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CHAPTER I  

INTRODUCTION

The Problem*- The problem o f  th e  p resen t stu d y  I s  t® 

d evelop , on th e  b a s is  o f  a e s th e t ic  th eory , a b a tte r y  o f  m easures 

o f  m u sica l p o t e n t ia l i t y .  The study a r i s e s  o u t o f  th e  f a c t  th a t  

e a r l ie r  attem p ts a t  measurement In t h i s  f i e l d  have u t i l i z e d  an  

a c o u s t ic  approach, and in  g en era l have been d ir e c te d  toward sim ple  

ra th er  than complex a b i l i t i e s .  The program o f  th e  p resen t rep o r t  

In v o lv es  an a n a ly s is  o f  th e  th e o r e t ic a l ,  fou n d ation s fo r  th e  in s tr u ­

ments co n stru c ted , an account o f  th e  manner o f  t h e ir  c o n s tr u c tio n ,  

and th e  p r e se n ta t io n  o f  ev id en ce  on th e  v a l i d i t y  and r e l i a b i l i t y  o f  

th e se  in stru m en ts.

. D er iv a tio n  o f  th e  Problem .-  &  103® th e  C o lle g e  o f  Music 

o f  C in c in n a ti embarked upon a f i v e  y ea r  program o f  t e s t in g ,  th e  

freshman c l a s s  o f  each  year b ein g  su b jec ted  to  th r e e  stand ard ized  

b a t t e r ie s  o f  m usic ta le n t  t e s t s ,  two t e s t s  o f  p e r s o n a lity  t r a i t s ,  and 

an in t e l l ig e n c e  t e s t .  In supplement i t  was f e l t  d e s ir a b le  t o  d e v ise  

an experim ental b a tte r y  cover in g  c e r ta in  p h ases o f  m u sica l a b i l i t y  

n o t measured by th e  standard ized  t e s t s ,  and in v o lv in g  an approach 

d if f e r in g  from th e  co n ven tion a l on e , T h is b a tte r y , h e r e in a fte r  r e ­

fe r r e d  to  a s  th e  Measures o f  M usical Background, performed so w e ll  a s  

an Instrum ent o f  p ro g n o sis1 th a t i t  was f e l t  worthy o f  fu r th er  d e -

S p e c if ic  ev id en ce  on i t s  v a lu e  w ith  r e s p e c t  to  s ig h t  
s in g in g  and d ic ta t io n  i s  g iv en  by E liz a b e th  K. T a y lo r , "A Study o f  
th e  R e la t iv e  ¥ a lu e s  o f  C ertain  T e s ts  fo r  P ro g n o sis  o f  Achievement in  
S ig h t S in g in g  and D ic ta t io n ,*  pp . 21 , 2 4 .  U npublished M aster’ s t h e s i s ,  
Teachers C o lle g e , U n iv a r s ity  o f  C in c in n a ti, 182®.

1
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velopment*

D e sc r ip tio n  o f  th e  M easures.-  Ih e b a tte r y  embraced th ree  

d iv is io n s *  which were in ten d ed  to  tap  to n a l ,  rhytbm ie, and em otional
g

p o t e n t ia l i t i e s  r e s p e c t iv e ly ,  p in s  a fo u rth  p u rp ortin g  to  measure 

acquaintance w ith  m u sica l l i t e r a t u r e .  In th e  f i r s t  d iv is io n  th e  

t e s t e e  wan req u ired  to  id e n t i f y  th e  mode (major or minor} o f  

m elo d ies , both  accompanied and unaccompanied, and o f  ch ord s. lit  

th e  second d iv is io n  he was asked to  t e l l  th e  number o f  b e a ts  in  a 

measure in  c e r ta in  m u sica l s e le c t io n s .  in  th e  th ir d  he was t o ld  to  

ch oose, from d e s c r ip t io n s  o f fe r e d , the one b e s t  f i t t i n g  th e  mood o f  

c e r ta in  s e le c t io n s .  T his f i r s t  v e r s io n  o f  th e  t e s t  was p layed  on 

th e  p ia n o .

P r o c e d u r e This  b a tte r y  was r e v is e d ,  en la rg ed , record ed , 

and standard ized  in  a manner su b seq u en tly  to  be d e sc r ib e d . Intended  

in  i t s  f i r s t  form fo r  c o l le g e  freshmen en ter in g  th e  m usic f i e l d ,  i t  

was expanded in to  two form a, th e f i r s t  (Form A) fo r  u se  in  th e  ten th  

grade and above, th e  second (Form B} fo r  u se  in  th e  n in th  grade 

through th e  fo u r th . In  Form A a second s e c t io n  was added to  th e  

o r ig in a l  t e s t  m easuring rhythm ic d isc r im in a tio n , in  which th e t e s t e e  

was asked to  determ ine th e  constancy o f  th e  tempo in  c e r ta in  s e le c ­

t io n s .  In  the p r e se n t rep o r t a l l  r e fe r e n c e  i s  t o  th e  r e v is e d ,
-

en la rg ed , recorded b a t te r y .

8
T h is d iv is io n  o f  b a s ic  p r o c e sse s  r e c e iv e d  a u th o r ita t iv e  

corrob oration  seven  yea rs  l a t e r .  O f. James L . J to ra e ll, The P sychology  
o f  M usic, p .  32 3 , Hew Torki W. W. Horton and Co. ,  1937 .
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V alue. -  The p o s s ib le  m e r its  o f  th e  study  are im p lic i t  in  

th e  statem ent o f  th e  problem; i t  p r e se n ts  not o n ly  a  p r a e t ie a l  

approach t o  th e  measurement o f  m u sica l p o t e n t ia l i t y ,  b u t su b s ta n t ia l  

v e r i f ic a t io n  o f  c e r ta in  p hases o f  p sy c h o lo g ic a l th eo ry  h e r e to fo r e  

con sid ered  d eb a ta b le . The p r e c is e  nature o f  th e s e  t h e o r e t ic a l  

q u e stio n s  re q u ir e s  thorough c o n s id e r a tio n , an t Chapter I I  i s  devoted  

to  th a t purpose. A most p r e ss in g  p r a c t ic a l  j u s t i f i c a t io n  f o r  g iv in g  

a t t e n t io n  to  ta le n t  t e s t in g  i s  noted  by Burns:3

The young person  c o n s id e r in g  m usic a s  h i s  l i f e * s  work w i l l  
be spared th e  w aste o f  t im e , money, and e f f o r t  and u lt im a te  d e fe a t  
i f  he ean know i n  advance whether or n e t  he p o s s e s s e s  th e  b a s ic  
a b i l i t i e s  n ecessa ry  fo r  su c c e s s  in  th e f i e l d  o f  m u sic . M usic educa­
t io n  i s  ex p en siv e  ed u ca tio n .

Summary. -  C erta in  exp erim en ta l m easures o f  m u sica l 

p o t e n t ia l i t y  have been co n stru cted  and v a lid a te d  on th e  b a s is  o f  

some p r e v io u s ly  d ev ised  a t  th e  C o llege  o f  Music o f  C in c in n a ti, th e se  

being  known a s  M easures o f  M usical Background. These m easures t e s t  

to n a l,  rhythm ic, and em otional f a c t o r s ,  and acquaintance w ith  m u sica l 

l i t e r a t u r e ,  and have been recorded  and sta n d a rd ised . They are based  

upon c e r ta in  th e o r e t ic a l  assum ptions w hieh w i l l  now be exam ined.

5
S a m e l T . B u m s, "Measurement in  M usic,"  B u lle t in  o f  the  

School o f  E ducation . Indiana U n iv e r s ity ,  XT, N o. 4 ,  p .  9 .  B loom ington, 
I n d .:  Bureau o f  C o-operative R esearch , Ihdlana U n iv e r s ity ,  1 939 .
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'smpmaan

chapter n

?ICAL FOUNDATIONS

The p r e se a t  chapter f a l l *  ia t o  four d iv is io n s ,  

ap p rop ria te ly  s u b t i t le d . The p o s s i b i l i t i e s  o f  measurement i s  

th e  f i e l d  o f  a e s t h e t ic s  aad th e  v a r io u s  approaches to  t h i s  problem  

are con sid ered  s p e c i f i c a l ly  w ith  re fe r e n c e  to  m u sic . O u tlin e s  fo r  

th e  th eory  under ly in g  th e  experim ental m easures l i s t e d  in  Chapter I  

are drawn, aad the re lev a n ce  o f  the t e s t s  to  t h i s  th eo ry  in d ic a te d •

A e s th e tic s  in  R e la tio n  t o  Measurement 

The A e s th e t ic  A t t i t u d e A e s t h e t i c s  i s  c o n v e n tio n a lly  

d efin ed  as th e  p h ilosop h y  o f  a r t ,  though th e  f i e l d  o f  a e s t h e t ic s  

has l a t e l y  been d eclared  to  be th e su rface  o f  th e  exp erien ced  

w orld .*  In any c a s e ,  the a e s th e t ic  a t t itu d e  presupposes th e  appre­

c ia t io n  o f  q u a lity ,  and i s  cen tered  on a p a ttern  o f  organ ized  p er­

c e p t io n . We do n o t en joy  an is o la te d  s e n sa t io n , excep t as th e  

r e s u lt  o f  a r t i f i c i a l  t r a in in g .  A s in g le  q u a lity  may be th e  cen ter  

o f  our a t t e n t io n ,  but sim ple p ercep tion  i s  alw ays th e  s e le c t io n  and 

o rg a n iz a tio n  o f  s e n sa t io n . N e ith e r  i s  p ercep tio n  p a s s iv e :  we see  

what we want to  s e e , th a t  which p le a s e s  u s ,  and we d isa g r e e  a s  to  

th e beauty o f  an o b je c t  because we do not see  th e  same o b je c t .

1
D. W. P r a l l ,  A e s th e t ic  A n a ly s is , p .  5 .  lew  York:

Thomas Y . Crowell Co. ,  1936 .

4
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D is t in c t io n  may “be made between the c o n s tr u c tiv e  

a t t itu d e  and th e  a e s th e t ic  a t t i t u d e . The f i r s t  co n ta in s  th e  

p r a c t ic a l  a t t i t u d e ,  w hich u ses  the sen sory  world a s  a  means t o  

some u l t e r io r  end; the s c i e n t i f i c  a t t i t u d e ,  which lo o k s  fo r  

p a tte r n s  n o t g iven  on th e  su rfa ce; and th e  a r t i s t i c  a t t i t u d e ,  

which recom bines, but does n ot d estro y  sensory d a ta . T h is  con­

s tr u c t iv e  a t t itu d e  goes beyond the su rface  o f  the world; th e
2

a e s th e t ic  a t t itu d e  i s  con ten t w ith  the sensory su r fa c e .

The o r ig in  o f  a e s th e t ic  f e e l in g  l i e s  in  c e n tr a l r e la t io n s ,
3

th e  r e la t io n s  between se n sa tio n  and judgment. Beauty i s  n o t th e  

q u a lity  o f  an o b jec t or o f  th e  mind, but a  judgment passed  on ex­

p e r ie n c e , a  r e la t io n  between th e o b je c t  and th e  p a st ex p erien ce  o f  

th e  in d iv id u a l .4 A e s th e tic  a t t itu d e  and judgment,  however, pre­

suppose a degree o f  c i v i l i z a t i o n ,  a course o f  h i s t o r ic a l  developm ent; 

th ey  are n o t n e c e s s a r ily  a p art o f  our n a tiv e  equipm ent.

2
The w r ite r  i s  indebted to  D r. Andrew Paul Ushenko, 

A ss is ta n t  P ro fe sso r  o f  Ph ilosophy a t  P rin ceton  U n iv e r s ity , fo r  th e se  
d is t in c t io n s .

Oswald E ulpe, O u tlin es  o f  P sych ology , pp. 2 5 1 -5 2 , 
T ran sla ted  by B . B . T itc h e n e r , Sew Yorks The Macmillan Co. ,  1901.

4
John H. M ueller, "Theories o f  A e s th e tic  A pp reciation ,"  

S tu d ie s  in  A ppreciation  o f  A rt, P art I ,  p p . 30-31* U n iv e r s ity  o f  
Oregon S tu d ie s  in  C ollege T eaching, I ,  B u lle t in  3 , (February, 1 9 3 4 ). 
A lso L a s c e l le s  Abercrombie, E ssay toward a Theory o f  A rt. p .  50 . 
London; M. Seeker, 1926.
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There I s  no n e c e s s i ty  f o r  cm ex h au stive  rev iew  o f  th e  

th e o r ie s  o f  beauty h e r * . A re c e n t t e x t  l i s t s  some tw e lv e  g en era l 

c a t e g o r ie s .5 Bosanquet® h as su ggested  a s  a  com prehensive d e f in i t io n  

o f  th e  b e a u t ifu l  " that which has c h a r a c te r is t ic  or in d iv id u a l ex ­

p r e s s iv e n e s s  fo r  sen se  p erce p tio n , su b je c t to  th e  c o n d it io n s  o f  

g en era l or a b str a c t e x p r e ss iv e n e ss  in  th e same medium.” The 

fundamental theory o f  beauty  among th e  a n e te n ts  d e a lt  w ith  rhythm, 

symmetry, and harmony; among th e moderns id e a s  o f  s ig n if ic a n c e  and
17

e x p r e ss iv e n e ss  p r e v a i l .  M ueller has proposed a th r e e - fo ld  d iv is io n  

o f  a e s th e t ic  th eory: the m etaphysico-rom antie approach based upon

th e  theory o f  a  d u a l i s t ic  u n iv e r se ;  th e s c i e n t i f i c  approach, growing 

out o f  ev o lu tio n a ry  ph ilosop h y; and the experim enta l approach, founded 

on form al t e s t s  fo r  th e  esta b lish m en t o f  norms.

Art and S c ie n c e .-  A ll  t h i s  may q u ite  n a tu r a lly  le a d  to  

sp e c u la tio n  concerning th e  p o s s i b i l i t y  o f  su b je c tin g  a e s th e t ic  data  

t o  s c i e n t i f i c  tech n iq u es . Art has been tr e a te d  a s  a mode o f  knowledge 

su p erior  to  s c ie n c e , owing to  th e  sen se  o f  in crea sed  understanding

5
A Modem Book o f  l a t h e t i c s . M elvin M. B ader.  Hew York: 

'Scary H o lt and Co.", 1935 . ' Pp. xxxv V"*304.

6
Bernard Bosanquet, A H isto r y  o f  A e s th e t ic , p p . 4 -5 .  

London: George A lle n  and Unwin, L t d . ,  1917 .

7
John H. M u eller , op . c i t . .  pp.  1 0 -2 1 .
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fo llo w in g  upon a e s th e t ic  e x p e r ie n c e .8 Rader9 q u otes Konrad Lange 

as h o ld in g  th a t  a e s th e t ie  phenomena com prise a  "m ake-believe"  

w orld; DeWltt Parker a s  se e in g  them aa e x i s t in g  midway between  

b e l i e f  and u n b e lie f ;  Bergson and Crooe as h o ld in g  a r t  to  be a  

v is io n  o f  what la  u n iq u e, s c ie n c e  a summary o f  what i s  g en era l;  

S&msterberg as s e e in g  a r t  as a r e v e la t io n  o f  th e  immediate q u a l i t i e s  

o f  ex p er ien ce , s c ie n c e  a s  a search  fo r  cause and e f f e c t . Rader 

con clud es th a t th e  substance o f  a r t  i s  v a lu e , ra th er  than f a c t  or  

law , and th a t  a r t  w i l l  ex p ress  th e  v a lu e s  o f  s c ie n c e , ju s t  a s  sc ie n c e  

w i l l  record  th e  f a c t s  o f  a r t .  Dewey,10 however, s e e s  both  a r t i s t s  

and s c i e n t i s t s  a s  exp erim en ters, th e  d if fe r e n c e  b e in g  qne o f  means 

and m a te r ia ls , and d er id e s  th e n o t io n  th a t  "tea a r t i s t  d oes n o t th in k  

and a s c i e n t i f i c  In qu irer  does n oth in g  e l s e ."  T outs l ik e w is e  

b e lie v e s  th a t  s11

3
John Dewey, Art a s  E xp erien ce . ppf 2 8 8 -8 9 . Bfew Tork: 

M inton, B alch  and Co. ,  1934.

9
M elvin  M. Rader, o p . c l t . .  pp . x x iv - x x v i .

10
John Dewey, op . c l t . . pp. 15*16, 144 .

11
P h il ip  H. T ou ts, The P eop les*  I n s t i t u t e ,  New Tork, in  

the- p refa ce  to  Thomas Munro*s S c ie n t i f i c  Method in  A e s th e t ic s .  
pp . i x ,  x i .  New Torkt W. ff. Norton and Co. ,  I n c . ,  1928 .
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.  .  .  a r t  i s  th e  human way o f  c r e a t in g  ex p e r ie n c e , and 
s c ie n c e  i s  th e human way o f  tinder sta n d in g  i t .  Between th e  two 
th e r e  can he no antagonism  .  .  .  .  th e  s c i e n t i s t  goes d ir e c t ly  to  
a r t  and th e  exp erien ce o f  a r t  f o r  h i s  d a ta . A e s th e t ic s  so  f a r  as  
he i s  ab le  to  co n tr ib u te  to  i t ,  i s  to  be ap p lied  a e s t h e t i c s .  I t  
i s  to  be based upon exp erim en tation  w ith  a r t;  n o t on sp e c u la t io n ,  
o r  books, or h is to r y ,  or even on p erso n a l em otion .

The S c ie n c e  o f  A e s th e t ic s .* Can th e r e  be a s c ie n c e  o f  

a e s th e t ic s ?  The theory o f  a e s th e t ic  p le a su r e  and th e  in v e s t ig a t io n  

o f  i t s  meaning have commanded a co n sid era b le  amount o f  a t te n t io n  

from p h ilo so p h ers  from S ocra tes  on down. T his i s  s c ie n c e  in  the  

sen se  th a t we th in k  o f  e t h ic s  as a s c ie n c e ,  a s  a "normative* 

d is c ip l in e  d e a lin g  in  v a lu e s .  And th e  tendency o f  moat p h ilo so p h ers  

has been t o  f i t  i t  a s b e s t  th ey  can in to  a precon ceived  system  o f  

m etaphysics or e t h i c s .12 A e s th e t ic s  was " c u lt iv a te d  a s  an a u stere  

a r t  o f  c r e a t iv e  r e a so n .”13 I t  may w e ll  b e  su sp ected , however, th a t  

t h i s  dogma; th a t p h ilosop h y  in  g en era l and a e s t h e t ic s  in  p a r t ic u la r  

e x i s t  f o r  no p r a c t ic a l  purpose but sim ply fo r  th e  sake o f  knowledge 

h a s , in  Munro's language, "saved many l o f t y  d o c tr in e s  th e shock o f  

having t h e ir  em ptiness r e v e a le d ." 14 That such d o c tr in e s  w i l l  not

12
Edward I .  B ent, in  th e  In trod u ction  to  W illiam  P o le 's  

P h ilosop h y  o f  M usic. p .  v .  New York: H arcourt, Brace and Co. ,  1924 .

13
P h il ip  N . T ou ts, o p . c i t . , p .  9.

14 ■
Thomas Munro, S c ie n t i f i c  Method in  A e s th e t ic s ,  p .  2 8 .

New York: W. W. Norton and Co. ,  I n c . ,  1928.
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s a c r i f i c e  t h e ir  l o f t i n e s s  w i l l in g ly  i s  fou n t in  G rudin's a ccu sa tio n

th a t in v e s t ig a to r s  are f a i l i n g  to  d iscr im in a te  among p sy c h o lo g ic a l,

p h y s io lo g ic a l ,  and p h y s ic a l d a ta , and are d ep a rtin g  thereby from  

15pure p h ilo so p h y . In d e f in in g  a e s t h e t ic s  a s  i t  i s  here d e f in e d ,

though, a p u rely  l o g i c a l  approach becomes in ad eq u ate . Bosanquet

a p tly  summarizes t h i s  v iew p oin t when he s t a t e s  th a t :1®

* .  • f i n a l l y ,  i t  may be la id  down th a t  id e a lism  w ithout d e t a i l  i s  
id l e  sp ecu la tio n ; and form al or e x a c t  a e s t h e t ic ,  in  i t s  v a r io u s  
shapes as th e  o b serv a tio n  o f  u n iv e r s a lly  b e a u t ifu l  s tr u c tu r e , a s  
i t s  a n a ly s is  In to  a b str a ct r e la t io n s ,  and as th e  ca u sa l ex p la n a tio n  
o f  t h e ir  a g ree a b len ess  in  term s o f  th e  p sy c h ic a l movement, i s  an 
In d isp en sab le  instrum ent in  th e  hands o f  id ea lism *  .  * * And more­
over we s h a l l  f in d  th a t  in  th e  employment o f  such a n a ly s is  * * the  
in te r p r e te r  who i s  on the a le r t  fo r  re fin em en ts  o f  import —  th a t  
i s ,  th e  id e a l i s t  w ith  a grasp o f  r e a l i t y  — w i l l  d is ta n c e  a l l  
co m p etito r s .

The id e a  o f  "exact* a e s th e t ic  f i r s t  found d e f in i t e  ex p res-

1?s io n  in  th e  works o f  th e  Germans Fechner and Stumpf. One w r ite r  

tr a c e s  i t  back through Schopenhauer and Kant to  P la to  and th e  Id ea . 

Thus broadened, H erbert and Zimmerman may be in c lu d ed . Fechner*s 

o r ig in a l  work attem pted to  t e s t  the agreea b len ess  o f  I s o la te d  forma

15
L ou is Grudin, A Primer o f  A e s th e t ic s ,  p p . 2 4 6 -4 7 . Sew 

fo r k :  G ov ic i, F r ied a : P u b lish e r s , 1930*

16
Bernard Bosaaaquet, o p . c l t . . p* 39®.

17
S l s i e  Murray, "Some U ses and M isuses o f  th e Term 

'A e s th e t ic ,  American Journal o f  P sych o logy . XLII (O ctober, 1 9 3 0 ), 
6 4 0 -4 4 .
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1 8to  u n biassed  t a s t e .  He experim ented w ith  c o lo r s  and w ith  geom etric  

f ig u r e s ,  f in d in g  tb a t s l i g h t  but d e f in i t e  reason  e x i s t s . f a r  d isp la y ed  

p referen ce  between c e r ta in  f ig u r e s .  I t  was h e ld  th a t  th e  p a u c ity  

o f  co n ten t sym bolized by such bare forme was e a s i l y  overcome by  

co n cre te  a p p lic a t io n  o f  th e form s. Fechnerf s  a e s t h e t ic  la w s c lo s e ly

resem ble th o se  o f  th e  G reeksi u n ity  in  v a r ie ty ,  c l a r i t y ,  eongruous- 

neas* He i s  most rem arkable, however, fo r  h i s  tech n iq u e , which  

in v o lv e d  an approach to  a e s t h e t ic s  “from beneath” —  th e p lodding  

m ethodology o f  p sy ch o -p h y sica l study —  in  d is t in c t io n  from th e  p u rely  

lo g i c a l  approach “from above".

When Gustav Fechner sought to  la y  down th e  law s o f  beauty  

by m easuring ca rd s , books, windows and many o th er  o b je c ts  o f  d a i ly  

use he founded an approach to  h i s  problem th a t  was t o  le a d  to  some 

very  f r u i t f u l  and su r p r is in g  developm ents. The la b o r a to r ie s  o f  

German a n a ly t ic  p sychology r e a d i ly  took  up th e  ca u se , nurtured i t ,  

and in  l a t e  y ea rs  r e -c h r is te n e d  i t  Kunatwi a sen sch aft As l a t e  as

I flO  a stud y  t i t l e d ,  ’A e s th e tic  TJhity, An I n v e s t ig a t io n  in to  th e

18
T orschule der A e s th e t lk . L e ip z ig :  B re itk o p f und 

H a rta l, 1892 . P p . w i l l  f  319 . (F ir s t  e d it io n  1 8 7 6 ) .

19
L it e r a l ly ,  " a r t-o lo g y " : sc ie n c e  o f  a r t .
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C onditions th a t Favor th e  A pperception o f  a  M anifold  as a U n it ,*  cams 

out o f  Harvard U n iv e r s ity * 20 S t i l l  more r e c e n t ly  t h e  same in s t i t u ­

t io n  has g iven  ua a  r e in ca rn a tio n  o f  th e  asms a tta c k  ca rr ied  t o  i t s
21

lo g i c a l  developm ent in  B ir k h o fff s  A e s th e tic  M easure.

A e sth e tic  Measure*-  B ir k h o ff d e f in e s  th e  fundamental, 

problem o f  a e s t h e t ic s  as th e  d eterm ination  o f  th e  s p e c i f i c  a t tr ib u te s  

upon which a e s th e t ic  v a lu e  depends* T h is v a lu e  i s  in t u i t e d ,  and 

i s  c le a r ly  sep arab le from sensuous, em otion a l, m oral, or in t e l l e c t u a l  

f e e l in g .  Three su c c e ss iv e  p h ases are regarded a s  com prising th e  

a e s th e t ic  ex p er ien ce: the e f f o r t  o f  a t t e n t io n ,  which i s  p relim in ary

and n ecessa ry  fo r  p erce p tio n , and which grows in  r a t io  t o  th e  com­

p le x i t y  (0) o f  th e  o b je c t;  th e  f e e l in g  o f  v a lu e , or  a e s t h e t ic  

measure (M) which fo llo w s  t h i s  a t t e n t iv e  e f f o r t ; th e  r e a l iz a t io n  o f  

th e order (0) in  th e o b je c t  r e q u is i t e  to  i t s  a e s t h e t ic  e f f e c t *  M, 0 ,
S.

aad 0 a re  regarded a s  m easurable v a r ia b le s ,  and th e  problem i s  s ta te d  

m athem atically  as M -  0 /C : nA e sth e tic  measure i s  determ ined by the  

d e n s ity  o f  order r e la t io n s  in  th e  a e s th e t ic  o b je c t .*

B ir k h o ff adm its t h a t  h is  form ula ta k es  account o f  form al 

elem ents o f  order and ig n o re s  con n o ta tiv e  ones* (Formal e lem en ts are

20
Margaret O tis ;  not p u b lish ed  u n t i l  1918 . American 

Journal o f  P sychology. XX33C (J u ly , 1 9 1 8 ), 29 1 -3 1 5 .

21
A e s th e tic  Measure. George B . B ir k h o ff . Oambridge, M ass.:  

Harvard U n iv e r s ity  P r e s s , 1933* Pp. x iv  /  8 2 6 .
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th o se  a r is in g  from p h y s ic a l p r o p e r t ie s ,  such as symmetry or

consonance} co n n o ta tiv e  on es are th o se  o f  meaning or e x p r e s s io n .)

C onnotative elem en ts, h e  s t a t e s ,  a re  "of in co n ce iv a b le  v a r ie ty  and

l i e  heyond th e  range o f  p r e c is e  a n a ly s is» " 22 And, in  d efen se  o f

h is  p o s i t io n ,  "It seems alm ost obvious th a t  a e s t h e t ie s ,  I f  i t  i s  to

be s c i e n t i f i c ,  must be approached from the a n a ly t ic  p o in t o f  view
gg

and must concern i t s e l f  c h ie f ly  w ith  th e  form al a sp e c ts  o f  a r t ."

I t  i s  n o t  su r p r is in g  th a t  h i s  most con v in cin g  work has been done w ith  

p o ly g o n s, nor th a t  h is  a n a ly se s  o f  d ia to n ic  harmony and melody sub­

s ta n t ia t e  th e  r u le s  o f  c l a s s i c a l  harmony.

l i k e  a l l  such e f f o r t s  th a t  approach th e  measurement o f  

a e s t h e t ic  r e a c t io n  or ca p a c ity  through th e  p h y sic s  o f  form alism , i t  

i s  foredoomed to  f a i lu r e  by i t s  se lf-im p o sed  l im it a t io n .  As Pope24 

has in d ic a te d , B ir& hoff’ s  form ula i s  baaed upon th e assum ption th a t  

a l l  f a c to r s  are c o n sta n t , and may be con sid ered  in  a r a t io n a l way. 

Ogden,25 to o , tou ch es th e  crux o f  th e  m atter when he p o in ts  out th a t ,

22
I b i d . , p .  13 .

23
I b i d . . p .  191 .

24
Arthur Pope, "A Q u a n tita tiv e  Theory o f  A e s th e tic  T a lu e,"  

Art S tu d ies*  M edieval. R en a issan ce , and Modern. I l l ,  1925, p .  1 3 3 .

25
Bobert M orris Ogden, The Psychology o f  A rt. pp . 20-21*  

New fo r k :  C harles S c r ib n e r 's  Sons, 1 938 .
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w h ile  a work o f  a r t  earn be r a t io n a liz e d  and i t s  s p e c ia l  p a ttern  

d e fin e d , we cannot measure i t s  e f f e c t  in  term s o f  con stan t e lem en ts . 

P r a l l  s m s  up s u c c in c t ly  w ith  th e comment th a t i 86

. . . whatever h i s  form ula may m easure, i t  i s  not d egrees  
o f  b eau ty , s in c e  i f  the degree o f  beauty v a r ie s  d ir e c t ly  w ith  th e  
o r d e r lin e s s  o f  th e  f ig u r e ,  and in v e r se ly  w ith  i t s  co m p lex ity , a 
maximum would be reached when th e ’order* became i n f i n i t e  o r  p e r fe c t ,  
and th e  com plexity  v a n ish ed . But » .  t h i s  would be to  reduce the  
s tr u c tu r a l form i t s e l f  to  th e  p e r fe c t ly  tra n sp a ren t, to  th a t  which  
we grasp w ithout C onscious a t te n t io n  and so w ith ou t a p p recia b le  
a e s th e t ic  c o n te n t .

Measurement in  M usic 

In  turn ing  to  th e  c e n tr a l in t e r e s t  o f  t h i s  stud y  i t  i s  

im m ediately n o t ic e a b le  th a t  th e  major p a rt o f  measurement fo r  

ca p a c ity  in  m usic has been c a r r ie d  on fo r  purposes o f  p r e d ic t io n .

For th e most p a r t , a e s th e t ic  p o t e n t ia l i t y  in  t h i s  area  has bean 

broken down in to  se v e r a l c a t e g o r ie s .  A number o f  ob viou s d i f f i c u l ­

t i e s  a t once p resen t th em se lv es . Whereas in v e s t ig a to r s  such a s  

B ir k h o ff  work w ith  r e la t iv e ly  s t a t i c  m a ter ia l —  works o f  a r t  — 

th e measurement o f  th e  ca p a c ity  to  produce o r  in te r p r e t  works o f  a r t  

in tro d u ces  the v a r ia b le  o f  human b eh a v io r . The problem i s  one s te p  

fu rth er  removed in  p o in t o f  a c c e s s i b i l i t y ,  though i t s  fundamental 

q u estio n s  are not d is s im ila r .  Washburn shows some a p p rec ia tio n  o f  

t h i s  when she w r it e s s 8?

89
D. W. P r a l l ,  o p . a i t . , p .  8 ? .

2?
Margaret P loy  Washburn, "The Psychology o f  E s th e t ic  

E xperience in  M usic , ” A ddresses and P roceed in gs, N a tio n a l E ducation  
A sso c ia t io n  o f  th e  W a ite d S ta te s .  LPT, 1913, p p . 0 0 0 -0 8 .

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



I t  i s  on ly  a moderate statem ent o f  th e  d i f f i c u l t i e s  
in v o lv ed  in  the psychology o f  m usic to  say  th a t  tins problem o f  
human enjoyment i s  one o f  th e  most p u z z lin g  th a t p sych o logy  en­
cou n ters} th e problem o f  e s t h e t ic  enjoyment i s  harder than th a t  
o f  any o th e r  form o f  enjoym ent, and m u sica l enjoyment i s  apparently  
th e  most m ysterious form o f  e s t h e t i c  enjoym ent.

By and la r g e , most e f f o r t s  a t  measurements in  t h i s  area  

have been baaed on theory  which m ight have been in h e r ite d  from  

Fechner, and have f a l l e n  in to  th e  exp ected  erro rs  and l im ita t io n s  

through an e x c e ss iv e  z e a l to  be ^ q u a n tita tiv e" . There have been  

n o ta b le  e x c e p t io n s . The Max. Schoen T e s ts  o f  M usical F e e lin g  and 

Uhderstandina^8 employ an o b je c t iv e  technique and y e t  do n o t co n fin e  

th em selves to  sensory d a ta . B ern fe ld 29 has made an in te r e s t in g  

a p p lic a t io n  o f  p sy ch o -a n a ly tic  tech n iq u e in  a ttem pting t o  e x p la in  

th e  absence o f  a e s th e t ic  ca p a c ity *  Hevner has c a rr ied  out a

com prehensive program th a t  i s  d e lim ite d  to  th e f i e l d  o f  a p p r e c ia tio n ,

30but y e t  shows a grasp o f  th e  breadth o f  th e  problem . But th e  

q u a n t ita t iv e  approach may be examined*

28
la x  Schoen, "T ests o f  M usical F e e lin g  and U nderstanding,"  

Journal o f  Comparative P sychology, T (February, 1925) ,  3 1 -5 2 . U s e  
see  Max Schoen, "The V a lid ity  o f  T ests  o f  M usical T a len t" , Journal o f  
Comparative P sych o logy , I I I  (A p r il, 1 9 2 3 ), pp . 1 0 1 -2 1 .

29
„ S ie g fr ie d  B ern fe ld , "Zur P sy ch o lo g ic  der U nrausikaliseher," 

A rehiv fu r d ie  gasamrte P sy c h o lo g ic . XXXIV (September 28 , 1 9 1 5 ), pp.
;$g5-53*

30
Kate Hevner, "A ppreciation  o f  M usic and T e s ts  fo r  th e  

A p p recia tion  o f  M hsic," S tu d ie s  in  A p p reciation  o f  A rt, P a rt IV. 
U n iv e r s ity  o f  Oregon S tu d ie s  in  Colleger T each ing, I ,  B u l le t in  I ,  
(February, 1 9 3 4 ), pp. 83 -1 5 0 .
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3 1The Seashore T h e o r y Seashore p roposes e  " r ig id  and

v e r i f ia b le  base” from which a l l  measurement in  th e  a e s t h e t ic s  o f

music may b e g in , on th e  assum ption th a t  “beauty in  m usic c o n s is t s

in  a r t i s t i c  d e v ia t io n  from th e  r e g u la r , th e  r i g i d ,  o r  th e  f ix e d

in  each  a t t r ib u te  o f  sound . . . E veryth ing th a t  i s  conveyed from

s in g e r  o r  p la y er  to  l i s t e n e r  a s  m usic i s  conveyed ©n th e  sound

w ave, th e  sound wave may be in te r c e p te d  w ith  th e  camera, record ed ,

a n a lyzed , and measured w ith  a h ig h  degree o f  p r e c is !o s ’*. V ariab les

o f  th e  sound wave are fo u r : frequency, am plitude, d u ra tio n , and

form . "These are th e  four and th e  o n ly  ’p l a s t i c  media* in  terms

*52o f  which beauty o r  u g lin e s s  may be crea ted  in  m usic" . F u r th er ,1 

" everyth in g  im th e  way o f  m u sica l e x p r e ss io n  th a t  th e  s in g e r  conveys 

to  th e l i s t e n e r  i s  conveyed in  term s o f  th e  sound w are". F in a l ly ,  

con cern in g  " E sth e tic s  a s  a Normative Science"  he s t a t e s : 33

31
Carl 1 .  Seashore, "A Base fo r  th e  Approach to  Q uantita­

t i v e  S tu d ie s  in  th e  A e s th e t ic s  o f  M usic," American Journal off 
P sych ology . XHIX CBecemher, 192?), 141,

32
Carl 1 .  Seashore, "Measurements on th e  E xp ressio n  off 

Emotion in  M usic," P roceed in gs o f  th e  N a tio n a l Academy off S c ie n c e s .
IK, & ®23), 3 23 .

33
Carl 1 .  Seashore, P sychology off M usic. p p . 3 7 7 -8 2 .

New Tork: McGraw-Hill Book Co. ,  1938.
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1 6

For th e purpose o f  c l a s s i f i c a t io n  and d e s c r ip t io n , the  
coming m u sica l e s t h e t i c s ,  which i s  based upon experim enta l s c ie n c e ,  
may be d iv id ed  in to  fo u r  a s p e c ts , nam ely, th e  m u sica l medium, th e  
m u sica l form, th e  m u sica l m essage, and th e  m u sica l r e sp o n se , * .
The m u sica l medium i s  th e  m usic proper a s  executed  in  th e  form o f  
p h y s ic a l cou n ts w hich have t h e ir  p h y s io lo g ic a l  and m ental c o r r e la t e s ,  
E s th e t ic s  a cce p ts  the s c i e n t i f i c  approach to  th e  medium a s  p h y s ic a l,  
p sy ch o -p h y s ica l, p h y s io lo g ic a l ,  and p s y c h o lo g ic a l . .  .  • I t  b eg in s  
w ith  th e  c l a s s i f i c a t io n  o f  th e  p h y s ic a l c h a r a c t e r is t ic s  o f  th e  sound 
wave and c a r r ie s  t h i s  c l a s s i f i c a t io n  through th e  p h y s ic a l sounds, a s  
m ediated through th e  p h y s io lo g ic a l  organism , a s  responded t o  by th e  
p sy c h o lo g ic a l organism  in  sen sory  e x p e r ie n c e , and a s  reproduced and 
e la b o ra ted  in  memory, im agin ation , th ou gh t, and em otional d r iv e s  in  
th e ir  m arvelous p o s s i b i l i t i e s  o f  in t r i c a t e  r e la t io n s h ip s .  But l e t  
u s  n ot delude o u r se lv e s  in to  th in k in g  th a t  th e s i tu a t io n  i s  sim ple or  
so lv e d , .  .  • The m ental p ro cess  never corresponds e x a c t ly  t o  th e  
p h y s ic a l e v e n t , and i t  i s  in  t h i s  s i tu a t io n  th a t  th e  r e a l  problem o f  
th e p sy c h o lo g is t  b eg in s  in  th e  ta s k  o f  d isc o v e r in g  law and order in  
th e  d e v ia t io n s  o f  th e  m ental even t from th e  p h y s ic a l even t .  . . .
But th e  composer, th e  perform er, and th e  l i s t e n e r  a l l  d e a l w ith  th e  
p h y s ic a l medium and a l l  th e  th e o r ie s  o f  form and in te r p r e ta t io n  o f  
m essage and resp on se must in  th e  lo n g  run he grounded upon a tru e  
cogn izance o f  th e  nature o f  t h i s  medium and i t s  p o s s ib le  r o l e s .  .  *
. The m usician  i s  p r im arily  concerned w ith  th e  n atu re  o f  m u sica l form, 
th e  o r g a n iz a tio n  o f  i t *  a r t  p r in c ip le s ,  i t s  developm ent, and th e  
theory  o f  a r t  o b j e c t iv e s .  . . . The problem i s  p r im a rily  th a t  o f  th e  
composer; but th e  composer, l i k e  th e  a r c h i t e c t ,  i s  a t  th e  mercy o f  
a v a ila b le  m a te r ia ls , competent workmanship, and adequate r e so u r c e s  o f  
a l l  k in d s , . .  ,  The s c i e n t i s t ,  however, makes h i s  en try  in t o  t h i s  
f i e l d  by c r i t iq u e  o f  con cep ts and by red u cing  a s p e c ts  o f  m u sica l 
form to  co n cre te  i s s u e s  which may be tr e a te d  e x h a u s tiv e ly  in  th e  
la b o r a to r y  f o r  v e r i f ic a t io n ,  c r i t ic i s m ,  and a d a p ta tio n , and even  
fo r  th e  development o f  new form s. . . . The m u sica l m essage i s  th a t  
e s t h e t ic  exp er ien ce  —  be i t  f e e l in g ,  id e a t io n , im pulse, c ra v in g , 
w ish , or in s p ir a t io n  —  which th e  composer in  th e f i r s t  in s ta n c e  and 
the in te r p r e te r  a t  th e  n e x t  l e v e l  d e s ir e  to  convey to  th e  audience  
through th e  form g iv e n  by the m u sica l medium. .  . » The e s t h e t i c s  o f  
th e m essage, th e r e fo r e , becomes th e  p sy c h o lo g ic a l a n a ly s is ,  in te r p r e ­
t a t io n ,  and ex p la n a tio n  o f  th e  m u sica l exp er ien ce  o f  th e  sender and 
th e r e c e iv e r  o f  m u sic, in  term s o f  c o n te n t . * . . The same l i n e  o f  
thought th a t  h as been o u t lin e d  fo r  th e  message a p p l ie s ,  in  a  g en era l 
way, to  the in te r p r e ta t io n  o f  the re sp o n se♦
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Concerning th e m u sica l mind, Seashore w r i t e s : 34

The p o in t  o f  view  h ere  p resen ted  a s  a  r e s u l t  o f  
la b o r a to r y  ex p erien ce  i s  based  upon th e  a n a ly s is  o f  th e m u sica l 
medium —  th e p h y s ic a l sound# T h is r e s t s  upon th e  assum ption  
th a t  a m u sica l mind must h e  capab le o f  sen sin g  sounds, o f  
im aging th e s e  sounds in  rep ro d u ctiv e  and c r e a t iv e  im a g in a tio n , 
o f  b e in g  aroused by them em o tio n a lly , o f  b e in g  capab le o f  
su sta in e d  th in k in g  in  term s o f  th e s e  e x p e r ie n c e s , and o r d in a r i ly ,  
though not n e c e s s a r i ly ,  o f  g iv in g  some form o f  e x p ress io n  o f  them 
in  m u sica l performance o r  in  c r e a t iv e  music* m  t h i s  o b je c t iv e  
approach, we must heap in  th e  foreground th e  fundamental f a c t  
th a t  th e  m u sica l mind does n o t c o n s is t  o f  i t s  d is s e c t e d  p a r ts ,  
but in  an in te g r a te d  p e r s o n a lity .  In  i t s  e v a lu a t io n  we must 
alw ays have regard  fo r  th e  t o t a l  p e r s o n a lity  a s  fu n c t io n in g  in  
a t o t a l  s i t u a t io n .  BSiaieal t a le n t  i s  n o t on e , but a h ierarch y  
o f  t a l e n t s ,  branch ing ou t a lon g  c e r ta in  trunk l i n e s  in to  th e  
r ic h  a r b o r isa t io n , f o l i a g e ,  and fr u ita g e  o f  th e  t r e e ,  which we 
c a l l  th e  "m usical mind".  The normal m u sica l mind i s  f i r s t  o f  
a l l  a normal m ind. th a t  makes i t  m u sica l i s  th e p o s s e s s io n , in  
some d eg ree , o f  th o se  c a p a c i t ie s  which are e s s e n t ia l  fo r  th e  
h ea r in g , th e  f e e l in g ,  th e  understand ing, and, o r d in a r i ly ,  fo r  
some form o f  ex p ress io n  o f  m usic*

A n a ly s is  I s  then made o f  th e  m u sica l mind in to  sen sory  c a p a c i t ie s ,  

m u sica l imagery, m u sica l im agin ation , m u sica l memory, m u sica l 

in t e l l ig e n c e ,  m u sica l f e e l in g ,  and m u sica l perform ance. Con­

s id era b ly  more comaent i s  d evoted  to  " q u a n tita tiv e"  treatm ent

34
I b i d . ,  p p . 1 - 2 .
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55o f  sen sory  c a p a c i t ie s  than  o th er  fa c to r s  o f  th e  m u sica l mind* 

The p sy c h o lo g ic a l a t tr ib u te s  o f  sound — p it c h ,  lo u d n ess , t im e ,  

and tim bre • *  correspond to  th e  p h y s ic a l c h a r a c t e r is t ic s  o f  th e

35
Ib id * , p* 1 2 .  Seashore has a t r ic k  o f  sp ec io u s  

analogy which i s  apt to  d e c e iv e  th e  u n c r i t i c a l .  In d e fen se  o f  
h is  a n a ly s is  o f  th e  m u sica l mind he compares b o ta n ic a l c l a s s i f i ­
c a t io n  to  p h y s ic a l a n a ly s is : "The e s th e te  ,  .  can ign ore th e
atom, but the b o ta n is t  cannot" (Ib id . .  p .  1 1 ) .  S im ila r ly , he 
g iv e s  a c r i t i c  o f  h i s  t e s t s  th e  odor o f  fn ack ery  in  th e  sen ten ce  
"Let me d es ig n a te  h is  th eory  a s  th e  ‘omnibus th e o r y ’ and mine a s  
th e  ’th eory  o f  s p e c i f i c s ’ , somewhat on th e  analogy o f  th e  d i s ­
t in c t io n  between e u r e a l ls  and s p e c i f i c s  in  drugs" ( I b i d . ,  p .  3 8 3 ) ,

1 1 th  no d e s ir e  to  p resen t an argument ad hominem. any 
statem en t o f  S eash ore’ s p o s i t io n  i s  incom plete w ith ou t some n o t ic e  
o f  h is  a t t i tu d e  toward the whole problem , so remarkably does i t  
c o lo r  h is  th in k in g . At one p o in t , in  d er id in g  c r i t ic i s m  o f  h i s  
a to m is t ic  p o s it io n ,  he r id i c u le s  " the e s th e te ,  w h if f in g  and ra v in g  
about th e  beauty o f  th e  rose"  ( I b i d . ,  p .  1 1 ) ,  T h is type o f  
d ic t io n  i s  on a l e v e l  w ith  the p o l i t i c a l  lampooning o f  " p ro fesso rs  
in  government" who are alw ays in  academic garb, w eak-chinned, 
b e sp e c ta c le d . In th e  p re fa ce  to  h ie  P sychology o f  M nsic (p . x i )  
he d e sc r ib e s  th e  change th a t  has come about 1m h i s  a t t i t u d e  toward 
m usic over a f i f t y  year p e r io d : "C onsidering what m usic meant to
me then and what i t  means to  me now a f t e r  a l i f e  ca reer  in  th e  
sc ie n c e  o f  m usic, th ere  comes to  me an analogy from astronom y.
Then I  was a s ta rg a zer ; now 1 am. an astronom er. Then th e  youth  
f e l t  th e  power o f  m usic and gave ex p ress io n  t o  t h i s  f e e l in g  in  th e  
way he lo v ed  and wondered a t  th e  s t a r s  b e fo re  he had s tu d ied  
astronom y. Mow th e  o ld  man f e e l s  th e  same ’power o f  m u sic, ’ but 
th in k s  o f  i t  in  th e  manner th a t  th e  astronom er th in k s  o f  th e  s ta r r y  
h ea v en s, ,  • I t  i s  not ea sy  to  p a ss  from sta rg a z in g  to  te c h n ic a l  
astronom y. I t  i s  not easy  to  p a ss  from mere lo v e  and p r a c t ic e  o f  
m usic to  an in t e l l i g e n t  con cep tion  o f  i t . *  A ll  o f  t h is  c a r r ie s  
th e  im pression  o f  a man c u r io u s ly  committed to  th e  b e l i e f  th a t  an 
" in t e l l ig e n t  conception"  o f  m usic r e s t s  s o le ly  upon a n a ly t ic  
p h y s ic s ,  and c u r io u s ly  proud th a t  he has perm itted  h i*  a r t i s t i c  
f e e l in g  to  atrophy.
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sound ware m entioned above: frequency, am plitude, d u ra tio n , and 

f o m .  But th e r e  i s  a ls o  an "inner screen" o f  complex form s, —  

th e  s e n se s  o f  ton# q u a lity ,  consonance, volum e, and rhythm, 

w hich must fee ev a lu a ted  fey th em selv es , and n o t fey a n a ly s is  o f  

p a r t s ,  "for exam ple, rhythm depends upon th e  sen se  o f  tim e and

th e sen se  o f  in t e n s i t y ,  a s hydrogen and oxygen combine in to  w ater;

35y e t  w ater and rhythm are p r a c t ic a l  e n t i t i e s  in  th em selv es" .

The Seashore T e s t s . -  Based on th e  above th eory  are  

S eash ore’ s  M easures o f  M usical T a le n t , s i x  in  number, phonograph!-  

c a l ly  record ed . In th e  Sense o f  P itc h  t e s t  th e  l i s t e n e r  i s

ashed to  judge whether th e  second o f  two to n es  i s  h ig h er  or  low er

than th e f i r s t , th ere  feeing a hundred o f  such p a ir s .  In th e  

Sense o f  I n te n s ity  t e s t  th e  same tech n iq u e i s  a p p lied  to  p a ir s  o f

to n es  d if f e r in g  in  s tr e n g th , one hundred in  number. In  th e

Sense o f  Time t e s t  th e  l i s t e n e r  h ears th ree  c l i c k s  marking o f f  

two in te r v a ls  o f  t im e , and i s  asked to  judge whether th e second  

in te r v a l i s  lo n g er  or sh o rter  than the f i r s t ;  one hundred ite m s .  

In th e  Sense o f  Consonance t e s t  judgment i s  req u ired  as to  the

b e t te r  one o f  each o f f i f t y  p a ir s  o f  two tone com b in ation s. The

3?Sense o f  Consonance t e s t  was rep la ced  in  the rec en t r e v is io n

36
The o r ig in a l  Measures were recorded on Columbia 

Records No. 17536, A7537, 17538, 17539, 17540 , 5 3 0 0 ® . New York: 
Columbia Graphophone C o., 1919 . The r e v ise d  Measures are recorded  
on V ic to r  Records 4501 to  455B in c lu s iv e , and ccraprise two s e r i e s .  
Camden, N .J . : The RCA V ic to r  C o ., 1 9 3 9 .

Camden, ST. J . :  The RCA V ictor  C o., 1 9 3 9 .
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by a t e a t  o f  tim bre, after* arou sin g  a storm o f  p r o te s t  to o  fu r io u s  

fo r  even th e  t e s t  author t o  w ea th er . The d ir e c t io n s  fo r  t h i s  

Measure o f  M usical T a len t co n ta in  th e  remarkable statem ent th a t  

"This c a l l s  f o r  a judgment on b len d in g , sm oothness, and fu s io n ,  

apart from th e f e e l in g  o f  l i k e  or d i s l i k e ,  and apart from th eory

or f e e l in g  o f  m u sica l va lu e" 38  ( i t a l i c s  by th e  p resen t w r it e r ) .

In  the Tonal Msmory t e s t  th e  l i s t e n e r  i s  re& uired to  record  by 

number which ton e  o f  a s e r ie s  was changed in  th e second p la y in g ;  

f i f t y  ite m s . In  the Sense o f  Bhythm t e s t  judgment i s  req u ested

on whether the second rhythm ic p a ttern  o f  a p a ir  was th e same a s

or d if f e r e d  from th e  f i r s t ;  f i f t y  item s*

s u f f i c i e n t l y  p resen t to  th e  minds o f  our m u sica l th e o r e t ic ia n s  and 
h is to r ia n s  — th a t  th e  system  o f  S c a le s .  Modes, and Harmonic T issu e s  
does nOt r e s t  s o le ly  upon u n a lte r a b le  n a tu ra l la w s , but la  a l s o ,  a t  
l e a s t  p a r t ly ,  th e  r e s u l t  o f  e s t h a t ie a l  p r in c ip le s ,  w hich  have  
already' ch an ged ,' and w i l l  s t i l l '  'further 'ohan*». wl ^

38
Manual o f  I n s tr u c t io n s  and In te r p r e ta t io n s  fo r  

M easures o f  M usical T a le n t, S . E . S eash ore,'-p . 1 4 .  Iowa O ity , 
l a . :  U n iv e r s ity  o f  Iowa. Ho p u b lic a t io n  d a te ; presumably 1910 .

p .  23 5 . Fourth E n g lish  e d it io n ,  tr a n s la te d  by A lexander J ,  E l l i s .  
London: Longmans, Green, and C o ., 1912 . (F ir s t  German e d it io n
1862).

C r itic ism  o f  th e  Theory«~ Almost e ig h ty  y ea rs  ago,

39H elm holtz, in  d is c u s s in g  th e  r e la t io n s h ip  o f  m u sica l to n e s , w rote:

Hence i t  fo l lo w s , and th e  p r o p o s it io n  i s  not even  now

o i nuaanimy. vxwaxics ay ne-unnoj.cz. /

Hermann L . F . H elm holtz, On th e S en sa tio n s  o f  Tons,
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P o le”40 has emphasized th e  same p o in t*  P r a l l41 a ls o  m entions the  

" r isk  o f  m istak in g  a  p h y s ic a l account o f  v ib r a t io n  r a t e s  fo r
4 0

a e s t h e t ic s  it s e lf* * . Dewey in v e ig h s  a g a in st  "attem pts to  carry  

over a lle g e d  s c i e n t i f i c  f in d in g s  about sen se  m a te r ia l in to  

esth e tic s* * . Cooke q u estio n s  th e  u lt im a te  va lu e  off any s c i e n t i f i c  

in v e s t ig a t io n  in  th e f i e l d  o f  a r t? 43

S cien ce  may in v e s t ig a te  p ro cess  and c a u sa t io n . She may 
t e l l  u s o f  th e  p h y s ic a l p r o p e r t ie s  and b eheavior o f  c o lo r  and o f  
sound, o f  i t s  tra n sm issio n  to  ey e  and ear* She may wax e n th u s i­
a s t i c  over th e m uscles o f  th e  hand, and th e  mechanism o f  th e  
p ia n o fo r te ;  expounding the p r o c e sse s  o f  th e  tr a n sm itt in g  w ir e le s s  
s t a t io n ,  o f  e th e r e a l waves, o f r e c e iv in g  a p p a r a tl, o f  th e p h y si­
o lo g y  o f  th e  human ear; but when she has done a l l  t h i s ,  she w i l l  
have l e f t  ou t th e m usic — th e o r ig in  and end o f  i t  a l l .

But what c o n s t i tu t e s  s c i e n t i f i c  method in  a e s th e t ic s ?  

Monro, in  speaking o f  th e  exp erim en ta l a t t i tu d e  in  s c ie n c e , h o ld s  

th a t ;44

40
W illiam  P o le , The P h ilosophy o f  M usic, p .  1 2 .  Hew 

York: EEarcourt, B race, and CoV, 1924 ( s ix th  e d i t i o n ) .

41
D . W. F r a i l ,  on . o i t . .  p .  1 0 .

48
John Dewey, op . o i t . . p . 12 1 .

43
S r e v i l le  Cooke, Art and R e a li ty ,  p . 6 2 . London: 

Joseph W illiam s, L t d . ,  1929 .

44
Thomas Munro, o n . c i t * . p p . 1 5 , 17*
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.  .  • s c i e n t i f i c  method i s  by no means id e n t ic a l  w ith  
tjie  u se  o f  X -rays, c o lo r -c h a r ts ,  ga lvanom eters, o r  any o f  th e  
o th er  p araphernalia  o f  p a r t ic u la r  s c ie n c e s .  I t  i s  n o t  id e n t ic a l  
w ith  a b so lu te  l o g i c a l  p ro o f, m  th e  working out o f  a chain  o f  
SJnecessary" in fe r e n c e s , l i k e  th o se  o f  geom etry. I t  i s  n o t  
id e n t ic a l  w ith  q u a n t ita t iv e  m easurem ents. T heir u t i l i t y  in  most 
s c i e n t i f i c  f i e l d s  i s  o f  course u n d en iab le , and th e  e x te n t  to  which  
th ey  are  developed  i s  o f te n  regarded a s  th e  c h ie f  c r i t e r io n  o f  a  
s c ie n c e ’ s p r o g r e ss . N e v e r th e le ss , in  d e a lin g  w ith  complex and 
v a r ia b le  phenomena, such as are c o n s ta n tly  met w ith  in  b io lo g y ,  
p syeh o logy# an* th e  s o c ia l  s c ie n c e s ,  th ey  are o f t e n  im p o ss ib le , 
and in v e s t ig a t io n  must proceed , i f  a t  a l l ,  in  maps rough an t  
approximate term s. When e r e c te d  in to  a f e t i s h ,  a s  th ey  have been  
by "experim ental a e s th e t ic s* 1, th e y  u s u a lly  le a d  to  premature in ­
fe r e n c e s  th a t  have a  sp ec io u s a ir  o f  c e r ta in ty ,  and to  th e  n e g le c t ­
in g  o f  more f r u i t f u l  modes o f  in q u ir y . .  ♦ Another im p lic a tio n  o f  
an experim ental a t t i tu d e  in  a e s t h e t ic s  w i l l  be a  w il l in g n e s s  to  
make th e b ea t o f  m a te r ia ls  a t  hand, as to  both data  and h y p o th e ses . 
Too r ig o ro u s  an in s is t e n c e  on a b so lu te  r e l i a b i l i t y  and " o b je c t iv ity ” 
o f  d a ta , to o  in p a t ie n t  a z e a l  fo r  u n iv e r s a lly  v a l id  g e n e r a l iz a t io n s ,  
may be an o b s ta c le  in  a f i e l d  where th e s e  cannot be ob ta in ed  a t  
on ce, i f  e v e r , As fa r  as o b j e c t iv i t y  i s  concerned , we are gradu­
a l l y  le a r n in g  th a t  no s c ie n c e , even m athem atics, can  be to o  su re o f  
i t s e l f .  . .  e f f o r t  i s  devoted near to  making g e n e r a liz a t io n s  th a t  
w i l l  work as r e l ia b ly  a s  p o s s ib le  in  p r e d ic t in g  and c o n tr o ll in g  
e v e n ts .

I t  i s  e v id e n t , th en , th a t  s c ie n c e  in  a e s t h e t ic s  i:s not 

n e c e s s a r i ly  pure d e s c r ip t iv e  s c ie n c e  w ith  i t s  " fa c ts " . F r u it fu l  

and su g g e st iv e  as Feehner’ s  work w as, i t s  l im it a t io n s  were th e  

r e s u l t  o f  adherence to  th e  d e s c r ip t iv e  v iew p o in t: i t  was a e s t h e t ic s

"from beneath" w ith  a vengeance.  Nahm*® tr a c e s  t h i s  t r a d it io n
46

c le a r  back to  P yth agoras. Concerning Fechner, Munro co n tin u es:

45
M ilton. ©. Nakm, The A e s th e tic  B esnonse: An Antinomy

and I t s  l a  s o lu t io n ,  p . 6 .  P h ila d e lp h ia :  d i v e r s i t y  o f  P en n sy l­
v a n ia , 1 9 3 3 .

