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CHAPTER I
INTRODUCTION

The Problem.- The problem of the present study is te
develop, on the basis of sesthetic theory, a battery of measures
of musical potentiality. The study arises out of the fact that
earliesr attempts at measurement in this field have utilized an
wmxatie approsach, and in general have been directed toward simple
rather than complex abilities. The program of the present report
involves an analysis of the theoretical. foundations for the instru-
ments constructed, an account of the manner of their comstruction,
and the presentation of evidence on the validity apmd reliability of
these instruments,

In 19030 the Collegs of Music

of Cincimmati embarked upom & ﬂ,ve year program of testing, the
t‘raawan clase of each year being subjected to three standardized

‘ ‘batteries of musie talent tests, two tests of perscmmality traits, and
ﬁn intelligence test. In supplement it was felt desirable to devise
an experimental baﬁtary covering certain phasﬁs of mausical ability
not measured by the standardized tests, and involving an appreach
differing from the conventional one, This battery, hereinafter re-
forred to as the Measures of Musical Background, performed seo well as

" an instrument of prognosis’ that 1t was felt worthy of further de~

1 Specific evidemce on its value with respect to sight
singing and dictation is given by Elizabeth M. Taylor, "A Study of
the Relative Values of Gertain Tests for Prognosis of Achlievement in
- Sight Singing and Dietation," pp. 21, 24. Unpublished Master's thesis,
Paachers College, University of Cincinnati, 1935,

1
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velopment.

Description of the Maasures.~ The battery embraced three
divisions, which were intended to tap tomal, rhythmic, end emotional
‘poteknt.ialtties respactively,a plus a fourth purporting to measure
aequaintance with msfeal literature. In the fiyst divisiom the
testee was required to idemtify thé mode (major or minor) of
melodies, both asccompaenied and unaccompanied, and of chords. In
ktlm second division he was asked to tell the n@ber of beats in a
"masure in certain musical selectioms. In the third he was told te
choose, from descriptions offered, the one best fitting the mood of
c%‘ertain selections. This firat version of the test was played om
the plano, -

Procedure.- This battery was revised, enlarged, recorded,

;;;am& standardized in a manner subsequently to be deseribed. Intended
s,n its firet form for college freshmen entering the music field, it
was expanded into two forms, the first (Form A) for use in the tenth
grade and above, the second (Form B) for use in the ninth grade
through the fourth. In Form 4 a second sesction was added to the

«‘ortginal tast measuring rhythmic diseriminatimn, in which the testee
was uked to determine the eonstancy of the tempo in certain selec-

tioms. In the present report all refevence is to thé: reviaaa,

enlarged, recorded battery.

e
This division of basic processes received authoritative
gorroboration seven yesrs later, OCf, James L. Muraell, The ngghalng
of Music, p. 323, New York: W. W. Nortonm and Co., 1937,
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M,-» The possible merits of the study are implicit in
the statement of the problem; it presemts not only a practical
approach to the messurement of musical potentiality, dut su‘éntanti&l
'vgmiﬁcsation of certain phases of psychelogieal theory heretofere

~eonsidered debatable. The precise nature of these theoretical
questions requires thorough considerstion, and Chapter IXI is devoted

g ta that purpose. A most pressing practiecal Justfifisation for giving
sttention to talent testing is noted by Bm'ns:s '

The young person considering musie as kia life's work will

- be spared the waste of time, money, and effort and ultimate defeat
if he can know in advance whether or nét he possesses the basie
abllitiea necessary for suecess in the field of musie. Muasic educa-
tj’i.;en; is expensive education.

Summary .~ Certain experimental measures of musical
potentiality have been construeted and validated om the basis of

: some previously devised at the College of Music of Cincimnati, these

| /béing known as Measures of Musical Background. These measures test
tonal, rhythmie, end emotional factors, and acquaintance with musical

literature, and have beexn recorded and standardiged. They ara’b'aaed

upon certain theoretical assumptions whichk will now be examined.

3 .
Sammel T, Burns, "Measurement in Musie," Bulletin of the

 School of Bducation, Indiana University, XV, No. 4, p. 9. Bloomington,
-Ind.t Bureau of Co-operative Research, Indians University, 193%,
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CEAPTER IX
THEORETICAL FOUNDATIONS

The present enépter falle inte four divisions,
appropriately subtitled. The possibilities of measurement in
- the field of sesthetics and the verious approaches to this problem
are considered specifically with reference to musiec. Outlines for
the t;zeerj‘ underlying the experimental measures listed im Chapter I

are drawn, and the relevance of the testa to thia theory indicated,

Assthetics in Relation %o Msasurement
Ihe Aosthobic Abtitude.- Aesthetica is comventiomally
defined as the philosophy of art, though the field of aesthetica
- : has lately been declared to be the surface of the experienced
w.erld.l In any case, the sesthetic attitude presupposes the appre-
cifation of quality, and s cemtered on a pattern of organized per-
ception. We do not emjoy an isclated sensation, emsﬁ ok the
result of artificial training. 4 single quelity may be the center
of oup attention, but simple perception is always the selection and
erganization of semnsetion. Heither is perception passive: we see
what wa want to see, that which pleases us, and we disagree sz to

the beauty of an object because we do not see the seme object.

1

D. W, Prall, Aesthetie Msia, p. 5. How York:

Thomas Y. Crowell Co., 1936.
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Distinction may be made between the constructive
attitude and the aesthetic attitude. The first contains the
pragtical attitude, which uses the sensory world as a means to
gome ulterior end; the sclentifie aﬁtitude, which locks for
patterns not given on the surface; and the srtistic attitude,
ﬁhieh, recombines, but does not aéstroy sensory dasta. This con-
atructive attitude goes beyond the surface of the world; the

 aesthetic attitude is content with the sensory surfece.’

The origin of aessthetic feeling lies in central ialat ions,
the ralations between sensation and jud@nent.s Beauty is not the
guality of an object or of the mind, but a judgment passed on ex~
perier;ce. a relation between the objeet and the past experience of
the indivi‘dual .4‘ Aesthetie attitude and judgment, however, pre-
supposs a degree of civilization, a course of historical development;

they are not necessarily a part of our native equipment.

2
The writer is indebted to Dr. Andrew Paul Ushenke,
Assistant Professor of Philosophy at Pringceton University, for these
distinetions. ‘

3
| Oswald Kulpe, Outlines of Psychology, Pp. 251-52.
Translated by E. B. Titchener, New York: The Maemillan Co., 1901.

4
John H. Mueller, "Thaories of Aesthetie Appreciation,”
Studies in Appreciation of Art, Part I, pp. 30-3l. TUniversity of
Oregon Studies in College Teaohing, I, Bulletin 3, (February, 1934).
Also Lascelles Abercrombie, Essay toward a Theory of irt, p. 50.
London: M. Secker, 1926.
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There is no necessity for sn exhaustive review of the
theories of besuty hers. A recent text lists aome twelve general

5 Beaanauat? haa suggested aa a comprehensive definition

eta’qagor ies.
of the beautiful "that which has characteristiec or individual ex-
pressimnéss for sense perecepiion, subjeet to the conditions of
’géngral or sbatract expressiveness in the same medium." The
‘fundamental thsory of beesuty among the ancients deslt with rhythm,

‘ symmetry, and harmony; amomg the moderna ideas of significance and
oxprassiveness prevail. Mﬁellerq hae proposed s three-fold division
of aesthetic theory: the metapbysico-romantie approach based upon
tfm- theory of & dualistic universe; +the selentifie approach, growing
oyt of gvolntionax'y philosophy; sand the experimental approach, founded
on formal tests for the esbtabllshment of norms,

0 Art end Sofence.- ALl this may quite naturally lead to
'ﬂpumlatioln eoncerning the possibility- of subjecting assthetic data
to sclentifie techniques. Art has been treated as a mode of knowledgas

superior to science, owing to the sense of increased understanding

,_Book of Estheties, Melvin M. Rader. New York:

8 _
Bernard Bosanguet, A Bistory of gst;agtie, PPe 4~5.

London: George Allen and Unwin, Ltd., 1917.

4
John H. Mueller, op. cit., pp. 10~Z1.
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follqwing upon aesthetie experienm.a Raderg guotes Konred Lange
‘as holding that aesthetie phenomena comprise & "mske-believe”

| ,kmrle):; DeWitt Parker as see ing them as existing midway between
bzélief and unbellef; Bergson and Croee as holding art to he a

- wision of what is unigue, science a summary of what is general;
Munsterberg as seeing art as a revelation of the immediate qualities

_ of experience, seience as a search for cause and effest. Rader
concludes that the substaunce of art is value, rather them fact or
law, and that art will express the values of science, just as science
‘u}ill record the facts of art. Bowey,m however, sees both artinsts
and seientists as experimenters, the difference being ane of mesans
‘and materials, and derides the notion that "an artist does not think
and a sclentific imquirer does nothing else." Youtz likewise

- balieves that:n

8
John Dewey, Art as Experience, pp. 208-88. New York:
Minton, Balch and Co., 1934.

9 |
Melvin M. Rader, op. c¢it., pp. xxiv-xxvi.

10
John Dewey, op. c¢it., pp. 15-16, 144.

11
Philip N. Youtz, The Peoples' Imstitute, New York, in

the preface to Thomas Munro's Scientific Method in Aesthetigs,
PP+ ix, xi. Neow Yorkt W, W. Norton and Co., Inc., 1928,
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o +« o &art is the human way of creating experience, and
#cience is the human way of understanding it. Between the twe
there ¢an be no antagonism . . 4 . the seientiat goas directly te
art and the experience of art for his data. Asstheties so far as
he is able to contribute to it, is to be applied amesthetics., It
is to be based upon experimentation with art; not om specttlation,
- ox beoks, or history, or even on personsal emotion. ‘

The Sclence of lestheties,~ Can there be a science of
aesthetics? The theory of aesthetie ﬁleasure and the investigation
of its meening have commanded a considerable amount of attention
‘from philosophers from Socrates om down. m.a is seience in the
ganse that we think of ethics as a science, as a "nematim"‘
discipline dealing in walues. And the tendency of most philosophers
has been to fit it as best they can into a preconceived system of
metaphysics or ethies.'? Aesthetics was "cultivated as an sustere
art of creative resson."’® It may well be suspected, however, that
this dogmea:: that philosophy in general and eesthetics inA particular
axist for no practical purpose but simply for tﬁa sake of knowledge
has, in Munro's language, "saved many lofty doctrines the shock of

haﬁng their emptiness revealed."* That such doctrines will not

12
Edward J. Dent, in the Introduetion to Willimm Pole's
Philosophy of Musie, p. ¥, New York: Hareourt, Bracea and Co., 1924,

13
Philip N, Youbz, op, eit., p. 8.

14 '
Thomaa Mumro, Scientifie Method in Asatheties, p. 28.

New York: W. W. Norton and Co., Inec., 1828,
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: gacrifice their loftiness willingly is found in Grudin*s accusation
that investigators are failing to discriminate among psychological,

physiologieal, and physieal data, and are departing thereby from
pare philomphy.ls In defining sesthetics as it is here defined,

. thmgh, a purely logical approach becomes inadequate. Bosanquet
aptly summsrizes this viewpoint when he states that:l®

e o o Tinally, it may be laid down that idealism without detail is
idle speculation; and formel or exact aesthetic, in its various
shapes as the observation of universally beautiful structure, as
its enalysis into abstract relations, and as the causal explanation
of thelr agreeableness in terms of the psychical movement, is an
indispensable instrument in the hends of idealism, . , . And more~
‘over we shall find that in the employment of such analysis . . the
interpreter who i3 on the alert for refinements of import ~- that
‘is, the idealist with a graap of reality -~ will distance all
competitora,

The 1dea of "exact” aesthetie first found definite expres-
sion in the works of the Germans Fechner and Stumpf. One writer:'
traces it back through Schopenhausr and Kant to Plato and the Idea.
Thus broadened, Herbart and Zimmermsn may be inclnded, Fechner's

original work attempted to test the agreeableness of isolated forms

15
Iouls Grudin, A Primer of Aestheties, pp. 246-47. New
York: Covieci, Friede: Publishers, 19830,

18
Bernard Bosanquet, op. cit., p. 392,

17
Elsie Murray, "Some Uses and Misuses of the Term
'Aeathetie,'" American Journal of Psycholegy, XLII (October, 1930},
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4o unbigssed taat,a:.l& He experimented with colora and with geometric
~figures, finding that slight but definite reason exists for dlsplayed
preferance between certain figures. It was held that the paucity
~of eontent symbolized by such bare forms was easily overcome by
conerete spplication of the forms. Fechnert*s aesthetic laws closely
resemble those of the Greeka: unity in variety, clarity, congruous-
ness, He is most remarksble, however, for his technique, which \
involved an approach to aesthetics "from beneath" -- the plodding
mgtha-dolagy' of psycho-physical study -~ in distinetion from the purely
logleal appreoach "from shove™.

When Gustav Fechner sought to lay down the laws of beaauty
by measuring cards, books, windows and many other objects of &ally
use he founded an appreoach to his problem that was to lead to some
| wvery fruitful and surprising developments. The laboratories of
German analytic psychology readily took up the cause, nuriured it,
end in late years re-ehristensd it W‘m 4s late as

1910 & study titled, '‘lesthetic Unity, An Investigation into the

mle der Aesthetik. ILeipzig: Breitkopf und
Hartel, 18928. Pp. viii ¥ 319, (Pirst editiom 1876).

