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ABSTRACT

Pamela 1. Barmes
Performance Rased Curriculum and Sight-Singing:
The Eflects on Atitudes and Singing Achievement
of Fifth- and Sixth-CGrade Music Students
1997
Thesis Advisor: T, Lili M. {avinowitz.
Master of Arts: Subject Matter Teaching: Music

Graduate Division of Rowan University

The purpose of the study was to gather information concerning literacy iraining
and the use of a performance hased curriculum with fifth- and sixth grade music students.
The problems of the study were to determine the effects of different combinations of
sight-singing raining and CME  instruction on the singing achitsvement and attitudes ol
upper elementary schoal students.

Twelve [ifth- and twelve sixth-grade classes {rom an intenmedizie school
pariicipated in the study. The classes were randomly assigned :ic:l one of four treatment
conditions involving various combinziions of sight-singing ﬁaini.ng and CME. All
classes were taught by the same instructor for one 45-minuie f-zriud per week. Af the
conchision of the smdy, an attimde sucvey wag admimstezed to all students. Additionally,
the researcher/instructor audio-taped all classes and 9% randomly selected individnals

performing a eriterion song. All recordings were independently evaluated by three judpges



using the Saunders Scale. To determine the effacts of sight-singing and perfarmance-
based curriculz on singing achievement and attitude, the data were analyzed using 2 two-
way ANMOV AL

For singing achievement of class performances, staﬁsticaﬂ}' sienificant differcnces
were found in favor of CME groups. In refarence o individual performance and atritude,

the researcher Tailed 1o find stabistically signiftcant interaction or main effects.



MINI-ABSTRACT

Pamela J. Barnes
Performance-Based Curriculum and Sight-Singing:
The Effects on Attindes and Singing Achievement

of Fifth- and Sixth-Grade Music Students
1997
Thesis Advisor: Dr. Lili M. Levinowitz.
Master of Arts: Subject Matter Teaching: Music

Graduate Division of Rowan University:

The problems of the study were as follows: 1) To determine the effects of various
corebinations of sight-singing training and CME on the singing achievement of upper
elementary students, Z) To determine the effects of various combinations of sight-singing
and CME on upper elementary students’ attitndes toward music.

For singing achievement of class performance, the resesrcher found statistically
significant differences in favor of the CME groups. In -eference to individual
performance and attitude, the researcher failed to find statistical%{y significant interaction

and main effect.
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CHAPTER ONE
INTRODUCTION

The field of music education ig often changing to nclude the newest technique or
buzz word. These efforts are made with the hope that our shidents mipht cain a sreater
wnderstanding of and appreciation for music. In the midst of these aforementioned
¢hanges, children’s choruses have remained a comstant in our schonls, churches, and
communitics. Puring a Natdonal Education Association mesting in 1903, Sanmsl Cole
slated, “A much nobler, grander, more inspiring privilzge is...lo pef the preat mass o
singing and to make them love it ! Similarly, the great Hungénan music educaior and
compeser Zoltan Kodaly made the following statement: “Musc belonpga to everyone,™
and the Russian Dimitri Kabalevsky, “Every class should be a cheir.™ In a perfect world,
the previously mentioaed ideals might be considered a simple task. Hawever, throughout
the history of music eduveation, music cducators bave struggled to incorporate these
philosophies inta their music classrooms. |

As music educators, we often become 30 invalved wnh the daily challenges of
student bebaviors and school business that we find nurs&lve:-{; spending less time on

making music, Among these daily challenges, of particular irterest is that of student

! Birge, Williain Bailey. Hisrory af Public Schanl Musiz in The Unitad States, Washington, DC: Musie
Educators National Conference, 1966

*Rao, Noreen, Wa Will Sing! Choral Music Exparienca for Classraom Chairs, New York: Boosey &
Hawkes, Ing., 1995,



attitudes toward music and singing as well as their vocal development. For example, in
1989 a study by Green sought (o determine if female, male, and child modeling had an
effect on the pitch-matching aceuracy of children in grades 1 through 6.0 Results of this
study indieated that the most correct responses were to the child model, followed by the
female and male models, respectively. Interestingly, Green found that the most ineorect
responses were in the first- and sixth-grade students! Green refers to a “sixth-grade
shunp™ and suggests further investigation of the sixth-grade musje student to confirm this
decrease in accuracy in addition to determining the factors that effact the musical abilities
of shtth-grade children.

Voeal development was also an area of interest in a study done by Levinowite,
Barnes, and Guerrini, The primary purpose of this study was to investigate the religbility
of Rutkowski’s SYDM for use in the general music classroom, srades 1-6° The
problems of thiz study were as follows: 1) to ascertain if the use of the singing voice was
developmentat it grades 1-6, 2) to understand the dependability of children's wse of their
singing voice when singing 4 song in major and when singing a song in minor, and 3) o
provide an understanding of the expectation for the use of the singing voice in students
from grades 1-6. Results of this study indicated that 1) elementary srodents have better
use of their singing voice when performing » major song than a minor song, and 2) a large

portion of the children did not have full use of their singing voice. Of particular interest

* Green, Georgia A, “The Effect of Vocal Pitch Modsling on Pitch-Matching A ceuracy of Elsmeatary
Schoolchildren.” Journal of Research in Music Edueation, vol. 38 no. 3 ([989); 225-231.

* Levinowitz, Lili M., Pamela Bamnes, Susan Guerrind, and others. “An Investigation OF The Use Of The
SVDM In The Blemantary Ganeral Music Classroom.” |n Prass-Sourmal af Ressarch in Music Educatian.



is that Levinowitz, et al. found a very low percentage of fiﬁh and sixth-graders who
demonstrated a sophisticated use of their singing voice; most of tfle students at this arade
level performed in their speaking voice. This study, similar to Green’s, supports the need
for more research involving the fifth- and sixth-grade music student. These resulrs cag
cause 4 music educater o question what ean be done (o motivate owr students into loving
music and singing a3 we 0! How can we get “rhe masses” of fifth- and sixth-graders “io
Singing?

Many music educators and researchers hypothesize that the music student’s level
of confidence has a great impact on their musical ahility and attitnde. A study dome by
Cutielta in 1979 suggests that the usc of systemized sight-ginging drills can improve the
musie student’s singing confidence and melodic recognition.” The samplc in the Cutietta
study was ¢o of students enrolled in one of six choirs at two middle schools in Ohio.
Rehearsal procedures for cheirs at hoth schools were identical except for the inclusion of
sight-singing drill at the experimental school. These drills wers limited to one or two
minuies immediately following the warm-up actjvitics. Pre- and: post-tests were utilized
o investigate the following five variables: melodic rﬂcognii‘ic‘:ln, melodic/pitch sight-
singing ability, thythmic sight-singing ability, over-all sigh‘r-si.ng'ing ability, and singing
confidence.  The data gathered from this study revealed thar the students in the
experimental group displayed sipnificant improvement in each of the fve variahles.
When compared to the control group, results indicated that the experimental group scored

significantly higher m two of the variables — melodic recognition and singing confidence.

# Cutietta, Rohert “The Effects Of Including Systemized Sight Singing Drill In The Middie School
Choral Rehearsal.” Contributions io Music Bducation, vol. 7(1979); 12-20.



Cutierta emphasizes the importance of the experimental grou;;s’ increased confidence
level. Music educators who have taught the upper elementmyfugziddle school singer will
agree that singing confidence is a difficult quality to instill at th‘:is particular grade level.
In Cutietta’s study, this increased singing confidence was a qualitative observation made
while administering the postiests. Students in the experimental group often indicated that
they were ready to sing before the allotted scanning time was up! - This study suggests that
the inclusion of sight-singing into each music lesson-rehearsal will increase students’
singing confidence; therefore, improving musical ability and attitudes toward singing.
During the last two decades, in addition to sight-singing, performance-based
curricula and aesthetic education have also come to the forefront of vocal wmusic
education — offering hope and various methodologies for devcléping a nation of music
lovers and singers. In a study done by Rao in 1988, the nature of technique and its role in
the procuction of music and singing is investigated.® First, Rac redefines technique as
“craft.” She defines craft as a “practical form of intelligence 0%." orocedural knowledge
whezein one’s body is used in skilled ways for goal-directed pﬁposeg; making or doing
something well.” The next section of this study examines the _‘_é_jhen-::nmmon of singing
through the investigation of research from voice science, psychology, and pedagogy. The
author states that “singing craft™ involves the changing, contmllihg and manipulation of
the voice to make music based on skill and understanding. Additionally, Rao compares
smging craft to Reimer’s explanation of aesthetic behaviors (endslé means, and outcomes).

Rao’s study concludes with sugpestions for applying the craft coﬂfr:E:pt of singing to vocal

¢ Rao, Doreen. “Craft, singing craft and musical experience; A philosophical study witl implications for
vocal music education as aestherie education.” Ph.D. diss.. Morthwestern University, 1988.



music education as aesthetic education. Four years after this Et!ld‘,%-’, we se= Rao take heed
10 her own advice as she develops her performance-based cur:*ii.culum entitled Charal
Musie Fxperience, hereafter referred to as CME. Rao later published ber CME
curriculum in the book, We Will Sing!.” In Dr. Rao’s work we ‘ind yet another option,
specifically, performance-based cuwriculum, offéred as an alternative to developing
skillfl musicians who love 1o sing.

In 1996, 8 study dane by Dolloff examined Rao’s CME curriculum.’ Placing
wmuch of the responsibility for children’s singing achievement on the development and
refinement of teachers’ professional expertise, Dolloff™s primary purpose was (o discover
the effects of placing music teachers into a “cognitive apprenticeship.” This study
included a three-year in-service project invelving a collaboration between the music
teachers of the North York Bosid of Education in Toronta, Canada, and Tir. Doreen Rao,
author of the previousty mentioned We WHI Sing!. This in-service project included
tratning in Rao's CME methodology and curriculum. Teacher response to questionnaires
completed at the end of the in-service attested to increased teaching capabilities and
oreater self-esteam.  The author concludes that continued ecucation for the music
specialist must include immersion in music performance, observetion of & master teacher
in rehearsal, and analysis of modeling strategics. Finally, the auﬂ:mr streases the need for
music specialists traned in CME to “approximate” the modeled teaching in their own

classrooms. Although considered qualitative and perhaps lacking in “hard evidence,”

! Rap, We Will Sing!
3 Trolloff, Tori-Anne. *Expertize Tn Choral Music Education: Implications For Teacher Education,™
Ph.D. diss., University of Toronto, 1996



Dolloff’s investigation offers a glimpse of the impact tha:t a performance-based
methodolegy and curriculum can have on teachers as well as studésnts.