46
Thomas B&mro, op . o i t . . p . 6 3 .
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Hie Fechner tr a d it io n  in  a e s t h e t ic s  * * has u s u a lly  l im ite d  i t s e l f  
to  ob serv in g  th o se  fe a tu r e s  o f  a r t  and a e s th e t ic  ex p er ien ce  which 
can be d escr ib ed  w ith  h igh  o b je c t iv e  accuracy* such a s  dim ensions 
and v o te s  o f  p r e fe r e n c e . T h is  a u to m a tica lly  ex c lu d es  th e  f a c t s  
o f  g r e a te s t  concern to  a r t i s t s  and c r i t i c s :  th e  su b t le  and 
com plex ways in  which a work o f  a r t a f f e c t s  a  s e n s i t iv e  l i s t e n e r *
. . R ecent attem pts to  adapt m ental t e s t s  to  th e  study o f
a e s th e t ic  phenomena have tended to  p erp etu a te  th e  c h ie f  f a u l t  o f  
th e  Fechner tr a d it io n :  i t s  over-em phasis on q u a n t ita t iv e  measure­
ments*

Hence when Seashore i n s i s t s  th a t  every  a e s t h e t ic  e f f e c t

in  m usic must be c o r r e la te d  w ith  some v a r ia t io n  in  th e  sound wave

he i s  b a sin g  h i s  ease  on an a to m is t ic  a s s o c ia t io n is t  p sych ology

47th a t stem s d ir e c t ly  from th e  Fechner t r a d it io n .  M uraell tou ch es  

th e core o f  the m atter when he p o in ts  out th a t q u a n t ita t iv e  d i f f e r ­

e n t ia t io n  in  d esig n  r e s t s  on " fa c to r s  o f  o rg a n iz a tio n  in te r n a l to  

th e  p sych op h ysica l p e r s o n a lity ,  and o n ly  seco n d a r ily  from th e  

e x te r n a l s t im u li" . The phenomenon o f  a r t cannot be in v e s t ig a te d

w ith o u t accounting  fo r  th e s e  fa c to r s*  which are  o v e r -s im p lif ie d  by
48

a s s o c ia t io n is t  p sych o lo g y . I te r o *  to o ,  shows th a t :

th e e f f e c t  o f  any p ercep t by i t s e l f  may be q u ite  d i f f e r ­
en t from i t s  e f f e c t  in  a la r g e r  form . The e f f e c t  o f  two s t r ip e  
o f  co lo red  paper s id e  by s id e ,  or  o f  a sim ple chord p ro g ressio n  i s  
no tru stw orth y  s ig n  o f  what t h e ir  e f f e c t s  would be in  works o f  a r t  * 
Nor can one in fe r  from th e  p h y s ic a l ly  measured r a t io s  o f  lig h t-w a v e s  
and sound-waves e x a c t ly  what e f f e c t s  o f  harmony or c o n f l i c t  they  
w i l l  produce; fo r  too  many p sy ch ic  fa c to r s  com p lica te  the s i t u a t io n .

47
James L . Mur s e l l ,  "The A p p lica tio n  o f  P sychology to  

th e A rts ,"  T eachers C o lleg e  Record. 3QQCVII (January, 1 9 3 6 ), 291*

48
Thomas Munro, op . o i t . ,  p . 6 3 .
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These* are* s e r io u s  o b s ta c le s  to  a l l  g e n e r a l!z a t io n s , based on p h y sic s  
about th e harmony o f  c o lo r s  or o f  to n e s . I t  should a ls o  be remem­
bered th a t  lab o ra to ry  c o n d it io n s  are  n ot apt to  be fav o ra b le  to  any 
f u l l  and spontaneous em otional e x p e r ie n c e , , .  The em phasis o f  th e  
recen t G e sta lt  sch oo l on t o t a l  u n if ie d  c o n fig u r a tio n s , ra th er  than  
on is o la t e d  f a c t o r s ,  i s  a much more prom ising approach to  a e s t h e t ic s  
In such co n cep ts  a s  " con figu ration "  and " red in tegration "  we are  
coming much c lo s e r  to  th e apparent nature o f  a complex a e s th e t ic  
response t o  a t o t a l  form .

\

In  th e same v e in  McCall w r ite s

C erta in  more extreme exponents o f  t h i s  organ!am ic view  
contend th a t n ot on ly  any organism  i s  more than th e  sum o f  i t s  
p a r ts ,  but a ls o  th a t adding t e s t  s c o r e s  i s  l ik e  tr y in g  to  make a 
man by s t ic k in g  to g e th er  a head, a tru n k , two arms, and two l e g s ,
A read ing  score cannot be p rop erly  compared to  one l e g .  I t  i s  
n ot a broken o f f  fragment o f  th e  mind* In  a very  r e a l  s e n se , a 
read in g  score  ten d s t o  measure th e  e n t ir e  organism  fu n c tio n in g  in  
th a t read ing  s i t u a t io n .

In  t h i s  con n ection  i t  may be noted th a t Seashore s ta t e s  

th a t  th e  m u sica l mind does n o t c o n s is t  o f  i t s  d is s e c te d  p a r te , but 

in  an in te g r a te d  p e r s o n a lity .  As w i l l  be shown su b seq u en tly , h is  

p r a c t ic e  does n o t fo llo w  h is  th eory  in  t h i s  reg a rd . ■ And th e  

p rop osa l th a t  a sp e c ts  o f  m u sica l form be reduced to  con crete  I s s u e s  

and tr e a te d  in  th e  la b o ra to ry  fo r  t h e  development o f  new forms i s  

sc a r c e ly  cr e d ib le *

C r itic ism  o f  th e  T e s t s . -  The p resen t stud y  i s  concerned  

w ith  th e  Seashore t e s t s  tu a  t e s t a ;  r e s u l t s  ach ieved  w ith  them are  

o f  secondary in t e r e s t ,  and are d isc u sse d  o n ly  in s o fa r  a s  th ey  are  

p e r tin e n t to  th e  theory  in v o lv e d .

49
W illiam  A. M cC all, Measurement, p* 11* New York: 

The M acmillan C o., 1939 .
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As P r a tt  Mas in d ic a te d , i f  th e  Seashore M easures had 

been co n stru cted  p u rely  to  t e s t  th e  c a p a c i t ie s  o f  in d iv id u a ls  fo r  

th e typ e o f  sen sory  d iscr im in a tio n  c a l le d  fo r ,  no one would fin d  

them o b je c t io n a b le , save in  the c a se  o f  th e  Sense o f  Consonance 

t e a t ,  The d i f f i c u l t y  a r i s e s  when th ey  are  a d v e r tise d  a s  a r e ­

l i a b l e  in d ex  o f  m u sica l t a l e n t .  I s  m u sica l t a le n t  aw areness o f

d if f e r e n c e s  in  th e  sensory  areas ta s te d ?  I s  p it c h  ”th e  e s s e n t ia l
51medium o f  m u sica l a p p rec ia tio n  and ex p ressio n ? ” In  v iew  o f

58
th e  a n a ly s is  o f  m u sica l t a le n t  th a t  Seashore h im se lf  h as p u b lish ed , 

i s  he j u s t i f i e d  in  th e  ’’uncompromising t i t l e ” which h as caused  the  

t e s t s  t o  be ”uaed as a com plete measure o f  m u sica l t a le n t  w ith ou t  

p r o te s t  on the p a rt o f  th e  au thor, and has caused t h i s  t e s t  s e r ie s  

to  be q.uite g e n e r a lly  accepted  a s  th e  m easure, in s te a d  o f  a m easure, 

o f  m u sica l t a le n t? ’’53 Prom th e se  c o n s id e r a t io n s , and on th e  b a s is

50
C a rro ll C. P r a t t ,  TheM aaning o f  M hsio. p .  1 3 3 f . New 

York: The McGraw-Hill Book C o., I n c . ,  1931.'

51
C arl 1 .  S eash ore, The Psychology o f  M usical T a le n t , 

p . 3 0 , lew  York: S i lv e r ,  B urdett and C o ., 1919 .

58
I b i d . , pp . 7 -8 .

53
J .  C. Moos, "The Y ard stick  A pplied  to  M usical T a le n t ,” 

The M usical Q uarterly . XVI (A p r il, 1 9 3 0 2 3 9 .
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o f  low r e l i a b i l i t y  and v a l id i t y  c o e f f i c i e n t s ,  P r a t t54 con clud es th a t  

a t  boat th e  t e s t s  may have a n e g a tiv e  d ia g n o s t ic  v a lu e s  h igh  t e s t  

sc o r e s  may or may n o t in d ic a te  th e  p resen ce  o f  m u sica l t a le n t ,  but 

low  sc o r e s  probably in d ic a te  i t s  absence* Vernon55 to u ch es  on 

t h i s  p o in t in d ir e c t ly  sh ea  he comments th a t  "some m u sica l p eop le  

or good perform ers do not o b ta in  a s  h ig h  sco res  as unm usical 

p eo p le" . A fter  in d ic a t in g  low v a l i d i t y  w ith  v a r io u s  c r i t e r i a  o f  

m u sic ian sh ip , and low s t a t i s t i c a l  r e l i a b i l i t y ,  he concludes th a t  

"the probable reason  fo r  th e ir  f a i lu r e  i s  th a t th e  t e s t s  d e a l w ith  

au d itory  ra th er  than w ith  t r u ly  m usical c a p a c i t i e s .  Music cannot 

j u s t i f ia b ly  be analyzed  in to  such elem entary fe a tu r e s  • . .  and to  

i s o la t e  th e in n ate  a p titu d e s  from the e f f e c t s  o f  acqu ired  tr a in in g  

i s  a p u rely  t h e o r e t ic a l  a b s tr a c tio n " .

Probably th e  most severe  s t r ic t u r e s  l e v e l l e d  a t  th e  t e s t s  

have been th o se  o f  I f a r s e l l .  With a v a s t  array o f  ev id en ce  he 

a tta c k s  both  th e  r e l i a b i l i t y  and v a l i d i t y  o f  th e  M easures,55 p a r t ic ­

u la r ly  s t r e s s in g  th e  inadequacy o f  th e  Eastman S tu d y .57 He

54
C a rro ll C. P r a t t ,  op . o i t . . p .  1 4 0 .

55
P h il ip  E . Vernon, "T ests in  A e s th e t ic s " , Yearbook o f  

E ducation . 1935 . p .  5 3 0 . London: Evans B r o s .,  Ltd*

55
James L . Mur s e l l ,  The P sychology o f  M usic, p p . 289- 

299 . New York: W. 1 .  Norton and C o ., I n c . ,  193? .

5?
Measurement o f  M usical T a le n t: The Eastman E xp eri­

ment, H azel M. S tan ton . Iowa C ity , l a . : U n iv e r s ity  o f  Iowa, 
1935 , Pp. 140 .
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58summarizes;

The e s s e n t ia l  p o in t i s  th a t  th e  Seashore Measures o f  
M usical T a len t undertake m erely to  t e s t  th e  r e sp o n siv en ess  o f  the  
ear as a rec e p to r  to  c e r ta in  d if fe r e n c e s  in  th e  sound wave. But 
we have in s i s t e d  th a t  m usic depends upon our p e r c e p tio n  o f  th e  
dynamic r e la te d n e ss  o f  to n e . C er ta in ly  th e r e  i s  n o th in g  in  th e  
v a lid a t io n  s tu d ie s  w hich p o in ts  in  th e  o th er  d ir e c t io n ,  o r  fo r c e s  
us to  r ec o n s id er  our view  o f  th e  nature o f  m u sica l h ea r in g . I f  
t h i s  i s  th e  c a s e  i t  i s  c le a r  why th e  Seashore T e s ts  are much more 
e f f i c i e n t  in  id e n t ify in g  th o se  in cap ab le o f  m u sica l achievem ent 
on a h igh  l e v e l  than in  th e p o s i t iv e  d ia g n o s is  o f  t a le n t  or even  
in  r e v e a lin g  th e  degree i s  w hich i t  e x i s t s *  .  . To ven tu re a 
summary statem en t i t  would seem th a t  th e  most r e l ia b le  o f  th e  
Seashore T ests  measure a c o u s t ic a l  ra th er  than m u sica l a b i l i t i e s *

V ir tu a lly  th e  same data  a re  o ffe r e d  in  s u b s ta n t ia t io n

o f  th e  c la im  th a t  music t e s t s  in  gen era l have nnever been proved

59up", as h a s , fo r  example, th e  Terman Group T eat o f  I n t e l l i g e n c e .
go

Seashore has defended h i s  t h e s i s  in  a statem ent p o in t in g  ou t th a t  

h i s  t e s t s  are based on a th eory  o f  " s p e c if ic s " ,  and have been  

v a lid a te d  fo r  what th ey  purport to  m easure. To v a l id a te  them 

a g a in st  g en era l m u sica l behavior i s  to  su b scr ib e  to  an "omnibus"

58
lames L . M u rse ll, o p . c i t . . p* 30 0 .

59
James I*. M u rse ll, "What About Music T ests?"  M usic 

Id u ca to rs  Journal, XXIV (Oetober-November, 1 9 3 7 ), 1 6 -1 8 .

60
Carl I .  S eash ore, "Two Types o f  A tt itu d e s  Toward the  

E v a lu ation  o f  M usical T a len t,"  M usic Educators Jou rn a l, XXTJ 
(Becember, 1 9 3 7 ), 2 5 -2 6 .
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th eory  th a t  ia  " u n sc ie n t if ic '* . fh ic h  le a d s  hack to  the q u e s tio n ,  

i f  th e  t e s t a  cannot he v a lid a te d  a g a in st  m u sica l b eh av ior , ea® i t  

he j u s t ly  claim ed th a t  th e y  measure m u sica l ta le n t?  Granted th a t  

th ey  measure s p e c i f i c  sen sory  r e sp o n se s , and i t  appears th a t  th ey  

do n o t do th a t r e l ia b ly ,  can m u sica l t a le n t  be measured in  terms 

o f  "an assem bly o f  a to m is t ic  sen sory  a c o u s t ic  a b i l i t i e s ? " 6'*' 

D iseren s  and F ine62 b e lie v e  th e  method to  be h ig h ly  a r t i f i c i a l ,  and 

th a t  r e a c t io n s  to  such s t im u li do not correspond to  th o se  in  a 

gen u in ely  m usical s i t u a t io n .

These sim ple e lem en ts are no more music than th e  l e t t e r s  
o f  th e  a lphabet are  l i t e r a t u r e }  than a m isce lla n eo u s  m edley o f  
words are p o e tr y , or an accum ulation  o f  b u ild in g  m a te r ia ls  i s  
a r c h ite c tu r e . fo r  t h i s  rea so n , m a te r ia l,  fo r  th e  exp erim en ta l 
in v e s t ig a t io n  o f  m u sica l e f f e c t s  on organ lam s, should  alw ays be  
organ ized  m a te r ia l;  th a t i s ,  i t  should alw ays c o n s is t  o f  a c tu a l  
m u sica l s e le c t io n s .

65
Wyatt makes an in t e r e s t in g  p o in t in  showing t h a t ,  w h ile  

Seashore r e j e c t s  v a l id a t io n  o f  t e s t s  by "omnibus s i t u a t io n s ,  

d iv e r se  and u n re la ted " , he r e l i e s  on S tanton** d a ta  to  show th a t  

th e t e s t a  are s ta b le  m easures o f  c a p a c i t ie s ,  s in c e ,  accord in g  to  

S tan toh , tr a in in g  d oes not improve t e s t  s c o r e s .  However, th e

61
Gena R evecsj quoted from James I*. M u rsell, The P sych o l­

ogy o f  M usic, p .  300 . Hew fo r k :  W. W. Horton and C o ., I n c . ,  193? ,

62
a e r i e s  M. D iseren s and Harry F ine, A P sychology  o f  

M usic, pp . 1 5 -1 6 , C in c in n a tis  C o lle g e  o f  M usic, 1 0 5 9 . '•

63
Ruth W yatt, "A Note on th e  Use o f  ’Omnibus* T ra in in g  to  

V a lid a te  S eash ore’ s  ’Capacity* H y p o th esis ,"  American Journal, o f  
P sychology. L II (O ctober, 1 9 3 9 ), 638-640 .
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"train ing^  w ith  which t e s t  s c o r e s  were compared wee v o c a l and 

in stru m en ta l le s s o n s ,  chorus and o r c h e s tr a , and t h e o r e t ic a l  

su b jec ts*

Resume*- In summary, th e  f i r s t  d i f f i c u l t y  w ith  th e

Seashore theory  i s  th a t  i t  e x p la in s  an e x p r e ss iv e  medium i n  terms

o f  i t s  p h y s ic a l ca u se; Seashore h o ld s , in  e s s e n c e , th a t  th e r e  i s

n oth in g  in  m usic which was n o t f i r s t  in  th e sound w ave. Second,

s in c e  we do n o t hear th e  se n sa tio n  o f  sound, but m ental p a ttern s

cre a ted  by the mind through s e le c t io n  and o r g a n iz a tio n , m u sica l

ta le n t  im p lie s  a s e n s i t i v i t y  t o  v a lu e s  th a t  cannot be measured by

a sensory  t e s t .  T hird , i f  a l l  th e  sen sory  elem ents fu n c tio n in g

in  m usic cou ld  be a b stra c ted  and m easured, th e  sun t o t a l  would not

re p r e se n t a measurement o f  m u sica l t a l e n t . I t  i s  n o t  p o s s ib le ,
5 4

as Ogden p u ts  i t ,  to  "measure th e  c o n d it io n s  under which a  work 

o f  a r t  i s  produced and enjoyed  by ’p o in te r « r e a d in g s ,* . . • th ere  

are to o  many v a r ia b le s .  . .  The appeal o f  a work o f  a r t  i s  

* s y n a e s th e t ic . ’"

in  A ltern a te  Theory 

P relim inary  S u g g estio n s»-  S in ce " co n sid era tio n s o f  t h i s  

kind show us th e f u t i l i t y  o f  endeavoring to  b u ild  up a s c ie n c e  o f  

m usic by an in v e s t ig a t io n  o f  a c o u s t ic a l  la w s," 65 o th er  means must

64
R obert M orris Ogden, on . o i t . ,  p .  2 1 .

65 T . H. Yorke T r o tte r , Music and Mind, p .  2 3 6 . London; 
Methuen and C o ., L td , ,  1 9 2 4 .
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la* so u g h t. M u rsell66 has su ggested  th a t  procedures f i r s t  he  

stan d ard ized , a© as t© d e a l w ith  th e  same fu n c tio n  on th e  same 

l e v e l ,  o r  a t  l e a s t  develop  " m a ter ia ls  w hich render p o s s ib le  

o b je c t iv e ly  m easurable resp o n ses  whose item  d i f f i c u l t y  i s  known". 

I h r th e r , te st®  m ast be v a lid a te d  by tr y in g  them out on th e  con­

sp icu o u sly  m u sica l and th e  co n sp icu ou sly  unm usical. A lso ,  

workers should "assem ble a b a tte r y  o f  item * which r e v e a l th e  

p r o c e sse s  o f  to n a l and rhythm ic in te g r a t io n  upon w hich m usic  

depends o p era tin g  in  v a r io u s  d ir e c t io n s  and on v a r io u s  l e v e l s " . 

F in a l ly ,  th e  m ost accu rate  r e s u l t s  w i l l  probably be ach ieved  on

an in d iv id u a l t e s t .
6?

Vernon , a f t e r  in d ic a t in g  th e  d i f f i c u l t i e s  in h eren t in  

s t r i c t  adherence to  e i th e r  th e  m u sica l or th e  s c i e n t i f i c  a t t i t u d e ,  

su g g e s ts  a compromise between th e  tw o, p o in tin g  t o  th e  contemporary 

approach to  m ental l i f e  and human n atu re a s  a  w hole a s  a precedent * 

He i n s i s t s  th a t  th e  too  p h ilo so p h ic a l and too  s c i e n t i f i c  in v e s t ig a ­

to r s  are working b l in d ly ,  and th a t  both  th e experim enter and some o f

66
James I*. M u rse ll, The Psychology o f  Ifetsie, p p . 3 1 7 -19 . 

New York: W. W. N orton and C o., I n c . ,  193?.

6?
P h il ip  1 .  Vernon, "Method in  M usical P sych ology ,"  

American Journal o f  P sych ology . S . I I  (A p r il, 1 9 3 0 ), 1 2 7 -3 4 .
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h i s  ob server*  should  be dream from th e rank* o f  w e ll  tr a in e d  and 

h ig h ly  d isc r im in a tin g  m u sic ia n s . They e r e  th e  o n ly  p e o p le , he 

con ten d s, who approximate to  understanding what th ey  hear and 

th e r e fo r *  have a r ig h t  to  speak about i t ;  and i t  i s  th e y  who must 

be co n sid ered , s in c e  th e y  la r g e ly  determ ine what m usic s h a l l  l a s t ,  

f i n a l l y  he su g g e sts  th a t  genuine m usic capable o f  producing genu­

in e  m u sica l exp erien ce be u sed . In a la t e r  monograph he embodies 

th e  same thought in  the sen ten ce  "Probably th o se  t e s t s  are b e t te r  

whose m a ter ia l c o n s is t s  o f  a c tu a l m u sica l com p osition s • .  than

th o se  which use elem entary p h rases and sim p le , a b str a c ted  d e s ig n s" .
69

B iser en s  and f i n e ,  i t  w i l l  be r e c a l le d ,  a ls o  proposed th a t  t e s t  

m a ter ia l shou ld  c o n s is t  o f  a c tu a l m u sica l s e l e c t io n s . P r a t t ,70 

to o , wonders why i t  has n o t "occurred t o  th o se  in te r e s te d  in  th e  

measurement o f  m u sica l t a le n t  to  put m usic i t s e l f  to  th *  te s t .'*

A Proposed A lte r n a t iv e .-  The p resen t ch ap ter was in tr o ­

duced w ith  a d e f in i t io n  o f  a e s t h e t ic s  and a d e s c r ip t io n  o f  th e  

a e s t h e t ic  a t t i t u d e . Re-examined in  th e  l i g h t  o f  th e  preceding

68
P h il ip  I .  Ternon, "T ests in  A e s th e t ic s ,"  Yearbook o f  

E ducation . 1935. p .  532 . London; Evans B r o s . ,  Ltd*

69
Charles M. D iseren s and Harry F in e , op . o i t . .  l o c .  c l t .

70
C arro ll C. P r a t t ,  on* c l t . . p .  146 .
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d is c u s s io n ,  w herein dee® th e  a e s th e t ic  a t t i t u d e ,  th e  a e s t h e t ic

approach, d i f f e r  from a l l  o f  th e  foreg o in g ?  I t  ia  la r g e ly  a

71
m atter o f  l e v e l ,  " A esth etic s  b e g in s , " sa y s  P r a l l ,  "where 

m echanics and p h y s ic s  and b io lo g y , econom ics and p o l i t i c s  and 

e t h ic s ,  end." The statem ent th a t  fo r  understanding w# must s t a r t  

w ith  elem ents and n a tu ra l ord ers and th en  proceed to  complex com­

b in a t io n s  i s  th e r e fo r e  o b je c tio n a b le  and untenable from t h i s  

v ie w p o in t . I f  a e s t h e t ic s  were analogous to  th e  o th er  s c ie n c e s ,  

i f  th e  data  were q u a n t ita t iv e  in  n a tu re , i f  a work: o f  a r t  were 

m erely a com bination o f  e lem en ts, th e  view  s ta te d  above would be 

a c c e p ta b le . But a work o f  a r t  i s  a s o p h is t ic a te d , com plicated  

p a tte r n , and t a le n t  fo r  th e c r e a t io n , In te r p r e ta t io n , or ap p recia­

t io n  o f  th a t  work o f  a r t  d e f ie s  a to m is t ic  a n a ly s is .

In  r e j e c t in g  th e Fechner t r a d it io n ,  th e  p resen t study

commits i t s e l f  to  th e typ e o f  a e s th e t ic  a n a ly s is  espoused  by  
72

P r a l l ,  an a n a ly s is  in to  n a tu r a l b a s ic  ord ers; n o t elem en ts o f  

s e n s a t io n , but order® o f  p erce p tio n , orders fundamental to  th e  

r e la t io n s  between se n sa tio n  and judgment, These elem en ts are not

71
D. 1 ,  P r a l l ,  A e s th e tic  Judgment, p .  3 .  Hew York: 

Thomas Y. C row ell C o ., 1929 .

72
D. W. P r a l l ,  A e s th e tic  A n a ly s is , e s p e c ia l ly  Chapter 

I I .  Hew York: Thomas Y. C row ell C o., 193d. P p . 211 .
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p h y s ic a l measurements, but q u a l i ta t iv e  c o n te n t .7® Hence th e

s tr u c tu r e s  n a tu ra l ant b a s ic  to  th e  a n a ly t ic  a e s t h e t ic s  o f  anisic

are th e  s c a le s :  t o n a l i t y ;  tem poral p a tte r n ; rhythm.  These

are " n atu ra l p a tte r n s  o f  in t r i n s i c a l ly  ordered q u a l i t a t iv e  

74elem ents" which acquire re le v a n c e  through e x p r e ss io n . They are  

" sy ste m a tic a lly  r e la te d  in  ordered ranges or m an ifo ld s t o  which  

th ey  belon g  by v ir tu e  o f  t h e ir  own n a tu re ,"  and "cannot occur  

excep t a s  e x h ib it in g  p o s it io n s  or r e la t io n s  in  th e se  ord ers ."  

D eterm inate com position  i s  p o s s ib le  "only i s  term s o f  th e  a b s tr a c t ly  

ordered a sp e c ts  o f  sen sory  c o n te n t .” The purpose o f  t h i s  

com position  i s  e x p ress io n , and " i t s  em otional ch a ra cte r , i t s  

f e e l in g ,  th a t i s ,  th e  way i t  f e e l s  to  u s ,  i s  no l e s s  g en u in e ly  

’o b j e c t iv e * than i t s  c o lo r s  or i t s  sounds. .  . . a ls o  no l e s s  

o b je c t iv e  than th o se  u n it s  o f  measurement and th o se  s tr u c tu r a l  

r e la t io n s  to  which we co n fin e  our a t te n t io n  in  th e  n a tu ra l s c ie n c e s  

and t h e ir  sym bolic fo rm u la tio n s . "7®

C r it ic is m .-  I t  may be o b jec ted  th a t t h i s  i s  but break ing  

a r t —  m u sic , s p e c i f i c a l ly  —  down in to  another s e t  o f  c a te g o r ie s ,  

th a t  t h i s  type o f  a n a ly s is  i s  j u s t  a s  a to m is t ic  a s  th a t  which i t  i s

73
I b i d . . p .  4 3 .

74
I b id . .  p .  70 .

75
I b i d . . pp . 1 3 5 -1 3 0 .

76
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in tended  t o  r e p la c e • The p o in t  I s  th a t  a e s th e t ic  a n a ly s is  la  

a c t  p h y s ic a l a n a ly s is ,  nor y e t  p sy c h o lo g ic a l a n a ly s is .  A e s th e tic  

a n a ly s is  i s  concerned w ith  th e  q u a l i t a t iv e  f i e l d  a s  p resen ted , 

p s y c h o lo g ic a l a n a ly s is  w ith  c o n d it io n s  in  re sp o n se . There may 

b e , and i s ,  c o r r e la t io n , but n ot d u p lic a t io n . A q u a lity  i s  n ot  

id e n t ic a l  w ith  i t s  p h y s ic a l o r  p sy c h o lo g ic a l c o n d it io n s .

I t  may be fu r th e r  o b jec ted  th a t  i f  •  work o f  a r t  i s  

an alyzed , th e  r e s u l t  d e e s  not co n ta in  som ething found in  th e  

wholes th e  c r e a tio n  in c lu d e s  som ething th a t  w i l l  not r e s o lv e  in to  

sim ple d a ta . A work o f  a r t  i s  an emergent w hole, and can b e ex ­

p la in ed  o n ly  in  term s o f  i t s e l f .  T h is  h as a lrea d y  been answered

in  p art in  th e p reced in g  o u t l in e  o f  th e  d is t in c t io n s  between  

q u a l i ta t iv e  and q u a n tita t iv e  a n a ly s is .  I t  should be added th a t  any
an

p rocess o f  a b str a c tio n  om its som ething. In P r a ll* s  words:

N othing i s  the whole t r u th . . . a l l  knowledge in v o lv e s  
a b s tr a c t io n  and a n a ly s i s ,  . . knowledge v a r ie s  in  re le v a n c e  w ith  
th e  ch o ice  o f  what i s  a b str a c ted , in  scope w ith  th e  m agnitude o f  
th e  f i e l d  an alyzed , and in  d eterm in atsn ess w ith  th e  degree o f  
sy ste m a tic  a r t ic u la t io n  ach ieved  by th e  a n a ly t ic  procedure.

R elevance o f  th e  T ests  

Santayana78 has dem onstrated th a t  a e s th e t ic  ex p er ien ce

n
Ibid., p• d&»

78
George Santayana, The Sense o f  B eauty, Chaps. 1 1 -1 7 . 

New York: C harles S cr ib n er’ s  Sons, 1896 .
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c o n s is t s  o f  sensuous m a te r ia l,  form, an t expression ;, M a ter ia l  

mpy be p lea sa n t an t b e a u t ifu l  independent o f  form and ex p ress io n ;  

form , which i s  independently  a  source o f  em otion , p le a su r e , and 

b eau ty , i s  th e  sy n th e s is  o f  a m u lt ip l ic i t y  o f  p erce iv ed  sen se  

e lem en ts; ex p ress io n  i s  th e  em otion al v a lu e  acqu ired  from th e  

th in g  o f  beauty through th e  a s s o c ia t io n  o f  p resen t ex p erien ce  w ith  

e x te r n a l im ages, th ou gh ts, and em otion s. S p e c i f i c a l ly ,  he s t a t e s ;

nIh d is t in g u is h in g , th en , in  our sen se  o f  b eau ty , an a p p rec ia tio n  

o f  s e n s ib le  m a te r ia l, one o f  a b s tr a c t  form, and another o f  a s so c ia te d  

v a lu e s , we hare been m erely : fo llo w in g  th e  e s ta b lis h e d  method o f  

p sych o logy , th e  o n ly  one by which i t  i s  p o s s ib le  to  an a lyze th e  

m ind."79

The m a te r ia l o f  m usic i s  to n e , which must acq u ire  form to  

p o s se s s  meaning* S ta ted  in  another way, m a te r ia l,  form , and 

ex p ress io n  are comparable to  th e  sen so ry , p ercep tu a l, and meaning­

f u l  a sp e c ts  o f  exp erien ce commonly d is t in g u ish e d  by p s y c h o lo g is t s .  

Though a subsequent chapter i s  devoted  to  each o f  th e  Measures o f  

M usical Background and th e  ca p a c ity  i t  t e s t s ,  th e  r e la t io n s  o f  th e  

p a r ts  o f  th e  b a tte r y  to  th e  th eory  J u st o u t lin e d  may be in d ic a te d .

R ecogn ition  o f  T o n a lity . -  T est I  measures th e  a b i l i t y  

t o  id e n t i f y  th e  mode - »  major o r  minor ~  o f  m u sica l s e le c t io n s  and 

o f  ch ord s. from  th e  preced ing d is c u s s io n  i t  becomes e v id e n t th a t  

th e t e s t  concerned w ith  th e  id e n t i f i c a t io n  o f  t o n a l i t y  i s  on th e

I b id . .  p .  B 6f.
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form al l e v e l ,  m easuring re lev a n ce  o f  g iv en  com position  t© b a s ic  

to n a l o r d e r s . I t  d oes n o t measure th e  sen sory  ca p a c ity  to  d e te c t  

d if fe r e n c e s  in  in to n a t io n  in  th e  manner o f  t e a t s  o f  p itc h  d iscrim ­

in a t io n .  N e ith er  d oes i t  req u ire  th e  r e c o g n it io n  o f  s p e c i f i c  

t o n a l i t y  o r  p itc h  through a sen se  o f  p o s i t iv e  o r  a b so lu te  p it c h .  

A bsolute p it c h  i s  a v a lu a b le  b u t n o t  n ecessa ry  m u sica l a b i l i t y ,  

though, as the r e s u l t  o f  ra th er  sp ec ta cu la r  e x h ib it io n s ,  laymen 

are ap t to  a tta ch  a f i c t i t i o u s  va lu e  to  i t ;  th ere  are tim es when 

i t s  p o sse s s io n  becomeh a d isad van tage . Acute p itc h  d isc r im in a tio n  

i s  v ery  n ecessary  to  th e m u sic ian , but th e  chances are th a t  i f  he

can d iscr im in a te  between t o n a l i t i e s  he can t e l l  whether o r  not a

00tone i s  " in  tu n e" , whereas the re v e r se  i s  not tr u e .  Even

S eash ore, in  commenting upon th e  performance o f  h i s  r e v ise d  Measures
81

w ith  r e s p e c t  to  p it c h ,  r ec o g n izes  t h i s :

Another fa c to r  b earin g  on t h i s  is s u e  i s  th e  fa c t  th a t  in  
a c tu a l m usic th e a p p rec ia tio n  o f  p it c h  i s  n o t so much a co n sc io u s  
d isc r im in a tio n  fo r  p it c h ,  n o te  fear n o te , a s  a m u sica l f e e l in g  fo r  
t o n a l i t y ,  th e  s a t i s f a c t o r in e s s  or u n s a t is fa c to r in e s s  in  m u sica l 
fe e l in g *

M hsical t a le n t  o r  any o th er  t a le n t  must carry  w ith  i t  th e  

the sen sory  c a p a c it ie s  r e q u is i t e  to  i t s  ex p ress io n , or  i t  does not

88
T h is , o f  co u rse , does n ot apply to  th o se  in d iv id u a ls  

whose perform ances s u f fe r  from fa u lty  in to n a tio n  due to  improper 
ton e p rod u ction .

81
Joseph G. S a e tv e it ,  Don L ew is, and Carl E . S eash ore, 

R ev is io n  o f  th e  Seashore Measures o f  M usical T a le n ts , p . 4 7 .  
U n iv e r s ity  o f  Iowa S tu d ie s , S e r ie s  on Aims and P rogress  o f  R esearch , 
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3?

e x i s t ;  sensory  c a p a c i t ie s ,  c o n v e r se ly , meet n o t s u s ta in  any 

g iv e s  t a le n t .  The lo g i c  o f  t a le n t  t e s t in g  above th e  sensory  

l e v e l  i s  in e sc a p a b le .

Rhythmic B i s c r im in a tio n .-  T est I I  m easures th e  a b i l i t y  

to  id e n t i f y  th e m eter — to  t e l l  th e  number o f  b e a ts  i s  a  measure — 

i s  g iv e s  c e x p o s it io n s , and to  determ ine th e  constancy o f  *SS& -  

whether th e  speed o f  th e  b ea t in c r e a se s , d ecre a se s , o r  rem ains 

c o n s ta n t. These t e a t s  o f  m eter and temp® r e s p e c t iv e ly  are  a ls o  

on th e  form al l e v e l ,  m easuring th e  re lev a n ce  o f  g iv e n  com position

to  b a s ic  rhythmic o r d e r s . They do n o t  co n ta in  a b stra c ted  rhythm ic$

p a tte r n s  — in te r v a ls  o f  tim e measured o f f  by c l i c k s  —  b u t a c tu a l 

m u sica l m a te r ia l,  and s e n s i t i v i t y  to  th e  groupings and constancy  

o f  th e  rhythm ic p u ls a t io n s  o f  t h i s  m a te r ia l i s  th e  fu n c tio n  t e s t e d .  

Constancy and p u lse  p a ttern  are  th e  p r in c ip a l c h a r a c t e r is t ic s  o f  any 

rhythm. I f  anyth ing i s  measured by t e s t s  c o n ta in in g  p a ir s  o f  ab­

s tr a c te d  rhythm ic p a tte r n s  which may or may not be id e n t ic a l ,  i t  i s  

memory. R e c a ll in g  whether or not th e second p a ttern  was l ik e  th e  

f i r s t  does n ot n e c e s s a r ily  in v o lv e  a f e e l in g  fo r  rhythm, and t e s t s  

em ploying t h i s  tech n iq u e are misnamed.

Dramatic F e e lin g . -  T est I I I ,  concerned w ith  th e  i d e n t i f i ­

c a t io n  o f  th e  dram atic con ten t o f  g iven  com p osition s from s e le c t io n s  

o f fe r e d , i s  on th e th ir d  l e v e l ,  th a t  o f  m eaning. The nature o f  th e  

k in d s o f  meaning in v o lv ed  in  m usic cre a te  d i f f i c u l t i e s  fo r  any t e s t  

attem pting to  measure an understanding o f  them. Meaning in  m usic may
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or may n o t  fee meaning in  th e customary v erb a l se n se t  "Art i s  

news o f  r e a l i t y  n o t to  fee exp ressed  in  o th er  term s." 82 But 

em otional s e n s it iv e n e s s  to  th e  meaning o f  music i s  such an e sse n ­

t i a l  in g r e d ie n t o f  m u s ic a lity  th a t  an experim ental t e s t  i s  more 

than  j u s t i f i e d .  T his im portant fu n c tio n  i s  n e c e s s a r i ly  ignored  

by b a t t e r ie s  attem pting to  measure m u s ic a lity  from an a c o u s tic  

b a s is ,  w hereas th e  meaning o f  m usic i s  i t s  very  essen ce  and reason  

fo r  feeing*

Knowledge o f  M usical L ite r a tu r e . -  T est 17 m easures th e  

a b i l i t y  to  id e n t i f y  th e  t i t l e  and composer o f  c e r ta in  m u sica l 

s e le c t io n s .  T h is d iv is io n  i s  fra n k ly  a t e s t  o f  ed u ca tio n , o f  

"background” in  th e  s t r i c t e s t  s e n se , ra th er  than  o f  m u s ic a lity  as  

su ch . I t  i s  j u s t i f i e d  upon th e  same ground on which item s o f  

gen era l in form ation  are in clud ed  in  in t e l l ig e n c e  t e s t s  a s  m easures 

o f  b r ig h tn e s s . I t  bears no r e la t io n  to  any a e s t h e t ic  ca teg o r y ,  

and i s  no doubt u n fa ir  to  s tu d en ts  o f  r e s t r ic t e d  t r a in in g .  I t  

d oes, however, in d ic a te  th o se  in d iv id u a ls  having co n sid era b le  ex ­

p er ien ce  in  m usic (th e p r o b a b i l i t ie s  b e in g  th a t th e  m u sica l in d i­

v id u a l w i l l  have been a t tr a c te d  to  m u sic ) , and th e  ta le n te d  but 

u n tra in ed  student i s  p ro tec ted  by th e remainder o f  th e  b a t te r y .

82
G r e v ille  Cooke, op . c l t . .  p .  9 .
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Summary

The o r ig in  o f  a e s th e t ic  f e e l in g  l i a s  in  th e  r e la t io n s  

between se n sa tio n  an t judgment. The s c ie n c e  o f  a e s t h e t ic s  i s  

n ot an "exact" s c ie n c e , but ra th er  a norm ative d i s c ip l in e .  

Experiment i s  p o s s ib le ,  however, in  a r t  as w e l l  a s in  s c ie n c e ,  

the d if fe r e n c e  b ein g  one o f  means and m a te r ia ls .  E f fo r t s  such  

as B irk h o ff* s  and Seashore * s t o  base a sc ie n c e  o f  a e s t h e t ic s  

upon the p h y s ic s  o f  form alism  ignore the co n n o ta tiv e  elem ent in  

a r t  and hence are in ad eq u ate . The Seashore t e s t s  are o b je c t io n ­

a b le  because a s  p u rely  sen sory  t e s t s  th ey  have o n ly  n e g a tiv e  

d ia g n o s t ic  v a lu e : th ey  are concerned w ith  a u d itory  ra th er  than  

m u sica l c a p a c i t ie s ;  I t  has a ls o  been shown th a t th ey  do not 

perform  c o n s is t e n t ly .

In  a lt e r n a t iv e  i s  proposed to  the e x a c t approach —  an 

experim ental tech n iq u e founded upon a e s th e t ic  a n a ly s is  in v o lv in g  

n a tu r a l b a s ic  o r d e r i o f  p ercep tio n  fundamental to  th e  r e la t io n s  

between sen sa tio n  and judgment. In th e  case  o f  m usic th e se  are

t o n a l i t y  and rhythm. A  b a tte r y  o f  t e s t s  named th e  M easures o f  

M usical Background has been co n stru cted  to  embody t h i s  te ch n iq u e .

The f i r s t  two t e s t s ,  R eco g n itio n  o f  T o n a lity  and Rhythmic D iscrim ­

in a t io n . measure re lev a n ce  o f  g iv en  com position  to  b a s ic  to n a l and 

rhythm ic ord ers r e s p e c t iv e ly .  The th ir d  t e s t ,  D ram atic S e n s i t iv i t y ,  

i s  concerned w ith  s e n s i t i v i t y  to  th e  dram atic co n ten t o f  m u sic .

The fo u r th  t e s t ,  Knowledge o f  S fasica l L ite r a tu r e , m easures acq u a in t­

ance w ith  c e r ta in  r e p r e se n ta tiv e  com p osition s.
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h is to r y  o f  th e  measurement o f  m u sica l t a le n t  p r e se n ts  

an in te r e s t in g  p a r a l le l  to  th a t  o f  th e  measurement o f  in t e l l ig e n c e ,

which began w ith  th e  measurement o f  iso la te ®  sen sory  r e sp o n se s , and
«

ach ieved  su c c e s s , q u a lif ie d  though i t  may b e , o n ly  a f t e r  i t  t e s te d  

complex a c t s  w hich were based upon common e x p er ien ce . The p resen t  

stu d y  r e p r e se n ts  th e l a t t e r  approach. A d e s c r ip t io n  o f  th e  

c o n str u c tio n  o f  th e  t e s t s  i s  con ta in ed  in  Chapter I I I .
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(MAPTJSR I I I  

COHSTRUCTION OF THE BiffiKBT

T i t l e . -  As s ta te d ,  tlie  b a tte r y  is- known as th e  Measures 

o f  M usical Background. The term Background t s  u sed  ia. th e  w id e s t  

s e n se . The t e s t  m easuring knowledge o f  m a sle a l l i t e r a t u r e  I s  the  

o n ly  one concerned w ith  th e  more u s u a l, and c u lt u r a l ly  narrow er, 

in te r p r e ta t io n . Hence th e  t e s t s  are n ot s t r i c t l y  t a le n t  t e s t s ,  

o b je c t io n a b le  fe a tu r e s  o f  such b a t t e r ie s  a lread y  hawing been n o ted . 

Rather th ey  seek: to  d isco v er  s ta tu s  a s  an in d ic a t io n  o f  p o t e n t ia l i t y ,  

to  su g g est  What can be done by m easuring what has been done. Pure 

ta le n t  can e x i s t  o n ly  b efore  exposure to  e x p e r ie n c e . Environm ental 

in f lu e n c e s  in e v ita b ly  a l t e r  i t  or develop  i t ,  and i t  w i l l  a l t e r  or 

develop  according to  i t s  c a p a c ity  to  do s o .  H ence, w h ile  the  

Measures o f  M usical Background r ec o g n ize  t a l e n t , th ey  a ls o  reco g n ize  

tr a in in g , and t e s t  both  a*  m a n ife s ta t io n s  o f  p o t e n t ia l i t y .  Back­

ground in  any f i e l d  i s  judged by perform ance; performance in  any 

f i e l d  i s  th e  in d ex  o f  prom ise.

T est B la n k s .-  M echanical f e a tu r e s  o f  the t e s t  b lanks  

in c lu d e  in d iv id u a l numbering to  f a c i l i t a t e  sep arate  h an d lin g  o f  

t e s t s ,  and p r o v is io n  on each  t e s t  o f  space fo r  marking th e  sc o r e , 

rank, and p e r c e n t i le .  The t i t l e  page i s  d e ta ch a b le . I t  co n ta in s  

a graphic reeo rd , and p r o v is io n  fo r  a summary o f  s c o r e s , ranks, 

and p e r c e n t i le s .  The a c tu a l t e s t  m a ter ia l in  each t e s t  b eg in s  w ith  

item  number 3 , numbers 1  and Z  b e in g  exam ples.

41
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4 8

S S gL **  The b a tte r y  i s  d iv id ed  in to  two form s. Form 

A i s  in tended  f o r  ten th  grade and above, Form B fo r  n in th  grade 

and below , in c lu d in g  th e  fo u r th . Both forma were phonogvaph ieally  

record ed . D ir e c t io n s  and announcements fo r  form A are recorded  

by a male v o ic e ,  Form B by a fem ale v o ic e .  The m ateria!.* fo r  

Fora B are drawn from Form A ,  and are id e n t ic a l  in  ch aracter  and 

sequence where u sed . D ir e c t io n *  and t e s t  b lanks d i f f e r ,  however.

The th ree  t e a t s  o f  Form B —  I ,  I I ,  and I I I  —  are id e n t ic a l  in  

co n ten t w ith  I-A , I  I-A , and I I I  o f  Form A. C opies o f  both  forms 

are con ta in ed  in  Appendix A.

R ecord ing. -  The record in g*  were made by Arthur J .

H a v lo v ie , whose q u a l i f i c a t io n s  r e s t  on many y ea rs  o f  p r iv a te  

ex p er ien ce  and exp erim en t. The m a te r ia l was performed fo r  record ­

ing  by v o c a l and p iano stu d en ts o f  th e C ollege o f  Music o f  C in c in n a ti,  

and by th e C o llege  Symphony O rch estra .

C onstru ction  o f  T est I . -  In  Form A. T est  I .  R eco g n itio n  

o f  T o n a lity . S ec tio n  A. M elo d ies , th e  m a ter ia l c o n s is t s  o f  fo u r -p a r t  

songs sung by mixed q u a r te t; s o l i  by a v a r ie ty  o f  v o ic e s ,  both  

accompanied and unaccompanied; s o l i  by a v a r ie ty  o f  in stru m en ts, 

both accompanied and unaccompanied; s e le c t io n s  on th e  p iano a lo n e;  

and o r c h e s tr a l s e le c t io n s .  A wide v a r ie ty  o f  m a te r ia ls  and media 

are in te n t io n a lly  p resen ted . Form A. Teat X,  R ecogn ition  o f  

T o n a lity . S ec tio n  1 .  Chords, c o n ta in s  a  su c c e ss io n  o f  chords in  

r e la te d  and u n re la ted  t o n a l i t i e s . These occur in  v a r io u s  p o s it io n s ,  

in v e r s io n s , and r e g i s t e r s ,  and ware recorded from piano perform ance.
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Form B . T est I .  Major and M inor, I s  I d e n t ic a l  with, Form A. T eat I .  

S e c t io n  A in  m a te r ia l c o n te n t . Appendix B c o n ta in s  a  com plete  

c a ta lo g  o f  m a te r ia l.

C onstruction  o f ' f e a t  I I .-- In Form A. l e s t  I I .

D iscr im in a tio n . S e c t io n  A. M eter, th e  m a ter ia l c o n s is t s  o f  fo u r -  

p art songs performed by mixed f u s r t e t  and p ian o , and symphonic 

e x c e r p ts  p layed  by symphony o r c h e s tr a . Form A. T eat I I ,  Bhythmle 

B ia cr im in a tio n . S e c t io n  1 .  Tempo, c o n ta in s  m a ter ia l id e n t ic a l  w ith  

S e c t io n  A. l i s t e r ,  ex cep tin g  th a t  i t  i s  a lte r e d  to  s u i t  th e  t e s t in g  

purposes th e  tem pi re ta r d , a c c e le r a te ,  or remain c o n s ta n t. Form 

B. Teat I I .  Counting, i s  id e n t ic a l  w ith  form  A. T eat I I .  S e c t io n  A 

in  m a te r ia l c o n te n t . The com plete m a te r ia ls  are  l i s t e d  in  Appendix B .

C onstru ction  o f  T est  I I I . -  In Form A. T est I I I .  Dramatic 

F e e lin g , th e  m a ter ia l c o n s is t s  o f  in stru m en ta l ex ce rp ts  from standard  

op eras p layed  by symphony o r c h e s tr a . F ora B. T est I U ,  S t o r ie s  and 

P ic tu r e s . co n ta in s  th e  same m ateria l*  which i s  ca ta logu ed  in  Appendix B 

C onstru ction  o f  f a s t  I F . -  la  Form A. f e e t  IF . Knowledge o f  

M usical L ite r a tu r e , th e  t h ir t y  s e le c t io n s  a re  a l l  p resen ted  in  th e  

o r ig in a l  medium, v o c a l or  in stru m en ta l, or a com bination o f  th e  tw o. 

They occur in  order o f  p o p u la r ity  (se e  Chapter T i l ) .  T h is t e s t  i s  

not in clud ed  in  Form B . Appendix B co n ta in s  th e  com plete c a ta lo g .

Sources o f  Data on th e  Performance o f  th e  T e s t s , -  To 

secu re  r e p r e se n ta t iv e  data  on th e performance o f  th e  m easures, th e y  

were adm in istered  to  309 c o l le g e  freshmen in  th e  m usic f i e l d
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u

d is tr ib u te d  p ro p o rtio n a te ly  among tw elve in s t i t u t io n s  o f  h igher  

ed u ca tio n . These in s t i t u t io n s  and th e  a d m in is tra tiv e  o f f i c i a l  

whose coop era tion  made th e  t e s t in g  p o s s ib le  and th e  d a te  o f  t e s t in g  

are con ta in ed  in  Appendix 8 .  I t  w i l l  b e  n oted  th a t  th e  in s t i t u t io n s  

named rep resen t fo u r  s t a t e s ,  and are  about e q u a lly  d iv id ed  among 

u n iv e r s i t i e s ,  tea ch er s  c o l le g e s ,  and c o n se r v a to r ie s  o f  m u sic . The 

t e s t s  were a ls o  g iv en  t© f i f t y - s e v e n  c o l le g e  academ ic S tudent* a t  

th e  Teachers C o lleg e  o f  th e  U n iv e r s ity  o f  C in c in n a ti, members o f  

th e g en era l m usic c la s s  o f  M iss Sarah Y. C lin e , on November 2 6 , 1940. 

They were fu r th er  adm in istered  to  467 se n io r  h igh  sch oo l s tu d e n ts ,

453 ju n ior  h igh  sch o o l s tu d e n ts , and 400 in term ed ia te  grade p u p ils  

a t in s t i t u t io n s  a ls o  named, to g e th er  w ith  th e coop era tin g  ad m in istra­

t iv e  o f f i c e r  and 4ha d ate  o f  t e s t in g ,  in  Appendix D. These sch o o ls  

are d iv id ed  e q u a lly  between m etrop o litan  and c o n so lid a te d  v i l l a g e

ty p e s , and are s ix  in  number.
- )

The C r ite r io n  Group. -  The p resen t stu d y  i s  baaed upon th e  

b e l i e f  th a t  v a lid  m easures o f  any c a p a c ity  w i l l  "prove up" a g a in st  

in d iv id u a ls  who o b v io u s ly  p o sse ss  a h ig h  degree o f  such a c a p a c ity .

In  o th er words, such  in d iv id u a ls  w i l l  a ch ieve  h igh  sc o r e s  on th e  t e s t * .  

To t e s t  th e  t e s t a ,  th e r e fo r e , th ey  were adm in istered  in  whole or in  

p art to  forty -tw o  members o f  v a r io u s  c o l le g e  m usic f a c u l t i e s  and th e  

C in cin n a ti Symphony O rch estra . A com plete l i s t  o f  t h i s  " c r ite r io n  

group" i s  co n ta in ed  in  Appendix C. The mean performance o f  th e  

group on each t e s t  i s  presen ted  in  Table I I I .

The R evised  S co r in g  Key. -  O bviously , i t  was n ot exp ected
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th a t  each member o f  th® c r i t e r io n  group would a ch iev e  th a  maximum 

sc o r e . However, any co n cen tra tio n  o f  erro r  on any item  on* item s  

o f  any t e a t ,  Knowledge o f  M usical L ite r a tu r e  ex cep ted , oou ld  he  

in te r p r e te d  as in d ic a t io n  o f  f a u l t  in  suoh item *. I t  was a r b i-
i

t r a r i ly  decided  th a t th e  answer g iv en  by s e v e n ty - f iv e  p ercen t o f  

th e  group be accepted  as th e  co r r e c t answ er.

In  f e a t  I-A , R ecogn ition  o f  T o n a lity , M elod ies, no such 

in s ta n c e  occurred , and th e  o r ig in a l  sc o r in g  key was r e ta in e d  fo r  

a l l  subsequent s c o r in g .

In  T e st  I -B . R ecogn ition  o f  T o n a lity , Sherds, item s 12 ,

29 , and 46 were judged major in s te a d  o f  minor, or v i c e  v e r s a , by 

s e v e n ty - f iv e  p ercen t o f  th e  group. In th e r e v ise d  key , th e r e fo r e ,  

e i th e r  answer was c r e d ite d  fo r  th e se  ite m s . I n v e s t ig a t io n  proved  

th e  source o f  th e se  erro rs  to  be in d i s t in c t  reco rd in g ; i t  i s  super­

f lu o u s  to  n ote  th a t  th ree  q u a rters  o f  such a group would n o t m istake  

a  major chord fo r  m inor, o r  minor fo r  m ajor, were i t  c l e a r ly  pre­

sen ted  fo r  judgment.

In  T e s t  I  I-A . Rhythmic B ia cr im in a tio n . M eter, items: 6 ,  25 , 

and 28 were judged to  count by th r e e  in ste a d  o f  s ix  by s e v e n ty - f iv e  

p ercent o f  the c r i t e r io n  group, and item s S, 1 0 , 1 6 , 1 8 , 24 , and 2? 

were judged to  count by four in s te a d  o f  tw o. A ccord in g ly , e i th e r  

answer was c r e d ite d  in  th e r e v is e d  k ey . T his tw o-fou r and t h r e e - s ix  

d i f f i c u l t y  w i l l  b e 'd is c u s se d  a t  g rea ter  le n g th  su b seq u en tly . Item  

22 caused so much disagreem ent and error  th a t  i t  was c r e d ite d  in  a l l  

c a s e s , th e  trou b le  seem ing to  l i e  in  both  b r e v ity  and in d is t in c t  

rec o rd in g .
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In  Teat I I -B , Rhythmic D1 scr im in a tlo n , Tempo. Item s 5 

and i t  were judged fa s t e r  t e t h e r  than c o n sta n t, item s 8 ,  9 , 10 * 1 5 ,  

20 , and 32 con stan t ra th er  than f a s t e r ,  and by th e r e v is e d  key  

answers were accord in g ly  c r e d ite d  e i th e r  way. Some item s sewn to  

b e to© lo n g  fo r  t h e ir  purpose t r u b a tl creep  in  and c r e a te  C onfusion .

The d i f f i c u l t i e s  a r i s in g  in  con n ection  w ith  T est I I I .

Dramatic F e e lin g , w i l l  be d iscu sse d  a t  some le n g th  l a t e r .  Item s 5 ,
/

? , 8 ,  1 3 , 2 0 , 21 and 22 were marked o th erw ise  than accord in g  to  th e  

o r ig in a l  key . S in ce  in  each  in s ta n c e  th e  d if f e r e n t ia t io n  concen­

tr a te d  on one o f  th e  th ree  a lte r n a t iv e  c h o ic e s ,  t h i s  a lte r n a te  was 

accepted  in  the r e v is e d  k ey .

In  T est 17 . Knowledge o f  M usical L ite r a tu r e , th e r e  was, 

o f  co u rse , no p o s s i b i l i t y  fo r  r e v is io n  o f  the k ey . I t  i s  p e r t in e n t  

to  n o te , however, th a t  o f  the t h i r t y - s ix  in d iv id u a ls  ta k in g  th e t e s t ,  

th e con ten t o f  which had been s e t  up by c o l le g e  te a c h e r s  o f  m usic a s  

a f a ir  r e p r e se n ta tio n  o f  what c o l le g e  m usic freshmen should  know, two 

knew a l l  o f  th e  numbers, and' th e  o n ly  s e le c t io n  a ch ie v in g  unanimous 

r e c o g n it io n  was F oster* s  Old F o lks a t  Home.

Scoring. Mad R o m s. -  .The t e s t s  adm in istered  to  a l l  student®  

were f i r s t  scored  w ith  th e o r ig in a l key, and so rep orted  to  th e  

v a r io u s  in s t i t u t io n s .  A fter  the c o n str u c tio n  o f  th e  r e v ise d  key the  

t e s t s  were r e s c o r e t  and rep orted  in  te r n s  o f  p e r c e n t i le  ran k s. These 

p e r c e n t i le  ranks were computed fo r  c o l le g e  m usic freshmen and se n io r
i

h igh  sch o o l (Form A ), and fo r  ju n ior h ig h  sch o o l and in term ed ia te
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grades (Form B) a f t e r  com p ila tion  o f  ta b le s  o f  e r r o r s  dem onstrated  

th a t  refinem ent beyond th e se  d iv is io n s  would be somewhat u s e le s s ,  

a t l e a s t  w ith  th e  p resen t d a ta . Table I  co n ta in s  such a  com pila­

t io n  fo r  th ree  t e s t s ,  and i s  subm itted  both  a s  a  sample ta b le  o f  the  

typ e d escr ib ed  and a s  support fo r  th e  p r a c t ic e  adopted w ith  r e sp e c t  

to  th e  c a lc u la t io n  o f  p e r c e n t i le  ran k s. The number o f  e r r o r s  made 

on each item  o f th e  t e s t  d o es  not vary ap p reciab ly  from one grade o f  

th e se n io r  h igh  sch o o l to  an oth er. There are e x c e p t io n s , o f  co u rse , 

but a s  many in  one d ir e c t io n  as in  th e  o th e r . The paper# from  

which th e s e  com p ila tion s are taken were s e le c te d  a t  random, and 

serve to  i l l u s t r a t e  the homogeneity o f  the se n io r  h igh  sch o o l group.