1¢
Literally, "art-ology": science of art.
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Conditions that Favor the Appercepﬁ ion of a Manifold as a Unit,"™ came
out of Harvard University.m S%ill more reecently the same institu~
tion has given us a reincarnation of the same attack carried te its
logical development in Birkhoff's Assthetic Mes sux'g.zl
| Assthetic Measure.~ Birkhoff éatines the fundemental
’Bmhlem of asesthetics as the determimation of the specific attributes
upon which aesthetie value depends, This value is {ntuited, and
is ¢learly separable from sensuous, emotional, moral, or intellectual
:roeling. Three successive phases are regarded as comprising the
assthetic experience: the effort of attention, which is preliminary
and necessary for perception, and which grows in ratic to the com-
plexity (C) of the objeet; the feeling of value, or aesthetic
measure (M} which follows this attentive effort; the realization of
the order (0) in the objeet requisite to its aesthetie effect. M, 0,
and C are regarded as meaaurable' variables, and the ‘prohlam i;: stated
mathematically as M = 0/C: "Aesthetic measure is determined by the
| density of order relatioms in the seathetic object.”
Birkhoff admits that his formula takes account of formal

elements of order and ignores comnotative ones., (Formal elements are

20
Marsarat Otis; not published until 1918. Americam
>, losy, XXIX (J’nly, 1918), 291-315,

Assthetie Measure, Georgs D. Birkhoff. Cembridge, Mass.:
Kaxvard University Press, 1933, Pp. xiv # 226.
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thoss arising from physicel properties, such as symmetry or
gonsonanee; conmotative ones are thoss of meaning or expression.)
Connotative elements, he states, are "of inconceivable variety and

wlie beyond the range of preeiga analyai‘s.”za And, in defense of
his position, "It seems almost obviousz that sestheties, if it is to
be scientifiec, must be approached from the analytie point of view
and must concern itself chiefly with the formal aspects of art."%
Itk' is not surprising that his most convimeing work has been done with
polygons, nor that his analyses of diatonie harmony and melody sub~
stantiate the rules of classieal harmony.

Like all such efforts that approach the measursment of
assthetic reaction or capacity through the physies of formalism, it
is foredoomed to fallure by its self-imposed limitation. Aa Papez*
has indicated, Birkhoff's formula is based upon the assumption that

| all factors are constant, and may be considered in a rational way.

agéon,% too, touches the crux of the matter whea he points out that,

22
xbiﬁ.., p. 150

23
Ibid,., pe. 191,

24
Arthur Pope, "4 Quantitative Theory of Aesthetic Value,"
Ben{ ssance and Modern, III, 1925, p. 133,

286
Robert Morris Ogden, Tha Psyehology 0!’ Art, vp. 20-21,
New York: Charles Seribner®s Sons, 1938, '
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while & work of art can be rationalized and its special pattern
defined, we cannot messure lts seffect in terms of constant elements.
Prall sums up succinetly with the comment thatzza

+ « « Wwhatever his formuls may measure, it is not degrees
of beauty, since 1f the degree of beauty varies directly with the
orderliness of the figure, and inversely with itse complexity, a
maximum would be reached whem the 'order' beeame infinite or perfeect,
and the camplexity vanished. But . . this would be te reduce the
structural form itself to the perfectly transparant, to that whiek
we grasp without donseious attention and se without apprecisble
asathetic content.

Measurement in Music

In turning to tha central interest of this situdy it is
immediately noticeable that the major part of measurement for
sapacity in musie has been carried on for purposes of predictien,
‘For the most part, aesthetie potentiality in this area has been
broken down into several categories. A number of obvious difficul~
ties at once present themselves. Whereas investigators such as
Birkhoff work with relatively statie material -- works of srt =~
the measurement of the capacity to produce or interpret works of art
introduces the variable of human behavior. The problem ia one step
further removed im point of accessibility, though its fundamental

guestions are not dissimilar., Weshburn shows some apprecliatiom of

this when she writes :27

26
I). Wo Erallg QEQ q;tbg Pq B?O

27
Margaret Floy Washburnm, "The Psychology of Esthetle
Experience in Music," Addresses and Proceedings, Natiomal Education
Asszociation of the United %ate’s,'LIV, 1918, pp. 60Q-08,
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: It i= only & moderate statement of the difficulties
- involved in the psychology of music to say that the problem of
human enjoyment is one of the most puzzling that psychology en-
- gounters; the problem of esthetic enjoyment is harder than that
- of any other form of enjoyment, and musieal enjoyment is apparently
the most mysterious form of esthetie enjoyment,

By and large, most efforts at measurements in this area
have been based on theory which might have been inherited from
Pachner, and have fallen into the expected errors and limitations
through an excessive zeal to be "guantitative™. There have been

noteble exceptions, The Max Schoen Tests of Musical Feeling end

Understan dinfs employ an objective '!;ashniquo and yet do not confine
thamsolves to sensory ‘aata. Bamremgg has made an intaresting
application of psycho-anslytie technique in sttempting to explainm
the absence of aesthetic capacity. Hevner has carried out a
. eomprehensive progrem that is delimited to the field of appreciationm,
o but yet shows a grasp of the breadth of the preblem.m But the

quantitative approach may be examined.

28
; Max Schoem, "Teats of Musical Feeling and Understanding,”
Ia_g__r of Comparative Psycholozy, V (February, 1925), 31-58. Also
; soo Eax Schaen, "The Validity of Tests of Musical Talent”, Journal of
: Py , IIT (4pril, 1923}, pp. 101-21. ,

29
Siagfried Bernrel&, "Zur Psychologlie der Unmusikalisecher,"”
ie :

e, XXXIV (September 28, 1918}, pp.

Kate Hevner, "Appraciatior of Music and Teste for the
dppreciation of Music," Studies in Appreciatiom of Art, Part IV,
University of Oregon Studies im College Teaching, I, Bulletin 3,
{February, 1934}, pp. 83-150.
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| The Seashore Theory .~ Samhorum proposes & "rigid and
verifiable base" from which all measurement im the sesthetics of
mzsic may begin, on the assumption thet "beauty in musie consists
in artistic deviation from the regulsr, the rigid, or the fixed

in each attridute of sound , . . Everything that is conveyed from
ginger or pleyer to listener as music iz conveyed on the sound
wave. The scund wave may be intercepted with the camera, recorded,
enalyzed, and measured with a high degree of precision". Variables
of the scund wave are four: frequency, smplitude, duration, and
form, "These are the four and the only 'plastic media® in terms
of which beauty or ugliness may be created in mmsie". Mther,sg
"ewgrything in the way of musical expression that the singer conveys
to the listener ias conveyed in terms of the sound wave™. Finally,

concerning "Esthetics as a Normative Salence" he states :35

31
Carl E. Seashore, "A Base for the Approach to Quantita-
tive Studies in the Assthetics of Musie," imerican Journal of
Baychology, XXXIX (December, 1927}, 14l. |

22

_ Carl E. Seashore, %asuremsnu on thn Expression of
 Emotion in Music," Proceedings. - of Seiences,
zx:, (1923}, 323,

38

Carl E, Seashore, Psychology of Musig, pp. 377-82.
Kew Y‘a_rk: MeCGraw~-Hill Book Co., 1938,
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For the purpose of classifieation and deseription, the
coming musical estheties, which is based upon experimental science,
may be divided into four aspects, namely, the musical medium, the
- musical form, the mmsical message, and the misieal response. . «

The musical medium is the musie proper as exeeuted in the form of
physical sounds which have their physioclogical and mental correlates.
- Esthetics aceepts the scientifie approach to the medium as physical,
psycho~-physical, physioclogical, and psychologicel. , . « It begins
with the classification of the physical characteristics of the sound
wave and carriesz this classification through the physicel sounds, as
- mediated through the physiologicsl orgsnism, as responded to by the
- psychological orgenism in sensory experience, and asz reproduced and
~elaborated in mewmory, imaginatiom, thought, and emotional drives in
their marvelous possibilities of intricate relatiomships, But let
- us not delude ourselves into thinking that the situetion is simple or
solved. « « + The mental process never corresponde exastly to the
phyaical event, and it is in this situation that the real problem of
the psychologist begins in the task of diseovering law and order in
the deviations of the mental event from the physical event . . . .
But the composer, the performer, and the listener all desgl with the
physical medium and all the theoyies of form and imberpretation of
message and response must in the long run bhe grounded upom a true
cognizance ¢f the nature of this medium snd its possible roles. . »
» The musician is primarily concermed with the nature of musieal form,
the orgenization of its art principles, its development, and the
theory of art cbjeetives. . . . The problem is primarily that of the

 ecomposer; but the composer, like the architect, is at the mercy of

~aveéilable materials, competent workmsmship, and adequate resources of
all kinds, . . + The scientist, however, makes his entry into this
field by critique of comcepts and by reducing sspeets of musical
form to concrete issues which msy be treated exhaustively in the
laboratory for verification, critiecism, and adaptation, and evem
- for the development of new forma. . . . The musical messsge is thet

- esthetic experience -- be it feeling, ideation, impulse, ecraving,
wish, aor inspiration -~ which the composer in the ffrst instance and
-~ the interpreter at the next level desire to convey to the sudience

~ through the form given by the mmsical medium. . . . The eathetics of
-~ the message, therefore, becomes the psychological analysis, interpre-
tation, and explanation of the musieal experience of the sender and
the receiver of musie, in terms of content. . . . The same line of
thought that has been outlined for the message applies, im a general
way, to the interpretation of the response.
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Concerning the musieal mind, Seashore writes 134

The point of view here presented as & result of
laboratory experience is based upon the analysis of the musieal
medium <= the physiesl sound. This rests upon the assumption
that a musical mind must be capable of sensing sounds, of
imaging these sounds in reproductive and creative imaginmation,
of being arcused by them emotionally, of being capable of
sustained thinking in terms of these experiences, and ordimarily,
~though not necessarily, of giving some form of expressionr of them
in musical performance or in creative music. In this objective
approach, we muat keep in the foreground the fumdamental fact
that the musical mind does not consist of its dissected parts,
but in sn integrated personality. In ite evaluation we must
always have regard for the total persomelity as funetioning in
& total situation, Musieal talent is not one, but & hierarchy
of talents, breanching ocut along eartain trunk lines into the
rich arborizationm, foliage, and fruitage of the tree, which we
eall the "mmsical mind", The normal musical mind is first of
all a nommal mind, VWhat makes it musical is the possession, in
some degree, of those capacities which are essential for the
hearing, the feeling, the understanding, and, ordinarily, for
some form of expression of masic.

Analysis is then made of the musical mind into semsory capacities,

masienl imsgery, musical imagination, musicsl memory, musical
intelligence, musical feeling, and musical performance, Con-

giderably more comment is devoted teo "gquantitative™ treatment

34
Ibid., pp. 1=8.
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of sensory cepacities than other factors of the musical 1:111:4.(1.2"'5
' The psychological attributes of sound -- pitoh, lowdness, tims,

and timbre -~ correspond to the physieal cheracteristies of the

35

Ibid., p« 12, Seashore has a triek of specious
analogy which iz apt to deceive the umeritieal. In defense of
his smalysis of the musical mind he compares botenical clsssif{-
cation te physical anslysis: "The esthete . . canm ignore the
atom, but the botanist ecannot” (Ibid., p. 11}, Similarly, he
gives a critie of his tests the odor of gquackery in the sentence
- "Let me designate his theory as the 'omnibus theory' and mine as
the 'theory of specifies', somewhat on the smalogy of the dis-
timetion between curealls and speciffes in drugs* (Ibid., p. 383).

With no desire to present an argument ad hominem, any
‘statement of Seashore's positiom is incomplete without some notice
of his attitude toward the whole problem, =20 remarkably does it
¢dloxr his thinking. At one point, in deriding eriticiem of his
atomistie position, he ridicules "the esthete, whiffing and raving
about the beauty of the reose” (Ibid., p. 11}, This type of

dietion is on & level with the political lampoening of "professors .

in government" who are always in seademis garb, weak-chinned,
bespectacled. In the prefase to his Psychology of Musie (p. xi)
he descrives the change that has come about {m his attitude toward
music over a fifty yeer pericd: "Considering what mmsiec meent te
ma then end whet it means to me now after a life career in the
science of music, there comes to me an analogy from astronomy.
~Then I was a stargeszer; now I em an astronomer. Then the youth
felt the power of music and gave expressiom to this feelinmg in the
way he loved and wondered at the stars before he had studied
astronomy. XNow the o0ld men feels the same 'power of mmsle,' but

- “thinks of it in the manmer that the astromomer thinks of the starry

- heavens. + + It 18 not easy to pass from stargazing to technieal
astronomy. It is not easy to pass from mere love and practice of
music to am intelligent conception of it.* All of this carriem
the impression of a man curiously committed to the belief that an
"intelligent conception™ of musie rests solely upon analytie
physics, and curiously proud that he has permitted his artistic
feeling to atrophy.
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sound wavé mentioned above: frequency, amplitude, duration, and

; formm. But there is also an "immer sereen" of complex forms, -~
the senses of tone guality, consopamce, volume, and rhythm,
which must be evaluated by themselves, and not by analysis of
parts, "For example, rhythm depends upon the sense of time and
the sense of intensity, as hydrogen and oxygen combine into water;

yet water and rhythm are practical entities in themselves" .55

Ihe Seashore Tests.- Based on the above theory are
Seashore's Measures of Musical Talent, six in pumber, phoneographi-

cally recor&od.%

In the Sense of Pitch test the listener is
asked to judge whether the second of twe tones is higher or lower
than the first, there being a hundred of such pairs. In the
Sense of Intensity test the seame techn;que iz applied to pairs of
tones differing in strength, one hundred in nuwber. In the

| Sense of Time test the listener hears three clicks marking off
two intervels of time, and is asked to judge whether the second
interval is lomger or shorter than the first; one hundred items.