Far the music educator, the aforementioned research can :Seam overwhelming and
at times, conflicing. Why do fifth- and sixth-graders demonstrate lower sinping
achievement and less use of the singing voice than younger shidents? Whart's the best
methodology and philosophy that vocal music educators of this prade level can adopt in
order ta develop music smdents with skill and love for music’ and singing? There is
timited research done which specifically investigates the upper-elementary school music
student; namely, their vocal development and attitudes toward singing. Also of limited
research, but of great interest to this music educator, is Rao’s CME curriculum. This
study will investipate Rao’s curriculum, sight-singing training, and their effects on the
upper-elementary music student. More specifically, the purpose of this study will be o
gather information concerning literacy training and 2 performance-based curriclum with

fifth- and sixth-grade music students.

PROBLEMS

1. How wil} different combinations of sight-singing training and CME
instruetion effect upper elementary school students’ singing
achievement? k

2. How will different combinations of sight-singing ﬁ'ajningiand CME
instruction effect upper elementary students’ atiitudes toward
music?



CHAPTER TWOQO

Relnted Research

The research o be reviewed will be limited to the following: one expermmentat
siudy which discusses the effects of sight-singing on the middle zckoal choir; a summary
of Dorcen Rao's text entitled "We Will Sing! " and finally, a qualitative study which

researches the effects of CME training on teacher effectiveness.

The Cutietta Study’

In 1979, Cutictta examined the effects of including systemizad sight-singing drilt
om the middle school choral rehearsal. Cutietta hegins his printed research by citing the
following definition of sight-singing from Harvard’s Dictionary of Music: “sight
singing...involves the elements of association, habit, memory, taeoretival understanding
and imagery, which must be learned over a period of ime."™ Cutielta’s intention was 10
discover if the mmvelvement of the previously mentioned “ﬁ:le:r;nents“ would bave any
effect on the over-all musical achievement of his middle :‘schnfnl choir members.

Ag mentioned in Chapter | of the present study, students enrolled in one of six

mixed choirs at two middle schools in Chio constituted the sample for Cutietta’s study.

' Cutietts, Robert.  “The Effects of Ineleding Syatemized Sightnsmgingjnrill I The Middle School
Choral Rehearsal.” Comiributions fe Musie Education, vol. 701979 12-20.

* Apal, W (Ed). Harvard Dictionary of Music, Second Edition. Cambridge, Mass,: Harvard University
Press {1909): 775,



Both of these middle schools were of identical socio-economic :;ElaSS' The two schools
were randomly assigned as either control or experimental Ea:::h of the six choirs met
twice a week for a twenry-five mimite period and were under the direction of the same
conductor. Fight students were chosen from each choir, control and cxperinental, apd
were equated based on the following factors: academic achieversent levels, instrumental
ensembie expericnes, private insrmimental lessons, amount of enjoyment of singing, vocal
range, and mumber of vears involved in choral groups. These 'six facltors were chosen
based on two carlier stodies dose by Rodeheaver’ and Zimmerman.”

A sight-singing pretest, consisting of two parts, was given to all subjects in the
fall. The first part of the pretest consisted of three songs in which all words and pictures
had heen blocked out, leaving only the notation visible. These songs had been chiosen
from a second grade textbook and were selected based on their obscurity — thus was done
in order to insure subject unfamiliarity. DBefore atiempting to sing, the subjects wire
allowed thirty seconds to scan sach song. Additionally, the studenis were allowed to use
their choice of sol-fa syllables, letiers names, or a neviral syllable, Al subgecrs were tape
recorded,

The second part of the pretest was comprised of the notation for the following
three songs:  “Twinkle, Twinkle, Little Star,” Hot Cross Bu:i:s,” and “Frere Jacque.”
Theae songs were chosen because it was felt that all subjects, rt::gardless of background,

would be familiar with the songs. After scanning each song:j for filteen seconds, the

? Rodehzaver, R i ~An Investigation of the Vocal Sight=-Singing Ability of College Freshiman Musis
Majors.” Pa.D. diss., The University of Oklahoma, 1572,

* Zimmerman, C.B. “Relationship of Musical Environment to Choral Sinpgirp Ability.” Ph. diss.,
University of Qregon, 1962,



subjects were asked to identify cach sonp. A posttest, identical 1o the prelcst, was oiven
in the spring of the same school vear; once again, all responees were tape recorded.
Throyghout the year, the students had no further contact with the sriterion songs.

During the 197778 school year, choral instruction. ar both schools was identical
with the exception of including sight-singing drills at the experimental school. These
drills were limited to one to two minutes immediately following vann-up activibas.

The drills used for sight-singing were from a sight-sipgvg reanual written by the
author. Tn order to insure that sight-singing mstruetion time was used most efficiently,
the aunthor constructed his manual based on previous research. Cutietta’s manual
consisted of fifty-eight short drills which were approximately eight measures in length
and divided into two sections. The first section was comprised of sight singing drilis
using only sol-fz syllables. Section two of the manual presented the drills using both

notation and scl-fa syllables, See Figure |

L.

&
—
A% 1
AP
.

L 1ENE
& 11

'f{:}

o Mi Re Fa Sol Fa Mi Re Do
Figure 1

The syltables in section two eventuelly disappeared leaving only “do” in the final
examples. Careful consideration was given to imiformity of measure size as well as note

placement. Doth sections of the manval inchided exercises in one, two, and three paris.



Thicbe’s higrarchy of intzrvals was used in the presentation of ill'tE;:I*U-'ﬁlEn-j With the
exception of the major seventh, all diatonie intervals were inc]udéd. (uarter, eighth, half,
and whole notes and the quarter rest comprised the durational Valiiles used in the drils,
Examples were arranged in order of difficulty,

A director's copy of the manual included detailed, stepwise instuction in
reference to the mamner in which the drills should he presented. One drill per rehearsal
was sung. A majority of the choirs needsd the entire school year to finish the manual.
Considering the hectic schedules of most music educators, 1t is interesting to note that
jess than two hours of the entire school year was used to complete this manual.

All taped responses, pre- and posttest, control and experirnental, were randomized
onto a master. The judging panel conmsted of three college seniors — two voice majors
and one flute major. These judzes used 2 seven-point, Likert-type scale with one being
the highest possible score and seven being the lowest. Performances were judged on
melodic sisht-singing, thythmic sight-singing, and singing coniidence. A composiie
sight-sinping score was derived using the Iollowing formula:

2(melodic scorg) =+ rh i¢ acore
3

Note that the melodic score was piven twice a8 much “weight™ as the rhythmic score.
Confidence scores were piven based on qualitative observation. The student who
displaved a great deal of confidence and used litile scanning, ti.mé received & one; shidents

whao displayed littfle confidence or gave up received a seven.

3 Thiebe, EH. “Differental Effcets of Interval Presentation Orders Upon he Developmental Sight-
Singing Behavior.” Ph.D. diss., University of Connecticut, 1973, Jacohsen, ¢! “An Analysis of Fye
Movement in Reading Music,” PhI2. diss., University of Chicage, 1920,

10



T-tests were used to compare the mean score of pre- and posttests of both control
and experimental groups. T-tests were alse used to compare (he mean gain scorcs of
conirol and experimental proups. As mentioned previously, these tegty were used to
investigate the following fve variables: melodic recognition. melodic (pitch) sight-
singing ability, thythmic sight-singing ability, overall sight-singing ability, and singing
gonfidence.

Results of the data collected on the experimental groap indicated sigmificant
improvement in ezch of the {ive vatiables. Improvement in the control group was limiicd
to thythmic sighi-singing only. The mean gain scores showed a significant difference
between the comirol and experimental groups in reference to melodic recogniiion and
singing confidence. There was no significant improverment found for the remamung three
veriables.

The resuits of the Cutietta study support the ypothssis. that mugic students can
learn to sight-sing while devoting only a small portion of rehenesal thine 1o systemized
sight-sinping instruction. Additionally, the author sugaests that this same sight-singing
instruction will promote a higher level of singing confidence among singers.

in defense of “melodic recognition”™ (recognizing a melocly based on Its notation),
Cartietts helieves that at the very least, this is a related discipline. The author states the
following: “Dhring sight singing, the singer must be able 16 actually hear the note
mentally before he can sing it. Thus, what has been called ‘mental singlog® does enter

into the sight-singing process.”® This quotation concurs with Dr. Gordon’s theory on

& Cutietta, P19

i1



audiation: “...the hearing of music in one’s mind when the gsound is not physically
present.”?

Cutietta concludes by stating the importance of the 3:1'1c-:'.thod and content of
insuction used when teaching sight-singing; this possibly being more important than the

amount of time devoted to instruction.

Comparison between Cutietta study
and the present study

The present study sought to measure the effects of varions combinations of sight-
ginging instruction and a performance-based curriculum o the attitudes and singing
achievement of fifth- and sixth-graders. The Cutietta study looked at the effects of sight-
singing only. Although Cutietta states that his sample was comprised of students from
two middle schools, the grade levels constihzting the sample are uncertain.

The Cutietta study used a sight-singing manual gpecifically designed for
the study; the present study used a previously published sighi-singing text. Both manuals
were similar in the sequential presentation of drills and their emphasis on content.
Cutietta’s manual consisted of eight-measure drills divided irto sections; drills were
introduced using sol-fa syllables only. The Bacak and Crocker manual used in the present
study consisted of eight-measure drills intraduced with the usc:: of sol-fa syllables and
notation. After the first measure, each drill continued using netai:ion only.

The present study involved twenty-four intact general m{usic classes; the sample

for Cutietta’s study was comprised of six choirs. The music: classes constituting the

’ Gordon, Edwin E. Readings In Music Learning Theory. Edited by D.H. VWalters and C.C. Taggart.
Chicago: G.LA., 1989, '

12



sample for the presen( study met ones a week for a forty-five minm;}.: pexiad; experimental
classes received five to seven minutes of sight-singing instruction for a total of 16 weeks.
Experimental choirs of the Cuticila siudy received hetween one and two minutes of sight-
singing instruction per reheassal; choirs met twice weclkdy fﬁr a twenty-five minute
period. The exact length of this study is unknown,

Data collection for the Curietta study consisted of recorded pre- and posttests.
The recorded sample was comprised of 48 individual students - eight from each choir.
Singing confidence was judged based on qualitative observation. In the present study,
data collection consisted of recorded criterion somps.  The recorded sample was
comprised of 24 intact classes as well as individual singers. Additionally, an attitude
survey was used to measure student attitudes toward singing. This researcher sought 12
understand the contribution of sight-singing to overall singing berforménce, rather than
examining sight-singing abilicy alone.