Summary.-  The p resen t chapter s t a t e s  th a t  th e  t i t l e  o f  

th e b a tte r y , Measures o f  M usical Background, a c c u r a te ly  d e f in e s  i t s  

fu n c t io n , which i s  th e  measurement o f  m u sica l s ta tu s  a s  an index  o f  

p o t e n t ia l i t y .  I t  has d escr ib ed  th e  t e a t  b la n k s , in d ic a te d  th a t  the  

perform ances fo r  th e  reco rd in g s were by stu d en ts  o f  th e C o lleg e  o f  

M usic o f  C in c in n a ti, and s e t  down in  d e t a i l  th e r e la t io n s h ip  between  

th e  two forms o f  th e  b a t te r y .  The m a te r ia l con ten t o f  each  t e s t  was 

d e sc r ib e d . I t  was noted  th a t  th e  b a tte r y  was adm in istered  to  approx­

im ate ly  th ree  hundred c o l le g e  m usic freshm en, and fo u rteen  hundred 

p u b lic  sch o o l p u p i ls ,  grades fou r through tw e lv e , in  e ig h te e n  i n s t i ­

t u t io n s .  I t  fu r th e r  d escr ib ed  th e  ad m in istra tio n  o f  th e  b a tte r y  t o  

a c r i t e r io n  group o f  exp ert m u sic ia n s, and the c o n str u c tio n  o f  a 

r e v ise d  sco r in g  key based on t h e ir  r e a c t io n s .  T e s ts  were scored  by  

t h i s  key , and p e r c e n t i le  ranks computed fo r  c o l le g e  m usic freshm en,
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T A B U  I

INCIDENCE OF ERRORS ON THE INDIVIDUAL ITEMS 
@F TESTS I -A , I I -A , AND I I I  MADE BY 
40 TENTH GRADE, 4 0  ELEVENTH GRADE,

AND 40  TWELFTH GRADE STUDENTS

Item

Num­
ber*

T est I-A T est II-A T est I I I

Grade
10

Grade
11

Grade
12

Grade
10

Grade
11

Grade
12

Grade
10

Grade
11

Grade
12

3 , . . « 17 17 17 11 11 5 17 14 13
4* »». 7 10 13 12 12 11 8 8 9
§* » » 0 9 12 8 35 37 34 38 35 37
6* * * * 14 20 14 19 16 12 28 30 36
7 * * * • 7 12 16 12 23 18 24 19 28
8 • • • • 13 13 17 18 26 19 35 39 32
9 . « • « 7 7 12 37 38 35 21 24 21

10*. • « 12 9 6 36 36 36 13 20 18
XI• • •  • 15 17 17 34 35 36 22 19 21
IS * ».« 19 20 17 36 39 34 15 11 13
1 3 * ••• 12 19 22 24 21 18 21 21 17
14 • • *« 10 15 17 35 35 37 22 19 19
1 5 * .• • 22 19 18 17 20 14 26 22 29
16*.« * 19 16 20 29 28 32 15 19 26
1 7 . . , . 24 26 20 24 24 16 28 23 21
1 3 . . . . 27 28 25 19 25 15 38 34 35
1 9 . . . . 14 19 14 33 33 29 23 25 27
20 .> .* 16 23 20 21 23 21 16 16 19
21 . . . . 15 12 ' 10 18 22 24 19 16 17
22 * . . . 28 16 19 35 39 36 30 27 27
2 3 • • • , 12 12 13 17 12 12
2 4 . . . . 17 11 16 35 32 32
2 5 o« « « 10 16 15 36 39 32 ♦item s number 1
2 6 . • . . 10 21 20 22 24 19 and 2 o f  each
2 7 . . .» 22 14 18 31 37 37 t e s t  serv e  a s ex -
2 8 . . o * 11 13 13 37 40 36 am ples, and hence
2 9 . . . . 20 16 18 15 24 14 are not scored a
3 0 . . . . 4 12 11 39 38 36
3 1 . . . . 10 8 11 24 25 19
3 2 . . . . 6 11 7 23 14 16
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se n io r  h igh  sch oo l p u p ils ,  Junior h igh  sch o o l p u p i ls ,  and in term ed ia te  

grade p u p i ls .  The ensu ing fo u r  ch ap ters co n ta in  a  d e ta i le d  a n a ly s is  

o f  th e c a p a c it ie s  t e s te d  by th e  b a t te r y .
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CHAPTER I ?

TEST IS RECOGNITION OF TONALITY

Chapter I  proposed a th r e e - fo ld  a n a ly s is  o f  music in  

term s o f  to n e , rhythm, and em otional c o n te n t . The p resen t chapter  

i s  concerned w ith  the reason s u n derly in g  th e  s e le c t io n  o f  the  

a b i l i t y  to  reco g n ize  t o n a l i t y  or mode a s  the c a p a c ity  to  be meas­

ured in  in d ic a t io n  o f  p o t e n t ia l i t y  in  th e  to n a l a rea . I t  i s  a lso  

concerned w ith  th e  d e f in i t io n  o f  t o n a l i t y ,  and th e d is c u s s io n  o f  

i t s  c h a r a c t e r is t ic s .

The C ru cia l C apacity . —  S ev era l c o n s id e r a tio n s  determ ined  

th e s e le c t io n  o f  s e n s i t i v i t y  to  modal d if fe r e n c e  as th e  v a r ia b le  

to  be t e s t e d . F i r s t ,  th e  d iv is io n  between major and minor i s  the  

one th a t i s  common to  p r a c t ic a l ly  a l l  modern music (modern in  the  

broad h is t o r ic a l  sen se )*  I t  i s  tru e  th a t some music i s  w r itte n  

in  the anbient modes, and th a t some makes use o f  the p en ta ton ic  

s c a le ,  but even though i t  i s  recogn ized  a s  such by th e  hearer i t  

s t i l l  c a r r ie s  a major or minor c o lo r in g . (Some in d iv id u a ls  h ig h ly  

tra in ed  in  c l a s s i c a l  m usical theory may qu ibb le on t h i s  p o in t .)

Music em ploying p o ly to n a lity  or a to n a lity  i s  a rare e x c e p tio n , and 

has been excluded  from th e  t e s t .  Second, a measure o f  resp on ses  to  

major and minor i s  not open to  th e type o f  d i f f i c u l t y  encountered  

by t e s t s  o f  consonance or harmonic f e e l in g ,  where r e a c t io n s  are 

o fte n  determ ined by t a s t e .  T hird , the gen u in ely  m u sica l in d iv id u a l

SO

/
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has t h i s  f e e l in g :  t h i s  sen se  ©f th e  harmonic (not n e c e s s a r ily  

whet i s  harmonious) i s  b a s ic  to  th e  a b i l i t y  to  th in k  m u s ic a lly .

I t  may be o b jec ted  th a t  o n e  th in k s  m u sica lly  in  th in k in g  o f  a 

m elody, b u t , to  th e  m u sic a lly  ta le n te d , any melody im p lie s  a  

harmony* Ho t e s t  o f  p itc h  v a r ia b i l i t y  can touch  t h i s  fu n c tio n ;  

t e a t s  m easuring th e  c a p a c ity  to  determ ine th e  te n d e n c ie s  o f  to n es  

to  more in  c e r ta in  d ir e c t  io n s  come c lo s e s t  to  i t .  Fourth and 

f i n a l l y ,  th e  s c a le ,  major or m inor, and th e harmonic t i s s u e s  th a t  

grow out o f  i t ,  i s  th e  a e s th e t ic  p a ttern  fundamental to  th e  to n a l  

elem ent o f  m u sic . These prelim in ary  remarks d e liv e r e d , some a t ­

te n t io n  i s  due th e  con cep t o f  to n a lity *

D e f in i t io n . —  T o n a lity  i s  v a r io u s ly  d escr ib ed  accord in g  

to  i t s  u s e .  Most fr e q u e n tly , and i t  i s  in  t h i s  sen se th a t  i t  i s  

here u sed , i t  means f e e l in g  fo r  k ey . In th e  h earin g  or perform­

ance o f  a com position  we f e e l  each harmonic p r o g r e ss io n , each  

m elodic movement, in  r e la t io n  to  th e  to n a l i t y  or key in  which th e  

com position  i s  w r it t e n .  I f  i t  changes key i t  m odu lates, and we 

are g iv e n  a new b a s is  o f  f e e l in g ,  a  new "system  o f  to n a l ex p ecta ­

tio n " 1 .  The c e n tr a l harmony about w hich th e  m u sica l s tr u c tu r e  i s  

b u i l t  and w ith  which i t  norm ally  b eg in s  and concludes i s  c a l le d  th e  

t o n ic .  Thus in  th e key o f  C-major th e  to n ic  i s  th e  C-major chord 

or tr ia d s  o -e -g ;  and a l l  o th er  harm onies in  th e  key hear v a r io u s  

d egrees o f  r e la t io n s h ip  to  th is *  There are f i f t e e n  major k ey s ,

1  '
James L . Mar s e l l .  The P sychology o f  M usic, p .  12B.

New York; W. ¥ ,  Norton and C o ., I n c . ,  1937.
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and each h as a r e la t iv e  minor u sin g  th e  same hey s ig n a tu r e .

The f l a t s  and sharps o f  th e  to y  s ig n a tu re  sim ply serv e  t© p reserve  

th e se  fa m ily  r e la t io n s h ip s  among harmonies a t  d if f e r e n t  p itc h  le v e ls *  

Hence a  eom posit ion M y he transposed  to  a  h igh er or low er to y  in  

order to  ach ieve  a  more com fortable v o ic e  ran ge , or fo r  o th e r  rea ­

so n s . w ithout d estro y in g  i t s  in t r in s ic  in te r n a l harmonic s tr u c tu r e .

I t  i s  cla im ed by many m u sic ia n s , and probably upon good grounds, 

th a t k ey s have q u a l i t i e s ,  th a t th e p itc h  l e v e l  o f  a com position

may not be changed w ithout su b tra c tin g  from i t s  o r ig in a l  e f f e c t .
2

Beaunis summarizes t h i s  op in io n  w ith  th e se  remarks:

T h is  em otional d if fe r e n c e  o f  sounds does not l im i t  i t s e l f  
to  sounds o f  vary in g  p itc h  and inodes, i t  extends i t s e l f  to  th e  
t o n a l i t i e s ,  and t h i s ,  i s  th e  op in ion  o f  a l l  m u sic ia n s , w ith ou t ex­
p la in in g  i t s  p e c u l ia r i t y .  I t  i s  s u f f i c i e n t  t o  tra n sp o se  a phrase 
to  change com p lete ly  i t s  ch aracter*  • .  I t  must be s a id ,  however, 
th a t m u sician s are fa r  from a g ree in g  on th e c h a r a c te r is t ic  th a t  
mast b e a ttr ib u te d  to  each t o n a l i t y .

T h is c o n s id e r a tio n , however, i s  beyond th e  scope o f  th e  p resen t  

study*

Hence when a com position  i s  in  a major to y  we say  th a t  

i t  i s  in  a major t o n a l i t y ,  or i f  i t  i s  in  a minor to y  we say th a t

2
B* B eau n is, "L*emotion m u sica ls" , Revue P h ilo a o -  

u h ia u s, LXXX7T, {November-Baoenber, 19 1 8 ), 360 .

O ette d if fe r e n c e  e m o tio n e lle  des sons ne se  l i m i t s  pas aux sons  
de d iv e r se s  hauteurs e t  aux modes, e l l e  s ’etend  elle-m em e aux 
to n a l i td s  e t  c e e i  de l ’a v is  de toms l e s  m u sic le n s , sans qu*on 
p u is  so  ex p liq u er  ca t to  p a r t ic u la r i t y .  I I  s u f f i t  de tran sp oser  
un morcean pour en changer complStement l e  c a r a c te r e . .  . I I  fau t  
d ir e  ©©pendant quo le a  m u sic ien s son t lo in  de s^accorder sur l e  
o a r a e tlr e  qu’ i l  fa u t a ttr ib u e r  d chaque t o n a l i t e .
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i t  i s  in  a minor t o n a l i t y .  Com positions are o f  ton  named fo r  

th e ir  t o n a l i t y ,  a s Bach’s  B-minor Maas. Chopin’ s  A-raajor P o lo n a is e .

S ir  George Grove s e e s  key f e e l in g  a s  th e  r e s u lt  o f  e v o lu t io n  fro®  

th e  in c r e a s in g  harmonic o r g a n isa t io n  o f  modal polyphony, com p lete ly  

su pp lan ting  th e  l e s s  u n iv e r sa l v a lu e s  th a t depended on th e  p a r tic u ­

la r  ch aracter  o f  a  p a r t ic u la r  mode. In terp reted  as a s t r i c t l y  

h is t o r ic a l  statem ent t h i s  i s  no doubt true*  In  a broader sen se  

i t  i s  probably more accu rate to  say th a t  modal polyphony was one 

o f  se v e r a l instrum ents by which key f e e l in g  was d isc o v e r e d . In  

oth er  w ords, i t  d id  n o t ev o lv e  through growth; i t  was d isco v ered

through exp erim en t. Gfove a ls o  p o in ts  o u t the dependence o f  form
4

upon t o n a l i t y  fo r  " in tr in s ic  a r c h ite c tu r a l coherence", a  p o in t

th a t has been co n tested  in  recen t y e a r s .

5P r a tt  d is c u s s e s  t o n a l i t y  w ith  re fe ren ce  to  s in g le  to n es  

under th e  name o f  octave q u a lity t  th e  s tr ik in g  resem blance o f  one 

ton e to  another even though th ey  are separated  by an octave in  p i t c h .

3
Scows’ a D ic tio n a ry  o f  Music and M u sicians, Third E d it io n ,  

Vol V, p . 35 0 . lew  York: The Macmillan C o ., 1928.

4
IM & A i lo c ^ c i t .

5
C a rro ll C. P r a t t ,  The Meaning o f  M usic, p p . 6 3 -7 1 . 

lew  York: McGraw-Hill Book C o ., 1931 .
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He in d ic a te s  th a t i t  i s  one o f  a number o f  q u a l i t i e s  which come 

in to  being  ae th e  r e s u lt  o f  th e  r e la t io n s h ip  between to n e s , and 

p rop erly  id e n t i f i e s  i t ,  not as a sim ple au d itory  a t t r ib u t e ,  but 

a s  an a t tr ib u te  o f  to n a l form . T o n a lity  thus d e f in e d , th e  cla im  

o f  t h i s  study th a t a t e s t  m easuring th e a b i l i t y  to  rec o g n ize  major 

and minor to n a l i t y  i s  on th e p ercep tu a l l e v e l  g a in s  a d d it io n a l,  i f  

u n n ecessary , v e r i f i c a t i o n .

M o d a lity .—  Whereas th e tone C p o s se s se s  q u a l i t i e s  which

id e n t i fy  i t  as C from o ctave  to  o c ta v e , th e  s e a ls  based upon 0 or

th e t r ia d  o f  which C i s  th e  fundamental must be heard in  order to

make i t  rec o g n iza b le  as C-minor or C-major.  The ( to n ic )  t r ia d

i s  made up o f  th e  to n es  on th e  f i r s t ,  th ir d ,  and f i f t h  degrees o f

the s c a le .  I f  th e th ir d  i s  a major th ir d  two whole to n e s  —

above th e  f i r s t  degree or keynote th e  tr ia d  i s  m ajor; i f  th e

th ir d  i s  a minor th ir d  —  one and one h a l f  to n es —  above the

f i r s t  degree or keynote the tr ia d  i s  m inor . 6 In th e  major sc a le

c e r ta in  d is ta n c e s  are e s ta b lis h e d  between the s t e p s ,  in  th e minor

7s c a le  c e r ta in  o th ers  are e s ta b l is h e d ,  l e d f i e ld  p o in t s  ou t th a t

6
For a good te c h n ic a l ex p la n a tio n  o f  t h i s ,  a a a a r g .  

D ic tio n a ry  o f  Music and M u sicians. Third E d it io n , Y o l. I l l ,  p .  
B i t .  New York: The Macmillan G®., 1927 .

7
John l e d f i e l d ,  Music t A S c ien ce  and in  A rt. pp . 1 8 7 -8 8 . 

New York; A lfred  A. IhO pf, 1928 .
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in  u s in g  our p resen t major an t minor modes we have r e ta in e d  but 

two — th e  Ion ian  an t A eo lian  — o f  th e tw elve  modes th a t  are  

fou n t in  th e n atu ra l' sea l© , a l l  o f  which d i f f e r  m e lo d ie a lly .

One exp la n a tio n  o f t h i s  h as a lrea d y  been n oted , —  th a t  to  our 

e a r s  a l l  o f  th e  a n c ien t m otes imply one or th e o th er  o f  th e  

modern o n e s . T ro tter8 d evelop s another*

Church ansi©  was o f  Greek o r ig in ,  and Greek m usic 
belonged to  th e  A s ia t ic  and n o t  th e European gen u s. I t  w ould , 
th e r e fo r e , owe i t s  o r ig in  n ot to  th e consonant in s t in c t ,  w hich  
gave u s  our popular a r t ,  b u t to  o th er  c a u se s . In  E astern  a r t  
th ere  may be tr a c e s  o f  th e  consonant in s t in c t ,  but i t  has not 
th e  m oulding power th a t  i t  p o s s e s s e s  in  our W estern m u sic , .  .
As we have seen , W estern m usic i s  la r g e ly  founded on th e  
in s t in c t  fo r  consonance, and th e r e fo r e , th e  s c a le  form ation  
must sp rin g  from th e chord, and a s  th e r e  are o n ly  two consonant 
chords — th e  major and th e minor — th ere  w i l l  o n ly  be two 
s c a l e s , th e  one having as i t s  b a s is  th e  m ajor, th e  o th er  th e  
minor chord* But where th e r e  i s  no such b a s i s ,  th e r e  may, and 
probably w i l l  b e , any amount o f  d if f e r e n t  s c a le s .  .  .  A gain , in  
W estern m usic th e  in s t in c t  fo r  consonance and th e ch aracter  o f  
th e  d an ces, which d ic ta te d  th e  rhythm ic scheme o f  th e  m usic, 
made i t  im perative th a t  th ere  should  be a c e r ta in  c e n tr e , around 
which the sounds m ight be grouped, and th a t  t h i s  cen tre  should  
stand  out a s  a home from w hich th e  m usic s e t s  o u t ,  and t o  which  
i t  must r e tu r n .  The id ea  o f  key  w ould, th en , in  th e  f i r s t  
in s ta n c e  be not so  much th e  u se  o f  c e r ta in  sounds making a s c a le , 
a s  a c e n tr a l sound around which o th er  sounds c i r c l e ,  and which  
must be reached b efo re  a sen se  o f  repose i s  g a in ed . But in  th e  
E astern  a r t  th ere  i s  no such in s is t e n c e  on k e y -c e n tr e .

He goes on to  show t h a t ,  a f t e r  harmony grew out o f  the  

music o f  th e  p e o p le , and co u n terp o in t ou t o f  th a t  o f  th e  Church, 

a fu s io n  came about to  make one a r t  w ith  i t s  "com bination o f  

m elody, harmony, and cou n terp o in t in  one g r e a t  rhythm ic scheme".

8
T . H . lo r k e  T r o tte r , Music and iiln d , p p . 1 0 0 -0 6 . 

London* Methuen and C o ., L td .,  1084 .
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The modes o f  th e  Church disappeared  ia  fa v o r  o f  th e modes o f  th e  

p e o p le ♦

A co n sid era b le  amount o f  th e o r iz in g  has been done
e

concern ing  th e  r e la t io n s h ip  between th e  m odes. Biemann 

r ep re se n ts  th e  extreme v iew p oin t in  co n sid er in g  them o p p o s ite  in  

a l l  th in g s .  He an a ly zes  the major t r ia d  a s  a  minor th ir d  super­

imposed upon a major th ir d , th e  m inor tr ia d  a s  a major th ir d  

superim posed upon a minor th ir d ,  lia jo r  t r ia d s  or chorda he  

names by the r o o t  o r  lo w est number, minor by th e  f i f t h  o r  h ig h est  

contrary  to  g en era l u sa g e . Thus 0-m ajor ia  "uber o" ("over c " ) ,  

A-minor "u n ter  e" ("under a " ) .  For Riemann, th e r e fo r e , works 

such a s  Schubert*s B-minor Symphony are im properly named* 

Purakkorda (major chords) ha named O berklanee. Bfollakkorde (minor 

chords) TTnterklanga.

W aiblinger10 quotes Bulpe as h o ld in g  Riemann»s v iew p oin t  

—  "Per M ollakkorde i s t  a ls o  n ic h ts  anderes a le  d ie  IBnkehrung dee  

Durakkordes" ("The minor chord i s  thus n oth in g  more than th e  

in v e r s io n  o f  th e  major chord")* W aiblinger h im se lf  f e e l s  th a t  

m ajor h as one c e n te r , minor two ("Bur i s t  z e n tr is c h , M oll i s t  

b e iz e n tr is c h " ) .11 The major chord, he e x p la in s , h as a  s in g le

9
Hugo Biemann, Elem entar-Schulbuch der Harmon ie -L e h r e , 

pp* 9 -1 0 . L e ip z ig :  Max H esses Y erlag , 1906 .

10
Erwin W aib linger, ”Dur u n i M oll" , lrch .lv  f i r  d ie  

gesam te P sy c h o lo g ic . XXIF (August 1 3 , 1 9 1 2 ), f .

11
f P» IS e
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to n ic *  I t s  r o o t ,  The minor chord h a s  a double r e fe r e n c e , 

namely th e  ro o t and th e  th ird *  th e  l a t t e r  b ein g  th e  ro o t o f  

i t s  r e la t iv e  m ajor.

Concerning th e German words fo r  major and minor (Pur 

and M oll, th a t i a ,  hard and s o f t )  K&lpe12 exp lod es an a n c ien t  

myth:

An e s p e c ia l  importance a tta c h e s  to  th e  two g rea t chord 
system s a t  p resen t employed in  polyphonic music* th e  major and 
the miner* o r ,  as th ey  were o r ig in a l ly  c a l le d ,  hard and s o f t  
(German dur and m o l l ) * As a t  f i r s t  applied* th e names d id  not 
r e fe r  to  a d if fe r e n c e  in  the compound c la n g s , but were sim ply  
d if f e r e n t  terms in  m u sica l nom enclature, in d ic a t in g  a  d if fe r e n c e  
o f  s c a l e .  The sequence o f  f  g  a fc-natural (b durum? was d e s ig ­
nated  hardj and th e  sequence o f  f  g a b - f la t  (b m o lla ? s o f t .
I t  i s  e v id e n t th a t th e  two words were p rim arily  used  in  fu ih e  
d if f e r e n t  m eanings from th ese  which th ey  bear in  modem m usic; 
and i t  i s  im portant to  keep t h i s  f a c t  in  mind when we are  
tempted to  draw an in feren ce  from th e  o r ig in a l  names to  th e  
ch aracter  and m usical e f f e c t  o f  th e  ch ord s,

ISMood E f f e c t s . — Britan.'* s statem ent th a t wth e  m ost

su b tle  e f f e c t  o f  any o f  th e  harmonic fa c to r s  in  m usic i s  th e  

p sy c h o lo g ic a l e f f e c t  o f  th e major and minor modes’* w i l l  f in d  

l i t t l e  c o n tr a d ic t io n ;  disagreem ent w i l l  a r is e  on ly  when attem pt 

i s  made to  account fo r  t h i s  e f f e c t *  B ritan  e x p la in s  i t  on th e  

b a s is  o f  mental in te r p r e ta t io n  f ix e d  by custom and h a b it ,  retu rn ­

in g  to  th e  Greek modes to  prove h is  p o in t ,  a d m ittin g , however,

12 rt
Oswald K ulpe, O u tlin es  o f  P sych ology , pp. 2 9 7 -9 8 .  

T ran slated  by 2 .  B . T itc h sn e r , lew' Y orktT he M acmillan C o .,  1901.

13
B* B . B r ita n , The P hilosophy o f  M usic, p .  13 3 .

New York: Longmans, Green, and C o ., 1911.
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th a t  th e r e  was s t i l l  a  su b je c t iv e  fa c to r  h i s  theory  d id  s o t  

account fo r  * I t  i s  w e ll  known th a t  the Greeks con sid ered  c e r ta in  

o f  th e ir  modes eq u iv a len t to  our major to  be s o f t  and e ffe m in a te , 

o th ers  s im ila r  to  our minor to  be manly and w a r lik e . P lat©  makes 

a  d e f in i t e  p o in t o f  t h i s  in  h is  R ep u b lic .  B eaunis^4  f e e l s  th e  

d is t in c t io n ,  but ends on a n o te  o f  u n cer ta in ty  in  th e  sta tem en t th a t

In our modern m usic, th e  major mode, more lum inous, evokes  
a  f e e l in g  o f  r e p o se , o f  f u l ln e s s ,  o f  s a t i s f a c t io n ;  i t  i s  ga y , 
b r i l l i a n t ,  op en -h earted , whereas th e  minor mode, more sombre, 
shadowy, i s  accompanied by a f e e l in g  o f  u n c e r ta in ty , o f  co n fu sio n , 
o f  sad n ess i t  i s  more in d eterm in ate , m elancholy , a g ita t e d ,  more 
m oving. But th e r e  ag a in , i a  v iew in g  th e  e v o lu t io n  o f  m usic in  
r e tr o s p e c t ,  one w i l l  f in d  th e d if fe r e n c e  o f  r a c e ,  and one w i l l  
a r r iv e  a t  c o n f l i c t in g  c o n c lu s io n s .

15
Tanzi b e l ie v e s  th a t

14
H. B eaan ia , © s u e it . ,  p .  3d©

Dans n o tre  musique modem®, l e  p le n itu d e , de s a t i s f a c t io n ;  i l  e s t  
gad, b r i l l a n t ,  o u v er t, ta n d is  qua l e  mode m ineur, p lu s  sombre, 
coimne assom rdi, s'aceompagne d*ua sen tim en t de vague, de d e sa r r o i,  
£e t r i s t e s s e ,  i l  e a t  p lu s  in d eterm in e, m elan co liq u e, in q u ie t ,  p lu s  
emouvant.  Mais l a  encore en remontant dans I n v o lu t io n  m u sica ls  
on r e tr o u v e r a it  d es d if fe r e n c e s  de race a t  on a r r iv e r a i t  a  des 
co n c lu s io n s  o p p osees.

15
Eugenio T an zi, "Concerning th e  P ercep tion  o f  M usical 

Chords" (" S u lla  p ercezion e  d e g li  accord! m u s ic a ll" ) , R iv is ta  d l 
P l lo s o f ia  S o le n t l f l e a .  V I, (18 8 7 ), 174 -  7 5 .

La d iv e r s i t a  d e l la  p o r ta ta  em otiva a t t r ib u it a  a i due accord! non e  
e e r to  co n v en zio n a le• L , e s t e t i c a ,  c o i  su o i p r e c e t t i , non h a  fa t to  
a ltr o  che r ieo n o sce re  una le g g e  n a tu r a ls .  Carlo gounod (non e 
come i l l u s t r e  m u s ic is ta  che l o  ehiamo qui in  cau sa , ma come acut© 
o sse r v a to r e  d e l la  p rop rie em ozion i) a l l * e t a  d l c in fu e  o a e i anni 
d is t in g u e v a  g i£  c o a l p erfettam en te l a  n a tu re  d e l l  *im pressions  
s u s c i ta ta  in  Im i da eiaaenn© d e l due a ceo r d i, che design© un giorno  
spontaneamante quell©  in  adnore come l*a eeo td o  che p ia n g a . Io  ho 
p otu to  v e r i f ic a r e  un f a t t o  analog© in  p erso n s, che n u lla  sapevano 
d i inusiea , e  che tu t ta v ia  r ie sc ir o n o  senza  d i f f i c o l t a  ad indicarm i
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5 9

The d iv e r s i ty  o f  em otional q u a lity  a t tr ib u te d  t© th e  two 
chord® l a  n o t c o n v en tio n a lly  f ix e d .  E s th e t ic s ,  w ith  i t s  in ju n c t io n s ,  
has n o t  done o th er  than t o  r ec o g n ize  a  n a tu ra l law . C harles  
Gounod ( I t  i s  n o t  as th e  i l lu s t r io u s  m usician  th a t  I  name him  in  
t h i s  c a s e , but a s  an acu te  ob server o f  genuine em otions) a t  th e  age 
o f  f i v e  or  s ix  y ea rs  a lread y  cou ld  d is t in g u is h  p e r fe c t ly  th e  nature  
o f  th e  im pression  aroused in  him by each o f  th e  two chords, th a t  
in d ic a te d  a® spontaneous l ig h t n e s s ,  th a t in  minor a s  l ’aceordo she  
pianga (th e  chord th a t w eep s).  I  had weans to  v e r i f y  an analogous  
f a c t  p e r so n a lly , t h a t ,  knowing n o th in g  o f  m usic, one m ight n everth e­
l e s s  succeed  w ithout d i f f i c u l t y  in  in d ic a t in g  which o f  th e  two chords 
heard m ight be i a  m ajor, and which, in s te a d , in  m inor, b e in g  p re­
v io u s ly  inform ed th a t  th e  one would be gay and th e  o th er  sa d . There 
are alw ays some, n a tu r a lly  s l i g h t l y  m u sic a l, who remain perp lexed  in  
judgment, b u t one mast n ot con clud e from t h i s  th a t  in  them th e  two 
se n sa tio n s  run to g e th e r  in  th e  same mode.

H e in le in 16 has su b sta n tia te d  t h i s  in  showing exp erim en ta l­

l y  th a t  most p eop le  d iscr im in a te  between th e modes in  term s o f  f e e l in g -  

to n e . Such r e a c t io n s  were found to  be extrem ely  v a r ia b le ,  both  

m u sic a lly  tra in e d  and un tra in ed  in d iv id u a ls  co n fu sin g  th e  q u a l i t i e s  

o f  th e  modes. Chords in  the upper r e g is t e r  c a l le d  fo r th  more major 

resp on ses  than m inor, r e g a r d le s s  o f  mode; chords in  th e  low er  

r e g i s t e r  c a l le d  fo r th  more minor resp o n ses  than  m ajor, re g a r d le ss  

o f  mode. Loud chords under r e la t iv e  in t e n s it y  changes evoked major 

resp o n ses; s o f t  chords, m inor. H e in le in  concludes from t h is  th a t  

th ere i s  no 1 *accord© che p ia n g e , th a t  th e  modes have no in t r in s ic  

c h a r a c te r .

quale d i due accord i a s c o l t a t i  f o s s e  in  m aggiore, e quale in veee  
in  m inors, essendo p rev o n tiv m sn ta  in form ati oh# l*uno era  g a io  
e 1 ‘a l t f o  t r l s t e .  V i son© tu t ta v ia  eartu n i*  n atu re pee© m o s ic a l l ,  
che rimangoae p e r p le s s i  n e l  g iu d iz io ;  ma non d evea i in f e r lr e  da 
quest© che in  e s s e  l e  due se n sa z io n i decorrano n a il* id e n tic ®  
mod®.

16
Paul C h r is tia n  H e in le in , "The A ffe c t iv e  C haracters o f  th e  

Major and Minor Modes in  M usic", Journal o f  Comparative P sych o logy . 
V III  (A p r il, 1 9 2 8 ), 1 0 1 -4 2 .
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V alen tin a17 r e p o r ts  experim ental ev id en ce  showing th a t;

The major th ir d  and th e  minor s ix th  was d escr ib ed  as sad  
tw ic e  as o f te n  a s  th e  minor th ir d  and major s i x t h .18  Iv en  when th e  
th ir d  n o te  i s  added in  th e s e  experim ents, and th e  chords ® e  g and © e -  
f l e t  g are p la y ed , th e  major chord i s  s t i l l  termed sad even  more 
fr e q u e n tly  than th e  m inor, though, judging b y  h ie  own in tr o sp e c t  io n ,  
th e  p resen t w r ite r  i s  g r e a t ly  su rp r ised  a t  t h i s  r e s u lt*  . * T h is  
supports th e  v iew  th a t  th e  u su a l e f f e c t s  fo r  th e  minor key fo r  modern 
Bur ope ana are  not due to  any n a tu ra l e f f e c t  o f  th e  minor in te r v a le  
taken  a lone* l e  may suppose th a t  th e  Custom o f  s e t t in g  sad songs to  
minor keys o r ig in a te d  w ithout any f e l t  s u i t a b i l i t y  o f  th e  key to  th e  
id e a s , but th a t g r a d u a lly , by r e p e t i t io n  o f  th e  a s s o c ia t io n , we have 
come to  connect the tw o, so th a t a p ie c e  o f  m usic in  a m inor key now 
u su a lly  appears to  u s  sad or p la in t iv e *  In fa v o r  o f  t h i s  v iew , th a t  
th ere  i s  n o th in g  in h e r e n t ly  sad about the minor k ey , we have th e  f a c t  
th a t  even in  some c i v i l i z e d  c o u n tr ie s  th e  major key i s  used fo r  sad  
songs and th e  minor sometimes fo r  q u ite  c h e e r fu l or even merry ones*
» » F u rth er, i t  i s  a s se r te d  th a t  th e  must® ia  th e  minor key p layed  
by some p r im it iv e  p e o p le s , w h ile  sounding sad and d ir g e - l ik e  to  u s ,  
does not appear to  be so to  th e n a t iv e s*

19Hevner, em ploying a tech n iq u e in  which th e  m a te r ia l

1 ?
0 .  W. T a le n tin e , The E xperim ental P sych ology  o f  B eauty, 

p .  1 0 4 . London: T . 0 .  and 1 ,  0 .  Jack , L td .,  1919 .

18
I t  has a lread y  been noted  th a t  th e th ir d  i s  th e  " co lo r -  

tone** o f  th e  t r ia d ;  th e  major o r  minor q u a lity  o f  a  chord i s  
determ ined by th e  d is ta n c e  o f  th e  th ir d  from th e ro o t or prim e. The 
im pression  o f  cap mode or th e  o th er  can be g iven  by sounding th e roo t  
and th ir d  o f  a chord, o m ittin g  th e  f i f t h ,  which was V a len tin e»a  pro­
cedure in  order th a t  he m ight in v e r t  them* In v ers io n  i s  accom plished  
by r a is in g  th e  low er o f  th e  two to n e s  an o c ta v e , or low erin g  th e  upper 
one an o c ta v e . Thus a th ir d  in v er ted  becomes a s ix t h ,  major in te r v a ls  
m inor, and v ic e  v e r s a .

19
Kate H evner, "The A ffe c t iv e  C haracter o f  th e  Major and 

Minor Modes in  M usic", American Journal o f  P sych o logy , 2LTII (January, 
1 9 3 5 ), 1 0 3 -1 8 .
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c o n s is te d  o f  tan  p a ir s  o f  com p osition s —  each p a ir  b e in g  two 

T orsion s o f  th e  same com p osition , on® m ajor, on© m inor —  p layed  

on th e  p ia n o , found from th e resp on ses o f  205 l i s t e n e r s  th a t  " a ll  

o f  th e  h i s t o r ic a l ly  affirm ed  c h a r a c te r is t ic s  o f  th e  two modes hare 

been confirm ed*. F actors o f  m u sica l background and tr a in in g ,  

m a siea l a b i l i t y  (based on r e s u l t s  from th e  8eaahoye t e s t a ) ,  and 

in t e l l ig e n c e  were found to  be in f lu e n t ia l  but n o t  e s s e n t ia l  in  

judgments o f  mood e f f e c t s .  The most obvious weakness o f  th e  study  

l i e s ,  o f  cou rse , in  th e  assum ption th a t  a com position  w r it te n  in  a 

major t o n a l i t y  may be tra n scr ib ed  in to  minor w ith  no in ju ry  to  i t s  

con ten t*  I t  was a p e r fe c t ly  le g it im a te  and f e a s ib le  m u sica l 

e x e r c is e ,  and seemed, no doubt, to  o f f e r  p e r fe c t  eq u ation  in  the  

m a te r ia ls  u sed . But th e  fa c to r  to  be measured was a f f e c t i v e  

ch a ra c te r , not id e n t i t y  o f  t o n a l i t y ,  and th e  p resen t w r ite r  s e r io u s ly  

doubts th e  a e s th e t ic  v a l i d i t y  o f  " h is t o r ic a l ly  a ffirm ed  ch aracter*  

ia t ie a *  ach ieved  by th e  seem ingly  c le v e r  devide o f  p u ll in g  a  

com position  w i l l y - n i l l y  from one mode in to  an o th er .

R eaction  T im e.-  Of n© d ir e c t  p er tin en ce  to  t h i s  study, 

but an in te r e s t in g  f a c t  th a t may be noted  in  p a ss in g , i s  th e  

d if fe r e n c e  in  r e a c t io n  tim e to  th e two modes. From th e  r e s u l t s  o f
M TO

tw o s e r ie s  o f  experim ents Kulpe re p o r ts  th e  r e a c t io n  tim e to  minor 

chords as s l i g h t l y  but c o n s ta n tly  sh o rter  than  to  major ch o rd s .

Oswald K ulpe, o p . c i t . ,  p .  284 .
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' 2 0T anzi has noted  th e  same phenomenon.

Harmonic F e e l in g .-  The open ing paragraph o f  t h i s  

ch ap ter devoted some m ention to  th e  d i f f i c u l t i e s  encountered  by 

t e s t s  attem pting  to  measure f e e l in g  fo r  consonance o r  d isson an ce , 

owing to  th e  im p o s s ib il i ty  o f  e s ta b lis h in g  c r i t e r i a  th a t  w i l l  not 

crumble i f  s e t  down upon th e s h i f t in g  sands o f  t a s t e  and tr a in in g ,

no m atter how w e l l  grounded i a  th eory  th e y  may be* I t  m a tters

21not how many p s y c h o lo g is ts  p o in t o u t , a s  h as Seashore, th a t  

m u sica l harmony i s  th e  r e s u lt  o f  h i s t o r ic a l  e v o lu t io n , th e  de­

velopm ent o f  s c a le s  and modes, and th a t consonance depends upon 

the degree o f  sound w aves. The in d u b ita b le  f a c t  rem ains th a t  a 

t e s t  o f  m usica l c a p a c ity  must measure p o t e n t ia l i t i e s  o f  r e a c t io n  

toward m u sica l phenomena, not toward p h y s ic a l a b s tr a c t io n s .

M usical consonance and d issonance may have a c o u s t ic a l e x p la n a tio n s , 

but th e  growth o f  m u sica l f e e l in g  fo r  consonance and d issonan ce  

w i l l  never be guided by them. What was d issonance fo r  th e  Greeks 

i s  consonance fo r  u s; what was consonance fo r  the Churchmen i s  

dissonance fo r  u s .  Morsell®® has devoted some pages to  a very  

e x c e l le n t  summary o f  th e  th eory  o f  the to n a l fou n d ation s o f  m u sic .

20
Eugenio T a n si, o p . s i t . ,  l o c .  c l t .

21
Carl 1 .  Seashore, Psychology o f  M usic.  p p . 128-2®. 

Hew York: McGraw-Hill Book Co. ,  in c . ,  1938.

2Z
James L . M u rse ll, o p . c l t . . Chaps. I I - I I I ,  e s p e c ia l ly

pp . @1-99.
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Most im portant, ha in d ic a te s ,  i s  th® f a c t  th a t eons©nance and 

d issonan ce are h ig h ly  ambiguous term s, r e s u lt in g  in  confused  

th in k in g  in  a l l  q u a r te r s . He rev iew s H elm holtz’ th eory  o f  

h e a ts  underly ing  th e  c r i t e r ia  o f  sm oothness and roughness;

Stumpf*s th eory  o f  fu s io n , —  th e  e x ten t to  which th e  to n e s  

o f  an In te r v a l sound a s  on e; Ogden's th eory  o f  r a c i a l  adapts** 

t to n ;  and L Ip p 's th eory  o f  r e la t io n a l  s tr u c tu r e . In  summary, 

he con clud es th a t :

In te r v a l e f f e c t s  are  determ ined by our p erce p tio n  o f  
o b je c t iv e  r e la t io n s h ip s  among to n e s .  .  .  I n te r v a ls  c o n s t itu te d  
by th e  sim ple r a t io s  are f e l t  a s  more c lo s e ly  r e la te d  than th o se  
c o n s t itu te d  by more complex r a t i o s .  .  * In te r v a l e f f e c t s  are  
c e r ta in ly  n ot a l l  the same as th e  r e s o lu t io n  te n d e n c ie s  en­
countered  in  m u sic . • .  I n te r v a l e f f e c t s  are permanent and ob­
j e c t i v e .

Chords a s  T est. M a te r ia l. —  C erta in  experim ents have 

a lread y  been conducted in v o lv in g  th e  p ercep tio n  o f  eh ord s. In  

a  study concerned w ith  th e r e c o g n it io n  o f  m ajor, m inor, and m is -  

tuned ehords in  a l l  p o s i t io n s ,  Farnsworth^3  found th a t  m istuned  

chords are judged minor more o fte n  than m ajor. He hazards th e  

su g g estio n  th a t t h i s  f a c t  M y  account fo r  m ission ary  r e p o r ts  o f  

th e  wide use o f  minor by p r im itiv e  p e o p le s . Major and m istuned  

sh erd s  were found to  be more e a s i l y  id e n t i f i e d  than m inor.

23
Paul B . Farnsw orth, "The D iscr im in a tio n  o f  M ajor, 

M inor, and C erta in  M istuned Chords’*, Journal o f  G eneral P sy­
ch o lo g y . I ,  { I p r i l ,  1 9 2 8 ) , 37? -  7 9 .
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Farnsworth s u g g e s ts  th a t  t h i s  may h e exp la in ed  by th e  f a c t

•What major chords are common, th e  m istuned ones " o f f" .  The
s

experim ent i s  u n fo r tu n a te ly  open to  c r i t ic i s m  on th e  ground

th a t  d e s c r ip t io n s  ©f m ajor, m inor, and m istuned chorda a s

" a c tiv e " , "sad", and "neutral"  are  h ig h ly  q u estio n a b le  w ith

r e s p e c t  to  both tru th  and adequacy* They are id e n t ic a l  w ith

24th o se  e a r l ie r  employed by Meyer,

Qrtmann25 r e p o r ts  an experim ent in v o lv in g  th e  reco g ­

n it io n  o f  m u sica l in t e r v a ls ,  in  which i t  was found th a t  minor 

in te r v a ls  were c o n s is t e n t ly  more d i f f i c u l t  than m ajor. B is  

co n c lu s io n  th a t  r e c o g n it io n  o f  In te r v a l i s  a memory fu n c tio n  

which may be improved by study  r e f e r s  to  in te r v a l  w idth  as  

w e ll  as modal q u a l i ty .

C onsiderable space has been devoted in  th e s e  pages  

to  th e  c r i t ic i s m  o f  th e  u se  o f  i s o la t e d  to n es  or to n a l p a t­

te r n s  as t e a t  m a te r ia l .  The fo llo w in g  p o in ts  are th e r e fo r e  

subm itted  in  d efen se  o f  t h e ir  in c lu s io n  in  th e  m easures under 

. d is c u s s io n :

(1) In t e s t in g  th e a b i l i t y  to  d iscr im in a te  between

24
Max F . la y e r ,  " S p ec ia l A b i l ity  T e s ts  as Used in  

M issou ri" , P sy c h o lo g ic a l B u l le t in ,  22X1, (February, 1 9 2 4 ) ,
114 -  1 6 .

25
O tto Ortmann, "Notes on In te r v a l B ia cr im in a tio n ,"  

Peabodv B u l le t in .  XXTOI (May, 1 9 3 2 ), 48-46*
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major and minor chorda, r e c o g n it io n  o f  th e  q u a lity  th a t  makes 

o f  a chord an e n t i t y  i s  m easured. A chord may be a com plete  

m u sica l fa c t*

(2) The u se  o f  chords supplem ents the u se  o f  m elod ies  

in  m easuring such d isc r im in a tio n . Too many in d iv id u a ls  w i l l  

ach ieve p e r fe c t  sco res  on the m elod ies f o r  th e  l a t t e r  to  rep re­

sen t a s u f f i c i e n t l y  w ide s c a le  o f  measurement. The m elo d ise  

are n ecessa ry  f o r  th e  low er l e v e l s ,  but th e  ©horde are  e q u a lly  

n ecessa ry  fo r  th e  h igher o n e s . T h eir  d i f f i c u l t y  has in te n t io n ­

a l l y  been increase®  by arranging them in  c e r ta in  s u c c e s s io n s .

(3) Id e n tify in g  th e mode o f  a chord a s  such i s  not to  

be c la s s e d  w ith  id e n t ify in g  i t s  mode through q u estio n a b le  de­

s c r ip t io n s  o f  a f f e c t iv e  c o n te n t , f o r  i t  i s  sim ply and s o le ly  

th e  r e c o g n it io n  o f  an a e s th e t ic  p a tte r n  b a s ic  to  m u sic , l o r  

does i t  req u ire  th e  te c h n ic a l tr a in in g  n ecessary  fo r  th e  

r e c o g n it io n  o f  in te r v a l w id th .

(4) P r a c t ic a l  experim ent has rev ea led  th e  u t i l i t y  o f  

th e  u se  o f  chorda. R eferen ce has a lread y  been made to  th e  

r e l a t iv e l y  h igh  c o r r e la t io n *  w ith  achievem ent in  s ig h t  s in g in g  

and d ic ta t io n  rep orted  by T a y lo r . 26

26
E liz a b e th  M. T ay lor , "A Study o f th e  R e la t iv e  

Value* o f  C erta in  T esta  fo r  P rogn osis  o f  Achievement in  S ig h t  
S in g in g  and D ic ta t io n " , pp . 21 , 2 4 . U npublished M aster’s  
t h e s i s ,  Teachers C o lle g e , U n iv e r s ity  o f  C in c in n a ti, 1935* The 
rep orted  r  fo r  s ig h t  s in g in g  was .4 7 7 , fo r  d ic ta t io n  .5 9 6 .
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Suamary." The a b i l i t y  to  reco g n ize  major and minor 

t o n a l i t i e s  was s e le c t e d  a s  th® c a p a c ity  t® b® measured in  

in d ic a t io n  o f  p o t e n t ia l i t y  in  th® to n a l area because i t  p e r ta in s  

to  th® to n a l d iv is io n  common to  alm ost a l l  m u sic , because i t  

avo id s th e  d i f f i c u l t i e s  encountered by t e s t s  o f  consonance and 

p itc h  v a r i a b i l i t y ,  ant because major and minor s c a le s  are th e  

a e s t h e t ic  p a tte r n s  fundamental to  th e  to n a l elem ent o f  m u sic . 

T o n a lity  was d e fin ed  as f e e l in g  fo r  hey , and th e  d if fe r e n c e s  

in  s tr u c tu r e  and e f f e c t  betw een major and minor keys were 

o u t l in e d . R e la tio n s  o f  modern to  a n c ien t modes were e s ta b lis h e d .  

E xperim ental ev id en ce  was in troduced  p urporting  to  show th a t  th e  

modes have no in t r i n s ic  c h a ra c te r , and th e f a l la c y  o f  a p h y s ic a l  

b a s is  fo r  harmonic f e e l in g  was p o in ted  o u t .  Chords were defended  

fo r  u se  a s  t e s t  m a te r ia l because th ey  in cr ea se  th e  d i f f i c u l t y  

range* because t h e ir  u se  has ex p erim en ta lly  been shown to  be  

v a l id ,  and because th ey  are used in  th e  p resen t t e s t  in  such a 

way as to  avoid  d i f f i c u l t i e s  common to  t h e ir  u se  e lsew h ere .

Chapter ¥  w i l l  d is c u s s  measurement o f  the rhythm ic fu n c tio n  in  

m u sic .

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited without perm ission.



Gffispm v  

SSST l i t  EHYTHMIC DISCRIMINATION 

C a p a c it ie s  T asted

As w i l l  p r e se n t ly  fee in d ic a te d , co n sid era b le  con­

fu s io n  a tta c h e *  i t s e l f  t© th e  p r e c is e  nature o f  the concept  

o f  rhythm, lienee i t  fo llo w s  th a t  fo r  th e  p r a c t ic a l  purpose 

0f  th e  t e s t  under d iseu s  s i  cm c e r ta in  a r b itr a r y  meanings fo r  

t h is  concept and o th e r s  r e la te d  to  i t  —  m eter, tim e, tempo —  

have n e c e s s a r i ly  been adopted* Such m eanings may n o t a ch iev e  

u n iv e r sa l accep tan ce , but th ey  are as w id e ly  accep ted  a# any 

p o s s ib le  a l t e r n a t iv e s ,  and, th e ir  l im it a t io n s  understood  and 

©panted, fo r  a  c o n s is te n t  th e o r e t ic a l  foundation  fo r  th e  

p resen t study*

I t  w i l l  be recogn ized  by a l l  q u a lif ie d  persons th a t ,  

whatever t h e ir  d e f in it io n ,  o f  rhythm, th e  phenomenon i s  

ch a ra cter ized  by im pulses or s t r e s s e s  th a t arrange th em selves  

in to  c o n s is te n t  p a tte r n s . The a b i l i t y  to  d e te c t  th e  form o f  

th e se  p a ttern s  ~  whether th e  s t r e s s e s  or b e a ts  coma in  twos or 

th r e e s ,  fo u rs  or s i z e s  — i s  th e  c a p a c ity  measured by Form A. 

Teat I I .  S e c t io n  A* lis te r*  The- number o f  b e a ts  to  th e measure 

i s  th e  c o rr ec t  answer fo r  a l l  ite m s . The t i t l e ,  M eter» i s

not s t r i c t l y  a c c u r a te , s in c e  th e t e s t  i s  concerned o n ly  w ith  th e  

upper f ig u r e  o f  th e  m eter s ig n a tu r e . I t  en cou n ters s t i l l

6?
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fu r th er  com p lica tion  w ith  r e sp e c t  to  compound m eters . However, 

a com position  which “counts by fou r” and r e c e iv e s  fo u r  b ea ts  

t© th e  measure by th e  conductor a n t h as a  m eter s ig n a tu re  o f  

12 /8  should  p rop erly  have a s ig n a tu re  o f  4 / ^ . ,  a s  h a s  been  

shown by Jaq,ues-Dalcrose The t e s t  cou ld  be more p ro p erly  

named Takt than M eter. but fo r  language c o m p lica tio n s .

S ec tio n  B. Tempo, m easures th e  ca p a c ity  to  d e te c t  

c o n s is te n c y  or  in c o n s is te n c y  in  th e  speed o f  the p u lse  or  

b eat p a ttern s*  Thus th e  t i t l e  does not r e f e r  s o le ly  to  r a te  

o f  speed or pace a s  such* ra th er  to  constancy o f  r a t e ,  which  

l a  th e  more im portant elem ent o f  tempo in  r e la t io n  to  

rhythm ic c a p a c ity .

I t  i s  contended th a t  th e se  two f a c to r s  are th© most 

im portant and e a s ie s t  measured o f  any in vo lved  In th© b a t ie  

a e s t h e t ic  p a ttern  o f  m u sica l rhythm, a co n ten tio n  th a t  i s  borne 

out by th e c o n s id e r a t io n s  p resen ted  below* They are measured, 

not as I so la te d  a b s tr a c t io n s , but a s  fu n c tio n a l p a r ts  o f  a c tu a l  

m u sica l m a te r ia l.  T e s ts  o f  rhythm ic ca p a c ity  have h e r e to fo r e  

depended upon th e  tech n iq u e o f  r e c o g n it io n  o f  & second p a ttern  

as id e n t ic a l  w ith  or d i f f e r in g  from a f i r s t , such p a tte r n s  b ein g  

made up o f  c l i c k s  w ith  s i l e n t  in te r v a le  betw een . T e s ts  o f

1
Em il Jaques-D alcroze, Bhvthau S t o le  and E d u cation . 

Appendix, p* 1* T ran sla ted  by K. F . B u b en ste in . J§©w York; 
G. F . Putnam*s S on s, 1 921 .
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"time se n se ” measure the a b i l i t y  to  reco g n ize  a second tim e  

in te r v a l ( s i l e n t )  a s  lon ger  o r  sh orter  than a f i r s t .  A  t e s t  

o f  t h i s  ch aracter m easures a c e r ta in  sen se  o f  th e  p a ss in g  o f  

tim e, t u t  c e r ta in ly  n o t a m u sica l s e n s e , fo r  a ccu ra te  d iv is io n  

o f  tim e in t e r v a ls ,  whether t i e r  be s i l e n t  o r  f i l l e d  w ith  to n e , 

in  m usic t s  dependant upon f e e l in g  fo r  co n sta n t rhythm ic 

p u ls a t io n , th e  c a p a c ity  measured by T est X I .'S e c t io n  1 .  The 

"Rhythm t e s t a ” r e fe r r e d  to  above are l i t t l e  b e t te r  th an  memory 

t e s t e .

Rhythm

Confusion o f  D e f in i t io n . -  Some id e a  o f  th e  o ver­

la p p in g  o f  con cep ts  in  t h i e  area may be gained  from th e  fo llo w in g  

d e f in i t io n s :

Rhythm —  That fe a tu r e  o f  m usical composi tion . which  
depend® upon th e  sy stem a tic  grouping o f  n o te s  according t© th e ir  
d u r a tio n . Kind o f  s tr u c tu r e  as determ ined by th e  arrangement 
o f  such groups . 2

Time The rhythm or measure o f  a p ie c e  o f  m u sic , now 
marked by d iv is io n  o f  the m usic in to  b a r s , and u s u a lly  denoted  
by a fr a c t io n  ex p ress in g  th e  number o f  a liq u o t  p a r ts  o f  a sem i­
breve In each bar' (tim e s ig n a tu r e ) .

Tempo —  R e la t iv e  speed or  r a te  o f  movement; pace; 
tim e; s p e c , th e  proper or c h a r a c te r is t ic  speed and rhythm o f  
a dance or o th er  tu n e . 4

The Oxford D ic tio n a ry . T i l l ,  Fart' 1 ,  p .  6 3 6 . © xfordi 
The Clarendon P r e ss , 1 9 2 6 .

5 I b id . .  X, P a rt 1 , p .  3 8 .

4  I b id . .  IX, P art 2 , p .  1 68 .
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Ihythm  I t a ly ,  F rance, and Germany la v e  meant by  
’rhythm’ th e  la r g e r  d i 3 tr ib u tio n s  o f  metre * th e  compos i t  ion  o f  
th e  phrase and th e  period* * * 3a E n g lish  ’rhythm’ means 
som ething more p e r so n a l. A l i v i n g  sen se  o f  rhythm i s  baaed  
on an ex p er ien ce  o f  a c tu a l f a i lu r e  and su c c e ss ;  boohs cannot 
teach  i t *5

Those (d ecen t, B ea t, Bar, P er io d , Tempo) are th e  
form al e lem en ts o f  tim e; th ey  stand over a g a in s t  th e  substance  
o f  m usic which i s  exp ressed  in  m etre* * « Behind form and 
su b stan ce , and combining them, i s  rhythm . 6

Tempo, term used  in  m usic s ig n if y in g  l i t e r a l l y  t im e , 
though in  p r a c t ic e  i t  has come to  mean more o f te n  th e  speed a t  
which a  com position  i s ,  or should  b e , perform ed . 7

Time, th e  k inds o f  t im e , i . e . ,  o f  in v a r ia b le  rhythm ic 
m olecu les u n d erly in g  each continuous p ie c e  o f  m u sic, are  
c la s s e d  n o t on ly  a s  duple and t r i p l e  b u t a ls o  as sim ple and 
compound. 8

Tempo, th e  tim e s ig n a tu re  t e l l s  u s  n o th in g  about the  
pace o f  a p ie c e  o f  m usic, fo r  th e  ch o ic e  o f  th e  denominator 
i s  determ ined by a ta n g le  o f  h i s t o r i c a l  a s s o c ia t io n s .  .  . The 
sen se  o f  tempo i s  a la r g e r  a sp e c t  o f  body rhythm . 9

5
Grove’ s  D ic tio n a ry  o f  Music and M u sicians, Third  

E d it io n , IT , p .  38E. Hew fo r k :  The Macmillan C o., 1928,

6
I b i d . , T , pp . 34 3 -3 4 4 .

7
E ncyclopaedia  B r i t ta n ie s .  Fourteenth  E d it io n , XXI, 

p . 929, New York: E ncyclopaedia B r i t ta n ie s ,  I n c . ,  1 93? ,

8
m i d . . XIX, p .  27 4 .

9
I b id . .  XIX, p* 2 7 5 .
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f l ie r #  t e a  fe a tu r e  b elon g in g  to  m usic which ha® n ot  
y e t  been d escr ib ed  th a t  i s ,  i t s  measured mewexaent. w hich we 
are in. th e  h a b it  o f  c a l l in g  m u sica l tim e or rhythm*

Whence, out o f  t h i s  w e lte r  o f  co n fu sio n  and am biguity  

i s  t o  come order and reason? True, m u sician s understand each  

o th er  in  speaking o f  th e se  e n t i t i e s ,  no m atter what term s th ey  

employ f o r  th an , b u t t h i s  does n o t excuse s lo v e n ly  p h ilo lo g y .  

Language i s  robbed o f  one o f  i t s  p r in c ip a l v a lu e s  when under­

stan d in g  o f  i t *  meanings becomes co n tin gen t upon ex p erien ce  o f  

th e  phenomena rep resen ted  by i t s  c o n c e p ts . P o s s ib ly  some day 

th e r e  w i l l  be agreem ent, e i th e r  through th e wear o f  u sage or  th e  

mandate o f  q u a lif ie d  a u th o r ity . Meantime, th o se  who must needs 

employ th e se  term s can do n oth in g  save c o n str u c t d e f in i t io n s  

ap p ly in g  to  th e  purpose a t  hand, and hope fo r  b e t te r  day*, fh e  

fo llo w in g  p ages, th e r e fo r e , a re  d evoted  to  th e  a n a ly s is ,  

d is c u s s io n , and d e f in it io n  o f  thews con cep ts a s  employed in  th e  

p resen t stu d y .
11The Concent o f  Bhythm.-  Rhythm, says B e a ll

10
W illiam  P o le , The P h ilosophy o f  M usic, p .  160 . 

New York: H aroourt, Brae® and C o ., 180# ,

11
0 .  W. B r a i l ,  A e s th e tic  Judgment, p ,  1 5 4 . New

York: Thomas Y. C row ell, C o ., 19£9.
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th u s seen  to  e o n s is t  in  i t s  esson ee  in  reg u la r  recurren ce in  
t i n e .  Whet rec u r s  may a ls o  fee a rhythm ic form . • .  The 
s t r i c t l y  one-d im ensional tem poral p a ttern  may fee f i l l e t  w ith  
any s o r t  o f  sensuous co n ten t in  a rhythm ical p a ttern  appropriate  
to  t h i s  c o n te n t . .  .  T h is  em phasis (may) fee ach ieved  fey p itc h  
changes or a ccen t • .  a t  th e  c r i t i c a l  d e f in in g  p o in ts  o f  tim e  
in t e r v a l s .

B i l lr o t h 1® d e s c r ib e s  s e v e r a l in c id e n ts  in  which th e  

in t e r v a ls  were n ot f i l l e d  w ith  sensuous c o n te n t , purporting  to  

show th a t  rhythm can appear a lo n e  as m usic (R hythm s a l l e i n  

kann schon a l s  t e a ik  ersch e ln e n ) ♦ These in t e r v a ls  were 

marked, however, by some s o r t  o f  a ccen t in  carder to  e x i s t .