In the Sense of Consonance test judgment is raquired as to the

better one of each of fifty pairs of two tone combinations. The

Sense of Consonance test was replaced in the recent revisionm

36
The original Msasures were recorded om Columbia
Records No, 47536, A7537, A75638, A7538, 478540, 53005D, New York:
Columbia Graphophone Co., 1919. The revised Measures are recorded
on Vietor Records 450A to 455B inclusive, and comprise two series,
Camden, ¥,J.: The RCA Vietor Co., 1939.

7 Cemden, W. J.: The RCA Vietor Co., 1939.
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by & test of timbre, after arousing a storm of proteszt too furious
for even the test author to westher. The directions for this

Measure of Musieal Talent eontain the remarkable statement that

"This calls for a judgment on blending, smoothness, and fusiom,

apart from the feeling of like or dislike, and gpart from theory

or feeling of musical value">C (italies by the present writer).
In the Tonal Memory teat the listener is reguired to record by
number which tone of & series was changed in the second playing;
fifty items. In the Sense of Rhythm test judgment 1s requested
on whether the second rhythmie patterm of a pair was the same as
or differed from the first; fifty items,

Or;t;a;aml of the Theory.~ Almost eighty years ago,

Helmholtz, in discussing the relationship of musical tones, wrote ::59

_ Henece it follows, and the proposition is not even now
sufficiently present to the minds of our musical theoreticiana and

hia’carians - tha@ the s stem of Sealesb_modas _and Harmo ie Tissues

le st p o » Tos gult of ﬁi prinoip ai ‘?.hi" Aave

e al Towa City,
Ta.t tfnivorsity of Jowa. No publication dat_n. presumably 191,

39
Hermann L. F. Helmholtz, On the Sengations of Tome,
po 235, Fourth English edition, translated by Alexander 7, Ellis.
London: Longmans, Green, and Co., 1913, (First German edition
1862) .
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Pn\low has emphasized the same point. Prallu also mentions the

"pisk of mistaking a physical aceount of vibration rates for
agsthetics itself". mwayﬁ inveighs against "abttempis to carry
‘over alleged acientific findings about sense material into
esthatles™, Cooke questions the ultimate vaim of any sclantifie
inveastigation in the field of axt:w
: *  SBeisnce may investigate process and cansation. She may
tell us of the physical properties and beheavior of color and of
gound, of its tranemission to eye and eay, She may wex enthusi-
astic over the muscles of the hand, end the mechanism of the
plancforte; expounding the processes of the trensmitting wirelesa
station, of ethersal waves, of receiving apparati, of the physi-
olegy of the human ear; but when she has done all this, she will
have left cut the musiec -- the origin and end of it all.
But what constitutes seientific methed in aestheties?

Munro, in speaking of the experimental attitude in science, holds

m&z“
40
William Pole, The Philoso of Musie, p. 12. New
York: Harcourt, Brace, and Co., 1924 %sixth edition).
41
D. W, Prall, OP. Eiit-, Pe 10.
42
John Dewey, op. cit., p. 121. .
43

Greville Cooke, Art and Reality, p. 62. Londonm:
Joseph Williams, Etd., 1929. ‘

44
Thomas Manre, op. ecit., pp. 15, 17,
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s s o sclentific method 15 by no meens identical with
the use of X-rays, color-charts, galvancmeters, or any of the
other paraphernalia of particular sciences.. I%t is not identical
with absolute logiecal proof, oxr the working out of a chain of
®necessary" inferenees, like those of geometry. It is not
identical with quantitative measurements. Their utility in most
selentific fields i# of course undeniable, and the extent to which
they are developed is often regarded as the chief eriteriom of a
science's progress. Nevertheless, in dealing with complex and
variable phenomena, such as are constantly met with im biolegy,
paychology, and the social seciences, they are often impossible,
and investigation must proceed, if at all, in more rough and
approximate terms. VWhen erscted into a fetish, aa they have been
by "experimental eesthetics", they usually lead to premature in-
ferences that have a specious air of certainty, and te the negleot-
ing of more fruitful modes of inquiry. . « Another implication of
an experimental attitude in sesthetics will be & willingness to
make the best of materials at hand, as to bhoth data and hypotheses.
- Tag rigorous an insistence on absolute reliability and "objectivity"
of data, too impatient s zeal for universally valid generalizetions,
may be an obstacle in a fileld where these cannot be obtained at
once, if ever, 4s far as objeetivity is concerned, we are gradu-
ally learning that no science, even mathematies, een be toeo sure of
itself. . . offort is devoted now to making generalizations thet
"will work as reliasbly as possible in predieting and controlling
events.

It is evident, then, that science in aesthetics im not
negessarily pure descriptive science with its "facts". Fruitful
and suggestive as Fechner's work was, its limitations were kthe
result of adherence to the deseriptive viempoint: 1t was aesthetics
"from beneath" with a vengeance. Nahwi® traces this tradition

. 46
clear back to Pythagoras. Concerning Fechner, Munro continues:

Milton C. Nahm, The Aesthetic Response: An Antinomy
and Its Resolutiom, p. 6. Philadelphia: -University of Pennsyl-

46
Thomas mo, @EO eit., Pe a3,
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The Fechner tradition in aesthetios . . has usually limited itself
‘to obeerving those features of art and gesthetic experience which
can be deaeribed with high objective aceuraey, such ae dimensions

-~ and votes of preference. This eutomatically excludes the facts

- of greatest comcern to artists and erities: the subtle and
complex ways in which a work of art affects & sensitive listener,
+« « Recent attempts to adapt mental tests to the study of
aesthetic phenomena have tended to perpetuate the chief fault of
the Fechner traditiom: its over-emphasis om gquantitative measure-
ments,

Hence when Seashore insists that every aesthetic effect
in music must be correlated with some variation in the sound weve
he is basing his case on an atomistic associatiomist psyechology

_ that stems directly from the Fechner traditiom. Mursell’ touches
the core of the matter when he pointe out that quantitative differ-
entiation in design rests om "facbors of organigation internpal to
the psychophysical personality, and only secondarily from the

- external stimmli". The phencomenon of art cannot be investigated
without accounting for these factors, which are over-simplified by

48
. associationist psychology. Munro, too, shows that:

the sffect of any percept by itself may be quite differ-
ent from its effect in a larger form. The effect of two strips
of colored paper side by side, or of & simple chord progression is

- no trustworthy sign of what their effects would be in works of art,

- Nor cen one infer from the physiecally measured ratios of light-waves

and sound-waves exactly what effects of harmony or conflict they
will produce; for to¢ many psychic factors complicate the situation.

47
- Jemes L. Mursell, "The Application of Psychology t¢o
the Arts," Teachers College Record, XXXVII (Jemuary, 1936), 291,

48
Thomas Munro, op. cit., p. 63.
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These are serious odstacles to all generalizations, based om physics,
sbout the harmony of colors or of tonea. It should also be remsm-
- bered that laboratory conditions are not apt to be favorable to any
full and spontaneous emotional experience. , « The emphasis of the
recent Gestalt school om total unified configurations, rather them
on isolated factors, is a much more promising spproach to seathetics.
_In such eoncepte sa "configuration" and "redintegration" we are
coming much closer to the apparent nature ¢of a complex aesthetic
response te & totsl form.

\

In the same vein McCall writes:®

Certain more extreme sxponents of this organismic view
gontend that not only any organism is more than the sum of its
- parts, but alsco that sdding test seores is like trying to make a
man by sticking together a head, a trunk, two arms, and two legs.
A reading score cannot be praperly compared to one leg, It is
not a broken off fragment of the mind. In a very real sense, a
reading score tends to measure the entire organism functioning in
that reading situation.

In this conneection it may be noted that Seashore states
~ that the musical mind does not cnnsist of its dissected parts, but
in an integrated personality. As will be shown subsequently, his
‘practice does not follow his theory im this regard. '4nd the
prepaaal that aspects of masical form be reduced to concrete issues
and treated in the leboratory for the development of new forms is
sgarcely credible,

Criticism of the Tests.~ The present study is concerned
~with the Seashore tests gua testa; results achieved with them are
of secondary interest, and are discussed only insofar as they ere

pertinent to the theory involved.

*

49
Willjam A, McCall, Measurement, p. 11. New York:
The Macmillan Co., 1939, ' ‘ '
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As Pratt®®

bhas indlicated, if the Seashore Measures had
been constructed purely to test the capacities of individuals for
.the type of sensory diserimination called for, nc one would find

them objectionable, save in the case of the Sense of Consonance

test. The diffieulty arises when they are advertised &s s re-
liable index of musical talent. Is musical talent awareness of
differences in the sensory araeas tested? 1Is piteh "the essential

medium of muslcal apprecistion and expression?”sl 'In view of

52
the analysis of musical talent that Seashore himself has published,

is he justified in the "uncompromising title" which has caused the
tosts to be "used as a complets measure of musicsl dalent without
protest on the part of the euthor, eand has caused this test series
b0 be guite generally accepted as the measure, instead of a measure,

of msieal talent?" > From these considerations, and on the basis

50

Carroll €. Pratt, : sie, p. 133f. New
York: The MeGraw-Hill Book Co., 4 '
51
Carl E. Seashore, The Psychology of Musical Talent,
Pe 30, New York: Silver, Burdett and Co., 1918, :

52
xb;dl. pr 7"8'

853
Je Co Moos, "The Yardstick Applied to Musical Talent,"”

The Musical Querterly, XVI (April, 1930}, 239.
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of low relisbility and validity coefficients, Pratt> concludes that
ﬁbeat the tésts may have a negative /«Masnastie value: high test
Wsmre’a may or may not indiecate the presents of musical talent, but
low scores probebly indicate its absence. Verno 56 touches on
this point indirectly when he comments that "some musical peopls
or goed performers do not obtain as high aeam# as unmusiecal
people”, After indicating low validity with various eriterfa of
msicianship, and low statistical reliability, he concludes that
"the probable reason for their failure is that the tests deal with
auditory rather tham with truly musical capacities. Musiec cannot |
Justifiably be analyzed inte such elementary features . . . and to
isolate the innate aptitudes from the effects of acquired training
is a purely theoretical abstraction”.

Probably the most severe striectures levelled at the tests
have been those of Mursell. With a vast array of evidence he
attacks both the relisbility and validity of the Measures,"® partic-

ularly stressing the inadegquacy of the Eastmen Study.m Ha

54
Carroll C. Pratt, op. eit., pe. 140.

56
Philip E. Vernon, "Tests in Aesthetics”, Yearbook of
Education, 19358, p. 530, London: Evans Bros., Ltd. ‘

56

James L. Mursell, The Psychology of Music, pp. 289~
299. New York: W. W. Norton and Co., Imc., 1937.

57
Measurement of ical Talent: The Eastman Experi-
ment, Hazel M, Stenton. Iowa City, Ig.: University of Iowa,
1935, Pp. 140, -
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sumarizes:ss

The essential point is that the Seashore Measures of
Musical Talent underteke merely to test the responsiveness of the
ear as a receptor to certainm differences in the sound wave., But
- wa have insisted that musie depends upon ocur pereeptiom of the
dynamic relatedness of tone. Certainly there is nothing in the
validation studies whiceh points im the other direction, or foreces
us to reeconsider our view of the nsture of musieal hearing., If
this 1s the case it is clear why the Seashore Tests are much more
~efficlent in identifying those ineapable of musical achievement
on a high level than in the positive dlaznosla of talent or even
in revealing the degree im which it exists, . . To venture a
summary statement it would seem that the most reliable of the

- Seashore Tests measure acoustical rather than musieal abilities.

Virtually the same data are offered in substantiation
of the claim that musie tests in general have "never beenm proved
up", as has, for example, the Terman Group Teat of Intelligence .59
Saashore has defended his thosisw in a statement pointing out that
his tests are based on a theory of "specifieca™, and have been

validated for what they purport to measure. To validate them

against general musical behavier is to subscridbe to an "omnibus®

58
Jemes L. Mursell, ope cit., p. 300.
59

James L, Mursell, "What About Music Tests?" HMusie
Educators Journal, XXIV (Gectober-November, 1937), 16-18.

60
Carl E. Seashore, "Two Types of Attitudes Toward the
Evaluation of Musieal Talent," Musie Bducators Journal, XIv
(December, 1937), 25-26.
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theory that is "unaeientific". Whieh leads back to the question,

if the tests cannot be validated against musical behavior, eam it

‘be justly claimed that they measure musical talent? Granted that

they measure specifie sensory responses, and it appears that they

do not do that reliably, can musical talent be measured in terms

of "an assembly of atomistie sensqry acoustic abilitiga‘?"‘ﬂ
Diserens and Fine®? pelieve the method te be highly artifieial, and
that reactions to such stimuli do nmot correspond to those in a
genuipnely musicsl situation.

