Pl aying Test (FMAPUTpsiscaAchbsevenehami mpa
Singing Test @& rdM)AIFSaIMi Isiceorr eMdusi ¢ Achi eve
| mprovisation Playing Test (FMAIPT) sco
3. For an unfidmni sd@calms oFeR)S scpr esf amieldi at ¢
Musi c Acthi 8ivegnemg Te sst,) (WMASMI) | iszrorMusi c
Achi evement Pl aybnag)sTérsfta iUMA®RIT)Msi ¢ AcC
| mprovEisamagiomg Test @OMMAIURT)amidorags Musi c

Achi evement | mprovisation Playing Test
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CHAPTER2
RELATED LITERATURE

Each begining band studerttoldsa repertoire ofamiliar music, collected from
prior diverse musical experiences. The repertoire band directors select for beginning
bandss largelypublished in method books that also servd asr e souroes ®ro
curriculum, lesson content, and concert repertoire (Byo, 1988). However, band directors
|l i kely are unaware of the extent to which
match the songs their method book. &w researchers have studied the extent to which
student6 f amiliarity with the songs that direc
rehear sal s aurafbasedtmusieshievethenh t s 0

Although all studies in Chapter 1 had purpose statements and research questions
that differed from mine, they alfluencedmy philosophicatonsiderations. In this
chapter, | describe in detail research stu
and procedures. The first degtion is ofresearchedprocesses faevaluating songs
common to beginningand method books. The second dgsimn is a study in which
researcher investiggds t udent s 6 f ami | idegcriptioegnempassasr e. Th
group of studies in which the researchers assess music achievement. Thrtughout
chaptey | explainhow | developed the design and procedures of the current dissertation
study.

The Stringham and Snell Method Boo

Stringham and Snelir( pres$ observed that most songs in beginning band books

are in major tonality, duple meter, and notated imghfied form compared to the

original songs leaving a lack of musical variety and diversity. In addition, they noted
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differences between the scope and sequence and order of songs in each method book.
With these observat i on spurposewastmsystema&itailyi n g h am
examine common repertoire in beginning band method books and offer a scope and
sequence based Music L&aning Ttheod/khe reseadche?s)selected 12
beginning band method books published between 1993 and 20E¥itaw: Standard of
ExcellencgPearson, 1993Belwin 2F Century(Bullock & Maiello, 1996) Accent on
Achievement O6 Rei | | y & B0 It! (Frosetim 4997)Esserdial Elements
2000(Lautzenheiser et al., 199®remier Performanc€Sueta, 199), Jump Right In:
The Instrumental Serid&runow et al.2001),Yamaha Advantagé-eldstein & Clark,
2001),Band Expressioné&Smith et al., 2003)Measures of SucceéSheldon et al2017),
Sound InnovationéSheldon, Boonshatft, Black, & Phillips, 2Q1@ndTradition of
ExcellencgPearson & Nowlin, 2010).

First, Stringham and Snelh(pres$ listed all song titles in each boajenerating
a list of 730 songs. Next, they eliminated songs specifically composed to address
executive skills. Finally, theidentified songs across method books notated as the same
melody with different titles (e.gfiOde to Joy fiISymphony No. 8) and merged those in
the list as one song. With the resulting song list, they established criteria for including
song titles in thir final list: if five or more method books published a song, Stringham
and Snell included it. Across the 12 total method books analyzed, 24 songs were
published in five or more method books and were included in the final song list.

Stringham and Snelln pres$ next analyzed and categorized the 24 songs based
on their tonal and rhythm content. To examine the tonal content of each song, the
researchers analyzed the tonality (e.g., major, minor) and chord functions. To examine
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the rhythmic content, thesearchers analyzed the meter (e.g., duple, triple) and rhythmic
functions according to Gordonés (2012) rhy
Stringham and Snell faced the challenge of whether to analyze each song as notated or as
commonly known. Sags in the method books often contained simplified rhythms or

lacked a key signature. Ultimately, after discussing each song they agreed on a version
they felt was fAmost consistent with the wa
tuned (p. 4).

Basedon Gordondéds tonal and rhythm | earni ng
assigned the 24 songs to categories based on tonality and chord functions and separate
categories based on meter and rhythm funct
songs commoto beginning band method books and categorical analyses.

Based on their results, Stringham and Snelpfes$ made recommendations for
creating a new scope and sequence from the
rhythm learning sequences.Gondd6 s (2012) | earning seguence
dominant chord functions in major tonality and macrobeat and microbeat rhythm
functions in duple meter. The songs from the list iheltidde only tonic and dominant
chord functions and macrobeat and migatrhythm functionarefiPierrot @Down by
the Station andfiLightly Row. 0

Considerations

Stringham and Snelln pressyeviewed 12 beginning band method books and

identified 24 songs common to five or more books. As | reviewed the list, | ideritffied

of the 24 songs as folk songs without a known composer. All but two songs are from
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North America or Europe (i.€iSakura dapanesdiMary Ann, drinidad). Three
songs are themes based on classical repertoirdid@e, to Joy BSurprise Symphony 0
fiLargo from New World Symphomy. Intrigued by the list of common songs, |
wondered if beginning band students would be familiar with the songs on the list. If so,
which songs? And, to what degree? For example, would students merely recognize one or
more melodies as one they had heard before, and other melodies as ones for which they
had a deeper sense of knowing? Had they experienced the scifsciubol, or in
general music settings at school? Would they already be able to sing the songs, or play
them on an instrument different from the one they were learning in beginning band, like
the recorder, piano, or guitar?

Considering the depth of Stringham and
method books) and the representative list of songs begitnaind students were likely to
encounter in beginning band method books, | decided to create a tool for beginning band
students to share their level of familiarity with repertoire on that list. After reviewing

Stringham and Snel 196)studgin thedfollowagsectidf,l trdateda n 6 s

FRSt hat combined the repertoire |Iist that S
and paired it with Killianés procedures fo
In the next section, I reviewiKl | i anés (1996) study and reve

influences on the current study.
The 1996 Killian Study
To aid music teachers in identifying different measures of assessing student
knowl edge, Ki |l | i an 6-+old;((a) @@pare diffmcespio s e was t h
recognizing childrends songs and performin
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performances, and (c) compare children singers and adult singers. Additionally, Killian
explored participantsodé definitilowaas3lof Kknow
third-grade students from an intact music class suburban school in Texas, and 31 women,
elementary education majors enrolledin@ami ¢ educati osunwdrsitys s at

in Texas.

Participants reviewed aiththeirgespeaiie 29 c hi |
instructors. Instructors told participants to circle the songs they knew and intentionally
provided no further explanation or definition of knowing a song. The instructors read the
title and sang the beginning phrase of the song vlaitBcipants circled the songs they
knew. Later, participants individually recorded each of the songs they circled or they
could pass and decide not to record a circ
the women patrticipants recorded alone, tiradthirdgrade participants recorded with one
designated child monitor who made sure the other children used the tapeer
correctly.

Killian collected the answer sheets and performance recordings. Killian collected
data on (a) the frequency of satittes circled, (b) the frequency with which participants
chose each song to sing, (c) their singing accuracy, (d) their correctness of the lyrics
sung, and (e) starting pitches. To ensure iragar reliability, Killian and a research
assistant analyzatie data. To analyze the frequency of song titles, Killian counted each
song circled on participants6é answer sheet
sang, Killian counted the number of times each song was recorded in whole or in part by

apartci pant. To analyze singing accuracy, Ki |
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rated them for pitch accuracy. The rating scale, frotow) o 5 high), included the
following criteria:

1 = Correct pitches, in tune

2 = Correct pitches, slight éew tuning problems

3 = Most pitches correct, some out of tune

4 = Many pitches incorrect, many out of tune

5 = Few pitches correct, talking more than singing

(Killian, 1993, p. 218).

To analyze word accuracy, Killian compared the number of words ipartis sang
correctly to the total number of words in the song, resulting in a percentage. Killian
attempted to account for lyric variation in folk songs by accepting either the words from
an American songbook orotheow ds t hat fAr hy@mel%btderemake ser
was little to no variation in the lyrics participants safigally, to analyze starting pitch,
Killian compared participantsd starting pi

After analyzing the frequency of song titles circled, Killiaarid that each group
circled a similar number of songs with thigdade participants circling an average of
23.77 song titles while women participants circled an average of 24.19 songs with no
statistically significant difference between the groups. Altip@ants in both groups
circled four songsiRudolph the RedNosed Reindeér filtsy Bitsy Spided; iRow, Row,
Row, Your Boabd; andfiLondon Bridge is Falling Down 0

With respect to the frequency with which participants chose to sing each song,
women partipants were willing to sing more songs than the children. However, Killian
found a positive correlation between songs circled and songs performed in both groups.

There was no significant difference between the two groups on pitch accuracy;

however, thehird-grade participants achieved their best scores on songs that were most
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frequently circled. In both groups, word accuracy significantly correlated with the

number of songs sung causing Killian (1996)dorcc | u dtleesetrdiatively i
inexperiencedsirmgr s def i nad o6k mewbe g dm2ap6).tkiliem wor ds o
was surprised that word accuracy and pitch accuracy were not related.

After analyzing the starting pitch data, Killian used the information as part of the
comparison between adults and cteldto determine if there was a common range of
starting pitches for children compared to
average starting pitch was A# below middl e
middle C.

In her dscussion, Kiian (1996) adviseteachers to use multiple measures of
evaluation to |l earn about studentsdé famil.
songs are easier to sing in tune, which may be a good starting point for inexperienced
singers. Interestingly, blo groups knew almost the same number of songs and call into
guestion when these types ohgs are learned. Killian assumii@ subjectperformed
those songs with which they were most familiar and that knowing the lyrics seemed to be
t he par tfinidon pf &nowing.&illi@healledor more research to be done on
common knowledge songs and what songs are known by future teachers.

Considerations

I n the current study, |l was influenced
designed the currestudy to replicate the comparison of verbal recognition to
performance within Kill i atme@wcesshkhywhichr at ory d
participants identified familiar songs fronlist and performed a previousigientified
familiar song fromKillamés procedures. To compare verba
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instructors read aloud a song title and sang a melodic excerpt while participants listened
to andcircled the song titles they recognized on their answer sheet. With the option to
pass on any s, participants recorded themselves singing the songs from the list of
those they circled.

From Killiandéscatedegpuares ci lpfamliersld i dent
songs from a list, and performing a familiar song from theTistadapt the prazures to
fit my purpose and research questions, the
procedures and thmurrent study proceduresifierences occur in the verbal recognition
and performance portion&) in the survey, | included whole meledias memory cues
instead of excerpts; (b) | created a Likigge scale to collect data on breadth and depth
of familiarity instead of ex;ddiothaMAg,albarti c
participants performed the same familiar song as age#in unfamiliar song instead of
performing all songs from the surveand(d) participants performed with the researcher
present instead of alone or with a peer.

In the current study, | included whole melodies as memory cues instead of
excerptsasinKil i anés procedur es. I n a pilot stud)y
stated the song title and sang an excerpt of the melody (Turowski, 2012). Through the
pilot study and later pilotingRS | decided to state the title and use the whole song as a
menory cue instead of an excerpt. | decided to do this after | received feedback from
students who took th@riginal Familiar Repertoire Survé@®FRS) Several students
reported that many of the folk songs soedisimilar and if theyhadheard the entire
song they may havilada better chance of recognizing or remembering/lien
considering their request, | was concerned about obtaining false positive responses.
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However, Morrison et al2003,2008 2013 reported a few false positives for familiar
song reognition and reported that a recognition task thkie was an effective way to
gather datal-or consistency administering FRS, | recorded the aural portion which
included the directions, a sample item, the song titles and the corresponding melodies.
| created a Likertype scale to collect data on breadth and depth of familiarity
instead of exploring participantsd definit
recognition answer sheet were inteommsionall
of knowing a song. | included a Liketpe scale for each item and participants circled
the number that corresponded to their degrdanofvinga song. Fora&ch item,
participants circled (I do NOTknow that song 2 (I recognize that song3 (I can sing
someof the sony 4 (I cansing the whole songor 5 (I canplay thatsong onmy
instrumen}. In Chapter 3, | offer more inforation on the development BRS(see
Appendix A for theFamiliar Repeoire Survey.
|l nstead of performing all songs from th
participants in the current study performed the same familiar song | alpyg®iandan
unfamiliar song. I consi der endalténatlivésifoa n 6s pr
two reasons. First, performing up to 24 songs from the FRS could potentially take too
much time for each participant. Many public schools have shortened music classes and
with required higkstakes testing, | lacked the flexibility oflpng students out of tested
subjects. Second, | predicted that some students may become frustrated if they were
unable to perform the songs they circled on the list. To potentially reduce student
frustration, | designed different tasks with just two ssmghat students could have as
much success as possible.
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In the performance portion of my pilot study, | had students choose the song from
the survey with which they felt most familiar (Turowski, 2012). While this method
worked well for the participantgjdges struggled to achieve sufficient intater
reliability when each participant chose a different song, each song had different pitch
ranges, chord functions, and required different levels of executive skill. In the current
study, all participants pormed the same two songs, a familiar song determined with the
insights and experience of the studentsdé b
composed specifically for the study to ensure equal unfamiliarity.

Due to Kill i an 6dpumpose theaparticipants sahgahe soags s a n
from their list of familiar songs. Influenced by Kdlin 6 s dat a col |l ecti on r
designed data collection procedures to gatifermationon different types of aural
based music achievement. In the currémd\g, each participant performed both criterion
melodiesfour ways: (a) singing, (b) playing by ear, (c) improvising vocally, and (d)
improvising on an instrument.

Finally, Killian established recording
to peform in the most relaxed way. Participants recorded without the instructor or
researcher present to aid in participants©o
alone, and the thirdrade participants recorded with one designated child monitor who
made sure the other children used the 4agwerder correctly. In the current study, |
established recording procedures to strive for participants to perform in the most relaxed
way, however, due to the school facilities where the research was heldppatiavere
not permitted to be alone and training and relying on a single student to work the
recording equipment was not feasible. Instead, | created interactive videos so that each
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participant experienced consistent testing procedures and interadievitii¢o instead
of the researcher. | positioned the microphone slightly above and to the right of each
student, but out of direct sight; detecting their voices and instruments at appropriate
levels, but not distracting the students. Participants wattieeddeo on an iPad in front
of them as | sat at a desk to their right witlagtopto record and monitor the sound
input. If questions arose, | would be available to the participants. | considered a different
setup with my desk and laptop completely oluthe view of the student, but | felt it was
important to be visible if a participant required assistance.
The 1993 Azzara Study
Azzarads (1993) purpose was to design a
band students to idtngaaehstudmahsd ABmgacCa
guestions were the following:
1. Does studyi ndg fiempgr @ \Vies antuisorr r egqdadeg ach
beginning band students?
2. What is the effect of music apti-tude on
gr abdeegi nni ng band students?
Participants were 66 fiftgrade wird and percussion students with geerof
instrumental music instructioithe study took place at two schools near Rochester, NY
and involved two band directors wheadJRI (Grunowet al, 200L) method book to
design curriculum and plan lessons. Azzara trained both teachers on the improvisation
curriculum he designed.
To answer the research questions, Azzara used two instruments in the
experimental design, thdusic Aptitude ProfildGordon, 188) as a measure of
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participantsdd stabilized music aptitude an
taught etude, a teachErught etude and a siglgading etude (Azzara, 1993) as a
measure of participantsd musi pantadi sgoaeh
etude, Azzara developed rating scales which included three dimensions:a tonal
continuous rating scale, a rhythrontinuous rating scale, and an expressivditive
rating scale. See the tonal and rhythm rating scales in Fidure 2.
To control for teacher effect, each setting contained a randomly assigned control
and experimental group. At the beginning of the experiment, all participants took the
Music AptitudeProfile (MAP). During the treatment period, all participants received 30
minute lessons for 27 weeks and an additional band rehearsal once per week. The
experimental group receive® Improvisation lessongmbedded in their regular-30
minute lessonsyhich lasted forl0-15 minutes of the entilessonParticipantsvere
given recording of improvisation activities for reinforcement outside of cld$se
improvisation lessons included the following activitié®: playing by ear; (bsinging

and playingonal patternsand rhythm patterns using syllablesd (c) improvising,

Tonal (Continuous 3) Rhythmic (Continuous-8)

The student é The student é

1 Plays first and/or last note correctly. 1 Maintains a consistent tempo (steady beat)
2 Perbrms all patterns in one function correctl| throughout.

(tonic reference). 2 Maintains a proper sense of meter throughg
3 Performs all patterns in one function (tonic) | (macrobeat reference).

correctly and some patterns in one other 3 Performs all patterns in one function
function correctly. (macrobeats) correctly, and some patterns in
4 Performs all patterns in two functions other function correctly.

correctly. 4 Performs all patterns in two functions

5 Performs all tonic, dominardnd subdominan| correctly.

patterns (functions) correctly. 5 Performs all patterns in all functions correct

Figure221Az zar ab6s Tonal and Rhythmic Rating Sc
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vocally and instrumentally, in ajor tonalityand in duple meter. After the treatment
period, each padipant performed the researcteemposed etudes as part of the music
reading achieement test. The researcher recorded each participant performing all three
etudes.

Prior to the judging session, Azzara (1993) arranged recordings in a different
random order for each etude. In the judging session, Azzara trained four judges to use the
rating scales and provided anchor performances so all judges would have an example
what the researcher sawBs, or 5 rating. Judges listened to all participants perform the
first etude and rated participants on the tonal rating scale. Thensjlistgaed to all
participants perform the first etude and rated participants on the rhythm rating scale.
Finally, judges listened to all participants perform the first etude and rated participants on
the expressive rating scale. Judges continued thieguoe for the other two etudes.

Azzara (1993) analyzed participantso6 MA
into groups that Gordon (1993) recommends in MAP instructiohgyasaptitude(equal
or above the 80percentile) moderateaptitude(less tharthe 8¢ percentile), otow-
aptitude(equal or belowthe dp er cent i I e) . Four judges rate
performances with three different rating scales: a toaatinuous rating scale, a rhythm
continuous rating scale, and an expressiddtive rating scale. The tonal rating scale
was based on chord functions instead of number of correct notes, and the rhythm rating
scale was based on rhythm function instead of number of correct rhytbrdetermine
the consi stency @drticipantspAgzargadalyzednterjuelge acr os s

reliability with Cr on bvacANOW toaétgrhirethe Az z ar a
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i mprovisation curriculum and music aptitud

achievement.

Azzara (1993) found no significanifi@rencesimp ar t i ©sdonesabetivegrothe
two schools resulting in little or no teacher effect. Azzara found no significant differences
in the distribution of stabilized music aptitude between the experimental and control
groups across the two schoadsulting in near equal distribution of music aptitude. nter
rater reliability was high at .94 across judges and rating scales.

Azzara (1993) found no significant interaction between the type of instruction and
music aptitude. However, Azzara found sigant interactions betweg(a) type of
instruction and music achievement gbdimusic aptitude and music achievement.
Participants who received improvisation instruction had a significantly higher overall
score for the music achievement test when coetptr the control group and specifically
on the teacheassisted etude and the sigbading etude.

While Azzara (1993) states that more research is necessary, the preliminary
results revealed a relationship between improvisation and reading music nadtation
future research, Azzara called for improvisation to be used as a measure of music
achievement and compared to achievement in reading music.

The 2004 Liperote Study

Liperote (2004) launatda descriptive study with the purpose of studying
audiationbased instruction, music aptitude and music achievement of elementary band

students. Liperote investigated the following research questions.
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1. What are the effects of starting audiatimesed instruction in thirgrade on
stabilized music aptitude comparedtiose who started instruction in fourth
grade?

2. What are the effects of starting audiatizaised instruction in thirgrade on
instrumental music achievement in fougrade compared to those who started
instruction in fourthgrade?