B e d fie ld 1,3 advances a d e f in i t io n  th a t  in c lu d e s  in  i t  a
/

su g g estio n  c u r io u s ly  p a r a l l e l i s e  Watson’s th eory  o f  thought 

as s i l e n t  speech:

Rhythm i s  p e r io d ic i t y  o f  s t r e s s  in  au d ito ry  s t im u li  
f in d in g  ex p ress io n  in  m uscular r e a c t io n , and must con tin u e fo r  
a s u f f i c i e n t  p eriod  o f  t in e  th a t  th e  m uscles may become ad ju sted  
to  th e  p e r io d ic i t y .  The m uscular r e a c t io n s  need n o t r e s u l t  in  
b o d ily  movement, however.

A gain, he s t a t e s  th a t

Rhythm has to  do w ith  th e  r e l a t i v e  s t r e s s  o f  m u sica l 
to n e s , and g r e a te r  s t r e s s  may be g iv e n  to  a to n e  e i th e r  fey 
a cce n tin g  i t  or fey in c r e a s in g  i t s  d u ra tio n . * •  a e r o  i s  th e

IS
Theodor B i l lr o t h ,  "War i s  m u sik a liseh ? " , D eutsche  

Rundschau* E S X I, {October-Deeember, 18 9 4 ), p .  9®.

15
John, l e d f i e l t ,  t e a  l e t  A S c ien ce  and an A rt, p .  213 . 

New fo r k :  A lfred  A. Knopf, 1928.
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stead y  recurrence. o f  th e  rhythm ic s t r e s s  c a l le d  a c c e n t , r e p e a tin g  
i t s e l f  w ith  but s l i g h t  v a r ia t io n  in  every  m easure. Music such  
as t h i s  i s  c a l le d  measured music and th e  rhythm ic w a its  in to  
w hich i t  d iv id e d  I t s e l f  are c a l le d  m easures, 4

15Ruokmiek understands rhythm a s "the p ercep tio n  o f  

a  tem poral form or p a ttern  in  which in d iv id u a l members rep ea ted  

p e r io d ic a l ly  are c o n s is t e n t ly  v a r ied  in  any on* o r  more o f  t h e ir  

q u a l i t a t iv e  or q u a n t ita t iv e  a ttr ib u te s* *  p o in t in g  o u t  in  

a d d itio n  t h a t ,  w h ile  a rhythm ic p a ttern  i s  tra n sp o sa b le , 

uniqueness and tr a n s p o s a b il ity  b e in g  two ou tstan d in g  ch a ra cter­

i s t i c s  o f  any g e s t a l t ,  s t r i c t l y  speak ing, the tran sp osed  p a ttern  

i s  n o t th e  same, though i t  may be reco g n iza b le*

The sta tem en ts en tered  above o u t lin e  very  p r e c is e ly  

th e ch aracter  o f  th e  phenomenon w ith  which t h is  study  i s  con­

cerned  in  i t s  measurement o f  rhythmic c a p a c ity . Rhythm, fo r  

th e se  p u rp oses, i s  d efin ed  a s  c o n s is te n t  p e r io d ic i t y  o f  r e la t iv e  

s t r e s s  in  m u sic.

T heories o f  Rhythm.-  What rhythm, i s  con cerns t h i s  

in q u iry  much l e s s  than th e  measurement o f  a c a p a c ity  fo r  i t .  

Grove*1® c a l l s  i t  *an a r t  o f  fu s io n * , and d is t in g u is h e s  between

15
C h r istia n  A. Ruokmiok, *The Rhythm ical E xperience  

from th e  S ystem atic  F e in t  o f  View*, American- Journal o f  P sych o l -  
ogy , IXXTX (December , 1 9 2 ? ), 3 6 3 . Ruekmick has co n stru cted  
what i s  d o u b tle ss  th e  most e x te n s iv e  b ib liograp h y  in  t h i s  f i e l d ;  
see  American Journal o f  P sych ology , XXV (J u ly , 1924}, 4 0 7 -1 3 ,

16
G r o v e l  D ic tio n a r y  o f  Music and M aaloiana, Third  

E d it io n , 17, pp,  382-303* ' Hew fo r k t  The M acmillan Co. ,  1928.

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited without perm ission.



"perform er's rhythm" which " r e c o n c ile s  in  % f la s h  th© cla im s o f  

th e  two w arring c o n s t itu e n ts  o f  m elody,"tim e a n t p itch "  and 

"composer*® rhythm" which m ain ta in s a c o n s is te n t  l e v e l  in  a  

m u sica l work. G e n e tic a lly  co n sid ered , rhythm i s  th© source  

from w hich a l l  of man*s e f f o r t *  a t  a r t i s t i c  e x p r e ss io n  through
17

m u sic , p o e try , or dancing h as sprung* Farnsworth h as de­

ve lo p ed  an in te r e s t in g  c l a s s i f i c a t io n  o f  the th e o r ie s  o f  rhythm  

and th e  a u th o r it ie s  esp ou sin g  them . Uhder th e f i r s t  ca tegory  

comes th e  theory  th a t  rhythm i s  acquired  through v a r io u s  o v ert  

a c t io n s ,  th a t  th ere  i »  no such th in g  a s  inherited , rhythm. 

Exponents o f  t h i s  th eory  are l i s t e d  a s  Max Meyer and S w in d le . 

Second i s  th e  group who tr a c e  rhythm to  organ ic a c t io n ,  such as  

r e s p ir a t io n  and th e  h eart b e a t . M entz, Meumann, and Seashore  

su b scr ib e  to  t h i s  in te r p r e ta t io n . Third i s  th e a t t e n t io n  th eo ry , 

w hich s t a t e s  th a t  reg u la r  rhythm ic grouping i s  due to  th e  s tr a in ­

in g  o f  a tte n t io n ;  accen t would be an exp la n a tio n  o f  th e  g r e a te s t  

employment o f  a t t e n t io n .  Meuatann, S q u ire , and Dunlap endorse  

t h i s  in te r p r e ta t io n . Fourth i s  th e  e x p e c ta tio n  and s a t i s f a c t io n  

group, who h o ld  th a t  rhythm d i f f e r s  from em otion in  th e  sm all 

in t e n s i t y  o f i t s  moving e f f e c t  on th e  s u b je c t , th a t rhythms are  

f e e l in g s  o f  s tr a in e d  and f u l f i l l e d  e x p e c ta t io n . A u th o r it ie s

1?
Paul S .  Farnsworth, "The Development o f  th e  Rhythm 

R eaction : k  H isto r y " , p .  8 . Unpublished B laster’ s t h e s i s ,  Ohio 
S ta te  U n iv e r s ity , 1922.
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fia d i fly#  «*puiltt#g -»  th* sense o f  tta* , the •«»•# o f  ia*«*»
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18
t t i i* i  ®, f t f f w , .  >♦ * # * •

Boston: Houghton M lffllH §»*» I W ”
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X* n ot t h i s  e f f e c t  o f  em otional modi f lo a t  io n  e q u a lly  tru e  o f  

any elem ent o f  m usic? And why should  t h i s  e f f e c t  be perm itted  

to  con fu se  th e  q u estio n  o f  rhythm ic o r ig in s?

S tr u c tu r a lly  co n sid ered , rhythm has been the su b jec t  

o f  profound m isunderstanding by a n a ly s ts ,  both  p o e t ic  and 

m u sic a l. Probably th e  b e s t  attem pt to  r e c o n c ile  d iv erg en t  

in te r p r e ta t io n s  in to  a sy ste m a tic  th eory  th a t  i s  in te r n a l ly
21

c o n s is te n t  and lo g i c a l l y  coherent has been made by M u rse ll.

He a n a ly zes  any t o t a l  rhythm ic complex or s tru c tu re  in to  u n it  

groups, which go to  make up rhythm ic l i n e s ,  which in  turn  

make up a rhythmic p a tte r n . He n o te s ,  however, th a t elem en ts  

o f  t h i s  so r t  e x i s t  s o le ly  fo r  th e  purpose o f  a n a ly s is ,  th a t  

our ex p er ien ce  i s  not o f  such e lem en ts, but o f  a t o t a l  p a tte r n .

And th e impact- o f  g e s t a l t - t h a o r ie  i s  again  f e l t  in  th e  statem ent 

th a t ,  s in c e  th e elem ents do n o t fu n c tio n  in  i s o la t i o n  and s in c e  

t h e ir  ch aracter  i s  m od ified  by t h e ir  fu n c tio n  in  th e  whole 

p a tte r n , a rhythm ic s tru c tu re  must never be lea rn ed  by e le m e n ts .

M ursell makes out a f a i r  ca se fb r  th e  h i s t o r i c a l  theory  

o f  rhythm, defend ing i t  where i t  most re q u ir e s  d e fe n se . But 

even he se n se s  i t s  w eakness, fo r  he supplem ents h is  in te r p r e ta t io n

21
James L . M u rse ll, The Psychology o f  M usic, Chap. 

V. New York: W. 1 .  Norton and C o ., I n c . ,  1937.
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22by esp ou sing  Takt as the fa c to r  which in trod u ces " o r d e r lin e ss  

in to  th e  complex and s h i f t in g  p a ttern  o f  th e  phrase rhythms” ,

And he seems alm ost ready to  abandon th e  whole schema in  th e  

fo llo w in g  sen te n c e s t

There i s  no f ix e d  ru le  fo r  d iv id in g  up a rhythm ic l i n e  in to  i t s  
c o n s t itu e n t  u n it  groups — fo r  a n a ly z in g  o r  "scanning” i t .
The o n ly  r u le  and gu id e  i s  our a e s t h e t ic  p ercep tio n  o f  what i s  
appropriate and c o r r e c t ,  and our o rgan ic  and m uscular sen se  o f  
what i s  con ven ien t and com fortab le .

P r a l l  has gone to  some le n g th  in  advocating  th e s u b s t itu t io n  

o f  ta k t  in  E n g lish  v e r se  fo r  th e outworn and h o p e le s s ly  inade­

quate system  ©f c l a s s i c a l  s c a n sio n . 1 © in d ic a te s  th a t ;

The main o b s ta c le ,  no doubt, in  the way o f  our 
understanding v e r se  s tr u c tu r e , i s  th e s o r t  o f  scheme th a t  
makes a l l  s y l la b le s  in to  u n it s  o f  eq u a l tim e v a lu e  and em its  
a l l  th e  pauses th a t  would correspond to  r e s t s  in  m u sic . I t  
then goes on to  confound accen t w ith  le n g th . ♦ and a t  th e  same 
tim e n e g le c ts  th o se  measured d u ration s w ith ou t which no tem poral 
rhythm i s  p o s s ib le .

lh a t  has happened i s  th a t sch o la rs  o f  l i t e r a t u r e ,  and m u sic ian s  

s t r iv in g  to  be s c h o la r ly , in  a ttem p tin g  to  s e t  up a m ech an ica lly  

p e r fe c t  scheme o f  a n a ly s is ,  have e i th e r  su ffe r e d  from a la c k  o f  

rhythmic ca p a c ity  or have looked  to o  deep fo r  th e  key t© temporal 

p a tte r n s , Any a e s th e t ic  p a tte r n , i t  w i l l  be remembered, i s  

d ir e c t ly  apprehended from th e  p resen ted  sensory  su r fa c e . ? r a l l

aa
Takt (G er.) —  b e a t , or  rhythmic im p u lse5 zw el 

1st Takt —  two b e a ts  in  a meamure.

23
D . W. P r a l l ,  A e s th e t ic  A n a ly s is , Chapter 1 7 . 

Hew fo r k :  Thomas Y . Crowell C o., 1938 ,
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p o in ts  ou t th a t  e e r ta in  p sy c h o lo g ic a l s tu d ie s  o f  rhythm seem

to  o f f e r  a c o n tr a d ic tio n  a t  t h i s  ju n ctu re , a  m atter th a t  w i l l

he d isc u sse d  in  co n s id er in g  th e  r e la t io n s  o f  rhythm and t im e .

The P ercep tio n  o f  Rhythm. -  Rhythm, o f  co u rse , i s

never d ivorced  from i t s  p e r c e p tio n . The c o n str u c tio n  o f  a

form al theory  o f  rhythm ic a n a ly s is  i s  p red ica ted  an the

assum ption th a t  our sen se s  w i l l  c o n s is te n t ly  reco g n ize  such

s tr u c tu r e s .  The phenomenon noted  hy Seashore8* and o t h e r s ,89

th e  unconscious and ir r e e i s t a b le  grouping o f  chance sounds

(such a s  the t i c k  o f  a c lo c k  or  th e  sound o f  ra ilw a y  w heels)
26in to  p a ttern s  i s  s ta te d  by Ruekraick to  be due to  p ercep tu a l 

a b i l i t y :  "A. p r e se n ta tio n  o f  t o t a l l y  d iso rg a n ized  heterogeneous

s t im u li soon i s  brought in to  a semblance o f  order and la t e r

in to  more or l e s s  p e r fe c t  order through th e  in f lu e n c e  o f  th e

2 7p ercep tu a l p ro cess  i t s e l f ” . He w r ite s  e lsew h ere : "As in

s p a t ia l  p ercep tio n  so i t  happens th a t in  tem poral p erce p tio n s  

l i k e  rhythm, th ree  s ta g e s  o f  rhythm ic p ercep tio n  may d ev e lo p :

24
Carl S .  S eash ore, o p . o i t . , p .  138 .

25
B o lto n ’ s experim ent i s  the c l a s s i c  in  t h i s  f i e l d . 

F i f t y  s u b je c ts ,  save two found la t e r  to  be unm usical, made 
groupings o f  t i c k s  th a t were produced w ith  a b so lu te  r e g u la r ity  
by e l e c t r i c a l  apparatus. B o lto n  a ls o  n oted  th a t  rhythm ic 
im pressions are lim ite d  to  th e  range o f  1 -  .1  secon d . Thaddeus 
L , B o lton , "Rhythm", American Journal o f  P sych ology , VI (January, 
1 8 9 4 ) , 145-238 .

86 C h r istia n  A. Ruckmick, o p , c i t . , p .  362 .

27
"Rhythm and I t s  M usical Im p lica tio n s" , P roceed in gs  

fo r  1924. Muale T eachers R a tio n a l A sso c ia t io n , p . 5 8 . .
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(X) a t t e n t iv e  a s s im ila t io n ;  (2) r e la t io n a l  grouping; and (3)

a c t iv e  co u n tin g . In r e a l i t y  the tem poral order i s  rev ersed ."
88He fu rth er  a s s e r t s ,  a f t e r  experim ent, th a t  k in a e s th e s is  i s  

e s s e n t ia l  to  th e  estab lish m en t o f  rhythm ical p ercep tio n ; once 

p ercep tio n  i s  e s ta b lis h e d , however, th e  rhythm may be co n sc io u s ly  

ca rr ied  in  th e  absence o f  k in a e s th e s is ,  by au d itory  or v is u a l  

p r o c e s se s .

M u rsell2 ® speaks o f  th e se  p ercep tu a l p a tte r n s  as  

determ ined by a cce n tu a tio n , d u ration , and p au se . T h is view  

i s  s c a r c e ly  a ccu ra te , i f  rhythm be regarded  in  terms o f  th e  

d e f in i t io n  o ffe r e d  in  th e se  pages — th e c o n s is te n t  p e r io d ic ity  

o f  r e la t iv e  s t r e s s .  Pause and du ration  are determ ined by 

s t r e s s ,  and in  th e  absence o f  s t r e s s  a c t to  g iv e  th e  im pression
RA

o f  i t .  They are n o t , however, eo -d eterm in a n ts . Howes 

d e sc r ib e s  an experim ent r e la te d  to  t h i s  p o in t .  Four o r g a n is ts

28
"The R ole o f  K in a e s th e s is  in  th e  P ercep tio n  o f  

Rhythm", American Journal o f  P sych ology . XHT (J u ly , 1 9 1 3 ), 3 9 .

29
James L . M u rse ll, o p . c l t . ,  p .  16 9 .

30
Frank Howes, The Borderland o f  Music and P sychology, 

pp. 9 5 -9 8 . Hew Fork; Oxford t fn iv e r s ity  P r e ss , 1927 .
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played  f i r e  hymns on a harmonium (on which accen t was im p o ss ib le )

By means o f  an e l e c t r i c a l  mechanism r e g is t e r in g  th e perform ances

i t  was shown th a t  th® ’’s tro n g ” b ea ts  o f  th e  m easures were

su sta in e d  lo n g er  than th e  weak, and th a t  "equal” n o te s  were o f

unequal d u ration , in d ic a t in g  th a t  where accen t o r  s t r e s s  i s  not

p o s s ib le  duration  i s  s u b s t itu te d  in  order to  g iv e  th e  f e e l in g  o f

i t  a s  an o rg a n iz in g  p r in c ip le ,  
mB il lr o th  o f f e r s  a commentary on th e  in c id en ce  o f  

p ercep tu a l a b i l i t y  w ith  r e sp e c t  to  rhythm which i s  in t e r e s t in g  

because o f  i t s  so u rce . E vidence p resen ted  from v a r io u s  r e g i ­

m ental commanders in  th e  German army showed th a t th e  a b i l i t y  to  

march i s  never acquired by some r e c r u it s ,  even a f t e r  y ea rs  o f  

s e r v ic e ,  and by some u n d e r o ff le e r s  and men o f  in t e l l ig e n c e .  

M ountaineers and S la v ic  p eo p les  marched p o o r ly . Some thought 

th ey  marched w a l l ,  but d id  n o t .  B i l lr o t h  con clud es th a t  "There 

are p eo p le  to  whew th e rhythm ic f e e l in g  i s  n o t  in n a te , and i s  

l ik e w is e  not to  be im parted. They must be a b s o lu te ly  u nm usical.

Types o f  Rhythm.-  On t h e  w hole, i t  i s  much more 

reaso n a b le  to  assume th a t rhythm may e x i s t  in  d i f f e r e n t  media

31
Theodor B il lr o th , op . c l t . ,  p .  89.

I s  g ib t  Menchen, denen das rhythm iache G efuhl n ic h t  
angeboren und auch n ich t heissabringen 1 s t .  S ic  mllssen a b so lu t  
unm usikalisch  s e in .
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5 2than to  p o s tu la te  r e s p e c t iv e  ty p es  o f  rhythm. A llen  quotes  

a fren ch  work d e s c r ib in g  th ree  rhythms in  m usio: a  dynamogenetlc 

on e, a  motor one, and an em otional ©me. S im ila r ly , body and 

speech rhythms are sometimes sep a ra ted . 33 Mason34 comments 

th a t  p oetry  and p a in tin g  d i f f e r  from musie in  th a t the rhythm i s  

v is u a l  ra th er  than a u d ib le . The p resen t stu d y  has d en ied  t h is  

p o s s i b i l i t y  w ith  re sp e c t to  p o e tr y . Both rhythm s, Bason f e e l s ,  

are dependent upon accu rate  d iv is io n  in to  eq u a l u n i t s ,  c a l le d  

m eter . D if fe r e n c e s  a r is e  in  p a in t in g  and m usic because o f  the  

d if fe r e n c e  betw een p ercep tio n  by t a r  and eye -<* th e  eye can run 

back and fo r th  over v is u a l  space fo r  comparison or v e r i f i c a t io n ,  

w h ile  th e  ear proceeds e a s i l y  in  on ly  one d ir e c t io n , comparison  

or v e r i f ic a t io n  depending on memory. I t  i s  su g g ested  th a t  i f  

th e  eye proceeded on ly  in  one d ir e c t io n  a r eg u la r  m eter o f  v is u a l  

space would be h e lp fu l .  S in ce  i t  does n o t, a number o f  s im ila r  

elem en ts so ordered and proportioned  th a t  th ey  become a  u n ity  may 

r e a d ily  ach ieve rhythm.

32
Warren ©wight A lle n , P h ilo so p h ie s  o f  Music H is to r y ,  

p , 1 55 . Hew York: American Book C o ., 193®,

33
E ncyclopaedia  B r i t ta n ie s ,  fo u r te e n th  E d it io n , XIX, 

p ,  273 . Hew York: E ncyclopaedia  B r i t ta n ie s ,  I n c . ,  1937 .

34
D an ie l Gregory Mason, The Dilemma o f  American Music 

and Other E ssa y s , pp. 146 -47 , 1 5 5 . New York: The. M acmillan C o ., 
1 926 ,
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S f f e c t s  o f  Rhythm. -  Th® power o f  rhythm in  th® march, 

th e  dance, and In work command fa r  to o  v a s t  a l i t e r a t u r e  to  

review  here* P r a t t ' s 35 c i t a t io n  o f  the o r c h e s tr a l works o f  

S trav in sk y  and R avel i s  s c a r c e ly  n ecessa ry  to  remind ua th a t  we 

are q u ite  a s  su sc e p t ib le  to  s t im u la tio n  o f  t h i s  kind a s  our 

p r im itiv e  a n cesto rs  w ere. Touching th e  contemporary scen e ,  

R ed fie ld  w r it e s ?36

The J a z z is t s *  .  « pound t h e ir  rhythms home, over and 
over aga in , u n t i l  th e whole muscular system  surrenders w ith  
com plete abandon to  the rhythmic fren zy ; d ig n ity ,  r e s e r v e ,  
p ro p r ie ty  even , may go hang, "we're gonta l i v e  anyhow t i l l  we 
d ie ” .

3?Parker tr a c e s  the p lea su re  in  rhythm ical arrangement 

to  two so u rces: th e  need fo r  p e r s p ic u ity , which i s  f u l f i l l e d

through reg u la r  rhythm ic groupings; and th e  f e e l in g  o f  b a lan ce  

aroused through th e  r e la t io n s  o f  subordinate and su p erior  

s tr e s s e s *

P r im itiv e  Rhythms.-  No one knows q u ite  how fa r  back  

in  h is to r y ,  or how fa r  b e fo re  h is to ry *  th e  rhythm ic im pulse

35
C a rro ll C. P r a t t ,  The Meaning o f  M usic, pp . 233-235 . 

New York: MeGraw-Hill Book C o ., I n c . ,  1931*

36
John R e d fie ld , op . c i t . .  p* 215 .

3?
B e f i t t  B . Parker, The P r in c ip le s  o f  A e s th e t ic s ,  

pp. 165-166* New York: S i lv e r , lu r d e t t  and C o., 1920 .
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extends • Havelock E l l i s  recounts the h is to ry  o f  c iv i l i z a t io n

in  terms o f  th e  dance . 38 D e f in it e  record® e x i s t  c o n ta in in g

r e fe r e n c e  to  th e dances o f  th® G reeks, th e  Hebrews, and th e

E gy p tia n s. And "the p r a c t ic e  o f  th e  a n c ie n ts  i s  c lo s e ly

p a ra lle led ; by th a t  o f  u n c iv i l iz e d  n a tio n *  in  modern t i n e s .  The

M aoris have t h e ir  war dance? th e  n a t iv e s  o f  A u str a lia  th e ir

eorroboree; w h ile  th *  Javes© in d u lge  in  a  shadow dance p e c u lia r

to  them selves"  . 3® a t  in t e r e s t in g  p o in t  about rhythm among

contemporary p r im it iv e s ,  however, i s  the e x te n t  to  which i t  i s
40

r e f in e d  and d eveloped , R e d fie ld  s t a t e s  th a t  A fr ica n s in  

p a r t ic u la r  ar© e s p e c ia l ly  adept in  th e  u se  o f  c r o ss  rhythm s, and 

have developed  c o m p lex it ie s  f a r  more e la b o ra te  than any found in
41

European or American m u sic , B oulton n o tes  th e same phenomenon.

38
The Dance o f  l i f e .  Chap. 2 .  B oston: Houghton 

M iff l in  C o., 1923.

39
T . H, York® T r o tte r , M usic and Mind, p p . 3 3 -3 4 . 

London: Methuen and C o., L t d . , 1924 .

40
John R e d fie ld , op . c i t . , p .  214 .

41
Laura C. B oulton , "Some A spects o f  West A frican  

M usic", B u lle t in  o f  th e  American M u sieo log loa l S o c ie ty , No. 3 , 
{A p r il, 193®, a s  o f  June, 1 9 3 8 ), p p . 1 0 -1 1 .
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Tim*

Th* Concept o f  T im e.-  I t  l a  th e  co n ten tio n  o f  t h i s  

study th a t  m usic has n o th in g  t© 4© w ith  tim e beyond th e  f a c t  

th a t ,  l i k e  any ©then e v e n t, i t  occurs in  t im e . I t  o ccu p ie s  so 

much tim e, ju s t  as th e  in d iv id u a ls  producing i t  occupy so  much 

sp a ce . The c l o s e s t  r e la t io n s h ip  m usic bears to  tim e am* tim e  

occurs in  r e la t io n  to  metronome markings which e s t a b l is h  th e  

number o f  b e a ts  to  th© m inute and thus s e t  th e  speed o r  tempo 

o f  th e rhythm ic p u ls e .  T h is p o s it io n  i s ,  o f  co u rse , con trary  

to  g en era l usage in  many q u a r ters , but exam ination w i l l  show th a t  

i t  su p p lie s  a  c le a r  way out o f  the a m b ig u itie s  and m isunderstand­

in g s  th a t a t p resen t surround m u sica l term in o logy . P eop le  say  

"He keeps good time** when th ey  msec "He has a good f e e l in g  fo r  

rhythm"; or speak o f  th e  "time signature"  when th ey  mean th e  

"meter s ig n a tu re" . Some o f  th e f a l la c y  o f  t h i s  s o r t  o f  th in g  

becomes obvious i f ,  when q u estion ed  a s  to  how much "time" a  h a lf  

note r e c e iv e s ,  th e se  f o lk  answer "Two b e a ts" . I f  a h a l f  n o te  

had a tim e va lu e  th a t  was in t r in s ic  to  music th e y  should answer 

in  terms o f  some measure o f  tim e, n ot in  term s o f  rhythm ic p u ls e s .

The u ltim a te  triumph o f  t h i s  k ind  o f  ab su rd ity  I s  found in  G rove's
42

d is c u s s io n  o f  *£a&*

m
G rove's D ic tio n a ry  o f  Music and M u sician s, Third  

I d i t io n ,  V, pp . 3 4 3 -346 . New York: The Macmillan C o ., 192®.
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A ccent i s  an importance g iven  to  one not#  over another#  
T h is way he tone by d e lib e r a te  s t r e s s *  * • but th e r e  are f i v e  
o th er  ways w hich may, or may n o t , be accompanied by s t r e s s .
When accen t recu rs  r e g u la r ly  i t  becomes the stron g  b ea t or p u ls e ,  
a moment o f  a c t io n  as a g a in s t  one o f  r e a c t io n , which marks the  
beginn ing o f  a  group, bar or p e r io d .  * « The bar i s  an a r b itr a r y  
d iv is io n  prov id in g  ord er ly  a ccen ts round which phrases may c lu s t e r .  
T his o r d e r lin e s s  i s  c a l le d  tim e . There are many ord ers o f  tim e; 
tim e -s ig n a tu r e s  e s t a b l is h  th e r u le ,  and v a r io u s  c o r r e c t iv e  or  
co n tra d ic to r y  t im e -s ig n s  the ex ce p tio n s  which prove i t .  The 
p eriod  d i f f e r s  from the bar in  b e in g  la r g e r  (as th e  group i s  
sm a ller ) and in  n o t b e in g  marked o f f  by bar l i n e s .  .  • Irresp ec­
t iv e  o f  i t s  d iv is io n s  la r g e  or  sm a ll, m usic goes a t  a c e r ta in  
pace (tem po); in  a sen se , pace i s  a b so lu te , capable o f  ex a c t  
d e f in i t io n ,  b u t in  a tru er  sen se i t  i s  r e l a t iv e ,  l i k e  ev ery th in g  
e l s e  in  music#

Those are the form al elem en ts o f  tim e; th ey  stand  
over a g a in st th e  substance o f  music which i s  exp ressed  in  m etre . 
Metre i s  concerned w ith  d u ra tio n s a s  su ch . . . Behind form and 
su b sta n ce , and combining them, i s  rhythm. Rhythm .  . i s  a judgment 
as to  the meaning o f  m usic. In to  t h is  judgment a c c e n t , t im e, 
p er io d , pace, and metre a l l  e n te r  in  t h e ir  degree; but in  any 
con cre te  sen se  rhythm i s  p erso n a l to  th e  m usician  in  a sen se in  
which th e o th e r s  are n o t .

An I n t e l l ig e n t  and exp erien ced  m usician  can read  meaning in to  

th e above e x c e r p t , but to  the la y  mind i t  i s  an u t t e r ly  incom­

p reh en sib le  co n fu sio n  o f  r e la t io n s h ip s ,  supply ing one more cause  

fo r  s e t t in g  m u sician s apart from r a t io n a l s o c ie t y .

Seashore43 rev iew s th e  u su a l p sy c h o lo g ic a l ev id en ce  

concerning our f e e l in g  fo r  th e passage o f  tim e, s t a t e s  th a t  th ere  

i s  no ev idence to  show th a t  s e n s i t i v i t y  to  tim e depends upon the  

stru ctu re  o f  th e  e a r , and then  d esc r ib e s  h is  t e s t  o f  th e ’’Sense  

o f  Time” . The t e s t  req u ir es  th e r e c o g n it io n  o f  th e  lon g er  tim e

43
Carl 1 ,  Seashore, op# c l t . , pp. 9 0 -9 2 .
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In te r v a l in  eaoh o f  a number o f  p a ir s  o f  in te r v a ls  marked o f f  

b y .c l i c k s .  S eashore, to o ,  has ignored  th e  f a s t  th a t  th e  

passage o f  tim e in  m usic i s  e n t ir e ly  subordinate and in c id e n ta l  

to  th® rhythmic p u ls e .  Time in t e r v a ls  a re  marked o f f  in  m usic, 

and, i f  th ere  were any p o in t in  i t ,  th e  time v a lu e  o f  each  

n o te f s  du ration  could  be m easured. But such d u ration s o f  tim e 

are not f e l t  by th e  m usician  as d u ration s o f  t im e, but as to n es  

to  be su sta in e d  (o r , in  th e  ca se  o f  r e s t s ,  s i le n c e s  to  be main­

ta in e d ) u n t i l  th e  passage o f  so many b ea ts  or p u ls e s .  As th ese  

b ea ts  oecur a t g iven  p o in ts  in  the rhythm ic p a tte r n , they  

cannot prop erly  be r e fe r r e d  to  a s  measures o f  tim e d u ra tio n .

I f  fu rth er  p roo f be needed o f  the f a l la c y  o f  th e  " tim e-sense"  

in  m usic, one m ight im agine the ex ecu tio n  o f  a rap id  syncopated  

passage or  aaocade f ig u r e  based s o le ly  upon a f e e l in g  fo r  th e  

passage o f  tim e, and e n t ir e ly  deprived  o f  th e  support o f  th e  

rhythmic p u ls e .  Further exam ination o f  th e  r e la t io n s  o f  tim e 

and rhythm may c l a r i f y  th e p o in t .

Rhythm and Time. -  Once i t  i s  grasped th a t  i t  i s  rhythm

th a t im poses order on tim e, th a t th e s tru c tu re  o f  any "temporal

order" i s  e n t ir e ly  dependent upon rhythm for both i t s  ch aracter
44and e x is te n c e ,  the c h ie f  d i f f i c u l t y  i s  overcam e. R oss rep o r ts  

an experim ent in  w hich t h i s  p o in t i s  in d ic a te d , though such was

44
F e l ix  Breune l o s s ,  "The Measurement o f  Time Sense  

as an Element in  th e  Sense o f  Rhythm", P sy c h o lo g ic a l Monographs. 
m  (June, 1 9 1 4 ), 1 6 6 -7 2 ,
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n o t th e o r ig in a l  in te n t io n  o f  tine au thor. In an e f f o r t  t o  

measure ’’sen se  o f  time**, su b je c ts  were req u ired  to  id e n t i f y  one 

shortened  in te r v a l  in  a second s e r ie s  o f  f i v e ,  th e  f i r s t  s e r ie s  

having com prised f i v e  equal in t e r v a ls .  The in te r v a ls  were 

e s ta b lis h e d  by in stru m en ta l c l ic k s  su p p lied  by a synchronous 

motor apparatus. What th e  su b je c ts  r e a l ly  d id  was th e  id e n t i ­

f i c a t io n  o f  th e  shortened  in te r v a l  by means o f  th e  rhythm s e t  

up by th e f i r s t  f i v e  or  m ore. Thus, in s te a d  o f  m easuring  

’’sen se  o f  time** l o s s  a c tu a lly  measured rhythm ic s e n s i t i v i t y  in  

term s o f  th e  a b i l i t y  to  f e e l  an ir r e g u la r i ty  in  r a te  o f  p u lsa ­

t io n .

The metronome has been m entioned as s e t t in g  th e  speed  

o f  the rhythm ic p u lse  or b e a t .  T his b eat w i l l  never measure 

o f f  a tem poral p a ttern  as e x a c t ly  as th e  metronome, however, a 

fa c t  which i s  th e  source o f  much ml sunder s t  and in g . B r ita n ,4®

in  attem pting to  prove th e  in t e l l e c t u a l  ch aracter o f  rhythm, c a l l s  

a t te n t io n  to  i t s  "m athem atical foundation  and e x a c titu d e " , and 

o f f e r s  as ev idence th e  "m athem atical ex a c titu d e  o f  m usical n o ta ­

t io n ” . N ota tion  i s  and should be e x a c t , but th e  rhythms o f  the 

m usic i t  r e p r e se n ts  never a r e . There are any number o f  

experim ents showing th a t  tra in e d  m u sic ian s are unable to  ach ieve

45
E . H. B r ita n , op . c i t . ,  pp. 8 3 -8 5 .
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88

th *  t h e o r e t ic a l ly  c o rr ec t r a t io s  o f  v a lu e . S te tso n  an t T u th il l46

fou n t th a t  "the con cep tion  o f  a rhythm ic u n it  grot® as an

organized  group o f  movements whose c o n d it io n s  are muscular comes

®e*r to  f i t t i n g  th e  f a c t s ."  Sears4"7 f in d in g s  are v ir t u a l ly

id e n t ic a l .  Seashore, Sm all, and Henderson re p o r t th® same type

o f  v a r ia b i l i t y  w ith  regard to  v o c a l ,  v io l in *  and p iano performance

r e s p e c t iv e ly .4® M usical rhythms are d e f in i t e ly  n o t m athem atical

d iv is io n s  o f  t im e , Dewey4 ® sums i t  up very  n e a t ly :

The id e n t i f i c a t io n  o f  rhythm w ith  l i t e r a l  recu rren ce , w ith  
reg u la r  re tu rn  o f  id e n t ic a l  e lem en ts, co n ce iv es  o f  recurrence  
s t a t i c a l l y  or an atom ica lly  in s te a d  o f  fu n c t io n a l ly .  .  .  Of 
co u rse , i t  may be p o s s ib le  to  an alyze m athem atica lly  an a c tu a lly  
exp erien ced  rhythm in to  a com bination o f  b a s ic  r e g u la r ity  over­
la id  w ith  a number o f  minor uniform  r e p e t i t io n s .  But th e  r e s u lt  
i s  o n ly  a m echanical approxim ation t o  any v i t a l  or e x p r e ss iv e  
rhythm . I t  i s  s im ila r  to  th e  outcome o f  attem pts to  co n stru c t  
e s t h e t i c a l ly  s a t is fa c to r y  curved l i n e s  ( l ik e  th ose  o f  a Greek 
v a se ) ou t o f  th e  com bination o f  a number o f  cu rv es , each  o f  which 
i s  con stru cted  accord in g  to  r ig id  m athem atical c a lc u la t io n .

46
1 .  H . S te tso n  and T . E . T u t h i l l ,  "Measurements o f  

Rhythmic U nit-G roups a t  D if fe r e n t  Tempos", P sy c h o lo g ic a l  
Monographs. XXXII (No, 3 , no month in d ic a te d , 1 9 2 3 ), 4 1 -4 5 .

4?
C harles H. S ea rs , "A C ontribution  to  th e  Psychology  

o f  Rhythm", American Journal o f  P sych ology , X III  (January, 190B ), 
28—6 1 .

48
Harold S eash ore, Arnold M. Sm all, and M. T . Hender­

son . A ll  in  O b jective  A n a ly s is  o f  M usical Perform ance. U n iv e r s ity  
o f  Iowa S tu d ie s  in  th e  P sychology © f M usic, Kb. 4 .  Iowa C ity , l a . :  
The U n iv e r s ity  P r e ss , 1936.

49
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York: M inton, Baleh and C o ., 1934 .
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On® o th er  fa c to r ,  o f te n  overlook ed , governs th e  

d u rstio n  o f  to n e s ;  th e  m u sica l ch a ra cter  o f  th e com position  

in  q u e s t io n . Two com p osition s may have id e n t ic a l  rhythm s,

■meters, and tem p i, hut i f  ©ne i s  le g a to  and th e  o th er  s ta c c a to .  

to  u se  extrem e in s ta n c e s , th e  c lo c k  v a lu e  o f  th e  d u ra tion s  

accorded id e n t ic a l ly  named n o te s  w i l l  vary  enorm ously from  

one com position  to  th e  o th e r , T h is fa c to r  i f  in te r p r e ta t io n ,  

obvious t© th e  m u sic a lly  g i f t e d ,  i s  o f te n  p u zz lin g  to  th e  non­

m u sic ian , who s e e s  on ly  th e  m athem atical’ in c o n s is te n c y  o f  th e  

s i t u a t io n .

Tempo and life te r

The’ Concept o f  Tempo.-  T ran sla ted  l i t e r a l l y ,  tempo 

would mean "tim e", hut fo r tu n a te ly  i t  i s  g e n e r a lly  accepted  as  

meaning "pace*. The tempo o f  a com position  i s ,  th e r e fo r e ,  

the rhythm ic r a te  o f  p r o g r e ss . Tempi are co n v e n tio n a lly  in ­

d ic a te d  by I t a l ia n  term s d en otin g  r e l a t iv e  r a t e s ,  th e  ex a c t  

in te r p r e ta t io n  b e in g  l e f t  to  th e  performer*a t a i t e  ( in  r e c e n t  

y e a r s  French, German, and E n g lish  w r ite r s  have tended  in c r e a s in g ly  

to  employ words from t h e ir  r e s p e c t iv e  la n g u a g e s ) . Some com posers, 

more e x a c t in g  and l e s s  t r u s t in g ,  in d ic a te  tem pi by metronome 

marks, which d e f in i t e ly  f i x  the speed o f  th e  b e a t .®0

50 The metronome i s  a mechanism which can be s e t  to  
t i c k  a t any g iven  r a te  per minute w ith in  the l i m i t s  o f  m usical 
tem p i, A composer w ish in g  to  e s t a b l is h  a  d e f in i t e  tem pt fo r  
hi® com position  th e r e fo r e  in d ic a te s  th e  metronome speed and the  
kind o f  n ote  r e c e iv in g  one b e a t . Each t i c k  o f  th e  metronome 
then  r e p r e se n ts  a b e a t , and th e pace o f  th e rhythm ic p a ttern  i s
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A bsolute tempo or tempo g lu s to  I s  s t r i c t  and unvarying. 

Tempo rubato {"robbed") v a r ie s  according t o  th e  demands o f  

in te r p r e ta t io n . I t  has been su ggested  th a t th e  l a s  o f  compen­

s a t io n  a p p lie s  to  tempo ru b ato . th a t  what i s  "robbed" a t  one 

p o in t i s  returned  a t  a n oth er . T h is th eo ry  i s  a s  y e t  u n v er ified *  

The Concept o f  M eter»-  M eter, from th e  v iew p oin t o f  

t h i s  stu d y , i s  sim ply th e  measure (as th e  name would in d ic a te )  

o f  th e  rhythm ic p a tte r n . The a s t e r  s ig n a tu re  s ta n d in g  a t  th e  

beg in n in g  o f  a com position  s t a t e s  in  what terms th e rhythm ic 

p a ttern  o f  t h i s  com position  i s  m easured. The upper f ig u r e  

n o te s  how th e rhythmic p a ttern  "counts" , i f  th e  rhythm ic p u lse s  

come in  p a ttern s  o f  two, th r e e , fo u r , or  more. The low er  

f ig u r e  in d ic a te s  th e kind o f  n o te  re p r e se n tin g  one o f  th e se  

p u lse s  in  th e n o ta t io n . As P r a l lUA shows so  c le a r ly ,  we have 

l o s t  s ig h t  o f  the o r ig in a l  sen se  o f  the term measure in  m usic 

because i t  has taken  on so c lo s e  an a s so c ia t io n  w ith  th a t s e c t io n  

o f  th e  s t a f f  th a t  l i e s  between two bar l i n e s .  In r e j e c t in g  

c lo c k  hou rs, or secon d s, and in s i s t i n g  on rhythmic p u lsa t io n  as

e s ta b lis h e d . Even metronome marks m ast n o t be accep ted  to o  
l i t e r a l l y ,  however, fo r  a tempo th a t  seems c o r r e c t  in  one 
s i t u a t io n  may ieem  In correc t l a  an oth er. Tempo i s  r e la t iv e  
to  c ircu m stan ce .

51
B . W. P r a l l ,  A e s th e tic  A n a ly s is , p ,  98 . Hew York: 

Thomas Y. Crowell C o ., 1936.

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited without perm ission.



t l m  standard lay which, th e  duration  o f  m u sica l to n e s  s h a l l  be 

judged we have sim ply r e je c te d  one form o f  measure fo r  another, 

one in v o lv in g  a d i f f e r e n t  u n it  o f  tem poral le n g th . I t  may be  

l e s s  accu rate  and l e s s  d e s ir a b le  " s c ie n t i f i c a l ly " , b u t i t  i s  

c e r ta in ly  the o n ly  p o s s ib le  one a r t i s t i c a l l y ,  T r ip le t t  and 

Sanford52 have made an in t e r e s t in g  attem pt to  r e c o n c i le  th e  two 

by tim in g  r e c i t a t io n s  o f  rhymes and determ ining th e  r e la t iv e  

v a lu e s  o f  in t e r v a ls ,  ex p r e ss in g  them as average p ercen ta g es o f  

the t o t a l  t im e ,

4  measure (the space on th e s t a f f  between two bar 

l i n e s )  th en , in  a properly  w r it te n  com position  w i l l  con ta in  one 

com plete p a ttern  o f  rhythm ic p u ls e s , th e  f i r s t  o f  w hieb i s  th e  

s tr o n g e s t ,  4  com position  may b eg in  on a p u lse  or  b ea t o th er  

than t h i s  f i r s t  or s tr o n g e s t , in  w hich e a se , when i t  appears in  

w r it in g , th e f i r s t  measure w i l l  be in com p lete , 4 s  a lready  

in d ic a te d , th e  upper f ig u r e  o f  the m eter s ig n a tu re  shows the  

number o f  th e se  p u lse s  in  th e  p a ttern ; in  th e  ca se  o f  a w a ltz ,  

fo r  example, i t  w i l l  be 3 .  The low er f ig u r e  shows th e b eat  

n ote  — th e  k ind o f  n o te  r e c e iv in g  one rhythmic p u ls e . Usage 

makes th e  quarter note th e  b ea t n o te  in  th e  w a ltz , but i t  cou ld  

a s w e ll  be a h a l f  n o te , in  which ca se  th e  m eter s ig n a tu re  would

52
Norman T r ip le t t  and Edmund C. Sanford , " Stu d ies  

o f  Rhythm and M eter", American Journal o f  P sych o logy , X II (A p r il, 
1 0 0 1 ), 361-87 .
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b e  3 /2 ,  or an e ig h th  not®, 3 /8 ,  though t h is  m ight n o t  be a s  

conven ient to  rea d . Some com p lica tion  a r is e s  ou t o f  th e  

fa e t  th a t  com p osition s h avin g  m eter s ig n a tu res  o f  6 /8 ,  9 /8 ,

©r 12/®  (or , fo r  th a t  m atter, 6/ 4 , 9 /4 ,  o r  1 2 /4 )  are performed 

a t  a  tempo th a t  makes th e cou n tin g  o f  s i x ,  n in e , or  tw e lv e  

h e a ts  t o  th e measure awkward i f  n o t im p o ss ib le . Consequently  

th e  6 /8  counts by tw oa, one and fo u r  o f  th e  o r ig in a l  one two 

th ree  fo u r  f iv e  s i x  r e c e iv in g  th e  b e a ts ;  th e S /8  by th r e e s ,  

th e  1 2 /8  by fo u r * . The tr u e  m eter s ig n a tu r e s  th u s become
on

2/p. , S/p- , 4/p- . (There i s ,  o b v io u s ly , no num erical

eq u iv a le n t fo r  a d o tted  note in  th e same sen se  th a t  8  stan d s  

fo r  an e ig h th  n o te , 4  fa r  a quarter n o te , or 2  fo r  a h a l f  

n o t e .)

I t  fo llo w s  th a t th e se  f ig u r e s  should n o t be r e fe r r e d  

to  as th e  "time s ig n a tu re" , u n le s s  "time" i s  used in  th e  lo o s e  

and erroneous fa sh io n  a lread y  d esc r ib e d . n e ith e r  should  the  

m eter s ig n a tu re  be r e fe r r e d  to  a s  a f r a c t io n ,  though i t s  

appearance on th e s t a f f  may seem to  su ggest o n e . I f  i t  i s  a 

f r a c t io n ,  what u n ity  does i t  im ply, o f  what i s  i t  a  part?  Music 

i s  f i l l e d  w ith  c o m p lex it ie s  enough to  do w e ll  w ithout such  

th o u g h tle s sn e s s .

53
See n ote  1 ,  t h i s  ch a p ter .
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Form

Rhythm and Form** Repet i t  ion and co n tr a s t  are  

u n iv e r s a lly  accep ted  as elem ents o f  m usical form . These 

elem en ts s e t  up c y c le s  th a t  o fte n  induce w r ite r s  to  r e f e r  to  

forms as rhythm ic, and to  t a lk  o f  th e  co n tr ib u tio n s  o f  rhythm  

to  fo r a . Dewey54 r e fe r s  to  th e  in f lu e n c e  o f  th e  la r g e r  

rhythms o f  n a tu re , such a s  the c y c le  o f  sea so n s , by way o f  

com parison. Parker55 n o te s  the r e la t io n s  ©f rhythm an t  

b alan ce in  p a in t in g  and a r c h ite c tu r e , Howes5® f e e l s  th a t  

rhythm i s  th e  p r in c ip le  o f  coherence which g iv e s  s tr u c tu r a l  

u n ity  to  m usic; " there i s  a co n tin u a l w idening o f  th e  c i r c le  

u n t i l  rhythm becomes u lt im a te ly  c o in c id e n t w ith  form or d es ig n ” .

Rhythms such as th e se  are not th e rhythms w ith  which  

t h i s  stud y  i s  concerned. In f a c t ,  i t  i s  d ou b tfu l i f  th ey  are  

rhythms in  th e  s t r i c t e s t  s e n se . P r a l l  tou ch es on th e  problem  

w ith  t h i s  comment;57

54
John Bewey, o p . o l t . .  pp . 147-148 .

55
DeW ltt H. Parker, quoted by M elvin M. Rader, A 

Modern Book o f  E s th e t ic s ,  pp . 2 3 8 -3 9 . New Tork* Henry H olt 
and C o ., 1935*

56
Prank Howes, op . c i t . , pp . 1 1 1 -1 2 .

57
1 .  f , P r a l l ,  o p . c i t . .  pp . 99 -100 .
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04

Temporal p a tte r n s  u s in g  a  measure lo n g e r  than  th e  
span o f  d ir e c t  a e s th e t ic  a t te n t io n  may be recorded  a s  rep re­
se n t in g  a tem poral p a ttern  in  some graph ic medium, o r  th ey  
may in  v a r io u s  ways be imaged r e p r e se n ta t iv e ly  In  memory or  
a b s tr a c t ly  conceived* But fo r  d ir e c t  apprehension n e ith e r  
season  a f t e r  sea so n , nor day a f t e r  day, nor death  a f t e r  l i f e ,  
i s  a l i t e r a l l y  f e l t  recu rren ce  o f  tem poral in t e r v a l ,  n o t a 
d ir e c t  a e s th e t ic  datum. Such s o -c a l le d  rhythms may be rep re­
sen ted  a e s t h e t ic a l ly  or  reco g n ized  co n cep tu a lly }  but th ey  are  
n o t in  t h e ir  own tem poral d u ration  and ch aracter  p resen ted  in  
e x p e r ie n c e . They are represented , by som ething e l s e ,  which i s  
d ir e c t ly  ex p er ien ced . They may be sym bolized , n ot g iv e n .
T h is i s  due to  a l im ita t io n  o f  our mode o f  apprehension . Time 
in te r v a ls  have to  be r e l a t iv e l y  sh ort to  be d ir e c t ly  f e l t  a s  
d e f in i t e  d u ra tio n s, r e c o g n iz a b le , remamberable, f e l t  tem poral 
le n g th s . For any tem poral p a ttern  a t  a l l ,  th en , we req u ire  
a r e l a t iv e l y  sh o rt m easure, in d ic a te d  to  a t te n t io n  a t  b oth  ends, 
and so  in v o lv in g  i t s  own recu rren ce .

C onstruction  o f  T est I I

S p e c if ic a t io n s  f o r  reco rd in g , announcements, m echanical 

f e a tu r e s ,  and forms have a lread y  been noted  in  Chapter I I I  fo r  

th e  e n t ir e  b a t te r y .  In  Form A, T est I I ,  Bhythmio D iscr im in a tio n , 

S e c t io n  A. M ater, th e  m a te r ia l c o n s is t s  o f  fo u r -p a r t songs  

performed by mixed q u a rtet and p ia n o , and symphonic ex ce rp ts  

played  by symphony o r c h e s tr a . Form A. T est I I ,  Rhythmic B lser im -  

In a tio n , S e c t io n  B. Tempo, co n ta in s  m a te r ia l id e n t ic a l  w ith  

S e c tio n  A. M ater, e x c e p tin g  th a t  i t  i s  a lte r e d  to  s u i t  th e  

t e s t in g  purpose: th e  tem pi r i ta r d ,  a c c e le r a te ,  o r  remain

c o n s ta n t . Form B, Teat I I .  Counting, i s  id e n t ic a l  w ith  Form A, 

Teat I I ,  S e c t io n  A. in  m a te r ia l c o n te n t . The t e s t  b lank i s ,  o f  

co u rse , a lte r e d  (se e  Appendix A ). The c a ta lo g  o f  m a ter ia l fo r  

T est I I  i s  con ta in ed  in  Appendix B .

■:
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Summary

Rhythm i s  ch a ra cter ized  by th e form ation  o f  c o n s is te n t  

p a ttern s  o f  s t r e s s e s .  The a b i l i t y  to  d e te c t  th e  form o f  th ese  

p a ttern s  in  term s o f  th e  number o f  s t r e s s e s  th ey  c o n ta in  — in  

m u sica l term s, th e  number o f  b e a ts  to  a measure —  i s  the  

c a p a c ity  measured by f e a t  II-A . M eter* T est I I -B , Tempo, m easures 

th e  c a p a c ity  to  d e te c t  in c o n s is te n c y  in  th e  pace ©f th e se  p a t te r n s .  

D e f in it io n s  o f  rhythm are n o to r io u s ly  con fu sed . For th e  pur­

p o se s  o f  t h i s  stud y  rhythm i s  d e fin ed  as c o n s is te n t  p e r io d ic ity  

o f  r e la t iv e  s t r e s s .  T h eories o f  th e  o r ig in  o f  rhythm tr a c e  i t  

to  organ ic  a c t io n , a t te n t io n , overt a c t io n , e x p e c ta t io n - s a t is fa c ­

t io n ,  and k in a e s th e s is .  Rhythm im poses carder on tim e, but 

tim e h as no r e la t io n  to  m usic beyond th e  fa c t  th a t  m usic occurs  

in  t im e . T ests  o f  th e  "sense o f  time" are f a l la c io u s .  Tempo 

i s  th e rhythmic r a te  o f  p ro g ress , m eter i s  the measure o f the  

rhythmic p a tte r n . Rhythmic elem ents in  form m erely rep resen t  

tem poral p a tte r n s . The m a te r ia ls  o f  T est I I  c o n s is t  o f  fo u r -  

p art songs and symphonic e x c e r p ts . A d is c u s s io n  o f  T est I I I  i s  

s e t  fo r th  in  Chapter ¥ 1 .

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited without perm ission.



(MAPTH 7 1  

TEST I I I ;  DRAMATIC i m »

The C apacity T ested

The th ir d  d iv is io n  o f  th e  Measures o f  M usical Back­

ground i s  d esign ed  to  t e s t  a f f e c t iv e  re sp o n siv en ess  t o  m u sic.

I t  i s  thus p sy c h o lo g ic a lly  one l e v e l  above th e f i r s t  two 

d iv is io n s ,  which are concerned w ith  th e  p ercep tu a l or form al 

p ro cesse s  o f  tone and rhythm. Any attem pt o f  t h i s  nature i s  

c e r ta in  to  encounter j u s t i f ia b le  q u estio n s  which grow out o f  

very  r e a l  p sy c h o lo g ic a l and a e s th e t ic  d i f f i c u l t i e s .  Can m usic 

ex p ress  em otions? I f  i t  d o es , can th ey  be I d e n t if ie d ?  W ill  

t h i s  id e n t i f i c a t io n  agree w ith  any o th er?  Are c e r ta in  m usical 

tech n iq u es always in d ic a t iv e  o f  c e r ta in  meanings?

The p resen t study makes no e f f o r t  to  answer th ese  

q u e s t io n s . I t  i s  n o t d ir e c t ly  in te r e s te d  in  them, and h o ld s  

th a t some o f  them are h ig h ly  academ ic. I t  w i l l  con sid er  them,

in  due co u rse , but i t s  p o s i t io n  i s  based upon th e  f a c t s  th a t  

human b ein gs do r e a c t  a f f e c t iv e ly  to  ton al-rh yth m ic p a tte r n s !  

th a t  th e se  r e a c t io n s  d i f f e r  in  kind a s  w e ll  a s  in  amount! and 

th a t  c e r ta in  grea t composers have w r it te n  m usic in tended  to  

st im u la te  th ese  r e a c t io n s .  I t  does not attem pt to  d e f in e  e i th e r  

th e r e a c t io n s  or th e  s t im u li producing them; n e ith e r  does i t  

attem pt to  measure them in  th e  u su a l s e n se . The v a r ia b le  i t

96
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t o e s  measure i s  th e  agreement o f  the in d iv id u a l t e s t e d  as to  the  

dram atic con ten t o f  c e r ta in  p ie c e s  o f  m usic w ith  th e  composers o f  

th o se  p ie c e s*

But how can th e  composer*a meaning he determ ined?

What, fo r  in s ta n c e , d id  Beethoven in ten d  to  he th e  dram atic 

con ten t o f  th e  Seventh Symphony? a e r o  i s  no ex a c t in form ation  

on t h i s  p o in t ,  though a gu ess m ight he hazarded. Inform ation  

does e x i s t ,  however, on th e  nature o f  th e  dram atic co n ten t P u cc in i 

in tended  to  in c lu d e  in  th e m usic o f  the duet betw een Mimi and 

Be& olfe in  th e  f i r s t  a c t  o f  l a  Scheme, or th a t  M assenet intended  

fo r  th e l a s t  a c t  o f  T h a is , or th a t Wagner in tended  fo r  th e  Venus- 

herg sc e n e . I t  may n o t he named c o n sc io u s ly  and s p e c i f i c a l ly  by 

a u d ito rs  o f  th e  m usic, but th ey  are s e n s i t iv e  to  i t s  m eaning. A 

c e r ta in ty  on t h i s  p o in t alw ays e x i s t s  w ith in  th e  boundaries o f  

m usic w r it te n  fo r  the o p e r a t ic  s ta g e , a c e r ta in ty  l im ite d  o n ly  by 

th e  c a l ib r e  o f  th e composer and th e degree o f  h i s  s u c c e s s .  And 

i f  t e a t  m a ter ia l i s  r e s t r ic t e d  to  th e  s u c c e s s fu l  works o f  th e  

g r e a te s t  composers t h i s  c e r ta in ty  becomes p r a c t ic a l ly  u n lim ite d t 
not on ly  the com posers’ in te n t io n s  are known, but a ls o  th a t they  

succeeded*

I t  i s  o b v io u sly  r is k y  to  name th e se  r e a c t io n s .  There 

rem ains, however, th e  a lte r n a t iv e  o f  d e sc r ib in g  them, or o f  

d e sc r ib in g  th e  scene about which th e  m usic i s  co n str u c te d . T his  

i s  th e  procedure adopted. The t e s t  co n ta in s  tw enty item s,
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tw enty o p ere tta  e x c e r p ts , and th e  t e s t e *  i s  asked t© in d ic a te  

w hich one ©f fou r o n e - lin e  d e sc r ip t io n s  o ffe r e d  fa r  each  

s e le c t io n  b e s t  d e sc r ib e s  i t s  dram atic c o n te n t . The t i t l e  

Dramatic F e e lin g  i s  based upon, a  Webster1 d e f in i t io n  o f  fe e lin g ?  

"That q u a lity  o f  a  work o f  a r t  which embodies th e  em otion o f  

the a r t i s t ,  and i s  c a lc u la te d  to  a f f e c t  s im ila r ly  th e  sp ec ta to r" .

In Form B th e  s e t s  are lim ite d  to  th ree  d e s c r ip t io n s , and th e  

language i s  s im p lif ie d ;  th e  t i t l e  i s  l ik e w ise  a lte r e d  in to  

S to r ie s  and P ic tu r e s .

P relim inary  C onsideration s

The F a lla e y  o f  Emotion in  M u sic .-  I t  is- common to  

hear m usic r e fe r r e d  to  as h ig h ly  em otion a l, or to  hear i t s  

"em otional content"  d is c u s se d . Suoh r e fe ren ce  i s  n ot s t r i c t l y  

a c c u r a te . There i s  no am otion in  m usic —  i t  i s  a p sy c h o lo g ic a l 

im p o s s ib i l i t y .  Emotion i s  v a r io u s ly  d e fin e d , but whatever i t s  

d e f in i t io n ,  r e fe ren ce  i s  alw ays to  a r e a c t io n  w ith in  th e  in d iv id u a l, 

never to  the q u a lity  o f  th e  s tim u lu s producing th a t  r e a c t io n .