These simple elements are no more music tham the letters
of the alphabet are literature; than & miseellaneous medley of
words are poetry, or an accumilation of building meterials is
architecture. TFor this reason, material, for the experimental
Anveatigation of musicsl effeets on organisms, should always be

- erganized material; that is, it should always consist of actual
,~,msiaal, selections. o
63 ‘

Wyatt makes en interesting point in showing that, while
Seashore rejects validation of teste by "omnibus situations,
diverse and unrelated”, he relies on Stanton's data to show that
the teats are stable measures of cepacities, since, according to

Stentoh, training does not improve test scores. However, the

61
Geza Revecs; quoted from James L. Mursell, The Psychol-
ogy of Musie, p. 300. New York: W. W. Morton and Co., Ine,, 1937,

68
Cherles M. Diserens and Harry Fine, A& Psychology of
Masie, pp. 15-16, Cincinnati: College of Music, 1032,

63 .
Ruth Wyatt, "A Note on the Use of ‘Omnibus® Trailming to
Validate Seashore's 'Capacity' Hypothesis,™ imericen Journal of
Psychology, LII (October, 193%), 638-640.
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"training" with which test scores were compared was vocal and
instrumental lessons, chorus and orchestra, and theoretical
sub jeots,

m.» In summary, the firet difficulty with the
Seashore theory is that it explaing an expressive medium in terms
of its physieal cause: Seashore holds, in essence, that there ie
nothing in musie which was not first in the sound wave. Second,
since we do not hear the sensation of sound, but mental patterns
ereated by the mind through selsction and organization, musieal
talent implies a sensitivity to values that cannot be meassured by
a sensory test. Third, if all the sensory elements funetioming
in musiec could be abstracted and measured, the sun total would not
represent a measurement of musical talent. It is not possible,
as Ogden® puts it, to "measure the comditions under whick & work
of art is preduced and énjoyed by 'pointer-readings,’ . . . there
are too many varisbles. . . The appesl of a work of art is

taynaesthetic.'?

An Alternate Theory

o~ Since “"conslderationa of this

Preliminary S & tio
"kind show us the futility of endeavoring teo build up a seience of

musie by an investigetion of acoustical laws,"®S other means muast

64
Robert Morris Ogden, op. ¢it., p. 21.

65 p, H. Yorke Trotter, Music and Mind, p. 236, Londom:
Methuen and Co., Ltd., 1924. '
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hg sought. Hursellea has suggested that procedures first be
standardized, so as to deal with the ssme function on the seme
level, or at least develop "materials whieh render ycssible
‘cbjectival.y measurable responses whose item difficulty is known”.
Further, tests must be validated by trying them out om the com-
spicuously musical and the conapimly unmsicel. Also,
imrke'm should "aessemble a battery of items which revesal the
‘, processes of tonal and rhythmie integratiom upon which music
depends operating in various directions and on verious levela".
Finally, the most accurate results will probably b& echieved on
an individual teét.
Vernon®", after indicating the diffieulties inherent in
- striet adherence to either the musieal or the seientific attitude,
'auggesﬁs a compromize between the two, pointing ﬁ; the contemporary
approsch to mental life and human nature as a whole as a precedent,
I:Ia insiste that the too phileosophical and too scientifie investiga~-

tors ere werking blindly, and that both the experimenter and some of

66

James ., Mursell, The Psychology of Music, pp. 317-19.
Bew York: W. W. Norton end Co., Inc., 1937.

67
I’hilip E. Yernon, "Method in Musieal Paychology,"
Sy KLY XLIT (April, 193@), 127"'543.
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his obaservers should be drawn from the ranks of well trainaci and
 highly discriminating misicians. They are the only pecple, he
contends, who approximate to underatanding what they hear and

. therefom have a right to speak sbout it; and it is they vho must
;be eonsidered, since they largely determine what musie shall last,
Finaelly he suggests that gemuine mnéi.a capable of producing gemu~
ine musical experience be used. In a later monograph he embodies
the same thought in the sentence "Probably those tests are better
whoase material consists of aetual musical compositiocns . . than

those whick use elementary phrasea and aimple, abstracted dosigna".aa

Disarens and Eine,w it will be recalled, also propesed that test
materisl should consist of aetual musical selections. Prakt,?c
o0, wonders why it has not "oceurred to those interested in the
 measurement of musicel talent to put musie itself to the test.”

4 Propo aaa Alternative.~ The present chapter was intro-
duced with a definition of aesthetics and a deseription of the

‘aesthetie attitude, Ee-examined in the light of the preceding

68
Philip E. Vernon, "Tests in Aesthetics,” Yearbook of
Educatiop, 1935, p. 532. London: Evens Bros., Lid.

69
Charles M, Diserens and Herry Fime, op. cit., loe, cit.

76
Cerrell C. Prﬁtt, OPe Qito, P 146.
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discussion, wherein does the aesthetic attitude, the sesthetic
&ppreach, differ from all of the foregoing? It is lergely a
matter of level. ”Leathetie# begins, " says Prall,w' "where
ﬁechan:lea and physies and biolegy, economics and polities and
ethics, end." The statement that for underétanding we must start
with elements and natural orders snd then proceed to camplex com~
‘binations is therefore objectionable and untenable from this

| - viewpoint, If aesthetics were analogous to the other sciences,
if the deta were guantitative in naturs, if & work of art were
merely a combination of elementé, the view stgtfed‘ above would be
aceeptable. But a work of art is a sophisticated, complicated
pattern, and talent for the ereatic;n, interpretation, or appmciaQ
tion of that work of srt defies atomistic analysis.

. In rejeeting the Fechner tradition, the present study
cormits itself to the type of aesthetiec miysis espoused by
Prall,m ap: analysis into natural basic orders; not elements of
sensation, but orders of perceptionm, orders fundamental to the

relations between sensatiom amd judgment, These elementa are not

71
: D. W, Prall, Aesthetic Judgment, p. 3. New York:
Thomas Y. Crowell Co., 1829,

72
D. W, Prall, Assthetie Analysis, especislly Chapter
II. Hew York: Thomas Y. Crowell Co., 1936. Pp. 21l.
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physicel measurements, but mxa}.ita'tiva coufkent.75 Hence the
structures matural and basiec to the analytie aesthetics of mumaic

are the scales: tcnalitx« ; temporal patterm; rhythm. These

are "netural patterns of intrinsically ordered qualitative
a&emont-s"% which aequire relevance through expression. They are
"systematically related in ordered ranges or manifolds teo which
they belong by virtue of their own nature," and "ecannot oceur

oxcept as exhibiting positions or relations in these orders."
Determinate composition is possible "only im terms of the abstractly

n?5 The purpose of this

ordered aspects of sensory content,
composition is expression, and "its emotional charaecter, its
fg,alivng, that is, the wey it feels to us, is no less genuinely
:'ehjoetiva' than its e¢olors or its sounds. . . . alse no less
objective tham those units of measurement and those strustural
relations to which we confine our atiention in the natural sciences
and their symbolic formulatioms." ©
Criticism.,~ It may be objected that this is but breaking

art -~ musie, specifically -~ down into ancther set of éat&gomi&a,

that this type of analysis is just as stomistic ss that which 1t is

(¢-]
Ibido, Pe 43,

74
Ibid., P 79.

&

75

Ibid. s PDo 135-136,
78

Ihi&o, PP 142-143.

—————
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intcnﬁea to replece. The point iz that assthetic analysis is
not physical emalyeis, nor yet psyechological analysis. Aesthetie
analysis 1s eoncerned with the qualitative field as presented,
psyehological analysis with conditions in response. There may
be, and is, correlation, but not duplication. A gquality 1s not
fdentieal with its physical or psychologiceal conditions,
It may be further objected that if & work of art is
analyzed, the result does not contain something found im the
wholet: the creation includes something that will not resolve into
slmple data, A work of art is an emergent whole, and ean be ax-
Plained only in terms of itself., This has already been snswered
in part in the preceding outline of the distinetions between
gualitetive and guantitative anslyasis. It should be added that any
 process of abstraction omits something. In Prall's words 77
Hothing is the whole truth. . . &1l kmowledge involves
abstraction and enalysis. . . knowledge varies in relevance with
- the choice of what is abstracted, in scope with the magnitude of

the field analyzed, and in determinateness with the degree of
systematic articulation achieved by the analytic procedure.

. Relevance of the Tests

:Sasxm'a:;aramau’?'8 has demonstrated that aesthetie experience

”
Tbid., p. 42.

78

George Santaysna, The Sense of Beauty, Chaps. II-IV.
New York: OGCharles Seribner*s Sons, 1B88.
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mnaistaf of sensucus meteriel, form, and expression., Material
mpy be pleasant end beautiful independent of form and expression;
xm, which is independently a souree of emotion, pleasure, and
beauty, is the synthesis of a multiplicity of perceived sense
slements; expressiom is the emotiomal valus acquired from the
_thing of beauty through the associatiom of present experience with
axternal images, thoughts, and emotions. Specifically, he states:
“"In distinguishing, them, in our sense of beauty, an appreciation
| of sensible material, one of abstraet form, and another of associated
values, we have been merely ‘following the established method of
psychology, the only one by which it ia pessible to analyze the
mind 79
| The material of musie is tone, which must aequire form to
" possess meaning, Stated in another way, material, form, and
expression are comparable to the eensory, perceptusl, and mesning-
ful aspects of experience commonly distinguished by psychologists.
Though a subseguent chapter is devoted to each of the Measures of
Musieal Backgroumd and the capacity it tests, the relations of the
parts of the battery to the theory just outlined may be indicated.

Recognition of Tonality.- Test I measures the ability

to identify the mode -~ major or minor -~ of musiesl selections and
of chords. From the preceding discussion it becomes evident that

the test concerned with the identification of tonality is on the

7o

&

idt ] p‘ 26?!

|
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formal level, measuring relevance of given composition t¢ basic
tonal orders. It does not measure the sensory capacity to detect
‘differences in intonation in the manner of tests of pitch diserim~
ination. }Iaithar doeg it require the recognitiom of specifie
tonality or piteh through a sense of pesitive or absoclute piteh,
Abso]m;& piteh i3 a valusble but not necessary musical _ability,
though, as the result of rather spectaculer exhibitions, laymen
m apt to attach a fictitious value to it; there are times when
yits possession becomeh a disadvantage. Acute pitch diseriminatienm
is very necessary to the musician, but the chances are that if he
can diseriminate between tonalities he can tell whether or not a

tone is "in t\mq”’,m whereas the reverse is not true. Even

-Beashore, in commenting upon the performence of his revised Kaa‘snres

‘ 8l
with respeet to piteh, recognizes this:

Another factor bearing om this issue ia the fact that in
actuel muasic the appreciation of piteh is not sc much a conscious
diserimination for piteh, note for note, as a musiecal feeling for

tonality, the satisfactoriness or unsatisfactoriness in musieal
feeling. :

Musical talent or any other talent must carry with it the

thﬁ sengory capacities reguisite to its expression, or it dces not

80 .
Thig, of course, does not apply 3o those individvals
whose performances suffer from faulty intonation due to improper
tone produetion.

81 :
Joseph G. Saetveit, Dom Lewis, and Carl E. Seashore,
Revision of the Seashore Measures of Musieal Talents, p. 47,
ﬁnivarsity of lowa Studies, Series on Alms and Progress of Research,
¥o. 65. Iows City, Ia.: University of Iowa Fress, 1940.
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exlist; sensory capagities, conversely, need not sustain any
giwu talent, The logie of talent testing above the sensory
Jevel is inescapable.
Bhythmic Diserimination.- Test II measures the ability
to identify the meter -- to tell the number of beats in a measure --
in given compositions, and to determine the eonstancy of tempi --
whether the sapead of thé beat inereases, decreases, or remains
constant, These teats of meter and Yempe respectively are also
~on the formal level, measuring the relevance of given composition
to basic rhythmic orders. They do not contain abstracted rhythmic
patterns -~ intervals of time measured off by clicks -~ but actual
fmuieal material, and sensitivity to the groupinga and constanoy
of the rhythmie pulsations of this material is the functiomn tested,
-~ Constancy and pulse pattern are the principal characteristiecs of any
rhythm. If snything is measured by tests containing pairs of ab~-
stracted rhythmie patterns which may or may not be identical, it 1s
memory., Recalling whether or not the second pattern was like the
’ first does not necessarily involve a feeling for rhythm, and tests
employing this technigue are misnamed.

Drematic Feeling.~ Test IIT, concerned with ‘bhy& identifi-
eaﬁon of thé d:@atis content of given compositions from seleetions
offered, is on the third level, that of meaning, The nature of the

 kinds of meaning involved in mmsic create difficulties for any test

attempting to msasure an understanding of them. Msaning in muaic may
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or msy no% be meaning in the customary verbal sense: "Ard is
pews of reality not to be expressed in other terms."%%  But
smotional sensitiveness to the meaning of musie is such an essen~
t1al ingredient of musicelity that an experimentsl test is more
than Juétifia&. This important funetion is necessarily ignored
ﬁy batteries attempting to measure musicality from an acoustie
basis, whereas the meaning of music is its very essence and reason
for being.

Knowl edge of Musical Literature,~ Test IV measures the
ability to identify the title and composer of certain musical
‘selections. This division is frankly a test of educationm, of
‘"background” in the strictest sense, rather than of musicality as
such, It is justified upon the same ground on which itams of
general information are included in intelligence tests as measures
of brightness. It bears no relation to any aesthetic category,
and {s no doubt unfair to students of restricted training. It
kdeas, however, indicate those individuals having considerable ex~
perience in musie (the probabilities being that the musical indi-
vidual will have been attracted to musie), and the talented but

’unbrained student is proteeted by the remainder of the battery.

82
Greville Cooke, op. c¢it., p. 9.
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Summary

The origin of esesthetic feeling lies in the relations
baﬁwaen sensation and judgment. The science of sestheties is
nefs an. "exaect" sciense, but rather a normative discipline.
E;épértment is possible, however, in art as well as in science,
‘the difference beking' one of means end métariala. Efforte such

a8 Birkhoff's and Seashorae's to base a science of aesthetics
upon. the physice of formalism ignors the comnotative slement in
art and hence are imadequate. The Seashore tests sre objection-

. @ble because as purely sensory tests they have only negative
dtisgnostic value: they are concerned with auditory rather tham
‘xmaical capacities; it has also been shown that they do not
perform consistently.