3. Does receiving audiatiehased instruction earlier change the relationship
between stabilized music aptitude and music achievement in fguatle
instrumental music?

4. Does receiving audiatiehased instruction change the relationship between
developmental aptitude and stabilizaedsic aptitude?

5. What are studentsd attitudes and percep
teacherés style of teaching?

Participants were 50 fourirade beginning band students from a suburban school in
New York State. Group A, the experimentabgp, received audiatiebased general
music instruction in third grade and learned to play the recorder withuthp Right In:
The Instrumental Series for Record@&runow, Gordon& Azzara, 1999). Group B, the
control group, received traditional genaralsic instruction. A general music teacher
taught Group B during thirdgrade general music classes. The instrumental teacher taught
students in Group A during thigrade general music classes and both groups during
their fourthgrade instrumental musicasgses.
Liperote (2004) used two instruments to
Intermediate Measures of Music AudiatidhMA] (Gordon, 1982) to measure
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participantsdé devel opgeagandktieVARtsneasureapt i t ude
participantsod st abi igiadedigpperoewsed athirdipstrumenatd e i n
measure music achievement, Elementary Instrumental/Vocal Music Achievement
Test(EIVMAT). The EIVMAT included three researcheomposed etudes: (a)
studentpreparecktude (b) a teacheprepared etude, and (c) a sigbading etude.
Liperoteadministered the IMMA at the end of the thgrhde year. At the end of
the fourthgrade yearsheadministered MAP and EIVMAT. During the EIVMAT,
participantdirst sang each of the three etudes before they played each etude on their
instrumentEach vocal and instrumental performamaes recorded, anthitee judges
rated each performance using rating scales
four studets participated in a focus group for insight into attitudes and perspectives on
including an audiatiofbased curriculum in general and instrumental music.
Prior to the judging session, Liperote arranged recordings in a different random
order for each et In the judging sessioshetrained judges to use the rating scales and
provided anchor performances so all judges would have an exafplat the
researcher saw ds3, or 5 rating. Judges listened to all participants sing the first etude
andrated participants on the tonal rating scale. Then, judges listened to all participants
sing the first etude again and rated participants on the rhythm rating scale. Finally, judges
listened to all participants sing the first etude and rated participante @xpressive
rating scale. Judges continued this procedure for rating the playing performance of the
first etude and the singing and playing performances of the other two etudes.
Liperoteused an ANOVA to compare MAP scores or stabilized music aptitude
from both groupsAn ANOVA comparé EIVMAT scores or musi achievement from
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both groupsMANCOVA comparedhe effect of starting audiatidmased instruction in
third-gradeon stabilized music aptitude and music achievement in fourth gade.
ANOVA was ugdto investigate the effect of early audiatibased instruction on
developmental music aptitude and stabilized music aptitude.

Liperote found high interater reliability from .680 to .977 concluding
consi stency amo nlgo sigrifieantdifferdngesneré foundnt i ng s .
developmental or stabilized music aptitude between graoepsluding that music
aptitude was distributed evenly amoragle group. M significant differencewsere found
between each grodpeiean scores.

Liperote found that audi@in-based instruction had the largest effect on those
students with low music aptitude, and audiafi@sed instruction did not impede music
achievement for any students as the means for the experimental groups were higher than
the control group. Liperoteuggested the possibility that one year of instrumental
instruction or the additional one year of audiati@sed instruction in third grade was not
enough to see a significant difference between groups, but some separation of skills was
beginning to emery

I nfluences of the Azzara and Liperote

Liperote replicated many aspects of Azz
current study, | was infl pemoecdoby deaspgant a
proceduré specifically the pdicipants, educational setting, measurement instruments,
rating scales, and judging medures. Azzara and Liperoteosie to study beginning band
students that completed one year of study.
Liperotpéast paweéreiin fourth grade. I deci d.
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Li peroteds participant inclusion criteria
completed one year of study. However, due to feasibility and scheduling for the
researcher and therdirector, the current participamsmpleted their first of study
and werebeginning their second year of beginning band.

The band directors in both studies were experienced teachers whiRlsed
(Grunow et al.2001)as the main resource for lessoarpling, and taught using
audiationbased instruction methods including singing and playing by ear. Due to the
exploratory nature of the current study, | chose only one setting to investigate procedures,
and found an educational setting that replicated Azzad s and Li perotebs e
setting criteria.

Consistent with other researchers (Bernhard, 2004; Grutzmacher, 1987;
MacKnight, 1975), Azzara (1993) and Liperote (2004) measured music achievement
through participants6 amgfrommesimeotation.inn r eadi
both studies, beginning band students played two prepared pieces from notation and
sightr eadi ng an unprepared piece. Liperote re
procedures with the addition of requiring participantsibg each etude before playing.
Though many researchers used reading music notation andesaglmg as a measure of
music achievement, in the current study, | chose to measurebased music
achievement including singing, playing by ear, and improgisi

Azzarads (1993) rating scal eantinuonc | uded
rating scale, (b) a rhytrhoontinuous rating scale, and (c) an expresanitive rating
scale. Azzarads rating scales aredobnique b
percentage of correct pitches or rhyt hms.
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ability to perform the functions throughout a piece even when the tonal or rhythm
functions were not taught directly. Liperote (2004) replicatedfall z z a naten@ s
scal es. I n the current study, | adapted Az
on measuring chord functions, but to apply to melodies with only tonic and dominant
patterns. | adapted Azzarads isdnyhythmm r ati ng
functions, buto apply to melodies with only acro/microbeat rhythm functions. |
decided not to use the expressadditive rating scale due to the number of tasks that
judges would listen to and rate (i.e., 8 subtests x 2 rating scalesesdkflings per
participant).
| r epl i c ajudgrdy précedurasrexcépsfor the number of judges. Azzara
had four judges and achieved extremely high iraeegr reliability at .94 overall.
However, other similar studies including Liperote (2004) usdd three judges with
high reliability (Stringham, 2010). For feasibility of scheduling a judging session and
ot hersé success with high reliability, I d
The 2012 Turowski Pil ot Study
For my master 6s t h eary action research styrly. EBhe e d an

purpose of this pilot study was to examine familiar repertoire in common practice
beginning band instruction. | investigated the following research questions.

1. What songs are familiar to beginning band students?

2. What levelof achievement do students demonstrate for the songs they recognize?

3. What is the relationship between music aptitude and student vocal and

instrumental achievement?
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Participants wer@5 fourth- through sixthgrade beginning band students from
one elemerary school in New Jersepll studentswere in their first year of beginning
bandwith approximately six months playing experien&s the researcher and band
director | had approximately eight years of teaching experience. | taught authasied
instrudion techniques and usd&l (Grunow et al.2001)method book as the main
resource for lesson planning and repertoire.

The measurement instrumeimghe pilot study included OFR8VIMA | the
Music Achievement TegMAT), and sk rating scales. | desigdOFRS to measure the
breadthand dept h of famalarity withaands icotnmagn dogginring band
method booksOF RS i ncluded 25 songs based on a
(2008) unpublished mastemhesis. | included Likertype scaleesponses after each
item: 1 (I do not know this song2 (The song sounds familigi3 (I know some of the
song, 4 (I know most of the soing (I know the whole song and can sing or play it
OFRStook 15 minutes to complete (see Figure 2.2).

lusedIMMA ( Gordon, 1982) to measure the
is commonly used to measure the developmental music aptitude of studentgnadiest
through fourth grade, but includes norms for interpreting scores for students in fifth and

sixth grale. | designed the music achievement test to measurebased skills: singing,

playing by ear, and improvising (Turowski,

rate studentsdéd singing and playinggby ear,

scales irDeveloping Musicianship Through ImprovisatiorD MT1 ) t o r at e

improvisations.
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At the beginning of the school year, | administered IMMA to all participants.
Later, | administere@FRSto all participants by reading the title of baong item and
singing an excerpt of each melody. Participants circled their familiarity response on the
answer sheet.

Of the 25 participants who complet®dFRS six participants completedAT .
First, participants chose their most familiar sorgrfrthe survey. Then, each participant
completed three sections of the MAT: (a) singing the familiar song, (b) playing the
familiar song by ear, and (c) improvising on the chord progression of the familiar song.
In an online judging session, | provided théing scales, sound files, and rating response
sheets to each of three judges. Each sound
each test section in a different random order. Judges listened to each participant sing their
most familiar song andated the performance on the tonal rasogle. Then, judges
listened again to the singing performances and rated participants on the rhythm rating
scale. Finally, judges listened agairthe singing performances and rated participants on
the expressive rating scale. Judges continued this procedure for rating the playing
performance. For the improvisation task, judges listened to participants improvise and
rated them on the harmonic ragiacale, the rhythm rating scale, and the improvisation

rating scale.
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Student Number
Familiar Repertoire Survey

Please listen to the following songs. Then rate how well you know each song. A response of 1 is “I do
not know this song.” A response of 2 is “The song sounds familiar.” A response of 3 is *'] know some
of the song.” A response of 4 is [ know most of the some.” And a response of 5 is I know the whole
song and can sing or play it.” Circle your response.
Title Idon't Thesong I|know I know I know the
know sounds someof mostof whole song
familiar the song the song and can

sing or play

it.
1 Hot Cross Buns 1 2 3 4 5
2 Mary Had a Little Lamb 1 2 3 4 5
'3 Jolly Old St. Nicholas 1 2 3 4 s
4 Aura Lee 1 2 3 4 5
'S Alouette 1 2 3 4 =
6 Au Claire de la Lune 1 2 3 4 s
7 Good King Wenceslas 1 2 3 4 5
'8 Mary Ann 1 2 3 4 s
9 Lightly Row 1 2 3 4 5
10 London Bridge 1 2 3 4 s
11 Camptown Races 1 2 3 4 5
12 Kookaburra | 1 2 3 4 s
13 Skip to my Lou 1 2 3 4 5
14 This Old Man | 1 2 3 4 5
15 Camival of Venice 1 2 3 4 5
116 Song of the Volga Boatman 1 2 3 4 s
17 Kum ba yah 1 2 3 4 s
18 Ach! Du Licber Augustine 1 2 3 4 s
19 Old MacDonald 1 2 3 4 s
20 Ode to Joy 1 2 3 4 s
21 Snake Dance 1 2 3 4 5
22 Oats, Peas, Beans & Barley 1 2 3 4 s
23 Amazing Grace 1 2 3 4 5
24 Twinkle, Twinkle Little Star 1 2 3 4 5
|25 When the Saints Go Marching In 1 2 3 4 5

Figure 2.2 Original Familiar Repertoire Survey for Pilotigly
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| analyzed the mean and standard deviations for IMMA scores and compared
them to nationalnorm$é. f ound t hat the participantsd me
compared to national norms for thgrade levelmeaning IMMA was too easy and not
an accurate measure of the participantsdé m

| analyzed the frequency of each survey response to find the most familiar songs
for the participants which wef@®©Ild MacDonald @Twinkle, Twinkle Little Star @Mary
had a Little Lamb @Hot Cross Buns andiiAmazing Grace b anal yzed partic
mean OFRS score and standard deviations and found a mean 78.17 and a SD of 16.49. |
analyzedtheinter udge rel i abil ity byfoandrelialglityart i ng | u
the three rating scales for each of the three tasks ranged from .13 to .79 for two judges.
Acceptable reliability is above .7.

| correlated students6é survey scores Wwi
correlationr(6) = .78 béween the survey scores and Overall Performance scores. | found
a statistically significant correlation of6) = .81,p < .05 between survey scores and
Improvisation scores.

Understandinghe small number of pacipants and low reliabilities limited
gereralizability for the pilot study, | concludeth) The dementary studenis that study
demonstrated their ability improvise in meaningful ways, especially when improvising
to familiar songs, and (lstudents with a large repertoiresmingsshowed geater
improvisationachievement

Considerations

Three main problems arose from this pilot study: (a) response descriptions in the

OFRS, (b) new research affecting OFRS items, and (c) lowrater reliability.
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The first problem was the uneven gapshie tesponse descriptions in BERS
Feedback from music education experts revealed the unepsregpecially between
response 41 know most of the sohg@nd esponse %l know the whig song and can sing
or play it), and could lead to inconsistencies among participants resdnsewski,

2012. With this consideation, | revised the responses to be clearer and more equidistant.

The Revised Familiar Repertoire Survey (RFRS) respanskgled 1(1 do NOT know

that song, 2 (I recognize that song3 (I can sing some of that sond (I can sing the

whole sony and5 (I can play that song on my instrumgenthose first four are based on
Killianbds defi niti onesponksegkxnpoawi dnsg Kai Isloinagn &(sl 90
include performing a song on a musical instrument.

The second problem was that new researa$ brought to light after the pilot
study was complete. Stringham and Srialpfes$ presented a new method book review
of 12 beginning band method books. They found 24 common songs and analyzed their
meter, rhythmic patterns, tonality, and harmony. Rughe inclusiveness of this review
compar ed (R0OO8 ré&view, hdecdédgo revise tl@FRSto include Stringham
and S(merksk)idtof common songs.

Low Interrater Reliability

The third problem was the low inteater reliability. | analyzed thater-rater
reliability and found it ranged fror®.29 to +1.0. Acceptableliability is above 0.70. |
believe the low interater reliability was attributed to two main factors. Firstitigipants
chosethesang they would perform durinlAT from thar most familiar song irOFRS
Each participant performed a song that had different pitch ranges, chord functions, and
executive skill difficulty contributing to low interater reliability. Second, judges
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reported interpreting the rating scales differently m®vided little training and no
anchors.

For consistency among participants in the current study, | decided that each
participant would perform the same two criterion measure songs, one familiar and the
other unfamiliar. | chose Criteridvielody 1, the familiar song, with the insight and
experience of the studentsd band director.
(BDRA) examined the song list in RFRS and reported that the students would be very
familiar with fiLightly Row. BDRA stated tht the students had play8dghtly Rowo
on recorder in thirdyrade, and in their first year of beginning band, they sang and played
fiLightly Rowo on their instruments.

| composed CriterioMelody2, the unfamiliar song, so that all participawtsuld
be equally unfamiliar with the melody. | created the melody based on elements common
to other folk songs in thERSincluding rhythm, pitch range, chord functions, and
harmonic rhythm paradigms.

To compose CriterioMelody?2, | first analged songs tha&8PESbeginning band
students learned by ear throughout their first year of study. Most songs were in major
tonality and duple meter; however, other songs were in minor tonality and/or triple meter.
The songs in major tonality tended to fel@ne of two chord progressions. The first
chord progression contained tonic for half of the phrase followed by dominant and ending
on tonic.fiMary had a Little Lamp @Pierrot andfiDown by the Statiomfit the first
progression paradigm (see Figure)2The second chord progression alternates between
major tonic and dominant chords with the antecedent phrase ending on a dominant chord
and the consequent phrase ending on a tonic cildajor Duple @Major Triple, 0
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(Grunow et al.2001) and the A secticof fiLightly Rowo fit the second chord

progression paradigm (see Figure)2.4

Chord Paradigm 1

FigRBr®hord Paradigm 1

Chord Paradigm 2
Ep B Eb Bb Ep Bb Eb  Bb E

Figur@h@r dt. Paradigm 2

| chose the two melodies based on the following fag@rsimilar tonal and
harmonic conten{(b) similar rhythmic content, and Jgotential familiarity to th&SPES
bandstudentsBoth melodies were in major tonality and contained only tonic and
dominant harmonic functions. Both melodies had similar tonal content. The melodic
range was the samefihightly Rowo andfiFinish Lined as both melodies contained the
first five pitches of a major scale (i.e., Do, Re, Mi, Fa, So) and included many stepwise
patterns. Both songs were in duple meter, and contained similar rhythmic content.

The main difference between théterion melodies was their level of familiarity
to theSPESband students. Accart to BDRA, most students &PESwere very
familiar with fiLightly Rowo because beginning in third grade, the students sang and
played the melody on recorder in their generakic classes. Then, in the first year of

beginning band, students again saéhightly Rowo and learned to play the song by ear
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on their instrumentdn addition,Stringham and Snelln pres$ foundfiLightly Rowo in
seven of the 12 beginning band metlhodks they reviewed.

To standardize unfamiliarity in the unfamiliar criterion melody, | composed
fiFinish Line Dbbased the original song on a different chord progression paradigm than
those | analyzeadl major tonic chord, two dominant chords, followed kpic chord. |
composed only the antecedent phrase because partidgtanimprovised aconsequent

phrase in MAT (see Figure 3.5

Finish Line

Figure 2.5 Criterion Melody 2fiFinish Lined

Also contributing to low interater reliability waghej u d gneossétency
interpreting the rating scales and applying them to the songs the participants okede.
rating scales that Azzara developed for usesrdigsertation (1993) to assess
participantsd® music achievementusicln the pi
educators and current or former elementary band directors used the rating scales to judge
participants6 performances. The judges exp
becausen OMAT, each participant chose a different song to perforrmedimnes the
rating scales lacked application to songs the participants chose. For example, the tonal
rating scale contained elements of tonic, dominant, and subdominant chord functions, but
not all songs contained three chords. Some judges thought thenrbiyating scale was

not realisticfor beginning band studentEhe first level of the rhythm rating scale
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assessed steathgat.If the participant did not perform with a steady beat, then the
highest score he/she would receive was 1 point. Even if dgegurecognized the
rhythms as approximating those in the song, becaugmttieipant performedith a
lack of steady beathe highest possible score was 1 pdifith these considerations, |
revised rating scales for the current study (see Figure 2.6).

Summary

The studies | described in this chapter directly and indirectly influenced the
current study. Reviews of beginning bandthod books found that tmeajority of songs
are in major tonality and duple meter (Brittin & Sheldon, 2004; Byo, 1988; T&aeé5).
However, | was interested to find a list of common songs among beginning band method
books. Stringham and Sneith (pres$ found 24 songs common to 12 popular beginning
band method books. Consistent with other reviews, they found that only the 24
songs were in minor tonality and three of the 24 songs were in triple meter (Byo, 1988;
Texter, 1975). The list of common songs they found became pivotal to the content of
FRSin the current study.

Research on verbal recognition compared to performance led me to question what
children mean when they report to know a song. The research also led me to question
how knowing a lage body of repertoire might affect autEsed music achievement in
beginning band. Killian (1996) asked children if they recognized song titles and melody
excerpts and asked them to perform the songs they knew. | decided to include a similar
design in theurrent study with the addition of a Likegtpe scale to investigate different

degrees of knowing.
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Azzara (1993) Tur owsKkii (2017)
Tonal (Ce,Mt i nuous |[Tonal (Ce)ti nuous
The sd udent The studeént perfor
1 Plays first and/|[1 First and/ or | as
2 Performs alll pat/j2 Some patterns 1in
correctly (tonic r3 Some pabher hanct
3 Performs alll patftand some patterns
(tonic) correctly |correctly.

ot her function corl4 Al patterns in
4 Perfotmsnal i npayand some patterns
correctly. correctly.

5 Performs all ton5 Al patterns in
subdomi nant patterffunctions correct.]
correctly.

Rhyt hmic (G9dntinudRhythmic (G9gntinuo
The séd udent The séd udent

1 Maintains a consgl Performs individ
beat) throughout. |sense of meter or
2 Maintains a prop2Demonstrates a hée
throughout (macrobmeter throughout.
3 Performs alll pat/3Mai ntains a sense
(macrobeats) corretempo throughout.
in one otherl ybunct/l4 Performs most rh
4 Performs alll patiwhi |l e maintaining
correctly. 5 Performs alll rhy
5 Performs all patiwhi |l e maintaining
correctly.

FigurAkhkz28®® 96) andé TOwrrovesnkti St udghesRatieng
comparison.