H ence, m usic may produce em otion through th e r e a c t io n  o f  in d i­

v id u a ls  to  i t ,  but i t  cannot con ta in  em otion, a s  i t  i s  im p ossib le

1
W ebster*s Hew In te r n a tio n a l D ic tio n a ry  o f  th e E n g lish  

Language, n .  80 1 . " F eelin g" , d e f in i t io n  9 . S p r in g f ie ld , M a ss .;
S . and C* Merriam C o ., 1929,
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fo r  i t  to  be a t  once th e  stim u lu s an t th e resp o n se . So many 

in d iv id u a ls  id e n t i f y  th e ir  f e e l in g *  w ith  th e m a le  producing  

them th a t  a con fu sion  r e s u l t s  from th e c lo s e n e s s  o f  a s s o c ia ­

t io n .  The p ro cess  r e v e r s e s  i t s e l f  in  th e  c r e a tio n  o f  music*

A com position  may ©we i t s  form and q u a lity  to  th e  em otion ex­

p erien ced  by th e  composer, but what he has crea ted  does not 

co n ta in  h i s  emotion* —  i t  i s  m erely  th e  r e s u l t  o f  i t .  I f  he 

i s  s u f f i c i e n t l y  s k i l l f u l  he may c r e a te  music th a t  s t im u la te s  

f e e l in g s  comparable to  h is  in  o th er  p erson s, but th e  emotion  

i s  s t i l l  w ith in  him and w ith in  them, n o t in  th e  m u sic . The 

music i s  m erely th e  r e s u l t  o f  h i s  emotion* th e  causa o f  t h e ir s ,  

co n ta in in g  n e ith e r .

G enetie  R e la t io n s h ip s .-  **ee2 h as su ggested  th a t  

m usic and em otion have common a n c e s to r s , w hich were tro p ism s, 

or schemata o f  m od ality  o f  movement. P h y s ic a l ly  th ey  were —  

and are —  p o stu re s  and movements. M u sica lly  th ey  are g o in g s  

up and down, p ressu res  and r e s is t a n c e ,  l i f t i n g s ,  reach in g* , 

and r e t r a c t io n s .

For what we are  aware o f  am  an em otion a l, an e f f e c t i v e  
c o n d itio n  in  o u r s e lv e s , a s  when we f e e l  c h e e r fu l ,  or sad , angry  
or lo v in g ,  e t c . ,  c o n s is t*  fo r  more than  h a l f ,  o f  a confused  but 
dom inating sen se o f  our movement* and p o stu r e s , a c tu a l or  poten­
t i a l .  The e x is te n c e  o f  th ese  schemata perm it u s  t o  reco g n ize  
p ostu re  and movement beyond our own body. And i t  i s  th e

8
Vernon l e e  (V io le t  P a g e t} , Music and I t s  L o v ers . 

pp. 7 9 -8 1 . London: George A lle n  and Unwin, L td .*  1938 .
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e x is te n c e  in  our mind o f  such schemata th a t  o r ie n ts  u s i s  sound- 
sp a ee .

H elm holtz had a n t ic ip a te d  t h i s  thought by h a l f  a 

cen tury  in  the fo llo w in g  excerp t*3

G racefu l r a p id ity ,  grave p r o c e ss io n , q u ie t  advance, w ild  
le a p in g , a l l  th e se  d if f e r e n t  ch a ra cters  o f  m otion and a thousand  
O thers in  th e  most v a r ied  com binations and d eg ree s , can be 
rep resen ted  by su c c e ss io n s  o f  to n e s . And as m usic ex p resse s  
th e se  m otions, i t  g iv e s  mi e x p ress io n  a ls o  t o  th o se  m ental cond i­
t io n s  w hich n a tu r a lly  evoke s im ila r  m otions, whether o f  th e  body 
and th e  v o ic e ,  o r  o f  the th in k in g  and f e e l in g  p r in c ip le  i t s e l f .  
Every m otion i s  an ex p ress io n  o f  th e  power which produces i t ,  
and we in s t in c t iv e ly  measure th e  m otive fo r c e  by th e  amount o f  
m otion which i t  produces. T h is h o ld s  eq u a lly  and perhaps more 
fo r  th e  m otions due to  th e  e x e r tio n  o f  power by th e  human w i l l  
and human im pulse, than fo r  the m echanical m otions o f  e x te r n a l 
n a tu re . l a  t h i s  way m elodic p ro g ressio n  can become th e exp res­
s io n  o f  th e most d iv e r se  c o n d it io n s  o f  human d is p o s i t io n ,  n ot 
p r e c is e ly  o f  human f e e l in g s ,  but a t  l e a s t  th a t s t a t e  o f  s e n s i t iv e ­
n ess  which i s  produced by f e e l in g s .  l a  E n g lish  th e  weeds out o f  
tu n e , unstrung, and in  German th e word a tiam m s. l i t e r a l l y  tu n in g , 
are tra n sfe r r e d  from m usic to  m ental s t a t e s .

In t h i s  p h i lo lo g ic a l  con n ection  P r a tt4 c i t e s  s e v e r a l  

examples from sev en teen th - and e ig h tee n th -ce n tu ry  E n g lish  w r it in g s  

proving th a t th e  word wem otionw was used  to  d escr ib e  d istu rb an ce  

o f  e x te r n a l ev en ts ;  i t s  a p p lic a t io n  to  su b je c t iv e  c o n d it io n s  came 

la te r *  H is p o in t i s ,  o f  co u rse , th a t many words can and do 

d esc r ib e  p erso n a l f e e l in g s  as w e ll  a s  o b je c t iv e  o ccu rren ces , and 

we cannot know which a p p lic a t io n  came f i r s t *

3
Hermann I*. F . H elm holtz, On th e  S en sa tio n s  o f  Tone. 

p . 25 0 . Fourth E n g lish  E d it io n , tr a n s la te d  by jfclexsndar J .  
E l l i s .  London; Longmans, Green, and G o., 1912 . ( f i r s t  German 
E d it io n , 1 8 6 2 ) .

4
G arro ll C. P r a tt ,  The Meaning o f  M usic, p p . 2 0 1 -0 2 . 

Hew York; McGraw-Hill Book C o ., 1931.

:
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5Dewey*' s ig n i f ic a n t ly  obseryae th a t  sound s t i r s  em otion  

d ir e c t ly ,  "as a commotion o f  th e  organism  i t s e l f " ,  whereas 

s ig h t  a g i t a t e s  i t  in d ir e c t ly  through a s s o c ia t io n  an t in te r p r e ta ­

t io n .  The ear i s  th e  em otional end-organ . T is io n  fu n c tio n s  

w ith  r e sp e c t  to  meaning la r g e ly  through con n ection  w ith  oth er  

s e n se s , hut sound has th e  power o f  d ir e c t  ex p ress io n  through i t s  

Own q u a l i t i e s . There i s  a g en e r ic  in tim acy betw een em otion and 

sound:
Because o f  th e  con n ection  o f  h earin g  w ith  a l l  p a r ts  o f  

th e  organism , sound has more rev erb era tio n s  and reson an ces than  
any o th er  s e n se . I t  i s  q u ite  l i k e l y  th a t  th e  organ ic  ca u ses  
th a t  render persons unm usical are due to  breaks in  th e se  connec­
t io n s  ra th er  than to  in h eren t d e fe c t s  in  th e au d itory  apparatus 
i t s e l f ,  .  • Through the u se  o f  in strum ents, sound i s  free d  from  
th e  d e f in it e n e s s  i t  has acquired  through a s s o c ia t io n  w ith  sp eech . 
I t  thus r e v e r ts  t o  i t s  p r im it iv e  p a s s io n a l q u a l i ty .

O thers have emphasized th e  importance o f  th e  m otional

con n ection  between to n e s . W atts6 b e l ie v e s  i t  o n ly  n ecessa ry  to

a ch ieve  correspondence between th e  m otions o f  m usic and th o se  o f

7human behavior fo r  man to  ex p ress  h is  inner f e e l in g s .  Howes

5
John Dewey, A rt a s  E xperience, p p . 8 3 7 -3 9 . Mew York: 

M inton, B alch  and C o., 1934 .

6
H» J .  W atte, Foundations o f  M usic. (Quoted from Frank 

Howes, The Borderland o f  Music and P sych o logy , p . 8 0 . Mew York: 
Oxford U n iv e r s ity  P r e s s ,  1987 .

7
Frank ®>wes, o n . c i t . . p* 78 .
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h old s th a t  th® m otions o f  m usic arouse em otional r e v e r b e r a tio n s ,  

and p o in ts  out th e c lo s e  con n ection  between em otion , b o d ily  

movement, and th e  movement o f  m usic#

No doubt a grea t r e la t io n s h ip  between th e  m otions o f  

music and the em otions th ey  arouse does e x i s t .  I t  i s  d i f f i c u l t  

to  g e n e r a liz e ,  and dangerous to  make th e  correspondence to o  

s p e c i f i c ,  as w i l l  be in d ic a te d  in  d is c u s s in g  th e  ex p ress io n  o f  

meaning by music# Such a theory  does n ot account fo r  p u rely  

harmonic e f f e c t s  or e f f e c t s  o f  tim bre n ea r ly  a s  w e ll  as fo r  th ose  

o f  rhythm and m elody. In  t h i s  r e sp e c t  Dewey's exp la n a tio n  i s  

much more rea so n a b le , and stren gth en s ra th er  than weakens th e  

h y p o th esis  o f  common o r ig in s*

A e s th e tic  Emotion

The Character o f  A e s th e tic  Emotions.** W hile th e t e s t  

d escrib ed  in  th e p resen t chapter in te n t io n a lly  circum vents most 

o f  the d i f f i c u l t i e s  in e v ita b ly  incurred  by any a tta c k  on th e  

problem o f  em otional resp on se , no d is c u s s io n  o f  such a problem  

should ignore them co m p le te ly . At th e  o u ts e t ,  th ere  i s  l i t t l e  

agreement as to  what an em otion i s ,  and l e s s  as to  how i t  comes 

about, and whether we have em otions or ju s t  em otion i s  y e t  a 

p o in t fo r  argument. The term " a e s th e t ic  emotion" i s  a source  

o f  co n ten tio n , some a u th o r it ie s  m ain ta in in g  th a t i t  cannot e x i s t  

in d ep en d en tly , o th ers  th a t i t  cannot e x i s t  a t  a l l .  So fa r  as  

i t  i s  d iscu sse d  in  th e se  p a g es , " a e s th e t ic  emotion" r e f e r s  to
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th e  a f f e c t iv e  reaction , to  a  work o f  a r t ,  And however a e s th e t ic  

em otion may d i f f e r  from " p r a c tic a l em otion", i t  mast he noted  

th a t  i t s  p h y s io lo g ic a l symptoms are much th e  semes a d if fu s e d  

u p se t o f  th e whole organism , w ith  s p e c i f i c  re fe r e n c e  to  d u c t le s s  

g lands and u n str ip ed  m u sc les. One word d e sc r ib e s  i t  b e s t  —  

ex c item en t,

8L angfeld  p o in ts  out th a t  p r im it iv e  a r t  was o f te n  

p rim arily  fo r  th e  purpose o f  arou sin g  fe a r  and p a ss io n , and 

b e lie v e s  th a t  a gradual d im inution o f  em otional response can  

be traced  in  the development o f  a e s th e t ic  a p p r e c ia tio n . He 

fu r th er  in d ic a te s  th a t em otion al resp o n se , when i t  becomes 

in te n s e , i s  l i k e ly  to  take u s out o f  a s t r i c t l y  a e s th e t ic  a t t i ­

tu d e, ou t o f  " that p e c u lia r  s t a t e  o f  detachment so e s s e n t ia l  to  

a p p rec ia tio n " . %  h a sten s  to  add th a t th e  tr u e  a e s th e t ic  

resp on se i s  n o t  I n te l le c t u a l ;  even though em otional response  

l a  a b sen t, th ere  i s  n e c e s s a r ily  a f e e l in g  ton e p r e s e n t .

I t  i s  sometimes d i f f i c u l t , however, to  p r e c is e ly  d e fin e

th e  nature o f  a response to  an a r t sudh as m u sic . l a  a study
9

o f  th e In h er ita n ce  o f  m u sica l t a le n t ,  S tan ton  in terv iew ed  s ix  

m u sician s o f  h ig h  ran k . One fa c to r  d is t in g u is h in g  them was

8
H erbert S . L an gfeld , "The Role o f  F e e lin g  and 

Em otion in  A e s th e t ic s " , F e e lin g s  and Emotions (The W ittenberg  
Symposium). p p . 3 5 0 -81 , W orcester, M ass.: C lark U n iv e r s ity
P r e ss , 1928.

9
H azel M. S tan ton , Measurement o f  M usical T a len ts  

The Eastman Experim ent, p .  12 3 . Iowa C ity : U n iv e r s ity  
o f  Iowa, 1938,
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found to  be th e exp erien ce  o f  "repeated ©motional r e a c t io n s  

aroused by m u sica l s t im u la tio n  expressed  in  th e  form o f

ex h a u stio n , sobbing* e x h ila r a tio n *  tra n sferen ce  in to  another
10w orld , co n sc io u s outgo o f  em otional power". Schoen m o te s

th e  r e s u l t s  o f  a number o f  in terv iew s  w ith  m usicians and persons

o f  o u tsta n d in g  m u sica l t a s t e  in  a study  o f  th e  nature o f  th e

a e s th e t ic  e x p er ien ce . In g e n e r a l, th e  rep orted  resp o n ses  are

o f  th e  same natu re - *  m uscular te n s io n , e c s ta s y ,  and com plete

ab sorp tion  b ein g  much in  ev id e n c e . In an experim ent r e la t iv e

11to  th e  nature o f  m u sica l enjoym ent, Gatewood found th a t ,  o th er  

th in g s  b ein g  e f u a l ,  th o se  s e le c t io n s  showing h igh  em otional e f f e c t  

are most en joyed . layers12 b e l ie v e s  th a t the exp erien ce  o f  beauty  

always partakes o f  the m y stic a l or th e e c s t a t i c  —  "the l o s t  

r e la t io n  o f  the S e l f  to  I t s  environm ent". Isadora Duncan r e v e a ls

10
Max Schoen, Art and B eauty, pp . 1 6 5 -1 6 6 . New York: 

The Macmillan C o ., 1932.

11
E sth er L . Gatewood, "An Experim ental Study of the  

Nature o f  M usical Enjoyment", The E f fe c t s  o f  Music (Max Schoen, 
E d ito r ) ,  p# 9 0 . lew  Yorks B areourt, Brace "and G o., 192? .

12
C harles S . M yers, " In d iv id u a l D iffe r e n c e s  in  

L is te n in g  to  M usic", The E f f e c t s  o f  Music (Max Schoen, E d ito r ) ,  
pp. 3 6 -3 7 . New York: Oaf co u r t, Brace and C o., 1 9 2 7 .
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th e  p o s s i b i l i t i e s  o f  e c s t a t i c  resp on se w ith  c h a r a c te r is t ic
13

abandon:

With. Thode I  s a t  in  th e  darkened th e a tr e  and l i s t e n e d  
t o  the f i r s t  n ote  o f  th e  prelude o f  "Parsifal**. The f e e l in g  o f  
d e lig h t  through a l l  my n erves became so poignant th a t th e  s l i g h t ­
e s t  touch o f  h i s  arm sen t such t h r i l l s  o f  e c s ta s y  through me 
th a t I  turned s ic k  and fa in t  w ith  th e  sw eet g a ss in g  p a in fu l  
p le a su r e . I t  revo lved  in  my head l i k e  a thousand w h ir ls  o f  
myriad l i g h t s .  I t  throbbed in  my th ro a t w ith  sueh a Joy th a t  
I  wanted to  cry  o u t . O ften I  f e l t  h is  s l ig h t  hand p r ess  over  
ay  l i p s  to  s i le n c e  th e s ig h s  and l i t t l e  groans I  cou ld  n o t con­
t r o l .  I t  was as i f  every  n erve in  my body a rr iv ed  a t th a t  
clim ax o f  lo v e  which i s  g e n e r a lly  l im ite d  to  th e  in s t a n t { and 
hummed w ith  such in s is te n c e  th a t I  hardly knew whether i t  was 
u tte r  joy or h o r r ib le  s u f f e r in g .  My s t a t e  partook o f  both  and 
I  longed to  cry ou t w ith  Am fortas, to  sh r ie k  w ith  Kundry.

The p r e c ise  p o in t a t  which a r e a c t io n  such a s  th e  one 

ju s t  d escrib ed  c e a se s  to  be a e s th e t ic  w i l l  vary w ith  th e  in d iv id u ­

a l*  Hevner14 p o in ts  out th a t any v io le n t  exp erien ce  ten d s  to  

absorb a l l  o f  th e  a t t e n t io n , and d estro y  awareness o f  th e  com­

ponents o f  a e s th e t ic  s t im u la t io n . She f e e l s  th a t  any em otion

th a t  i s  p resen t in  an a e s th e t ic  exp erien ce  i s  h ig h ly  d ilu te d  -*»
1 *5more in  the nature o f  a mood. Ortmann shows u s ,  however, th a t

13
My L i f e ,  p ,  1 4 9 . New York: Horace L iv e r ig h t , I n c . ,

1927 .

14
Kate Hevner, "The A e sth e tic  E xp erien ce: A Psycho­

lo g ic a l  D escr ip tio n " , P sy c h o lo g ic a l Review . 2XIY (March, 1 9 3 7 ),
m *

15
O tto Ortmann, "The S e n s o r ia l B a s is  o f  M usic Appre­

c ia t io n " , Journal o f  Comparative P sychology. I I  (June, 1 9 2 2 ), 
255 .
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th e  a e s th e t ic  exp erien ce i s  not com p lete ly  v i t i a t e d  e m o tio n a lly .  

An im portant p a rt o f  m u sica l enjoym ent, he s t a t e s ,  i s  o f  a 

non-aud itory  ch a ra cter , and many phases o f  enjoyment are the  

d ir e c t  e f f e c t s  o f th e  a t tr ib u te s  o f  tone ra th er  than th e  

a lle g e d ly  in sp ir e d  ch aracter  o f  the ccm p osition .

T his a e s th e t ic  response has been v a r io u s ly  a n a ly zed .
18Ferguson f in d s  th ree  fa c to r s  o f  em otion —* circu m stan ce,

nerve te n s io n , and motor o u t l e t . Music i s  la r g e ly  con fin ed

to  r e p r e se n ta tio n  o f  the second and th ir d ,  l i t e r a t u r e  and

p a in tin g  to  the f i r s t . Music rep re se n ts  th e  em otional s t a t e

17i t s e l f  ra th er  than th e  s t im u la tin g  c ircu m stan ce . Beaunis 

an a lyzes the m u sica l em otion in to  th e  m e n ta lity  o f  th e l i s t e n e r ,  

th e  pure a u d it iv e  s e n sa tio n , and th e  organ ic-m uscu lar and 

t a c t i l e  s e n sa t io n . The f i r s t  i s  adapted in  such a fa sh io n  a s  

to  c r e a te  background,* the second responds e s p e c ia l ly  to  th e  

a e s th e t ic  s id e  o f  the m u sica l em otion, and th e  th ir d  to  th e  

p a ss io n a te  s id e*

I s  th ere  a d is t in c t  a e s th e t ic  em otion, and i f  s o ,

16
Donald N . Ferguson, "Sow Can Music E xpress Emotion?” 

Papers and P roceedings o f  th e  Mtiale T eachers N a tio n a l A ssocia ­
t io n .  1925V pp. 8 0 - 3 2 .

1 7
H. B eaunis, "L'emotion m u sica ls” , Revue P h ilo s o -  

phlque. IXKXTI, (Hovember-December, 1918 ), 366 ,
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how i s  i t  d is t in g u ish e d ?  V ivas19 h o ld s  th a t  ©motion i s  th e  

a e c id e n ta l consequence o f  a e s th e t ic  e x p r e ss io n , and seek s to  

d iscr im in a te  between em otion and f e e l in g ,  s ta t in g  th a t  i t  i s  

f e e l in g  th a t e n liv e n s  th e  e x p er ien ce , t e e 19 b e l ie v e s  th a t  

music "awakens two d if f e r e n t  k inds o f  em otion —  a  dram atic 

one re fe r r e d  to  by i t s  e x p r e s s iv e n e s s , and an a e s th e t ic  one 

connected  w ith  th e  presence o r  absence o f  what i s  known as  

beauty” . S ince any work o f  a r t  ex p resses  som ething, i f  n o th in g  

more d e f in i t e  than pure b eau ty , and a l l  ex p ress io n  by a r t i s t i c  

means i s  ip so  fa c to  b e a u t i f u l ,  i t  i s  d i f f i c u l t  t o  see  ju s t  where 

t h i s  dualism  le a d s .  P r a tt20 s t a t e s  th a t em otions in  a r t  are 

n e ith e r  r e a l  nor u n r e a li th ey  belon g  in  a c la s s  by th em se lv es .

To Dewey21 " e s th e t ic  em otion i s  som ething d is t in c t iv e  and y e t  

not cu t o f f  by a  chasm from oth er  and n a tu ra l em otional e x p e r i­

e n c e s . . .  e s t h e t ic  em otion i s  n a tiv e  em otion transform ed through  

th e  o b je c t I t s  m a ter ia l to  w hich i t  has committed i t s  developm ent

18
E lls e o  V iv a s, "A D e f in it io n  o f  th e  E s th e t ic  

E xperience” , Journal o f  P h ilo sop h y , XXXIV (November 1 1 , 19 3 ? ), 
629-32 .

19
Vernon Lee (V io le t  P a g e t) , "The R idd le o f  M usic", 

Q uarterly R eview . CSIV (January, 1 9 0 6 ) , 22?,

20
C arro ll C. P r a t t ,  o n , o l t . ,  p .  1 7 5 .

21
John Dewey, o p . c i t . .  p .  ?8 .
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and consummation*. C live  B a l l22 f in d s  in  s ig n if ic a n t  form th e  

q u a lity  common and p ecu lia r  to  a l l  o b je c ts  th a t  provoke th e  

a e s th e t ic  em otion.

I t  w i l l  be r e c a lle d  th a t d is t in c t io n  was made in  

Chapter I I  between th e a e s th e t ic  a t t i t u d e ,  which i s  p u rely  

con tem p lative and u n con sc iou s, and th e c o n str u c tiv e  a t t i tu d e  

c o n ta in in g  the p r a c t ic a l ,  s c i e n t i f i c ,  and a r t i s t i c  a t t i t u d e s ,  

which are co n sc io u s  and a c t iv e .  In  agreement w ith  th e se  

d is t in c t io n s ,  D ucasse su g g e sts  th a t  any f e e l in g  w hatever 

which i s  ob ta in ed  in  a e s t h e t ic  contem plation  i s  a e s th e t ic  f e e l ­

in g ,  and tinder c e r ta in  co n d itio n s  any f e e l in g  may o b ta in  

a e s th e t ic  s t a t u s .  A e s th e t ic  f e e l in g  by d e f in it io n  presupposes  

th e contem plative a t t i tu d e ;  a r t i s t i c  f e e l in g  e x p r e sse s  i t s e l f  

in  a c t io n ,  Those who would deny th e  e x is te n c e  o f  an a e s th e t ic  

em otion, th en , are co n fu sin g  p r a c t ic a l  em otion w ith  th a t  o f  the  

sensory s u r fa c e . P r a c t ic a l  em otions e r e  g e n e r ic , and need not 

have unique embodiment, but are embodied in  b eh a v io r . Behavior

22
Quoted from M elvin M. Bader, A Modern Book o f  

A e s th e t ic s ,  pp . 2 4 6 f . New York: Henry H o lt  a n d C o .,  1935.

23
Curt John B u easse, The P h ilosophy o f  A rt, pp . 18a- 

2 0 0 . New York: The D ia l P r e ss , lS 2 t ,
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may fee a source o f  s a t i s f a c t io n ,  feut i t  i s  th e  s a t i s f a c t io n  o f  

g e t t in g  r id  o f  th e  em otion, whereas th e  a e s th e t ic  in t e r e s t  i s  

in  con serv in g  an t con tem p latin g . The c r e a tio n  o f  a  work o f  

a r t in v o lv e s  feoth, e i th e r  in  a lte r n a t io n  or su b lim ation ; th e  

contem plation  o f  a work o f  a r t  in v o lv e s  b o th , but one a f te r  the  

o th e r . In th e  c r e a t iv e  p ro cess  th e  a r t i s t  ex p resses  h i s  in ­

s p ir a t io n  or a e s th e t ic  concept through a r t i s t i c  means; in  th e  

a p p rec ia tiv e  p ro cess  th e r e s u lta n t  work o f  a r t  s t im u la te s  th e  

eonteraplator. So lon g  a s  h is  em otion i s  con fin ed  to  th e  con­

tem p lation  o f  th e  sensory su rfa ce  i t  i s  a e s th e t ic ;  when i t  

o v erflo w s in to  o v er t behavior i t  becomes p r a c t ic a l .  R e lig io u s  

e c s ta sy  on v iew ing  th e  S i s t in s  Madonna or p a t r io t ic  fe r v o r  on 

h earin g  La M a r s e illa ise  are a e s t h e t ic  em otions; overpow ering  

urges to  gather con v erts  to  C h r is t ia n ity  or to  g u i l l o t in e  

a r is to c r a t s  fo r  La P a tr ie  are n o t .  In  th e  f i r s t  in s ta n c e  th e

em otion grows out o f  contem plation} in  the secon d , b eh av ior grows 

ou t o f  the em otion .

The Function  o f  A e s th e t ic  E m otion.-  These co n sid era ­

t io n s  b r in g  u s to  th e  problem grow ing o u t o f  th e  r e la t io n s  o f  

a e s t h e t ic s  and e t h ic s .  Art cannot e x i s t  s o le ly  fo r  a r t ’ s  sake, *■ 

i t  sp r in g s  from th e  m atrix  o f  the s o c ia l  fa b r ic  and i s  in  turn  

woven in to  i t .  The u p l i f t in g  e f f e c t  o f  co n ta c t w ith  g r e a t works 

o f  a r t  i s  alm ost ax io m a tic , but proves a most e lu s iv e  q u a lity  to  

i s o la t e  and d e sc r ib e . N ie tz sc h e  found th e h ig h e s t  good in  t h i s  

co n ta ct to  r e s id e  in  th e c r e a t iv e  p r o c e s s ; Schopenhauer found i t
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in  con tem p lation . R eference h as a lread y  been made to  th e  

fu n c tio n s  o f  a r t  in  p r im it iv e  s o c ie t y ,  and to  i t s  e f f e c t  upon 

members o f  a c i v i l i z e d  s o c ia l  order* Dewey24 comments an th e  

em otional debauch enjoyed by some c o n c e r t-g o e r s . Art i s  

in e v ita b ly  connected  w ith  m ora lity  fo r  i t s  consumers, i t s  

a p p r e e ia to r s , because i t  r e p r e se n ts  l i f e  w ith  c r i t ic i s m ,  

comment, or  in te r p r e ta t io n , and because i t  p la y s  such a  la r g e  

p art in  our h a b it s ,  em otion s, im p u lses, and id e a s .  A work o f  

a r t  may be sa id  t o  be immoral o f  i t s e l f  o n ly  when i t  m isrep re­

se n ts  by d e lib e r a te  in te n t io n ,  b u t i t s  worth to  s o c ie ty  i s  

ev a lu a ted  in  term s o f  i t s  e f f e c t s .  Both N ie tzsch e  and S eg a l  

in te r p r e te d  A r is t o t le ' s  c a th a r s is  to  mean th a t  man may g r a t i f y  

h is  p a ss io n s  o th erw ise  than by in d u lg in g  them on an a n t is o c ia l  

or immoral l e v e l .  What A r is to t le  r e a l ly  meant has been th e  

su b je c t  o f  much d eb a te . I t  seems probable th a t  he r e fe r r e d  to  

a p ro cess  o f  p u rg a tio n . A g rea t traged y  p ortra y s p a ssio n  and 

p o rtra y s  i t  v iv id ly ,  and a t th e  same tim e g e n e r a l iz e s  i t .  The 

sp e c ta to r  who i s  th u s l i f t e d  in t o  th e  atmosphere o f  th e  u n iv e r sa l  

ten d s to  be purged o f  ev er y th in g  th a t  i s  p e t ty  and p u rely  p erson a l 

in  h i s  own em otion s. A r is to t le  th u s d id  n ot th in k , a s  d id  

P la to ,  o f  how em otion i s  in t e n s i f ie d  by h a b it and co n ta g io n , but 

how i t  can be d isch arged  or m it ig a te d . Both P la to  and A r is to t le

24
John Dewey, p p . c i t . . p* 238 .
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b e lie v e d  th e  em otions m ight be d is c ip l in e d  by e x c i t in g  them under
O R

m o ra liz in g  in f lu e n c e s ,

to r  th e  Greeks who l iv e d  f i v e  or s ix  c e n tu r ie s  b efo re  

C h r is t , however, a r t i s t i c  v a lu e s  were n o t sep arate  from p o l i t i c a l  

or s o c ia l  p u rp oses, P la t e ,  in  p a r t ic u la r , was r e s i s t in g  any 

change. Be w ished a  s o c ia l  a r t  —  not s p e c ta to r s , b u t c r e a to r s  

and p a r t ic ip a n ts .  I f  we l i v e  s a c r i f i c in g ,  s in g in g , and dancing  

th e r e  i s  no need fo r  dram atic perform ances, fo r  l i f e  i t s e l f  would 

be th e p e r fe c t  drama, l iv e d  by men and women, n o t rep resen ted  fo r  

them* The Greeks did. n o t renounce l i f e  and r e t i r e  in to  an inner  

w orld —  l i f e  was the g rea t adventure, and t h e ir  a r t i s t i c  powers 

were n ot d iv er te d  to  th e  c r e a tio n  o f  com pensations fo r  th e  de­

f i c i e n c i e s  o f  th e  p r e se n t . l e  o f  today have made a c u l t  o f  a r t ,  

and th e  fu n ctio n  o f  th e  a e s th e t ic  i s  a l l  to o  o f te n  lim ite d  to> th a t  

a lread y  much l im ite d  sphere accorded to  beauty in  th e  modem  

world*

The Measurement o f  A e s th e tic  E m otion,-  E f fo r t s  in  t h i s  

area have cen tered  about two approaches. E ith er  p h y s io lo g ic a l  

r e a c t io n s  are measured, o r  t e s t in g  i s  based on v erb a l resp o n ses  

In d ic a t in g  some q u a l i t a t iv e  c h o ic e . The second tech n iq u e sub­

d iv id e s  i t s e l f  in to  d e sc r ip t io n s  o f  imagery o r  mood, and Judgment

25
in  in t e r e s t in g  d is c u s s io n  o f  t h i s  p o in t  i s  found in  

" P la to ’ s q u arrel w ith  i r t ” , by G. M. Sargeaunt. The H ia c ts e n tt  
Century and A fte r , CtT, ( ia g u s t ,  192®I, 230 -42 .
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o f  m e r it , b earing  a  r e la t io n ,  Im plied  i f  n o t  t i t u l a r ,  t o  th e  

" ap p recia tion ” o f  m uaie. S tu d ie s  o f  th e  organ ic  e f f e c t s  o f  

m usic are  s o t  o f  d ir e c t  in t e r e s t  to  th e  p resen t experim ent, and 

in  any even t are o f  d ou btfu l v a lu e  to  a e s t h e t ic s  per s o . As 

M uraell26 in d ic a te s ,  m o t io n  should be regarded a s  a  d ir e c t  

s t r e s s  in  th e f i e l d  o f  b eh avior r a th e r  than a mans o f  p h ysio ­

lo g i c a l  r e sp o n se s . The a s s o c ia t io n ! s t -b e h a v io r is t  approach 

through measurement o f  b lood  p ressu re  and endocrine s e c r e t io n s  

g iv e s  a most u n s a t is fa c to r y  account o f  em otion in  a r t .  D iseren s  

and F ine p resen t a com prehensive review  o f  experim ents l a  t h i s  

« . ! * «

Mood and imagery r e a c t io n s  are d iscu sse d  subsequently  

under The E xp ression  o f  M eaning. The "appreciation*  tech n iq u e  

has a s  i t s  b e s t  exponent S ev n a r ,28 who makes a thorough a n a ly s is  

o f  th e  fa c to r s  in v o lv e d . Problems o u tlin e d  in  th e  study o f  

m usic a p p rec ia tio n  are ty p es  o f  l i s t e n e r s ,  d if fe r e n c e s  in  k ind  

and degree o f  enjoym ent, mood or em otional e f f e c t s ,  meaning in

26
James I*. Mar s e l l ,  "The A p p lica tio n  o f  P sychology  to  

th e  A rts" , Teachers O ollege  Record, 2XXTII (January, 1 9 3 6 ), 290- 
9 7 .

2 7
C harles H« D iseren s and Barry F in e , A P sychology o f  

M usic. e s p e c ia l ly  Chapters IX, X, and X I. C in c in n a ti t  
C o llege  o f  M usic, 1939 ,

28
Date B erner, "A ppreciation  o f  Music and T e s ts  fo r  

th e A pp reciation  o f  M usic", S tu d ie s  in  the A p p recia tion  o f  A rt, 
P art 4 .  U n iv e r s ity  o f  Oregon P u b lic a t io n s , IT, No. 6 ,
(February, 1 9 3 4 ), pp . 8 3 -1 0 0 .
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music* a f f e c t It® ch a ra cter  o f  node®* e f f e c t s  o f  r e p e t i t io n ,  

p h y s io lo g ic a l e f f e c t s ,  and motor th e o r ie s .  A c t iv i t i e s  

in v o lv e d  in  a p p rec ia tio n  are sen so ry  c a p a c i t ie s ,  p ercep tu a l 

h a b it s ,  a f f e c t iv e  r e a c t io n s , symbolism, u nderstand ing , and 

t a s t e .  The t e s t s  she d es ig n s  to  measure th e s e  a c t i v i t i e s  are

(1) Music D iscr im in a tio n , 48  item s, in  w hich th e  t e s t e e  d i s ­

covers  th e su p erior  v e r s io n  o f  s e v e r a l p resen ted , and th e  

m u sica l fa c to r  r e sp o n s ib le  fo r  su p e r io r ity  (melody, harmony, 

rhythm ); (2) M usical C oncepts, th ree  h earin gs o f  two numbers,

t e s t in g  em otional imagery, and knowledge o f  te c h n ic a l term inology  

and con cep ts rep resen ted ; (3) a t t i tu d e  toward M usic, a v erb a l 

q u estio n n a ire ; (4 ) S e l f  S a t in g , a ls o  v e r b a l ,  concerning ex ­

p e r ie n c e , e t c .

Other t e s t s  in  th in  area o f  l e s s e r  scop® are Trabue’s 28

30fo r  ranking th e  e x c e lle n c e  o f  22 recorded com p osition s; A d ler 's , 

in v o lv in g  ch o ic e  o f  th e  proper v e r s io n  o f  fo u r  fo r  each o f  s ix  

piano com p osition s recorded on Duo-Art r o l l s ;  and V ern o n 's ,31

> 29
M. R . Trabue, MS c a le s  fo r  M easuring Judgment o f  

O rch estra l M usic” , Journal o f  E ducation  P sychology, XIV (December, 
19 2 3 ), 5 4 3 -6 0 .

30
M. J .  A dler, "Music A ppreciations An E xperim ental 

Approach to  I t s  Measurement” , A rch ives o f  P sych o logy , XVII,
(10 . 110 , no month in d ic a te d , 1 9 2 9 ), 7-101*

31
P . S .  Vernon, "A Method o f  M easuring M usioal T aste" , 

Journal o f  A pplied P sych o logy . XIV (August, 1 9 3 0 ), 3 3 5 -6 2 .
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which i s  concerned with, r a t in g  th e  m u sica l va lu e  o f  im aginary

co n cer t programs, t a s t e  b e in g  judged by p referen ce  ex p ressed .

i d l e r ' s  techn ique i s  s im ila r  to  th a t employed by Abbott and 

32
Trabue, w herein ch o ic e  must be made o f  th e  "correct"  v e r s io n  

from fo u r , th r e e  o f  which are  a l t e r e d ,  ib b o tt  and Trabue had 

sen tim en ta l, p r e s a le ,  and m e tr ic a l v e r s io n s  o f  t h e ir  poems, as  

w e ll  as the o r ig in a ls *  Adler used d u l l ,  se n tim e n ta l, and c h a o tic  

v e r s io n s  o f  h i s  m u sica l s e le c t io n s .  This tech n iq u e i s  a ls o  

employed in  the f i e l d  o f  a r t  by the M eier-Seashore A rt Judgment 

T ,a t . 33

T h is techn ique o f  a l t e r in g  works o f  a r t  fo r  t e s t in g  

purposes has incurred  c r i t i c a l  comment on s e v e r a l co u n ts . 

Murray34 c la im s th a t th e  M eier-Seashore Art Judgment T e s t , by 

m u tila t io n  o f  o r ig in a ls ,  o f te n  a ch iev es  a more e x p r e s s iv e ,

32
A lla n  Abbott and M. R . Trabue, "A Measure o f  the  

A b il i ty  to  Judge P oetry" , T eachers C o lleg e  Record, XXII (M arch, 
1 9 2 1 ), 1 0 1 -2 6 .

33
Herman C. M eier, "A Measure o f  Art T a len t" , Psycho­

lo g i c a l  Monographs. XXXIX (19 2 8 ), 1 8 4 -9 9 .

34
E ls ie  Murray, "Some U ses and M isuses o f  th e  Term 

•A esth etic* " , American Journal o f  P sych ology , XLII (O ctober, 
1 9 3 0 ), §4 1 .
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dynamic, and a e s t h e t ic a l ly  s a t i s f y in g  e f f e c t  in  th e  a lte r e d
35

v e r s io n  than e x is t e d  in  th e o r ig in a l .  M a rse ll waxes 

c a u s t ic  w ith  th e  rem arks:

I t  has occurred to  th e  minds o f  v a r io u s  persons th a t  
a p p rec ia tio n  means th e  a b i l i t y  t© d isc r im in a te  d eg rees  o f  
e x c e lle n c e  in  works o f  a r t .  Sc poems, m u sica l co m p osition s, 
and p ic tu r e s  have been su b jec ted  to  d is t o r t io n ,  th a t  i s ,  
v e r s io n s  have been made w ith  c e r ta in  changes which presumably 
d e tr a c t  from th e  e x c e lle n c e  o f  th e  o r ig in a l .  U su a lly , i t  
may be remarked, th ere  i s  not the l e a s t  doubt about th e f a t a l  
damage done by the a l t e r a t io n s .  The t e s t  th en  tu rn s  on o n e*8 
a b i l i t y  to  s e le c t  th e  o r ig in a l  a s  p re fer a b le  to  th e d is t o r t io n .  
Sow th e  id e a  i s  n ot a bad on e . But what we c a l l  "appreciation"  
i s  c le a r ly  very  com plex and m any-sided. Whether any such  
t e s t  r e a l ly  g e t s  a t  i t ,  w hether i t  r e v e a ls  one o f  th e  s i g n i f i ­
can t symptoms, we sim ply do n o t know.

Mu®?©3® comments on th e  p re feren ce  tech n iq u e a s  fo llo w s :

One tro u b le  w ith  such an approach i s  th a t  an apparent 
agreement on g en era l r e la t iv e  m erit may cover a g rea t d i f f e r ­
ence in  inward resp on ses  and modes o f  v a lu a t io n . Another i s  
th a t  th e  p s y c h o lo g is t 's  own assum ption as to  th e r e la t iv e  m erit 
o f  th e  examples may be q u e s tio n a b le , so th a t  conform ity  w ith  
i t  i s  no sure c r i t e r io n  o f  su perior  t a s t e .  . . Examples p resen ted  
fo r  ch o ice  are u s u a lly  not whole o r ig in a l  works o f  a r t ,  but 
rep ro d u ctio n s and e x c e r p ts , b lack  and w h ite  photographs o f  
p a in t in g s , and phrases c u lle d  from m u sica l com p o sitio n s. Thus 
i s o la t e d ,  th e se  fragm ents are apt to  lo s e  a l l  t h e ir  o r ig in a l  
s ig n if ic a n c e .  In " s p o il in g ” them fo r  t e s t  purposes one may be 
m erely changing them in to  o th er them es, l e s s  smooth and concor­
dan t, perhaps, w hich would be eq u a lly  good in  some o th er  c o n te x t . 
A ll  s t a t i s t i c s  r e s u lt in g  from such dubious " te s ts"  are l e s s  
s c i e n t i f i c  than th ey  sound.

35
James L . M u rse ll, "Mental T e s tin g : A. P r o te s t" ,

Harner*s M agazine. 0UZX {A p ril, 1940}, 5E 9-30.

30
Thomas ^unro, S c i e n t i f i c  Method in  A e s th e t ic s ,  p . 6 6 .  

New York: W. f . Norton and C o., I n c . ,  1928.
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I t  beeomas obvious th a t  to  m ost t o s t  au thors "appreci­

ation"  moans "judgment o f  v a lu e" . A t e s t  such as th e  Hevner 

t e s t  in v o lv e s ,  a s  s e l l  a s  judgnent, c e r ta in  knowledge and s k i l l s  

co n tr ib u tin g  to  i t .  The experim ents w ith  mood resp on se  to  be 

d escr ib ed  la t e r  come c lo s e r  to  th e  concept o f  dram atic f e e l in g  

than  to  p referen ce t e s t s .  T e s ts  o f  t a s t e  are a t  b e s t  dangerous, 

fo r  reason s n o ted . T e s ts  d e a lin g  w ith  u n r e s tr ic te d  imagery are  

d i f f i c u l t  to  in t e r p r e t . T e s ts  in v o lv in g  knowledge or tr a in in g  

p la c e  a r e s t r i c t e d  meaning on " a p p rec ia tio n * . ©ruly grea t a r t  

should be a s  obvious to  th e u n le tte r e d  as to  th e  s o p h is t ic a te d ,  

though th e  l a t t e r  may be a b le  to  account fo r  r e a c t io n s  in  te c h ­

n ic a l  lan gu age . S e n s i t iv i t y  to  th e e f f e c t s  o f  m usic may be  

h eigh tened  by ex p er ien ce , but an ed u cation  in  m usic w i l l  n ever  

c r e a te  a f e e l in g  fo r  i t s  dram atic c o n te n t .

The S p is te m o lo g ic a l Problem

Emotion aa a Source o f  Knowledge*-  The contemporary 

p h ilosophy o f  l o g i c a l  p o s it iv is m  d e c l a r e s  th a t ev ery th in g  known 

i s  known through sc ie n c e , and th a t  ph ilosop h y  and m etap h ysics  

are on ly  e le v a te d  em otional e x p r e s s io n s . T h is view  i s  based  

on the assum ption th a t em otion and knowledge are e s s e n t ia l l y  

d i f f e r e n t , an assum ption th a t i s  d i f f i c u l t  to  su b s ta n tia te  on 

c o n s id era tio n  o f  th e  f a c t  th a t every  se n sa tio n  has an em otional
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t in g e :  th e  sensory  su rface  i s  pregnant w ith  em otion . In  th e  

c h ild  and in  th e  anim al th e f e e l in g s  o f  se n sa tio n  and th e  

knowledge o f  mood do n ot d i f f e r .  The argument th a t  th e  a c t  

o f  exp ressio n  and th e  rea d in g  o f  i t  are d if f e r e n t  i s  not v a l id ;  

th e  statem ent o f  th e  a c t  i s  a v ic a r io u s  ex p er ien ce , and would be 

r e la t iv e ly  m eaningless i f  th e  a c t  had not been seen  or experienced  

a t some tim e. T h is does not mean th a t sta tem en t and reason in g  

are u n necessary . The p o in t i s  th a t  g e t t in g  knowledge i s  not  

con fin ed  to  sta tem en ts or p r o p o s it io n s ; i t  i s  a ls o  d er iv ed  through  

f e e l in g .

As a m atter o f  f a c t ,  th in k in g  alw ays has an a e s th e t ic  

u n ity , and knowledge a t i t s  h ig h e s t  —  c r e a t iv e  knowledge —  i s  

dominated by f e e l in g .  No one th in k s  from prem ise to  co n c lu s io n  

according to  th e  form al scheme o f  lo g ic ;  thought b eg in s  w ith  

th e  co n c lu s io n , and then prem ises are found fo r  i t s  j u s t i f i c a t i o n .  

And an argument i s  u n if ie d  by th e development o f  f e e l in g  a s  th e  

argument p roceed s. Thus knowledge i s  not ap art from f e e l in g ,  

but has a f e e l in g  ton e; and a r t  i s  an ex p ress io n  o f  f e e l in g ,  but 

a ls o  has a c o g n it iv e  v a lu e . Concerning t h i s  l a s t ,  f r a i l 37 a p t ly  

s t a t e s :

But th a t  th e a r ts  ex p ress  deep ly  and b ro a d ly , but 
alw ays d eterm in ate ly  and u n iq u e ly , th e  v ery  p o in t o f  l i f e ,  th a t  
th ey  are th e m ost p r e c is e ly  drawn lineam en ts o f  men*s s o u ls  th a t  
we know, can not o f  course be q u estio n ed . To d e sp ise  them

3?
1 .  W. P r a l l ,  A e s th e tic  Judgment, p .  2 1 7 . New York: 

Thomas Y. Crowell C o ., 1929 .
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t o t a l l y ,  or to  deny th e ir  ex p ress iv e  s ig n if ic a n c e ,  i s  sh eer  
b r u t a l i t y  or ig n oran ce . But e s p e c ia l ly  in  in t e l l e c t u a l  
p erson s th ere  i s  a tendency to  m inim ize t h e ir  p r e c is io n  and 
uniqueness o f  s p e c if ic a t io n  in  e x p r e ss io n . dad t h i s  w i l l  not 
be overcom e, o f  co u rse , u n t i l  man c u l t iv a t e  accuracy and s k i l l  
in  sensuous p ercep tio n  i t s e l f ,  and sound te c h n ic a l  tr a in in g  In 
a t  l e a s t  one o f  th e  p a r t ic u la r  a r t s ,  in s te a d  o f  fee d in g  t h e ir  
so u ls  so  e x c lu s iv e ly  upon th o se  ranges o f  exp er ien ce  th a t  can 
be recorded in  th e l i n g u i s t i c  symbolism o f  ord inary p r o s e .

And again38

Our overwhelming ab sorp tion  in  language as th e v e h ic le  
o f  meaning, th e  l im it in g  o f our ed u cation  so e x c lu s iv e ly  t o  words 
in  books, o f te n  makes us fo r g e t  th a t  n o t even language can do 
more than r e fe r  to  m eanings. These meanings we are l i k e l y  to  take  
fo r  gran ted  a s  ly in g  f u l l y  w ith in  th e  sym bolic medium i t s e l f ,  and 
s ig n if ic a n c e  and knowledge as b ein g  n e c e s s a r ily  g iv en  in  words and 
s e n te n c e s .  But th e  l e a s t  s c r u tin y  o f  such a n o tio n  i s  enough to  
remind us n o t on ly  th a t words are on ly  approxim ately determ inate  
even in  t h e ir  d en o ta tiv e  r e fe r e n c e  and furtherm ore th a t  th ey  cou ld  
n o t p o s s ib ly  be th e se  m eanings th a t  th ey  ca rr y , but a ls o  th a t  fo r  
fu rth er  s p e c i f ic a t io n  or d eterm inateness in  th e  d e f in i t io n  o f  
t h e ir  meanings we must p o in t f i n a l l y  to  a ca se  o f  what i s  meant, 
as embodied in  an o b jec t  o f  p resen t p e r c e p tio n . And here our 
f in a l  appeal i s  c l e a r ly  enough to  sensuous d isc r im in a tio n  and in ­
t u i t io n ,  th e  o b je c t  o f  such d isc r im in a tio n  b ein g  an a r t ic u la te d  
sensuous su r fa c e , which i s  th e  l a s t  word in  th e  s p e c i f i c a t io n  and 
d e f in i t io n  o f  meaning as su c h . # .  To suppose, however, th a t  
m eanings are more c le a r ly  s p e c if ie d  in  words than in  th e  a c tu a lly  
.present in tu ite d  sensuous su rfa ce  o f  works o f  a r t ,  or s t i l l  worse 
to  suppose th a t  what i s  r e a l ly  exp ressed  in  any a r t  may be tra n s­
la te d  in to  p e r f e c t ly  e x p l i c i t  sta tem en ts  in  w ords, i s  n ot o n ly  to  
m iss most o f  th e  ex p ress iv e  beauty o f  any p a r t ic u la r  work o f  a r t  
and th e  ch aracter  ©f th e  f in e  a r t s  a s  such, but a ls o  to  fo r g e t  th e  
s p e c ia l  fu n ctio n  o f  lan gu age, and o f  p oetry  and p r o se .

Dewey39 comments on "the sen se  o f  in c r e a se  o f  under­

sta n d in g , o f  a deepened i n t e l l i g i b i l i t y  on the part o f  o b je c t s  o f

38
I b id . ,  pp . 2 2 5 -2 6 .

39
John Dewey, op . o i t . .  pp . 288<-29Q.
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n atu re and man", but d e c l in e s  to  d e fin e  a e s th e t ic  exp er ien ce  

a» a node o f  knowledge, on th e  ground th a t  knowledge i s  in s tr u ­

m ental to  a c t io n , whereas a e s t h e t ic  exp er ien ce  "becomes some­

th in g  more than knowledge because i t  i s  merged w ith  n o n - in t e l le c ­

tu a l  elem ents to  form an exp er ien ce  worth w h ile  a s  an ex p er ien ce" . 

Dewey i s ,  o f  co u rse , forced  in to  t h i s  p o s it io n  by h i s  assum ption  

th a t a l l  knowledge i s  in t e l le c t u a l#

f T e l l  tou ch es on th e  un iqueness o f  each  a e s th e t ic  

ex p ress io n  in  th e  q u o ta tio n  above. O thers have noted  the  

same q u a lity .  Each in s ta n c e  o f  any g iven  em otion w i l l  s l i g h t l y  

d if f e r  from a l l  o th ers;  th e merriment o f  one com position  i s  not 

th e merriment o f  another, nor i t s  sa d n e ss . The em otion o f  any 

com position  i s  th e  s p e c i f i c  em otion o f  th a t  co m p osition . T his  

seeming la c k  o f  d e f in i t io n  i s  not a w eakness, nor common o n ly  to  

a r t .  As T ro tter4* p o in ts  o u t , an emotion d isap p ears when we 

attem pt to  sy ste m a tize  i t .

We may say th a t we are g lad  o r  so rry , but we can  o n ly  
convey in  th e  vag u est way in  ord inary language how g la d  or how 
sorry  we a r e . And y e t  our f e e l in g s  are very  r e a l  t o  u s .  So 
th e  power o f  m usical e x p r e ss io n  i s  n ot le s s e n e d  because o f  i t s
v a g u en ess .

P r a t t ,42 to o , n o te s  th a t  fa i lu r e  to  s p e c i f i c a l ly  d e f in e  in  words

40
ITank Bowes, op» o i t . ,  p .  4 8 .

41 T . H . Torke T r o tte r , M usic and Mind, p .  2 3 0 . 
London: Methuen and C o ., L t d . ,  1924 .

42
C arro ll C. P r a t t ,  op . c i t . , p .  196 .
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th e  ch aracter  o f  m a t e  to e s  not m an  th a t  such ch aracter  does not 

e x i s t .  "Who can f in d  words to  d escr ib e  th e  m o d  t h a t  runs 

through th e f i r s t  movement o f  M ozart's g r e a t  G-minor S tr in g  

Q uintet?” ha a sk s . "But who w i l l  d e c la r e , f o r  th a t  reason , 

th a t  th e m od  i s  not there?"

Meaning in  M u sic.-  The argument a g a in s t  a r t  a s  a 

medium o f  ex p ress io n  grounded on th e v a r ie ty  o f  i t s  in te r p r e ta ­

t io n  c a r r ie s  a r e s p e c t a b i l i t y  born o f  lon g  u sa g e . Eduard 

H an slick 43 s tr e s s e d  th e  p o in t th a t  th ere  i s  fr e q u e n tly  no 

agreement on what i s  exp ressed  by m usic to  prove th a t  n o th in g  

i s  exp ressed , s in c e  no one can name i t .  And R ed fie ld ^ *  serv es  

to  p erp etu ate th e  in t e l l e c t u a l  b ia s  d ecr ied  by P r a l l  when he 

s t a t e s  th a t "music can p resen t to  th e  hearer o n ly  co n cre te  sen se  

s t im u li;  i t  i s  e n t ir e ly  beyond th e a b i l i t y  o f  m usic to  presen t  

an a b s tr a c t io n  o f  any k ind w hatsoever" , and asks what a composer 

would do who undertook to  s e t  th e  G ettysburg Address t o  m u sic .

In th e  f i r s t  p la c e , no two peop le a sc r ib e  q u ite  the same meaning 

to  any stim u lu s , and, seco n d ly , music cannot convey th e  same

43
The B e a u t ifu l in  M usic. p .  4 4 . Gustav Cohen tra n s­

l a t i o n .  hew fork ?  The H. W. Gray Go*, 1881 •

44
John R e d fie ld , M u s i c A  S c ien ce  and An A rt, p .  146 . 

Hew York: A lfred  A. Knopf, 1928.
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M a t  o f  meaning th a t  may be p resen ted  -verbally any more than words
45

can ex p ress  th e  c o n ten t o f  a  work o f  a rt*  K inkeldy, in  r e f e r ­

r in g  to  The Meaning o f  Meaning, by Ogden and R ichards, n o te s  th a t  

th e  p r o cess  o f  communication demands (1) r e fe r e n c e  { th o u g h t),

(2) a symbol* (3) a  r e fe r e n t  {th in g  s i g n i f i e d ) . D ir e c t  r e la t io n  

e x i s t s  between r e fe r e n c e  and symbol, and between r e fe r e n c e  and 

r e fe r e n t ,  but th ere  i s  no n ecessary  con n ection  or r e la t io n  between  

symbol and re fe ren t*

R ed fie ld * 6 concedes th a t in so fa r  a s  m usic can im ita te  

sounds i t  may be e x p r e s s iv e . But a r t  i s  n o t im ita t io n .  Much 

H e lle n ic  thought con ta in ed  th e  assum ption th a t  a r t i s t i c  rep resen ­

ta t io n  was no more than a k ind  o f  commonplace r e a l i t y ,  and th a t  

th e  e ssen ce  o f  a r t  la y  in  im ita t iv e  r e la t io n  to  p erce ived  o b je c ts  

ra th er  than sym bolic r e la t io n  to  an unseen r e a l i t y  behind th o se  

o b je c t s .  The P la to n ic  S o cra tes  f e l t  th a t  e v i l  ch a ra cters  should  

n ot be im ita te d  in  p la y s , l e s t  im ita t io n s  grew in to  h a b it s .  We 

a ls o  have the rep o rt o f  th e  Greek p a in ter  who p a in ted  the cherry  

tr e e  so w e ll th a t  the b ird s  m istook  i t  and i t s  f r u i t  fo r  genuine*  

T his s o r t  o f  th in g  le d  th e  Greek p h ilo sop h ers  to  campaign a g a in st

45
O tto K inkeldy, "Idisic and Meaning” , B u l le t in  o f  the  

im er icen  M u aico log ica l S o c ie ty ,  Ho. 1 , (June, 1 9 3 6 ), pp . 1 4 -1 5 .

46
John B e d fie ld , op . c i t . , pp. 146-148 .
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a r t  on th e  ground th a t  I t  fo ster®  d ecep tio n , a th eory  which appears 

n a ive  to  u s because we are a e s t h e t ic a l ly  l e s s  s e n s i t iv e  than were 

th e  G reeks. But i s  c r e a tio n  im ita t io n , and, i f  s o , im ita tio n  o f  

what? We know th a t  p ercep tio n  i s  organ ized  and s e le c te d ;  no one 

s e e s  —  or hears —  r e a l i t y .  At b e s t ,  th e  a r t i s t  reproduces  

o b je c ts  as th e y  appear to  him* A work ©f a r t  i s  a com p osition , 

n o t an im ita t io n . In a m etaphysical s e n se , a  work o f  a r t  i s  

tru er  to  nature than an im ita t io n  o f  i t .  Im ita t io n  may be th e  

means o f  a r t ,  a s  in  scu lp tu re  and p a in t in g , or i t  may have noth ing  

to  do w ith  i t ,  a s  in  p oetry  and m u sic . R ed fie ld  i s  q u it s  

c o r r e c t in  h is  condemnation o f  c e r ta in  ty p es  o f  program m usic; 

music th a t  attem pts to  ex p ress  verb a l meanings i s  a f a i lu r e  a t  

i t s  in c e p t io n .

P r a tt47 d is t in g u is h e s  two k in d s o f  meaning in  m usic; 

autonomous, accounted f o r  in  th e to n a l s tr u c tu r e  i t s e l f ;  and 

heteronom ous, id e a s  and v a lu e s  not id e n t ic a l  w ith  th e  m u sic .

An example o f  autonomous meaning would be found in  th e ch aracter  

o f  f i n a l i t y  brought about by harmonic or rhythm ic means. H eter­

onomous meanings are found in  the i l lu s io n  o f  co n cre ten ess  brought 

about by su ggested  a s s o c ia t io n ,  and th e  a rou sa l o f  b o d ily  sen sa ­

t io n s  through dynamism. The d is t in c t io n  i s  a n ic e  one, b u t seems 

a b i t  d i f f i c u l t  to  m a in ta in . How, fo r  exam ple, can we d lscr im -

4 7
C a rro ll C. P r a t t ,  on . e i t . ,  pp. 205-215 .
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1 2 3

in a te  as to  th e c l a s s i f i c a t io n  o f  a f f e c t s  th a t  may carry  

"autonomous" meanings and y e t  arouse "hateronomous" ones? The 

w ish  im m ediately a r is e s  th a t th e  a n a ly s is  had been ca r r ie d  fu r th e r .
A p r

P u ffer* 0 a ls o  ta k es  account o f  m usic which i s  e x p r e ss iv e  hy a s s o c i­

a t io n  or im ita t io n , and th a t  which i s  e x p r e ss iv e  by in d u ctio n  

through in te r n a l r e la t io n s  o f  th e  n o te s .

A tt itu d e  to  t h i s  problem w i l l  alw ays turn  upon our  

d e f in it io n  o f  m eaning. When i t  i s  s ta te d  th a t m usic does not 

have meaning in  the sen se  o f  d ir e c t io n  o r  p r e sc r ip t io n  no ob jec­

t io n  can be made. Words u s u a lly  have t h i s  s o r t  o f  meaning, a  

s u b s t itu t io n  fo r  e x p e r ie n c e . By convention  we know how t o

rec o g n iz e  a th in g  a s  corresponding to  a p a r t ic u la r  word. S c ie n t i f i c  

s ta tem en ts  are u s u a lly  d ir e c t io n s  or p r e sc r ip t io n s  fo r  a t ta in in g  

e x p er ien ce , exp erien ce  i t s e l f  n o t b e in g  ex p ressed . In t h i s  sen se  

a work o f  a r t  d oes not have meaning, because a work o f  a r t  does  

not g iv e  d ir e c t io n s ,  but ex p resse s  ex p erien ce  i t s e l f .  Thus th ere  

are two typ es o f  meaning, —  d ir e c t in g  and con vey ing .