An aldernative ia propossd to the e:;get approach -- an
experimental technigue founded upon aesthetie analysis involving
natural basie ordera&:of perception fundamental to the relations
between sensation and judgment. In the case of musie these are

 tonality end rhythm. A battery of tests named the Measures of
Musical Background has been constructed to embody this technique.
The first two tests, Recognitionm of Tonality and Rhythmic Discrim-
i&éﬁ“ tion, measure relevance of given compositiorn to basie tonal and

rhythmie orders respectively. The third test, Dramatie Semsitivity,

is concerned with sensitivity to the dramatie content of musiec.
The fourth test, Knowledge of Musical Literature, measures acquaint-

ance with certain representative compositions.
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The history of the measurement of musical talent presents

_an interesting parallel to that of the measurement of intelligence,

which began with the measurement ef isoIatoQ gensory responses, and

‘achieved success, qualified though it may be, only after it teabed

complex aects which were based upon common experience. The present
study represents the latter approach. A deseription of the

construction of the tests is contained in Chapter III,
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CHAPTER III
CONSTRUCTION OF THE BATTERY

Title.~ As stated, the battery is known as tn_w‘maaﬁugg» S &

 of Musical Background., The term Background is used in the widest
gense, The test measuring knowledge of mi.uél literature is the
only one concernsd with the more usual, and ’eulwrally narrower,
in%orpretatien. Hence the tests are not etrictly talent tests,
Qﬁjeetionable featuras of such batderies already having baen noted.
Rather they seek to diseover status as an indication of potentiality,
to suggest what can be done by measuring what has been done, Pure
talent e¢an exist only before exposure to experience, Envirommental
influences imevitably alter it or develop i¢, and it will alter or

) ’d;evelorp according to its capaclty to do se. Hence, while the

,Keasv @8 of Musioal Back . recognize talent, they also recognize

| training, and test both as manifestations of potemtiality. Baok~
ground in any field is judged by performance; performance in any
field is the index of promise,

Test Blanks,- Mechaniocal features of the test blanks
inelude individuwal numbering to faeilitato separste handling of
teats, and provision on each test of space for marking the seore,
rank, and percentile. The title page is detachable. It contains
a graphic record, and provision for a summary of scores, ranks,
and percentiles, The aectual test material in each test begins with

item number 3, numbers 1 and 2 being examples,

41
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Forms,~ The battery is divided into two forms. Form
A 18 intended for tenth grade and above, Form B for ninth grade
and below, including the fourtk..s Both forms were phonographically
recorded. Direetions and announcements for Form A are recorded
by é male voice, Form B by a female voice. The materials for
: Form B sre dmw;u from Form A, and are identical inm charscter and
#equence wh§r¢ used. Directions and test blanks differ, however.
’ﬂm three teats of Form B -= I, II, and III -~ are identical in
comtent with I-&, II-A, and ITE of Form 4, Coples of both forms
are contained in Appendix A,
Recording.,~ The recordings were made by Arthur J.
Havlovie, whose gualifications rest orn many years of private
- experience and experiment. The material was performed for record-
-~ ing by veecal and piano students of the College of ¥Music of Cineinnati,
snd by the Gallege'Symphony Orchestra.

Construction of Test I.- In Form A, Test I, Recognition

ey Section 4, Melodies, the material consimts of four-part

: ‘:abngs sung by mixed guartet; soli by & variety of voices, both

 aecompanied and unaceompenied; soli by a veriety of instruments,
both accompanied and unaccompanied; selections on the plano alone;
and orcheatial selections., A wide variety of materials and media

. are intentionally presented. Form A, Test I, Recognition of

. contains a succession of chords in

mlated and unrelated tonalities. These occuy im various positions,

inversions, and registers, and were recorded from piano performance.
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B, Test 1, Major and Minor, is identical with Form A, Test I,
Seetian A in material content. Appendix B contains a complete

éa'ﬁalog of material. ’
| Construction of Test II,~ In Form A, Test II, Mthmic
Discrimination, Section &, Meter, the material consists of four-

part songs performed by mixed guartet and pilane, and symphonie

~ excerpts played by symphony orchestra. Form A, Test II, Rhythmie

-Piserimination, Section B, Tempo, sombtains material identical with

Section A, Meter, excepting that it 1s altered to suit the testing
purpose: the tempi retard, accelerate, or remain comstant. Form i

B, Test II, Counting, is identical with Form A, Test IT, Section A
in materfal content. The complete materiale are listed in Appendix B.

Construction of Test III.~ In Form A, Test IIT, Dramatic
,}.’,*Q eling, the material consisis of instrumental excerpts from standard

_operas played by symphony orchesira. Foxm B, Ts_st III, Stories and

ng:tura.s, contains the same material, which is catalogued in Appendix B.
Construction of Test IV.~ In Form &, Teat IV, K‘nqw;gg.gg of

&q;{%‘ Literature, the thirty selections ere ’all presented in the

original medium, vocal or instrumental, or a combination of the two,

They occur in order of popularity (see Chapter VII), This test is

iwt included in Form B, JAppendix B contains the complete catalog.
Sources of Data on the Performance of the Tests,~ To

secure Trepresentative data on the performance of the measures, they

were administered to 30¢ college freshmen in the music field
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‘diﬁrihutea propertionately among twelve institutions of higher
f"aaucatian. These institutions and the administrative of fieisl
whoae cooperation mede the testing possible and the date of testing
are contained in Appenmdix D. It will be noted that the institutions
o named represent fouy stetes, and are abhout equally divided among
, e | universities, teachers colleges, and conservatories of music. The
’ toats were also given to fifty-seven college academic Studants at
fho Teachers College of the University of Cincinnati, members of
the general music class of Miss Sarah Y, Cline, on November 26, 1940.
They were further administered to 467 senior high sehool students,
453 junior high sehool students, and 400 intermediate grade pupils
at. institutions al=o named, together with ‘the cooperabing administra-
tive officer and éha date of testing, in'Appenaix D. Thesq_ schools
are divided equelly between metropolitan and comsolidated village
- types, and are six in number.

The Criterion Groupe~ The present study is based upon the
beiier that valid measures of any capaeity will "prove up" against
individuals who obviously possess a high degree of such a capacity.
In other words, such individuals will achleve high scores on the testw.
To test the teats, therefors, they were administered in whole or in
part to forty-two members of verious college music faculties and the
Cincinnati Symphony Orchestra. A complete list of this "eriterien
group™ is contained in Appendix C. The mean performance of the
group on each test is presented in Table III.

The Revised Scoring Ksy.~ Obviously, it was not expected
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that each member of the eriterion group would achieve the maximum
score. However, any concentration of error on any i,m or items
of any test, Knowledge of Misical Litersturs excepted, could be
interpreted as indication of fault in such items. It was arbi-
trarily declded that the snswer given by seventy-five parsent of

the group be aceepted as the correct answer.

Melodies, ne such
, mfeanan oceuxrred, end the original secoring key was retained for
| ~all subsequent scoring.

In Test I-B, Recognition of Tonality, Chesds, items 12,

28, and 46 were judged major instead of minor, or vice versa, by

zevanty-ﬁw pereent of the group. In the revised key, therefore,
either enswer vas credited for these items, Investigation proved
tlm‘ source of thesa errors to be indistinet recording; it is super~
fluous to note that three querters of such a group would not mistake
& major chord for minor, or minor for major, were it clearly pre-
sented for judgment.

In Test II-4, Rhythmie Discrimination, Mster, items 5, 25,

ami 28 were Judged to count by three instead of six by seventy-five

pereent of the ¢riterion group, and items 9, 10, 16, 18, 24, and 27
weres Jjudzed to 'count by féur' instesd of two. Accordingly, either
-answer was credited in thg revised key. This two-four and three-six
-diffieulty will b&‘diaeuasé& at greater length subsequently. Item
2% eaused so much disegreement and error that it was eredited im all
aéaas, the trouble seeming to lie in both bdrevity and indistinet

racording.
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In Test II-B, Rhythmie Diserimimation, Tempo, items 5

" and 19 were judged faster pather than constant, items 8, 9, 10,%15,

20, and 32 constant rather than faster, and by the revised key

' ',',mma were accordingly credited either way. Scme items seem 1‘:0
be too long for their purpose? rubati creep in and create ¢onfusion.

The difficulties arising in connection with Test III,
gga:aﬁie Feeling, will be discussed at some length later, Items 3B,
k‘?, 8, 18, 20, 21 and 2,:2 were marked otherwise than zccording to the
original key. Since in each instance the differentiastion concen-
trated on one of the three alternative choiees, this alternate was
accepted in the revised key.

In Test IV, Knowledge of Musical Literature, there was,

of course, no pos.fsibility for revision of the key. It is pertinent
' té note, however, that of the thirty-six individuals teking the test,
thn content of which had been set up by college teachers ofmaie‘ 88
;a fair representation of what college musie freshmen should imm{ » two
_ kmew all of the numbers, and: the only selection achieving unanimous
rwognitien was Foster's 014 Folks at Bfem‘a.’

Scoring ard Norms.~ The tests administered to all studenbs
were first sgored with the original key, and so reported to the
various institutiona. After the cons‘hruétien of the revised key the
‘mns ware rescored and reported in terms of percentile ranks. These
 percentile ranks were computed for college music freshmen and senior

high sehool (Form 4}, and for junior high sehool and intermediate
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grades (Form B) after compiletion of tables of errors demonstrated
that refinement beyond these divisions would be somewhat useless,
at least with the present data. Table I contains such & compila-
%ion for three tests, and is submitted both as & sample table of the
; Awpa described and as suppert for the practice adopted with respect
‘t@ the calculation of percentile ranks., The number of errors madé
mi osch ltem of the teast does not vary appreciably from one grade of
the senior high school to another. There are exceptions, of course,
but as many in one direetion as in the other. The papers from '
‘which these compilations are taken were selected at random, and
serve to illustrate the homogemeity of the senlor high school group,
| Swmary.- The present chapter states that the title of

‘the battery, Measures of Musicsl Background, ascurately defines its

funetion, which, is the measurement of musical status &s an index of
potentiality., It has described the teat blanks, indicated that the
parformences for the recordings weré by students of the College of
 Musle of Cincinnati, snd set down in detail the relatiomship between
| tha two forms of the battery. The material content of each test was
described. It was noted that the battery was administered to approx-
imately three hundred college mmsic freshmen, and fourteen hundred
pablie school pupils, grades four through twelve, in eighteen insti-~
ktn’t:«iena. It further described the administration of the battery to
a oriterion group of expert musicians, and the construetion of a
revised scoring key based on their reactions. Tests were scored by

“this key, and percentile ranks computed for college music freshmen,
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TABLE I

INCIDENCE OF ERRORS ON THE INDIVIDUAL ITEMS
OF TESTS I=A, II~A, AND III MADE BY
40 TENTH GRADE, 40 ELEVENTH GRADE,

AND 40 TWELFTH GRADE STUDENTS

Ttem Tést I-A Test II=A Test III
Num~ |Grade| Grade | Grade Grade | Grade | Grade | Grade | Grade | Grade
ber* | 10 11 12 10 11 12 10 11 12
Seowal 17 17 17 11 11 5 17 14 13
deves] 7 10 13 12 12 11 8 8 9
50 se 0 9 12 8 35 3'7 34 38 35 57
Bsneel 14 20 14 19 16 12 28 30 36
Tessa] 7 12 16 12 23 18 24 19 28
Besse| 13 13 17 18 28 19 35 39 32
L PP 7 7 12 37 38 35 21 24 2l
. 10eesne| 12 9 6 36 36 36 13 20 18
o Xleees| 15 17 17 34 35 36 22 19 21
“12esee| 19 20 17 36 39 34 15 11 13
134eee ] 12 19 22 24 21 18 21 21 17
14eeee ) 10 15 17 35 35 37 22 19 19
154490 | 82 19 18 17 20 14 26 22 29
16es0s | 19 16 20 29 28 32 15 19 26
174024 ] 24 26 20 24 24 16 28 “23 21
18seas | 27 28 25 19 25 .15 38 34 35
190 | 14 19 14 - 33 33 29 23 25 27
20c0e. | 18 23 20 21 23 21 16 16 19
2lasce | 15 12 10 18 22 24 19 16 17
BRBseaa | 28 16 19 35 39 36 30 27 27
Pdeeaea| 17 11 16 35 32 32
284000 | 10 16 15 36 39 32 *Items number 1
26se0e | 10 21 20 22 24 19 nd 2 of each
2740ea | 22 14 18 31 a7 37 test serve as ex-
28secs | 11 13 13 37 40 36 ples, and hence
294040 | 20 16 18 15 24 14 re not scored.
B30sars 4 12 11 39 38 36
Bleess | 10 8 11 24 25 19
324ses| 6 11 4 23 14 16
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senior high school pupils, junior high school pupils, and intermediate
grade pupils. The ensuing four chapters contain a detailed analysis

of the capacities tested by the battery.
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CHAPTER IV
TEST I: RECOGNITION OF TONALITY

Chapter I proposed a three-fold analysis of music in
tarms uf'tone,:mythm, and emotional content, The present chapter
- is concerned with the reasons underlying the selection of the
ability to reeognize tonality or mode as the capacity to be meas~
‘ wred in indication of potentiality in the tonal area. It is also
goncerned with the defiﬂiii@n of tonality, and the discussion of

{ts characteristica.