Sc

Research on assessing instrumental music achievement often uses pieces prepared

from notation and sighteading to measure achievement (Azzara, 1993; Betn2004;

Grutzmacher, 1987; Liperote, 2004; MacKnight, 1975). The research led me to question

how | might assess music achievement with abealed technique®églzell et al, 1999;

Gerber, 1993McPherson, 1995,997) | presented three studies that &vkey in

creating the procedures for assessing gwsiabd musical achievement. Despite using

pieces prepared from notation and sighé¢ a di n g,

Azzar aods
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studies were highly influential in helping me to select the researchgskttithe current
study. Azzaraods rating scales also gave me
based on assessing the deeper understanding of harmony and chord functions instead of
correct pitches alone. Despite using pieces prepared fotetion and sighteading to
assess music achievement, Liperote (2004) also included singing to assess music
achievement . Li peroteds procedure was i nfl
sing before they play the criterion melodies on theirimsents.

After a pilot study, | found piladems with the responses in OFR& intefrater
reliability (Turowski, 2012). | also found new research about common songs in beginning
band method books (Stringham & Snellpres$. The problems | found influeed me to
edit the measurementstruments (i.e., FRS, MATating scales) in the current
dissertation study.

In this chapter, | outlined the most influential studies for developing the design
and procedures for the current dissertation stirdthe nextchapter, | will describe and
outline the methodology | chose for investigating the predictability of familiar repertoire

on the aurabased music achievement of beginning band students.
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CHAPTER 3
METHOD OF STUDY
Research Study Timeline

For my nesis tcendutted atPitot Study to test measurement instruments
and study procedures. | collected pilot study data in April 2012 (Turowski, 2012). Prior
to the current dissertation study, | revised the measurement instruments and procedures.

For the curraet study, | provided a copy of the dissertation research proposal to
the Superintendent of Schools®feenville School Distric{GSD)? with a request for
permission to participants Stanley Parker Elementary School (SPE@)h
Superintenderapproval,l submitted the protocol and request for review to the Temple
University Institutional Review Board Committeg(&e Appendix Bor IRB Approval
Letter). OnSeptember 30, 2018 emple University Institutional Review Board
Committee B for human subjects easch in Social and Behavioral Sciences deeimed
methods to béased on education practices and neenban minimal risk to subjects
They approved, as exempRrotocol23935for dissertation research. | collected data for
this study between November2016 and November 18,201lbu dges r at ed part
performances on January 28, 2017.

Research Design

The design of this current exploratory research was a linear regression model that

investigated the predictive capability of recognition survey sammdamiliar and

unfamiliar music achievement tasks. The tasks included replicating a song with the voice

2| used pseudonyms for the school district, school, and band director to protect their
identity and the identity of pacipants.
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and musical instrument and improvising a musical phrase in the context of a familiar and

unfamiliar melodyWith the intent of improving music pedaggdhe purpose of this

researchwas o0 examine the potenti al rel ationshi
with repertoire common to beginning band methbdoks and aurddased music
achievement aftesneyear of studyl sought to answer the follang research questions:

1. Which songs from the Familiar Repertoir

most and | east familiar to the sampl e?

p

2. For & i faa s ogrhg ,loy aFRRSY scor @& )api ¢ diact Musi c

Achi evement Si ngeionr@e »T,eFsatmi(IFHMAS TMu ssi ¢

Pl aying Test (€ FMA®mM)Il saor®Mesi c Achi

Singing Test @arMAI BAMi bcar eMusi c

| mprovisation Playing Test (FMAIPT)

Achi

3. For an unfidmnirmgoans omMRS scoQr aJnf@mamedi atr

Musi c Acthi 8ivegnemg Test )( UMAS™M | saor &Msisi (

Achi evement Pl ayicongleBeasflamMUMART) Musi c

Ach

eV e me¢

eV ¢

SCO|

(

A

| mprovEisagiomg Test @O®MORAILGATT)a micloiraers, Musi ¢

Ati evement | mprovisation Playing
Measur ement |l nstrument s
Familiar Repertoire Survey (FRS)

Revised Familiar Repertoire Survey

Test

Considering new research (Stringham & Snielpres$, | revised the Likert items

to include 24 songs commam 12 beginning band method books (8gpendix A for
Familiar Repertoire Survgy
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In the fall of 2015, gneral music teachers and band directors at five elementary
schoolsadministered RFRS to studenké=£ 223) in fourth § = 177), fifth (= 29), and
sixth gradesrn(= 17). Two schools hasimilar demographics tile current study site
One school wam a New Jersey suburb, and the other iwasmajor city inNew York
State The other three schooglsvo in New Jersey ammhein Pennsylvanigincluded
populations with moderate to high SH®Be five music teachers received RFRS to copy
and distribute to students, the audio file containing instructions and songs to play for their
students, and a feedback form to provide teacher and spetspective oglarity of
instructions, overall ease of completing the survey, amount of time between items and
overall, and recommendations for improvement.

Overall, he five tachers said they enjoyed administeR¥RSbecause the
students were excited and seemednjoy the experience. Two teachers reported the
informationcollected was valuabl@heband directofrom New Yorks a i Tehis i
experience has got me thinking that students would benefit from being given a list of
ONeed to Know Tun amstiumgntalimosic progoarSteidentsecouldn g an
be given a simple recording of these songs that they could listenl iearn to sing on
their owrd (FRS Feedback Form, 201%).general musiteacher from Pennsylvania
said, Alt al so mamwcamewhat egettogecl thoasRSt e ac hi n g
Feedback Form, 2015).

Mostteachers and studeragreed the instructions were easy to understand.
However, teachers and students igorta mistake. The audio directions matdithe
Likert-scale responses 1 thgiu5 at the top of the survey; however, when the responses
were repeated latém thewritten survey, theesponseserenot consistenfTeachers and
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students realized the mistake, and teachers told students to use the audio instructions
which matched theesponses at the top of FRS.

Most teachers reported some of the students needed a little more time to respond
between songs. Two teachers reported the students had trouble following the line across
the page and recommended a largat.f®ne teacher recamendedheresponsebe
repeated about halfway down the page.

One teacher noticed that some students were circling all 5s in the beginning. She
askeda studentf he couldplay all the circledsongs on his instrument, and the student
saidno. Insteadhe just recognizedhe songsOnce she reassurstlidentst wasokayto
circle 1s and 2s and answer honestly, tegmednore likely to do so. She suggested
adding something to the directions thasures students circling a 1 is okay.

After reviewing the 23 RFRS, | noticed that ost students circtéa variety of
responses. Some students reported knowing many songs well by circling many 4 and 5
responses. Some reported knowing a few songs well and were mostly neutral about the
other songs circling mostly 3, and 4 responses. Some reported knowing very few songs
circling mostly 1 and 2 responses.

In reports fromwo different schoolsmany students sang or hummed aloud after
hearing the excergttemptingto complete the songhosebehavios wereless thandeal
becauseheycoulddistract othersespecially those who happeneditonext to a singer
or hummer Studentdrom those twaschools recommered including the whole song
rather than an excerfiecause they thought they midga better able tcecognze the
whole songlnitially, I only included excerpts torompts t u d membrgadd minimize
the likelihood students woulegspondhattheyhadrecognized the songhen in fact his

70



wasthar first hearing (Killian, 1996)However, Prickett and Bridg€$998, 20002001)
had participants listen to a whole song before they asked participants to recall the song
title. Given thatFRS consistedf mostlyfolk songs, there were many commonalities
betweersongs Given the two options, | decided it was biesinclude the entire song
instead of an excerpt.

| corrected the aural directions in the audio recording, written instructions, and
responses and headings in the Likgpte scale so that allere the samdn theaudio
recording,l increased the amount time between songsom three seconds t&ix
secondsl reformatted the written survey to make it eafierstudentso scan across the
page and circle theumberthat corresponds to the itefinally, | included a recording of
the entire song instead an excerpt.

Final Familiar Repertoire Survey for dissertation stubgiesigned FRS to
measure the breadth and depth of familiarity beginning band students have with 24 songs
Stringham and Snelin pres$ found common td 2 beginning band method books.
Included in FRS was a corresponding audio file that contained spoken instructions for
completing the survey, a practice item, the item number for each song, the corresponding
song title, and one presentation of each songh Eang is unaccompanied andhtzns
no lyrics. | recorded myself reading the instructions, item numbers, and song titles with
an SM47 microphone and Tascam Audio Interface, model@5 | notated the songs
with MuseScore 2.0 notation software and recorded the playback using theRanaod
sound from theMIDI playbacksoundbank | recorded, edited, and mixed all audio in

Gar a g e Baftwatde&n an iMac laptop computer macOS, Sierra version 10.12 (see
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Appendix Cfor FRSinstructionstranscript and link to audio file)Thetotal lengh of
theaudio recordingvas15 minutesand 43 seconds
Music Achievement Test (MAT)

Criterion Melody 1 wasiLightly Row, a traditional folk song in major tonality
and duple meter. For MATLightly Rowo contained two phrases accompanied by major
tonicand dominant chords.

Criterion Melody 2was fiFinish Ling an original song composed specifically for
MAT in major tonality and duple meter. For MATfiEinish Line contained only an
antecedent phrase accompanied by major tonic and dominant chords. C@naposi
original song was the best way to create the same degree of unfamiliarity for all
participants.
Selecting performance key

To accommodate participant silLighly Rowoi n g
andfFinish Linein E-flat major. To accommate technical ability, specifically,
familiar fingerings on woodwind and brass instruments or placement of familiar pitches
on mallet percussion, all participants played both songs in condket iBajor.
Music Achievement $&(MAT) for dissertation stly

| designed MAT to measure beginning
singing, playing by ear, and improvising with their voice and instruinethie context of

afamiliar and unfamiliar sondMAT contained eight subtests:

l. LeveHanii | iiacc AMes ement Singing Test
2. LevzeHami | i achMesemeAt Pl aying Test
. LeveHandi | i ar Musi covrcbaevemeStngmpg
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4. LevdeHami | i ar Musi covchaevemeRLaympg Te:

5. Levedrd &mi | i achiMesvée me At Singing Test (U

6. Leveednf ami |l i ar Music Achi elyement Pl ayi

7. Leviednf ami |l i ar Music Achievement | mpro
(UMAI;smy

8. LevBlUnf amiliar MusiaviAsaiteoemBhayi mgr T

(UMAI PT) .

To standardize the data collection process across all participants, | created MAT
in the form of an interactive video that participants viewed and responded to individually.
In total, | created 10 adaptations of MAT with separate videos foriesitment so that
each participant viewed the video that matched the instrument he or she played (i.e., flute,
claring, alto saxophone, trumpenallet percussion). MAT was counterbalanced so that
half of the participants performed Familiar Music Achieeat Tests (FMAT) first
followed by Unfamiliar Music Achievement Tests (UMAT), and the other half performed
UMAT first followed by FMAT (Sed-igure3.1).

| designedhe vide® toinvite participantdo interact, follow the given directions,
and completeaxh level much like gideo gamdsee Appendix Dor MAT video
transcript) MAT featured the two criterion melodies (@ightly Rowo and (b)fiFinish
Line. o
Rating Scales

Forthecurrenl i ssertation study, I ediitced Azza

rating scalestaking into consideration the concemsntioned above (see Appendix E
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Music Achievement Test

Start Here
Level 1:

FMAST
1. Listen to song
2. Practice with model
3

. Perform with accom-

o

Level 2:

FMAPT

. Listen to song

1 minute to practice

Practice with accom-
paniment

Level 3:
FMAIST
1. Listen to phrase 1
2. Audiate a new ending
3. Practice new ending

4. Perform new ending

T

s

Level 4:
FMAIPT

. Listen to phrase 1

Audiate a new ending

Practice new ending

. Perform new ending

paniment 4. Perform with accom-
paniment
v
Start Here Level 6: Level 7: Level 8:
Level 5: UMAPT UMAIST UMAIPT
UMAST Listen to song 1

1. Listen to song
2. Practice with model

3. Perform with accom-
paniment

1 minute to practice

Practice with accom-
paniment

. Perform with accom-

paniment

1. Listen to phrase 1

2. Audiate a new ending

3. Practice new ending

4. Perform new ending

. Listen to phrase 1
. Audiate a new ending
. Practice new ending

. Perform new ending

Figure 3.1 A Description of the Music Achievement Test Levels

for rating scales). FMAST, FMAPT, UMASBNdUMAPT scoresfofi Li ght | y Rowo
andi Fi n i sdontdinitwo didesions: tonal and rhythim To assess the
participantsd FMAI ST, FMAI PT, UMAI ST, and

scales that Azzara and Grun¢2006)developed foDMTI. The scoresfofi Li ght | y

Rowo and

fi Eontain twoldiménsiong Bbarmonic progries and rhythmic
improvisation. The harmonic progression and rhythmic improvisation dimensions are

five-point continuous rating scalésee Figure 3.2)
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Rating Scales for FMAST, FMAPT, Rating Scales for FMAIST, FMAIPT,

UMAST, UMAPT UMAIST, UMAIPT

Ton(@Bonti-BdWwous 1 Harmonic Progression (Continuousb)}L

The studeént perfor|The i mproviser pe

1 First and/ or | as|1Firstand/orlastnote correctly.

2 Some patterns i nj|2Some patternsinone function

3 Some patterns i n|correctly (tonic reference).

and some patterns 3 Some patterns in one function

correctly. correctly and some patterns in the othg

4 Al | patterns W¥n function correctly.

some patterns i n t|4Alpatternsinone function correctly,

correctly. and some patterns in the other functiot

5 Al | patterns in correctly.

functi olnys. correct 5 All patterns in the tonic and dominan

functions correctly.

Rhyt f@iomnt i-Bdous 1 Rhythmic (Continuous-5b)

The s& udent The student é

1 Performs indivi d]1Performsindividual beatswithouta

of meter or st eady|senseofmeterorsteadytempo.

2Demonstrates a r hy2Denonstrates a rhythmic feeling of th

meter throughout meter throughout.

3Mai nt ai ns a s ens e |3Employsvarious contrasting rhythm

tempo throughout. patterns without a sense of rhythmic

4 Perfsest mshwmbhm pa| motivic development.

whil e maintaining 4 Begins to develop and relate rhythm

5 Performs alll r h y |ideas in some phrases.

whil e maintaining 5 Establishes a cohesive solo
rhythmicallyd develops rhythmic
motives in the context of the overall
form.

Fi gurkRat3i.g Scal es
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Di ssertation Study Procedures
Role of Band Director, Research Assistant

In this study, Ms. C had the dual role of Band Directat Besearch Assistant
(BDRA). I metwith BDRA to ensure she was adequately informed about the protocol
and to discuss the instrumental music program, curriculum, lessons, facilities, the
feasibility both of recruitingpotential participants frolSPESband, and the
proceduresBDRA agreed pon prior approvals to assist witte recruitment of
participantsconsent and assent proceadministel-RS and schedule participants for
their individual MAT.

Introductory Meeting and Recruiting

After TU IRB Committee B granted approval for this stiigdee Appendix B for
| RB Approval Letter), | met with Ms. Cds A
third year of study, during a regularly scheduled@éhool rehearsal in the Band Room.
During this meeting, | engaged students in an improvisatitwitg using the unfamiliar
criterion melody AFinish Li nskilsthatbthdentsact i v i
wouldperformed inthestudy | i ntroduced the song fAFini sl
these relatively inexperienced musicians wouldegéence some success with singing,
playing by ear, and improvising on an unfamiliar sqsge Appendix F for Introduction
and Activity Script). During the meeting, | distributed the Research Information Packet to
students (see Appendix G for the Resedmbbrmation Packet). | instructed the students
that if they agreed to participate, they should return the forms to the BDRA by the three

week deadline, November 4, 2016.
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Eligible students discussed the Research Information Packet with parents or
guardiansParticipants who assented and obtained parental consent returned the forms to
the BDRA. The BDRA created a list of those participants who returned their forms
enrolling them in the study.

Research Setting and Participants
Research Setting

The setting fothis study was a publischool district in New Jersey which
included students in piidndergarten through eighth grade.20162017, the district had
a larger student population compared to other neighboring districts that include pre
kindergarten throgh eighth gradewith total enrollment at 3,269 (State of New Jersey
Department of EducatiofsNJDOE] 2017). During the 2028017 academic school
year, parents identified the studentsd rac
Black, and 11% Asian. Rif-five percent of students were enrolled in the Free or
Reduced Lunch Program. Students attended one of six schools: esuhpog four
elementary schookBnd a middle schoalfter completing middle school, students attend
the local high school.

The stidy took place in one of the four elementary schools in the district servicing
students in grades kindergarten through sixth. Stanley Parker Elementary School (SPES)
had a total enrollment of 677 students during the 2%/ school year. With similar
demaraphics, SPES wasepresentative of the school distriEtfty percent of students
are White, 21% Hispanic, 12% Black, 11% Asian, and 54% were enrolled in the Free or
Reduced Lunch Prograr8JDOE 2017). English was the most common language
spokenatstient sé homes (i .e., 76. 8%); while Spa
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language (i.e., 10%BNJIDOE 2016). There were two fullme music teachers at SPES,
one general music teacher who taught all students, and one band director who taught
fourth, fifth, andsixth grade students enrolled in band.

Ms. C, the Elementary Band DirecarSPES gr aduated with a ba
in music education from a public universit
music education from a public research unitgrnsi a major @y in the Northeastern
United Sates.She taughelementary band at SPES for five yearsawada music
teacher for six years.

According to Ms. C, students have the opportunity to learn a musical instrument
at SPES beginning in fourth gewdEach year, approximately 38% of fougitade
students, 35% of fiffgrade students, and 22% of sikgrade students enroll in band.
Retention throughout the school year remained high typically between 92% to 95% over
the last six years (personal comnuation, May 27, 2016). At the time of this study, 32
secondyear instrumental students were participating in fifth and sixth grade. Ms. C
schedutd band students to receive @teminute lesson per week on a rotating schedule
where the day of the week remad constant and the time of day rotated. Students also
receival one 45minute band rehearsal per week. Lessons and rehearsals wearetpull
| essons dur i argcholtdaydSeenoffesed makepg ile ssons duri ng
recess for those who weabsent for their reqularscheduled lesson. Lessons and make
up lessons began during the second week of September and continued through the first
week of June. Secongkar band rehearsals began the last week in September and
continued until the last wkeof May (personal communication, September 8, 2016).

Ms . C based her teaching philosophy on
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she designed the beginning band curriculum to reflect her philosophy. ShiRlssd

the method book that informed her curtiom and lesson planning (Grunow et aD01).

In early lessons, beginning band students sang and gigyedr many songs and
corresponding chord root progressions. During the first year, students also learned to
sing, play, improvise, and read tonal pats in major and minor tonalities with tonic,
dominant, and subdominant functions in several keys; rhythm patterns in duple and triple
meters; and whole songs infBt major, Eflat major, F major, G minor, and C minor.

Most returning students had perfogd in two concerts per year. The skills that students

|l earned in Ms. C6s beginning band cl asses
made the site ideal for this exploratory research because students were familiar with the
skills needed to perforitthe music achievement tests required for this study.

When | discussed the dissertation study with Ms. C, she was very interested to
learn if the students in her band, which includes students from diverse ethnic
backgrounds, were indeed familiar with floék songs included in FRS. She wanted to
distribute the survey to all second and third year students to help her plan future
repertoire and lessons based on songs that were more familiar to the students. We devised
a coding procedure so that Ms. C cousa tne survey results for adtudents, but | would
only receive the surveys of those participating in the study. The coding procedure is
discussed in detail below Bession 1: Familiar Repertoire Survey.