A Summary of Doreen Rao’s We FHT Sing/
Choral Music Experience for Classroom Choirs®

In 1992, Doreen Rao published ker CME curriculim ii'rja textbook format. With
the: publishing of her curriculurn, Dr. Rac hoped to cultivate and encourage a tradiiion
that she felt was at the heart of mugic education — choral singing in the classroom. The
texthook's title, We Will Sing/, is a guotation from Lowell Mason's school sonp. "0
Music, Sweet Music." This title is relevant because it is & staiffament from the father of

musie education, Towell Mason. As a result of Mason's efforts, the Boston Board of

! an, Tioreen. We Wil Sing! Choral Music Experiance for Classroom Choirs. New York: Bovsey &
Hawkas, Inc, 1993,
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Education was the first public school distriet to inchide music in the school curriculum.
The following statement was made in a Boston Board cam:nittt:r:: report: music can "l
the vacancy of an hour that woukd othetwise be listlessly or unprofitably spent” -- this
slves ng yet another plimpse of the foundation on which Rao builds her methodology.”

Tn her Ph.D. dissertation, four years before the publishing of We Wl Sing/, Rao
refers 1o singing as a “craft.”™" She fiyther states that performing any kind of craft
involves skill and “making or doing something well.?!! iThrc-ughaut her CME
curreninm, it becomes very evident that Rao sirongly bedeves that just “doing
something” is not enough; rather, musical enjoyment and self-prowth come from “doing
something well.” Rao teaches us that musical enjoyment and sel<-growth also develop as
a resull of enabling the child-learner to do the following tasks: to produce music, to
perform music with skill and understanding, to meet musical challenges with
musicianship, and to take command of musical materials. Rao's methedology is based
on a three-step modet i which all children have the opportunity o work toward the
following three primary objectives: 1) produce music with the singing voice, 2) prachce
musicianship, and 3) perform great music with skill and understasding.

We Will Sing!, the music textbook, 18 the culmination for classroom teachers and
music specialists seeking quality choral music for the music ‘::lassruum. This text is
intended as an extended course of study that develops in levels spiraling upward in

complexity. Rao considers it imperative to give music sfudents an opporfunity o

¥ Birge, William Bailey. History of Public Sehao! Music in The Unitad Steres. Washington, DC: Music
Bdueators Nationa! Conference (1966). 40 - 50,

" Rao, Doreen. “Craft, singing craft and musical experience: A, philosophical study with implications
for vocal music education as aesthetic education.”™ Fh.D. diss., Northwesterm University, 1988

" Ibid.



pariicipate in other cultures duough the use of a “diverse and distinctive” repertaire.”
She accomplishes this ag her We Will Sing/! text includes musirg of various styles, periods,
and cultures. e Wil Sing! encourages the music educator 1o develop and exercise their
individugl expernse. According to Rao, "Wo one should tell another expert precisely
what to do, or how to do it. At the very most, a classroom music textbook shoold be a
guided teaching-leaming resource”™ (3). Within Rao's textbook: we find her curriculum
divided into four paris that include seven "Practice Projects." These components are
summarized in the following paagraphs.

In the intercst of clarity, please note that Fe Will Sing! is the textbook resource
that illustratzs Doreen Ran's CME curriculum.  As mentioned previously, CME is a
music performance approach to music education. Within the CME performance
philosophy, it is implied that : “1) children have an innate ability to make mmsie,
2) children pursuc enjoyable and fulfiling challenges, 3} musics! pereeption is co-
dependent on musical production, 4) music perforrance 23 a source of knowledge is a
reflection of human experience and 5) music performanee as a source of constructive
knowledge develops self-esteem and the self-imape™ (2). Keeping the aforementioned in
mind, one should note that the CME curriculum has many traits that are characierisiic of
David Elliolt’s "praxial philosophy.™" Praxial philosophy utﬂizés music performance ag
music educatien. This philosophy i3 based on thres basic princiﬁles: 17 music education

depends on the patwe of music, 2) the significance of music gdncation depends on the

" Rao. Wa Wil Sing!, xiv.

'* EMioit, David J. Music Maizers: A New Phitusophy of Music Education. Wew Yook Oxford Press,
1995,
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significance of music in life (context), and 3) educators must celcbrate and wlihize "where
children are” These "praxial" principles arc suggested throughout CME's methodology.

According to CME, the primary objective of music education is to achieve

enjoyment and self-growth by teaching musicianship that will have lasting inirinsic value
to the whole person after schooling is over. Rao believes that there are two conditions
necessary for musical enjoyment: 1) Having a musica! challenge and 2} developing the
skills to meet the challenge (know-how). In the choral classroom, the musical challenges
should be found in the repertoire. The ability of the music student to meet these
challenges is determined by the development and growth of higher rousical skills. Rao
notes the importance of having a balance between the musical challenges found within
the repertoire and the level of musiclapship required to successfully perform the
repertoire. In a performance-based method such as CME, the chosen repertoire, the
development of musical skills, and the oppormunity for self-growth and enjoyment form
the foundation of the curriculum.

In a choral classroom, musicianship is developed as a result of the musical
problems that must be encountersd and successfully mastered to perform particuler
rmusical works. Rao teaches us that the best way to encourage rausicai development and
independence in children is through a “think-in-action" approach where children are
mativated to solve real musical problems as they occur in retearsal and performance.
She further suggests that it is ruch more effective to have stwlents "demonsirate" their
answers by singing rather than speaking. Cognitive and linguistic development are
viewead a3 interdependent within the whole languzage theory, rﬁ:ad‘ing skills are taunght from

their "real life" use in authentic literature. Similarly, in a praxial curricuium such as
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CME, musical and cognitive development are viewed as intcrdi&:pendent, The tonal and
thythmic patterns as well as warm-up exercises used during tcaté:l:u'ng fime are abstracted
from reperteire being tanght for performance.

The teacher in the choral classroom uses both verbal and nom-verbal forms of
instruction; however, non-verbal methods are considered a more favorable approach. Raa
states that non-verbal instructional methods include: “1) conducting, 2) use of facial
expression, 3) vocal modeling, 4) chanting, 5} solfa, 6) clapping, 7) movement, 8} use

14 .
" Rac cauticns

of rhythm syllables 9) playing a musical instrument, and 10) listening.
that verbal methods must be action-centered discussions that engage the children in
hands-on problem solving and musical growth. The verbal instructional methods listed in
Rao’s CME include: “1) identifying, 2) describing, 3) companng and contrasting,

4) analyzing, 5) explaining, 6) teviewing, 7) evaluating and 8) judging the results of
students' performance™ (8).

Tt is firmly believed within performance-based curricula that all children have an
innate musical ability — that is, they know more than they can :explain. The role of the
teacher-conductor in the choral classroom is to serve as a modzl, coach, and facilitator.
Additionally, the teacher-conductor should be a mentor who can successfully meet the
following responsibilities: 1) can correct musical problems as they arise, that s, he/she
is abways listeningl, 2) is willing to take time from singing to ponder/think about the
quality of the choir's performance and sound, 3) can decide 1i students are performing

and listening mntelligently, 4) can motivate and challenge studen:s through musical

" Rac. We Will Sing!
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challenges, 5) is willing to change and adjugt instruetional goals based on the needs of
eny given rehearsal, 6) can direct ghadents’ attention to importgnt musical ideas and 7)
can provide positive feedback and knowledge to the choristers as these relate to the
context of the given repertoire. The teacher-condoctor encournges musical independence
as students demonstrate musical growth.

At this time, the teacher conductor uses a more favorabie controlled, expressive,
and caoncise conducting gesturc as opposed to the beginning stages where a more
restrictive made of instruction is used. This aforementioned corducting geswre becomes
an extremely strong, non-verbal form of mugical communicotion.  Assuming that a
guality reperioire has been chosen, it is paramount thal the teacher-conductor
demonstrates expertise, musicality, and enthusiasm. Rao siates that ultinately, as
students develop their musicianship, they should work together with their teacher-
conduetor in a “"musical collaboration” (9). The text, e I¥il Sing!, suggests that
shrdents may wark independently or in small groups, also knovr ag cooperative learning,
Students should remain active and on-task, pacticipating ir each aspect of the choral
classroom. The music student is continually faced with opportunities to "produce” great
music using the singing voice, "practice” skills and lcnnwledgé involved in meeting the
mugical challenges in the selected music, "perform” while demcnstrating musical growth
and improvement, and evaluate the results of his/her performenee. In a performance-
hased curriculum, it is believed that if students enjoy the mugic they are lenming, they
will naturally be encouraged lo make musical nprovemenrs Jnd develop mdependent

musicianship.
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The practice projects found in the "We Will Sing!" te:rt:: are used as a catalyst to
teach children how to use their voices as musical instruments "a.nd how o differentiate
between singing and speaking. CME docs consider instrction in music reading an
important compenent of musicianship. Mugic reading patteins pre ta be orgamized
coniextually and developed wsing exeerpts directly from the renertoire. Rao siates that
mugic reading is ..."central to the aims of music performance as music educgtion™ (10).

The assessment tools used in We Will Sing! are based on Hapgard University's

"Arts Propel of Assessment." CME vahies the development of student musicianship and
concourages the teacher-conductor to offer contirmous feedback cnd reinforcement to give
students a sense of accomplishment and well-being. "We Will Sing!” includes three
different assessment options. They are: 1) audio and video tapes of performance,
1) problem-galving exercises integrated into the teaching sequence and reviewed at the
conclusion of each project, and 3) a self-directed student jowmal of mugical development
entitled "My Performance Portfolio.” This portfolio i3 2 musical hiography of the
student's musical development and should give the sdent r self-awareness of their
individual musical growth.

The four practice projects contained in Part 2 of Rao’s text focus on vocal
development and stress the use of the singing voice as a musi-::al;: ingirumen{. Through tha
use of problem-solving exercises, students learn the difference berween the spealing and
singing voices. Throughout the e Will Sizg! taxt, duections, photopraphic illustrations,
diagrams, and cassette tape nstructions are used to direct the t2acher-conductor and the
students in breath management, tone production exercises, and singing posture. Within

several of these exerciges, the reader notices that Rao applies Gorden's theory of
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audiation.”” This is done by having students "think a 1/2 Stﬂ;ll up” {insicad of teacher
giving the pitch), as they do ascending tonal patterms. CME tﬁba-:l-hes students that singing
involves concentration, conrdination, and contral. They are also tzught that the singing
voice may be used in many different ways such as jazz, opera, pop, classical and the
traditional style of cultural hetivape. As smdents development musically, they will realize
that knowing how to perform with their singing voice is a speciziized form of knowtedge
that will empower them to undersiand many styles of music and cultures.