The Crucial Gapaaiﬁy.-- Several considerations determined

the selection of aenai#ivity to modal difference as the variable
to be tested. First, the division between major and mimor is the
one that is common to practically all modern music (modern in the
broad historical sense). It is true that séme music is written

in the andient modes, and that some makes use of the pentatonic
scale, but even‘fhough it is recogniased as such by the hearer it
gtil) carries 2 major or minor coloring. (Some individuale highly
trained in classical musical theory may guibble on this peint.)
'Eusic employing polytonaliﬁy or atonality is a rare exception, and
has been excluded from the test. Second, & measure of responses to
’m‘jar and minor is not open to the type of difficulty encountered
§y teats of consonance or harmonie feeling, where reactions are

often determined by taste. Third, the genuinely musical individual

50
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has this feeling: this sense of ﬂm harmonic (not necessarily
what is harmonious) is basie to the ability te think musically.

| It may be cbjested that ome bhinks musically in thinking of a
~’m;lody, but, to the musically talented, any melody implies a
harmony. No teat of piteh variability can touch this funetion;

' tests measuring the capacity to determine the temdencies of tones
V t@ move in certain directions come slosest to it. Fourth and
Y;ﬂnully, the scale, major or minor, and the harmonic tissues that
grow out of it, is the sesthetiec pattern fundemental to the tomal
gl,gmnt of music. These preliminaery remarks delivered, some at-
- tention is due the concept of tonality. |

I)aﬁ,ni’ﬁion +~= Tonality is variously deseribed according
' m its uae, Most freguently, and it is in this sense that it is
here used, it mesns feeling for key., In the hearing or perform-
ance of a composition we feel each harmonie progression, eaoh
mlqtiief movement, in relation to the tonality or key in which the v
'comﬁowition ie written, If it changes key it modulates, and we

: are given a new basis of feeling, a new "aystem of tonal expecta-
tion"™l. The central harmony sbout which the musical structure is
built and with which it ﬁqrmally begins and coneludes is called the
Zonio., Thus in the key of C-major the tonic is the C-major chord
or tried: c=e~g; and all other harmonies in the key bear veariouas

degrees of relationship to this, There are fifteen major keys,

1
Japes L, Mursell, ; ho.
Hew York: W. W, Norton and Co., Inc., 195?.

i ﬂ'f Masic, p. 122,
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‘and each has a relative minor using the same key signature.
?hw flats and sharps of the key signeture simply serve to preserve
~ these family relationships among harmonies at different pitch levels.
Hence a composition mey be iransposed to a higher or lower key in
order to achieve a more comfortable voice range, or for other rea-
‘ 3¢§;, without &ostxoying its intrinsic internal harmonic structure,
It ie claimed by many musicians, and probadly upon good grounds,
that keys have qualities, that the piteh level of a composition
may not be changed without subtracting from its original effect.
Bgnmnia& summarizes this opinion with these remarks:
This emotional difference of sounds does not limit iteelf
%o sounds of varying pitch and modes, it extends itself to the
‘Sonslities, and this, is the opinion of all musicians, without ex-
plaining its peouliarity. It is sufficient to transpose a phrase
%o change completely its characters « . It must be said, however,
that musiclans are fer from agreeing ¢n the characteristic that
mast be attridbuted to each tomality.
This consideration, however, is beyond the secope of the preéon$
. study.
Hence when a composition is in a major key we say that

it 18 in a major tonslity, or if it is in a minor key we say that

2
He+ Beaunis, "L'emotion musicale", Revyue Philoso-
»Egiguo, LXXXVI, (November-Decenber, 1918}, ~ 360,

Cette difféerence emotionelle des sons ne se limite paa aux sons
de diversea hauteurs et aux modes, elle s'etend elle-méme aux
ton alités et ceei de l'avis de tous les musiciens, sans qu'on
- puisse expliquer cette partieularité. Il suffit de transposer
un goreeau pour en changer compl@tement le caractére. . . Il faut
dire ceyenannt que les musiciens sont loin de s'accorder sur le
caractére qu'il faut attribuer & chaque tonalita.
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it 1& in a minor tonality. Compositions are often nemed for

’thair tonality, as Bach's B-minor Mass, Chopin‘'s A-major Polonaise.
~ 8ir George Grove sees key feeling as the result of evolution from
ktha inereasing harmonic organization of modal polyphony, completely
‘ua@planting the less universal values that depended on the pearticu~
lar character of a particular mode., Interpreted aa & strictly
historical statement this is no doubt true, In a broader sense

it is probably more aceurate to ssy that modsl polyphony was one
of several instruments by which key feeling was dlscovered. In
other words, it did not evolve through growth; it was discovered
through experiment. Grove also points out the dependence of form
‘npen tonality for “intrinsic architectural caheranea",4 a point
-that has been conteszsted in recent years.
5

Pratt” discusses tonality with reference to single tones

under the name of octave guality: the striking resemblance of one

tone to another even though they are separated by an octave in pitech.

3 Grove's Dictionary of Music and Musicians, Third Edition,
Vol V, p. 386, New York: The Macmillan Co., 1928,

4
Ibid X loc.cit.

5

Carroll C. Pratt, The Meaning of Music, pp. 63~71.
Naw York: McGraw-Hill Book Co., 1931,
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kﬁb‘indieates.thak it is one of a number of qualitlies which come
into being as the result of the relationship bhetween tones, and
nropaxly identifies it, not as a simple auditory attribute, but
as an attribute of tonal form. Tonality tbus defined, the claim
 0£ this study that a test measuring the ability to recognize major
and minor tonalitj is en the perceptual level gains additionsl, if
ﬁnneaeasaryg verification.

Moda;itz,- Whereas the tone C possesses qualities which
tﬁ#ntify it as C from octeve to octave, the sesle besed upon C or
the triad of which C is the fundemental must be heard in order to
make it recognigzeble as C~minor or Gémajor. The (tonic) triad

is made up of the tones on the first, third, and fifth degrees of
ﬁhc scale., If the third is a major third -+ two whole tones -~
iabova the first degree or keynote the triad is major; ;f the
third is a minor third -~ one and one half tones —~ above the
firet degres or keynote the tried is minor,’ In the major scals
¢ertain distances ere established between the steps, in the minor

scale certain others are established. Radfieldv points out that

é
For a gp@d teehnical explanation of this, see Grove's
y 293 ¢ AR T o ’fhird Eﬁi‘ﬁiﬂn. v@lo III’ P,

7

' John Redfield, Music: & Seience and An Art, pp. 187-88,
Feow York: Alfred A. EKnépf, 1928,
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in using our present msjor and minor modes we have retained dbut

two ~«~ the Ionian and Asolian -=- of the twelve modes that are
~found in the natural' scale, all of which differ melodieally.

Onie explanatiom of this h&é already been noted, -~ that to our

gars all of the ancient modes imply one or the other of the
modern ones, Trotter® develops another:

; Chureh musiec was of Greek origin, and Greek mmaic
belonged to the Asiatie and not the Buropean gemus. X% would,
therefore, owe its origin not to the consonant instinet, which
gave us our popular art, but te other causes., In EBastern art
there may be traces of the consonant instinet, but it has not

- the moulding power that it possesses in our Western musie, . .
As we have seen, Westarn music is largely founded on the
instinet for comsonance, and thersfore, the secale formation
mast spring from the cherd, and a&s there are only two consonant
chords -- the major and the minoy -- there will only be two
soales, the one beving ass its besis the major, the other the
-minor chord, But where there is no such basis, there may, and
probably will be, any amount of different sesles. ., . Againm, in
Western music the instinet for consopance and the character of

- the dances, which dictated the rhythmic scheme of the masiec,
made it imperative that there should be a certain centre, around
which the soumds might be grouped, and that this centre should
stand out &s a home from which the muasic sets out, and to which
it must return. The idea of key would, then, im ths firat

- instance be not so much the use of certain sounds making a scele,
~ am a central sounf around whieh other sounds cirecle, and which
mat be reacked before a sense of repose is gained, But in the
Eestern art there is no such insistence on key-centre.

Fe goes on to show that, after harmony grew out of the
masie of the people, and counterpoint out of that of the Chureh,
& fusion came about to make ome art with its "combination of

. ‘meledy, barmony, end counterpoint in one great rhythmiec scheme®™.

8
T, H. Yorke Trotter, Music and Mind, pp. 100-06.
London: Methuen and Co., Dtd., 1924.
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The modes of the Church disappesred in favor of the modes of the
neeple.'
| 4 eonsidersble amount of theorizing has been done
: ‘eoncerning the relationship between the modes. Hiemanne
’ra;;resenta the exirems viewpoint in considering them opposite in
~'all things. He analyzes the major triad as e minor third super-
imposed upon & major third, the miner triad as a maier third
superimposed upon a minor third. Major trisds or cherds he
nanes by the root or lowest number, minodr by the fifth ox highest -~
contrary to genersl usage. Thus C-major is ”_%b;m"' ("over o"},
A-minor "unter e" ("under e"). For Riemann, therefore, works
such as Schubert's B-minor Symp phony are improperly named.
Durakkords (major cherds) he nemed Oberkiangs, Mollakkorde (minmor
chords) Unﬁarklm" .,
wgiblingerm quotes ﬁ?.lpe as holding Riemann's viewpoint
== "Der Mollakkorde ist also nichts a;n,dern als die Umkehrung des
Durakkordes" ("The minor chord is thus nothing more than the
“inversion of the major chord"}, Waiblinger himself feels that
major has one center, xﬁinqr two ("Dur ist zemtrisch, Moll ist

bpimntrisch“).u The major chord, he explains, haa & single

9
~ Bugo Bilemann, Elementar-Schulbueh der Harmonie-Lehre,
Pre 9=10. Leipzig: Max Hesses Verlag, 1806.

10
Erwin Waiblinger, "Dur und Moll", Archiv fﬁLdia
gp_aam*ba Psxcholoﬂa, XXIV (August 13, 1913), 7.

11
Ibidc’ p' 150
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. tonie, its root. The minor chord has a double reference,
namely the root and the third, the latter being the root of
4tes relative major.

Concerning the Germen words for major and minor (Dur
and Moll, that is, bard end soft) K‘ﬂlpom explodes an ancient
myths

An especial importance attaches to the two great chord
syatems at present employed in pelyphonic mmsiec, the major end
the minor, or, asg they were origipally called, hard and soft
{German dur snd mell}. As at first applied, the nemes did not
refer to a difference in the compound clangs, but were simply
different terms in musical nomenclature, indicating & difference
of scale, The sequence of f g a benatural (b aum} was desige
nated hard; and the sequence of £ g a b=flat (b b molle} soft.

It is evident that the two words were primarily uneé in guite
different meanings from those which they bear in modern music;
- and it is importent to keep this faet in mind when we are
tempted to draw an inference from the original names to the

. character and musical effeet of the chords.

Mood Effects.~- Britan's’" statement that "the most
subtle effect of any of the harmonle factors in music is the
paychological effect of the major and minor modes™ will find
little contradletion; disamgreement will arise only when attempt
is mede to account for this effect. Britan explains it on the
‘basia of mental interpretaetion fixed by custom and habit, return-

ing to the Greek modes to prove his point, admitting, however,

) ¥P. 89?"’930
Trenslated by E. B, Titchener, New ark., The Macmillﬁn Co., 1901.

13
H. He Britan, The Philosophy of Musiec, p. 133.
Hew York: Longmens, Green, and Co., 191l.

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

57



that there was still a subjective factor his theory did met

: mammﬁ for. It is well known that the Greeks considered certain
of their modes equivelent to our major to be soft and effeminate,
others similar to our minor to be menly and warlike. Plato makes
‘& definite point of this in his Ropublic. Beeunis™® foels the
digtinetion, but ends or a note of unscertainty in the statement that

In our modern musie, the major mode, more luminous, evokes
a feeling of repose, of fullness, of satisfaction; it is gay,
‘bpillisnt, open-bhearted, whereas the minor mode, more sombre, .
shadowy, is accompenied by a feeling of unsertainty, of confusion,
of sedness ~=~ it is more indeterminate, melancholy; agitated, more
moving. But there again, in viewing the evolution of music in
ratrospect, one will find the difference of race, and one will

-~ arrive at conflieting conclusions.

15

Tanzi™ Dbalieves that

14
H, Beaunis, gp.cit., p. 360

- Dans notre musigue moderne, le plenitude, de satisfaection; 1l est
£8i, brillent, ouvert, tandis gue le mode mineur, plus sombre,
comme sssourdi, s*saceompagne d'un sentiment de vague, de désarroi,
de tristesse, il egt plus indétermine, melancolique, inquiet, plus

- amouvent. Hais la sucore en remontant dans 1'évolution musicale

~ on retrouverait des différences de race et on arriverait & des
gonclusions opposées.