Participants

Participantsl = 17) were fifth ( = 14) and sixthrf = 3) grade students enrolled
in their second year of band at SPES. All students started learning a woodwind, brass, or
mallet percussion instrument with their band director, Ms. C, in September of thée 2015
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2016 school year. The partieipts enrolled in a second year of instrumental study with
Ms. C on the same instrument during the 202817 school yeai o control for playing
experience on an instrument, any fifth or sixth grade student who completed only one full
school year (i.eSeptember2015i June2016) of study with Ms. C and was continuing to
study the same instrument during the 2Q@0D87 school year was eligible to participate in
the studyAccording to Ms. C, none of the participants took private lessons on their band
instrunment. Eligible students who returned the Parental Consent form and Student Assent
form by the deadline were included in the study. Students who were in their second year
of study but had switched instruments during that time were not included in the study.
Students in their third year of study were not included in the study.
Session 1: Familiar Repertoire Survey

The first session tooglace on November 7, 2016 three weeks after the
introductory nmeeting. During an #school band rehearsal the Band Roomthe BDRA
distributed and administered the survey to all students present at the retiearda) (
(see Appendix H for BDRA instructions). The BDRA distributed FRS packets in
envelopesParticipants received packets in white envelopes-Noticipants receed
packets in manila envelopes. Inside all envelopes, students found thaghedive
standard address labels, and two sharpened pencils with erasers. The BDRA instructed all
students to write their first and last names on the first label. Then, tRABi3tructed
students to create a code name and write it on the second and third label. Finally, the
BDRA instructed students to place the third label on FRS in the ugh&handcorner
over the words &densepladedtheethes tedets lback in tieir
envelopes.
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Then, the BDRA played FRS mp3 audio file from an iMac laptop connected by
mini-plug cable to &ony Xplod portable boom box with auxiliary Ike First, the
students heard the survey instructions followed by a practice As prescribed in the
recording, the BDRA paused the recording, giving students time to ask questions
regarding the instructions or practice item. When there were no more questions, the
BDRA resumed playing the recording.

Next, students heard the remiaig items: song titles followed by the melody
played with a piano soun8tudents circled a number response for each item. After the
survey, BDRA instructed students to place all materials (i.e., FRS éaluiness labels,
pencils)back in the envelope, drihe BDRA collected all survey packets. The session
took approximately 35 minutes to complete.

The BDRA compiled the survey results for all students, and planned to use the
results to evaluate future repertoire. Then, the BDRA separated FRS, giving the
participantsd surveys to me and retained no
records.

Using the labels participants created in Stage 3, the BDRA created two lists, a
Master List and Code Name/Instrument List. The Master List contained the parcipant
and their code name. The Code Name/lInstrum
names and the instrument that each participant played. The BDRA shared only the Code
Name/Instrument List with me, not the Master List. | only knew participants by their
code name. The BDRA secured the Master List in a locked filing cabinet in the Band

Room.
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After | received the Code Name/Instrument List, | created a final list of Code
Names and ID Numbers. | created an ID number for all participants. | labeled all
participant data, recordings, and scores with the participant ID number not the code
name. | did not share the Code Name/ID Numbers list with the BDRA. When sharing
data with the BDRA, | used ID numbers instead of code names so that the BDRA did not
know individua | participants®d scores.

Session 2: Music Achievement Test

The second session took place in a small room used for teachers to meet
individually with students for oren-one tutoring. When patrticipants walked from their
academic classrooms to the Band Rdontheir scheduled MAT time, the BDRA
directed the participants to the room. | greeted each participant individually, and
confirmed his/her code name. | instructed the participant to assemble his/her instrument,
put on the headphones provided, and weddthe video.

Participants watched an interactive video that assisted them in performing the two
criterion melodies, the familiar melodizightly Rowo and the unfamiliar original
melodyfiFinish Line ®he videos were counter balanced so that a randomfhalf o
participants began with the unfamiliar criterion melody. For each criterion melody, the
participant followed the directions on the video and performed the eight subtests.

Audio andvideo recording of participants

| audio and video recorded participantsiM viewing and interacting with the

MAT video. | used a Bure BG 4.Imicrophone and a Tascam Audio Interfacedel

US-100to audio record directly into lacBooklaptop computer usinGarageBand

82



recor di

ng softwar

e . | r eowall eightesdbtegisaAstai ci pant

backup, | also video recorded the participants using a Samsung Hyper DIS video camera.

Processes for Preparing Data for Analyses

Prepare Recordings for Judges

for each subtest. | organized the recordings in the following order
1.

2.

7.

8.

edi ted all MAT

AL i

AL i

AL i

AL i

AF i

AF i

AF i

AF i

ght |0F MRB W

ght |0F MRB W

audi o

r e c oal periformgree t o0 c o

recordings;

recordings;

ght OF MRb&®T recordi

ght OFMRDbRT
ni s,&duMA ITe
ni s,&duMA MTe
ni s,&dUMA InSeT

ni s,dU MA InPeT

recor di

recordin

recordin

reamd di

recor di

ngs;

ngs ;

gs,;

gs,;

ngs ;

ngs .

| arranged the recordings within a subtest in a different random order determined by a

random number generator. For each subtest, | kept arecordofparn pant s o

order. Each set of recordings for each subtest was in a different random order.

Judges Rate MAT Performances

Three music educators who were not part of the pilots or dissertation data

numbe

collection were selected to judge MAT. | selectke judges based on their experience as

music educators, musicianship, and availabilitye judges volunteered for this session.

The judges participated in two rating sessions. Both sessions were held in a quiet

computer lab. | provided judges with addes Training Packet which included (a)
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instructions for scoring, (b) printed copies of Criterion Melogy 1i Li ghaéandy Ro w
Criterion Melody 2 F i n i s Bnd (c)ithe eating scales (see Appendix | for Judges
Training Packet). The judges and | revesCriterion Melody 1iiLightly Rowo by
singing the melody and chord roots. For FMAST, the judges and | read the criteria for the
first rating scale dimension, tonal. Next, we listened together on presentation speakers to
three student performances (iangchors) that | determined were representative of the
scores 1, 3, and 5 on the tonal dimension of the rating scale. We discussed the student
performances and rating scale until all agreed. | instructed judges on how to mark student
rating scale scores dhe researchgs r e par ed Googl e For msE answe

Judges listened individually to the mp3 recordings with MonoprieEiliJ Style
Pro Headphones on an iMac desktop computer. Each judge listened to each participant
three timesindividually controllingthe amount of time between playback. Upon
completing the evaluation of FMAST tonal, judges followed the same training and rating
procedures to complete ratings for Criterion Melody 1, FMAST rhythm dimension. The
training and rating procedures were repeddedMAPT, FMAIST, FMAIPT, UMAST,
UMAPT, UMAIST, and UMAIPT (Liperote, 2004; Newell, 2013; Stringham, 2010).
Judges took a fiveninute break betaen dimensions (i.e., tonal, rhythhgrmonic
progressionrhythmic improvisation), and a one hour break benwEMATSs and
UMATSs. The training and first rating session lasted three hours and the second session
lasted two hours.

Dathaal ysi s

| analyzed the following variables, FRS scores as the independent variable (1V),

FMAST scores, FMAPT scores, FMAIST scoreSJAIPT scores, UMAST scores,
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UMAPT scores, UMAIST scores, and UMAIPT scores as dependent variables (DV). For
FRS, | analyzed internal reliability with sphialf, SpearmaiBrown Adjustment. For

each DV, | analyzed inteater reliability using the intraats correlation coefficient

(ICC) (see Appendix J for Raw Data)

To investigate Research Questigri &nalyzed the responses to FRS to determine
the frequency of familiasongs as reported by the sample.

To investigate Research Questign @sed a linear regression set at a confidence
level ofp < .05 corrected for multiple tests with the Bonferroni Correction to calculate
whether FRS can predict FMAST, FMAPT, FMAIST and/or FMAIPT scores.

To investigate Research Question @sed a linear regression set at a confidence
level ofp < .05 corrected for multiple tests with the Bonferroni Correction to calculate

whether FRS can predict UMAST, UMAPT, UMBT and/or UMAIPT scores.
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CHAPTER 4
RESULTS
Out of a possible 32 eligible students, dissertation participbirtsl{) were fifth
(n = 14) and sixthr{ = 3) grade students enrolled in their second year of beginning band
in asuburban elementary schonlNew Jersey. All participants studied with the same
band director for one 3fhinute group lesson and one-dnute band rehearsal each
week. The band director taught an atvased instrumental curriculum making this an
ideal setting for this exploratodissertation study.
All participants(N = 17) took FRSwvhich measured the breadth and depth of their
familiarity with songs common to beginning band method books. In this dissertation
study, sudents performed on a flu(e = 2), clarinet f = 5), alto saophone (= 1),
trumpet 0 =4), or glockenspieln(= 5). One participant was absent on the day scheduled
for MAT, and | was unable to reschedule the test. This brought the analyzable data
sample to 17 subjects.
|l nreart er Rel i abil iitcy ACoheifefviecmeenntt sT eosft MRua
| calcutated reteanbi ditygefonhehe uBfgE su:
incdt @ass correl atilownmls@@ed3 fkxxiiemtwlil €I€C)each
assessed by each rater aaknidn gr ea ni aabviel@iatgye woafs
scor elsordgleisabi |l i fyomoebbdctamt a8tepnadabtat ¢ d

consi st eSnete rTaatbilreg s4r. dt drorr & lhiea b inltietry f or ea
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Table 4.1
| nreat er Reli absuredy Wwot hMAMmMt Maal ass Correl

Music AchieFamiliFamil Unfamil/Unfamil
Tonal Rhyth Tonal Rhyt hm

Sing . 933 917 . 916 698*

Pl ay . 953 856 . 981 933

| mpr v inge . 939 8638 . 922 715

| mpr dPViage 885 . 730 664* 731

NotAeccceptable reliability is > 7. * i1s <

Descriptive Statistics

For FRS, | analyzed internal reliability with sghialf, SpearmaiBrown
Adjustment and found excellent reliability of 9Zn F RS, parti ci pants s
score2o0fwi@®h. & standard deviation of 13.05
possible score on FRS was 24 with the high

MAT means and standard deviations are s/
usedpai Mt c onbsgecnauloeu.s ScaotrlgS$t u caenrgte dp & rr foar ms |
and/or | ast?) (dptedewtr rpett gr ms al l patterns
functi onsl heo rhri ggchtelry t he score, d&hé¢ omate acc
perfor mance.

For rdigyarthens, ploimded oamtdcnauloeu.s Scaotrilensgy r an g
(Student performs individual beat® owi t hout
(St u dPerforins all rhythm patterns correctly while maintaining meter and t¢nipb e
hi gherr é@,het secomor e ack urrhayttehmhpee pfacgrit man a.nt

For i mprovised harpminntc csccmotriemsy o us ursatdi r

rmged 1fTrhoem st udent perfor ms ) iG(dastudentd/ or | a
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performs all patterns irhie tonic and dominant functions corregty he hi gher t he

score, the more @ccmpabei skbd parmooaipaper f
Table 4.2
Means and Standard Deviations of Musical Tasks
Me a n SD

FamiliaflToBahging 7.29 3.098
FamiliaRh@8t homi ng 8. 41 3.743
FamiliafdfoRbhbhying 8.00 3.536
Famil i aRhRPt Bwmi ng 8.00 3.482
Familiar -Hmpmowi 8i n 9.19 4. 262
Familiar -Rmptbwm Sin 10. 94 3.087
Familiar -Hmpmomi I a 9. 41 3.001
Familiar -Rmptbm Pl a 8. 71 3.653
Unf amil i armon&ilnging 11. 94 3.415
Unfamili-&hy&hmgi ng 12.00 2. 477
Unfamili-@&on&l aying 9. 71 4. 269
Unf amili-B8hyPhayi ng 9.65 4. 415
Unfamiliar-Hammrov S 8. 75 3. 786
Unf amiliar-Rhywphomv S 9.50 3.141
Unfamiliar-HammoponwvcP 10. 29 3.037
Unfamiliar-Rhmphmv P 8. 71 3.331
NotNe=: 17, Highest possible score = 15.00

For improvised r hydihmt scomrteisine .d uSucsoeraed san ¢
ranged Strua@dmmnt @pEerforms indi wmedwal obeastt £ awiy

t e mp & (e student establishes a cohesive solo rhythmicdkyelops rhythmic

motives in the context of the overall forih e hi gher the score, the

devel oped f©she npparotviicsiepdanrthyt hm per for mance.
Thr edeggejsu rated each participant making 1

task (see Appendix E for Rating Scales). S

devi ati onssc oorfes) ubdygersati ng scale for each mu
By addi ngotpoarali cdanptammsscornesrfean ealadthet ¢

foll owi nyg vaaummarl es J oFMABTSsq&@0a&WMAIPI (& or €
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FMAI $§dor ¢ d) $MAd €d) Familiar Composite sco
UMAPT score, (h) UMAIoSTe,s c(ojr)e,Un(fiagmiUMAa rP TC o
and (k) Tot al Composite Scor e.arTheaelb 8he sg hle st
was 30 for each combined score and 120 for
scor e ThhoGaolnphoesi t e2 5@mmar wawvari abl es means a
deviations are shown in Table 4. 3.

Table 4.3

Means and Standard Deviations of Summary Variables

Me an SD
FMAST 15. 71 5.643
FMAPT 16. 00 5.327
FMAI ST 20. 13 6. 365
FMAI PT 18. 12 6. 092
Familiar Composite 68. 76 16. 832
UMAST 23.94 4. 795
UMAPT 19. 35 8.100
UMAI ST 18. 25 6. 061
UMAI PT 19.00 5.431
Unfamiliar Composit 78. 06 16. 965
Tot al Composite Sco 146. 8. 28.649
Note:N = 17, Highest possible score for Summary Variable8 £ 30, Composite =

120, and Total = 240.

Reearch Question One

1. Which songs from the Familiar Repertoir
most and | east familiar to the sampl e?
To answer research question one, | count e

circled for egaccho uslodn gh.a viea cilo r9ddDimT nignh @wotlb at
(' can play that )somwgtoanlmypansicumants, 17
range of scores. See Table 4.4 for the tot.

song.
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Table 44

Familiar Repertoire Survey: Totdlleans Standard Deviationsand Modes

Song Tot Me an SD Mo d e
Hot Cross Buns 85 5.00 0.00 5
Jingle Bells 8 4 4. 94 0. 24 5
Pierrot 79 4. 65 1.00 5
Lightly Row 71 4. 18 1. 38 5
London Bridge 6 6 3.88 0.99 4
Amazing Grac 61 3.59 1. 42 5
Ode to Joy 59 3.47 1.33 5
Are You Sl eepin: 57 3.35 1. 27 2
Down by the Sta 52 3.06 1.39 2
Good King Wence 51 3.00 1. 77 5
Camptown Races 49 2. 88 1. 36 3
Al ouette 46 2. 71 1. 36 3
When Sahaets Go M 42 2. 47 1.33 3
Ski to My Lou 38 2. 24 1.52 1
Kum Ba Yah 37 2.18 1. 24 1
Mi nuet 32 1. 88 0. 86 2
Jolly Ol'd St Ni 30 1.76 1.009 1
Mary Ann 24 1.41 0.62 1
Aura VLee 20 1.18 0. 73 1
Sakur a 20 1.18 0. 39 1
LargoNéwoWorl d ¢ 20 1.18 0.53 1
Surprise Sympho 20 1.18 0.53 1
Carnival of Ven 19 1.12 0. 33 1
Song of Volga B: 18 1.06 0. 24 1
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Research Questi®unrssAdwoewathemhr Rel ati ons
2. For a afraiiolgdt log aFROSY scored)apni ¢ diact Musi c
Achi evemenst S{ RBMAS §)) TeFcaommielsi,ar Musi c Ach
Pl aying Test (€ FMA®M)| saorMMgegsi c Achi eveme
Singing Test @arMAI BAMi bcareMusi c Achi ev
| mprovisation Playing Test (FMAIPT) sco
3. For an unfidmni s@calms oS scor e f@mamedi atr (
Music Achievement SingbndnfTemt!| ( HMABTS i ¢
Achi evement PlayindxT&sfamMUMART) MessoCe#
| mprovisation Singi awgddreWsntf a(mMd MAIIsSTc) s c o
Achi evement | mprovisation Playing Test
To examine quantitative relationships b
achievement, (b) playing music achievement
(d) 1 mprovi siarcghipelveeyriemg nmudiadnialmi a1 asomqd,
perf drimeedae s siegn anal yses. Pri ars stuanpttoireo nasn a
|l inear regression were met. Firreslta t itoon schhiepc
bet ween thedidepeadeant vama miblied separ ate
each of the dependent variables and found
nor mal ity, | inspefPied &dohi ebochr ameand al B
agai nst efaocuhnddDVa aghododness of fit for each r
After the | inear regression anal yses, I
chances of obtaining false positives or Ty
correction, H edoiéV i.d0e5d btyio ét haeli prieuanriérrielg.r e s si o
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would reject the-vallule wapot eessi ¢ hialnh tolme egu
al plheavpe<] . (0045) .

To answer research question two, simple
cal cul ated t onprieadbirlcets t(hae) dFeMAeSNTd escor e, ( b)
FMAI ST score, (d)) FMAmMPITi aco€CempbBRBREt §pscor
The Bonferroni correction to was used to r
equation was fouR(@l1Bor =pMASRBBLBafei { HO 4n
Partipirpalntcs ed FMAST3 .s&00 e+ i.s3 M wmd{ ARBOS) . |
increase in FRS score, FMASReswdre iorfcrédeaes

regression anasfhepsbéoweeheFRE8I andoRMAT ar

4.5,
Tabl e 4.5
Linear RedgrRéSs gilov t o FMAT (DV)
B SE B I p

FMAST *, 307 079 . 710 .001
FMAPT . 128 100 . 313 .222
FMAI ST . 251 . 109 526 .037
FMAI PT - 0009 . 120 - 020 .939
Familiar ©ompos. 728 . 275 . 565 .018
NotBeo:nf er r onU/ &< r.e0cOt4i50 n

To answer research question three, si mp

calcul ated t oemtr edarcitalblhes dlep)e ndMAST scor e,
UMAI ST score, ofd) nUsmi PiTas cCo mp)o stihtee Tsod acarl e ,
Composité®&#RfE£ddone dodnused the Bonferroni corr

significant regression equaRilodd4wap flRurrdO

.004)Rofwi PG @.mapir galntcs ed UMAI SI. 40@re i s

+ .310 For( FpROSD)mé i ncrease in FRS score, UM/
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averRgsul ts of the |l inear regression anal ys

UMAT are préeéseenrte&d in Tab

Tabl e 4.6

Linear RedrRéSs gilov t o UMAT (DV)

B SE B I p
UMAST - 099 . 096 -. 266 . 320
UMAPT . 201 . 152 . 325 . 204
UMAI ST *,. 310 . 089 . 683 . 0014
UMAI PT . 206 . 093 . 495 . 043
Unfamiliar C. 703 . 282 . 540 . 025
Total Combin1l1l.¥%83 430 . 652 . 005

Note:Bonferroni correctiotd / 1 fi<,.0045
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CHAPTER 5
SUMMARY AND CONCLUSIONS
Purpose Statement and Research Qu
With the intent of improving music pedagogy, the purpose of thisrelsevago
examine the potential relationsibpe t ween studentsdé degree of |
common to beginning band methlodoks and aurabased music achievement aftere
year of studyl sought to answer the following research questions:
1. Which songs from t he HFRSM |drag rRepcerrtteod re
most and |l east familiar to the sampl e?
2. For a f aiilbilg hatrlogsaofhogW RS s c(odf)@mi Ipir@di Musi c
Achi evement Singing)TeFsatmi(lFAMAS TMu ssicco rAecsh
Pl aying Test (¢ FMARITAr sMosies, Achi evement
Singing Test @&RrRMAI BAMi BcarebBMusi c Achi evce
| mprovisation Playing Test (FMAIPT) sco
3. For an unfmmhni sdcans oRIS sc9r &Jaafmamedii atr (
Musi c Acthi 8iveglilewhdAITEBtgcdmdsami(bar Musi
Achi evemenanying Test) (UMARBRM) | saor Masi ¢€c A
| mprovbéismagiomg Test @O®MPAILBATT)a nsicloirers, Musi c
Achi evement | mprovisation Playing Test
Met hod
Participantg{N = 17) were fifth and sixth grade students enrolled in their second
year of beginning band in a public elementary school in New Je&S&&6had a total
enrollment of 677 students during the 2187 school year. According to t&&JDOE
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(2017) 50% ofstudents are White, 21% Hispanic, 12% Black, 11% Asian, and 54% were
enrolled in the Free or Reduced Lunch Program. English was the most common language
spoken in students6é homes (i.e., 76.8%); w
language (i.e., 10%BNJDOE, 2016). There were two fullme music teachers at SPES,
one general music teacher who taught all students, and one band director who taught
fourth, fifth, and sixth grade students enrolledand.