Tn the We Wil Smg! text, Rao teaches us that singing is an extremely specialized
way of using the voice that differs from any another way that we may utilize the voeal
folds. The biseest difference when using the singing voice is that in addition to using
bieath and words, we do so with a "musical goal in mind." ' The human voice is closely
aganciated with personal feelings. CME shows us that there are four important steps in
preparing the singing voice. They are as follows: 1) exercise, 2) posture, 3} breathing
and 4) tone production.

In the choral setting, the ability to utilize the singing voice as & musical nstroment
is directly related to the ability 1o shape and susrain the pure vowel, Madifying the vowel
color can make a tremendons difference in the pitch. Rao suggesis having the students
listen to one another in small groups or individually afier singing the given cxcrcises as a
class/choir. Students are taught to be aware of a "ringing sensation” that oceurs 45 4
reault of vocal-fold vibration. CME refers io this as “kinesﬂlﬁti:: sense unpression;” Rao

additionally states that children "hear the tone by fealing the rone™ (33),

'* Gordon.
'“Rao. We Will Singf, 21.
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Vocal diction is considered to be a vehicle in Vowel Chart Using [PA Symbols

sheping and defining tone color (timbre). CME utilizes | {51 oie
&, vezt o § ke
the International Phonetic Alphabet (JPA) Olusirated n ]\ ; .l
n

Figure 2 .

Figuﬁ: 2

Ran's text states that "the written score is the visual presentaiion of a composer's
intentions:" however, this musical notation is only & rough draft of the composer's wtent
and should not be confused with the music itself (41). Young musicians should be ranght
to independently make musical decisions concerning how the piees i3 to be produced,
practiced, and performed. CME conmders these mugical decigions to be vital in the
development of musicianship. Tn the We Wil Sing/ text, students are led to an
understanding and recognition of the following musical notatior: 1) text, 2) vocal line,
3) mreble clef, ) bass clef, 5} the musical stall, 6) bar lnes, 7) meter signatwre, 5)
measure, 9} system, 10} key signature, 11) tempo mearkings, 13) dyoacics, 13) phease
markings and 14) articiation.

Students are taught to "fael time" through a series of cendueting exercises using
duple, triple, compound and free meter. Ran additionally Encourages Various movements

while singing to help students internalize the underlying pulse.
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The present text defines rhythm, 28 a "combination of shert and long sounds™ (58).

Dlustrated exercises in the text utilize clapping, chanting, listening, the metric system and

thythm syllables.

Rao states that, "the high and low of music 1s called pitch” (69). CME uses tonic
solfa and Curwen-Kodaly handsigns as the vehicle for hearing and reading pitch.
Additionally, exercises nsing keyboard diagrams give students a hands-on opportunity for
developing reading (and playing) skills.

Part 4 of We Wil Sing! introduces CME's reperioire in hree vared Performance
Projects (Fall, Spring, Holiday). Each of these programs includes six difforent
compositions with detailed orientations and optional tchearsal pudes. While some
musician/educators may find the included rehearaal glﬁdelmescver}r helpfol i teaching
the repertoire, others may choose to teach using altemate pedapogy. Ran's rehearsal
guidelines are used as a catalyst to create an environment that develops mnsical
enjoyizent and seli-growth.

Each rehearsal puide imcludes a contextualized "Orientation” that deiails the style,
form, and musical elements within each of the sivén compositions along with a short
social-historical profile. The teacher-conductor ia encouraged to wae the orentation
information during a lesson/rehearsal as opposed to using it separately to teach a lesson
about the music.

The researcher fecls that, in general, CME is a spiraling,: praxial curriculum. The
previously mentioned Lowell Magon has found a champion in Dr. Rao. Within her CME
methodology, we find a renewal of Mason'a philosophy — sing:jhng as a birthright. FHas

Rac simply “reinvented the wheel?® Perhaps, but in this ressarcher’s opmen, CME
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offers a needed wol for suceessful singing in the music classroom and the preservation of
our enltire. One of Rao's mast profound statements in the text is found ai the conclusion
of this the text as follows: "Each lesson-rehearsal (should) finish with the opportunity 10
perform the work. The classroom performance must testify to the students' musical
understanding. Successful performance is a form of 'thinking-in-action' — knowledge that

is demonsirated rather than described™ (871.

Relevance of CME to the present study

Rao's CME curricninm is extremely relevant in that is the performance-based
madel used in the present study. Although considered anecdotal, this researcher would be
temiss if she were fo refrain from sharing her personal success vith Doreen Rao's CME.
Afier attending a summer graduate course, this rescarcher becarwe cortified in Level 1 of
CME. The biggest revelaton as a result of this course wag thar, a5 a conductor, this
researcher had very little faith in her students' natural abilities. - Eind-gight tobd her that
this lack of confidence was causing her to "stunt” her students musical growth. CME had
given this researcher the necessary tools to hecome a stronger conductor and the courage
to tirm her General Music classroom into a "Choir Class."

This researcher began using Dr. Rao’s methodology in her classroom shortly afier
having received her CME certification; she was excited and eager to apply the newly
found knowledge with her 750 5th- and 6th-graders. Two yeaps later, this researcher is
now convinced that Rao's 5-Steps of "Performance Based Educ:a%:iﬂn" is making limitless
changes among the stdents. The "rap minded" students cons?stently walk Into music

class pleading for the opportunity to sing Lowell Mason's "C Music” and Benjamin

23



Britten's "Oliver Cromwell." This change in attitude is the direct result of CME
methodology which causes increased confidence in both teacher jiand student as they work
on developing their musicianship in a performance context. Thn-‘ students like what they
sound like as they're strengthening their “singing craft.” The aféter-school choir has now
grown. to approximately 200 students, many of whom are rnali;:s! Choir rehearsals are
much easier for this researcher because they are now an extension of what her students
have already leamed and practice during their music class,

Upon completion of CME Level 1 certification, this researcher is a more confident
conductor who has a greater understanding of the students' ab:ilities and needs. Most
importantly, the students are benefiting tremendously as a ré;sult of this researcher’s
willingness to grow and change, musically, in collaboration with them as we meet new

musical challenpes together.

The Dolloff Study'”
The primary purpose of this ethnographic study was 1o relate current research, on
the development of expertise to the teaching and learning of choral music. More
specifically, the problems of the Dolloff study were as follows:

1. What is expertise in choral music teaching?

2. How does expertise in choral music teaching develop?

3. How may experienced music teachers be assisted in progressing along the
gxpertise continuum? .

4. What model of in-service development project will promote the development
of expertise in teaching?

5. What is the role of expert/mentor in teacher education?!

" Dolloff, Lori-Anne. “Expertise In Choral Music Education: hnplicationS?For Teacher Education,”
Ph.[. diss., University of Toronto, 1996. ‘

® Ibid., 3-4.



This sndy included a three-year in-service project involving a collaboration
between the music teachers of the North York Board of Education in Toronto, Canada
and Dr. Doreen Rao, avthor of We W3l Sing/. 1t is also important to note that the authar
of thry study was a co-author of We Will Sing/ as well &5 a participant in the previously
mentioned i-service project. The details of the study will be discussed in the following
paragraphs.

In the beginning pages of her dissertation, Dolloff gives us a historical outline of
music equeation philosophies, beginning with Reimer's aesthetic education of the 70°s (o
Elliott and Rao’s praxial view of the 90%s. Dolloff begins these D:[_'H:Iling paragrapha with
a wonderful guote from Shulman ag follows: teachers should be able to Tepresent. ..
“ideas so that the unknowing can come to know, those witaout understanding ean
comprehend and disoen, and the unskilled can become adept.. “Feaching begins wirh a
teacher’s understanding of what is to be learned and how it is to be tanghi,”?

Dolloff states the need for the reader to understand what music education has
evolved from in order to tiuly appreciate the comemporary philosophy of music
performance a3 music education. For the past twenty years, Relmer’s music education as
agsthetic edncation has remained virtually unchallenged. Basec on the work of music
cducators James Murscll and Charles Leonard, Reimer’s philogophy can be summatized
it the following quotation: “The major function of education in the arts is to help peaple
gain access to the experiences of feeling contained in the arfistic qualities of things.

Hdueation in the arts, then, can be regarded as the edneation of feeling.™ DollofT states

" 8hulman, 1.5, “Knowledge and ieaching: Foundations of the new reform ” Horvard Education
Review, no. 57 7.

¥ Reimer, B. 4 Philosophy of Music Education, Englewood Cliffe, Mi- Pretutice Hall, 1970/108%- 53,
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that this aesthetic view is in contrast to the recent research of ethmomusicology, cognitive
science, and reader response theory. Reimer's philosophy is now being challenged by
these groups.

A leader among the aforementioned changes taking place in the philasophy of
music education, is David Elliott and his praxial view. According to Elliott, music is &
multidimensional model and should be taught within the context of musical practice.
Similarly, Doreen Rao has developed the philosophy of artistic E(:iucat;ion. Rao’s belief in
attistic education is understood in the following statement: “While perceiving (assthetic)
is a way of sensing the beautiful, artistry refers to the skillful practice of producing the
beautiful. Artistry concerns the way skills are practiced on the music.”' Rao and Eliiott
promote the development of both performance and peTception sk?lls within the context of
authentic musical works. Dolloff refers to this context-dependent nature of learning as

“situated cognition.™

Advocates of this type of learning believe that knowing and deing
cannot be separated.

Dolloff, Elliott, and Rao clearly believe that procedural knowledge, that of
“knowing how,” should not be limited to the child-teamer. Adults must also DUSSESS
procedural knowledge if they are to becowae experts in any giveﬁ‘ field. Dolloff cites the
following definition of expertise: “Expertise is far more than knowing the right angwers

or formulating rules and principles to gavern professional behavior. It refers ta the sense

of familiarity which, though grounded in experience and practice, appeals primarily to

* Rao, Doreen. T eaching Children Through Choral Music Experiance. Mew York: Boosey & Hawkes,
inc, 1591: 8.

Z Dallof, 22.
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sense of intuition and ‘feel’.™ Additionally, Doileff suégests that 4 “cognitive
apprenticeship” be used as 4 catalyst in developing expertise.

A eognitive apprenticeship “cnculturates smdents into authentic practices through
activity and social interaction.™" During a cognitive appmuﬁcas:hip, the learner learns by
observing a model, performing the observed action, evaluating th% dction, determining
problem areas, and finding solutions to correct prabiems. It is exactly this apprenticeship
model that Rao promotes in her CME curriculum.  Within Kap’s methadology, it is
itgplicd that teachers ¢an no longer be merely the directar in {he q.iass; teachers must work
a3 practicing musicians/performers and become active pmﬂciﬁ;nts in their classroom.
The Nogth York Project was developed in hapes of encouraging their music educators 1o
become “active participants and ¢xperts” in their ¢lagsrooms. : The project sought to
revitalize choral performance iz the North York schools through the development of a
performance-based curriculum.