Granted th a t works o f  a r t  ex p ress  meaning, what do th ey  

exp ress?  Simply th e  meaning o f  th e  a r t i s t .  He b eg in s  w ith  an 

in s p ir a t io n ,  which i s  an urge to  exp ress o n e’s  s e l f  —  a f e e l in g  

or em otion or s t a t e  o f  mind w ith  an urge to  embody i t  in  an e x te r n a l

48
B th e l B . P u ffe r , The P sychology o f  B eauty, pp. 196- 

19 9 . B oston: S m gh toa  M if f l in  C o., 18S5,
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medium. The ch o ice  o f  medium i s  determ ined by h is  t a l e n t s .

The a r t i s t  c l a r i f i e s  and a r t ic u la t e s  the in s p ir a t io n  to  h im se lf :  

a  work o f  a r t  i s  the a r t ic u la t io n  o f  in s p ir a t io n .  The o r ig in a l  

in s p ir a t io n  i s  determ inant and s p e c i f i c ,  a gu ide to  and standard  

fo r  l a t e r  work. A work o f  a r t  grows o r g a n ic a lly ,  a s  i t  i s  n ot  

»  copy o f  an id e a , but an a r t ic u la t io n  o f  i t .  A m a te r ia l o b je c t  

can ex p ress  in s p ir a t io n  because th e  sen sory  su rface  i s  alw ays  

permeated w ith  a f e e l in g  to n e; ex p ress io n  i s  always in  sensory  

d a ta , and sensory  data are alw ays em otion a l. I f  th e  work o f  a r t  

and th e  o r ig in a l  f e e l in g  agree, th e  work o f  a r t  i s  v a l id ,  but the  

a r t i s t  i s  th e on ly  judge as to  whether o r  n o t i t  i s  a c o r r e c t  

e x p r e ss io n .

The E xp ression  o f  M eaning.-  The f u t i l i t y  o f  program 

m usic - *  music th a t attem pts to  t e l l  a s to r y  or  d esc r ib e  an event — 

has a lready r e c e iv e d  m ention . In  the b road est sen se  a l l  m usic  

has a program, but o n ly  when i t  attem p ts to  im ita te  v erb a l  

d e sc r ip t io n  does i t  descend to  r e p r e se n ta t io n ; and r e p r e se n ta t io n ,  

in so fa r  as i t  g a in s  i t s  meaning through e x te r n a l a s s o c ia t io n  w ith  

ex p er ien ce , has no p la ce  in  a r t .4 ® Program m usic o f  t h i s  ch aracter  

o f f e r s  th e most in v i t in g  op p ortu n ity  fo r  a t ta c k , fo r  o b v io u sly  i t s  

’’meaning"* can be understood o n ly  through th e  v erb a l d e sc r ip t io n  o f  

i t s  "program". Programs do not make g rea t m usic, however; the

49
See Bernard B osan fuet, Three L ectu res on A e s th e t ic ,  

pp. 5 0 f . London: M acmillan and G o., L t d . ,  1915 .
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too® poems o f  Richard S tra u ss  owe t h e ir  eminence to  t h e ir  pore 

m aaieal stren gth *  n o t to  t h e ir  programs. S trausar i s  c le v e r  

enough n o t to  perm it th e  program a t  any tim e to  in te r fe r e  w ith  

th e  demands o f  m usical stru ctu re*  dram atic power, and a e s th e t ic  

beauty* The same i s  tru e  o f  any s u c c e s s fu l w r ite r  in  t h i s  

idiom* A c e r t a in  amount o f  r e p r e se n ta t io n , on th e  o th er  hand, 

i s  n o t only p erm iss ib le  but n ecessa ry  in  m usic fo r  th e  s tage*

Here th e  a c t io n  ta k es  the p la c e  o f  th e  •‘program” , and th ere  i s  

no f e e l in g  o f a r t i f i c i a l i t y .  T h is , however, c r e a te s  a d i f f i c u l t y  

fo r  th e  t e s t  under c o n s id e r a tio n  (Dramatic F e e l in g ) . The 

m a ter ia l was a l l  drawn from opera, and was in tended  by i t s  

composers to  d escr ib e  c e r ta in  s i t u a t io n s ,  o r , more a c c u r a te ly ,  

to  convey th e f e e l in g  o f  c e r ta in  s i t u a t io n s .  How w e ll  th e  

composers succeed w ithout th e su g g estio n  su p p lied  by scenery  

and a c t io n  (fo r  which a m u lt ip le  c h o ic e  o f  v erb a l d e sc r ip t io n s  i s  

s u b s t itu te d  in  th e  t e s tJ  r a i s e s  se v e r a l in t e r e s t in g  p o in ts  fo r  

c o n s id era tio n  in  th e  d is c u s s io n  o f  the t e s t ‘a v a l id a t io n .

E xperim ental E vidence

S tu d ies  o f  th e ex p ressio n  o f  meaning in  m usic f a l l  

in to  two c a te g o r ie s .  The f i r s t  i s  concerned w ith  imagery and 

exp ressed  meaning r e s u lt in g  from s t im u la tio n , th e  second w ith  

s t im u la tin g  fa c to r s  r e sp o n sib le  fo r  the ex p ressio n  o f  meaning.
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S tu d ie s  Concerned w ith  E xp resses M eanings. -  to e  o f  th e

50o ld e s t  recorded  experim ents i s  th a t  o f  Gilman, in  w hich t h ir t y  

persons rep orted  on th e ir  imagery and o p in io n s  o f  em otional con ten t  

a f t e r  l i s t e n i n g  to  f i r e  v o c a l and s i x  in stru m en ta l se le c t io n ®  

( v io l in  and p ia n o ) . Gilman n o te s  a wide v a r ia t io n  o f  o p in ion  

on hoth imagery and em otion; th e r e  was l i t t l e  agreement on

im agery, but a f a i r l y  c o n s is te n t  core o f  agreement on em otional

51c o n te n t . V a len tin e  rep ea ted  th e  experim ent w ith  sh o r ter  s e l e c ­

t io n s ,  c la im in g  th a t Gilman*s were so lo n g  as to  co n ta in  s e v e r a l  

em otions, and e lim in a ted  le a d in g  q u estio n s  from h is  in s t r u c t io n s .  

H is f in d in g s  su b sta n tia te d  Gilman*s, e s p e c ia l ly  w ith  r e fe r e n c e  

to  d iv e r s i t y  o f  im agery. Downey52 rep ea ted  th e  experim ent w ith  

tw enty-tw o su b je c ts  and s i x  s e le c t io n s  (piano o n ly ) .  She found 

th a t " i t  seems p o s s ib le  to  hold  p r o v is io n a l ly  th a t  m usic has a 

somewhat d e f in i t e  em otional c o n te n t . . . A g rea t d if fe r e n c e  e x i s t s  

both in  the c a p a c ity  o f  in d iv id u a ls  to  r e c e iv e  d e f in i t e  im pressions

50
Benjamin Iv es  Gilman, ’’Report on an Experim ental 

T est o f  M usical Expressiveness**, Im erioan Journal o f  P sych ology , 
IV, (August, 1 8 9 2 ), 558-76 , and V (O ctober, 1 8 9 2 ), 4 2 -7 3 .

51
G. W. V a len tin e , The E xperim ental P sychology  o f  

B eauty , pp. 114-115 . London: T . 0 .  and S .  C. Jack , L t d . ,  1919,

52
. June I .  Downey, **A S fiisica l Experiment**, im erican  

Journal o f  P sychology. IX (O ctober, 1 8 9 7 ), 6 3 -6 9 .
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and o f  composers to  convey them." Washburn53 d e sc r ib e s  an 

experim ent c a r r ie d  out by Weld a t Clark U n iv e r s ity , in  which a 

p ie c e  o f  m usic o f  "the most pronounced program type" f a i l e d  to  

arouse imagery o f  th e  scen e i t  purported to  d e p ic t . She s t a t e s ,  

however, th a t "there i s  no such in c o n s is te n c y  in  th e  em otions  

and moods awakened by m usic."  W ells54 r e p o r ts  an experim ent in  

w hich tw enty su b je c ts  were asked to  s e le c t  th e  c o r r e c t  t i t l e s  o f  

te n  s e le c t io n s  from a l i s t  co n ta in in g  th e  t i t l e s  in  chance ord er .

B e su its  con ta in ed  few c o r r e c t  s e le c t io n s ,  which i s  n ot su r p r is in g  

in  view  o f  th e  above d is c u s s io n  o f  program c o n te n t . Schoen and
5 5

Gatewood, in  experim enting w ith  mood e f f e c t s ,  r e p o r t  a con­

s is t e n c y ,  and, w ith in  l i m i t s ,  a d e f in it e n e s s  and s p e c i f i c i t y  o f  

response* B e tte r  r e s u l t s  were ach ieved  w ith  v o c a l than w ith  

in stru m en ta l m u sic .

Watson56 conducted an experim ent in  which i t  was attem pted

53 Margaret H o y  Washburn, "The P sychology o f  E s th e t ic  
E xperience in  M usic", A ddresses and P roceed ings o f  th e  n a t io n a l  
E ducation  A sso c ia tio n  o f  th e  U nited  S ta te s ,  LI? (1916), pp. 600- 
606*

54 I. L . W ells , "Musical Symbolism", Journal o f  Abnor­
mal and S o c ia l P sych o logy , X3CI? (A pril-Ju n e, 1 9 2 9 ), 74 -7 6 .

55 Max Schoen and E sth er L . Gatewood, "The Mood E f fe c t s  
o f  M usic", The E f f e c t s  o f  M usic. Max Schoen E d ito r , p p . 1 3 1 -1 8 2 . 
Sew Yorks H areourt, Brace and C o ., I n c . ,  1927.

56
Karl B ra n tley  Watson, J r . ,  "An E xperim ental Study 

o f  M usical M eanings," pp. v i i i  /  1 3 5 . Unpublished d octor*s t h e s i s ,  
Bake U n iv e r s ity , 1939.
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to  determ ine th e  g en era l l e v e l  o f  m u sica l meanings a t  d if f e r e n t  

age l e v e l s ,  end to  d e r is e  an instrum ent whereby a b i l i t y  to  

d isc r im in a te  between such meanings can be m easured. Meaning 

was d efin ed  a s  a l l  ty p es  o f  response to  m usic, no attem pt a t  

ep is tem o lo g io a l d e f in i t io n  b e in g  m ate. A t e s t  o f  a b i l i t y  t o  

d iscr im in a te  between v a r io u s  m eanings was d ev ised , and stand ard i­

z a t io n  was based upon th e judgments o f  tw enty ex p er t m u sic ia n s .

The t e s t  in vo lved  marking resp o n ses  on a check l i s t  o f  word 

c a te g o r ie s  to  phonographic rec o rd in g s , and was adm in istered  to  

p u p ils  o f  th e  s ix t h ,  e ig h th , te n th , and tw e lf th  grad es, and 

undergraduate and graduate c o l le g e  s tu d e n ts . Three l i n e s  o f  

ev id en ce are c i te d  in  support o f  th e  con c lu sio n  th a t  m u sica l 

meanings axe determ ined by con stan t fa c to r s  in  th e  m usic i t s e l f  —  

c o n s is te n t  d isc r im in a tio n s  in  terms o f  con stan t m u sica l a t t r ib u te s  

by e x p e r ts , s im ila r ity  o f  meanings a t g | l  l e v e l s  w ith  in d ic a t io n s  

o f  growth from l e v e l  to  l e v e l ,  and p r e d ic ta b le  d i f f e r e n t i a l  r a te s  

o f  grow th.

S tu d ie s  Concerned w ith  E x p ressive  F a c to r s .-  In th e
57

second ca tegory  o f  s tu d ie s  f a l l s  th a t o f  D ecker, which employed 

f i f t y - t w o  phonogrhph s e le c t io n s  a lle g e d ly  r e p r e se n tin g  c e r ta in  

em otions, and in vo lved  some two thousand second grade to  c o l le g e  

l e v e l  s u b je c ts , though a g r e a te r  p art o f  the d ata  was su p p lied  by

57 Sarvey L yle D ecker, "Experiments on th e M usical 
P o rtra y a l o f  Emotion". Unpublished D octor*s t h e s i s ,  U n iv e r s ity  
o f  C a lifo r n ia , 1953.
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tw en ty . He concludes th a t  m usic can sometimes p ortray  em otion, 

th a t v a r i a b i l i t y  o f  resp on se In crea sea  in  in v er se  ra ti©  t o  a g e , 

th a t  volume p er a© a f f e c t s  judgment. He fu r th e r  r e p o r ts  th a t  

v o c a l s e le c t io n s  were judged c o r r e c t ly  more o f te n  than in stru m en ta l 

fo r  c e r ta in  em otions; th a t  th e r e  i s  no d if fe r e n c e  in  judgment 

between o r ie n ta ls  and o c c id e n ta ls ;  th a t  c o r r e c t  judgment corre­

la t e s  but s l i g h t ly  w ith  1 .% ., m u sica l a b i l i t y  (as measured by the  

Seashore t e s t s ) ,  and m u sica l t r a in in g  (a s  measured by th e  

Kwalwasser-Ruch t e s t ) ;  th a t  m u sica l p o rtra y a l o f  em otion i s  

based on s im ila r ity  between th e m u sica l e x p ress io n  and th e  n a tu ra l 

v o c a l ex p ress io n  o f  such m o t io n s .  The experim ent i s  u n fo r tu n a te ly  

open to  a number o f  c r i t ic i s m s .  F ir s t  o f  a l l ,  th e  word 

"Portrayal" in  th e  t i t l e  i s  o f  d ou btfu l accu racy . Of h is  c r i t e r ia  

fo r  s e le c t in g  r e p r e se n ta t iv e  com p osition s, th ree  are somewhat 

dubious: sta tem en ts o f  c r i t i c s  o r  w r ite r s ,  exp lan atory  fo ld e r s

w ith  th e  r e c o r d s , and h is  own o p in io n s . F in a l ly ,  h i s  tech n iq u e  

in  p la y in g  s e le c t e d  b i t s  from the record in gs was n e c e s s a r i ly  

cru d e.

H einlein^®  rep o r ts  th a t the ch aracter  o f  sadness con­

s id e r e d  in t r in s ic  to  th e  minor mode may be weakened by changes 

in  in t e n s i t y ,  tim e, and movement. C onventional judgments o f  the  

em otional q u a l i t i e s  o f  major and minor have been exp erim en ta lly

58
C h r istia n  Paul l e i a l e i n ,  "The A ffe c t iv e  Character 

o f  Music"", Tolame o f  P roceed in gs fo r  1958, Music T eachers 
N a tio n a l A s so c ia t io n , pp . £18-226 ,
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shown to  be based on in t e l l e c t u a l  d isc r im in a tio n . M u sica l

59r e l a t i v i t y  p la y s  a la r g e  p a rt in  t h i s  co n n ec tio n . Bevner 

g iv e s  a summary rep o rt o f  s i x  o f  her s tu d ie s  in  t h i s  a rea . She 

concludes th a t  we must n o t study m usic a lo n e , nor th e  l i s t e n e r  

a lo n e , but th e  r e la t io n  between the tw o. A bsolute u n iv e r s a l i ty  

and r ig id  symbolism are n o t  p o s s ib le ,  as much depends upon a t t i ­

tu d e, tr a in in g , and th e mood o f  th e  l i s t e n e r .  F ind ings are  

always broad g e n e r a l is a t io n s .  She advocates a techn ique in v o lv in g  

the grouping o f  words in  terms o f  a g en era l mood, t h i s  a llo w in g  

fo r  in d iv id u a l d i f f e r e n t ia t io n  in  f e e l in g  fo r  w ords, p erm ittin g  

g en era lize d  e f f e c t s  to  emerge, and le n d in g  i t s e l f  to  q u a n tita t iv e  

trea tm en t. Music p layed  fo r  c l a s s i f i c a t io n  were recorded  s e le c ­

t io n s  from th e  b eat o f  c l a s s i c ,  rom antic, and modern com posers. 

Table U in d ic a t e s  her f in d in g s .

Among s tu d ie s  in  th e second ca tegory  d escr ib ed  above i s  

th a t  o f  Gundlach.60 Forty m u sica l phrases were judged a s  to  

mood by 11E o b serv ers , who marked t h e ir  o p in io n s on data  sh e e ts  

co n ta in in g  seven teen  mood c a te g o r ie s ,  w ith  space fo r  a d d it io n s .

59
Kate Bevner, "Stud ies in  th e E x p ressiv en ess  o f  

Music", Volume o f  P roceed ings fo r  1938. M usic T eachers R a tio n a l 
A ss o c ia t io n , p p . 1 9 9 -2 1 7 .....

60
Balph H. Gundlach, "An A n a ly sis  o f  Some M usical 

F actors D eterm ining the Mood C h a r a c te r is t ic s  o f  M usic", 
P sy ch o lo g ica l B u l le t in .  XXXI (O ctober, 19 3 4 ), 5 9 2 -9 3 .
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TABLE I I

RELATIVE WEIGHTS FOB MUSICAL CHARACTERISTICS 
FOB EACH AFFECTIVE STATS FROM SIX EXPERIMENTS*

Mode ' Tempo P itc h Rhythm Harmony Melody

D ig n if ie d
Solemn

Major
4

Slow
14

low
10

Firm
18

Sim ple
3**

Ascending
4

Sad
Heavy

Minor Slow low Firm Complex

Dreamy
Sentim en­

t a l

Minor
12

Slow
16

Hi$*.
6

Flow ing Simple
4

— -

Serene
G entle

Major
2**

Slow
20

High
8

Flowing
9

Simple
10

A scending
g**

G racefu l
S park ling

Major
21

F ast
6

High
16

Flow ing
8

Sim ple
12

D escending
3**

Happy
B righ t

Major
24

F ast
30

High
6

Flowing
10

Simple
16

E x c it in g
E lated

---------. F ast
21

low
9

Firm
2**

Complex
14

Descending
7

V igorous
M a jestic

------ Fast
6

low
13

Firm
1®

Complex
8

D escending
8

Num erical v a lu e s  are r a t ia s - o f - d if f e r e n c e  to  probable erro r; D/PE .
d

*  Adapted from Kate Havner> "Studies in  the E x p ressiv en ess  o f  M usic", 
Volume o f  P roceed ings fo r  19S8, Music T eachers N a tio n a l A sso c ia t io n ,
p .  2 1 2 .

** Not s t a t i s t i c a l l y  r e l i a b le .

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited without perm ission.



132

The s e le c t io n s  were then  analyzed  a s  to  range, f i t c h ,  speed , 

volume, rhythm, and in te r v a le ,  a f t e r  which th e  a t tr ib u te *  o f  each  

mood in  term s o f  m u sica l c h a r a c te r is t ic s  were determ ined. I t  

was concluded th a t  c le a r ly  c e r ta in  moods belon g  in  one d im ension, 

o th e r s  in  a q.uite d if f e r e n t  on e .

61In an e la b o ra te  study o f  m u sica l symbolism, Soran tin  

a n a ly zes  the m elod ic and rhythmic f ig u r a t io n  o f  a la r g e  amount 

o f  m usic, and emerges w ith  th e co n c lu s io n  th a t nm usic p ortrays  

c e r ta in  fundamental f e e l in g s  c le a r ly  and d is t in c t ly " .  He f a l l s  

in to  th e  error th a t i s  so in v i t in g  to  a l l  a n a ly s ts  in  t h i s  f i e l d ,  

however, and attem pts to  r e f in e  h is  a n a ly s is  to o  f a r .  A 

p a r a l le l  example i s  found in  th o se  s tu d ie s  o f  f a c i a l  ex p ress io n
gg

which c a ta lo g  photographs accord ing to  an em otion named. Broad 

g e n e r a liz a t io n s  are r e l a t iv e l y  s a f e ,  but p r e c ise  v e r b a l d e sc r ip t io n  

and the c a ta lo g u in g  o f  a d e f in i t e  symbolism are o f  d ou b tfu l v a lu e , 

fo r  reasons a lready n o ted . Gurney5® f l a t l y  s t a t e s  th a t  "the very  

a c t o f  c a ta lo g u in g  a few o f  th e se  em otional ch a ra cters  makes one

61
E rich  S ora n tin , The Problem o f  M usical E x p ress io n . 

N a s h v il le !  M arshall and Bruce C o., 1932. Pp. v i  /  12 3 .

62
See Carey L andis, "The E xp ression  o f  Emotion", The 

Foundations o f  E xperim ental P sych ology . Carl M urchison, e d ito r ,  
p p . 493-495 fo r  a d is c u s s io n  o f  such s tu d ie s .  W orcester: d a r k
U n iv e r s ity  P r e ss , 1929.

63 Edmund Gurney, The Power o f  Sound, p .  336 . London! 
Sm ith, E lder and C o., 1880.
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f e e l  how tr a n s ie n t  an t u n certa in  th ey  o fte n  a re" . Soma o f  th e  

m usic used  by Soran tin  i s  o p e r a tic  or co n ta in s  a t e x t ,  and th e  

im p lied  mood I s  ob v io u s, but o th ers  he an a lyzes according to  h i s  

own in te r p r e ta t io n . The study i s  fu r th er  weakened by h i s  over­

whelming p referen ce  fo r  German m usic. R igg64 conducted an 

experim ent in  which he used  s ix  com positions o f  h i s  own and fou rteen  

from th e Sorantin  stu d y , a l l  b e in g  p layed  on th e  p iano to  100 

a u d ito r s . R esponses were made f i r s t  w ith ou t and then  w ith  th e  a id  

o f  a c h e c k l is t  o f  su ggested  em otions. B ig g ’s  own m a ter ia l in v o lv in g  

s p e c i f i c  fe a tu r e s  (composed e s p e c ia l ly  fo r  the stu d y) fared  b e t te r  

than Sorantin*s c l a s s i c s .  F ind ings were u n c e r ta in , ex cep tin g  

th a t th e  Sorantin  theory  fo r  joy  seemed "to have a la r g e  elem ent 

o f  tr u th " .

I t  i s  probable th a t the n ea rest  we s h a l l  g e t  t o  a s o lu t io n
O R

o f  th e  problem o f  m u sica l symbolism i s  P r a t t ’s  dictum  th a t  th e  

music sim ply sounds th e  way the moods f e e l .  C erta in ly  no a to m is t ic  

techn ique w i l l  ever  carry us fa r  beyond broad g e n e r a l i t i e s .  As 

su ggested  e a r l ie r  in  t h i s  ch ap ter, th e  m otion al a t tr ib u te s  o f  music 

are very  l i k e l y  c lo s e ly  connected  to  th e  em otions i t  s t im u la te s ;

64
M elvin B ig g , "Musical E xp ression : An I n v e s t ig a t io n  

o f  th e  T h eories o f  E rich  S oran tin ” , Journal o f  E xperim ental P sych o l­
ogy. XXI (O ctober, 1 9 3 7 ), 4 4 2 -5 5 .

65
C arro ll C. R ra tt , o p . c i t », p .  2 0 3 .
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oth er m u sica l tech n iq u es r e f in e  or h e ig h ten  th e  s t im u la t io n .

But when we cannot adequately  d escr ib e  th e nature o f  th e  response  

i t  seems f u t i l e  to  p r o je c t  an a n a ly s is  fo r  ca u sa l fa c to r s  in  the  

stim ulus*

C onstruction  o f  f e a t  I I I

S p e c if ic a t io n s  f o r  reco rd in g , announcements, m echanical 

fe a tu r e s , and forms hare a lready  been noted  in  Chapter I I I  fo r  

th e e n t ir e  b a tte r y . In Form A, l e s t  I I I .  Dramatic P e e lin g , th e  

m a te r ia l c o n s is t s  o f  in stru m en ta l ex ce rp ts  from standard operas  

played  by symphony o r c h e s tr a . Form B, T est I I I .  S t o r ie s  and 

P ic tu r e s ,  co n ta in s  th e same m a ter ia l;  th e  t e s t  b lank  i s ,  o f  

co u rse , a lte r e d  (se e  Appendix A ). The c a ta lo g  o f  m a ter ia l fo r  

T est I I I  i s  con tained  in  Appendix B .
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Summary

T est I I I  i s  design ed  to  measure a f f e c t iv e  r e sp o n siv e ­

n ess  to  m usic by req u ir in g  a ch o ice  from resp o n ses  o ffe r e d  

w hich are d e s c r ip t iv e  o f  the dram atic con ten t o f  c e r ta in  

o p e r a tic  s e le c t io n s , th e se  s e le c t io n s  having known re lev a n ce  

to  d e f in i t e  s c e n e s , s i t u a t io n s ,  or moods. Sound and em otion  

have a d ir e c t  r e la t io n s h ip .  A e s th e tic  em otion i s  a f f e c t iv e  

r e a c tio n  to  a work o f  a r t ,  d i f f e r in g  from p r a c t ic a l  em otion  

not so much in  p h y s io lo g ic a l  symptoms a s  in  i t s  o p p o site  

r e la t io n  to  o v e r t b eh a v io r . Most attem pts a t th e  measurement

o f  a e s th e t ic  em otion employ a techn ique r e q u ir in g  a v erb a l  

resp on se in d ic a t iv e  o f  a q u a l i t a t iv e  c h o ic e . Emotion may be 

a source o f  knowledge; d i f f i c u l t y  a r i s e s  in  the p r e c is e  v erb a l  

ex p ress io n  o f  t h i s  knowledge. S tu d ie s  d e a lin g  w ith  th e

ex p ressio n  o f  meaning in  music are concerned e i th e r  w ith  ex ­

p ressed  meanings from m usic or w ith  e x p ress iv e  fa c to r s  in  

m u sic . The m a ter ia ls  o f  T est I I I  c o n s is t  o f  in stru m en ta l 

ex ce rp ts  from standard o p era s. A d is c u s s io n  o f  Teat 17 i s  

s e t  fo r th  in  Chapter 7 1 1 .
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CHAPTER VII 

TEST IV: KNOWLEDGE OF MJSICAL LITERATURE

As in d ic a te d  in  Chapter I I ,  t h i s  fou rth  t e s t  f in d s  i t s  

j u s t i f i c a t io n  fo r  in c lu s io n  in  th e  b a tte r y  on th e  same grounds 

upon which item s o f  g en era l in form ation  are in clu d ed  in  i n t e l l i ­

gence t e s t s  a s  m easures o f  b r ig h tn ess#  I t  i s  p e r fe c t ly  tru e  th a t  

an in d iv id u a l might be a m u sica l g e n iu s , b u t, owing to  a cc id en t o f  

environm ent, be u t t e r ly  innocent o f  any knowledge o f  m u sica l 

l i t e r a tu r e #  G ranting th e  p o s s i b i l i t y  o f  such an extreme condi­

t i o n ,  th e  stron g  co n tra st between h igh  achievem ents on th e  f i r s t  

th ree  t e s t s  and la c k  o f  accomplishment on th e  fo u rth  would immedi­

a t e ly  mark an in d iv id u a l f o r  in v e s t ig a t io n *  Many in t e l l ig e n c e  

t e s t s  in e lu d e  m a ter ia l th a t  im p lie s  tr a in in g  and ed u cation : pos­

s e s s io n  o f  c e r ta in  in form ation  in  some degree i s  a c h a r a c te r is t ic  

o f  in t e l l ig e n c e #  And th e  p r o b a b ility  i s  h igh  th a t  th e  m u sica lly  

g i f t e d  person  w i l l ,  by th e  very  nature o f  h i s  t a l e n t s ,  be drawn 

in to  co n ta c t w ith  some good music# In  any e v e n t, a t e s t  purport­

in g  to  measure m u sica l background has every le g it im a te  r ig h t  —  

and need — to  reco g n ize  d if fe r e n c e s  in  ed u ca tion a l s ta tu s#  The 

tr a in e d  m usician  w i l l  sco re  h ig h er  on any o f  th e  t e s t s  than h is  

eq u a lly  ta le n te d  but u n tra in ed  brother# But no amount o f  tr a in in g  

w i l l  Insure su cc e ss  on th e  t e s t s  fo r  th e  untalentwd#

135
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P relim inary  S te p s *- The f i r s t  ta sk  la y  in  secu r in g  

a r e p r e se n ta t iv e  l i s t  o f  com positions th a t th e  m u sica lly  l i t e r a t e  

should  know* Vi th in  reason ab le  l i m i t s ,  one l i s t  would probably

be a s  good as an oth er , but i t  was f e l t  d e s ir a b le  to  secu re  author­

i t a t i v e  approval fo r  such a l i s t *  To t h i s  end a check l i s t  was 

co n stru cted  co n ta in in g  th e  names o f  th e  com positions m entioned  

most freq u en tly  by a c tu a l count in  fo u r  standard m usic ap p reci­

a t io n  and music h is to r y  t e x t s *  T his brought th e  problem o f  

s e le c t io n  down t o  a workable c a ta lo g  o f  se v e n ty -e ig h t  composi­

t io n s ,  a copy o f  which i s  p resen ted  in  .Appendix 7* I t  w i l l  be 

observed  th a t  space was provided  fo r  th e  a d d it io n  o f  such t i t l e s  

a s m ight be thought d es ira b le *  A copy o f  t h i s  cheek l i s t  t o ­

g e th er  w ith  th e  fo llo w in g  l e t t e r  was th en  sen t to  th e  d ir e c to r ,  

th e  chairman o f  th e  department o f  m usic ed u ca tio n , and th e  tea ch er  

o f  h is to r y  and a p p rec ia tio n  o f  m usic r e s p e c t iv e ly  o f  tw enty geo­

g r a p h ic a lly  r e p r e se n ta tiv e  c o l le g e s  o f  th e  N a tio n a l A sso c ia t io n  o f  
2

S ch oo ls  o f  Music*

1
Bauer, M arion, and P e y se r , E th e l, How Music Grew.

New York: 6* P* Putnam*s S on s, 1925. Pp. x ix  /  602 .
Faulkner, Axrne Shaw, What We Hear in  Music* Camden, 

N .J .;  RCA V ic to r  C o ., I n c . ,  1929* Pp* 672.
P r a t t ,  Waldo S e ld en , The H isto r y  o f  M usic* New York:

G, Sehirm er, I n c . ,  1927. Pp. 71 3 .
W elch, Roy D ick in son , The A pp reciation  o f  M usic.

New York: Harper and B ro th ers , 1927^ P p. xv /  192 .

2
S ta te s  rep resen ted  were C a lifo r n ia , C olorado, C onnecti­

c u t ,  I l l i n o i s ,  Iowa, M assach u setts , M ichigan, M innesota, New York, 
Ohio, P en n sy lvan ia , South C aro lin a , W isconsin .
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In th e  course o f  a p ie c e  o f  research  here i t  has become 
n ecessa ry  to  determ ine ju s t  what music a stud en t should be a b le  to  
reco g n ize  b efo re  en ter in g  as a freshman a t t h i s  o r  any comparable 
in s t i t u t io n *  To t h i s  end th e  en c lo sed  l i s t  has been com piled  
from standard a p p rec ia tio n  te x ts *  We are ask ing  you and o th er  
fa c u lty  members o f  N a tio n a l A sso c ia t io n  sch o o ls  throughout th e  
country to  in d ic a te  thereon  th e  tw enty s e le c t io n s  which rep resen t  
minimum n e c e s s i t y .  P le a se  b e lie v e  us s in c e r e ly  a p p r e c ia tiv e  o f  
your co o p era tio n , and th e  tr e sp a s s  upon tim e and good nature i t  
in v o lv e s .  We s h a l l  weleome any opportun ity  to  retu rn  th e  fa v o r .

I t  w i l l  be noted  th a t c o l le g e  en trance l e v e l  was sp e c i­

f ie d ;  th e  o r ig in a l  t e s t  was co n stru cted  fo r  th e  purpose o f  qu ick ly  

c la s s i f y in g  freshmen en te r in g  th e  m usic f i e l d .

R e a c tio n s .-  To t h i s  l e t t e r  were r e c e iv e d  tw e n ty -s ix  

r e p l ie s  complying w ith  th e  req u est w ithout comment. To th e  in d i­

v id u a ls  so responding th e  fo llo w in g  acknowledgement was made.

We have rec e iv e d  th e  q u estio n n a ire  you so k in d ly  f i l l e d  
o u t , and w ish  to  acknowledge our debt o f  c o u r te sy . Should you be 
in t e r e s t e d ,  we w i l l  be very  happy t o  supply a more com prehensive 
exp lan ation  o f  th e  work a t  i t s  com p letion .

Fourteen in d iv id u a ls  added t i t l e s  to  th e  l i s t  which th ey  

f e l t  should be in c lu d ed , and /or exp ressed  I n te r e s t  i n  th e  work.

The fo llo w in g  l e t t e r  was addressed  to  them .

We have r e c e iv e d  th e  q u estio n n a ire  you so k in d ly  f i l l e d  
o u t ,  and found your added comment most in t e r e s t in g .  W hile i t  i s  
im p o ss ib le  to  supply a more com prehensive exp la n a tio n  o f  th e  work 
p r io r  to  i t s  com p letion , we s h a l l  be very  happy t o  do so  a t  th a t  
t im e . M eanwhile, perm it u s  to  ex p ress  our a p p rec ia tio n  o f  your  
in t e r e s t .

Four in d iv id u a ls  acknowledged th e  r e q u e s t , but re fu sed  

t o  comply fo r  variou s s ta te d  r e a so n s . These were answered as  

fo llo w s:

We s in c e r e ly  reg r e t th a t  you found i t  im p ra ctica b le  to  
f i l l  out th e  q u estio n n a ire  we r e c e n t ly  sen t y ou . Perm it u s ,
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however, t o  ex p ress  our a p p rec ia tio n  o f  y ea r  comaent, which we 
found most in t e r e s t in g .  We s h a l l  be very  happy to  supply a more 
com prehensive exp lan ation  o f  th e  work a t  i t s  com p letion .

Mo response o f  any nature was r e c e iv e d  from s ix te e n  o f  

th e  a d d resse es . I t  was l a t e r  lea rn ed  th a t th e  d ecease o f  one had 

occurred s e v e r a l days b efore  th e  m a ilin g  o f  th e  cheek l i s t s .

Comments.- The fo llo w in g  t e n  ex cerp ts  w i l l  g iv e  a  

sam pling o f  th e  g en era l ton e o f  in d iv id u a l r e a c t io n s .

I  w ish  to  exp ress to  you my a p p rec ia tio n  o f  th e  o b je c t  
o f  your sp len d id  l e t t e r  —  th a t  o f  determ ining what stu d en ts  are  
e l i g i b l e  to  e a te r  th e  "four y ear  course" o f fe r e d  by th e  N a tio n a l 
A sso c ia t io n  o f  Music S c h o o ls , o f  which we are  a member. T h is , I  
am c e r ta in ,  w i l l  be o f  g rea t v a lu e  to  both tea eh er  and s tu d e n t.

You w i l l  f in d  your l i s t  cheeked . The d i f f i c u l t y  on- 
countered  i s  th a t th e  tw enty s e le c t io n s  cheeked are  on ly  about 
h a l f  enough*

I  am retu rn in g  h erew ith  your l i s t  o f  item s f o r  a pro­
posed m usic r e c o g n it io n  t e s t .  Ten o f  my tw enty s e le c t io n s  are  
p ie c e s  added by m y se lf ,  s in c e  th ey  seem t o  me t o  d eserve  a p la c e  
on th e  l i s t  o f  tu n es everyone should  know. I n c id e n ta lly  I  am 
fo rced  to  wonder whether r e c o g n it io n  o f  any m usic should  be made 
a requirem ent fo r  adm ission  to  a co n serv a to ry , beyond th e  sim ple  
a c t o f  rec o g n iz in g  some tu n es a s  p ro o f o f  a m u sica l ear  or memory. 
The opportun ity  f o r  h earing  music v a r ie s  so g r e a t ly  in  in d iv id u a l  
e a se s  th a t i t  seems t o  me th a t  a t e s t  such a s  t h i s  proposed one 
m ight e a s i l y  prove u n fa ir  and no tru e  index  o f  m u sica l r e c e p t iv i t y .  
B e tte r  by fa r  in  my op in ion  (which w as, I  r e a l i z e ,  u n s o l ic i t e d  on 
th a t  p o in t ! )  would be a s im ila r  t e s t  a s e s s e n t ia l  q u a lif ic a t io n  fo r  
a diplom a.

I  have cheeked tw enty com positions on your l i s t  but I  
f e e l  th a t  th e  r e s u lt  i s  a lto g e th e r  u n sa t is fa c to r y , and I  hope you 
w i l l  fo r g iv e  ms fo r  ex p ressin g  th e  op in ion  th a t i t  would have been  
b e t te r  i f  you had asked u s to  check fo r ty  o r  f i f t y  in s te a d  o f  tw en ty .

As a  m atter o f  c u r io s i ty  I  took  an hour o f  my M usical H is­
to r y  tim e and went through th e  l i s t  w ith  my c l a s s ,  p la y in g  th e  
p r in c ip a l su b je c ts  fo r  them . 1 found t h a t ,  except in  a few  in ­
s ta n c e s , I  cou ld  g e t th e  r ig h t  answer from a t l e a s t  one o r  two mem­
b ers o f  my c l a s s .  The r e s u lt  o f  t h i s  t e s t  le a d s  me to  su g g est th a t  
i t  m ight be d i f f i c u l t  t o  s e le e t  from your l i s t  tw enty com positions
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which I  would f e e l  th a t  everyone should know; th a t i s ,  th a t  every  
immature music stu d en t should  be acquainted  w ith* Might i t  not 
be b e t te r  to  s e le c t  a l i s t  o f  f i f t y  t o  seven ty  f i v e  com p o sitio n s, 
from which th e  cand idate would be req u ired  to  reco g n ize  tw enty o r  
more?

Tour l e t t e r  o f  la r c h  7  has been taken up w ith  th e  
d ir e c to r s*  We adhere s t r i c t l y  to  th e  requirem ents f o r  en trance  
q u a li f ic a t io n s  a s  la id  down by th e  N atio n a l A sso c ia t io n  o f  S ch oo ls  
o f  M usic, but do not b e l ie v e  th a t  we could  make any s o r t  o f  a l i s t  
such a s  you p rop ose, t o  s p e c ify  tw enty s e le c t io n s *  I  have checked  
t h ir t y  th a t our average stu d en t would know b efo re  en trance on our 
reg u la r  course* I f  th e  stud en t has been in  touch w ith  
High Sch ool m u sic , or  th e  m usic o f  many good h igh  sch o o ls  in  th e  

d i s t r i c t ,  an a d d it io n a l l i s t  o f  t h ir t y  p ie c e s  could  be 
added q u ite  sa fe ly *

I  have rec e iv e d  your q u estio n n a ire  and f in d  m y se lf  very  
much in te r e s te d  in  your endeavor* But I  cannot answer a s  you 
req u est*  In  th e  f i r s t  p la c e ,  I  would have to  u se  a l l  my v o te s  
b efo re  reach in g  L is z t ’ s  "Les Preludes'* (which I  would em it)*
Second, I  f in d  1 cannot balance fo u r  v o te s  fo r  th e  P eer  Gynt or  
N ut-Cracker S u ite s  a g a in s t  one v o te  fo r  th e  slow  movement o f  th e  
Eroiea* T h ird , th e  m ixing o f  fo lk -so n g s  and "art music" b oth ers  
me* So I  cannot be o f  much u s e ,  b e s id e s  su g g estin g : 1* R a is in g  o f  
th e  minimum number o f  requirem ents* 2* E q u a liz in g  th e  u n it s  o f  
ch o ice  in  some way* 3 . E s ta b lish in g  o f  gen res o r  c a te g o r ie s  w ith ­
in  which minimum requirem ents a re  made ( t h i s  might s o lv e  th e  problem  
o f  su g g estio n  2)*  4 .  In c lu s io n  o f  some pre-1600  m usic ( t h i s  i s  n ot
so  in a c c e s s ib le  s in c e  th e  p u b lic a t io n , on phonograph d is c s ,  o f  rep­
r e s e n ta t iv e  music from th e M ediaeval and R enaissance p e r io d s ) and 
some o f  th e  le a d in g  works o f  th e  20th  century —  e s p e c ia l ly  l i s t e d  
on page 3 .  I  have th e r e fo r e  marked o n ly  th o se  p ie c e s  th a t  I  th in k  
should  c e r ta in ly  be l e f t  o f f  any l i s t  o f  t h i s  so r t*

Tour l e t t e r  o f  March 11 w ith  en clo su re  o f  th e  qu estion *  
n a ir e  i s  received *  S tu dents coming to  a con servatory  fo r  th e  
f i r s t  tim e d i f f e r  so much in  th e  advantages th ey  have p r e v io u s ly  
enjoyed th a t  I  s e r io u s ly  q u estio n  th e  a d v is a b i l i t y  o f  h o ld in g  them 
t o  even a minimum standard o f  r e c o g n it io n  t e s t s ,  but I  am happy to  
cheek tw enty numbers which m ost stu d en ts  might reason ab ly  be ex­
p ec ted  to  know*

I'm  a fr a id  th a t my judgment would be mere guesswork* I  
d on 't know what m usie a stud en t should be a b le  to  reco g n ize  b efo re  
e n ter in g  a s  a freshman nor do I  se e  th e  re levan cy  o f  r e c o g n it io n  
t o  m u sica l "promise" or w orth .

fa m il ia r i ty  w ith  th e  numbers l i s t e d  would depend e n t ir e ly  
upon s tu d e n ts ' exp erien ce and background* I t  i s  unwise to  make
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any suck d is t in c t io n  a s  you request*

These ex ce rp ts  co n ta in  an in t e r e s t in g  c r o s s - s e c t io n  o f  

human response* ranging from generous coop era tion  through m is­

understand ing and m isread ing down t o  s u sp ic io u s  caution* Of th e  

two p r in c ip a l c r i t ic i s m s  th a t emerge —  th a t th e  a b i l i t y  to  

rec o g n ize  music i s  dependent upon background* and th a t  tw enty  

s e le c t io n s  are to o  few  — th e  f i r s t  has a lready  been d e a lt  w ith*

In  th e  p resen t expanded form o f  th e  t e s t  th e  number o f  s e le c t io n s  

was in crea sed  to  t h ir t y ,  by adding th e  te n  numbers checked o f te n e s t  

a f t e r  th e  o r ig in a l twenty*

C onstruction  o f  th e  T e s t . -  These t h ir t y  s e le c t io n s  are  

a l l  p resen ted  in  th e  o r ig in a l  medium, v o ca l o r  in stru m en ta l, or  

a  com bination o f  th e  two* S p e c if ic a t io n s  fo r  record in g  and o th er  

m echanical fe a tu r e s  have a lread y  been noted  fo r  th e  e n t ir e  b attery*  

T his t e s t  i s  not in clud ed  in  Form B . The t e s t  blank i s  con ta in ed  

in  .Appendix A# The c a ta lo g  o f  m a ter ia l fo r  Form A* T est IF* 

Knowledge o f  M usical L ite r a tu r e  i s  in c lu d ed  in  Appendix B* The 

s e le c t io n s  are p resen ted  in  an order determ ined by th e  number o f  

tim es th ey  were checked (Bos* 1 and 2 ex eep ted , which serv e  a s  

sam ples in  th e  t e s t )*

Summary

The in c lu s io n  o f  T est IT in  th e  b a tte r y  i s  j u s t i f i e d  by 

th e  same reason in g  upon which th e  in c lu s io n  o f  item s o f  gen era l 

in form ation  in  in t e l l ig e n c e  t e s t s  i s  based* The t e s t  con ten t was
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determ ined by a jury  o f  musie ed u ca to rs , who made th e  s e le c t io n s  

from a subm itted l i s t  based upon th e  con ten t o f  fo u r  m usie h is to r y  

and a p p rec ia tio n  te x ts *  The t h ir t y  s e le c t io n s  are p resen ted  in  

t h e ir  o r ig in a l  medium*
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CHAPE® T i l l  

THE VALIDITY OF THE TESTS

The preced ing ch ap ters have gone to  some le n g th  to  

dem onstrate th e  d if fe r e n c e s  between th e  a e o u s t ic  and a e s th e t ic  

approaches to  th e  problem o f  m easuring m u sica l p o t e n t ia l i t y ,  and 

to  p o in t out th e  advantages o f  th e  la t t e r *  C onsiderab le space  

has b een  devoted to  d e f in i t iv e  th eo ry , and to  th e  development o f  a  

t h e o r e t ic a l  foundation  fo r  th e  t e s t s  con stru cted *  T h is and th e  

su cceed in g  chapter are  devoted  r e s p e c t iv e ly  to  an account o f  th e  

v a l id i t y  and r e l i a b i l i t y  o f  th e  t e s t s ,  judged from t h e ir  perform ance.

Assumptions w ith  R eference t o  T est Perform ance.-  I f  th e  

Measures o f  M usical Background are v a l id  t e s t s ,  i t  seems reason ab le  

t o  assume c e r ta in  th in g s ,  in d ic a te d  as fo llo w s :

(1 }  That sco res  ach ieved  on th e  t e s t s  w i l l  d ecrease  per­

c e p t ib ly  down through th e  l e v e l s  o f  m u sica l a tta in m en t, exp erien ce  

and m a tu r ity . In  t h i s  stu d y , th e r e fo r e , th e  c r i t e r io n  group should  

a ch iev e  th e  h ig h e s t  s c o r e s ,  and th e  c o l le g e  m usie freshm en, c o l le g e  

academic i t u d t o t e ,  s e n io r  h igh  s c h o o l, ju n io r  h igh  s c h o o l, and 

in term ed ia te  grade p u p ils  should  rank down s u c c e s s iv e ly  from i t *

( 2 )  That sco res  ach ieved  by m u sic a lly  u n tra in ed  but 

m u sic a lly  s e n s i t iv e  in d iv id u a ls  w i l l  surpass th o se  ach ieved  by 

m u sica lly  u n tra in ed  but m u sic a lly  in s e n s i t iv e  in d iv id u a ls .

( 3 )  That sc o r e s  ach ieved  on en ter in g  c o l le g e  by in d iv id -
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u a ls  afterw ards en joy in g  s u c c e s s fu l m u sica l ca reers  w i l l  have 

surpassed  th o se  ach ieved  hy t h e ir  contem poraries a fterw ards f a i l i n g  

to  en joy  s u c c e s s fu l m usica l careers*

Bata on th e  f i r s t  Assumption.** In order to  determ ine  

whether o r  not sc o r e s  on th e  t e s t s  decreased  p e r c e p tib ly  down 

through th e  l e v e l s  o f  m u sica l a tta in m en t, ex p er ien ce , and m a tu r ity ,  

mean sc o r e s  on a l l  t e s t s  were c a lc u la te d  fo r  a l l  groups* T hese, 

w ith  th e  numbers in v o lv e d , are  p resen ted  in  Table I I I*  I t  w i l l  

be noted  th a t  th e r e  i s  but one ex cep tio n  to  th e  p a ttern  o f  d ecrease  

found everywhere e l s e ,  —  th e  ju n io r  h igh  sch o o l outranks th e  

se n io r  h igh  sch oo l on T est H I  by a sm all margin* Whether or  

not t h i s  may be a scr ib ed  to  th e  im a g in a tiv en ess  o f  th e  ju n io r  h igh  

sch o o l p u p il i s  p ro b lem a tica l. More probably i t  i s  due to  th e  

le s se n e d  d i f f i c u l t y  o f  Form B* The m u sica l m a te r ia l fo r  both  

forms o f  t h i s  t e s t  i s  I d e n t ic a l ,  but th e  resp on ses o ffe r e d  fo r  

ch o ice  on each item  are co n sid era b ly  s im p lif ie d ,  making th e  two 

forms o f  T est I I I  o n ly  roughly comparable* T his d i f f i c u l t y  does 

n ot e x i s t  w ith  re sp e c t to  T est I  and I I ,  a s th e  o n ly  d if fe r e n c e  

between th e  forms l i e s  in  th e  s im p lif ie d  language o f  th e  in s tr u c ­

t io n s  in  Form B. The meaning o f  th e  in s tr u c t io n s  i s  id e n t ic a l ,  

as are th e  tech n iq u e , c o n te n t, and sco r in g  o f  th e  t e s t*

The s ig n if ic a n c e  o f  th e  d if fe r e n c e s  o f  th e s e  means fo r
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fou r  o f  th e  groups has been computed by th e  " t - t e s t ." 1 The r e s u l t s  

are in d ic a te d  in  Table IV* Computations in v o lv in g  th e  c r i t e r io n  

group and th e  c o l le g e  academic S tu d en ts were n ot made, not o n ly  because  

o f  th e  r e l a t iv e l y  sm all number o f  in d iv id u a ls  t e s t e d ,  but b ecau se , 

s in c e  th ey  each in v o lv ed  o n ly  one r e la t iv e ly  homogeneous group, no 

appropriate tech n iq u es are a v a ila b le  fo r  determ ining th e  r e l i a b i l i t y  

o f  such e s t im a te s . I t  w i l l  be observed  from th e  ta b le  th a t  n in e  o f  

th e  e lev en  mean d if f e r e n c e s  are  h ig h ly  s ig n i f i c a n t ,  th e  o th er  two 

r e l a t iv e l y  s o .

P red ica ted  upon th e  su b s ta n t ia t io n  o ffe r e d  by th e  ev idence  

p resen ted , th e  f i r s t  assum ption w ith  r e fe ren ce  t o  th e  v a l id i t y  o f  th e  

t e s t s  i s  j u s t i f i e d .

Data on th e  Second A ssum ption,-  In  order t o  determ ine  

whether o r  n o t s c o r e s  ach ieved  by m u sic a lly  u n tra in ed  but m u sica lly  

s e n s i t iv e  in d iv id u a ls  w i l l  surpass th o se  ach ieved  by m u sic a lly  un­

tr a in e d  but m u sica lly  in s e n s i t iv e  In d iv id u a ls , th e  t e s t s  were ad­

m in is tere d  to  a group o f  c o l le g e  academic dtudfcut*. The tea ch er  o f  

t h i s  group, e  g en era l music c l a s s ,  was ashed to  in d ic a te  th o se  members 

who were d e f in i t e ly  m u sica lly  s e n s i t i v e ,  and th o se  who were ju s t  as  

d e f in i t e ly  m u sica lly  in s e n s i t iv e .  These two c a te g o r ie s  numbered 

e ig h t  and n in e  r e s p e c t iv e ly ,  le a v in g  a la r g e  "middle group* o f  f o r t y .

X Mi -  Mg For a f u l l  d is c u s s io n  o f  th e  t - t e s t  in
t  e « H T g g .’ jcl1 t h i s  co n n ectio n , s e e  S . F . L in d q u ist,

S t a t i s t i c a l  A n a ly s is  in  E ducational 
R esearch , pp . 5 6 -5 8 . Boston: Houghton M if f l in  C o ., 1940 . The b a s ic  
data  fo r  th e se  c a lc u la t io n s  are in clud ed  in  Appendix S .
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14 6

TABLE IT

CHANCES IN ONE HONORED THAT THE DIFFERENCE 
BETWEEN TWO MEANS IS THE TRUE DIFFERENCE

Groups compared fo r  
mean d if fe r e n c e s

T est
I-A

T est
I-B

T est
II-A

T est
I I-B

T est
I I I

T est
17

C o lleg e  Music Freshmen 
and S en io r  High S ch o o l.......... 99 99 99 85 99 99

S en ior  High School and 
Junior Hifth School 98 95

Junior High School and 
In term ed iate Grades******** 93

,

78 92

* Note th a t th e se  f ig u r e s  In vo lve  comparison o f  th e  two forms o f  th e  
t e s t s ;  th e  m usical con ten t and sco r in g  I s  I d e n t ic a l ,  but th e  wording 
o f  th e  in s tr u c t io n s  i s  s im p lif ie d  in  Form B.
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T heir r e s p e c t iv e  achievem ents are  p resen ted  in  Table V.

I t  w i l l  be observed t h a t ,  w h ile  th e  ranges over lap  oc­

c a s io n a lly ,  on no t e s t  do th e  means vary from a  descending order  

from th e  " se n s it iv e "  group through th e  "middle" group t o  th e" in ­

s e n s it iv e "  group. On every t e s t  th ere  i s  a very  marked d if fe r e n c e  

between th e  means o f  th e  " se n s it iv e "  and " in se n s it iv e "  groups* The 

d if fe r e n c e  on T est I I I  i s  n u m erica lly  sm all in  r e la t io n  to  th e  o th e r s ,  

but i t  w i l l  be r e c a lle d  th a t th e  d if fe r e n c e s  among a l l  o th er  groups 

were lik e w is e  sm all on t h i s  t e s t  (T able I I I ) .  P red ica ted  upon th e  

su b s ta n t ia t io n  o f fe r e d  by th e  ev idence p re se n te d , th e  second assump­

t io n  w ith  r e fe ren ce  to  th e  v a l id i t y  o f  th e  t e s t s  i s  j u s t i f i e d .

Data on th e  Third A ssum ption.-  I t  i s ,  o f  co u rse , im p racti­

ca b le  a t  p resen t to  supply d ir e c t  ev id en ce  th a t sc o r e s  ach ieved  on 

en te r in g  c o l le g e  by in d iv id u a ls  a fterw ards en joy in g  s u c c e s s fu l m u sica l 

ca reers  w i l l  have surpassed  th o se  a ch ieved  by t h e ir  contem poraries  

afterw ards f a i l in g  to  enjoy s u c c e s s fu l  m u sica l careers*  Time must 

e la p se  b e fo re  th e  p ro g n o stic  v a lu e  o f  th e  t e s t s  can be a d e fu a te ly

determ ined. The l ik l lh o o d  o f  t h i s  assum ption i s  e s ta b lis h e d , however,
2in  a study  c o r r e la t iv e  to  th e  p resen t one* T est I  o f  th e  u n rev ised  

e d it io n ,  th e  one measure o f  th e  b a tte r y  n ea rest resem bling i t s  p resen t  

r e v is io n ,  was found to  rank second in  a group o f  tw enty-tw o m usie

2
E liza b eth  M. T a y lo r , "A Study in  th e  P rogn osis  o f  M usical 

T a le n t."  Unpublished doctor*s t h e s i s ,  Teachers C o lle g e , U n iv e r s ity  
o f  C in c in n a ti, 1941.
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t e s t s  fo r  th e  p r e d ic tio n  o f  p r o fe s s io n a l su ccess  a f t e r  c o l le g e .

The d erived  c o e f f i c ie n t  o f  con tin gen cy  fo r  t h i s  t e s t  was .6 1 1 , as  

a g a in s t  th a t  o f  .619  fo r  th e  f i r s t  ranking t e s t .  (The maximum 

c o e f f i c ie n t  fo r  t h i s  c a lc u la t io n  would be .8 9 4 ) .

Summary

The p resen t chapter embraces an account o f  th e  v a l id i t y  

o f  th e  Measures o f  M usical Background, based upon t h e ir  perform ance.

The t e s t s  were adm in istered  t o  a c r i t e r io n  group composed 

o f  c o l le g e  fa c u lty  members and symphony o rch estra  m u sic ia n s , and 

th e  h igh  sco res  ach ieved  on th e  t e s t s  by t h i s  group o f  exp ert musi­

c ia n s  embody th e  f i r s t  c la im  fo r  th e  v a l id i t y  o f  th e  b a ttery*

The t e s t s  were fu r th e r  adm in istered  t o  approxim ately th ree  

hundred c o l le g e  m usic freshm en, f i f t y - s e v e n  c o l le g e  academic Stuifemtw, 

and tw elv e  hundred p u b lic  sch o o l s tu d e n ts , grades fo u r  to  tw e lv e  

in c lu s iv e .  The mean sc o r e s  o f  th e se  groups — c o l le g e ,  s e n io r  h igh  

s c h o o l, ju n io r  h ig h  s c h o o l,  in term ed ia te  grades <•>•* were found to  

d ecrease  c o n s is t e n t ly  according t o  l e v e l  o f  m usica l a tta in m en t, ex­

p e r ie n c e , and m a tu r ity . The d if fe r e n c e s  between th e se  means were 

found to  be h ig h ly  r e l i a b l e .  These mean d if fe r e n c e s  embody th e  

second cla im  fo r  th e  v a l i d i t y  o f  th e  t e s t s .