Ms. C wasBDRA in this studyMs. Ctaught an autabased instrumental
curriculum and usedRI (Grunowet al, 2001)as the main resource for lesson planning
and repertoire. All participants studied with BDRA for onen8@ute group lesson and
one45mi nut e band r ehear s albasediasudiionwade this BDRAOG S
school an ideal location for this exploratory dissertation study.

For this dissertation study, | created two measurement instruments. | dabigned
FRSt o measure the breadth and depth of stud
beghnning kand method books. | designed MATo me asur e t hebaggdr ti ci p
music achievement in singing, playing by ear, and improvising. | created rating scales for
judges to assess the musical performances of each participant.

In Session 1BDRA distributed FRS to all students in the Advanced Band during
a band rehearsal without the researcher present. BDRA gi&&dwudio recording
which included the directions for completing the survey, song titles, and melodies. Then,
students listened and ded a number on the Liketype scale corresponding to how well
they knew each song from(lldo NOT know that songo 5(I can play this song on my
instrumeny . BDRA col | e dN=&7 supwveys and gavie thermtd nse fthe (
researcher. BDRA kephenonp ar t i ci pant sé surveys to gath
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studentsé familiar songs and planned to us
selecting repertoire for performance.

In Session 2participants watched an interactive video that asstbed in
performing two criterion melodies, the familiar meldiyghtly Rowo and the unfamiliar
original melodyfiFinish Line Bor each criterion melody, the participant followed the
directions on the video and performed the eight subtests. In each spdittsipants
were prompted to sing, play by ear, improvise vocally or improvise on their instrument.

I n the Judgesd session, | trained judge
provided anchors for each scale. Judges listened individuallghopeaticipant perform
each of the eight subtests. Judges rated each performance with two rating scales. Judges
rated singing and playing performances with tonal and rhythm rating scales and
improvising performances with harmonic and rhythmic rating scales

Anal ysi s

| identified FRS scores abe independent variable (IV) aRtMAST scores,
FMAPT scores, FMAIST scores, FMAIPT scores, UMAST scdid8APT scores,
UMAIST scores UMAIPT scores Familiar Composite, Unfamiliar Composite, and Total
Composite scoras dependent variables (DVPor FRS, | analyzed internal reliability
with split-half, SpearmaBrown AdjustmentFor each DV, | analyzed inteater
reliability using the intraclassorrelation coefficient (ICC). analyzed the responses to
FRS to determe the frequency of familiar songs as reported by the sample.

| used a linear regression set at a confidence leyekab5and corrected with

the Bonferroni Correctiodl / ¥, . QoOcdlculate whether FRS can preditAST,
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FMAPT, FMAIST, FMAIPT, UMAST, UMAPT, UMAIST, UMAIPT, Familiar

Composite, Unfamiliar Composite, and Total Composite scores.

Resul ts

In summaryto answer research question one and identify the least and most
familiar songs from the survey, | analyzed the frequency of responsescio songlhe
sample reportedHot Cross Buns @Jingle Bells @Pierrot dLightly Row, and
fiLondon Bridg® as the most familiar songs, aff@ong of the Volga Boatmeno
fiCarnival of Venice @Surprise Symphony Largo from the New World Symphonyo
fiSakurg andfAura Lea as the least familiar sondRarticipants scored a mean score of
63.82 with a standard deviation of 13.05FRS

To answer research question two and analyze the ability of FRS to predict FMAT
scores, | performed a linear regresdimnFRS against each composite score adjusted
with a Bonferroni Correction. | founa significant regression equation between FRS and
its ability to predicMAST score. There were no significant effectsFdMAPT,
FMAIST, FMAIPT, or Familiar Compositecores.

To answer research question theal analyze the ability of FRS to predict
UMAT scores, | performed a linear regression for FRS against each composite score
adjusted with a Bonferroni Correctidrfound asignificant regression equation between
FRSand its ability to predidMAIST score. There were no significant effects on
UMAST, UMAPT, UMAIPT, Unfamiliar Compositeor Total Compositecores.

Di scussi on
In this section, | will onsider possible reasons RS and MAT results of this

study, and desibe how the results compare to the literature.
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Interpretation

To answer research question one, | ordered the 24 FRS songs from highest score
(i.e., most familiar) to lowest score (i.e., least familiar) and found the top 10 songs:

1. Hot Craqoss Buns

2. AJighe Bel l s

3. fPi edrot

4. AiLi ght loy Row

5. Lbondon 0Bri dge

6. Amazi ngdo Gr ace

7. 0de too Joy

8. M Are You 0S5l eeping

9. Mown by tomedStati on

10.iGood King.OWencesl as
After debriefing,BDRA supported théindings and stated that the st familiar
songs, excefor fiAre You SleepingandfiLondon Bridge were included in lesson
plans for beginning bané&very beginning band student sang and plakednelodies
and bass lines for the songs abovtheir first yeamof beginning bandt is difficult to
determinenow students became familiar withre You SleepingandfiLondon Bridge 0
Possibilities include, but are not limited to, home;grbool, or general music classes.
When analyzing the mode (i.e., most common response) for etdtoh tofp 10 songs, |
foundthat 5(I can play that song on my instrumgmas the most common response.
However, three songél.ondon Bridge BAre YouSleeping andfiDown by the
Station did not have a mode of BLondon Bridg® had a mode of 4 can sing the
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whole sony) BDRA and | agreed since many students reported to be able to sing
fiLondon Bridge the song could serve students well for playing by ear or improvising
within its context. Interestingly, two songstkn the top 10 had a mode of[Zrecognize
that song: fAre You Sleeping@ andfiDown by the Station BDRA and | agreed that if
shewas going to use those songs in future lessons, it would be worth singing the
melodies and bass lines before any furthatepthinstruction.
Participants reported the least famikangs as (a)Song of the Volga Boatmeno
(b) ACarnival of Venice (t) ASurprise Symphony (@) fiLargo from the New World
Symphony (e)iSakura and(f) fAura Lee After debriefing, BDRA noticed that the
only two survey songs in minor tonality were tleast familiar to the students, and
decided to revise future lesson plans to include more songs in minor and other tonalities,
and intends to increase studentsd overall
specifically include Minor, Dorian, Midydian and Phrygian tonalities.
When analyzing the mean and standard deviatiop farr t | FRSseomedl s 6
notcedanSDof3. 05. The high SD signifi easchigdh va

there a | arge di ff er e necaep hbrettiwcei epoagnnth a edu amb €

their degree of familiarity with each song
deviation (i .e., Good King Wenceslas) indi
familiar with the stongnatleicouil nistpreumampt Wl
did not recognize the song at all. This in
when differentiating instruction to studen
song or may be readyhtad | leemgn mga pmaew, mhil e
need to be taught the mel ody and bass | ine
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It is also interesting to think about h
survey (kspansplay that )BDBodgpant mgmeée piaaé g um

would play the songs with notation or with

| argel y t-havadghi rmutrradcti on including singirt
They did not | earn to readnt tntt et itdhre wrcthiolo |
Even in their second year of study, they s
So, when they thought about their answer t

with notation or withouwtl |Irecctta tdiactna? t®f acnosuwe
guestion, | behopetdRapssinde tthhee wsourdvi enyg rods p o1
Respoaoscel & be adjiwst edutoomplihay Ldbye weare r ,
the response coul d easi le adediotneo o aamfd tchoerspe
needs to be cameftwlrleyrecrairddéar ed

To answer research questions two, | analyzed FRS and Fd&Es (i.e.,
FMAST, FMAPT, FMAIST, FMAIPT).FRScouldpredict FMASTscoresmeaning the
students who reported knowg the most number of songs frdfRS and to a greater
degreewvere more likely to achieve in singing a familiar song than students who reported
knowing the least numbef songs and to a lesser degree. The following benchmarks
reveal confidence in accepgihis outcome: (a) spihalf reliability, (b) interrater
reliability, (c) theoretical mean, and (d) theoretical standard deviation. FRS had an
excellent level of sphhalf reliability (.92). FMAST had high intemater reliability (i.e.,
tonal rating .93, rhythm rating .917), the achieved mean score was slightly lower than

the theoretical mean, and the actual standard deviation was close to the theoretical
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standard deviation. Those three FMAST benchmarks reveal high reliability and validity
for this meaure.

Additionally, for this sample, students have a great deal of experience singing
whole songs, bass lines, and tonal patterns mvitieabledo solfege In the first year,
students sing a new melody and bass line in every lesson. BDRA reviews tlat gung
band rehearsal later that week, and students sing the songs agaiparttvarmony
combining the melody and bass line. BDRA teaches tonal patterns according to
procedures laid out iRl (Grunow et al., 2001)

FRS was not shown to predict FMAFAMAIST, or FMAIPT scores. Interater
reliability was above acceptable levels on all three tests. However, there was less
agreement among judges particularly on the rhythm rating scale with the least amount of
agreement on FMAIPT rhythm score (.730). FMAR&an score and standard deviation
were close to the theoretical mean and theoretical standard deviation so it is difficult to
determine why FRS did not predict FMAPT scores. FMAIST and FMAIPT showed
higher means (i.e., FMAIS = 20.13, FMAIPTm = 18.12)and greater standard
deviations than their theoretical benchmarkeaning participants were successful at
demonstrating improvisation while singing and playing their instrument. To avoid Type |
errors (i.e., false positive), | used a Bonferroni corredtioadjust the alpha levelhe
Bonferroni correction adjusts for the multiple comparisons of FRS scores to each MAT
subtestHowever, the Bonferroni correction is known to be a conservative correction
increasing the chance of Type Il errors defendingntiiehypothesis when it should be

rejected (Miles & Banyard, 2007).
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To answer research question three, | analyzed the FRS and UMAT (i.e., UMAST,
UMAPT, UMAIST, UMAIPT). FRScouldpredictUMAIST scoresmeaning the
students who reported knowinlget most nmber of songs frorfkRS and to a greater
degree, achieved in demonstrating improvisation through singing an unfamiliar song
morethan students who reported knowing the least number of songs and to a lesser
degreeThe following benchmarks reveal confidemgeaccepting this outcome: (a) split
half reliability, (b) intefrater reliability, (c) theoretical mean, and (d) theoretical standard
deviation. FRS had an excellent level of sphif reliability (.92). UMAST had
acceptable to high inteater reliabilty (i.e., tonal rating .922, rhythm rating .715), the
achieved mean score was slightly higher than the theoretical mean, and the actual
standard deviation was close to the theoretical standard deviation. Those three UMAST
benchmarks reveal high reliabiliagnd validity for this measure.

Additionally, for this sample, students have some experience improvising tonal
patterns and rhythm pattermduring weekly rehearsals, BDRA teaches tqratternsand
rhythm pattern improvisation according to improvisatwaparation procedures laid out
in DMTI (Azzara & Grunow, 2006). The tonal pattern procedures include echoing major
tonic and dominant patterns, then, creating a new pattern using the same pitches in a
different order. The rhythm pattern procedures inck®ingcharacteristichythms
from a familiar song, then, creating a new rhythm pattern of the same length (i.e., four
macrobeats) and meter (e.g., duple, triple).

FRS was not shown to predict UMAST, UMAPT, or UMAIPT scores. {raegr
reliability hadgreater variability on these three tes#ging from .664 to .981. UMAST
had an undesirable inteater reliability coefficient for the rhythm score. UMAPT had
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extremely high interater reliability. While, UMAIPT saw the lowest levels of intater
reliability (i.e., harmonic .664, rhythm .731) which could be attributed to fatigue as
this was the last test judges rated during their final session.

UMAST, UMAPT, and UMAIPT mean scores were considerably higher than the
theoretical mean and their PM counterpart tests. Thdiscrepancys also visible
comparing the Familiar Composite score to the Unfamiliar Composite score. The higher
mean scores imply that participants were more successful singing, playing, and
improvising while playing on the unfaliar criterion melody than the familiar criterion
melody. Standard deviations were close to theoretical standard devietiplysng the
expected amount of varianaemongscores. The higher meangrsify that Criterion
Melody2 was too easy forpartc i pant sé overall skil!l |l evel
the high scores. Again, to avoid Type | errors (i.e., false positive), | used a Bonferroni
correction to adjust the alpha level. However, the conservative Bonferroni correction
increases the chamof Type Il errors or false negatives (Miles & Banyard, 2007).

Comparison to the Literature
Familiar Repertoire Survey

Researchers have found that our schemata for music is highly influenced by the
music of our culture, and by the fifth grade, childremfally enculturated and
consistently able to recognize familiar music (Demorest et al., 2008; Morrison et al.,
2003,2008).Feierabend et al. (1998) found that if participants learned melodies with
lyrics they were more likely to recognize the song latean if performed with a neutral
syllable.lt is highly likely that the participants in the current study learned the folk songs
from the survey with lyrics and were more likely to remember them.
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In the survey, participants sekported their song famdrity which can affect
reliability, and \erbal recognition and bekior literature typically findow positive
relationshipsHowever, similar to the current studgjillian (1996) found anoderate
positive relationship between se#ported recognition angbcal performance of children
songsDue to our cultural development of musical schemateachersfoundhigh
validity and reliability inmusical memoryecognitiontasks (Morrison et al., 2008).
According to the sur vefamiarssngsilwersin t he pa
major tonality and duple metdByo (1988) and Stringham and Snéti pres$ found that
most method bookisiclude a heavy emphasis on major tonality and duple niter
reviewing survey results, BDRA came to the samek®ionas previous researchers
(Byo, 1988; Tasker, 1977; Stringham & Snallpres$: it he met hod books dc¢
enough diverse music, and | want to provide [students] with a diverse musical
experienceo (personal Cc 0 mMAmBtudentpaogrese n, Sept e
through the beginning band curriculum it is important that they develop their
musicianship alongside the executive skills needed to play their instrument. Having a
diverse familiar repertoire expands their musical schema. When their schemdsexpan
they have a greater understanding and moocabulary to choose from when developing
critical thinking skills like improvising and composing.
The participants have familiar songs in
fidingle Bell® could be foundoMc Gui r e6s ( 20 0 OfjpondomuBrithgént i ¢ | i
was found on Killianés (1996) and McGuireb

between songs lists for singing in general music (Killian, 1993; McGuire, 2000; Whitlock
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& Ramsey, 1993) and gg lists for playing in beginning band (Stringham & Snall,
press.
Music Achievement Test

The results of the current study found that FRS prediousic achievement in
singing a familiar song. Similarlillian (1996) found a strong positive correlati
betweerthe number of songs participants recognized and. Reggarchers have shown
that singing tonal patterns withoveabledo solfegeincluded with aurabased
instruction techniquesffects achievement in beginning instrumental musgight
readng, phrasing and articulation aptaying by ear (Bernhard, 2002006;
Grutzmacher, 1987; Lee, 1996; MacKnight, 19 Pgrticipants in the current study, sang
melodies, bass lines, and tonal patterns with movedsddelfegethroughout their
regular lessons and band rehearsg®wever, FRS did not predict music achievement
playing a familiar or unfamiliar song.

Researchers have found that skills in playing by ear develop overishzl( et
al., 1999; McPherson, 1997; Musco, 2010). Other researchesstigated successful
strategies for playing by eaBéker & Green, 2013; Green, 2010; McPherson, 2005;
Varvarigou & Green, 20)5Perhaps incorporating successful strategies for playing by
ear will increase student achievement in this area.

Results of theurrent study found that FRS predictadsic achievement in
improvising while singing an unfamiliar songaprovisation is a collection afference
learning skils that require students understand musidéy have internalized and
demonstrat¢éhat undestanding in a novel way (Azzara)@3; Gordon, 2012; Grunow,
1996; Snell & Azzara, 20)5In improvisation, students take the content of familiar
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songs (i.e., tonal patterns, rhythm patterns, melodic patterns) and bridge their experiences
to create new niedic ideas (Gagne, 1971; Gordon, 20Eypertoire is fundamental to
improvisation(Azzara, 2008; Snell & Azzara, 201%jJaving a large repertoire of and
improvising on familiar songs helps musicians compare and recognize patterns when they
encounter annfamiliar song (Berliner1994. In the unfamiliar songs, they begin to
realize familiar patterns in harmonic progressions, forms, and stylegarticipants
sang new repertoire and improvise tonal and rhythm patterns in every lesson and
rehearsahnd that may have helped them recognize the harmonic structure and rhythmic
patterns in the un flpereond doramunicatom epténkberad, s h L i
2017).

Research shows thatusic memory seems to be largely episprdieaningmusic
memoriesarebased more on our schemas deds of the specifidetails are retained
(Demorest et al., 2008; Sloboda, 1985; Snyder, 2009). Perhaps greater musical repertoire
increases our ability to improvise on unfamiliar sosgscifically when those sonijs
the contat of our schemincluding familiar tonalities, chord progressions, harmonic
rhythms, and rhythm patterns.

Researchers have found tihadsic aptitude (Stringham, 2010), jazz theory
knowledge (Ciorba, 20093elf-evaluation (Ciorba, 2009; May, 2003), playiby ear,
and Ai mprovisation class experienceo ( May,
improvise However, few studies have focused on the improvisation achievement of
elementary students (Bingham, 2007; Guilbault, 2068)lbault(2009)found that
students who received the chord root treatment had higher tonal improvisation scores
thanthecontrol group that did noParticipants regularly sang and played chord roots and
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their corresponding melodies. Perhaps that also aided their abiigntonstrate
improvisation achievement.

Interestingly,FRS did not predict achievement in playing by @amprovising
while playinga familiar or unfamiliar song. From the results, it appears that singing a
simple songs easier than playing. Perhaps jtayan instrument adds another layer of
difficulty to the music achievement tasks for these inexperienced players, and FRS was
not able to predict music achievement scores for playing by ear or improvising on an
instrument.

Limitations

The current explotary dissertation study contained many limitations which, in
turn, limits its generalizability to other beginning band populatiblasited the current
study to beginning band students enrolled in the early part of their second year of
instrumental studin one New Jersey public elementary schbothe research setting,
BDRA teaches using aurbbsed and audiatidmased instruction techniques largely
based on Music Learning Theory and outlinedrRih The techniguesiclude singing
melodies and tonal patterns, playing by ear and by rote, and improvisingatieahs
and rhythm patterns.

Approximately half of the eligible students volunteered for the study, generating a
relatively low number of participantSince stdents volunteered for the study, those who
ultimately participated may have had a more favorable opinion about their band
experience compared to those who did not participate. Or, some students may have been
too nervous to play their instrument alone wntrof the researcher and did not wish to
participate Study results are individualized to this relatively small group of participants.
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However, significant findings from this study may best be generalized to beginning band
programs in which bandirectorsuse similar repertoire and techniques (e.g., singing
repertoire prior to playingninstruments).

| designed FRS to measure beginning ban
common to beginning band method books, and most are from the American folk song
genre or themes from Classical music. Method book authors include these songs for
many reasons. For example, students are successful at playing these songs because they
include a limited pitch range, limited and characteristic chord functions, and rhythms ar
repetitive and relatively simplistic. Due to these musical characteristics, the method book
songs aid students in developing executive skill and musicianship skills. Additionally, the
songs are in public domain and free to use without copyright permssaial fees, and
have a longstanding tradition in the method books. FRS was not designed to measure
other musical genres, but it should be noted that including songs representative of other
genreqe.g, hip-hop, indie rock, R&B)nay guide further learngnabout the ability to
predict music achievement based on beginni
songs.