‘ 15 ‘

EE AR Eugenio Tanzi, "Conecerning the Perception of Musical
Chords" (™9ulla percezione degli accordi musicali®), Rivists di
Filosofia Scientifiocs, VI, (1887), 174 - 75. |

Le diversita della portata emotiva attribuita ai due accordi nom &
eerto convenzionale. L'estetica, coi suoi precetti, nen ha rstte
‘altro che riconoscere une legge naturale. Carlo @ouned (non e
eome fllustre musicista che lo chiamo qui i\.n causa, ma come acuto
osservatore della proprie emozioni) all'*eta di cingue o aei amni
distingueva gid cosi perfettamente la nature dell ’impreasione
- guscitata in lui da claseuno dei due accordi, che designo un glorno
spontenesmente quello in minere come l'aceordo che pienge. Ie ho
potuto verificare usm fatto analogo in persone, che ‘mélla aspevanc
41 musica, e che tuttavia riescirono senza difficolta ad indicermi
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The diversity of embdtional quality attributed ta the two
‘¢chords is not conventionally fixed. Esthetics, with its injunctions,
~has not done other than to recognize a natural lsw., Charles
Gounod (it is not as the illustrious musjcian that I name him in
this ease, but as an acute observer of genuine emotions) at the age
of five or six yeers already could distinguish perfecetly the nature
of the impressiom aroused im him by each of the two chords, that
- indicated as spontaneous lightress, that in minor as 1'accordo che
plenge (the chord that weeps). I hed means to verify an analogous
fast persomally, that, kmowing nothing of musie, one might neverthe-
less succeed without diffieulty im indicating whieh of the two chords
heard might be in major, and whieh, instesd, in minor, being pre-
viously informed that the ome would be gay end the other sad. There
are always some, naturally slightly musiesal, who remain perplexed in
“Judgment, but onea must not conclude from this that in them the two
sensations run together in the same mode.

| Heinlein'® has substantieted this in showing experimental-
: ly thﬁfz most ﬁaopla‘a.tseriminato batween the modes in terms of feeling-
: tbns. Such resctions were found to be extremely variable, both
mj.eally trained and untrained individuals confusing the qualities
-of the mdaé. Chords in the upper register called forth more major
| responses than minor, regardless of mode; chords in the lower
/register galled forth more minor respomses them majoy, regardless
of mode., Loud chords under relative intensity changes evekeﬁ major
‘responses; soft chords, minor. Heinlein concludes from this that
~ there is ne l'accordo che piemge, that the modes have no intrinsiec

eharacter.

guale di due accordi ascoltati fosse in maggiore, e quale inveee
~in minore, essendo preventivamente informati che l*uno era gaio

o ltaltPe triste. Vi sono tuttavia certuni, nature poco musicall,
- ohe rimangono perplessi nel giudizio; ma non devesi inferire da
guesto che in esse le due sensazioni decorranc nall'identico

m‘l@o

16
Peaul Christien Heinlein, "The Affective Characters of the
Major and Minor Modes in Musie"™, Journsl of Comparative Psychology,
~ VIIT (april, 1928}, 101-42. ; .
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Valenting 17 reports experimentel evidence showing that:

The major third and the minor sixth wae described as gad
twige as often as the mincr third and major sixth.l8 Even when the
third note is added in these experiments, and the chords ¢ ¢ g and ¢ e-

. flat g are played, the major chord is still termed sed even more

. fregquently thean the mineor, though, judging by his own introspection,
the present writer is greatly surprised at this result., ., . This
supports the view that the usual effects for the minor key for modern
Buropeans sre not due to any naturel effeet of the minoy intervals
taken alone. We may suppose that the custom of setiing sad songs to
ninor keys originated without any felt suitability of the key to the
ldeas, but that graduslly, by repetition of the associationm, we have
~gome to conneat the two, so that a piece of music in a minor key now
rsually appears to us sed or plaintive. In favor of this view, thab
there is nothing imherently sad about the minor key, we have the fact
that even in some civilized countries the major key is used for sad
songs and the minor sometimes for quite cheerful or even meery ones.
» & Further, it is asserted that the musie in the minor key played
by some primitive peoples, while sounding sad and dirge~like to us,
doss not appear to be s¢ to the natives.

19

Hevner,” employing a technigue {n which the materlal

\ 17
: C. We Valentine, The rimental Psychology of Beauty,
po l%q Lonﬂon% . Co» anﬁ E. G. Iaek; I&tﬁo, },91,9. ‘ )

18
It has already besn noted that the third is the "color-
tone"” of the triad: the major or minor quality of a chord is
determined by the distance of the third from the root or prime, The
- impression of one mode or the other can be given by sounding the root
and third of & chord, omitting the fifth, which was Valentine*s pro-
gedure in order that he might invert them, Inversion is accomplished
by raising the lower of the twp tones ap octave, or lowering the upper
ona an octave. Thus s third inverted becomes a sixth, me jor intervals

minor, and vice versa,

1@
Kate Hevner, "The Affective Charaecter of the Major and
~Minor Modes in Musie", A Jo _of Psycholpgy, XLVII (January,
1%5}, 103-18.,
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consisted of ten pairs of compositions ~- each palr being two
versions or' the same composition, one major, one minor -- played
on the piano, found from the raépenma of 205 listeners that "all
-0f the historically affirmed characteristics of the two modes have
been confirmed". Factors of musical background and training,
masical ability (based on results from the Seashore tests), and
: i’ntelliganm were found to be influential but ndt‘ essential in
Judgments of meod e\freet‘»a,. The most obvious weakness of the study
lies, of course, in the assumption that a compositien written in a
major tonality may‘ ba‘tmnaeriﬁe& into minor with no injury to its
' content. It was a parﬂaaﬂy legitimate and feasible musical
‘ yaaxerciue, and seemed, no doubt, to offer perfect equation in the
| m‘te'ri;als used. But the factor to be mqasur‘ca was affective
csharacter, not identity of tonality, and the present writer seriously
doubts the aesthetic validity of "historieslly affirmed character=-
iiaﬁicvs" achieved by the seemingly olever Gevide of pulling a
,wmpasition willy-nikily from one mode into an.cther.
Reaction Time.~ Of mo direct pertinence to this shudy,

but an interesting fact that may be noted inm passing, is the
difference in reaction time to the two mocdes. From the results of

1¢e

two series of experiments Kg_lpa reporta the reaetion time to minor

~ chords as slightly but constantly shorter tham to major chords.

19
Cawald Kﬁlpe, op. eit., p. 284.
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'fgnm‘.m has noted the same phenomsnon.
| Harmonic Feeling.~- The opening peragraph of this
| ghapter devoted some mention to the difficulties enccuntered by
t.nta attempting to measure feeling for consonance or dissonanoce,
owing to the impossibility of establishing eriteria that will not
~erumble if set down upon the shifting sands of taste and training,
| no matter how well grounded in theoi-y they may be. It matiters

21 that

: nat how meny psychologists point out, as has Seashore,
-masical harmony is the result of historical evolution, the de~
velopment of scales and modes, and that consonance depends uponm
the degree of sound wavea. The indubitable fact remains that a
teat of musical eapacity must measure potentialities of reaction
toward musieal phenomena, not towsrd physissl abatractions, ‘
Musical comsonance and dissonance may have acoustical explanations,
“n but the growth of musical feeling for consonance and dissonance
will never be guided by them. What was dissonsnce for the Gresks
is consonance for us; what was consonance for the Churchmen is
dissonance for us. Marsel1?? has devoted some pages to a very

i excellent summary of the theory of the tonal foundations of musie, ,

20
Eugenie Tanzi, op. cit., loc. cit.

2l
Carl E. Seashore, Psyshology of Muaie, pp. 125-26.
New York: MeGraw-Hill Book Co., +ne., 1938. ’

b3 .
James L, Mursell, op. c¢it., Chaps. II-III, especially
. 81-99. ‘

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



Host important, he indicates, is the fact that consonance and
dissonance are highly ambiguous terms, resuliing in confused
thinking in all quarters. He reviews Helmholtz' theory of
beats underlying the criteria of smoothness and roughness;
Stumpf*s theory of fusion, == the exxenﬁ to which the toneas
of an interval sound as one; Ogden's theory of racial adapta~
tion; and Lipp's theory of relational structure. In sumary,
he concludes that:

Interval effects are determined by our perception of
objective relationships among tomes. . « Intervals constituted
by the simple ratios are felt as wore c¢losely related than those
constituted by more complex ratics. . . Interval effects are

~certainly not all the seme as the resolution tendencies en-
countered in music. + o Interval affecta are permaneny and ob~
Jeetive.

Chords as Test Materisl, =-= Certain experiments have

already been eonducted involving the percsption of chords. In
a study concerned with the recognition of major, minor, and mis-
tuned chords in all positions, Farnsworth®> found that mistuned
chords ere judged minor more often then mejor. He hazarde the
suggestion that this fact may account for missionary reports of
thg'wida use of miner by primitive peoples. Major and mistuned

chords were found to be more easily identified than minor,

23
Paul R, Farnsworth, "The Discrimination of Major,
Minor, and Certain Mistuned Chords®, gggggg; of General Pay-

chology, I, (april, 1928), 377 - 7%,
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Farnsworth suggests that this may be explained ﬁy the fact
that major chords are common, the mistuned ones "off". The
aﬁwmnt is unfortunately open to criticism on the ground
that deseripitions of major, minor, and mistuned chords as
"active™, "sad"™, and "neutral"™ are highly questionable with
respect to both truth and adeguacy. They are identical with
those earlier employed by Meyer '8’4,

Oxtmann®% reports an experiment involving the recog~
nition of muaical intervals, in which it was found that minor
intervals were consistently more diffieult then major. His
eonelusion that reecognition of interval is & memory function
which may be improved by study refers to interval width as
wall as meodal guality.

Conaidersble space has been devoted in these pages
to the criticism of the use of isolated tones or tonal pat-~
terns as test material. The following points are therefore
submitted in defense of their inclusicn in the measures under
discussion:t

(1} In testing the sbility to diseriminate between

24

Max ¥, Meyer, "“Speecial Ability Tests as Used in
Missouri”, Psycholegical Bulletin, XXII, (February, 1924},
114 - 16, | ‘

Otto Ortmann, "Notes on Interval Diserimination,"

Pesbody Bulletin, XXVIIT (May, 1932), 45-46.
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major and miner chords, recognition of the guality that makes
of a chord an entity is measured. A chord may be a complete
musical faect.

(2) The use of chords supplgmenﬁ the use of mslodies
in measuring such diseriminetion. Too many individuwals will
-achievae perfect ecorea on the meledies for the latter to repre-~
gsont a sufficiently wide scale of measurement. The melodies
are 'mmssm far the lower levels, but the chords are equally
necessary for the higher ones. &héir' difficulty haa intention-~
ally been inoressed by arranging them in eertain sucecessions.

(3) Identifying the mode of a chord ae suck is not to
be alaase& with identifying its moie through questionable de-
seriptions of affective content, for it is simply and solely
the recognition of an aesthetic pattern basie to musie. Kor

\écwa it reguire the technical training necessary for the
recegnition of intervel width.

(4} Practiecal experiment has revealed the utility of
the use of chords. Heference has already beern made to the
relatively high correlations with achievement in sight singing

and dictation reported by Taylor.a&

26 '
Elizabeth M, Taylor, "A Study of the Relative
Values of Certain Tests for Prognosis of Achievement in Sight
3inging and Dietation", ppr. 21, 24, Unpublished Master's
thesis, Teachers College, University of Cincinmati, 1935, The
reported r for sight singing was .477, for dictation .596.
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Summary .~ The ability to recognize major and minor
tonalities was selected as the capacity to be measured in
| indication of potentiality in the tonsl area boéanm it pertains
| to the tonul division common te almost all musie, because it
avoids the diffieulties encountered by tests of copnsonanee and
, pi‘hek variability, sand because major and minor scales are the
asesthetic patterns fundamentsel to the tonal element of musie.
Tanality was defined as fesling for key, and the differences
in structure and effect between major and minor keys were
outlined, Relations of modern %o ancient modez were establiched.
_ Experimental evidence was introduced purporting to show that the
modes have no intrimsic character, and the fallacy of a physical
~ basis for harmonioc fesling was pointed out. Chords were defended
for use ag test material becauss they incresase the difficulty
Tange, because their use has experimentally been shown ta be
valid, and becayse they sre used in the present test in such a
way a8 to avoid difficulties common to their use elsewhere.
Chapter V will discuss measurement of the rhythmic funetion in |

 music.
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CHAPTER ¥V
TEST IX: RHYTHMIC DISCRIMINATION

Capacities Tested

As will presently be indicated, comsiderable con-

S Tusion attaches itself to the precise nature of the concept
of rhythm, Hence it follows that for the practieal purpose
of the test under discussion certein arbitrary meanings for
this concept and others related to it ~- meter, time, tempo ~--
have necessarily been edopted, Such meanings may not aehieve
universal escceptance, but they are as widely accepted as any
poesible ﬁltmmutbims, and, their limitations understood and
granted, for a consistent theamts;aa}. foundation for the
present study.

It will be recognized by all qualified persons that,
whatever their definition, of rhythm, the phemomsnon is
characterized by impulses or stresses that arrange themselves
into consmﬁnt patterns. The abllity to detect the foym of

. these patterns -~ whether the siresses or beats come in twosz or
threes, fours or sixes -~ is the capacity measured by Form A,
Teat 1I, Section A;t Meter. The number of beats to the measure
is the correct answer for all items. The title, Meter, is
not strietly accurate, since the test is concerned only with the

upper figure of the meter signature. It encounters still

67
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further complication with respect ¢ compound meters. However,
a composition which "eoumts by four" and reeeives four beats

to the measure by the eond_umer and has g meter signature of
12/8 should properly have & signature of &/f.«, 88 has been
shown by Jaqueas-Delcrose J  The test could be more proparly
named Takt than Meter, but for language complications.

Section B, Tempo, measures the capacity to detect
conslstency or inconsietency in the speed of the pulse or
beat patterns., Thus the title does not refer solely to rate
of speed or pace as such, rather to gopstaney of rate, which
ias the more important element of tempeo im reletion to
rhythmie eapascity.