North York is a large metropolitan city on the northern border of Toronto. Tt has
the largest population of any school district in Canada. The samrple for this project was
comprised of twenty teachers and approximately 400 stdents from the Notth York
school district.  Developed as a three-year, Three-phase project, this study ran from
January 1992 {0 April 1994,

At the beginning of Phase One, the teachers attended aseninar with Dr. Rag,

During thia seminar, the teachers wore introduced to the repertoire: that would be used in

“ Welker, . The Teacher as Expert: A Theoratical and Historica! Examination, New York: SUNY
Press, 1292 131,

™ Brown, LE., A, Colling, and P. Duzuid. “Situated Caognition and the Culturs of Leaming.”
Educational Ressarcher, vol, 18, no. 1{ 1959) 37,
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the culminating concert of this phase. The teacher—participantéi learned the music in the
same way that they would be expected to teach it to their stndents. It was Dr. Rao’s
intentioit that this initial seminar would become the model for al! future teacher senminars.
Rao used the same vocabulary and methodology with the eachers that she would
eventually be using with their students. After this beginning seminsr, the teachers
retumed to their classes to teach the repertoire to the students.

In reference to repertoire, it is important to note that throughout each of the
project’s phases, the selected music was reflective of a multicultural program as well as a
variety of musical styles, from Bach to jazz. As the project progressed. the repertoire
became increasingly challenging. The complexity of repertoire bepan with the canons of
Phase Ope and progressed to three-part contemporary harmonies of Phase Three.

Three months after the initial phase of this project. all teachers returned with their
students for a rehearsal conducted by Dr. Rao. During all rehearsals, Rao worked with
the children to refine and polish their performance repertoire. At this time, Rao
demonstrated multiple teaching strategies. Her primary focus was that of developing
skills that would epable the child-learner to take control. of their own musical
performance. These skills included the knowledge of how to pf-epare and carry the body
as a mysical instrument. Rao’s model demanded performance precision of the children —
at no time did she accept anything less than musical. Her physical and vocal modeling
provided a detailed example of artistry. The teachers noted Rao’:f; energetic model as they
observed her interaction with the children. She would move ﬁi'eely among the singers,
making certain to address them by their individual names. Dr. Rao was extremely

positive as she reinforced the children’s efforts. She was careful to use eve-comtact,
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conducting pestures and other movements that would reflect ﬁhe msleal qualities she
desirect fiom the singers. These rehearsals were a wonderful oplpnrnnﬁty for the teachers
to observe a master condnetor, As the rchearsals progressed, teachers were able to
observe as Dr. Rao quickly diagnosed problem arcas and provided vocal solutions that
seemed 1o work immediately. The teacher-participants noted that Rao relied heavily on
voeal modeling. In addition, she allowed the children to ideptify problems, select
appropoate performance models, and suggest alternatives.

Folowing the first rehearsal, the teachers met for a brief session with Dr. Rac. At
this time, they were given the opportunity to ask questions concerning her rehearsals
pracedures and the given repertowe. The teachers were asked to continue 1o work on the
concert repertoire with their students. Approximately ome week later, teachers and
students would return for a final dress rehearsal with Dir. Rao.

The dress rehearsal proceeded in 2 similar fashion to *he first rehearsal,  This
rehearsal was proceeded by 4 concert on the following day. The concert wag piven in the
form of a concert/demonstration, Throughout this performance, Rao offered insighis into
the imporiance and development of the child-mngician. The reaction to the concert was
extiemnely positive from all involved.

After the Phase One concert, there was a follow-up meetng with Dr. Raa and the
teacher-participants. Dwring this meeting, the teachers expreéas:ad a desire to see the
process of mtroducing a new picce to the child-leamner. The teﬁcher—participa_uts agreed
that the initial teaching of mareral was the most difficult part of Phase One.
Additonally, it was decided that Phage One should be replicated in order to involve more

reachery, This duplicated Phase One progressed shmilarly to its original with the only
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exception being Rao’s iniroduction of the concert repertoire to the chiidren prior to their
weachers working with them. Another successiid fearare of this replicated Phase One was

having the reachers simg with the students at rehearsals and performances. Rao referred to

this as “observing from a participatory stance.™

The following process was used for Phase Two of the project:

l. Feacher seminar to introduce the Fhase Two repertoire.

2. An intensive one-hour rehearsal/demonstration with children, in groups on

100, to provide the initial (eaching of the repertoire.

‘Teachers work with their own groups reviewing and r=fining the singing of the

repertoire, relerred to as teacher implementation.

4. A sccond teacher seminar io answer questions of techmique or method arising
from the teachers” practice.

3. A second round of rehearsal/demaonstration with children, in groups of 200, to
reiine the singing and the repertoire.

¢ Diress rebearsals Lor the culminating concert event.

7. The final coneert (10},

Ll

Ag mentioned previously, during Phase Two the teacters were encouraged to
patticipate v performing with their children. Although this allowed the teachsr-
participaits to observe from a “participatory stance,” it prevented. them from taking notes.
To ailow for both types of learning, observing and participating, teachers werz sent
videgrape coples of the children’s rehearsals. These videos were intended as a resource to
suppori (he leachers during “teacher implementation stages ™ Each video was seni with 2
guide/manual. The guides were approximately fifteen pagea long and included detailed
sequences of teaching, highlighted significant phrases within the repertaire, technigques,

and pestures.

“ DollafT, 116.
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Phase Three ran for endre 1993-94 school vear. Alﬂlj'.nugh this phase used a
similar format to that of Phase Two, the following were unigue features included in this
final phase:

1. Composer Laryssa Kuzmenko was comrissioned ty write two short works

cspecially for the children of Morth York.

2. In a satellite project, children who were ready for 20 additional challenge
auditioned to be part of a 100-vaice cheir to perform with the Toronio

Symphony,
3. The culminating concert was held at the North "fork} Performing Asts Center,
taking the school mngie program into the community [10-110.

An important feature of all theee phases of this in-service project was the teacher
seminars. Although initially in awe of 1his master tcacher, as the project continued, the
teachers hecame increazingly more relaxed with Dr. Rao. Tventtially, the atmasphere of
these seminarg became comfortable enough for the teacher-participants to ask questions
and offer sugpestions to cach other. It was Rao’s desire to create a supportive
envirorment where each. teacher could express concerns and cuestions without feeling
inadequate or infimidated. I)r Rao inc¢luded hersclf in the seminars as a participant rather
than an expert. ‘When speaking to the teachers, she olten spoke of “we experts;™ this was
done in hopes of establishing the collepiality of the group (131).

It is Dr. Rao’s belief that the foundation of teacher oreparation is the teacher’s
lenowledpe of the music; this personal conviction of Rae’s became evident in the teacher
sesstons. Fach piece was ¢xplored first through performance hefore comducting or vocal
considerations were addressed.  While working on conducting, Rao moved throush the

group as she helped individuals. She challenged the teachers to consider how their

gestures may effect tone. Tn reference 1o vocal production, Dr. Fao worked on specific
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vacal techniques with the reacher-participants, but only as they arose within the context of
the music. As mentioned previously, Rao’s teaching approach relies heavily on vocal
modeling; therefore, healthy and skillful vocal production is extremely important.

When warking with the teachers, Rao eocouraged them to explore possibilities,
rather than always offering solutions that she knew worked for her. In this way, the
teachers became engaged it problem solving/entical thinking, as opposed to having
solutions handed to them. These seminars became a place 1 iy alternatives and explore
why one solution might work better than anaother.

At the conclusion of Phase Two, the firat systematic data on the project was
collected in the form of an open-ended teacher questionnaire. The results of the deta
discussed in the proceeding paragraphs were analyzed using Glaser and Strauss
“grounded theory.™* Themes and relationships evolved as data was read and mierpreted.
The analysis followed a format refined by Smith and Geoffray #'

The first questionnaire contained seven questions designed to evaluate the
individual’s perceplion of what they had experienced. All responses were aponymous. 4
total of thirteen teachers responded. Results of the questionnaive indicated that teachers
had an extremely positive view of their experience in the Nurﬂié York Project. Teaachers
indicated the following henefits as a result of the first and sccond phases of the project;
“a raising of expectations, broadening of skilla and koowledgs, and excitermnent about

participation.™®

* Glaser, B.G. and A. Strauss, The Discavery of Grounded Theory. Chicago: Aldine, 1947.

¥ Smith, L.M. and W. Geoffrey. Tha Complexities of the Lirban Classreon. New York: Holt, Rinchart,
und Winston, 15968,

4 Dolaff, 173.



Following Phase Three of the project, a second questionnaire was designed to
evaluaie the participants three-vear involvement in the projeé-t. Many of the seven
guestions contained in this second questionnaire were developed to determine if the
teacher-participants found a third year of the project of any value. The results of this
questionnaire indicated that the teachers experienced continued growth throughout the
duration of the project. Many teacher responses confirmed a raising of standards in
addition to high levels of success and achievement within their music programs. This
seccond questionnaire also indicated that some of the teacher-participants were sharing
their newly-acquired skills with colleagues. Once again, all responses expressed teacher
satisfaction with the project.

After the completion of the second questionnaire, four teacher-participants were
chosen for extensive interviews. The four teachers chosen were representative of diverse
perspectives and experiences. These interviews were conductzd in an effort to more
thoroughly investipate some issues raised within the previous tuestionnaires. Using an
open-cnded format, teachers were asked to describe experiences from their teaching that
they felt were a direct result of their involvement in the project. These interviews were
taped and transcribed.

All four teachers interviewed testified to great differences in their teaching as a
result of their apprenticeship with Dr. Rao. During their interviecws, the teachers attested
1o having acquired the following skills: new knowledge of “how” to accomplish musical
goals, approaching the teaching of new pieces differently. arid the ability to model

teaching for others. Each teacher expressed personal growth as they relayed stories of
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classroom successes atiributed to their participation on the project. These interviews
confirmed the success of the project in promoting teachers” professional development.

In summary of the collected data, Dolleff reiterated the positive personal growth
resulting from the project. She also commented on the teachers’ gratitude expressed
during informal gatherings. Additionally, it was Dolloff’s opinion that one of the key
components of this project was the involvement of the teachers’ students. She stated that
“the quickest way to convince 2 parent of the importance of an activity is through the
children’s positive attitude toward involvement. So too, teachers commented on the
excitersent and feelings of success on the part of their children.™””

Based on the results of the data. Dolloff suggested that the North Yoerk Project had
provided a model for fiere development of expertise i choral music teaching, She
further proposed that this model, based on cognitive apprznticeship and sitwated

cognition, can be used in developing expertise in other subject areas and professional

domains.