There were several limitations found in MAT. Filstomposed an original song,
AFi ni s §peclficalty éor the study so that all paiiants would be equally
unfamiliar with this melody. However, | introduced the song inil@ductionactivity
so that the participants would not be completely surprised and unprepared with the
unfamiliar song. After analyzing the means of each MAT stptlkee unfamiliar criterion

melody proved to be too easy for the students in this study. | found it unnecessary to
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introduce the unfamiliar melody prior to the study and may have interfered with the
results.

Inter-rater reliability was generally high diethe anchors provided and the
judgesd discussion to use and understand r
aware of when they were rating the familiar song music achievement tests versus the
unfamiliar song music achievement tests. This Hedge may have inadvertently caused
them to rate the unfamiliar music achievement tests higher potentially causing them to
rate this more difficult skill on an easier scale.

MAT was a snapshot of e acimingereseaict i pant 06
sesi on. There was no treatment period to in
time. An improvisation training session for all participants may have improved their
overall improvisation scores.

Finally, | analyzed repeated measures and used argatige correctior{i.e.,

Bonferroni Correctionjaising thethreshold for false negatives. Analyzing less measures
may balance the threshold between false positives and false negatives.
Conclusions

With the intent of improving music pedagogy, the purpafghis research was to
examine the potenti al relationship between
common to beginning band method books and éhaséd music achievement after one
year of studyFor the 17 students in one New Jersey stimoibeir second year of study,
six conclusions can be made: familiarity with common beginning band repertoire as
represented by a selection of 24 songs common to beginning band method books does not
predict students6 achi eong, bpderhonstrating theough gi n g
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singing improvisation based on a familiar song, (c) playing by ear a familiar or unfamiliar
song and(d) improvising on an instrument, whether improvising within the context of a
familiar or unfamiliar song. Familiarity wh common beginning band repertoire does
predi ct st uahiga) singidg adamihar serane () demonstrating through
singing improvisation based on an unfamiliar song.
Recommendati ons for Future Resea

The current study has aroused additiapeestions that could be answered by
further research and has implications for researchers and educators. The next two sections
summarize my recommendations.

In the current study, | explored tpeedictabilityof songs common to beginning
band method boakon aurabased music achievement. While the results on that
relationship are not generalizable and remain inconclusive, future researchers might
replicate, expand, or improve this work. Since the results indicated FRS could predict
FMAST scores, then fute researchers should investigate the relationship between a
large familiar repertoire of songs and singing thfaseiliar songs with a larger
population and in other beginning band or instrumental settings. Results also indicated
FRS could predict UMAISBcores. Future researchers should investigate the relationship
between a large familiar repertoire of songs and improvising over the context of similar,
yet unfamiliar, songs with larger populations and other beginning band or instrumental
settings.

Thecurrent study explored the ability of FRS to predict singing, playing by ear

and improvising music achievement. Future researchers may further investigate the
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ability of FRS to predict aurdlased music achievement and other types of music
achievement inclding reading notation, sigintading, or composing.

| designed FRS to determine studentsodo f
beginning band method book=uture researchers may expand the survey to include
songs of othegenres (e.g., indie rockip-hop, jazz, R&B) and investigate the
predictalility of other genres on varying types of music achievement

In the current study, the me&MAT scores were higher thaime mearFMAT
scoreswith few significant resultdndicatingthatthe unfamiliar criterion melody was too
easy for participant$:uture researchers may increase song difficulty, or change the
procedures for when participants experience the unfamiliar song and wait until the music
achievement test instead of presenting the unfamiliar song early in the study.

Procedures in the current study included a shormBfute recording session
which provided a snapshot of studentsd mus
design an experimental study with a treatment period in which the experimental group
increasesheir repertoire more than the control group. Researchers may also design a
longitudinal study with multiple measurements otere, therebystudying the growth of
auratbased music achievement. Researchers may also design procedures that reduce
nervousnes among participantsuch as aituation in whichparticipants cannot see the
researcher.

Procedures in the current study required students to audiate or mentally practice
before performing each task. While observing the participants, | noticed different
strategies including being silent, singing softly, or imagining playing their instrument.
Future researchers could determine methods for observing mental practice strategies, the
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success of one strategy over another, and the effects of mental praatisgwnental
music achievemenparticularly in playing by ear and improvising.

In the current study, | analyzed repeated measures of linear regressions and made
conservative correctionghusincreasing the risk for false negative results. Future
researbers may analyze less dependent variables and focus mglatspe of music
achievement like improsation. Many beginning band students may be unfamiliar with
the skill of improvisation and may need a training ses$tesourcesxistto aid students
in developing improvisation skills (Azzara, 1993; Azzara & Grunow, 2006; Bingham,

2007 Gagne, 2014). In future studies, | recommend collecting data on beginning band
students improvising a complete melody instead of completing an existing melody with
an anecedent phrase. The problem with many of the improvisation solos in this study
was that many were very similar and at times judges had difficulty assigning ratings.
With a greater distribution of improvisation solos, | predict it will be easier for judges
score. It is also important to carefully consither rating scales judges will use to score
the mprovisationsThe improvisation rating scales | used in the current study (Azzara &
Grunow; 2006) did not focus heavily on creativity, which can be guitgective.
Instead, the rating scales focused more following and understanding the musical structure
(i.e., harmonic progression, meter, characteristic rhythms, phrasing).

| mplications for Beginning Band LC

The beginning band method book is thain resource for beginning band
directorsd curriculum and | esson plans. Th
literature because they are in the public domain and are free to publish. Folk songs help
inexperienced players develop executive and marssbip skills because they are
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simplistic, repetitive, contain characteristic harmonic progressions, and have limited
range.Unfortunately, the folk song repertoire may not be as predominant with American
children as it once was.

Beginning band directoh o di stri bute a survey to | e
repertoire are taking time to recognize and consider individual differences among each
student in their ensemblénowingt h e st u d enepgertoide mayaprovide insghts
to guide lesson plasing. When band directors use a combin
repertoire anduratbased instruction (i.e., singing, playing by ear, improvisihg)
studentsnay be more likely to achieve in beginning band.

With information from a survey, band direcdanay decide téront loadmore
familiar songdn the beginninghelping tobuilds t u d e n t s éwittctloein daflyd e n ¢ e
singing achievemen¥hen students demonstraarlysinging achievement, band
directors may be more willing to continue implementimgsg in their instrumental
classrooms. Singing in the instrumental classroom early and often can lead to increased
achievement in phrasing and articulation, aural recognition of major and minor,
performance achievement, playing by ear, and siggding(Bernhard, 2004, 2006;
Grutzmacher, 1987; Lee, 1996; MacKnight, 1975, McDonald, 1987).

When students have a large repertoire of familiar songs, they demonstrate more
achievement through improvising vocally on an unfamiliar song that shares similar
harmonc functions, style, and rhythms with songs in their familiar repertoire. When
students demonstrate achievement in improvisation, band directors may be more willing
to continue improvisation activities in their instrumental classes. Additionally,
understanishg more about improvisation resources and teaching strategies will aid band
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directors in implementing improvisation in their instrumental class. Improvisation in the
instrumental classroom may lead to increased achievement in improvisation (Bingham,
2007) reading prepared music and sigbading (Azzara, 1993), and composition
(Stringham, 2010). If current music teachers and music teacher educators continue to
develop more resources for aubalsed instruction, and continue to share successful
strategiesmusic teachers and their studemigy increase the amount of singing, playing

by ear, and improvising ibeginning band.
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APPENDIX B

IRB APPROVAL LETTER

Fal TEMPLE Research Integrity & Compliance Institutional Review Board
] Student Faculty Center Phone: (215) 707-3390

UNIVERSITY 3340 N. Broad Street, Suite 304 Fax: (215) 707-9100
Research Administration Philadelphia PA 19140 e-mail: irtb@temple.edu

Certification of Approval fora Project Involving Human Subjects

Date: 04-Oct-2016
Protocol Number: 23935
PI: REYNOLDS, ALISON
Review Type: EXEMPT
Approved On:  30-Sep-2016
Approved From:
Approved To:
Committee: Al
School/College:  BOYER COLLEGE OF MUSIC & DANCE (2200)
Department:  MUSIC:EDUCATION (22060)
Sponsor:  NO EXTERNAL SPONSOR

Project Title: Beginning Band Students' Familiarity with Method Book Repertoire as a
Predictor of Music Achievement

The IRB approved the protocol 23935,

If the study was approved under expedited or full board review, the approval period can be found above, Otherwise, the
study was deemed exempt and does not have an IRB approval period.

If applicable to your study, you can access your IRB-approved, stamped consent document or consent script through
eRA. Open the Attachments tab and open the stamped documents by clicking the View icon next to each
document. The stamped documents are labeled as such.

Before an approval period ends, you must submit the Continuing Review form via the eRA module. Please note that
though an item is submitted in €RA, it is not received in the IRB office until the principal investigator approves it.
Consequently, please submit the Continuing Review form via the eRA module at least 60 days, and preferably 90 days,
before the study's expiration date.

Note that all applicable Institutional approvals must also be secured before study implementation. These approvals
include, but are not limited to, Medical Radiation Committee (“MRC”); Radiation Safety Committee (“RSC™);
Institutional Biosafety Committee ("IBC"); and Temple University Survey Coordinating Committee ("TUSCC"). Please
visit these Committees” websites for further information.

Finally, in conducting this research, you are obligated to submit modification requests for all changes to any study;
reportable new information using the Reportable New Information form; and renewal and closure forms. For the complete
list of investigator responsibilities, please see the Policies and Procedures, the Investigator Manual, and other requirements
found on the Temple University IRB website: http://'www.temple.edu/research/regaffairs/irh/index.html
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APPENDIXC
FRS INSTRUCTIONS ANDIRANSCRIPT

FRS Audio File

Included in FRS is a corresponding audio file that contains instructions for
completing the surveyhe item number, the song title, and melody. The Researcher
recorded the instructions, item number, and song title with an SM47 microphone and
Tascam Audio Interface, model LI90. The Researcher created the melodies with
MuseScore 2.0 software and receatidhe playback using the piano sound. The
Researcher recorded, edited and mixed all audio in Audacity 2.1.0 software.

Hel Il o! You just received a survey from
That Song?0 A survey i s togieThetopiclamat her i nf
interested in is familiar songs. Today, you will listen to short songs. | want to know
which songs you recognize. Do you think you could sing the song or play it on your
instrument? You will not be asked to do that today, but thilkiaih you could. In a
survey, there are no correct answers. Just answer the way you think.

Please listen to the following song titles and melodies. Think how well you know

each song and circle your answer. Circling
Circling 2 means Al recognize that song. o
song. 0 Circling 4 means il can sing the wh
that song on my instrument. o6 Circle the nu

Remember, there is no correct answer, and each answer will probably be different for
each person. It is okay to circle any answer, 1, 2, 3, 4, or 5 as long as that answer is how
well you know the song.

Let6bs practice t og e tlehoethe.songfolloned theysang wi | |
itself. Circle the number that best describes how well you know the song.

Sample Song A: Twinkle, Twinkle Little Star

Twinkle, Twinkle Little Star

J=100
o) T [ o p— T pr——

T o o —— | T

Now that you have heard the melody, circle the number that best describes how
well you know this songCircle 1 if you do NOT know the song. Circle 2 if you
recognize that song, but maybe you dondt Kk
the song. Circle 4 if you can sing the whole song. And circle 5 if you can play the song
on your instrument.

131


https://drive.google.com/open?id=0B9XfV4Y_SBOBRmFPZ2ZZbzRxYlU

Do you have any questions before we begin? Please raise your hand, and your
teacher try to answer your question. Teacher, you may want to pause the track before we
begin.

(Long pause)

Okay, it looks like we are ready to begBong number 1: Jolly OI8t. Nicholas

Jolly Old St. Nicholas

Song number 2: Aura Lee

Aura Lee
/=114

Song number 3: Ode to Joy

QOde to Jo!
=120

S e e e
S

aints Go Marching In

Song number 4: When the
When the Saints Go Marching In
4=126

3 I
rd |
A—

il
g
oL
Wi

Song number 5: London Bridge

London Bridge
J= 106
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Song number 6: Are Your Sleeping?

Are You Sleeping?
+=102

|
A I I M| I | [ p——— 1
b X M| I ) I — T 1 1 I I | | I I I I . | I .|

0
17
A

Song number 7: Sakura
Sakura

Song number 8: Alouette

Allouette
Al J=146 o o —

Song numbe®: Jingle Bells

Jingle Bells
' =96

Song number 10: Down by the Station

Down by the Station
=112

|
¥ A 1 I | s | | | T I | I I
¢

A | |
Y

I s T 1 | | | | | |

ISEBBEPEE S PEDES EEE s I
[ [ 2 | | | [~
Song number 11: Largo from New World Symphony

Largo from New World Symphony
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Song number 12: Lightly Row

Lightly Row
A /=90

Song number 13: Minuet

J=124

=]

eJ

Song number 14: Hot Cross Buns

Hot Cross Buns

o

e

4+

Song number 15: Camptown Races

Camptown Races

Carnival of Venice

Song number 16: CarraVvof Venice
L=T2
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Song number 17: Kum Ba Yah

Song number 18: Mary Ann

Kum Ba Yah

Al J=140

J=108

Mary Ann

e e e == e
N 5 | | | | 1 N ] | | | I I | | | A | —
ANIV A S | () 1 | —d | ™ ™ . | 1 s o 1 | | | I N 1
o) [~) _d. [~ '.‘."\___,' .d. '—j .d. .‘._JJ' &
e e R R = e
& N e i
G 2 S R e e

Song number 19: Skip to My Lou

J=140
Skip to My Lou

Song number 20: Surprise Symphony
Surpr_isel Symphony

ﬁlJ M- N [

17 A O, T —— - I I —— | I T—E— — —  ——

Song number 21: Song of the Volga Boatman

Song of the Volga Boatman

17 A —— i T — i —1 i i T

[ 4 [ L4 [ |
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Song number 22: Good King Wenceslas

Good King Wenceslas
Al /=104
1" A T I I T T ; I ]
A T ——— p— I f f [ p— I f f |
%?VEQ T T | [t T T T 7 Y I A N s I A T |

Song numbe3: Amazing Grace

J=104
Amazing Grace
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The survey is over. Thank you for completing it. Your teacher will now collect the

surveys. Thanks again. Goodbye!
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APPENDIX D
MAT VIDEO TRANSCRIPT
MAT will be counterbalanced so that half of participani perform the
Familiar Music Achievement Tests first followed by the Unfamiliar Music Achievement
Tests and the other half of participants will perform the Unfamiliar Music Achievement

Tests followed by the Familiar Music Achievement Tests. V@I Clarinet Video

Blue text= spoken words

Red text= description of music

Black bold text = text visible in video

Regular black text = description of visual in théeo

Hello again! You might remember my name is Mrs. Turowski, and | am studying
music at Temple University. You are watching this video because you signed up to be a
part of my research project. You already completed Part 1 when you took the survey.
During the survey, you listened to several songs and circled a number that indicated how
well you knew each song.

Today you will complete Part 2 by watching and following the directions on this
video. There are 8 levels that you will be asked to completen®thre 8 levelsyou will
be asked to sing, play your instrument, and improvise by yourself. Is that okay with you?

Il f you would |i ke to continue with Part
not wish to continue, sWadwhde yguaecide. head and
(10 second pause)

Great! Letds begin!
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Level l1Li $hngynBow

Lightly Row
/=80
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You just heard me singghtly Row You will hear a short introduction like this,

/=80
) |

;

"V‘:I:|'|

After you hear the introduction, please slnghtly Rowwi t h mayit. Let 6s t

(Show breath cue)
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Lightly Row
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Ok ay. Letds try that agai n, but this ti
get started. Here we go.

(Show breath cue)

J=80 | | |
=z A = A dﬂ._l’ = = = |
8 7|2 7 7|88 |7 2 Z 18 & Z
D) ] | | ! |
9]5 I f I I I | I I
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Great , you have completed Level 1. Let o
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Level 2Li d@gh&Rypiwng

Listen toLightly Rowplayed on the (INSTRUMENT NAME).
Lightly Row
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Now, you will play the song on your instrument. Play the song in Concert Bb. For

QL
QL
Q

the (instrument name), that means (B @ (transposed when necessary)e song
starts orSOand use®O, RE,MI, FA, and SOShow fingerings on the instrument. Take
1 minute to practice the song by yourself.
practice? Okay, go!

(1-minute pausefountdown Clock

Time is up. You will hear the same introduction you heafdre.
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Then, you will hear the accompanimentightly RowlL et 6 s pr acti ce! L
the introduction. Take a breath. Sing and fingghtly Rowon your instrument.
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Okay. Now, wait for the introduction apdiay the song on your instrument. Ge

your instrument ready. Place your fingers $@. Here we go.
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We | | done, you have completed Level 2.
Level 3: SingihgghmpyoRbwati on on
Lightly Row I Vi 1 vi 1 Vi 1 Vil V7 I I V7 1 V7l
A | N — B | N P o
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To complete Level 3, you will improvise a new endinglfyhtly Row.You just

heard me sing the first phrase foghtly Row.You will hear the introduction again,
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After you hear the introduction and first phrase, audiate a new endihuyfaly

Row.l t 6s a goodOiTctheaa tweayenmklwommdy soctceds fi ni

N

(Show breath cue)

Lightly Row
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Ok ay. Letds try that again, but this ti
remember to end dDO. Sing your ending.
(Show breath cue)

Lightly Row

V7 1 V7 1 \ I V71 V7 I I v7 1 Vil

R R R L e T Ry R
Pra | e T 2 | < e L L
Letdbébs try that one more time. You can Kk

you like.Sing your ending.
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(Show breath cue)

I I

V7

I V71

on

&E‘Zﬁ?} 2 % =z ! = ! F ! ) ! ! o B ] 77 1|
Thanks 0 singing! You have completed
Level Pl ayi bgghmpyoRowati on
Lightly Row
1 V7 I \' I V7 I V71 \'4 1 I Vv7 1v7 1
= = e ———————
N — 1 : 1 — — —
e i e et e ==t S SR S S e SO R
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To complete Level 4, you will improvise a new ending for Lightly Row on your
instrument. For th@nstrument name), that means (BbD® (transposed when
necessary)When improvising your ending, you can 3e, Ti, Re, Mi, Fa, SoAnd
remember, endingddOi s a good way to say the song

end our melodies o O.

You just heard me play the first phrase of Lightly Row. You will hear the

introduction again,
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After you hear the introduction and first phrase, sing and finger a new ending for
Lightty Rowl t 6 s a g o o dDOITHaéeveay metodyeaunds fmishedelt 6 s
practice.

(Show breath cue)

Lightly Row
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| will play the melody again. Play your ending out loud egrdember to end on

DO.

Lightly Row
I Vi I \ I Vi I V71 V7 1 I v7 1v7 1
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L edtr§ that one more time. You can keep your ending the same or change it.

Play your ending out loud.
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You have completed Lele 4 .
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You just heard me sing Finish Line. Listen again.

After you hear the introduction, please sing Finish Linewi t h

(Show breath cue)

You will hear a short introduction like this,
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, but
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agali

try that

0s

Let

Okay.

started. Here we go.

(Show breath cue)

5. Let 6s ¢

Level

compl et ed

have

You

Okay!
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Level O6Fi Pl alyibigne

Listen to FinishLine played on the (INSTRUMENT NAME).