Mean sc o r e s  ach ieved  by m u sica lly  s e n s i t iv e ,  m u sica lly  

in s e n s i t iv e ,  and in term ed ia te  grou p s, as d esig n a ted  by th e  tea eh er  

o f  a g en era l musie c la s s  in  a tea ch er s  c o l le g e ,  were found to  de­

cre a se  on a l l  t e s t s  according to  th e  d esig n a ted  a b i l i t y  o f  th e  group,

3 Henry E . G a rrett, S t a t i s t i c s  In Psychology and E d u cation , 
p . 390 . Hew York: Longmans, Green and Go*, 1937f.
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th ere  b ein g  an e s p e c ia l ly  marked d if fe r e n c e  between th e  groups 

d escr ib ed  a s  m u sica lly  s e n s i t iv e  and m u sica lly  in s e n s it iv e *  T his  

forms th e  th ir d  c la im  fo r  th e  v a l id i t y  o f  th e  t e s t s *

In  e s se n c e , th e  v a l id a t io n  o f  th e  m easures i s  based upon 

th e  co n ten tio n  th a t  m usical in d iv id u a ls  w i l l  ach iev e  h igh  sc o r e s  

upon them , and th a t  unm usical in d iv id u a ls  w i l l  n o t ,  th u s opening  

th e  way fo r  p o s i t iv e  p r o g n o s is . (hi th e  fa c e  o f  th e  ev idence  

p resen ted , th e  t e s t s  measure what th ey  purport t o  m easure.
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CHAPTER EC 

RELIABILITY OF THE TESTS

The p resen t chapter embraces a b r ie f  rev iew  ©f th e  

g en era l th eory  o f  r e l i a b i l i t y ,  and a statem ent o f  th e  r e l i a b i l i t i e s  

©f c e r ta in  standard ized  m usic te a ts *  I t  e s t im a te s  th e  r e l i a b i l i t y  

o f  th e  Measures o f  M usical Background* and d is c u s se s  c e r ta in  sug­

g e s t io n s  fo r  i t s  improvement in  th r e e  o f  th e  t e s t s *

The Theory o f  R e l ia b i l i t y * -  Statem ents o f  th e  r e l ia ­

b i l i t y  o f  a measure are alw ays in  term s o f  i t s  approxim ation to  th e  

tim e measure* T h is was in d ic a te d  in  Table 1 7 , in  which th e  proba­

b i l i t y  fo r  d ivergen ce o f  computed mean d if fe r e n c e s  from th e  "true"  

mean d if fe r e n c e s  i s  s ta ted *  Such "true* m easures are  d erived  

t h e o r e t i c a l ly ,  ra th er  than e m p ir ic a lly .1 The r e l i a b i l i t y  o f  a

t e s t  i s  dependent upon th e  s t a b i l i t y  and c o n s is te n c y  o f  i t s  p er -  
2

formance* I f  i t  rep ea ted ly  m easures th e  same phenomena in  th e  

same way, th a t i s ,  i f  th e  d iscrep a n c ie s  on such rep eated  measure­

ments a re  sm a ll, th e  t e s t  i s  r e l ia b le *  A num erical statem ent o f  

r e l i a b i l i t y  may be ob ta in ed  by c o r r e la t in g  f i r s t  se o r e s  w ith  th o se

1
See Henry E* G a r re tt, S t a t i s t i c s  in  P sychology and Edu­

c a t io n .  Chap* T i l l ,  on t h i s  po in t*  New York: Longmans, Green and 
Co*, 1937*

2
Ib id * , pp . 311-15

151
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ach ieved  on r e p e t i t io n  o f  th e  t e s t *  Or th e  t e s t  may be g iv e n  

once and broken in to  equal h a lv e s ,  u s u a lly  by p la c in g  th e  odd 

numbered item s in  one h a l f  and th e  even numbered item s in  th e  

o th e r , and th e  sc o r e s  on th e se  h a lv es  co rre la ted *  Or th e  sco res  

on two p a r a l le l  forms o f  a t e s t ,  i f  th ey  e x i s t ,  may be co rr e la ted *  

The f i r s t  two tech n iq u es have been employed in  e s tim a tin g  th e  re­

l i a b i l i t y  o f  th e  Measures o f  M usical Background* I t  was not 

p o s s ib le  to  employ th e  th ir d ,  a s  th e  two forms o f  th e  t e s t  are  

n ot p a r a lle l*

The R e l ia b i l i t y  o f  P u b lish ed  Music T e s ts . -  M ursell®  

p r e se n ts  r e l i a b i l i t y  c o e f f i c ie n t s  fo r  th e  Seashore t e s t s  from  

some n in e te e n  in v e s t ig a t io n s *  C o e f f ic ie n t s  on Sense o f  P itc h  

range from *40 to  .9 0 ;  on Sense o f  I n te n s ity  from *40 to*94 ; on 

Sense o f  Time from *41 to  *80; on Sense o f  Consonance from *26 to  

•68; on Sense o f  Hhythm from .28  to  *64; on Tonal Memory from .59  

to  .9 0 .  W hitley4 rep o rts  an in v e s t ig a t io n  In v o lv in g  some e ig h t  

hundred in d iv id u a ls*  S e l f  c o r r e la t io n s  on th e  Seashore t e s t s  

ranged from *667 to  *895; on th e Kwalwasser-Dykama t e s t s  from *219 

to  *830, w ith  th e t e s t s  o th er  than th o se  marking th e  extrem es o f

3
James L . M u rse ll, The P sychology o f  M usic, p .  292 . 

New York: W. W. Norton and C o ., I n c . ,  1937.

4
M. T. W h itley , "A Comparison o f  th e  Seashore and 

Kwalwasser-Bykema T e sts ,"  Teachers C o lleg e  Record. XC& U (May 
1 9 3 3 ), 731 -51 .
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5
th e  range f a l l i n g  from .5 8 8  to  .5 5 8 . Seashore r e p o r ts  r e ­

l i a b i l i t y  c o e f f i c i e n t s  f o r  th e r e v ise d  v e r s io n  o f  h i s  b a tte r y  a s  

ra n g in g  from *62 to  .6 9 , th o se  fo r  P itc h  ex ten d in g  from .7 8  to  

*88, fo r  Loudness from .79  to  .8 8 , fo r  Tims from *78 t o  .7 5 , fo r  

Timbre from ♦69 to  .7 7 , fo r  Rhythm from .62  to  .7 3 , f o r  Tonal 

Ijjmory from .84 to  .8 9 .  I t  i s  th u s  e v id e n t th a t  stan d ard ized , 

recorded  t e s t s  o f  m u sica l t a le n t  have n o t ach ieved  th e  r e l i a ­

b i l i t y  p o ssessed  by p sy c h o lo g ic a l m easures in  o th er  f i e l d s .

R e l ia b i l i t y  o f  th e  Measures o f  M usical Background.-  Two 

sep a ra te  and independent e s t im a te s  s e r e  made o f  th e  r e l i a b i l i t y  o f  

each o f  th e  t e s t s .  The f i r s t  e s tim a te  was ob ta in ed  by a p p ly in g  

th e  Spearman-Brown prophecy form ula to  th e  c o r r e la t io n  between  

th e  sc o r e s  on th e odd-numbered item s and th o se  on th e  even-numbered 

item s o f  th e  t e s t  papers o f  one hundred c o l le g e  m usie freshm en, 

th e se  papers b e in g  s e le c te d  a t  random and in  eq u al p rop ortion s from  

each o f  th e  c o l le g e s  co o p era tin g  w ith  th e  p resen t stu d y . A second  

estim a te  was secured  by c o r r e la t in g  th e  sc o r e s  ach ieved  by s ix te e n  

c o l le g e  music freshmen (o f  th e  sch o o l year 1939-40) on th e  t e s t s  

on two o cca sio n s  (Kay 1 7 , 1940, and September 23 , 1 9 4 0 ) .

The r e l i a b i l i t y  c o e f f i c i e n t s  ob ta in ed  by each  o f  th e se  

methods are p resen ted  in  Table Y I . Three o f  th e  t e s t s ,  I-A

5
Joseph G. S a e tv e it ,  Son L ew is, and Carl E . Seashore, 

R e v is io n  o f  t b s  Seashore Measures o f  M usical T a le n ts , p .  3 4 .  
U n iv e r s ity  o f  Iowa S tu d ie s ,  S e r ie s  on Aims and P ro g ress  o f  R esearch , 
No* 6 5 . Iowa C ity , l a . }  U n iv e r s ity  o f  Iowa P r e s s ,  1940*
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TABLE 7 1

ESTIMATED RELIABILITY COEFFICIENTS 
OBTAINED FOE EACH OF THE TESTS 

BT EACH OF TWO METHODS

Test

721,329 039 031

T est I-B 908 012 393 034

T est II-A , ,429 560 116

521 065 137

T est I I I 103 578 112

858T est IT, 019 804 060
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R ecogn ition  o f  T o n a lity , M e lo d ie s ) , I-B  (R eco g n itio n  o f  T o n a lity , 

Chords) , and I ?  (Knowledge o f  M usical L ite r a tu r e ) make a very  

s a t is f a c t o r y  show ing, in  c o n s id era tio n  o f  th e  f a c t  th a t  th ey  

are s e c t io n s  o f  an experim ental b a tte r y , su b jec t  t o  a l l  o f  th e  

chances and m ischances which are th e  share o f  any f i r s t  e f f o r t .

Of th e  th ree  t e s t s  having low er c o e f f i c ie n t s  se v e r a l  

th in g s  may be s a id .  They are s t i l l  a s  r e l ia b le  a s  most music 

t e s t s ,  and i t  seems probable th a t  changes in  c e r ta in  r e sp e c ts  

w i l l  co n sid erab ly  In crease  t h e ir  r e l i a b i l i t y .  Some o f  th e se  

changes w i l l  be d iscu sse d  a t  g r e a te r  le n g th  in  Chapter X, but 

may be m entioned now in  p a s s in g . f i r s t  o f  a l l ,  th e  record in g  

on T e s ts  I I  and I I I  l e f t  a g rea t d ea l t o  be d e s ir e d . I t  i s  

probable a ls o  th a t  i t  would be e a a ie r  to  su s ta in  a h ig h er  l e v e l  

o f  in t e r e s t  w ith  a  sh o rter  t e s t ,  th e  p resen t b a tte r y  req u ir in g  

an hour and a h a l f  t o  a d m in ister .

S p e c if ic  Comment on T est II-A  (Rhythmic D iscr im in a tio n .  

M e te r ) .-  There are co n s id e r a tio n s  a s id e  from t h e s e ,  however, 

which are  more in t r i n s i c  to  th e  t e s t s .  On T est II-A  seme h igh  

sch oo l stu d en ts  took  th e  in s tr u c t io n s  to  mean th a t  a l l  item s  

counted by th ree  or  fo u r , s in c e  th e  two examples d id  (item s 1 

and 2 ) .  The g r e a te s t  d i f f i c u l t y  w ith  T est I I -A , however, la y  

in  th e  seeming I m p o s s ib il ity  o f  d isc r im in a tin g  between two and 

fou r b eat m easures, and between th r e e  and s i x  b ea t m easures.

As p r e v io u s ly  n o ted , most item s cou n tin g  by s i x  were marked 

th ree  by th e  m ajority  o f  th e  c r i t e r io n  group, and th e  same un-
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c e r ta in ty  e x is t e d  w ith  re sp e c t to  two and fo u r . When so  many 

h ig h ly  tr a in e d  and exp erien ced  m u sician s are confused  i t  i s  

d i f f i c u l t  t o  stand  a r b it r a r i ly  by th e  composer’ s  n o ta tio n *  In  

f a c t ,  some s e le c t io n s  cou ld  ju s t  a s  w e ll be w r it te n  one way a s  

th e  other* Some in d iv id u a ls  a ls o  gave th e  m eter s ig n a tu r e ,  

th e  upper f ig u r e  o f  which was c o r r e c t ,  but d id  n o t s t a t e  th e  

number o f  b ea ts  in  a  m easure, th u s c r e a tin g  con fu sio n  in  sc o r in g .

Probably th e most p r a c t ic a l  s o lu t io n  o f  th e  d i f f i c u l t y  

would be t o  in c lu d e  in  th e  t e s t  on ly  such m a te r ia ls  a s  would 

perm it th e  u se  o f  tw o, th r e e ,  or t h e ir  m u lt ip le s  as a ccep ta b le  

answers* S u b sta n tia l support fo r  t h i s  procedure i s  o f fe r e d  by 

an experim ent conducted w ith  th e  p resen t t e s t *  The sc o r e s  on  

f i v e  item s counting by two and f iv e  item s counting  by th r e e  were 

co rr e la ted *  The f i r s t  s e t  o f  f i v e  con ta in ed  th r e e  item s count*  

in g  by tw o, and two item s counting by th r e e ;  th e  second s e t  eon* 

talm ed th ree  item s counting  by th r e e  and two item s cou n tin g  by 

two* The ob ta in ed  c o e f f i c i e n t ,  r a is e d  by th e  Spearman-Brown 

form ula t o  rep resen t a t e s t  co n ta in in g  t h ir t y  ite m s , was *536 j£ 

*067* As th e  c o e f f i c ie n t  fo r  th e  t e s t  in  i t s  p resen t form was 

*429 £  *077 ( s p l i t - h a l v e s ) ,  i t  seems very probable th a t th e  t e s t  

can be made t o  show very  s a t is f a c t o r y  r e l i a b i l i t y  upon proper  

r e v is io n *

F in a l ly , i t  must be n oted  th a t to  date th e  r e l i a b i l i t y  

o f  no rhythm t e s t  has been ex ceed in g ly  high* M u rse ll’ s  t a b le ,
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a lread y  quoted , l i s t s  tb s r e l i a b i l i t y  c o e f f i c i e n t s  o f  tb s  Seashore  

rhythm t e s t  from .28  t o  .6 4 .  I s  in d ic a te d  above, c o e f f i c i e n t s  fo r  

th e  rhythm te a t  o f  th e  new Seashore b a tte r y  range from .6 2  to  .7 3 .  

W h itley , a ls o  p r e v io u s ly  quoted , l i s t s  th e  r e l i a b i l i t y  o f  th e  K-B 

rhythm t e s t  a t  .4 2 8 .

S p e c if ic  Comment on T est II-B  (Bhythmio D iaorin d n atlon . 

Tempo) . -  The p r in c ip a l d i f f i c u l t y  w ith  t h i s  t e s t  h as been touched  

upon in  Chapter I I I :  th e  s e le c t io n s  are probably to o  lo n g  fo r  

t h e ir  purpose, and a chance rubato may be taken fo r  a d e lib e r a te  

acceleran d o  or r ita r d a n d o . M ater ia l fo r  t h i s  t e s t ,  th e r e fo r e ,  

should  probably not on ly  com prise sh o rter  ite m s , but m usic o f  a  

c o n s is t e n t ly  marked rhythm ic c h a r a c te r . The d i f f i c u l t y  l i e s  

in  a c h ie v in g  gradual a c c e le r a n t!  and r lta rd a n d l ran gin g  from  

f a i r  breadth to  near im perceptib i l i t y .

S p e c if ic  Comment on T est I I I  (Dramatic f e e l i n g ) . -  

judging th e  r e l i a b i l i t y  o f  t h i s  t e s t  th r e e  th in g s  must be noted :

Cl) th a t  i t  l a  th e  f i r s t  t e s t  t o  employ th e  p a r t ic u la r  tech n iq u e  

in v o lv ed : (2) th a t  we have no f ig u r e s  on th e  r e l i a b i l i t y  o f  com­

p arab le  t e s t s :  and ( 3 )  th a t th e r e  i s  a cu r io u s d iscrep an cy  be­

tween th e  r e l i a b i l i t y  on th e t e s t  a s  estim ated  by th e a p l i t -  

h a lv e s  method and th a t  estim ated  by u s in g  th e sco res  from two 

ad m in lstra tion a  o f  th e  t e s t  to  th e  same group . B asing o p in io n  

on th e  f ig u r e  ob ta in ed  by th e  l a t t e r  technique* i t  i s  reason ab le  

to  b e l ie v e  th a t  c e r ta in  adjustm ents in  th e  d ir e c t io n  o f  co a rser  

d isc r im in a tio n s  among th e  resp o n se s  o f fe r e d  fo r  c h o ic e  on some
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item s would in cr ea se th e  t e s t * s  r e l i a b i l i t y  by a s a t is fa c to r y  

amount*

T est H I  has been c r i t i c i z e d  by some members o f  th e  

c r i t e r io n  group on th e  ground th a t  i t s  v ery  natu re p reven ts  

i t  from a ch ie v in g  r e l ia b i l i t y *  T his i s  p o s s ib le ,  but n o t fo r  

th e  reason s th a t c r i t i c s  have suggested* I t  i s  contended th a t  

m usie has no meaning; o r , i f  i t  h a s , i t  w i l l  not mean th e  same 

th in g  to  a l l  peop le*  The f i r s t  statem ent i s  a f a l l a c y ,  a s

w i l l  p r e se n tly  be shown* The second i s  p a r t ia l ly  t r u e ,  but

n ot s t r i c t l y  o r  s o le ly  a p p lic a b le  to  a t e s t  o f  dram atic f e e l in g  

in  anisic*

The p o in t th e  c r i t i c s  m iss i s  th a t  words are not th in g s  

o r  symbols fo r  t h in g s ,  but sym bols or  v e h ic le s  fo r  id e a s  or

f e e l in g s  about th in g s*  I t  i s  on ly  when a th in k e r  makes u se  o f

words th a t  th ey  have meaning* They have a r e f e r e n t ia l  u s e ,  

which i s  r e f l e c t iv e  and i n t e l l e c t u a l ,  and an em otive o n e , which 

i s  p r im it iv e  and prom otional o f  purposes,** a s  in  l i t e r a t u r e  o r  

poetry* The meaning o f  words i s  o f te n  m isunderstood —  "words, 

when th e y  cannot d ir e c t ly  a l l y  th em selves w ith  and support them­

s e lv e s  upon g e s tu r e s  are a t  p resen t a  very  im p erfect means o f

6
T his a n a ly s is  i s  based  upon a lo n g er  one in  C. K. 

Ogden and 1 .  A* S ich a rd s , The Meaning o f  Meaning* Chap. I*  
Mew Yorks H arcourt, Brace and C o ., 1930.
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issr

7communication." G estures are  another v e h ic le  fo r  id e a s  or  

f e e l in g s ,  m athem atical symbols another fo r  id e a s ,  m usie another  

fo r  b o th . And w h ile  m usie may not co n ta in  th e  same meaning fo r  

a l l  p e o p le , n e ith e r  do w ords. The d i f f i c u l t y ,  th e r e fo r e , does 

not l i e  in  th e meaning o f  m u sie , but in  t r a n s la t in g  th a t meaning 

in to  w ords, in  tr a n s fe r r in g  from one symbolism to  an oth er, in  th e  

changing o f  v e h ic le s .

The d i f f i c u l t y  o f  knowing in  th e  f i r s t  p la c e  what th e  

composer meant was surmounted in  th e  p resen t t e s t  by u s in g  music 

w r itte n  fo r  op era , m usie b u i l t  around s p e c i f i c  scen es  or  a c t io n s  

or f e e l i n g s .  No doubt some o f  th e  o n e - l in e  d e s c r ip t io n s  con­

ta in e d  in  th e  t e s t  are inadequate; p o s s ib ly  some o f  th e  music i s  

p oorly  chosen . But th e  r e a l problem , th e  problem o f  knowing 

how f in e  verb a l d iscr im in a tio n s  can be and y e t  support tr a n s fe r  

from th e  symbolism o f  m usie can be detexm ined on ly  by experim ent, 

and T est I I I  i s  ju s t  such an experim ent. I t  i s  u n fortun ate  th a t  

th e  on ly  means we have d isco v ered  th u s fa r  f o r  m easuring th e  cap** 

c i t y  o f  dram atic f e e l in g  fo r  m usic in v o lv e s  t h i s  co m p lica tio n , but 

a t  p resen t th ere  seems no o th er  way o u t .  Young ch ild r e n  and 

b a l le t  dancers t r a n s la te  th e  symbolism o f  m usie in to  th e  symbolism  

o f  g e s tu r e , but t h i s  does not le n d  i t s e l f  to  th e  r e s t r ic t io n s  o f  

stand ard ized  te s t in g *

7
I b id . ,  p .  1 5 .
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S p e c if ic  Comment on T est IV. ~  There i s  l i t t l e  t o  add 

w ith  re sp e c t to  t h i s  m easure. Probably i t  cou ld  be shortened  

w ithout m a te r ia lly  a f f e c t in g  i t s  r e l i a b i l i t y ,  s in c e  i t  i s  a 

stra ig h tfo rw a rd  t e s t  o f  in fo rm a tio n . E lim in a tio n  o f  some o f  

th e  more d i f f i c u l t  item s might even r a is e  th e  c o e f f i c ie n t  c a l­

c u la te d  from s p l i t  h a lv e s .  I t  should  be noted  th a t  in  th e  

rep eat group (Table V) s c o r e s  were s ix te e n  p e r  enht h igh er  on 

th e  second t e s t in g .

Summary

The p resen t chapter has d efin ed  th e  r e l i a b i l i t y  o f  

m easures a s  th e  degree o f  approxim ation to  corresponding tru e  

m easures, and s e t  fo r th  th e  tech n iq u es whereby sta tem en ts o f  

th e  r e l i a b i l i t y  o f  th e  Measures o f  M usical Background were 

e s t imat e d .  By way o f  o r ie n ta t io n ,  i t  h as in d ic a te d  th a t th e  

r e l i a b i l i t i e s  o f  ex tan t m usic t e s t s  ( f o r  t a l e n t )  are  g e n e r a lly  

low* S p e c if ic  commants were o f fe r e d  p e r ta in in g  to  th e  r e ­

l i a b i l i t y  o f  each t e s t  o f  th e  b a tte r y  w ith  which th e  p resen t  

study i s  concerned. T ests  I -A , I -B , and I?  are s a t i s f a c t o r i l y  

h igh ; t e s t s  I I -A , I I -B , a re  somewhat lo w er , but means o f  im­

proving them were in d ic a te d . The r e l i a b i l i t y  o f  T est I I I  i s  

low . The th eo ry  o f  th e  t e s t  was defended, and ev id en ce pre­

sen ted  su b s ta n t ia t in g  eerta im  means fo r  i t s  improvement. The 

ensuing chapter i s  concerned w ith  s p e c i f i c  su g g estio n s  fo r  th e  

r e v is io n  o f  th e  b a tte r y .
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CHAPTER X

SUGGESTIONS FOR REVISION OF 
THE MEASURES OF MJSICAL BACKGROUND

D esp ite  th e  most m eticu lou s p r e c a u tio n s , every  

p o s s ib le  con tingency  cannot be a n t ic ip a te d :  s i tu a t io n s  a r i s e  in  

exp erien ce which, cou ld  not have been fo reseen *  The fo llo w in g  

remarks are in ten d ed  to  in d ic a te  c e r ta in  a l t e r a t io n s  in  th e  

b a tte r y  which appear d e s ir a b le  a f t e r  exp erien ce  in  i t s  use*  

Subsequent paragraphs summarize c e r ta in  su g g estio n s  which should  

be con sid ered  in  form ulating  a r e v is io n *

General S u ggestion s«~  F ir s t  o f  a l l ,  th e  t e s t s  should be

p r in ted  on paper whieh w i l l  produce a minimum amount o f  n o is e  in

handling* In  ad m in ister in g  th e  t e s t s  t o  a la r g e  group o f  p e o p le ,  

th e  paper used in  th e  experim ental e d it io n  r a t t le d  co n sid erab ly  

w ith  th e  tu rn in g  o f  pages* The item s on th e page should a ls o  be 

so arranged th a t  pages w i l l  be turned  a t  th e  end o f  a phonograph 

record*

Second, th e  record in g  o f  th e  in stru m en ta l numbers cou ld

have been co n sid erab ly  b e t t e r .  T h is i s  not meant t o  d etra c t

from th e  work o f  th e  te c h n ic ia n  who made th e  r e c o r d in g s , fo r  i t  

was a s  good a s  r e s t r i c t e d  r e so u r c e s , t im e , and f a c i l i t i e s  would 

perm it* The v o c a l reco rd in g s were n ot p e r f e c t ,  but s a t is fa c to r y #  

I t  i s  th e  w r ite r ’ s  c o n v ic t io n , however, th a t th e  r e l i a b i l i t y  o f

161!
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some o f  th e  t e s t s  —  T est I I I  In p a r t ic u la r  — was s e r io u s ly  

a ffected , by th e  q u a lity  o f  th e  in stru m en ta l rec o rd in g . The 

t e s t s  deserved  som ething b e t t e r  than  a c e ta te  r e c o r d in g s .

T h ird , th e  t e s t s  would m ain ta in  a h ig h er  l e v e l  o f  

in t e r e s t  i f  th ey  were somewhat s h o r te r . They should n o t ,  how­

e v e r , be shortened  a t  th e  expense o f  r e l i a b i l i t y .  A b r ie fe r  

t e s t  would be e s p e c ia l ly  h e lp fu l in  t e s t in g  p u b lic  sch o o l groups. 

Probably some o f  th e  slow er moving and more tim e consuming item s  

could  be elim in ated *

Fourth, i t  might prove d e s ir a b le  t o  a l t e r  th e  order o f  

th e  t e s t s .  I f  T est H I  (Dramatic F e e l in g ? were f i r s t  in  th e  

b a tte r y , con fid en ce m ight be cre a ted  in  m u sic a lly  u n so p h is t ic a te d  

in d iv id u a ls  who would be dismayed by th e  appearance and nomen­

c la tu r e  o f  T est I  (R ecogn ition  o f  T o n a li ty )» Based on t h i s  

rea so n in g , a su ggested  order i s  I I I  (Dramatic F e e l in g ) .  I I  

(Rhythmic D isc r im in a tio n ) ,  I  (R ecogn ition  o f  T o n a li ty ) . IV 

(Knowledge o f  M usical L ite r a tu r e ) .

F in a l ly ,  th e  words "beginning w ith  N o. 3" found in  th e  

d ir e c t io n s  preced ing each t e s t  w i l l  have t o  be a l t e r e d .  P u b lic  

sch o o l stu d en ts  in  p a r t ic u la r  to o  o fte n  in te r p r e t  them to  mean 

th a t th e  t e s t  b eg in s  w ith  item  No. 3 ,  and s t a r t  marking in  answers 

fo r  th e  two exam ples.

S u ggestion s fo r  T est I -A . R ecogn ition  o f  T o n a lity .  

M e lo d ie s .-  E xcepting a s  th e  t e s t  i s  a f f e c te d  by th e  above gen era l 

su g g e s t io n s , no fu rth er  a l t e r a t io n  seem s d e s ir a b le .
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S u g g estio n s fo r  T est I -B . R ecogn ition  o f  T o n a lity , Chords.  -  

D esp ite  i t s  e x c e l le n t  skew ing, th e r e  remains one se r io u s  d i f f i c u l t y  

w ith  t h i s  t e s t  over and beyond th e  g en era l c r i t ic i s m s  noted  above* 

A fte r  attem pting  to  record  th e  chords from p ip e  organ and e l e c t r i c  

organ, a record in g  from piano was f i n a l l y  used* T h is , t o o ,  was 

u n s a t is fa c to r y ,  because o f  th e  waver in  th e  recorded  p iano to n e ,  

and because sometimes one to n e  o f  a tr ia d  would be weaker than  

th e  o th er  two* The problem i s  a t e c h n ic a l  ra th er  than  a m u sica l 

on e , and fu r th e r  experim entation  should  be conducted t o  s e t t l e  

upon a more s a t is fa c to r y  medium* As i t  req u ir es  o n ly  th e  two 

fa c e s  o f  a tw elve  in ch  d isc  —  approxim ately e ig h t  m inutes —  

t h i s  t e s t  probably should not be shortened*

S u g g estio n s fo r  T est I I -A . Rhythmic D iscr im in a tio n . Meter*-  

A lte r a t io n s  fo r  t h i s  t e s t  have been o u t lin e d  a lread y  in  th e  d isc u s ­

s io n  o f  i t s  r e l i a b i l i t y *  I t  w i l l  be r e c a l le d  th a t  th e se  in v o lv e  

r e v is io n  o f  con ten t so  th a t  a l l  item s w i l l  req u ire  answers o f  tw o, 

t h r e e ,  or th e ir  m u lt ip le s .  T his procedure w i l l  n ot perm it a s  

adequate a measure a s  th e  p resen t t e s t ,  but i t  probably w i l l  prove 

much more r e l ia b le  and p r a c t ic a l*

S u g g estio n s fo r  T est I I -B , Rhythmic D iscr im in a tio n . Tempo. -  

Changes fo r  t h i s  t e s t  have a ls o  been d iscu sse d  in  con n ection  w ith  

i t s  r e l i a b i l i t y *  T h is t e s t  makes se r io u s  demands upon th e  musi­

c ia n sh ip  o f  th e  record in g  group, and sometimes arouses v igorou s  

p r o te s t  from th o se  who can d e te c t  no change in  th e  t e s t  item s which  

i s  a l le g e d ly  p resen t*  I f ,  however, th e  m u sica l problem can be
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1 6 4

overcome by th e  use o f  a record in g  group o f  s u f f i c i e n t  s k i l l ,  

th e  t e s t  seems em inently  w orth w h ile .

S u ggestion s fo r  T est I I I .  Dramatic F e e lin g * - D i f f i -  

c u l t i e s  w ith  t h i s  m easure, cen ter in g  about th e  tr a n s fe r  o f  

m eaning, have been d iscu sse d  a t  some le n g th  in  Chapter IX* In  

a d d it io n  to  th e  a lt e r a t io n s  a lread y  in d ic a te d , th e  ch a ra cter  o f  

th e  f i r s t  item  (exam ple) should be changed* The com bination  

o f  "A sw eet, sad t a l e ” w ith  th e music o f  La T ra v ia ta  has proved  

an u n fa il in g  stim u lan t to  th e  r i s i b i l i t i e s  o f  h igh  sch o o l stud en ts*  

The second exam ple, "Evening in  th e  garden," to  th e  music o f  Mjgnon, 

i s  a ls o  weak* Proper a l t e r a t io n  o f  th e  d e sc r ip t io n s  seems to  be 

th e p r in c ip a l problem remaining*

S u ggestion s fo r  T est 1 7 . Knowledge o f  M usical L ite r a tu r e * -  

I t  i s  q u ite  probable th a t  t h i s  t e s t  cou ld  s a f e ly  be shortened*

There were a few , but very  few , n ea r -p e r fe c t  papers among th e  

c o l le g e  musie freshm en, and th e  g en era l l e v e l  was r e la t iv e ly  low  

(mean « 4 3 .1 0 , maximum sco re  s  120)* A sh o r te r  t e s t  would be 

much l e s s  boring to  most h ig h  sch o o l s tu d e n ts . The ex cerp ts  

are in te n t io n a lly  lo n g , to  perm it s u f f i c ie n t  tim e fo r  w r it in g  

t i t l e s  and composers* names, so th a t  th e  average h igh  sch oo l s tu ­

d en t, who was acquainted  w ith  some fo u rteen  p er cen t o f  th e  

m a te r ia l,  had much more opportun ity  to  lo s e  in t e r e s t  than was 

d e s ir a b le *

Evidence o f  G eneral M e r it .-  Comments by fa c u lty  members
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o f  c o l le g e s  v is ite d , in  th e  t e s t in g  program were on. th e  whole 

q u ite  fa v o r a b le , though most o f  th e  e r i t lc i s m s  n o ted  in  th e  

preced in g  paragraphs were made by one or  more in d iv id u a ls*  

Approval was e s p e c ia l ly  marked toward th e  g en era l form o f  th e  

t e s t ,  and toward c e r ta in  s p e c i f i c  fe a tu r e s ,  such as both verb a l 

and v is u a l p r e se n ta t io n  o f  d ir e c t io n s ,  th e  d eta ch a b le  record  

sh ee t which a c t s  a s  a fr o n t  cover to  th e  t e s t  b o o k le t , and th e  

two examples g iv en  fo r  each t e s t  technique*

S ev era l a d d it io n a l o b se r v a tio n s , d er ived  from ex p erien ce  

w ith  th e  b a tte r y , may be made concerning th e  m er its  o f  i t s  

g en era l character* f i r s t ,  i t  i s  ea sy  to  a d m in ister . Second, 

i n t e r e s t ,  e s p e c ia l ly  among c o l le g e  s tu d e n ts , was h ig h , and th e r e  

was no ev id en ce o f  s t r a in  a t any t im e . f i n a l l y ,  i t  w i l l  su s ta in  

con sid era b le  abuse* Temporary d is tr a c t io n s  th a t  would prove 

ruinous to  a d e l ic a t e  sensory  t e s t  have l i t t l e  e f f e c t  on th e se  

t e s t s ,  because o f  th e  len g th  o f  th e  it e m s , and th e  fa c t  th a t  th ey  

are concerned p r in c ip a l ly  w ith  p ercep tu a l o r g a n iz a tio n  ra th er  

than sensory d isc r im in a tio n . B r ie f ly ,  th ey  are  much more f o o l -  

p ro o f than  most m usic t e s t s *

Summary

Based upon ev idence ob ta in ed  from th e  experim ental 

e d it io n ,  g en era l su g g e stio n s  fo r  th e  a l t e r a t io n  o f  th e  b a ttery  

in c lu d e  improved reco rd in g , decreased  le n g th , rearrangement o f
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th e  order o f  th e  t e s t s ,  and changes in  va r io u s in d iv id u a l item s*  

S p e c if ic  su g g estio n s  embrace an improved medium fo r  T est I -B , 

th e  adoption o f  a b a s ic  tw o-th ree  form ula fo r  T est I I -A , th e  

e lim in a tio n  o f  r u b a tl in  th e  record in g  o f  T est I I -B , and ad­

justm ent t o  co a rser  d isc r im in a tio n s  in  th e  d e s c r ip t iv e  m a ter ia l 

o f  T est H I .  I t  i s  recommended th a t th e  g en era l form o f  th e  

b a tte r y  and t e s t  blank be reta in ed *
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CHAPTER XI 

GENERAL SDIilAET AND CONCHTSIOHS

Summary

In tr o d u c t io n .-  The problem o f  th e  p resen t study may 

be d escr ib ed  a s  th e  c o n stru c tio n  and v a l id a t io n , on th e  b a s is  o f  

a e s th e t ic  th eo ry , c e r ta in  measures o f  m u sica l p o t e n t ia l i t y .

These t e s t s ,  known a s  th e  Measures o f  M usical Background, have  

been developed  from a b a tte r y  p r e v io u s ly  d ev ised  a t  th e  C o lleg e  

o f  Music o f  C in c in n a t i.  They measure to n a l ,  rhythm ic, and 

em otional fa c to r s  in  m u sic , and acquaintance w ith  m u sica l l i t e r ­

a tu r e .

T h e o r e tic a l F oundations." In  e s ta b lis h in g  a t h e o r e t ic a l  

b ase fo r  the b a t te r y , i t  i s  h e ld  th a t  th e  o r ig in  o f  a e s th e t ic  

f e e l in g  l i e s  in  c e n tr a l r e la t io n s  between s e n sa t io n  and judgment. 

Though a e s th e t ic s  i s  a norm ative d is c ip l in e  ra th er  than an " exact1* 

s c ie n c e ,  i t  has i t s  la w s , which are  d er iv ed  by a n a ly s is  o f  d ir e e t ly  

apprehended phenomena ra th er  than by p e n e tr a tio n  beneath  th e  

sensory  su r fa c e . Experiment i s  ju s t  a s  p o s s ib le  in  a r t  as in  

s c ie n c e ,  th e  d if fe r e n c e  b ein g  one o f  m a te r ia ls  and m eans. E f fo r ts  

t o  b ase  a  sc ie n c e  o f  a e s t h e t ic s  upon th e  p h y s ic s  o f  form alism  

ign ore  th e  co n n o ta tiv e  elem ent in  a r t ,  and hence are in ad eq u ate .

The Seashore Measures o f  M usical T alent are n ot o n ly  founded upon
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a concept o f  a to m is t ic  form alism , but are  a ls o  u n sa t is fa c to r y  

b eca u se , a s  p u rely  sensory t e s t s  th ey  are concerned w ith  audi­

to r y  ra th er  than  m u sica l c a p a c i t ie s ,  and hare but n e g a tiv e  

p ro g n o stic  value*

in  a l t e r n a t iv e  experim ental tech n iq u e i s  proposed which 

i s  founded upon a e s th e t ic  a n a ly s is  in v o lv in g  n a tu ra l b a s ic  orders  

o f  p ercep tio n  fundamental t o  th e  r e la t io n s  betw een se n sa tio n  and 

Judgment*

C onstru ction  o f  th e  B a ttery * - Ifce t i t l e  o f  th e  Measures 

o f  M u sica l Background d e f in e s  t h e ir  fu n c t io n , which i s  th e  measure­

ment o f  m u sica l s ta tu s  a s  an in d ex  o f  p o te n t ia l i ty *  Form A o f  

th e  b a t te r y , in ten d ed  fo r  u se  in  se n io r  h igh  sch o o l and c o l le g e ,  

com prises fo u r  t e s t s ,  two o f  which a re  subd iv ided: T est I-A* 

R ecogn ition  o f  T o n a lity , M elod ies: Teat I -B , R ecogn ition  o f  

T on ality*  Chords; T est I I -A , Rhythmic D iscr im in a tio n , M eter:

T est I I -B , Rhythmic D iscr im in a tio n , Tempo: T est H I ,  Dramatic f e e l ­

in g :  T est J L l Knowledge o f  M usical L itera tu re*  Form B, in tended  

f o r  u se  in  th e  ju n io r  h ig h  sch oo l and in term ed ia te  g rad es, com­

p r is e s  th ree  t e s t s ?  T est I .  Major and Minor: T est U .  C ounting;

T est 1 H ,  S to r ie s  and P ic tu r e s ,  The m a te r ia ls  and sc o r in g  o f  

T ests  I ,  I I ,  and H I  o f  Form B are I d e n t ic a l  w ith  th o se  o f  T ests  

I-A , I I -A , and H I  o f  Form A r e s p e c t iv e ly *  A ppropriate t e s t  

blanks were co n stru cted  and p r in te d , and both forms o f  th e  t e s t  

were recorded* The b a tte r y  was ad m in istered  t o  a c r i t e r io n
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group o f  fo r ty -tw o  symphony o rch estra  and c o l le g e  m usic fa c u lty  

members (on whose performance th e  sc o r in g  key was b a sed ),  

approxim ately th r e e  hundred c o l le g e  music freshm en, fou rteen  

hundred p u b lic  sch o o l p u p i ls ,  grades fo u r  through tw e lv e , and 

f i f t y - s e v e n  c o l le g e  academic tftudOrcfe» i n  th ir te e n  c o l le g e s  and 

s i x  p u b lic  sch oo ls*  P e r c e n t ile  ranks were computed fo r  c o l le g e  

m usic freshm en, se n io r  h igh  s c h o o l,  ju n io r  h ig h  s c h o o l,  and in te r ­

m ediate grades#

T est I :  R ecogn ition  o f  T o n a lity* -  T o n a lity  i s  d efin ed

as f e e l in g  fo r  k ey , and th e  c h a r a c te r is t ic s  and r e la t io n s  o f  th e
%

modes were d iscu ssed #  The a b i l i t y  to  reco g n ize  m ajor and minor 

t o n a l i t i e s  was s e le c t e d  a s  th e  c a p a c ity  to  be measured in  in d i­

c a t io n  o f  p o t e n t ia l i t y  in  th e to n a l area because major and minor 

s c a le s  are  th e  a e s th e t ic  p a ttern  fundamental to  th e  to n a l elem ent 

o f  m usic# S e c t io n  A, form A, o f  th e  t e s t  p r e se n ts  m elod ies fo r  

modal I d e n t i f ic a t io n ;  S e c t io n  B, chords*

T est I I :  Bhythmlc D isc r im in a tio n .-  T h eories o f  rhythm 

and i t s  p ercep tio n  are not in  agreem ent, and th e  r e la t io n s h ip s  

o f  m eter , tempo, tak t*  t im e , form, and rhythm are o f te n  confused#  

f o r  t h i s  stu d y , rhythm i s  d efin ed  as c o n s is te n t  p e r io d ic ity  o f  

r e la t iv e  s tr e s s #  S e c t io n  A (M eter)* form A, o f  th e  t e s t  p r e se n ts  

m a te r ia l fo r  th e  id e n t i f i c a t io n  o f  rhythmic p a ttern  —  th e  number 

o f  s t r e s s e s  or  b ea ts  in  a measure; S e c t io n  B (Tempo) ,  m easures 

a b i l i t y  t o  d e te c t  in con stan cy  in  th e  paee o f  th e  p a ttern  o f  

s t r e s s e s  in  p resen ted  m a ter ia ls#
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Teat I I I :  Dramatic F e e lin g .-  There are s e v e r a l th e o r ie s  

r e la t iv e  to  th e  g e n e s is  o f  emotion* The ch aracter  o f  a e s th e t ic  

em otion i s  co n tra sted  w ith  th a t  o f  p r a c t ic a l  em otion: a e s th e t ic  

em otion grows out o f  contem plation; when i t  overflow s in to  be­

h a v io r  i t  becomes p r a c t ic a l*  V arious attem pts a t  th e  measure­

ment o f  a e s th e t ic  em otion were recounted* and th e  fa c t  th a t  

em otion can be a source o f  knowledge in d ic a te d  — a r t may p o s se s s  

meaning* T est I I I  a ttem pts to  circum vent th e  in h eren t d i f f i c u l t y  

o f  d e f in in g  a r t i s t i c  meaning by p resen tin g  o p e r a tic  ex cerp ts  which  

were w r it te n  to  ex p ress  a g iv e n  meaning* I t  req u ires  th e  id e n t i ­

f i c a t io n  o f  t h i s  meaning through th e  in d ic a t io n  o f  which one o f  

fou r {th ree  in  form B) o n e - l in e  d e sc r ip t io n s  p resen ted  f o r  each  

s e le c t io n  b est d escr ib es  th e  dram atic con ten t o f  th a t s e le c t io n *

T est IV: Knowledge o f  M usical L ite r a tu r e . -  T h irty  compo­

s i t i o n s  were s e le c t e d  by a jury  o f  fo r ty  c o l le g e  m usic fa e u lty  

members as d e s ir a b le  fo r  id e n t i f i c a t io n  by c o l le g e  m usic freshmen* 

The t e s t  i s  j u s t i f i e d  on th e  same grounds upon which item s o f  

g en era l in form ation  are  in clu d ed  in  in t e l l ig e n c e  t e s t s *  Ju st a s  

p o s s e s s io n  o f  c e r ta in  in form ation  in  some degree i s  a  c h a r a c te r is t ic  

o f  in t e l l ig e n c e *  knowledge o f  m u sica l l i t e r a t u r e  i s  a mark o f  th e  

m usician*

The V a lid ity  o f  th e  T e s ts . -  The v a lid a t io n  o f  th e  Measures 

o f  M usical Background i s  based upon th e  co n ten tio n  th a t m u sica l 

in d iv id u a ls  w i l l  ach iev e  h igh  se o r e s  on them, and th a t  unm usical 

Mies w i l l  n o t .  T h is co n ten tio n  i s  su b sta n tia te d  by th e  fa c t  th a t
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mean sc o r e s  (th e  d if f e r e n c e s  o f  which were found t o  be s t a t i s t i c a l l y  

s ig n i f ic a n t )  on th e  t e a t s  d ecrease c o n s is t e n t ly  down through th e  

l e v e l s  o f  must e e l  a tta in m en t, ex p er ien ce , and m a tu r ity , fro®  the  

c r i t e r io n  group to  th e  in term ed ia te  g ra d es . I t  i s  fu r th e r  

su b sta n tia te d  by th e  f a c t  th a t  mean sc o r e s  ach ieved  by m u s ic a lly  

s e n s i t iv e ,  m u sica lly  in s e n s i t iv e ,  and in term ed ia te  groups, a s  

d esig n a ted  by th e  teach er  o f  a  g en era l m usic c la s s  in  a  te a c h e r s  

c o l le g e ,  are found to  d ecrease  on a l l  t e s t s  accord in g  to  th e  

d esig n a ted  a b i l i t y  o f  th e  groups, th ere  b ein g  e s p e c ia l ly  marked 

d if fe r e n c e s  between th e groups d escr ib ed  a s  m u sic a lly  s e n s i t iv e  

and m u sic a lly  in s e n s i t i v e •

The R e l i a b i l i t y  o f  th e  T e s t s . -  The r e l i a b i l i t y  o f  th e  

b a tte r y  was estim a ted  by ap p ly in g  th e  Spearman-Brown prophecy 

form ula to  the c o r r e la t io n  between sc o r e s  on odd-numbered and 

even-numbered item s o f  th e  t e s t  papers o f  one hundred c o l le g e  

m usic freshm en. I t  was fu r th e r  estim ated  by c o r r e la t in g  s c o r e s  

ach ieved  by s ix te e n  c o l le g e  m usic freshmen on th e  t e s t s  on two 

o c c a s io n s . The c o e f f i c ie n t s  fo r  T e s ts  I-A , I -B , and IV are  

s a t i s f a c t o r i l y  h ig h . T e s ts  II-A  and II-B  are somewhat low er in  

estim a ted  r e l i a b i l i t y ,  and T est I I I  i s  low er s t i l l .  (A lte r a tio n s  

f o r  th e  improvement o f  r e l i a b i l i t y  are noted  in  th e d is c u s s io n  o f  

r e v i s io n .)  The estim ated  r e l i a b i l i t y  o f  a l l  m usic t e s t s  concerned  

w ith  t a le n t  and p ro g n o sis  i s  g e n e r a lly  low*
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S u ggestion s fo r  R ev is io n  o f  th e  B a tte r y .-* Based upon 

exp erien ce  w ith  th e  p resen t e d it io n ,  g en era l su g g estio n s  fo r  th e  

a lt e r a t io n  and improvement o f  th e  b a tte r y  may he summarized as  

improved reco rd in g , d ecreased  le n g th , and rearrangem ent o f  th e  

order o f  th e  t e s t s  ( I I I ,  I I ,  I ,  IT}* S p e c if ic  su g g e st io n s  em­

brace an improved medium f o r  f a s t  I -B , th e  adoption  o f  a  b a s ic  

tw o-th ree  formula fo r  T est I I -A , th e  e lim in a tio n  o f  ru b a tl in  

T est I I -B , and adjustm ent to  co a rser  d isc r im in a tio n s  in  th e  

d e s c r ip t iv e  m a ter ia l in  T est I I I*  The g en era l form o f  th e  

b a tte r y  and t e s t  blank should  be reta in ed *

C onclusions

On th e  b a s is  o f  th e  study  summarized, th e  fo llo w in g  con­

c lu s io n s  seem te n a b le !

(1 )  I t  has been dem onstrated both  t h e o r e t i c a l ly  and 

e m p ir ic a lly  th a t th e  a e s th e t ic  approach to  th e  measurement o f  

m u sica l p o t e n t ia l i t y  i s  not on ly  d e fe n s ib le  but h ig h ly  prom ising*

(2 )  The b a ttery  o f  t e s t s  co n stru cted  upon th e  b a s is  o f  

t h i s  th e o r y , known a s  th e  M easures o f  M usical Background* has been  

shown to  be h ig h ly  v a lid *

(3 )  Three t e s t s  o f  t h i s  b a tte r y  have been shown to  be 

h ig h ly  r e l ia b le ;  two o f  th e  rem aining th ree  very  probably can be 

so r e v ise d  as to  perform r e l ia b ly ;  th e  rem aining one p o s s ib ly  can  

be so rev ised *

(4 }  T ests  o f  t h i s  ch a ra cter  have th r e e  d i s t in c t  advantages
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over sensory t e s t s :  (a )  th ey  a r e  e a s ie r  to  ad m in ister because o f  

h ig h er  in te r e s t  and low er s e n s i t i v i t y  to  abuse; (b ) th ey  reco g n ize  

tr a in in g  in s te a d  o f  seek in g  to  i s o la t e  “pure1* ta le n t  t r a i t s ;  ( e )  

th ey  make fo r  p o s i t  i r e  ra th er  than n e g a tiv e  p rogn osis*

(5 }  The to n a l fu n c tio n  in  music* lo n g  recogn ized  a s  th e  

most im portant* i s  th e  e a s ie s t  to  measure*

( 6 ) The d i f f i c u l t y  encountered in  m easuring th e  rhythmie 

fu n c tio n  in  m usic i s  due to  confused  in te r p r e ta t io n s  o f  rhythm  

ra th er  than i t s  in t r in s ic  nature*

(7 )  The em otional fu n c tio n  in  music i s  th e  most d i f f i c u l t  

to  m easure, due to  c e r ta in  in h eren t p s y c h o lo g ic a l co m p lex ities*

(3 )  Knowledge o f  good m u sica l l i t e r a t u r e  i s  below  a 

d e s ir a b le  le v e l*  both  in  c o l le g e  and in  h igh  sch oo l*

(9 )  The showing o f  th e  Measures o f  M usical Background 

j u s t i f i e s  t h e ir  con tinued  development*
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F O R M  A

TEST I

RECOGNITION OF TONALITY
SECTION A, MELODIES

913
N *S R P

DIRECTIONS: In this test thirty-two m elodies w ill be sung or played, some w ith and some 
without accompaniment. Some of these m elodies are in major keys, others are in minor 
keys. If in your judgment the melody is in a major key, place a cross opposite the  
word MAJOR in the proper space below; if in a minor key, place a cross opposite the 
word MINOR. The correct answer for No. 1 is MAJOR, for No. 2, MINOR. Beginning 
w ith No. 3 you are to mark in your own opinions.

1 MAJOR— * 
MINOR..

2 MAJOR,..
MINOR..*..

3 MAJOR ...
MINOR..

4 MAJOR....
MINOR..

5 MAJOR..
MINOR..

6 MAJOR..
MINOR..

7 MAJOR..
MINOR..

8 MAJOR....
MINOR..

9 MAJOR.. 

MINOR..

10 MAJOR- 

MINOR..

11 MAJOR.. 

MINOR..

12 MAJOR.. 

MINOR..

13 MAJOR.. 

MINOR..

14 MAJOR- 

MINOR..

15 MAJOR.. 

MINOR..

16 MAJOR- 

MINOR

17 MAJOR.. 

MINOR-

18 MAJOR- 

MINOR..

19 MAJOR.. 

MINOR..

20 MAJOR- 

MINOR..

21 MAJOR- 

MINOR-

22 MAJOR- 

MINOR-

23 MAJOR.. 

MINOR.

24 MAJOR.. 

MINOR.

25 MAJOR.. 

MINOR...

26  MAJOR.. 

MINOR-

27 MAJOR- 

MINOR..

28 MAJOR.. 

MINOR..

29 MAJOR.. 

MINOR..

30 MAJOR.. 

M INOR-

31 MAJOR.. 

MINOR..

32 MAJOR- 

MINOR..
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SECTION B, CHORDS 913
N S R P

DIRECTIONS: In this test fifty-two chords w ill be played. Some w ill be major chords, 
some minor. If in your judgment the chord is a major one, place a cross opposite the 
word MAJOR in the proper space below; if a minor one, place a cross opposite the word 
MINOR. The correct answer for No. 1 is MAJOR, for No. 2, MINOR. Beginning w ith  
No. 3 you are to mark in your own opinions.

MAJOR..*— 14 MAJOR.......... 27 MAJOR.......... 40  MAJOR-
MINOR MINOR MINOR MINOR

MAJOR.......... 15 MAJOR.......... 28 MAJOR........ . 41 MAJOR-
MINOR x MINOR MINOR MINOR

MAJOR.......... 16 MAJOR.......... 29 MAJOR.......... 42  MAJOR-
MINOR MINOR MINOR MINOR

MAJOR.......... 17 MAJOR.......... 30 MAJOR.......... 43 MAJOR-
MINOR MINOR MINOR MINOR

MAJOR.......... 18 MAJOR.......... 31 MAJOR.......... 44  MAJOR-
MINOR MINOR MINOR MINOR

MAJOR.......... 19 MAJOR.......... 32 MAJOR.......... 45  MAJOR-
MINOR MINOR MINOR MINOR

MAJOR.......... 20 MAJOR.......... 33 MAJOR.......- 46  MAJOR-
MINOR MINOR MINOR MINOR

MAJOR.......... 21 MAJOR.......... 34 MAJOR.......... 47  MAJOR-
MINOR MINOR MINOR MINOR

MAJOR.......... 22 MAJOR.......... 35 MAJOR.......... 48  MAJOR-
MINOR MINOR MINOR MINOR

MAJOR.......... 23 MAJOR........... 36 MAJOR.......... 49  MAJOR-
MINOR MINOR MINOR MINOR

MAJOR.......... 24  MAJOR........... 37 MAJOR.......... 50 MAJOR-

MINOR MINOR MINOR MINOR

MAJOR.......... 25 MAJOR.......... 38 MAJOR.......... 51 MAJOR-
MINOR MINOR MINOR MINOR

MAJOR.......... 26 MAJOR.......... 39 MAJOR.......... 52 MAJOR-
MINOR.......... MINOR.......... MINOR.......... MINOR.
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TEST il

RHYTHMIC DISCRIMINATION
SECTION A, METER

913

N S R P

DIRECTIONS: In this test thirty-two musical selections w ill be sung or played. In the  
proper space below you are to write the m eter of each selection —the number of beats 
in a measure. The correct answer for No. 1 is 3, for No. 2, 4. Beginning w ith No. 3 
you are to mark in your own opinions.

17 25

10 18 26

11 19 27

12 20 28

13 21 29

14 22 30

15 23 ... 31

16 24 32
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SECTION B, TEMPO
913

N s R P

DIRECTIONS: In this test thirty-two musical selections w ill be sung or played. In some 
the rate of speed w ill increase, in some it w ill decrease, and in some it w ill not change. 
If in your judgement the speed increases, p lace a cross opposite the word FASTER in 
the proper space below; if the speed decreases, place a cross opposite the word 
SLOWER; if it makes no change, place a cross opposite the word CONSTANT. The 
correct answer for No. 1 is FASTER, for No. 2, SLOWER. Beginning w ith No. 3 you 
are to mark in your own opinions.

1 SLOWER...
FASTER X

CONSTANT...
2 SLOWER X

FASTER...
CONSTANT...
3 SLOWER....

FASTER...
CONSTANT...
4 SLOWER...

FASTER...
CONSTANT...
5 SLOWER...

FASTER...
CONSTANT...
6 SLOWER...

FASTER...
CONSTANT...
7 SLOWER...

FASTER...
CONSTANT...
8 SLOWER...

FASTER...
CONSTANT...

9 SLOWER..
FASTER..

CONSTANT.

10 SLOWER.. 
FASTER..

CONSTANT..

11 SLOWER.. 
FASTER..

CONSTANT.

12 SLOWER.. 
FASTER-

CONSTANT.

13 SLOWER.. 
FASTER..

CONSTANT.

14 SLOWER.. 
FASTER-

CONSTANT.

15 SLOWER. 
FASTER-

CONSTANT.

16 SLOWER.. 
FASTER..

CONSTANT.

17 SLOWER.. 
FASTER..

CONSTANT-

18 SLOWER.. 
FASTER..

CONSTANT..

19 SLOWER.. 
FASTER..

CONSTANT..

20 SLOWER.. 
FASTER..

CONSTANT..

21 SLOWER. 
FASTER..

CONSTANT ..

22 SLOWER.. 
FASTER.

CONSTANT-

23 SLOWER- 
FASTER..

CONSTANT..

24  SLOWER. 
FASTER-

CONSTANT ..

25 SLOWER.. 
FASTER..

CONSTANT-
26 SLOWER.. 

FASTER..
CONSTANT..

27 SLOWER ..
FASTER. 

CONSTANT-
28 SLOWER .. 

FASTER..
CONSTANT-
29 SLOWER- 

FASTER ..
CONSTANT .
30 SLOWER.. 

FASTER..
CONSTANT.
31 SLOWER.. 

FASTER..
CONSTANT..

32 SLOWER.
FASTER- 

CONSTANT .
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TEST III

DRAMATIC FEELING 913
N S R P

DIRECTIONS: In this test twenty-two m usical selections w ill be played, each describing 
a particular mood, person, scene or situation. You are to place a cross opposite the one 
phrase in the proper set of four w hich best describes the dramatic content of each se­
lection. The correct answer for No. 1 is A SWEET, SAD TALE, for No. 2, EVENING IN 
THE GARDEN. Beginning w ith No. 3 you are to mark in your own opinions.

A sw eet, sad tale 
A hero’s death  
Gypsy rom ance 
The sea rover

8 Cutting w ind and drifting snow  
T hunder storm on a m urderous night 
Pursuit of a fugitive  
A grim  and rockbound coast

Glory of the sunrise  
Conqueror’s return  
Evening in  the garden  
W inter landscape

9 Love’s ecstasy  
Forest murmurs 
H erald of peace  
Friends’ reunion

Foreboding of tragedy 
Im perial procession  
M ysterious stranger 
Peasant w edding party

10 Reverent prayer 
M elancholy twilight 
D esert caravan 
The slave ship

Sorrow at parting 
C hildren’s games 
Festivities at the fair 
W itches frolic

11 The restless tramp of sold ier’s feet 
Tum ultous heart ’tw ixt hope and fear 
V ision of death w ithout salvation  
Echoes of the battles din

First love
Storm in  the night 
An old tale of mystery 
T he jolly friar

12 Prayer for a sw eetheart’s safe return  
Arrival of knights in  courtly array 
Longing for the hom eland far away 
Safe haven from  storm at sea

H our of the angelus 
T he Russian steppes 
A prayer to Allah  
T he princess royal

13 The fervor of religious zeal 
Fear of h idden  shapes and shadows 
T he despair of the condem ned  
The m elancholy of solitude

G rief at parting 
M ountain dance  
Sentim ental memory 
Tortured prisoner

14 G renadiers on dress parade 
O riental market, hot and busy  
The seat of judgm ent, austere and grave 

..... T he ducal court, brilliant and gay

NOW  TURN THE PAGE
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15 ........... A prayer of peace for friends departed
  Sw eet longing for the days of yore
  Vision of eternity on departing this world
  Greetings to a bright new  day

16 ..........  Love’s tender serenade
  A scent to the scaffold
  Flight of the gull
  Compassionate letter

17 ........... Autum n skies
  M idnight adventure
  S inister threat
  Gypsies gay

18 ..........  Lads and lassies, happy and free
  The rom antic gondolier
  D rinking bout in  the tavern
  The forest in  autumn

19 ........... The presence of the shadow of death
  Funeral of a Viking ch ief
  Calm sea and setting sun
  The hum ble, patient, serving man

20 ........... Early morn on a gala day
  Sad farew ell to earthly joys
  H ysterical fear as d isaster strikes
  The assassin craftily stalks his man

21 ..........  H ush before the thunder storm
  Calm of the m ountains at dusk
  Q uiet of a deserted  village
  Gloom of an ancient castle

22 ..........  C hildish  grief for a broken toy
  Frenzied anguish of a tortured soul
  S u llen  anger of m en deceived
  D esperate plea of a d iscarded lover
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TEST IV

KNOWLEDGE OF MUSICAL Q-f ^*J JL.KJ
LITERATURE N S R P

DIRECTIONS: In this test thirty-two musical selections w ill be sung or played. You are 

to write in the proper space below what to the best of your memory is the name of 
each selection, and the name of its composer or source. If the selection is taken from 
an opera, oratorio, suite, or symphony, be sure to state the fact. The correct answer for 
No. 1 is “SOLDIERS CHORUS” FROM FAUST BY GOUNOD, for No. 2, JUANITA, 
SPANISH. Beginning w ith No. 3 you are to write in your own opinions.

“Soldiers Chorus” from Faust Gounod

Juanita Spanish
              ._    . . . . .    . . . . . . .  . . . . . . . . . . . . . . . . . . . . —   ..................

 3.........................................................................................................................................................................................................................................

 4.............................................................................

 5.............................................................................

 6   .....

 7.........................................................................................................................................................................................................................................

 8....................................................................................................................................................................................................

9.................... ................................ ......................

10 ........................................................................................................................................................................................................

11.          .................................

12  .................................................

13............. ’.................................................................. ........................................................................................................................................................

NOW  TURN THE PAGE
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14.

15.

16.

17.

18.

19.

N

20 .

21 .

22 .

23.

24.

25.

26.

27.

28.

29.

30.

31.

32.
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Measures of Musical Background
Originated by Corwin H. Taylor 

College of Music of Cincinnati 
Copyright 1940

Fill in these blanks before beginning the tests.