Comparison of Dollofl Study te present stidy
A noteworthy comparison of the Dolloff and present studies is Dr. Doreen Rao,
master teacher and artist-in-residence featired in the Dolloff stucly and also the author of
We Will Sing!, the curricnlum usad in the present study. As mfentioneﬂ mreviously, the
researcher/teacher of the present study had been trained and cei‘tiﬁed in Level 1 of Dr.

Rag’s CME.

* Ibid., 200.
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The Dolloff study was qualitative and ethnographic in natwe and sought to
investigate the development of expertise among selecied choral music educators. With
the exception of a few brief qualitative observations, Dolloff did not formally evaluaie
how children were effected by Dr. Rao and her methodology. The collected data were
limited to personal interviews and survevs; the results were interpreted using qualitative
measures. The present study was experimental and focused entirely on the child-learner.
Investigation of the effects of sight-singing training ard performance-based curricuia was
the purpose of the present study. The collected data for the present study consisted of
audio recordings and surveys; data was evaluated usging statisticz] reasures. The present
study included a 16-week implementation phase; the Dolloff study was a 3-phase, 3-year

fongitudinal evaluation of a teacher in-service project.
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CHAPTER THREE

Design of the Study

Sample

Six hundred and thirty nine students from an intermediate school in southern New
Jersey constituted the sample for the present study. These students were tepresentative of
a diverse ethnic, intellectual, and socioeconomic population. The sample was comprised

of twelve fifth- and sixth-grade homerooms.

Procedures

A cluster sampling technique wag used to select the sample for this stady.
Additionally, the chosen homerooms were randomly assigned to one of four treaiment
conditions as follows: 1) sight-singing/pattemn training, 2} Choral Music Experignce, 3}
sipht-singing and Choral Music Experience, 4) neither sight-ginging nor Choral Musie
Experience (control group). The rescarcher for the present smdy also served as the
instructor for all music classes ingluded in the sample. Before the experimental period
began, the researcher received permission from her department supervisor and building
principal. All classes met once a week for a forty-five minute period. During the first
three weeks of the study, all shidents were taught a criterion snn‘sig; this song was reviewed

during the last two weeks of the study. The implementaticn EP]:I.&SE ol the experiment
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lasted for 16 wesks: however, due to unforeseen scheduling conflicts, three of the classes
included in the sample received only 15 weeks of treatment. |

Thase classes assigned to sight-simging conditions received five Lo scven mingics
of pattern instruction using Bacak. and Crocker’s Patzerns of Sound text at the bemnhing
of each music class.! This text included 8-measvre melodic satteins msing moveable
“do.” The parterns progressed sequentally with emphagis on overall context of measures
and phrases. Formal {erminology wag postponed with the primary purposc of the twex?
being “music first, add labels later.™ All exercises were in treble clef and unaccompanied.
Classes worked on Two exercises per session.

Dorcen Rao's We Will Sing! performance-based cwriculum wag used for the
classes rained in CME® Rao's ewrriculum was divided into four parts that iochaded
seven “Practice Projecta,” Her cwticulum was founded on the following thres-step
performanee component:  producing music using the singing voice, practicing the
mugicianship requited to meet the challenges within the given repertoire, and successfully
performing music with skill and understznding as a form of “thirking in-action.” Student
reflection, discussion, and evaluation were an integral part of each lesson used in this
curriculum. In general, CME was a spiraling, praxial curmicilum; included rehesarsal
guides developed sequentially while using the previously mentioned “produce-practice-
perform™ model. Thase classes not assigned to one of the UME conditions received

music instruction based en traditional rote-song curriculam. Al songs included in lesson

! Bacalk, Joyee Ellers and Emily Crocker. Parerns of Sound. Wisconsin: Jenson Publications, Inc.,
1983,

" Rao, Doreen, &2 Wil Sing! Choral Music Experience for Clossyoom Chalvs, New York: Hoosey &
Hawlkes, Ing., 1993, ‘
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plans for each of the conditions were worked on for approximately three to five class
sessions, depending on the level of difficulty. In addition to iesson plans from Rao’s
CME curriculum, lessons from Silver Burdett’s Forid of Music.® Jennings™ Music K-8,
and Jenson’s The Grear Composers® were 2lso utilized. Sampls lesson plans used with
the CME classes during the experimental phase are included in Appendix A

At the end of a sixtesn-week period, the teacher administered an attitude survey o
all twenty-four homerooms. The attitude survey was adapted from Bushra’s Motivatior:
Questionnaire.” The survey contained 42 questions which students were directed to
answer “ves,” “sometimes,” or “no” based on their opinion; all surveys were completed
anonvmously. An answer of “yes” was scored as two, “sometimes™ as one, and “no” as a
zero. Some questions were phrased negatively, i.e. “Is music class boring?” For these
questions, “no™ was scored as two, “sometimes” as one, and “yes” as zero. This allowed
for the highest attitude score to be 84 points.

The questions found in the attitude survey included 14 categories as follows:

1. Attitudes toward singing, learning new songs, and attitudes tosvard music

class.

2. Attindes toward spontaneous singing (home, friends, family).

3. Disposition toward making daily musical choices.

4. Attitudes toward music class.

5. Singing with another stimulus and singing as play {inn # non-music context).

8. Self-agsessment of singing.

7. Attitudes toward music class activities (singing, Li stemng)

8. Aitiudes toward singing alone and when alone.
Q.
1

Singing in various context.
(). Self-assessment for use of music activities.

? Silver Burdett’s World of Music, & 6" New Jersey: 1951,

* Jennings, Teresa. Music K-8. Wisconsin: Plank Roed Publishing Company.

3 Tennings, Paul and Teresa. The Great Compozers and Their Music, Fol 1. Wisconsm: Jenson
Publications, 1990.

¢ Bushra, Nancy. “The Effect Of Competition On The Singing Achievemert And The Motivation Of
Elementary General Music Students ™ Master's thesis, Rowan College of New Jerey, 1994,
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11. Attitudes toward the songs sung in music class.

12, Attitudes toward [earning new songs.

{3. Comparison of self-singing to psers.

14. Home environment.”

Four attitde surveys which were randomly selected from each class constituted the
sample. A copy of the aftitude survey and dircctions used for administering the survey
are found in Appendix B.

To measure singing achievement, iutact classes and individual voices were audio-
taped during music class singing a eriterion song. The recordings were done at the
conelusion of the experimental period. The chosen criterion soug was “Music Alone
Shall Live,” found in Appendix C. The criterien song was in the key of F major with a
meter of 3/4. This song encompassed a range of over an ociave, taking the students
zbove the vocal lift, from middle C to D one octave ahave.

All ¢lagses inchuded in the present study were record=d singing the critcrion song
once in utigon and twice as a two-part canon, Four individuals from each class were
randemly gelected to be audio-taped whils siaging the criterion song alone.  Stndents
were given the oppariunity to say “no™ if selected to sing alonz, in which ease, anather
student was randomly chosen. Students were aceustomed to sinzing alone as part of their
normal music class activities. For all class and individual recordings, the starting piteh
was given using a pitch pipe or piane. In otder to set the temro, the teacher sang “one,
two, three, ready and sing” on the starting pitch as the she took a preparatory breath with

the students and directed them to sing.

Ta determine the effects of the four trearment conditlons on singing achievement,

7 Ibid, 23.
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Saunders’ “Individua! Vocal Performance Rating” was used to evalnate class and
individual recordings.® This set includes three scales, one each :fer melody, rhythm, and
expression. Three expert judges independently rated all of the students’ recorded singing.
The total scores from the three judges for class and individual performances served as the

data. The Saunders rating scale can be found In Appendix D.

Analysis

Interjudge reliability was calculated for the Saunders rating scale; alpha
coefficients had been previously calculated on the attitude survey during the Bushra study
{r=77). The criterion scores for class singing achievement were organized into four two-
dimensional designs for differences as follows: one each for tomal, thythm, expression,
and combined. Similarly, the eriterion scores for the recordings of individual voices wers
organized into four two-dimensional designs for differences as follows: ane each for
tonal, rhythm, expression, and combined. The criterion scores from the atiitude survey
were also orpanized imto two-dimensional designs for diffsrences. All data was

calcwlated nsing a two-way ANOVA considering the .05 level of confidence.

¥ Soumders, T. Clark. “Individual Vocal Performance Rating ” In “Evaluating The Tadividual Smger:
When “Nice Voice!” Just Won't Do Anvmore™ by Parick Freer, Tempa, vol. 49, no. 1 (Nov. 1954} 30-
32,
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Interiudee Reliabilities. The interjudge reliabilities for class performance are presented in

CHAPTER FOUR

Resulis and Interpretation

Class Parformances

Table 1. Thase reliabilities range between 592 - 898,

Tahle 1

Interjudgze Reliabilities

Tonal Rhythm IxXpression
Judpe Tudge | | Judpe? | Judael | JudgeZ | Judgs ! | Tudge2
Judpe 2 898 BY6 B2
Tudge3 | 799 8356 753 752 592 587

Topal. Means, Standard Deviations, and ANOVA summary data are presented in Table

2. There was only & statistically significant difference in favor of the CME groups.

Table 2

Means, Standard Deviations and ANOV A, Summary

Group N Mean SD |

CME + 88 6 10,333 2.944 !

CME Only ] 12.000 2.194 !
Sight-singing Only & 6.333 3.327
Comurol & 8.300 2.739
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ANOVA Summary

Scource 85 DF MS F
CME Only 84375 1 §4.275 10, 536%#
8. Singing Omly 22042 1 22.042 2752
CMEASS 0.375 1 0275 047
*pe 01

Rhythm, Means, Standard Deviations, and ANOV A summary deta are presented in Table

3. Apain, the only statisdeally significant difference was fownd in favor of the CME

pIouDS.
Tabic 3
Means, Standard Dreviations, and ANOVA Summary
Group ™ Mean 50
CME+55 6 11,333 2805
CE Only & 11.500 1643
& Singing Ontv O 7,353 2,427
Confirol & O 000 3. 464
ANDOVA Summary
Source =5 DF M F
CME 63.375 i 653,375 8.015%
5. Singing Only 5.042 1 5,042 708
CNFESS 3.375 1 3.375 475
*pe 03 :

Cxpression,  Means, Standard Deviations, and ANOVA summary data are presented 1

Table 4. Onee again, there was only a statistically significant difference in favor of the

CME proups.
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Table 4

Means, Standard Deviations, and ANOVA Syramary

Group N Mean ' sD
CME+S8 ) 6.833 : 3.545
CME Onlv ) 6.833 - 2.714
5. Singing 6 3.333 ' 2338
Control 6 4667 i 1.633
ANOVA Summary
Source 85 DFE ME F
{CME Only 48.167 1 48.167 6.865*
8. Sipmng Only 2.667 1 2.667 380
CME+SS 2.667 1 2.667 380
*n< .05 '

Combined. Means, Standard Deviations, and ANOVA summary data for tonal, rhythm,
expression combined are presented in Table 5. A statistically significant difference was
found, again, in favor of CME groups.