Bb F7 F7 Bb Bb F7 F7 Bbh
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Now, you will playFinish Lineon your instrument. Play the song in ConédrtDo
(transposed when necessai®r the (instrument name), that means (Bl)asThe song
starts orDo (transposed when necessafggnember, the song uses (Bbp, Re, Mi, Fa,

and SoShow fingerings on the instrumefiake 1 minute to practice the song by

yoursel f. I 61 | |l et you know when time is u

COUNTDOWN CLOCK

Time is up You will hear the same introdtion you heard before. Then, you will hear
the accompaniment éinishLine Let 6s practice! Listen to t

breath. Sing and fingétinish Lineon your instrument.
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Okay. After you hear the introductioplay the song on your instnient. Get your

instrument ready. Place your fingers for (Blm). Here we go.

Obq | el | i I I | I i I —  — — I
2 b4 o et|s Z | —— | I I
L 4 [~4 [~ & [~4 [~ &g a
You have completed Level 6 . Letds continue

148



Level 7: Singi Rgnl mpravneati on

Bb7 Bb7 Eb
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To complete Level 6, you will improvise a new endingForish Lire. You just heard
me sing the first phrase. After you hear the introduction and first phrase, audiate a new
It 6s a

ending forFinish Line g 0 b@ Thiatdvayanelodyg soendsdinisbeal.

Letbs practice.

(Show breath cue)

o
N
N

Q]
QL
Q]
QL
N
N
N
I
Q]
Q!
Q]
QL
N
N

Okay. L e tgais, but this/time, sirg fyouranew ending out loud and remember to

end onDO. Sing your ending.
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Eb Eb Bb7 Bb7 Eb

Bb7

Bb7

Eb

Ll S S|

me . You can keep

one mor e t

try that

0s

Let

Sing your ending.

(Show breath cue)

Eb Eb Bb7 Bb7 Eb

Bb7

Bb7

Eb

L A N . |

o

7 . One more t

Level

Thanks for singing! You have o mp | et e d

Level 8.
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Level 8: Pl ayi Rgni smprbhvneation on

d
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To complete Level 8, you will improvise a new endingFarish Lineon your
instrument. For the (instrument name), that means (BbQigtransposed when

necessary)When improvising your ending, you can e, Ti, Re, Mi, Fa, ScAnd

remember, endingodOi s a good way to say the

end our melodies onO.

You just heard me play the first phrasd=afish Line. You will hear the introduction

Listen as | play the melody. Sing and finger a new endingifosh Linel t 6 s

ideatoendo@®O. That way mel ody sounds fi
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| will play the melody again. This time, plgpur ending out loud.
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Let's try that one more time. Play your ending out loudrantember to end adnO.

3

Bb

F7

F7

Bb

Bb

F7

F7

Bb

YV 10 x

27 |2 F

2 7 B Z

=
&

YV rox

I T 14
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PZa 5

Let's try that one more time. You can keep your ending the same or change it. Play your

ending out loud.
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Congratulations! You completed all 8\ads. Great job. Thank you very much for
singing, playing, and improvising today.

Good bye!
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APPENDIX E
RATING SCALES

Rating Scales

Level 1, 2, 5, & 6: Singing/Playing Criterion Melody 1 & 2

Tonal dimension.(Continuous rating scale:9)

1
2
3
4

5

The studenperforms first and/or last note correctly.

The student performs some patterns in one function correctly.

The student performs some patterns in one function correctly and some patterns in
the other function correctly.

The student performs all pattes in one function correctly, and some patterns in

the other function correctly.

The student performs all patterns in the tonic and dominant functions correctly.

Rhythm dimension. (Continuous rating scale:3)

1
2
3
4

5

The student performs individual beatithout a sense of meter or steady tempo.
The student demonstrates a rhythmic feeling of the meter throughout.

The student maintains a sense of meter and steady tempo throughout.

The student performs most rhythm patterns correctly while maingameter and
tempo.

The student performs all rhythm patterns correctly while maintaining meter and
tempo.

(Azzara, 1993; Liperote, 2004)

Level 3, 4, 7, & 8: Improvising Criterion Melody 1 & 2

Harmonic progression dimension(Continuous rating scalé:5)

1
2
3
4

5

The student performs first and/or last note correctly.

The student performs some patterns in one function correctly.

The student performs some patterns in one function correctly and some patterns in
the other function correctly.

The studat performs all patterns in one function correctly, and some patterns in
the other function correctly.

The student performs all patterns in the tonic and dominant functions correctly.

Rhythmic Improvisation dimension. (Continuous rating scale:3)

1

2
3

The student performs individual beats without a sense of the meter or steady
tempo.

The student demonstrates a rhythmic feeling of the meter throughout.

The student employs various contrasting rhythm patterns without a sense of
rhythmic motivic devlpment.

154



4 The student begins to develop and relate rhythmic ideas in some phrases.
5 The student establishes a cohesive solo rhythmitalsvelops rhythmic motives
in the context of the overall form.

(Azzara & Grunow, 2006)
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APPENDIX F
INTRODUCTION AND IMPROVISATION ACTIVITY

The Introductory Meeting and Improvisation Activity will occur in Week 1,
during an aftesschool band rehearsal. During this activity, the researcher will facilitate
music interactions (i.e., move, sing, play instrument, and imgepwith fifth and sixth
grade Advanced Band students. The music interactions will help eligible participants
become familiar with the researcher and the subtests associated with Stage 4, the MAT.
After the Introductory Improvisation Activity, the reselaer will explain the study,
distribute informational letters and consent/assent forms.

All text in bluewill be instructions that the researcher (i.e., Mrs. Turowski) will
speakor sing

Materials: piano/keyboard, flute

| mprovisation Activity

Hello everyme. My name is Mrs. Turowsknd | am a music teacher like MS.
| would like to teach you a song to sing and play on your instruments. After that, | want
to tell you aboutvhy | am here at your band rehearsal today.

Li sten to t he s eryayhaveihfBardrihe sohg sévera emeg)y| Af t
will ask you what is missing from this song. See if you can figure out what is missing.

(Prep sequence) Move with nModel macrobeat movements with heels.

Continue moving through the silence.

Bum. Bum. Bum. Move with me.
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Sing melodyda A Fi n i (Fumowskii 205N neutral syllabledu), unaccompanied.

Finish Line

(Prep sequence) Move with nModel microbeat movement with fingers bouncing on

lap. Continue moving through the silence.

Bum. Bum. Bum. Move with me.

Sing mel ody toroneulral syllables(t), unaccampanied.

Finish Line
Eb Bbh7 Bb7 Eb Eb Bh7 Bb7 Eb
A1l , — | , J—

(Prep sequence) Move with nModel macrobeat movement with heels and microbeat

movement with fingers bouncing on lap.

[ | [—
Y10 X I | N N |
B T R B — R E—R————|
A3V > 3 - | ™| ™| & |
3, - r r o
Bum Bum Bum. Move with me

Sing mel ody toroneulral syllables(l), unaccampanied.

Finish Line

(Sequence of Tonés/erbal Association SO, LA, SO, FA, MI, RE, TI, DO. Audiate this
sound. DO. Wait for the gesture, take a breath and @reathe and gesturg) O . Let 6s

practice(breathe and gesturB)O.
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Sing mel ody foroneuird sylfables(du) pausingdon students to dieg t

resting tonePO.

Finish Line

(Prep sequence) Move with nModel pulsing hand from right to lef€ontinue moving

through the silence by pulsing hand left to right.

Bum. Bum. Bum. Move with me.

Singmelody o 7 Fi n onsnéutral syllabdedu), unaccompanied.

Finish Line

Singthemelodya@a A Fi ni sh Lined in your head silent

audiating, silently raise your hand.

A | [——

V1D I =~ N N i
A b1 o i i I ' i 1t
MN" D - P I I I I n
Ad%d—d—d—d—ﬂ

Bum. Bum. Bum. Au - di - ate

Researcher also audiates and raises hand when the song is finished.
Now,it 6s your t ur n . tWaitfas thenggstufe Rakenadashlandlsingrthe

whole song(Prep sequence). Ready sifG@esture). Students sing the melody.

f | [ —
VD B | 1 { { 1T
ANV > 3 b P P P P 11
) r r r r

Bum. Bum. Bum. Rea - dy - sing
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Now you have heard and sung the melody several times. Raise a quiet hand and tell me
what is missing from this song?

Call on a student until the answerisgen. Al t i s mi ssi an end

ng
Yes, this song is missing an ending. Listen as | sing the melody again. Audiate an ending

for the song.

e —_— i
Bum. B:m. Bum. Au - di - ate.
Sing mel ody toroneuiral syllables(du) with prarocaccompaniment.
Eb Bb7 Bb7 Eb Eb Bb7 BV Bb

|
I ] g = = 7 & E__E ~ [ | [ | F
| [ [~ & & [~ | l [~ [~ I
D e e e e e e I e e S e e s
| will sing the melody again. Sgnyour ending out loud.
Singmelodf o AFi ni sh Lineo on neutral syllable
Students improvise an ending as a group.
Ep Bp7 By7 Eb Eb Bb7 By7 Ep

QL

QL

QL

QL

QL

Q]

QL

QL

N

TN
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Great job! | heard many people using parts of the original melody in their improvisation.

| noticed many pgale end their improvisation dbo. Ending orDo is a good way to say

the song is finished. Letlos make sure we e
This time, everyone will sing the melody. If you would like to take a solo and improvise

your ending by yourself, put yotinger on your chin (model), and | will gesture

(gesture) to you when it is your turn.

All studentssingmelody o AFi ni sh Lined on neutral syl
accompaniment. Students improvise an ending in solo. Repeat several times so multiple

students have a chance to sing in solo.

L
L\
L\
W
N
W
—THN
_TYQ
1m
N
N
)
)
—THN
TN

%ﬁﬂ?la 7] I } I I 77 7] I 7] II IIQG
L e e e e e e
Wonder ful! There were so many good i mprovi

and improvise on our instrument.

Playing and Improvising on Instrument
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Place your fingers for ConceBb-DO. Raise a quietdnd, and tell me, what is the name

of Bb-DO for the instrument you play?

Students raise hand. Researcher calls on one student from each instrument section to give
an answer.

Yes, for flutes, trombone, and bells, Bb is DO. For clarinets and trumpet®Q@ is

Continue reviewing transposition for each instrument.

Wait for the gesture. Take a breath, and play ConceidBbResearchegestures and

visibly takes a breath to cue students. Students play Conc&OBI$| cues cut off.

The mel ody o startsioFDOnANdstie melodyusa®o, Re, Mi, Fa, and So.

Sing and finger them on your instrumeb, Re, Mi, Fa, and So. Researclaad

students perform together.

When | gesture, play them on your instrument. Re@@heathe and gesture). Students

play Do, Re, Mi, Fa, and So.

Place your fingers for Concd8b-Do. The melody starts dpo. Listen to my pattern.

Wait for the gesture. Take a breath and be my echo.

(Prep Sequence) Echo niResearcheplays first measure, 4 macrobeats, of the melody

on flute The Researcher gestures, and students echo on their instruments. Continues for

each measure.

q
el "IN
=l
2 4
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Finish Line
Bb F7 F7 Bb Bb F7 F7 B
H 1

} I !
v o | | | Il |

Listen longer and be my echo. Researglays two measures, 8 macrobeats, of the

melody on flute, gestures, and students echo on their instrumentsu@srior the next

2 measures.
Finish Line

Bb F7 F7 Bb Bb F7 F7 Bb
’? '*v'ID —— - L i = = = =
R T T P S P S e B

Listen even longer and be my echo. Researnglags four measures, 16 macrobeats, of

the melody on flute. Gestures, and students echo on their instruments.

Finish Line

Bb F7 F7 Bb Bb E7 F7 Bb
Hol

(SRS o H T N i B N A e e —

Okay, take 1 minute to pr achowyeabigeuwoffwhol e

gesture (demonstrate) when itdés time to st

Students practice on their own for 1 minute. Researcher keeps track of time and makes

the cut off gesture when time is up.

Ti meds up! Let 6s pl ay nstrement.iPRde yourifimgerofort o get h
ConcertBb-Do. Wait for the introduction, take a breath and play.
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Researcher pl ays
Lineo mel ody.
Bb F7

introducti on

and

accompan

o< & 7z 7 7 7. = = - T -, 7 -
% ;%i 2 2|z = 22 g%
1 Z 1 f i I f I — —
AN e e s s s s e e e B e B
T = g o & & e
We | | done. Now, | et s itemms|@layithemeldadyn e mi ssi n
Sing and finger an ending. And remember, endinoirs a good way to say the song is
finished. Let 6s makeDsure we end our mel od
Singmelodf o AFi ni sh Lined on neutral syllable
Studentssing and finger their ending.
% [ A % Eé % % 4 ZA [ ZA 3 % :Zﬁ é [, [
P T Tt S T
e = o T R = T B e e
| will sing the melody again. Play your ending out loud.
Singmelody o AFi ni sh Lined on neutr al syl |l abl e

Students improvise an ending as a group.
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This time, everyone will play the melody.you would like to take a solo and improvise

your ending by yourself, put your finger on your chin (model) and | will gesture (gesture)

to you when it is your turn.

All studentsplay melod¢ o A Fi ni sh Lineo with piano acco

an ending in solo. Repeat several times so multiple students have a chance to play in solo.

E
Ay
N
N
deh iy
Qe Y
oy
e Xy
N
N
N
N
deh Y
b
dh
OVOINN
N
A

[ YAN
Mw
QL
Q]
Q]
Q]
QL
Qf ]
[\EEA
QL

QL
QL
\ERE
QL
QL
QL
QL
\ERE

Wonderful! There were so many good improvisations.
Raise your hand if you would like to take a solo and improvise by yourself.

Researchecalls on individuals témprovise and accompanies students on the piano.
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Introductory Meeting

Thank you for such great music! | would like to tell you a little bit about myself
and why | am here at your band rehearsal today.

| am a band director at a high school in MedfordwNeJ er s ey . | 6ve bee
teacher for 11 years. | am also a music education student at Temple University, working
on my Ph.D. For my dissertation project, | have designed a research project. Galloway
Township Public Schools and MvicGloin (principal) have given their permission for
me to be here today to tell you about the research, and to do my project here at Arthur
Rann Elementary School. This school is perfect for my study because | want to learn
about elementary students who are learning to plagstrument in band!

During my research project, you will be asked to do many of the same activities
that you do in your band lessons. For example, you will be asked to sing, play and
improvise. For my research project, | will asK gear Advanced Bandwgdents to look at
a list of songs that many elementary band students are taught to play. | will ask you to tell
me which songs you know, and how well you know each one. Then, | will invite each
student to join me for a music session. Dung of your bad rehearsals, Bl C will
help you complete a survey about songs you know. T¥enC will bring you to my

research room, and you will sing and play two songs. When my study is finished, | will
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share with other people, like music teachers and music resesrbow playing familiar
songs helps elementary band students learn to play their instruments. By participating in
the research project, you will help me learn more about being a better band teacher and
researcher. For agreeing to participate in theystyol will be able to select a prize from
the prize box. When you complete the study, you will be able to select a second prize
from the prize box.
| have prepared research information packets for you and your parents. Please
take it home and show youap ent s/ guar di ans (Demonstrateby nsi de
holding up different colored paper for each pant)the white sheet is information that |
just shared with you to introduce my study to your parents/guardians. The blue sheet is
like a permissiomslip. If you would like to participate in this music research project, one
of your parents must give permission by signing the blue sheets. If you have one of your
parentdés permission, you can sign the yel/l
The deadlie is November 4, 2016. Please, bring your blue and yellow sheets
back to school and give them tosaViC.
Thank you so much! | enjoyed our music making today. If you are able to

participate in the research, | will see you in a few weeks!
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APPENDIX G

RESEARCH INFORMATION PACKET

Temple IRB Approved

Letter to Parents
Title of research:

Beginning Band Students' Familiarity with Method Book Repertoire as Predictor of Music
Achievement

Investigator and Department:
Principal Investigator: Alison Reynolds, Ph.D.

Department of Music Education and Therapy
Student Investigator: Pamela L. Turowski, Ph.D. Candidate

Department of Music Education and Therapy

Why is my child being invited to take part in this research?

Dr. Reynolds and I invite your child to take part in a research study because your child is
enrolled in his/her 2" year of instrumental music and is amember of Advanced Band at Arthur
Rann Elementary School.

What should | know about this research?
Mrs. Turowski has explained this research project to your child.
Whether or not your child takes part in the research project is up to vou and vour child.
You can choose for your child not to take part.
You can agree to your child taking part and later change your mind.
Your decision will not be held against you or your child.
You can ask all the questions you want before you decide.

Who can I talk to about this research?

If you have questions, concems, or complaints, or think the research has hurt you or your child,
contact the research team at Alison.Reynolds@temple.edu; (215) 204-1660;

Pamela. Turowskif@temple.edu: Boyer College of Music and Dance, Temple University, 2001 N.
13th Street, Philadelphia, PA 19122

This research has been reviewed and approved by an Institutional Review Board. You may talk
to them at (215) 707-3390 or e-mail them at: irb@temple.edu for any of the following:

Your questions, concerns, or complaints are not being answered by the research team.
You cannot reach the research team.

You want to talk to someone besides the research team.

You have questions about your rights as a research subject.

You want to get information or provide input about this research.
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Why is this research being done?

The purpose of this research is to study how well your child knows songs that are typical in
beginning band methods books and how that relates to how well he/she sings, plays his/her
instrument, and improvises.

How long will my child be involved in this research?

Your child’s involvement in the research consists of two meetings. First, on November 7 for 20
minutes with Mrs. Cunningham. Second, within approximately two weeks of the first meeting,
for 25 minutes with me.

How many people will be studied?
We expect about 30 people will take part in the research.

What happens if | agree to allow my child to participate in this
research?

As part of the research, your child would participate in activities that are similar to activities that
take place in his/her regular band lesson. The activities include singing. playing his/her
instrument and improvising. If you agree to allow your child to be a part of this research, first
your child will be asked to take a short, 15-minute survey during a band rehearsal. During the
survey. vour child will hear recordings of songs and will be asked to select how well he/she
knows the song. Then, during a weekly band lesson, your child will watch a 20-minute
interactive video. He/she will be asked to sing, play his/her instrument, and improvise two songs
alone. In order to participate in the study, we require that your child’s performance be audio and
video recorded so it can be studied later.

When will my child be video and audio recorded?

In order to participate in this study, my child will be video and audio recorded while watching
and performing with the 20-minute interactive video during the time period:
November 14, 2016 through November 18, 2016.

How long will the recordings be used?

The audio and video recordings will be used from:
November 14, 2016 to November 14, 2019,

Video recordings will be stored for three (3) years after completion of the study.
What happens if | agree to allow my child to participate in this

research, but | change my mind later?

You can change your mind or your child can change his’her mind and withdraw from this study
at any time without penalty or disappointment from Mrs. Cunningham, me, or Temple
University.
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If you decide to leave this research, please contact Dr. Reynolds or me (Mrs. Turowski) so that |
can be sure to delete all data [ collected from your child.

What happens to the information collected for this research?

During my dissertation process, the name of the district, school, and band director, Mrs.
Cunningham, will be revealed. Mrs. Cunningham will help your child create a code name before
I meet with him/her. 1 will create a number for each code name so that Mrs. Cunningham is
unaware of individual student scores. When I share audio recordings of your child singing or
playing his/her instrument for others, [ will identify your child by number. Although Mrs.
Cunningham will be present during the group meeting and will accompany your child to the
second meeting, she will not hear your child sing or play during the session.

I will store and share the recordings on Google Drive. The files will be kept for three years for
future research and presentations.

To the extent allowed by law, we limit the viewing of your and your child’s personal information
to people who have to review it. We cannot promise complete secrecy. The IRB, Temple
University, and Galloway Township Public Schools may inspect a copy of your information.