NAME...
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TEST I

MAJOR AND MINOR
33

N S R P

DIRECTIONS: As you know, all music is in either a major or a minor key. A piece of 
music w ill now be sung or played for each of the thirty-two sets of the words MAJOR 
and MINOR below. If you think a piece is in a major key, place a cross by the word 

MAJOR; if in a minor key, place a cross by the word MINOR. Just to remind you how  
major and minor sound, the correct answers for No. 1 and No. 2 are marked in. Begin 
ning w ith  No. 3 you are to mark in your own opinions.

1 MAJOR...?... 
MINOR...

2 MAJOR...
MINOR....?.

3 MAJOR..
MINOR.....

4 MAJOR..
MINOR...

5 MAJOR...
MINOR..

6 MAJOR..
MINOR..

7 MAJOR..
MINOR..

8 MAJOR..
MINOR..

9 MAJOR- 

MINOR...

10 MAJOR.. 

MINOR...

11 MAJOR.. 

MINOR..

12 MAJOR 

MINOR..

13 MAJOR. 

MINOR..

14 MAJOR.. 

MINOR..

15 MAJOR- 

MINOR..

16 MAJOR.. 

MINOR..

17 MAJOR- 

MINOR..

18 MAJOR.. 

MINOR..

19 MAJOR.. 

MINOR..

20 MAJOR.. 

MINOR-

21 MAJOR.. 

MINOR..

22 MAJOR.. 

MINOR..

23 MAJOR.. 

MINOR-

24 MAJOR.. 

MINOR.

25 MAJOR.. 

MINOR..

26 MAJOR.. 

MINOR-

27 MAJOR.. 

MINOR..

28 MAJOR.. 

MINOR-

29 MAJOR.. 

MINOR..

30 MAJOR.. 

MINOR-

31 MAJOR.. 

MINOR-

32 MAJOR- 

MINOR.
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TEST II

COUNTING
39

N S R P

DIRECTIONS: Of course you have noticed that all music counts by two or three, or 

four, or perhaps even five or six. In printed music each set of these two or three or 
four counts (or beats) is called a MEASURE, and the first count is always the strongest. 
A piece of music w ill now be sung or played for each of the thirty-two spaces below, 
and you are to mark in the number of beats to a measure for each piece. Just to be 
sure you understand, the correct answers for No. 1 and No. 2 are given. Beginning 
w ith  No. 3 you are to mark in your own opinions.

1 ...........  9   17   25

2  1   10   18   26

3 ....................................... U    19   27

4  ....................................... 12   20   28

5 ....................................... 13   21   29

6 ....................................... 14   22   30

7 ....................................... 15   23   31

8 ....................................... 16   24    32
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TEST 111

STORIES and PICTURES
39

N S R P

DIRECTIONS: You have often noticed that some music seems happy or sad, and some 
seems to te ll a story or paint a picture. A p iece of music w ill now be played for each  
of the twenty-two three line sets below, and you are to place a cross by the one line  
w hich seems to te ll what the music is about. To be sure you understand, No. 1 and 
No. 2 are marked. Beginning w ith No. 3 you are to mark in your own opinion.

1 . J f  ... A very sad story 
  A gypsy girl
 .......  A ship  at sea

2 ........ . The forest in  w inter
^  Evening in  the garden  

  A beautifu l sunrise

3 ........... A m ysterious stranger
  Serious trouble expected
  Approach of the emperor

4  ....... . Gay day at the fair
  W itches’ frolic
 .........  C hildrens’ games

5  ..... Storm in  the night
 .........  The jolly dwarf
  A m ysterious story

6 ........ .'. An oriental prayer
  The Russian plains
  The royal princess

7 ..........  M ountaineers’ dance
 ......  G rief at parting
  Beautiful mem ories

8 ..........  A grim and rockbound coast
  Thunder storm at n ight
  Pursuit of a runaway

9 ..........  Forest murmurs
  Herald of peace
  Great happiness

10 ..........  Reverent prayer
  D esert caravan
  W inter tw ilight

1 1..............  Endless tramp of sold iers’ feet
  A heart torn b etw een  hope and fear
  Sounds from the distant battlefield

12 ..........  Longing for home
  Safe harbor from the storm
  Arrival of the knights at court

13 ..........  Despair at being hopelessly lost
  Sadness at being alone
  Prayer in  church

14 ..........  Soldiers on parade
  The hot and busy m arket place
  The d uk e and h is gay court

NOW  TURN THE PAGE
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39

15 ..........  Prayer of peace for friends departed
  Beginning of a bright new  day
  Vision of heaven at death

16 ..........  M oonlight serenade
  A friendly letter
  Flight of a bird

17 ..........  Autum n sk ies
  M idnight adventure
  Prom ise of punishm ent

18 ........... Boys and girls at happy play
  Forest in  the autumn
  T he weary traveller

19 ........... Calm sea and setting sun
  The shadow of death
  T he lowly serving man

20 ..........  Fear of m isfortune
  Early m orning at the fair
  Sad goodbye to happy days

21 ..........  H ush before the thunder storm
  Q uiet of a deserted  village

  Calm of the m ountains at dusk

22 ..........  Grief for a broken toy
   H opeless prayer for m ercy
  W inding river betw een the hills

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited without perm ission.



i f W  B

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited without perm ission.



CATALOG OF TEST CONTENT

Fora A. T est I ,  S ec tio n  A (a lso  Form B, T eat 1 1:

1# M alloy, J .  L , ,  "Love*® 014 Sweet song**, The Golden Book o f  

F a v o rite  Songs, f i r s t  e ig h t  m easures o f  th e  r e fr a in ,  mixed  

q u a rtet and p ia n o , Chicago i The l a l l  and MeCreary Co. ,  1923 ,

2 ,  Sw edish, " lig h t  Song", The Home and Community Song Book. 

f i r s t  e ig h t  m easures, mixed q u a rtet and p ia n o , B ostons £ .  0 .  

ScMrmer Musie C o ., 1 931 ,

3 ,  Barnby, Joseph, "Now th e  Bay i s  Over**, The Golden lo o k  o f  

F a v o r ite  Songs, f i r s t  stan za  com p lete, mixed q u artet and p ia n o , 

C hicago: The B a l l  and MeCreary C o., 1923 ,

4 ,  H arrison , Annie F . ,  "In th e  Gloaming", The Golden Book o f-  
F a v o r ite  Songs, f i r s t  s ix te e n  m easures, m ixed q u a rtet and p ia n o ,  

Chicago: The H a ll and MeCreary C o., 1923 .

5* H opkins, John H ., "We Three Kings o f  O rien t Are", The Golden 

Book o f  F av o r ite  Songs, f i r s t  s ix te e n  m easures, mixed q u a r te t  

and p ia n o . Chicago: The B a ll  and MeCreary C o ., 1 9 2 3 .

6 .  Dykes, John S . ,  "Lead K indly L igh t" , The Golden Book o f  

F a v o r ite  Songs, f i r s t  s i x  and o n e -h a lf  measures* mixed q u a rte t  

and p ia n o . Chicago: The H a ll and MeCreary C o ., 1923 .

y ,  N egro, "Go Down Moses” , The Golden Book o f  F a v o r ite  Songs. 

f i r s t  e ig h t  m easures, m ixed q u a r te t  and p ia n o . C hicago: The 

B a ll  and MeCreary C o., 1923 .

8 .  P roven ca l, "The Three K ings", Jun ior Songs, f i r s t  e ig h t  

m easures, b arito n e  unaccompanied. New York: The American Book 

C o., 192S.

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited without perm ission.



9* Scotch,"Loch Lomond” , Jun ior Songs, chorus, ten or unaccompanied. 

New York: The American Book C o ., 1928#

10# S om ersetsh ire , "The B agg ie  Taggl# G ypsies" , Junior Songs, 

f i r s t  stanza, soprano unaccompanied, law York: The American Book 

C o., 1928 .

11* F o s te r , Stephen 0 . ,  "Maasa's in  th e  Cold Ground” , The Golden 

Book o f  F a v o r ite  Songs, f i r s t  e ig h t  m easure*, c o n tr a lto  unaccom­

p a n ied . Chicago? The l a l l  and BfoCreary C o ., 1 9 2 5 .

12* I r is h ,  "Wearing: o f  th e  Green” , The Golden Book o f  F a v o r ite  

Songs, f i r s t  s ix te e n  m easures, ten o r  unaccompanied. C hicago: The 

H a ll and MeCreary C o ., 1923 .

1 5 .  Schumann, E ob ert, ’’The Two G renadiers” , Modern Music and 

M uaicians, Bart I ,  Y o l. 3 , f i r s t  e ig h t  measures a f t e r  t o i c e  

en tra n ce , b ar ito n e  and p la n e , lew  York: The U n iv e r s ity  S o c ie ty ,  

1912 .

1 4 .  Schubert, Iran®* "Cradle Song*, F i f t y  S e le c te d  Songs by Franz  

Schubert, f i r s t  fo u r  m easures, soprano and p ia n o , lew  York: Carl 
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p ia n o . New York! G. Schirm er, % e . ,  1899.

2 8 . Haydn, J o s e f ,  M ilita r y  Symphony, f i r s t  e ig h t  m easures o f  

th ir d  movement ("Menuetto") ,  o r c h e s tr a . New York! H areourt,

Brace and C o., 1 93# .

2 9 . Wagner, S ic h s r i ,  R ien zi O verture. e ig h t  m easures beg in n in g  

on th e  s e v e n t y - f ir s t  o f  the " A llegro  en erg ise"  (second tem po), 

o r c h e s tr a . Hew fo r k :  Bar c o u r t, Brace and G o., 1936 .

3 0 . B eethoven, Ludwig van , Symphony No. S (B r o ie a ),  f i r s t  e ig h t  

m easures o f  th e  second movement ("Marcia funebre") ,  o r c h e s tr a .

Hew York! H areourt, Brace a n t C o ., 1935,

3 1 . Tschaikowsky, P eter  I . ,  Symphony No. 4 . f i r s t  e ig h t  m easures 

and one beat o f  th e  second movement ("Andantino") ,  o r c h e s tr a . Hew 

York: H areourt, Brace and G o., 1935 .

3 2 . Wagner, R ichard, "Dance o f  th e  A pprentices" , D ie  M aistarsin ger  

von Nurnbef^. s ix te e n  measures beg in n in g  w ith  th e e le v e n th  o f  

"MSssiger W alzer-Yeitm ass" (second tem po), o r c h e s tr a . New York! 

H areourt, Brace and G o., 1936 .
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Warm. A. T est I .  S ec tio n  Bt 

Each o f  th e  fo llo w in g  i s  w r it te n  as a d otted  h a l f  n o te  fo llo w ed  

by a h a lf  r e s t  in  a measure o f  f ir e - f o u r  m eter . Temp©, a 

quarter note eq u a ls  50; a l l  are fo r  p ian o , sempre senga pedal© .

1 . E-major t r ia d , c lo se d  p o s it io n , on e ' .

2 . S-m inor tr ia d , c lo se d  p o s it io n , on «

3 . C-major t r ia d , c lo se d  p o s it io n , on c * .

4 . G-major t r ia d , c lo se d  p o s it io n , on g * .

5 . D-minor tr ia d , c lo se d  p o s it io n , on d ’ .

6 . A-major t r ia d , c lo se d  p o s it io n , on a * .

7 . B-major t r ia d , c lo se d  p o s it io n , on b .

8 . 1 - f la t -m a jo r  t r ia d ,  c lo se d  p o s it io n ,  on e - f l a t .

9 . G-minor tr ia d , c lo se d  p o s it io n , on G.

1 0 . C-minor t r ia d , c lo se d  p o s it io n , on c  .

1 1 . G-major t r ia d , c lo se d  p o s it io n , on g .

1 2 . A-minor tr ia d , c lo se d  p o s it io n , on A.
•COH
I A-minor t r ia d , f i r s t  in v e r s io n , c lo se d  p o s it io n ,  on #»

14* 1-m inor t r ia d , c lo se d  p o s it io n , on d ’ .

1 5 . F-major t r ia d , f i r s t  in v e r s io n , c lo se d  p o s it io n ,  on e*

1 6 . G-major tr ia d , e lo sb d  p o s it io n , on c * .

1 ? . E-minor tr ia d , second in v e r s io n , c lo se d  p o s i t io n ,  on b

1 8 . E-major tr ia d , second in v er sio n , c lo se d  p o s it io n ,  on b

1 9 . A-minor tr ia d , f i r s t  in v e r s io n , c lo se d  p o s it io n ,  on c*

20 . A-minor t r ia d , f i r s t  in v e r s io n , open p o s it io n ,  on c * .

2 1 . 1-m ajor tr ia d , second in v er sio n , open p o s it io n ,  on b .

2 2 . E-minor tr ia d , second in v er s io n , open p o s it io n ,  on b .
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2 3 . C-major t r ia d , open p o s it io n ,  osa c * .

2 4 . F-m ajor tr ia d , second in v er sio n , open p o s it io n ,  on e * .

25 . D-minor t r ia d , open p o s it io n ,  in  d * .

2 6 . A-minor tr ia d , f i r s t  in v e r s io n , open p o s it io n ,  onl c * .

2 7 . C-major t r ia d , c lo se d  p o s it io n , on e ” ».

2 8 . F-major t r ia d , second in v e r s io n ,  c lo se d  p o s it io n , on c ”  *.

2 9 . D-minor t r ia d , c lo se d  p o s it io n , on d ” ».

5 0 . A-minor tr ia d , f i r s t  in v e r s io n , c lo se d  p o s it io n , on c»»* .

3 1 . 1-m inor t r ia d , second in v e r s io n , c lo s e d  p o s it io n , on b * *.

3 2 . G-major t r ia d , f i r s t  in v e r s io n , c lo se d  p o s it io n , on b * ’ .

3 3 . C-major t r ia d , c lo se d  p o s it io n , on c ' * *.

■'34. C-major tr ia d , c lo se d  p o s it io n , on c .

3 5 . G-major t r ia d , f i r s t  in v e r s io n , c lo se d  p o s it io n , on B .

3 6 . S-m inor t r ia d , second in v e r s io n , c lo se d  p o s it io n , on B.

3 f . A-minor t r ia d , f i r s t  in v e r s io n , c lo se d  p o s it io n , on o .

3 8 . D-minor t r ia d , c lo se d  p o s it io n , on d»

3 9 . F-major t r ia d , second in v e r s io n , c lo se d  p o s it io n , on c .

4 0 . C-major tr ia d , c lo se d  p o s it io n , on c .

4 1 . A-major t r ia d , f i r s t  in v e r s io n , c lo se d  p o s it io n , o s  c -sh a r p r

4 2 . E -fla t-m in o r  t r ia d ,  c lo se d  p o s it io n ,  on e - f l a t .

4 3 . E -fla t-m in o r  t r ia d ,  second in v e r s io n , c lo s e d  p o s i t io n ,  on 

b - f l a t ’ ’ .

44* F-major t r ia d ,  f i r s t  in v e r s io n , c lo se d  p o s it io n ,  on A.

4 5 . D -fla t-m a jo r  t r ia d ,  second in v e r s io n , c lo se d  p o s i t io n ,  on 

A - f la t .

4 6 . A-major t r ia d ,  c lo se d  p o s i t io n ,  on A.
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47* A-major t r ia d ,  f i r s t  in v e r s io n , c lo se d  p o s i t io n ,  in  two 

o c ta v e s , on c-sharp* and e -sh a rp * ’ *

4 8 . B -fla t-m in o r  t r ia d ,  c lo se d  p o s i t io n ,  in  two o c ta v e s , on e - f l a t  

and e - f la t * *

49* E - f la t  minor t r ia d ,  second in v e r s io n , c lo se d  p o s it io n ,  in  

two o c ta v e s , ©a b - f la t  * and b - f l a t ” ,

5 0 . F-major t r ia d ,  f i r s t  in v e r s io n , c lo se d  p o s it io n ,  in  two 

o c ta v e s , on A and a .

51* D -fla t-m a jo r  t r ia d ,  second in v e r s io n , c lo se d  p o s i t io n ,  in  

two o c ta v e s , on A - f la t  and a - f l a t .

52 . A-major t r ia d ,  c lo se d  p o s it io n ,  in  two o c ta v e s , on A and a*

;
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Form A. Teat I I .  S e c t io n s  A ant B (a lso  Form B . T est I I )  

N oe. 1 to  1? in c lu s iv e  are performed by mixed q u a rtet and plan©} 

N os. 18 to  38 in c lu s iv e  a re  performed by o r c h e s tr a .

1 .  Garay, Henry, "America", The Golden Book o f  F a v o r ite  Songs. 

f i r s t  s i x  m easures. Chicago* The H a ll and MeCreary C o ., 1883 .

S .  la r d ,  Samuel A.» "America th e  B e a u tifu l" , The Golden Book o f  

F a v o rite  Songs, f i r s t  e ig h t  m easures. Chicago: th e  H a ll  and 

MeCreary C o ., 188®.

3 .  Spilm an, James E . ,  "Flow G ently Sweet A fton", The Golden Boole 

o f  F a v o r ite  Songs, f i r s t  s ix te e n  m easures. C hicago: The H a ll  

and MeCreary Co. ,  1983 .

4 .  Woodbury, Isaac  B . ,  "Stars o f  th e  Summer N igh t" , go ld en  Book 

o f  F a v o r ite  Songs, f i r s t  e ig h t  m easures. C hicago: The H a ll and 

MeCreary C o ., 1883 .

5 .  E n g lish , "Brink to  Me Only w ith  Thine E yes" , The Golden Book 

o f  F avorite  Songs, f i r s t  e ig h t  m easures. C hicago: The H a ll and 

MeCreary C o., 1983 .

6 . S co tch , " la id  Lang Syne", The golden  Book o f  F a v o r ite  Songs. 

f i r s t  e ig h t  m easures. Chicago* The H a ll and MeCreary C o., 1983.

7 . I r i s h ,  "The L ast Rose o f  Summer", The Golden Book o f  F a v o r ite  

Songs, f i r s t  e ig h t  m easures. C hicago: The H a ll and MoCreary C o ., 

1983.

8 .  M olloy , J .  L . ,  "Juanita" , The Golden Book o f  F a v o r ite  Songs. 

f i r s t  e ig h t  m easures. C hicago: The H a ll and MeCreary C o ., 1 983 .
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9 .  Barnby, Joseph, "Sweet and Low", The Golden Book o f  F a v o r ite  

Songs, f i r s t  e ig h t  m easures, C hicago: The S a i l  and MeCreary C o ., 

1923.

10# Weber, Carl M. von, " S o ft ly  Now the L igh t o f  Bay", The Golden 

Book o f  F a v o r ite  Songs, f i r s t  e ig h t  m easures. C hicago: The B a ll  

and MeCreary C o ., 1923 .

1 1 . B ay ly , Thomas S . ,  "G aily th e Troubadour", The Golden Book o f  

F a v o r ite  Songs, f i r s t  e ig h t  m easures. Chicago: The H a ll and 

MeCreary C o ., 1923.

1 2 . I r i s h ,  " B elieve Me I f  A l l  Those Endearing Young Charms", The 

Golden Book o f  F a v o r ite  Songs. f i r s t  e ig h t  m easures. C hicago:

The H a ll and MeCreary C o ., 1923,

1 3 . le o p o lt ta n ,  "Santa L ucia" , The Golden lo o k  o f  F a v o r ite  Songs, 

f i r s t  e ig h t  m easures. C hicago: The H a ll and MeCreary C o ., 1923*

1 4 . W i l l i s ,  B ichard S . ,  " It Came Upon th e M idnight d e a r " ,  The 

Golden Book o f  F av o r ite  Songs. f i r s t  e ig h t  m easures, C hicago:

The H a ll and MeCreary C o ., 1923.

1 5 . Monk, W illiam  H ., "Abide w ith  Me", The Golden Book o f  F a v o r ite  

Songs, f i r s t  e ig h t  m easures. C hicago: The H a ll and MeCreary C o., 

1923*

1 6 .  Marks, Godfrey, " S a ilin g " , The Golden Book o f  F a v o r ite  Songs, 

f i r s t  e ig h t  m easures o f  ch oru s. C hicago» The H a ll and MeCreary 

Co. ,  1923 *

IF* Mam, Adolphe, "Cantique de N oel" , Twice 55 P lu s  Community 

Songs {The Mew Brown Book), l a s t  tw elve  m easures. B oston: C* 0 .  

Birchard and C o., 1929.
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1 8 . Haydn, J o s e f ,  Symphony S o . 7 (Salom on), f i r s t  e ig h t  measures 

o f  T rio  o f  th ir d  movement ("Menuetto” ) . New Yorks H areourt,

Braoe and G o., 193®.

1 9 . Haydn, J o s e f ,  S u rp rise  Symphony, e ig h t  m easures b eg in n in g  

w ith  th e  n in th  o f  th e  F in a le  ("A llegro d l molt©"}* New Yorks 

H areourt, Brace and G o., 193®.

2 0 . Brahms, Johannes, Symphony Ho. 2 , f i r s t  e ig h t  m easures o f  

th ir d  movement (" A lleg re tto  g r a r io so " ) . New Yorks H areourt,

Brace and G o., 1935*

2 1 . Tschaikowsky, P eter  I . ,  Symphony ^ o . 5 , e ig h t  m easures b eg in -
■

n in g  w ith  th e l a s t  b ea t o f  th e  n in th  measure o f  th e  second move­

ment ("Andante c a n ta b ile " ) .  New York: H areourt, Braoe and G o.,

1935 .

2 2 . Brahms, Johannes, Symphony No. 1 ,  f i r s t  e le v e n  m easures o f  the  

th ir d  movement ("Un poco A lle g r e t to " ) •  New York: H areourt, Brace 

and C o ., 1935 .

2 3 . Haydn, J o s e f ,  S u rp rise  Symphony, f i r s t  e ig h t  m easures o f  the  

th ir d  movement ("Menuetto") .  New York: H areourt, Brace and C o.,

1936 .

2 4 . Wagner, R ichard, Tannhauser Overture (Concert V ers io n ), e ig h t  

m easures beginn ing on the f i f t y - f i r s t  o f  th e  "A llegro" (second  

tem po). New York: H areourt, Braoe and C o., 1936.

2 5 . M ozart, W. A ., G-mlnor Symphony, f i r s t  e ig h t  m easures o f  the  

second movement ("Andante” ) . New York: H areourt, Brace and C o ., 

1936 .

2 6 . Tschaikowsky, P ete r  I . ,  Symphony N o. 5 . f i r s t  e ig h t  m easures. 

New York: H areourt, Brace and C o ., 1935 .

:
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2 7 . B eethoven, Ludwig van, Symphony Ho.  f ,  e ig h t  m easures b eginn ing  

w ith  th e  th ir d  o f  th e  second movement (" A lle g r e tto " ) .  New York: 

H areourt, Brace and C o., 1 9 3 5 .

2 8 . Wagner, R ichard , "The F ly in g  Dutchman O verture, f i r s t  e ig h t  

m easures o f  "Andante" (second tem po). New York: H areourt, Braoe 

and C o., 1936 .

2 9 . Brahms, Johannes, Symphony N o. 3 .  f i r s t  e ig h t  m easures o f  th e  

th ir d  movement ("Poco a l le g r e t t o " )* New York: H areourt, Braoe 

and C o ., 1935.

3 0 . Tschaikowsky, P ete r  I . ,  Symphony No. 6 , e ig h t  m easures b eg in n in g  

w ith  th e  th ir d  b ea t o f  th e  th ir ty -se c o n d  measure o f  th e  second  

movement ("A llegro con g r a z ia " ) . New York: H areourt, Brace and 

C o ., 1935.

3 1 . Dvorak, Anton, Symphony N o. 5 (New W orld). s ix te e n  measures 

o f  the th ir d  movement ("Scherzo") ,  b eginn ing a t  th e  second tempo 

("Poco so s te n u to " ).  New York: 1 .  F . Kalmus O rchestra S co res , I n c . ,  

1932 .

3 2 .  Tschaikowsky, P eter  I . ,  Romeo and J u l i e t ,  e le v e n  m easures and 

one b eat beg in n in g  on measure 1 5 0 . New York: H areourt, Brace and 

C o., 1938.

Form A. Teat I I I  (a ls o  Form B. T est I I I ) :

A ll numbers are performed by o r c h e s tr a . The m a ter ia l was cop ied  

from com plete sco res  sh elved  in  th e  L ibrary o f  C ongress, W ashington, 

D. C .; v o c a l sco res  o f  th e se  operas are p u b lish ed  by G. Schirm er, 

I n c . ,  New York.
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1 .  V erd i, Guiseppe, La T ra v ia ta , f i r s t  seven  m easures and a 

r e s o lu t io n .

2 .  Thomas, Ambroise, Mlgnon. f i r s t  fo u r  m easures and one b e a t o f  

"Second Tableau” (im m ediately preced in g  S o , 1 2 ) .

S .  V erd i, G uiseppe, R ig o le t t o , th e  f i r s t ,  second , th ir d ,  and 

te n th  to  f i f t e e n t h  m easures in c lu s iv e , and a r e s o lu t io n .

4 .  Gounod, C harles, F au st, f i r s t  e ig h t  measures o f  "Second 

T ableau” (Wo. 3 ) .

5 .  V erd i, G uiseppe, I I  T rovatore. s ix te e n  m easures, b eg in n in g  on 

th e  th ir d  b eat o f  th e  tw en ty -th ird  measure o f  th e  s ix th  tempo 

("A llegro a s s a i  a g ita to " ) o f  No. 3 .

6 .  V erd i, Guiseppe, A ida, f i r s t  four and e le v e n th  to  f i f t e e n t h

m easures in c lu s iv e  o f  th e  fou rth  tempo ("A llegro a s s a i  moderate") 

o f  Aot I .

? .  V erd i, G uiseppe, La T ra v ia ta , e ig h t  m easures beg in n in g  w ith  

th e f i f t e e n t h  o f  Ho. 8 .

8 .  V erd i, G uiseppe, R lg o le t to ,  t h ir t y  th ree  m easures b eg in n in g  on 

th e  two hundred and th ir d  measure o f  N o. 1 8 .

9 . L eon cava llo , R uggiero, P a g l ia e o i ,  seven m easures and two b ea ts

o f  "Piu m osso, perdutamente con passione"  o f  Act I ,  Scene 3 .

1 0 . Wagner, R ichard, Tannhauser, s ix te e n  m easures b eginn ing w ith  

the s ix ty - fo u r th  l a s t  measure o f  Act I I I ,  Scene 1 .

1 1 . V erd i, G uiseppe, A ida, seven teen  measures beg in n in g  w ith  th e  

e ig h th  tempo ("A llegro a g ita to  e p r e s to " ) o f  Act I ,  not counting  

th e  n in th  to  s ix te e n th  m easures in c lu s iv e ,  which are o m itted .
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I S .  Thomas, Im broise, Mignon. tw elve  m easures b eg in n in g  a t  th e  

th ir d  ten®© ("Andante'*} o f  th e  Overture*

1 3 . Wagner, R ichard, Tannhauser, s i x  measures b eg in n in g  w ith  th e  

te n th  tempo {''Andante} o f  Act I I I ,  Scene 3 , n o t  cou n tin g  th e  

th ir d  and s ix th  m easures, w hich are om itted , and in c lu d in g  a 

r e s o lu t io n ,  which i s  added.

1 4 . Y erd l, G uiseppe, R ig o le t to ,  s ix te e n  m easures b eg in n in g  w ith  

th e  fo r ty -seco n d  o f  the second tempo {"A llegro con b r io " } .

1 5 . Y erd l, G uiseppe, A ida, l a s t  seven measures o f  th e  op era .

1 6 . Gounod, C h arles, F au st, e ig h t  measures b eg in n in g  w ith  th e  

fo u rteen th  measure o f  th e  second tempo ("Adagio").

1 7 . Y erd i, G uiseppe, R ig o ls t to ,  s ix te e n  m easures and one b eat o f  

th e f i f t h  tempo ("Vivace") o f  N o. 5 .

1 8 .  Gounod, C harles, F a u st, s ix te e n  m easures b eg in n in g  w ith  th e  

f i f t h  o f  th e  second tempo (" A lleg re tto " ) o f  Aot I .

1 9 .  Y erd i, G uiseppe, l a  T ra v ia ta , e le v e n  m easures and a r e s o lu t io n ,  

b eg in n in g  on th e e ig h th  measure o f  Act I I I .

20 . Y e r d i, G uiseppe, R jg o le t to . ten  m easures and a  r e s o lu t io n ,  

b eg in n in g  w ith  th e tw en ty -fou rth  l a s t  measure o f  A ct I .

2 1 . B iz e t ,  G eorges, Carman, s ix  measures and one b eat o f  th e  

" Intr'A ete"  to  Act I I I .

2 2 . B iz e t ,  G eorges, Carmen, n in e  m easures, b eg in n in g  w ith  th e  

second o f  th e  seventh  l a s t  tempo ("A llegro moderate") o f  Act IV.
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The m a ter ia l fo r  numbers market * was cop ied  from com plete sc o r e s  

sh elved  in  the L ibrary o f  C ongress, W ashington, D . C .; v o c a l  

sco res  o f  th e se  works are p u b lish ed  by G. Schirm er, I n c . ,  Hew 

fo r k .

1 .  Gounod, C harles, " S o ld ie r s ' Chorus", F a u st, e ig h t  m easures, 

b eg in n in g  w ith  th e  second measure o f  th e  f i f t h  tempo ("Temp© 

m a rz ia le" ) o f  N o. 1 4 , o r c h e s tr a .*

2 .  S panish , "Juan ita" , Golden Book o f  F a v o r ite  S on gs, l a s t  e ig h t  

m easures, mixed q u a rtet and p ia n o . Chicago; The B a l l  and 

MeCreary C o., 1923.

3 .  H andel, Georg F r ie d e r ie h , " H alle lu jah  Chorus", The M essiah. 

e ig h t  m easures, b eginn ing w ith  th e  fo u r th , o rch estra  and organ .*

4 .  Schumann, R obert, Traum erei. Op. 15 , !© , 7 , f i r s t  e ig h t  

m easures, p ia n o . New York; B elw in , I n c . ,  no c o p y r ig h t.

5 .  H andel, Georg F r ie d e r ie h , "Ombra mat fu*  ("Largo") ,  X erxes, 

tw elve m easures, b eg in n in g  a t  "Aria", ten or and o r c h e s tr a .*

6 .  F o s te r , Stephen C ., "Old F o lk s  a t  Home", The Golden Book o f  

F a v o r ite  Songs, f i r s t  e ig h t  m easures o f  the th ir d  s ta n za , mixed 

tu a r te t  and p ia n o . C hicagot The H a ll and MeCreary C o ., 1 9 2 3 .

7 . B iz e t ,  G eorges, "Toreador Song", Carmen, e ig h t  m easures 

b eg in n in g  w ith  th e th ir ty -s e v e n th  measure o f  N o. 1 4 , b a r ito n e  

and o r c h e s tr a .*

8 .  MacDowell, Edward, "To a Wild Rose", Woodland S k etch es , f i r s t  

e ig h t  m easures, p ia n o . B oston; The Arthur F . Schmidt C o., 1984 .
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ten o r , b a r ito n e , and o r c h e s tr a .*
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V io lin  and p ian o , lew  York: G. Schirm er, I n c . ,  1904.
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1 5 .  N egro, Been l i v e r ,  f i r s t  te n  m easures, b a r ito n e  and p ia n o , 
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2 8 . M endelssohn-Bartholdy, F e l ix ,  "0 r e s t  in  th e  Lord", E li ja h ,  

s ix  m easures and one h e a t , c o n tr a lto  and orch estra**
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MEMBERSHIP OF CRITERION GROUP

John Quincy B ass, F a cu lty , C o llege  o f  Bftisie o f  C in c in n a ti

W ill K. Bryant, Music F a cu lty , Indiana S ta te  Teachers C o lleg e

C hester N . Shannon, Music F a cu lty , Western Kentucky S ta te  
Teachers C ollege

Sarah Y, C lin e , le c tu r e r  on Music Id u o a tio n , U n iv e rs ity  o f  
C in cin n a ti

Jane C ole, Graduate A ss is ta n t  in  M usic, Miami U n iv e r s ity

P h il ip  B r e ifu s , {form erly} C in cin n ati Symphony O rchestra

Sidney C. D urst, D irec to r  o f  S tu d ie s , C o lleg e  o f  Music o f  
C in cin n a ti

M ildred la k e s ,  E ducational D ir e c to r , C in c in n a ti C onservatory o f
M usic

Lawrence 1 .  E b er ly , Music F a c u lty , Indiana S ta te  Teachers  
C ollege

L ou is P . F r i t z s ,  C in cin n ati Symphony O rchestra

N ich o las  Gabor, C in cin n ati symphony O rchestra

G iacin to  Gorno, F a cu lty , C o lleg e  o f  Ifaaie o f  C in c in n a ti

Carol Jean Harr in ,  In s tr u c to r  in  Id u o a tio n , U n iv e r s ity  o f  C in cin n ati

Howard W* H ess, F a cu lty , C o lleg e  o f  Music o f  C in cin n ati

Alan Irw in , Dean o f  the C onservatory, Ward-Belmont School

H erbert J en k el, C in c in n a ti Symphony O rchestra

Arthur Kheoht, C in c in n a ti Symphony O rchestra

L o is  W ilson L autner, F a cu lty , Arthur Jordan C onservatory o f  Music 

E liz a b e th  M eloy, Music F a cu lty , B a ll  S ta te  Teachers C o llege  

Carlo M astropaolo, C in cin n ati Symphony O rchestra
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J .  Herman Thuman, D ir e c to r , C o lleg e  o f  Music o f  C in cin n ati
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INSTITUTIONS SUPPLYING DATA POE THE PRESENT STUDY, 
WITH COOPERATING AJMENISTRATIYE OPPICERS 

AND DATS OP TESTING

C o lle g e s

Arthur Jordan C onservatory o f  M usic, In d ia n a p o lis , Dad. 
Ada B ick in g , D irec to r  
September 27, 1940

B e l l  S ta te  Teachers C o lle g e , Sfiincie, Ind .
Claude 1 .  Palmar, le a d  o f  Bftisie Department 
September 19-20 ,1940

Bow ling Green S ta te  U n iv e r s ity , Bowling Green, Ohio 
M e r r il l  C. Mclwen, A sso c ia te  P r o fe sso r  o f  Maaie 
September 27 , 1940

C in c in n a ti C onservatory o f  i t a l i c ,  C in c in n a ti, Ohio 
M ildred B akes, E d u cation al D ir e c to r  
October 4 ,  1940

C ollege o f  Music o f  C in c in n a ti, C in c in n a ti, Ohio 
Herman Thuman, D irec to r  

September 24 , 1940

l a s t e m  Kentucky S ta te  T eachers C o lle g e , Richmond, Ky. 
1 .  0 ,  Jon es, Dean
October 1 0 , 1840

George Peabody C ollege  fo r  T eachers, N a s h v i l le ,  Tenn. 
Ir v in g  W olfe, H eat, Music Department 
October 2 -3 , 1940

Indiana S ta te  Teachers C o lle g e , Terre H aute, Ind . 
Arthur H i l l ,  Head o f  I&tsic Department 
September 17 -1 8 , 1940

Miami U n iv e r s ity , Oxford, Ohio
Joseph W. O leksy, le a n  School o f  P ine A rts
November 26 -2 8 , 1940

Ohio U n iv e r s ity , A thens, Ohio
C. C. Robinson, D ir e c to r , S ch oo l o f  M isic
September 26, 1940

Ward-Belmont S ch oo l, N a s h v i l le , Tenn.
Alan Irw in , Dean, Conservatory o f  Music 
October 3 ,  1940
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Western Kentucky S ta te  T eachers C o lle g e , Bow ling Green, Ky. 
C hester K. Shannon, F acu lty  o f  Music 
October 1 ,  1940

P u b lic  Schools

B atav ia  P u b lic  S ch o o ls , B a ta v ia , Ohio (Grades 4  -  12) 
P aul K. Moore, Superintendent 
November 1 3 -1 4 , 1940

fa ir v ie w  P u b lic  S ch o o l, C in c in n a ti, Ohio (Grades 4 - 8 )  
John W. Snyder, P r in c ip a l  
October 16 -  November 25 , 1940

Holmes High S ch oo l, C ovington, Ky, (Grades 10 -  12)
H . B . Sm ith, S u p erv isin g  P r in c ip a l  
January 1 0 -1 7 , 1941

Hughes High S ch oo l, C in c in n a ti, Ohio (Grades 9-12)  
Arthur H av lo v ic , A ss is ta n t  P r in c ip a l  
O ctober 1 1 -2 4 , 1940

M ilford  P u b lic  S ch o o l, M ilford , Ohio (Grades 4  -  12)
M. K . Burkholder, Superintendent 
November 1 1 -1 2 , 1940

Southgate P u b lic  S ch oo l, Southgate, B y . (Grades 4 -  9) 
Boyd Howard, Superintendent 
September 11, 1940
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SBBflDKEEEX R&HKS 
KQW. 4, TEST I-A 
POBlf B, TEST I

Score ■

P e r c e n t i le  Bank

C o lleg e  
M usic 

ir e s ta e n  
N * 307

S en ior  
High 

School 
N * 467

Junior  
High  

School 
N ■ 453

In te r ­
m ediate
Grades
K -  400

3 0 . . . . . . . . . §8 99
2 9 . ................. 90 99
2 © .. .............. 82 99 99
2 7 . . . ............ 75 98 98 92

68 97 97 99
2 5 . ................. 60 95 97 99
2 4 ................... 51 93 96 99
2 3 . . . ............ 48 89 94 98
2 2 . . . . . . . . . 36 83 92 96
2 1 ......... 30 75 88 94
2 0 . . . ............ 84 68 83 92
1 9 . . . . . . . . . 18 61 79 88
I S . . . . . . . . . 13 51 72 80
1 7 . . . . . . . . . 9 41 63 71
1 5 ......... 7 31 53 62
1 5 . . . . . . . . . 5 23 41 52
1 4 ......... 3 16 28 41
1 3 . . . . . . . . . 2 9 19 2 8
1 2 ................... 6 11 18
1 1 . . . .......... .. 4 6 12
1 0 .......... .. 1 2 4 7

9 ...... . 1 2 3
8 .......... 1 1
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PERCENTILE RAM S
FORM A , TEST I -B

Score

P e r c e n t i le  Rank

C o lleg e  
Masic 

Freshmen 
N *  308

S en ior  
High 

School 
N - 455

Score

P e r c e n t i le  Rank

C o lleg e  
Music 

Freshmen 
N s  308

S en io r  
High 

Sehool 
N 9  455

5 0 . . . . . . . .
4 9 . . . . . . . .
4 8 ................. ,
4 7 . . . . . . . . .
46 .......... ..
45•••
4 4 . . . . . . . . .
4 3 . . . . . . . . .
4 8 ................. .
4 1 . . . . . . . . .
4 0 . . . . . . . . .
3 9 . . . . . . . . .
3 8 . . . . . . . . .
37 ............ ..
36 ..................
3 5 . .  . .......... .
34 ............ ..
3 3 . . . . . . . . .

98
95
98
89
85
82
79
75
70
64
60
55
50
46
43
38
33
30

99
99
98
98
97
97
97
97
96
95
94
93
91
89
86
83
79

3 2 . .  . .......... .
3 1 . . . . . . . .
3 0 . . . . . . . . .
2 9 . . . . . . . . .
88... . .
8 7 . . . . . . . . .
26  .
2 5 . . . . . . . . .
2 4 . . . . . . . . .
23.........
2 2 ....................
21.........
20 ..................
18 ...................
1 7 . . . . . . . . .
1 6 . . . . . . . . .

25 73
20 67
16 59
12 48

8 39
6 30
5 82
5 15
5 9

5
2 3
1 2

1
1
1

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited without perm ission.



E H O T raS M SB  
FORM K  TEST II-A  

f o m  B, TEST I I

Score.

P e r c e n t ile  Ranks

C o llege
Iftisle

Ereefcmen
ir *  SOS

S en ior
High

School
H * 467

Junior  
High  

School 
N = 444

In te r ­
m ediate
Grades
H #  400

29 .«»« .*«» 99
2 8 ................. 99
2 ? . ............ . on 99
2 6 ................. 94 99
2 5 . . . . . . . . 86 99 99
2 4 . . . . . . . . 76 98 98
as...,. . .* 65 97 97 99
as........... 55 93 97 99
2 1 . . . , . . . , 46 8 9 96 96
2 0 .« « •« « ,* 38 85 94 97
I t ................. 30 m 93 97
I S ................ 26 73 90 95
I f . . . .......... 20 66 85 91
1 6 ................. 14 57 80 87
1 5 ................. 10 49 72 81
1 4 * . . , . . . . 7 39 62 73
I S ................. 5 30 50 62
1 8 ........... 4 S3 40 51
1 1 . . . .......... 2 17 31 42
1 0 ................. 1 12 22 33

9 ........... 1 8 15 24
8 . . . . . . . . 5 10 16
f ........... 3 6 10
6 ........... 1 3 5
5 ............ 1 1 2
4 . ........ 1 1
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PERCENTILE R A M S
FORM' 4 ,  TEST I I - B

Score

P e r c e n t lie  Ranks

C o lleg e
Musi©

Freshmen
1  * 310

S en ior
m gh

School 
S  » 461

30 . « . . . » « . 99
2 9 . . . . . . . . 96

69 99
2 ? ................. T9 99
2 6 ................. @6 m
2 5 ................. 5 5 98
24* .............. 4 2 91
2 3 . . . . . . . . 31 85
2 2 . . ............ 23 78

16 66
2 0 ................. 11 56
x s ................. 8 47
1 8 . . . . . . . . 6 40
I f . . . . . . . . 5 33
1 6 .......... .. 3 25
1 5 .......... .. 2 19
1 4 ................. 1 14
1 3 ................. 1 9
1 2 ................. 1 5
1 1 ................. 3
1 0 . ............... 2

9 . ............ .. 1
S . . . . . . . . 1
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mcssms RANKS 
n a t  a , t e s t  i n  
mm b , t e s t  h i

Score

P e r c e n t i le  la n k

C o lleg e
M usic

Rreshmen
N s  SOf

S en ior  
High  

School 
N s  461

Junior  
U g h  

School 
N r 441

I n te r ­
m ediate  
Grades 
N s  394

S O . . . * . . . . . 99
1 9 . . . . « . * . » 99 99 99 99
I S .................. 98 99 99 99
I f ................... 95 GfJElVO- 98 99

89 96 95 98
1 5 ................... SI 89 89 94
1 4 ............... .. 69 79 78 86
I S ------. . . . . 52 67 64 73
i s ............ 35 53 47 57
1 1 .................... 22 39 29 41
1 0 ............ 13 24 14 27

9 .................. 6 13 5 15
s .............. 2 6 1 8

2 4
0 .............. .. I 1
4 . . ............... 1

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited without perm ission.



h s rc sk tie i  mms 
mm jl, t e s t  n r

Score

P e r c e n t i le  Rank ' P e r c e n t i le  Rank

C o llege  
Muaie 

Freshmen 
H *  30 9

S en ior
High

School 
N * 461

Score C o lleg e  
Music 

Freshmen 
N « 309

Senior  
High  

School 
N « 461

1 15 . » * »«. . . 99 73 87
1 0 9 . .......... 99 74.* »**«,»■• 87
1 0 ? .................. 99 7 3 . . . . . . . . 86
1 0 4 ................. 98 72 . 85
1 0 3 . . . . . . . . 98 71 . 84
1 0 2 . . . . . . . . 98 7 0 . . . . . . . . 83 99
i o i , . . . . . . . 98 69 @3
1 0 0 . . . . . . . . 97 6 8 . . . . . . . . 82

9®. «•»*»** 97 6 7 . . . . . . .  |» 81
98 *». 96 6 6 . . . . . . . . 80
9 ® . . . . . . . , 96 0 5 . . . . . . . . 79
9 1 . . ............ 95 6 4 . . . . . . . . 78
9 0 ............ .. 95 63 7?
8 9 . . . . . . . . 94 6 3 * . . . . . . . 77 99
8 8 .............. .. 94 00........ 76 99
8 ? . 93 5 8 . . . . . . . . 74
88 . . * » # . • « 93 5?........ 74 99
8 3 .............. .. 92 50. . . . . . . . 73
8 2 . . . . . . . . 92 55- 72 99
8 1 ................. 91 54*. . . . . . . 70
8 0 . . . . . . . . 91 5 3 . . . . . . . . 69
7 9 . ............... 89 5 2 ; . . . . . . . . 68
7 8 ................. 89 5 1 . . . . . . . . 6?
77.. . . « » • » 88 5 0 . . . . . . . . 66
70...... 88 4 9 . . . . . . . . 65
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PERCENTILE RANKS 
POEM A, TEST 17  

CQHTINOEI)

P e r c e n t i le  Rank

S core C o lleg e  
ISasic 

Freshmen 
N « 309

S en ior  
High 

School 
N r  461

Score

P e r c e n t i le  Rank

C o lleg e  
Music 

freshm en  
N 9  309

S en io r  
High 

School 
N s  461

48.
4 7 .
4 6 .
4 5 .
4 4 .
4 3 .
4 2 .
4 1 .
4 0 .
39 .
38.
37 .
36 .
35 .
34.
33.
32.
31 .
30 .
29 .
28 .
2 7 .
2 6 .
2 5 .

64
63
62
61
60
58
56
53
52
51
49
48
47
45
43
41
39
37
34
32
31
30
29
28

98

98
98
97
97
96
96
96
96
95
95
94
93
92
91
@9
88
86
84
82
79

24
23
22
21
20
19
18
17
16
15
14
13
12
11
10

9
8
7
6
5
4
3,
2
1

27 77
25 75
23 72
22 70
20 67
17 62
15 58
14 55
IS 52
11 48
8 45
6 42
5 38

35
5 32

26
3 21

17
14
11

1 8
5
4
3
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■ u s i c  2clucat;i on Department

B t lo v  i s  rj e l e c t e d  I i . i t  o f  p e l l  •nor.'n cor1 p o s i t io n s .  I t  
iTould be deemed .1 fa v o r  i f  you v/ould chec?: tv/enty o f  th e se  
hush era th a t  you f e e l  a s tu d e n t  should  hiior; b e fo r e  e n t e r ­
in g  as a freshman in  the  C o lleg e  o f  : u s i c .

Bach: A ir f o r  the  G- S tr in g ’ __

B eethoven: Adagio , W oonlight Sonata ______

A dagio, Sonata B a th e t ic u e  ______

Andante eon u o t o , Symphony V (C minor) _____

A lle g r o  con b r i o ,  Syanhony V (C minor) .

Harche fu n e b r e , Symphony I I I ,  "Eroica"

O verture, Leonore ITo. 3 _____

T u r ' ls h d la r c h ,  "The Ruins o f  A t h e n s " ______

S lz e t : -  Habanera, "Carmen"______

Toreador Song, "Carmen" _

Brahms: Hungarian Dance ITo. 5 ______

Chopin; m i l i t a r y  P o lo n a is e  ______

Debuss3y  A fternoon  o f  a Faun _ _ _ _

R e f le c t io n s  on the  Water _____ _

D o n iz e t t i :  S e u t e t t e ,  "Lucia d i  Lanmernoor_______

Bvorah: Largo, Symphony V, "Her; World" ___ _

Songs : y  Pother Taught W e______

F o ste r ;  Old F o i l s  a t  Home ___ _

French: Au c l a i r e  de l a  L u n e  ___

Ghys: A m ary llis
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G rain ger : Shepherd’ s H e ; /_______

G rieg: Peer  Gynt S u ite  - -  A n it r a ’s Dance ____

Ase Ts D e a t h ______

La the I la l l  o f  the  fo u n ta in
King

S o l v e j g ’s Cradle S o n g  _

To S p r i n g  _

I r i s h :  Londonderrjf A ir  _____

HEndel; H a l le lu ja h  Chorus, "The Messiah" ____ _

The Harmonious BlacMsmith ______ _

Largo, "Kernes" _____

Haydn: Andante, "S urprise  Symphony" ______

L eo n ca va llo :  P ro lo g u e , " P a g l ia c c i"  ___

L is z t :  Les P re lu d es  ______

Liehestraum  ____

..llaoLov/ell; To a Wild Rose   _

M endelssohn; 0 R est in  the Lord, " S lijah "   ____

O verture, "Midsummer F i g h t ’ s Dream"  ___^

S ch erzo , "Midsummer F ig h t ’ s Dream ______

l lo z a r t:  A l le g r o  m o lto , Symphony in  G m i n o r ______

M inuet, "Don Giovanni" ______

O verture, "The Magic F lu te "  ____

Hegro: Deep River ____

.■■RimshyvICorsaLov; Sheherezade S u ite  —

The Young P r in ce  and th e  Young P r in
c e s s

The F e s t i v a l  a t  Bagdad
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R o s s in i :  , O verture, " V illiam  T e ll"

R u ssian : The Volga Boatman   _

S a in t -S a e n s :  Danse Macabre

:tv Heart a t  They Sneet V o ic e ,  "Samson and
D a li la h "  _

The Sv/an _ ___

S u ite  A lg er ien n e  — Marche

Schubert: A l le g r o  s iod era to , "U n fin ish ed  Symphony” ____

Ave Maria  ____

The E r l h i n g  _

Harh, Ear]-: the  Lari; __ ____

Moment M u sica l,  P minor ____ _

Serenade ______

^Schumann: The l o t u s  -Plouer

Traumerei _

T.he Two G r e n a d ie r s  _

T ch a iu ovsiiy : Andante, f i r s t  movement, "Symphony
P a th e tin u e"

Marche S la v  _____

HutcracMer S u ite  —

Danse Arabe _____ _

Marche

Danse C h in o ise  __

Danse den M ir l i to n s  

O verture, 1812

V erd i:  C e le s te  A ida , "Aida"_______

Triumphal March, "Aida" __
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von Y/eToer; O verture, der F r e i s c h u t z _____

Wagner: Evening S ta r ,  " T an n h fii iser" _____

Love Leatii, " T r istan  and I s o l d e "  _

Llagic F ir e  Scene , "The V a l e r i e " _____

O verture, "T an nh auser"   ___

P r e lu d e ,  "Lohengrin1’

■ P r e lu d e ,  " d ie  H e i s t e r s i n g e r " _____

Ride of the V a lh y r ie s ,  "The V a l l r r r ie " ______

Y/altherT s P r iz e  Song, "die i l e i s te r s  in  j e r 11 _____ _

$ e l s h : A l l  Through the  ITight _____

sI f  any com p osit io n s  have "been o n i t t e d  from the  l i s t  th a t  
you f e e l  should  he in c lu d e d ,  you are urged to  m ention them 
helov;.
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BASIC DATA OBTAINED ISOM ADMINISTERING TEST I  
OF THE MEASURES OF MUSICAL BACKGROUND 

TO COLLEGE FRESHMEN ENTERING THE MUSIC FIELD 
AND TO SENIOR HIGH SCHOOL STUDENTS

Institution

Section A 
Melodies

Section B
Chords

N Total
Score

Mean K Total
Score

Bean

Collsge A ............................. . . 34 834 24.53 34 1390 40.88
B................................. ♦ id 335 20.94 14 514 32.13
C........................ .......... sd 891 24.75 34 1385 38.47
D......... ......................... 21 492 23.43 21 730 34.76
E .................................. 28 639 22.82 29 1052 34.28
F.......................... . 55 1278 23.12 54 2039 37.76
G.. . . . . . . . . . . . . . . . . . . 14 314 22.43 14 494 35.29
H..................... . 34 791 85.24 33 1300 37.14
I .................................. id 352 82.00 16 541 35.06
J ............................................ 12 309 23.75 I t 519 43.25

25 559 28.34 23 947 37.88
L . . . ................... 15 350 23.33 15 580 38.67

Totals.................... .......... 303 7141 307 11511
Weighted mem. . . . . . . . . . . . . . . . 23.38 37.50

Senior Higi Sohool I f . . . . . . . . . 139 8583 18.58 127 3776 29.73
N................... 123 S ilt 17.23 123 3754 30.52
0 ................... 140 18.07 140 4203 30.02
F . . . .......... 65 1209 18.60 45 1834 28.22

T ota ls....................................... 467 8441 455 13547
Weighted mean............. . * . . . . . . 18.08 29.82
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BASIC DATA OBTAINED FROM ADMINISTERING- TEST I I
or THE MEASURES cap MUSICAL background 

TO COLLEGE FRESHEN ENTERING THE MUSIC FIELD 
AND TO SENIOR HIGH SCHOOL STUDENTS

l a s t 1t u t io n

S e c t io n  A 
Mater

S ec tio n
Tempo

B

K T o ta l
Score

Mean 3 T o ta l
Score

Mean

C ollege  A.......................................... 34 799 2 3 .5 0 35 892 2 5 .4 9
B ......................................... 16 298 1 8 .6 3 16 400 25 .00
C....................... ................. 36 795 2 2 .0 6 36 924 2 5 .6 7
D.......... ............................... 21 455 2 1 ,6 ? 21 516 2 4 ,5 ?
E , ................... m 575 2 0 .5 4 51 1172 2 2 .9 8
F .......................................... 53 1095 1 9 .9 1 33 744 2 2 .5 5
G.............. ........................... 14 285 2 0 .3 6 14 337 2 4 .0 ?
H.................*.................. . . 35 675 1 9 .2 3 SO­ 841 2 4 .03
I ..................................... . . 16 319 1 9 ,9 4 LO 403 2 5 ,1 9
J . .............. ........................ 12 276 2 3 .0 0 1 4 35? 25*50
K......................................... 25 522 2 0 .8 8 24 554 2 3 .0 8
L ..................................... , . 15 280 1 8 ,6 ? 14 328 2 2 .8 6

T o t a l * . . . . . . . . . . . . . . . . . . . . . . 30? 6372 309 7460
W eighted mean*. . . . . . . . . . . . . . 2 0 .7 6 2 4 .1 4

S en ior High School M . . . . . . . . 140 2110 15*07 139 2631 1 8 ,9 3
N . . . . . . . . 123 8876 16*88 ISO 2433 1 9 .4 6
O . . ............ 141 1958 1 3 .8 9 136 2545 18 .71
P . . . . . . . . 63 97? 15 ,51 61 1073 1 7 ,5 9

T o t a l* . .......... ...................... ............. 46? 7121 461 8682
W eighted mean, . . . . . . . . . . . . . . 15*25 1 8 .8 3
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BASIC BATA OBTAINED FROM ADMINISTERING TESTS I I I  AND IT  
OF THE MEASURES OF MUSICAL BACKGROUND 

TO COLLEGE FRES0M0I ENTERING THE MUSIC FIELD 
AND TO SENIOR HIGH SCHOOL STUDENTS

Institution

Test III 
Dramatic Feeling

Test IT 
Baowledge of 

ShisleftL Literature

N Total
Score

Mean N Total
Score

1/fem

College A . . . . . . . . . ........... 3d 425 12.50 36 1978 58.18
B........................ . 1ft 20d 18.75 16 665 40.31
C............................... 3ft d8f 13*1® 36 1955 54.31
D............... ........... 20 m 13.55 20 1278 63.60
E........................................ 58 6ft9 18.87 58 1718 33.06
F ........................................ 3ft did 18.55 33 1188 35.82
G.................... . . Id 176 18.57 14 568 60.57
H...................... . 35 431 18.31 1235 35.29
I ...................... . 1« 208 1 2 .8 8 16 568 33.88
J .............................. . Id 200 14.89 Id 703 50.21
K......................................... 2d 305 18.71 26 807 33.63
L................................ Id 174 18.63 Id 670 47.86

T otals................ . 308 3962 508 13275
Weighted mean........................ 18.86 63.10

Senior High School M.. . . . . . ldO 1656 11.8286*148 8310 16.27
K . . .......... 125 1449 11.5980 128 2080 17.05
0 ............... 135 1632 18.0889 136 2441 17.95
P ............... @1 715 11.7213 61 978 16.05

T o ta ls.................................... dftl 5658 461 7808
Weighted mean.. . . . . . . . . . . . . 11.7265 16.96

*It i s  neeesaary to carry theas means to four p laces.
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BASIC MPA OBTAINED FROM ADMINISTERING TESTS I  AND I I  
OF THE MEASURES OF MUSICAL BACKGROUND 

TO JUNIOR HIGH SCHOOL AND INTERMEDIATE GRADE PUPILS

I n s t i tu t io n

T est I  
Major end Minor

T e st  I I  
Counting

N T ota l
Seore

Mean H T o ta l
Seore

Mean

Ju n ior High School .
R............
S .............. ..
T ...................

135
140
139

41

m m
2155
m s

6S3

1 7 .8 8
1 5 .4 0
1 5 .5 4
1 5 .8 0

131
139
133

41

1785
1500
1855

sim

1 3 .5 3
1 1 .5 1
1 4 .0 8
1 3 .4 5

T o ta ls ................... ........................ ..
Weighted m e a n . . . . .............. ..

435 7385
1 5 .3 0

444 5803
1 3 .0 7

Elem entary School U . ...................
F . .........
W.. . . . . . . . .
X............

131
113
104

50

1937
1780
159®

718

1 4 .7 5
1 5 .4 8
1 5 ,3 8
1 4 .3 5

131
113
104

50

1555
1185
1394

511

1 1 .8 7
1 0 .3 1
1 3 ,40
18 .2 8

T o t a l s . . .......... » • » • • . ......................
W eighted m ean................................*

400 5033
15.0®

400 4745
1 1 .8 7
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BASIC BATA OBTAINED FROM ADMINISTERINS TEST I I I  
OF THE MEASURES OF MUSICAL BACKBROUNB 

TO JUNIOR HIGH SCHOOL AND IHTERMEDim GRADE FDPILS

I n s t i tu t io n

T ost I I I  
S to r ie s  and 

P ic tu r e s

II T o ta l
Seore

Mean

Junior High School ................... •
R . .....................
S . .....................
T . .....................

ISO
133

41

1534
163*
1784

538

1 1 .9 8  
1 1 .7 4  
1 8 .9 6
1 8 .9 8

T o t a l s . >••«»■ • i • >. ■ .............. .. 441
1 8 .8 9m e a n . . . . . . . . . . . .

Elem entary School U . . . .................
¥ , ........................
1 ..........................
X , . ............ . . . »

116
114
104

5®

1460
1830
1846

560

1 1 .6 6
1 0 .7 9
11.9©
1 1 .3 8

T o t a l s * . . . . . . . 394 4814
1 1 .4 6W*ip*!««A W l t x . , , , , . , . , . . , . , , , , .
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