Table &

Means, Stapdard Deviations, and ANOVA Suilnmm}f

{roup N Mean S0
CMEFSS 6 28.500 : 8.503
CME Only 6 30.335 : 4.676
5, Singine Onlv & 17.000 ' 8.025
Control (1) 22.167 ' 4,663
ANQVA Summary
Source, 58 DF M F
CME Only 580.167 1 580..67 12.869*+*
8. Singing Only 73.500 i 73.500 1.630
CME+SS 16.667 1 16.667 0.370
*¥p< 01
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Interjudge Reliabilities.

presented in Table 6. Those reliabilities range between .487 - 549,

Individual Performances

Tahle

6

Interjudge Reliabilities

The interjudge reliabilities for individual performance are

Judge Tanal Rhythm Expression
Judge 1 Judge 2 Judge 1 Judge 2 Judge 1 Judge 2
Judge 2 949 628 586
Tudge 3 367 900 595 559 1 487 496

Tonal. Means, Standard Deviations, and ANOVA summary are presented in Tahle 7.

The researcher failed to find statistically significant interaction or main effects.

Table

7

Means, Standard Deviations, and ANOVA Summery

Group N Mean SD

CMELSE 24 d.667 3.409

CME Only 24 9 083 3,743

5. Singing Onlv 24 7.583 2.653

Control 24 0125 3.791

ANOVA Sumunary

Source 55 DE M F
CME Only 6.510 1 6.5:0 0.534
8. Sineing Only 23018 1 23.0.0 1.837
CMELSS 7.5894 | 1 7.594 « 0.646
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Rhythm. Means, Standard Deviations, and ANOVA summary daLa are presented in Table

3. The researcher failed to find statistically significant interactimi:. or main effects,

Means, Standard Deviations, and ANOVA Surmimaty

Table 8

Group N Mean SD !
CME+SS 24 11.167 3.031 §
CME Only 24 11.167 3.371 J
S. Singing Only 24 10.667 2.426
Control 24 | 11.583 2.620
ANOVA Summary
Source 53 DF ME F
CME Only 0.042 1 0.042 0.003
8. Singing Only 5.042 1 5.042 0.606
CME+SS 5.042 1 5.042 0.606

Expression. Means, Standard Deviations, and ANOVA summary data are presented in

Table 9. Once again, the researcher failed to find statistically significant interaction or

main effects.
Table ¢
Means, Standard Deviations, and ANOV A Swmmary

i Group N Mean SD *
CME+SS 24 5.583 3.006 !

CME Only 24 6.333 3.347

S. Singing Only 24 5.000 2.604

Control 24 5.167 2.761
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ANOVA Summary

Source 55 DF MS. F
CME Ouly 18,375 1 18.375 2,101
8. Sipgrnp Only 5,042 i 5.042 0.577
CME+SS 2042 i 2.042 0.233

Combined. Means, Standard Deviations, and ANOVA SLIII].IT:JELI}' data mre for tonal,
thythun, and exprassion combined are presented in Table 10. The researcher failed to find
atatistically significant interacrion or main effects.

Table 10

Meana, Standard Deviations, and ANOVA Sunmary

! Group N Mean ; sSD

CMEASS 24 25417 5.193

CME Only 24 26583 j 9.141

5. Singing Only 24 23250 i £.449

Clantrol 24 25 875 7.674

ANOVA Summary

Seurce E 85 DF ] ME T
; CME Only 49 594 1 40 594 0.790)
LS, Sinping Onty 26.260 1 36,250 1.374
CMEFSS 12,760 ¥ 12 750 (0.203

Aftitude Surveys

Surveys. Means, Standard Deviations, and ANOVA summary data are presented in Table

11. The researcher faited to find statistically significant interaction ot main eficets,
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Tahle 11

Means, Standard Deviztions, and ANOV A Summary

i Group N Means 3 5

i CME+8S 24 53017 ) 14.605

i CME Only 24 52.458 ] 14203

{ S Stpine Only 24 51.500 J 13.358

: Control 24 52 813 | 18.377

ANOVA Summary

| SOURCE 88 DF M8 F

i CME Only 25.010 1 25.010 0,107
| S. Singing Only 0.094 1 0,094 0.000
. CMF+S88 46760 ] 45 760 (.201

[nterpretation

For class performance, the nterudge reliabilities wrere subsiantial overall;
therefore, the dependent measures for tonal, rhvthm, and expression can be trusted. A
Type I error may have occurred; although, it would seemn vmlikely due to the high
confidence level, The collected data on ¢lass performance confirm that the use of

performance-based curricula, such as Rao’s CME, aids children tremendously in

development of the singing craff — including the contral of vocal tone. This is
particularly vseful iInformation for the upper elementarv grades ‘:Nhere singing confidence
seems 1o he at a low point.

For individual performance, the interjudge reliabilities ‘were lower than those of
class performance. This Is interesting considering that the rating scale used was designed
for the individual veice, Ir could, therefore, be that the criterioﬂ measures were not valid

causing Type I errors for all four analyses. That is, the researcher failed to find a
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difference that does, in fact, exist. One must consider that the individuzal voices were
randomly selected; perhaps the sample missed the full tange of stodemt sinping
aschievernent. Secondly, one cannot deny the inhibitions caused *o certain individuals due
to the eavircnment of singing alone while other peers were present.

In referenes to the atitude surveys, the researcher was suprised to find no
sigmificant interaction amopg the condirions  Although considered anecdotal, 3 is
noteworthy to mention that the researcher conmistently observed great enthusiasm from
the smdents within CME groups as they entered the music classtoom. One reason for this
lack of mean difference among shident attitudes could have heer that the researcher also
servad ag the teacher for all groups. That is, the teacher mare strongly affects students’
attitudes than does curriculum. Finally, the fact that no main effect extsted conld be duz
io the random selection of all surveys which constituted the sampie and, ooce again,
missed the full range of student attitudes, Perhaps stiindes foward singing are 0ot a3

closely related to sineing achievement as ane may think!
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CHAPTER FIVE

Summary and Conclusions

Parpasa amd Problems of the Study

The purpose of this study was to gather information concerning the use of literady
training and a performance-besed curriculum with fifth- and stth-grade mosie stadents.
The problems of this shudy were as follows: 1) To determine the effects of various
commbinations of sipht-ginging training and CME instraction on the singing achievement
of upper elementary school stadents, 2) To determine the effects. of various combinations
of sight-singing training and CME instruction om upper elementary achool shidents®

attitedes toward music.

Presipn and A.nalysis

Twelve fifth- and twelve sixth-grade classes from an intermedizie school in
southern New Jersey participated in the study. The classes wore randomly assigned 1o
one of four treatment conditions as iollows: 1) Eight-singingfpat);ﬁm raining, 2Y CME. 3}
sight-singing and CME, 4) neither sight-singing nor CME (eontrol group).  All classes
were taught by the same mstructor for forty-five minutes per week.,  Those classes
agsigned to sight-singing conditions recetved five to seven mimutes of pattern instruction

at the heginning of each music class. Rao’s performance-besed curticulum, We Wil
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Sing!, was used with the classes trained in CME, Classes not assfignﬁ:d 0 one of the CME
conditions received music instruction based on traditional rote-song methodology. All
studenis were taught a critevion song during the first three weels of the study; the
sriterion song was reviewed with students during the Iast twe weeks of the study, At the
completion of the 16-week implementation phase, an atiiteds survey was admmimsicred o
all students. Additionally, classes and individuals were audic-taped singng he eriterion
song at the conchusion of the study. Three judges independently evaluated all raping, The
Saunders’ “Individual Vocal Performance Rating™ was used (o e/aluate all recordings.

To determine the effects of literacy training and the vse ol performance-based
curricula on students’ singing achievement and atifudes towerd music, the date were
organized into eight two-dimensional factorial designs for difftrences. On thess dats,

eight two-way ANOVA were calculated.

Resnlts

For class performance, the researcher found statistically significant diffzrences,
narticularly in reference to tone quality, in favor of those classes whose music instruction
included the use of Rae's performance-based methodolopy, CME.  For individual
performance and attitade, the regearcher failed to find statistically signmificant mean

differencas among all the four conditions.

Conchigions and Recommendations
Based on the collected dzta {rom the present study, one can conclude that

children, particularly in the upper clementary prades, can benefit from 2 mmusle currienlom
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that includes music performance az mngic education. Specifically, the use of Dr. Rao’s
CME euiriculum can he nsed to effectively teach children proper and skilled use of the
singing voice, Mare impartant than her printed cumiculum is Dr. Rap’s performance-
based philosophy which enables children to “do something w=ll.” thereby, developing
sipgers/mugicians whose love for music is likely to continue ior a lifetime. We all enjoy
performing & task, such as singing, when we've been given the necessary 1ools 10
complete that task with confidence! Based on the data collected from the present study
and Dir. Rao’s expertise, the rescarcher would encourage music sducators 1o congider the
following: music educators should never stop pursuing their own professional
development: the performer-teacher needs to be an active participant in her/his music
class; and fimally, if vou want children to love singing, teach them to do it well — with
great skill and vnderstanding!

For future stady, the researcher suggests the recording of individual voices in a
less inhibiting environment in order to reduce any student snxiety. Tn reference to
attitude, perhaps a larper sample needs o be considered. A tzplicate study might alsa be
expanded over a longer period of time, allowing for even praater amounts of artistic
development. There is a great need for more research concerning the upper elementary
music student, specifically, fourth- through sixth-graders; thds 13 an extremely diffienlt
age when students seem to seddenly stop singing, Evidence supports the use of the CME
cuiriculum becanse it ig an effective tool with the upper elementary age group; future
investigation needs to report performance-based curricula’s effectiveness with other age

groups as well.
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CME Sample Lesson I: “O Music” (Lowell Mason)'

QBIECTIVES: A) To teachfintraduce students ro 4n ascending melody built on a major
Jrd. B} To show contrast of sustained long note rhythms with shorter eighth- and guarter-
note rhythms. C) To teach students how to sustain {breath control} the smooth legate line
orgamzed in three 4-bar phrases. D} To teach students to listen and suppoit in-tupe
cadences at the end of ¢ach scction. E) To give students a historical knowledge of Lowef]

Mason

PROCEDURE: 1) Teacher and students will begin with various vocal warm-ups (3 - 7

mimates), 2) T. will distibute Lowell Mason's "0 Music” and. lead class discussion on
who Lowell Magson was! 3) PRODUCING (Teacher dialogne ro students), Using yvour
best postare, sing the melody to "0 Musie” as you listen to the recording.  Your teacher
will guide you as you sing in unison. 4) PRACTICING (Teacher dialogue cont): With
the music in your hand, follow your score as your teacher conducts throush the whole
song ance more, 3) As you read the music, keep a tall, singing nosture. Remember to
hold your music high and look at the conductor while you are singing. &) Identify how
many sections you heard. 7) Sing the firgt phrase (mm.3-6). Did you notice the ascending
melody is buill on 2 major third? &) Sing the second phrase (mm. 6-10). Did you notice

how the melody begins as an ascending five note seale to what w:a call a perfect fifth?