Can my child be removed from this research without my OK?

I can remove your child from this research without your approval. If the recordings fail at the
time of your child’s session, if the recording equipment disrupts the recording quality, or if on
the day of the research meetings your child is absent from school and 1 am unable to reschedule
our meeting, your child will be removed from the research project.

If you and your child agree to be a part of this research

Please sign the attached blue Consent Form and yellow Assent form and return it to Mrs.
Cunningham by November 4, 2016.
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Parent Consent Form

Principal Investigator: Alison Reynolds, Ph.D.

Student Investigator: Pamela L. Turowski, Ph.D. Candidate

Department of Music Education and Therapy

Project Title: Beginning Band Students' Familiarity with Method Book Repertoire as Predictor of

Music Achievement

Your signature documents your permission for the child named below to take part in this research.

Printed name of child

Signature of parent or legal guardian Date

Printed name of parent or legal guardian

Signature of person obtaining consent Date

Printed name of person obtaining consent

If you agree to take part in this research, please return the blue Parent Consent Form and yellow
Child Assent Form to Mrs. Cunningham by November 4, 2016.
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Temple IRB Approved

Letter to Students
Title of research:

Beginning Band Students' Familiarity with Method Book Repertoire as Predictor of Music
Achievement

Investigator and Department:

Principal Investigator: Alison Reynolds, Ph.D.

Department of Music Education and Therapy

Student Investigator: Pamela L. Turowski, Ph.D. Candidate

Department of Music Education and Therapy

Why am | invited to be a part of this research?

Dr. Reynolds and I invite you to be a part in a research study because you are enrolled in the 2"
year of instrumental music and are a member of Advanced Band at Arthur Rann Elementary
School.

What should | know about this research?

Mrs. Turowski has explained this research at a band rehearsal.

Whether or not you are a part of the research is up to you and your parents.
You can choose not to participate.

You can agree to participate and later change your mind.

Your decision will not be held against you.

You can ask all the questions you want before you decide.

Why is this research being done?

The purpose of this research is to study how well you know songs that are common in beginning
band methods books and how that relates to how well you sing. play your instrument, and
improvise.

How long will the research take?

The research consists of two meetings. First, on November 7 for 20 minutes with Mrs.
Cunningham. Second, within approximately two weeks of the first meeting, for 25 minutes with
me.

How many people will be studied?

We expect about 30 people will take part in the research.
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What happens if | agree to participate in this research?

As part of the research, you would participate in activities that are similar to activities that take
place in your regular band lessons like singing, playing your instrument and improvising. If you
agree to be a part of this research, first, you will take a short, 15-minute survey during a band
rehearsal. During the survey, you will hear short recordings of songs, and will be asked to select
how well you knows the song. Then, during one of your band lessons, you will watch a 20-
minute video and will be asked to sing, play your instrument, and improvise two songs. In order
to participate in the study, we require that your performance be audio and video recorded so it
can be studied later.

When will | be video and audio recorded?

In order to participate in this study, you will be video and audio recorded while watching and
performing with the 20-minute interactive video during the time period:
November 14, 2016 through November 18, 2016.

How long will the recordings be used?

The audio and video recordings will be used from:
November 14, 2016 to November 14, 2019.

Video recordings will be stored for three (3) years after completion of the study.

What happens if | agree, but | change my mind later?

You can change your mind and leave the study at any time without penalty or disappointment
from Mrs. Cunningham, me, or Temple University.

If you decide to leave this research, please contact Dr. Reynolds or me (Mrs. Turowski) so that I
can be sure to delete all data I collected from you.

What happens to the information collected for this research?

During my dissertation process, the name of the district, school, and band director, Mrs.
Cunningham, will be revealed. Mrs. Cunningham will help you create a code name before I meet
with you. I will create a number for each code name so that Mrs. Cunningham is unaware of
individual student scores. When I share recordings of you singing or playing your instrument for
others, I will identify you by number. Although Mrs. Cunningham will be present during the
group meeting and will accompany you to the second meeting, she will not hear you sing or play
during the session.

I will store and share the recordings on Google Drive. The files will be kept for three years for
future research and presentations.

To the extent allowed by law, we limit the viewing of your and your child’s personal information
to people who have to review it. We cannot promise complete secrecy. The IRB, Temple
University, and Galloway Township Public Schools may inspect a copy of your information.
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If you agree to be a part of this research...

Please have your parent/guardian sign the attached blue Consent Form. You will complete the
vellow Assent form and retum it to Mrs. Cunningham by November 4, 2016.

I agree to take part in this research. I understand that I will be asked to sing, play my
instrument, and improvise alone. I understand that I will be audio and video recorded as
required for participation in the study.

Printed Name of child

Signature of child Date

Signature of person obtaining consent Date

Printed name of person obtaining consent
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APPENDIX H
BDRA INSTRUCTIONS

Distribute Consent/Assent Forms

During the week of October 18, 2016, di
Parentso and the yell mw spadkoeteltiigtilbd e sl eutd
Advanced Band.
Collect Consent/Assent Forms

Collect signed, blue Consent Forms and yellow Assent Forms from students.
Students who return signed Consent and Assent forms are enrolled as participants in the
study. Asyourecew Consent and Assent Forms, I|list p
Participant Listdocument. Also, place a check mark in the Consent and Assent Form
boxes ensuring that you have received both forms from each participant. The deadline to
enroll participants is Wanesday, November 9, 2016. After the deadline, send me the
completed Participant List and Consent and Assent Forms.
Preparing the Survey

Prepare to administer the Familiar Repeg@urvey to all Advanced Band
me mber s. Parti ci panttiscisphaorutl de mrveecled pvees & hnea rik
the bottomrightcorner. Nepar t i ci pant s s hmpar tdi ciegantyv een\he
mar ked ANPO in the bottom right corner. Ea
Write each st ude nlab@loneachenvelopemakingsureaddr es s
participants receive the correct color envelope. Insert a sharpened pencil into each

envelope.
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Administering the Survey

Pass out Survey Envelopes to each student. Each envelope is labeled with the
st udent 6 s ipamtanexeive the manilaierovelopes andpanicipants receive
the white envelopes. Each envelope contains the Familiar Repertoire Survey sheet, 3
labels, and a pencil. Read the instructions below to the students.

Instructions as students come into theaBd Room (Read aloud):

Everyone has an envelope on their music stand. Please, do not open the envelope
until 1 tell you to. Make sure your envelope has your name on the front. You may notice
that some students have different colored envelopes, buteeedyesn envel ope i s
the same inside.

Instructions when all student have arrived and are seated (Read aloud):

In your envelope, you will find a pencil and 3 white stickers. Please take out the
pencil and stickers and put them on your music st&@@whifhue when students are
ready) On the first sticker, write your name. You may need to write small to fit your first
and last name on the sticker. When you finish, put your pencil and stickers on the music
stand. Repeat as necessary. Continue when studeatseady.)

Next, you are going to create a code name. Your code name will disguise your
real name from Mrs. Turowski when she reviews your sunEystyonewill create a
code name even if you are not participating in the study. You want your codembene t
as unique as possible. Try to pick a different code name than your friends or those sitting
near you. Your code name will contain one word and one number. The word should be an
animal. Again, try to think of some unusual, unique animals that not midrghoose.

For example, instead of choosing a common animal ldkegachoose a type of dog like
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poodleor greyhoundYou can also choose a rainforest animal, a dinosaur, an animal that
lives in the ocean, or any other unique animal you can think oé &e some examples
of animals you can choosd.igt on the board?)

Coyote, Crocodile, Hyena, Oyster, Kangaroo, Giraffe, Wombat, Dolphin,
Penguin, Viper, Raptor, Falcon, Mongoose, Robin, Raccoon, Seahorse, Hamster,
Flamingo, Barracuda

Take a moment to close your animal. Then, write the animal name on fthe 2
sticker, next to the sticker where you wrote your name. If you are not sure how to spell
the name of the animal you chose, take your best glesso(k at st udentsé al
and remind them to kes unique as possible. Continue when ready).

Next, choose a twdigit number, between 10 and 99, and write that number on
the 29 sticker after the animal name. Now, you should have an animal name and a two
digit number on your™ sticker. For example, mgode name igreyhound 471 wrote
my name on thesisticker and my code name on tHé gicker. Make sure you have an
animal and a number. Look at the stickers of the person sitting next to you. Make sure
they have their name on th& dticker and amnimal and a number on th& 8ticker.

(Check on students. Continue when ready.)

Now that everyone has a code name, copy your code hame onfvihie
sticker. Now you should have your full name on tfisticker, your code name on th¥& 2
sticker, ad your code name again on tHésdicker. Raise your hand if you have all 3

stickers filled out correctlyContinue when ready.)

176



I n your envelope, there is a paper call
out the paper and find the top right cornereTht op ri ght corner says,
STI CKER. 0 "mtickercwith youn ede 3n that spot.

Now, you have 2 stickers left. One sticker has your real name and one has your
code name. Leave those stickers together. Do NOT peal them off. Put thosiekers s
back in your envelope.

Now, we are ready to begin. Please listen carefully to the directions on the
recording.

Follow the directions on the recording. Students should listen to the audio file in
its entirety. When the recording is finished, studeshould return their surveys to their
envelope. Collect all envelopes. It may be helpful to collect participant envelopes
separately from noparticipant envelopes.

After the Survey: Coding Procedures

After the survey, you will create 2 lists. Use Master Listdocument to create a
list of participants and their code names. PrintMaster ListDocument and attach
participants name and code name stickers to the document. This document is for you. DO
NOT share this document with me.

Next, use the CaNames from th®laster Listto create th€ode Name
Instrument ListType t he studentds Code Name, | nstr L
document. Leave the ID# column blank. | will complete that column with an ID# for each

student. Email the completed dmaent back to me before the individual tests begin.
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Scheduling Individual Test (MATS)
Schedule 3@ninute time slots for each participant. Eight to 10 students should be
scheduled each day until completed. If a participant is absent on their schedulibegay

may be able to makep their test if time remains on the last day of testing.
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APPENDIX |

JUDGES TRAINING PACKET

ludges Training Packet

You will hear beginning band students sing, play their instrument, and improvise with their voice
and instrument. Rate their performances based on the rating scales below.

First, sing the melody and accompanying chord roots by yourself. Then, we will sing them
together.

1) Criterion Melody 1, Singing: Tonal Dimension

Lightly B
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Read the Tonal Dimension rating scale below.

Tonal Dimension (Continuous rating scale: 1-3)
1 The student performs first and/or last note comectly.

2 The student performs some pattemns in one fimction correctly.
3 The student performs some patterns in one fimetion commectly and some patterns in the other
function correctly.
4 The student performs all patterns in one funchion cormrectly, and some pattems in the other
function correctly.
5 The student performs all pattens in the tonic and dominant fimetions comectly.
Listen to the sample student performances. Sample 1is an
Criterion Melady 1, Singing: Tonal I example of a student scoring 1 on the Tonal Dimension Rating
Dirmension

Scale. Sample 2 is an example of a student scoring 3 on the
T Tonal Dimension Rating Scale. Sample 3 is an example of a
student scoring 5 on the Tonal Dimension Rating Scale. Mark
your score on the Google Forms™ answer sheet provided.

et Listen to the rest of the student performances. Rate them

: according to the Tonal Dimension Rating Scale and mark your
—— score on the Google Forms™ answer sheet provided. Please be
sure you are using the answer sheet for Critenion Melody 1,
Singing: Tonal Dimension. Listen to the performances once and
in the order provided. Are there any questions?
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i’y Criterion Melody 1, Singing: Rhythm Dimension
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Read the Rhythm Dimension rating scale below.

Rhythm Dimension (Continuous rating scale: 1-3)

1 The student performs individual beats without a sense of meter or steady tempo.
2 The student demonstrates a thythmic feeling of the meter throughout.
3 The student maintains a sense of meter and steady tempo throughout.
4 The student performs most rhythm patterns cormrectly while maintaining meter and fempo.
5 The student performs all thythm patterns comrectly while maintaining meter and tempo.
Listen to the sample student performances. Sample 1 is an
Criterion Melody 1, Singing: Rhythm example of a student scoring 1 on the Rhythm Dimension
Dimenalan Rating Scale. Sample 2 is an example of a student scoring 3
an the Rhythm Dimension Rating Scale. Sample 3 is an
m - example of a student scoring 5 on the Rhythm Dimension
- L= 3 Rating Scale. Mark your score on the Google Forms™
answer sheet provided.

Listen to the rest of the student performances. Rate them

according to the Rhythm Dimension Rating Scale and mark
- _ your score on the Google Forms™ answer sheet provided.
Please be sure you are using the answer sheet for Criterion
Melody 1, Singing: Rhythm Dimension. Listen to the
performances once and in the order provided. Are there
any guestions?
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3 Criterion Melody 1. Plaving: Tonal Dimension
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Read the Tonal Dimension rating scale below.

Tonal Dimension (Confinuous rating scale: 1-5)
1 The student performs first and/or last note correctly.

2 The student performs some patterns in one fimction cormectly.

3 The student performs some patterns in one fimction comectly and some patterns m the other
function correctly.

4 The student performs all patterns in one function correctly, and some patterns m the other
function comectly.

5 The student performs all patterns in the tonic and dominant functions comrectly.

Listen to the sample student performances. Sample 1is an

Criterion Mealody 1, Playing: Tonal example of & student scoring 1 on the Tonal Dimension
Dimension . . -
Rating Scale. Sample 2 is an example of & student scoring 3

on the Tonzl Dimension Rating Scale. Sample 3 is an example

oy _ § Seals. samplE 2 8 2 7
R of a student scoring 5 on the Tonal Dimension Rating Scale.

Mark your score on the Google Forms™ answer sheet

provided.

Listen to the rest of the student performances. Rate them

according to the Tonal Dimension Rating Scale and mark your
score on the Google Forms™ answer sheet provided. Please

gl

be sure you are using the answer sheet for Criterion Melody
1, Playing: Tonal Dimension. Listen to the performances once
and in the order provided. Are there any questions?

Sadent 3

Google Forms™ Answer Sheet
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4) Criterion Melody 1, Flayving: Rhythm Dimension
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Read the Rhythm Dimension rating scale below.

Ehythm Dimension (Continuous rating scale: 1-3)

The student performs mdividual beats without a sense of meter or steady tempo.

The student demonstrates a thythmic feeling of the meter throughout.

The student maintains a sense of meter and steady tempo throughout.

The student performs most thythm pattemns comectly while maintaining meter and tempo.
The student performs all thythm patterns correctly while maintaining meter and tempao.

L e b b

Listen to the sample student performances. Sample 1 is an

Criterion Meledy 1. Playing: Rhythm example of a student scoring 1 on the Rhythm Dimension
SR, _ _ Rating Scale. Sample 2 is an example of a student scoring 3 on
T the Rhythm Dimension Rating Scale. Sample 3 is an example of

a student scoring 5 on the Rhythm Dimension Rating Scale.
Mark your score on the Google Forms™ answer sheet provided.

Listen to the rest of the student performances. Rate them

according to the Rhythm Dimension Rating Scale and mark your

it score on the Google Forms™ answer sheet provided. Please be
sure you are using the answer sheet for Criterion Melody 1,

— Playing: Rhythm Dimension. Listen to the performances once

and in the order provided. Are there any questions?

Google Forme™ Answer Sheet
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5) Criterion Melody 1, Improvisation Singing: Harmonic Progression Dimension
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First, sing the chord roots by yourself. Then, we will sing them together.
Read the Harmonic Progression Dimension rating scale below.
Harmonic Progression Dimension. (Continuous ragng scale: 1-5)

1 The student performs first and/or last note comectly.
2 The student performs some patterns in ene finchion commectly.

3 The student performs some patterns in one funchion comectly and some pattems in the other
function correctly.

4 The student performs all patterns in one funchion correctly, and some patterns in the other
function correctly.

3 The student performs all patterns in the tomie and dominant fimetions comectly.

Listen to the sample student performances. Sample 1
Criterion Melody 1, Improvisation is an example of a student scoring 1 on the Harmonic
Singing- Harmonic Dimension Progression Dimension Rating Scale. Sample 2 is an
example of a student scoring 3 on the Harmanic
Progression Dimension Rating Scale. Sample 3 is an
. . example of a student scoring 5 on the Harmonic
vy prm Progression Dimension Rating Scale. Mark your score
o on the Google Forms™ answer sheet provided.

Eludent 1

Listen to the rest of the student performances. Rate
them according to the Harmaonic Progression
Shient 7 Dimension Rating Scale and mark your score on the
' ' ' Google Forms™ answer sheet provided. Please be sure
you are using the answer sheet for Criterion Melody 1,
Improvisation Singing: Harmonic Progression Dimension.
Listen to the performances once and in the order
provided. Are there any questions?

EHudent &

Google Forms™ Answer Sheet

183




6) Criterion Melody 1. Improvisation Singing: Rhythmic Improvisation Dimension
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Read the Rhythm Dimension rating scale below.

Rhvthmic Improvization Dimension (Continuous rating scale: 1-5)

1 The student performs mdividual beats without a sense of the meter or steady tempo.

2 The student demonstrates a thythmic feeling of the meter throughout.

3 The student employs varicus contrasting rhythm patterns without a sense of thythmic motivic
development.

4 The student begins to develop and relate rhythmic ideas in some phrases.

5 The student establishes a cohesive solo thythmically — develops thythmic motives in the confext
of the overall form.

Listen to the sample student performances. Sample 1 is
Criterion Melody 1, Improvisation an example of a student scoring 1 on the Rhythmic
Singing: Rhythmic Improvisation Improvisation Dimension Rating Scale. Sample 2 is an
Dimensicn example of 2 student scoring 3 on the Rhythmic
Improvisation Dimension Rating Scale. Sample 3 isan
example of & student scoring 5 on the Rhythmic
e Improvisation Dimension Rating Scale. Mark your score

on the Google Forms™ answer sheet provided.

AgthaTE I Bt (Nemesngsan

Listen to the rest of the student performances. Rate

- them according to the Rhythm Dimension Rating Scale
and mark your score on the Google Forms™ answer
R sheet provided. Please be sure you are using the

answer shest for Criterion Melody 1, Improvisation
Singing: Rhythmic Improvisation Dimension. Listen to the
St 3 performances ence and in the order provided. Are
o ) there any questicns?

Google Forms™ Answer Sheet
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7 Criterion Melody 1, Improvisation Playing: Harmonic Progression Dimension
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Read the Harmonic Progression Dimension rating scale below.

Harmonic Progression Dimension. (Continuous rating scale: 1-5)

1 The student performs first and/or last note correctly.

2 The student performs some patterns in one function correctly.

3 The student performs some patterns in one function correctly and some patterns in the other
function correctly.

4 The student performs all patterns in one function correctly. and some patterns in the other
function correctly.

5 The student performs all patterns in the tonic and dominant functions correctly.

Listen to the sample student performances. Sample 1 is an example of a student scoring 1 on the
Harmonic Progression Dimension Rating Scale. Sample 2 is an example of a student scoring 3 on
the Harmonic Progression Dimension Rating Scale. Sample 3 is an example of a student scoring 5
on the Harmonic Progression Dimension Rating Scale. Mark your score on the Google Forms™
answer sheet provided.

Listen to the rest of the student performances. Rate them according to the Harmonic
Progression Dimension Rating Scale and mark your score on the Google Forms™ answer sheet
provided. Please be sure you are using the answer sheet for Criterion Melody 1, Improvisation
Playing: Harmonic Progression Dimension. Listen to the performances once and in the order
provided. Are there any questions?

Criterion Melody 1, Improvisation
Playing: Harmenic Dimension

Marmenic Dimensian

Fudent 1

Sudent 2

Sudent 3

Google Forms™ Answer Sheet
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