' Ran, Dorean, We Will Shig! Charal Music Experience for Classroom Chotrs, New York: Boosey &
Hawlcas, Inc. (1993): 90-97.



9) Sing the third phrase (mm.11-14). Did you notice how the melodic and rhythmic
character of the third phrase changes? 10) Sing both the firs: phrase and the second
phrase with a good preparatory breath and supporied singing tene. Be careful to avoid
using the everyday spsaking voice. Describe how the second phase differs from the first
phrase. 11} Identify the descending eighth-note sequences in the second phrase, then sing
the whole 4-bar phrase with enough breath to support the highest note of the song. Poins
to the highest note in the score, and name the note. 12) Sing the whole song again in
unison until you feel very secure and in control of the music. As you sing, be sure to
shape the (00) [u] vowel in the word "music”. **PLEASE NOTE: As students become
more confident of melody, they will perform Lowell Mason's "O Musgic" in 2-part, then 3-
part canon in fiture lessons. 13) PERFORMING (Teacher dinlogue): Sing the whole
song in unison. Follow the conductor and remember fo: begin sach musical phrase with
2 preparatory breath; sustain the smooth legato phrases; suppoit the final pitch of each
phrase so the cadences are sung in tune; communicate the character of the words to
express the idea of pleasure and praise. Your performance will be recorded. 14)
REFLECTING (Teacher dialogue): You have been learning row to use your singing
voice, vou have been developing your music reading and counting skills, and vou have
been studving Lowell mason's school song "O Music, Sweet Music”. In music class, you
produced the song with your singing voice, vou practiced the musicianship required to
meet the musical challenges, and vou performed. As you review vour recorded
performance, complete the self-evaluation form which will be kept and part of your music

partfolio.



EVALUATION: Siudents will be able to succeasfully:  A) recognize and sing an

ascending melody built on a major third B) recognize differences and show contrast
vaocally of sustained long note rthythms with shorter cighth- and gquarter- pote thythms )
sing and support sustained smooth legato lines in three 4-bar phrases D)) recognize, sing
and support in-tune cadences at the end of each section T) int=lligently discuss Lowell

Mazon: who he was and what he did for music in our schools.

MATERIALS NEEDED: 1) choral octavo of Lowell Mason's "C Music, Sweet Muogic”

2} recording: "We Will Sing" - Glen Ellyn Children's Chorus singing "0 Musie".



CME Sample Lesson Plan H: “Oliver Cromwell” (Benjamin Britten)’

OBJECTIVES: A) To recopnize, support, and sing a descending Fb major chordal
melody. B) To articulate the speech-lilee rhythmic motive with, exact, clear diction. €}
To sing the varied dynamic requirements with breath support and vocal control. 1) Ta

perform humorouns and light-hearted text with expressive interpretation.

PROCEDURES: 1) Teacher and students will begin with various vocal warm-ups (3 -7
mimites). 2) T. will distribute choral octavo of Benjamin Britten’s “Oliver Cromwell.”
) PRODUCTNG: T. will read the lyrics/story alond to class and discuss the nature of this
historical thyme. 4) PRACTICING (Teacher Dialogue): Chant the text rhythmically.
Listen for the contrast between the short, syllabic eighth-note rhythms and the sustained,
dotted quarter-note rhythms of the text “Hee-Haw.” 3) Solfege the descending Eb chord
that shapes the “Oliver Cromwell” melody. 6) Sing the first verse of “Oliver Cromwell”
using the text (mm. 9-18). 7) Lister: to the Glen Ellyn Children’s Choms recording of
this song. Describe how the chorug interpreted the song. 8) Tdentify the dynamics used in
the written score and decide how Britten used dynamics io create interest in his
arrangement. 9) Find and sing the verse that begins at a p dynapme and ends with & pp
dynamic. Describe the dramatic effect created by these dynamies. 10) Listen to the
recorded accompadiment track { uses only piano), of Britten's amangement of “Oliver

Cromwell” as you follow the ptinted seore. @ How does Britten use the piano to

" Rao, Dorcen. Wa Will Stmp! Choral Music Experience for Classroom Chrirs. New Yorle Boossy &
Hawicss, Inc, (1993); 160-167.



develop and enhance his arrangement? 11) Sing only the unaccompanied matetial

throughout the song. 12) Sing only the accompanied material throughout the song. 13)
Sing all verses while listening for the changing accompaniment. 14) PERFORMING
(Teacher Dialogue): Sing the whole song from begioning to end. Follow the conductor
and remember to : prepare each phrase with a breath; conirel the dynamic changes;
perform all four verses in tempo being careful in the final verse not to slow down (senza
rit.}; interpret the drama and meaning of the Suffolk rhyme in your performance. Your
performance will be recorded/taped. 15) REFLECTING (Teacher Dialogue): Complete
the self-evaluation sheet I'm giving you as you listen to you performance of “Oliver
Cromwell.” This evaluation will be kept in your music portfolio. Class discussion will

follow as students share their thoughts from their evaluation forms.

EVALUATION: Students will be able to successfully: A) support and sing the

descending Eb major chordal melody; B) articulate the speech-like rhythmic moetive with
exact, clear diction; C) recognize and sing the varied dynarpic requirements with breath
support and vocal control; D) perform the humorous and: light-hearted text with

expressive inierpretation.

MATERIATS NEEDED: 1) choral octavo of Britten’s “Oliver Cromwell;” 2) recording

from Rao’s We Wil Sing!/: Glen Ellyn Children’s Chorus perforing “Cliver Cromwell.”
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PROCEINIRES FOR ADMINISTERING ATTITUDE SURVEY

Teacher Dialogue:  Pleage follow along silently as I read the direciions aloud for our

survey. (1 reads directions).

Are there any guestions? (stodent questions)

Teacher: Please remember this is NOT a tesi!!! Please be very ssrious and

COMPLETELY HONESTI!



DATL: CONTHTION:

GRADE: HOMEROOM;

ATTITUDE SURVEY

DERECTHINS: Below is a list of questions that will describe your feelings abaut muste and stoging.
Read each question and decide wheather or noi it describes the way you feel. ITit is frae for you,
cirele the letter “Y.” which means "yes,” next to the question. 11 it is fakse for you, circle the leiter
“N,™ which means “no.” [f the question is semetimes frie or sometimas false tor you, circle the tetéer
#8,” which means “sometimes.” ARSWEr every question, even if soma are hard to dacide. Do nat
circle more than one answer for the seme question. Remember that there are no réight or wrong
answers, Only you can tell us how you feel abont music and singing, so we hope that you will mark
the way you really feel inside.

1. Da vou like to hear yvour music teacher sing for you? Y § N
2. Do you wish you had music clags everyday? Y 5N
3. Do you like to sing? ¥ 8§ N
4. Da you sing sings from music ¢lass when vou're at home? Y 8 N
5 Do you sing hetter than your classmates? ¥ 8 N
& Do you like it when your friends teach you new songs? Y 5 N
7. Does someone in your faunly fke to listen to you sing? Y 8N
&. Ts it hard for you to learn new songs? Y 3 N
9. Do you learn new songs quickiy? Y 8§ N
14.. Ts it boring when your music teacher sings for you? Y 5 N
11. Is listerung to mugie fun? Y SN
12. Is music class easy? Y 8§ N
13. Do you teach new songs from music class to anyone in your ferxly? ¥ S5 N
[4. Do you sing worse than your classmates? Y 8 N
15. Do you like the songs you sing in musie class? Y & N
16. Does it take you a long time to learm new songs? Y 8 N
17. Is singing boring? Y S N



1€.
19.
20.
21.

22,

29.
30.
31.

40.

41,

42

Do you like to Lsten to music?

Do vou like to sing with your friends?

Do vou like to sing by yvourself?

Da vou tike to listen to music?

Do you like music class?

. Does semeone in your family sing to you?

. Are you a good singer?

. Do you practice your songs at home?

. [s it boring to sing in music class?

. Do you sing while you play?

. Is Hstening to music on the radio boring?

Do you like to sing when you age by yourself?

Do you like to sing with TV comimercials?

Do you like to sing with the radio?

. Do vou like to sing in music class?

. Do yon sing songs from music class during recess?
. Do you like to learn new songs?

. Is music class boring?

. Does someone in your family get upset when you sing?
. Is music class hard?

. Is singing fun?

. Are you a bad singer?

Do you sing songs from music ¢lass on the school bus?
Is tousic class fum?

. Do vou sing at home?
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“MUSIC ALONE SHALL LIVE™
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! Jenmings, Paul (arr ). Music K-8 Wisconsin: Plank Road Publishing Company., Vol 7.no |
(Bepr./Dct, 1998); 33-36.
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INDIVIDUAL PERFORMANCE RATING'
T. Clark Saunders, 1994 MENC National Convention

Tonal Rating (circle highest level of achievement):

e Lh

3

(o

was accurately sung with precise pitch.
was nearly accurate but included a minimum of imprecise pitches.
included the maintenance of a pitch center and a general sense of melodic
direction.
included the use of the singing voice and a general sense of
melodic direction {not in teacher pitch center).
did not include the use of singing voice.

Rhythm Rating {circle highest level of achievement):

— 2t il

accurate with precise tempo, meter, and melodic thythms,
nearly accurate, minimum of imprecise chythms.

consistent tempo, recognizable meter, but inaccurate rhythms.
pottions of consistent tempo and sense of meter.

inconsistent tempo, no sense of meter.

Expression Rating {check those that apply):

phuasging ({rise and fall of tension and resolution}

diction (words and ideas clearly articulated)

dynamic sensitivity (crescendo — decrescendo — loud — s0ft)
focused and centered tone quality (supported — full)
uniform vowel pronunciation

' Saynders, Clark T. “Individual Vocal Petformance Rating.” In “Evaluating The Individual Singer:

When “Nice Voice' Just Won’t Do Anymore.” by Patrick Freer, Tempe, vol. 49, no. 1 (Nov, 1994); 30-

32
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