It is contended that these two factors are the most
important snd easiest measured of any involved in the bakie
gesthetic pattern of musical rhythm, a contention that is borne
out by the considerations presented below. They are measured,
not as isolated abstractions, but as funetional parts of actual
msiaal material. Tests of rhythmie ocapacity have heretofore
depended upon the téeﬂnique of recognition of a second pattern
as ldentical with or differing from a first, such patterns being

made up of elicks with silent intervels between. Tests of

1
Emil Faques-Dalcroze, Ehythm, Musie and Education,
Appendix, p. X+ Transleted by H. F, Rubenstein, New York:
G« P. Putnam*s Sons, 1921.
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"time sense" measure the ability to recognize a second time

. interval (silent] as longer or shorter than a first. 4 test
of this character measures a certain sense of the passing br
time, but certainly not a musicsl sense, for ascurate division
of time intervals, whether they be silent or filled with tone,
in musie is dependent upon feeling for constent rhythmic
pulsation, the capacity measured by Test II, Section g « The
"Rhythm tests” referred to above are little bhetter thanA MeMOTyY

testa.

Some idea of the 6vor-

lapping of concepts in this area may be gained from the following
definitions:

Bhythm ~- Thet feature of musiesl compesition: which
depends upon the systematiec grouping of notes according te their
duration. Kind of strueture as determined by the arrangemant
of sush groups.®

Time -« The rhythm or measure of & plece of music, now
marked by division of the mmsic into bars, end usually denoted
by a frection expressing the nnmbar of aliquot parte of a semi-

breve in each bar (tim& si@a’c\mq}.

Tompo == Re,latiw speed or rate of movement; pace;
time; spec. the proper or charseteristic speed and rhythm of
& dance or other tune.

: Td ¥I1II, Paxrt 1, p. 636, Oxfords
The Clarendon Press, 1926.

3 mia., X, Part 1, p. 38.

4 Ipid., IX, Part 2, p. 168,
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Rhythm -~ Italy, France, and Germany have meant by
'rhythm*® the larger distributions of metre, the compesitiom of
the phrase and the periecd., . + In English 'rhythm' means
somsthing more personal. A living sense of rhythm is based
on an expgrienu of getual failure and success; books cannot
toeach 1t,

‘ Those (Accent, Beat, Bar, Period, Tempo) are the

formal elements of time; +they stand over against the substance
of musie which is3 exprezsed in metre. . « Behind form and
substance, and combining them, is rhythm.®

Tempo, term used in musie signifying literally time,
though in practice it has come to mean more often the speed at
which a composition is, or should be, performed.?

Time, the kinda of time, i,e., of invariable rhythmie
molecules underlying each continuous pleece of musiec, are
cl&asﬁ& not only as duple and triple but aleo as simple and
‘8

Tempo, the time signature tells us nothing about the
pace of a piece of musie, for the choice of the denominator
is determined by a tangle of historiecal associations., . . The
 semse of tempo is a larger aspect of body rhythm,®

'a D y of Music and Musicians, Third
Baition, IV, p, 382, New York: The Macmillan Co., 1928,

ﬁ .
Ibi‘aa, v, PPO 545-3“.

: a Brittenica, Fourteenth Edition, XXI,
Pe 929, New l’asrk. Encyclepae&ia Brittanica, Ine,, 19037,

8
Ma, XIX, pe 274,

9
_IMG' XIX’ E’Q‘ 2‘75'
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There is a feature belonging to mueie which has not
yot been desar;bed - that is, its mggmﬁ mvemem&a which we
are in the habit of calling musieal time or rhythm.

Whence, out of this welter of confusion and ambiguity
is to comé order and reason? Trus, musiclans understend each
other in speaking of these entities, no matter what terms they

employ for them, but this does not exouss slovenly philology.
Language is robbaed of one of its prinmecipsl values whem under-
a.tanding of ite meanings becomes contingent upon experience of

| the phenomena represented by ite comcepts. Fossibly some day
:therc will be agreement, either through the wear of usage or the

. mandate of qualified authority, Meantime, thoss who must needs
employ these terms can do mothing save construct definitions

| applying to the purpose at hand, and hope for better days. The
following pages, therefore, are devoted to the analysis,
discussion, and definitiom of these concepts as employed in the
pméent study,

The Concept of Fhythm.- Rhythm, says Pralll

- 10

William Pole, The Philosephy of %sie,, P 160,
New York: Hareourt, Brace and Co., 193&.

11
D. W. Prall,

; G P lMo New
- York:s Thomas Y, cl’mﬂll, Coey Jﬁzﬁ.
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thus seen to consist in its essence in regular recurrence in

‘time. What recurs may alse be a rhythmie form. ,» . The

_ strictly one~dimensional temporal pattern may be filled with
any sort of semsvous content im & rhythmieal patternm appropriate

to this content. . . This emphasie (may) be achieved by pitch

shanges or secent , . at the ecritical defining points of hime

~intervels., ;

Billmthla fdeseribes several inecidents in which the
intervals were not filled with sensuous content, purporting to
show that rhythm ecan appear alome as music (Rhythmus allein

kenn schon sl erschoinen)., These intervals were

marked, however, by some sort of aeccent in order to exist.

Redf1e13}® advences a definition that includes in it &

/

suggestion euriously peralleling Watson's theory of thought
&8 silent speech:

Fhythn is periodicity of stress in auditory stimuli
finding expression in museular reaedion, and must contimue for
& sufficient pericd of time that the muscles may becoms adjusted
to the periodicity. The muscular reactions need not result in
bodily movement, however.

Azein, he states that
thm has to do with the relative streas of mmsical

toneas, and greater stress may be given to a tope either by
secenting it or by inereasing its duratiom: . . There is the

12
Theodor Billroth, "Wer is musikelisch?", Deutsche
Bundschau, IXXXT, (October-December, 1894}, p. 20.

13
John Redfield, Musiet A Selience and an Art, p. 213.
New York: Alfred A. Knopf, 1028,
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W steady reeurrence of the rhythmic stress called accent, repeating
itself with but slight variation in every measure. Musie such
as this is called measured music and the rhyihmie units inte
which it divided itself are called measures..4

R&cmmkm understands rhythm as "the perception of
& temparai form ox patmrn in which individual members repesated
periodically are consistently varied in any one or mors of their
qualitative or guantitstive \aﬂtmbutes", pointing out in

- addition that, while a rhythmie pattern is transposable,

~ unigueness and tramspossbility being two outstanding character-
istice of any gestalt, strictly speaking, the tranaposed pattern
is not the same, though it may be recognizable.

- The statements entered sbove outline very precisely
the character of the phenomepon with which this study is con-

- cerned in its measurement of rhythmic capacity. Rhytlm, for
these purposes, is defined as comsistent periodielty of relative
stress in masie.

Theories of Rhythm.- What rhythm is concerns this

inquiry much less than the measurement of a capacity for it.

Grpvew ealls it "an art of fusion”, and distinguishes betiween

18
: Christian A. Ruckmick, "The Rhythmical Experience
from the Systemetie Point of View", American Journal of Psychol-~
ogy, XXXIX (December, 1927), 368, Ruelmick has comstructed
“what ls doubtless the most extensive bibliography in this field;

ses Amsrisanm Journsl of Psychology, XXV (July, 1924), 407-13,
' 16

Masicisns, Third

 Edition, IV, pp, B82-385, ow York: The Macmillem Co., 1928,
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"parformer's rhythm" which "reconciles im & flash the claims of
the two warring eonstituents of melody,"time and piteh"™ and
"composerts rhythm" which maintains a consistent level in a
musical works Genetically considered, rhythm is the source
from whichk all of mamn's efforts at artistic expression through
mausie, poetry, or dancing has sprung. E’arnaworthl? has de~
veloped an interesting classification of the theories of rhythm
and the authorities eapeﬁﬂng them. Under the first category
comes the theory that rhythm ls aequired throungh various overt
fa,et;ien.a, that there is neo such thing as inherited rhythm.
Exponents of this theery are listed as Max Meyer and Swindle.
Second is the group who treace rhythm to orgenie actiom, such as
respiration and the heart beat. Mentz, Meumsnn, and Seashore
subsecribe to this interpretation. Third is the attention theory,
which states that reguler rhythmie grouping is due to the strain-
ing of attention; accent would be an explenation of the greatest
employment of attentiom. Meumann, Squire, and Dunlap endorse
Shis ipterpretation, Fourth is the expectation and satisfaection
- group, who hold that rhythm differs from emotion in the small
intensity of its moving effect on the subjeet, that rhythms are

. feelings of strained end fulfilled expesctatiom. Authorities

17
Paul R. Farnsworth, "The Development of the Rhythm
Reaction: 4 History", p. 8. Unpublished Master'*s thesis, Qhia
State Univeraity, 1922,
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listed here are Wundt, Zbhart, Spencer end Gurney. Farnsworth
wm& bave sdded Putferi® to this 14at, who also defines rhythm
as embodied sxpectation fulfilled. Fifth is the theory of
kineesthetie seneation, repreasnted by Titchener, Pillsvury,
ougall, Miner, Sesshore, Stumpt, Erueger, Xoffhs, snd
Boltem. Seashore’®, inaluled in two of the categories sveve,
finds five sapanities -~ the sense of time, the sense of Inten~

- #i%y, suditory and motor imagery, and notor impulse -~ %o underly
the perception of rhythm, & thesis that will presently be
sxenined. Briten™ sesms to have fallem into s genetic fallssy
‘when he protests |

It will not suffice o regard rhythm merely os &
property of nerve metivity: i%s influsnce upon consclousness
18 the salient point in m M‘Mth + s « the natural instinstive
offeat of rhythm is an smotiona) mmamm of consslonsness,
+ » notwithstanding the later more avtistio development of rhythm
1t never gets away Trom its primsl oharaster or cemess %o moldily
%he smotional tone of the sonselous state into whioh 1t enters.

18 | |
Ethel D, Puffer, The Puyeh

) M‘Mﬁﬁ wm‘ mmin %" ,w ., oL
19
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Is not this effect of emotional madiri;aation equally true of
any element of music? And why should this effeet be permitted
te confuse the question of rhythmie origins?
| Structurally considered, rhythm has been the subjeet
of profound misunderstending by analysts, both poetic and
msical e Prébably the beéﬁ attempt to reconcile divergent
interpretations into a systematie th@ery that is internally
sonsistent and logically ccherent has been made by Mur&ell.gl
He analyzes any total rhythmie complex or structure inte unit
groups, which go te maske up rhythmic lines, which in turnm
make up a rhythmic pattern. Hs notes, howewer, that elements
of this sort exist solely for the purpose of analysis, that
our experience is not of such elemsnts, but of a total pattern.
m the impact of gestalt~theoris is again felt in the statement
that, since the elements do not fumetion in fsolation and since
their character is modified by their function in the whole
pattern, s rhythmic struecture must never be learned by elements.
Mursell makes out a fair case Hr the historical theory
of rhythm, defending it where it most requires defemse. But

evan he senses its weakness, for he supplements his interpretation

21
James L. Mursell, The Psychology of Musis, Chap.
¥. New York: W. W. Nortom and Co., Ine., 1937.
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”

by espousing Taktzg as the factor whieh introduces "orderliness

into the complex and shifting pattern of the phrase rhythms",
And he seems almost ready to abandon the whole scheme: in the
following assntencest
There is no fixed rule for dividing up a rhythmie line into its
constituent unit groups -- for analyzing or "seanning" it.
The only rule and gulde is our aesthetie perception of what is
appropriate and correct, and our organie and muscular sense of
what 1s comvenlent and comfortable.
,Prallzs has gone to some length in advocating the substitution
of takt in English verse for the outworn and hopelessly inade-
guate system of classical scansion. He indicates thaﬁ-:

The mein obstacle, no doubt, in the way of our
understanding verse strueture, is the sort of scheme that
.makes all syllables inte unite of equal time value and omits
all the pauses that would correspond to rests in musie, It
then goes on to confound accent with length., . and at the same
time negleets those measured duratiana without which no temporal
Thythm is possible.
What has happened is that scholars of literature, and musicians
atriving to be scholarly, in attempting to set ud & nmechanlcally
perfect scheme of analysis, have either suffered from a lack of
rhythmie capacity or have looked too deep for the key te temporal
patterns., Any aesthetie pattern, i% will be remembered, is

directly spprehended fram the presented asensory surface. Prall

as
Takt (Ger.) -- beat, or rhythmic impulse; zwei
im Takt -- two beats in & meamure.

23

D. W. Prall, iesthgtia Analysis, Chapter IV.
New York: Thomas Y. Crowell Co., 1936.
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peints out that certain psychologieal studies of rhythm seem

to offer a contradiction et this juneture, & matter that will

be discussed in considering the relatioms of rhythm and time.
The Porception of Rhythm.- Rhythm, of course, is
never divoreed from its perceptiom. The comstruction of a
formal theory of rhythmic analysis is predicated on the
assumption that our senses will consistently recognize such
24

struectures. The phenomenon noted by Seashore ~S

and others,
the unconsclous and irresistable grouping of chance sounds
(such as the tick of a clock or the sound of railway wheels)
into patterns is stated by’Buckmickaﬁ to be due to pereeptual
ability: "4 presentation of totally disorganized heterogensous
atimuli soen is brought into a semblance of order and later
into more or less perfect order through the influence of the
verceptusl process itself"., He wriﬁea'elsawhorazzv "As in
spatial perception so it happens that in temporal perceptions

like rhythm, three stages of rhythmie peresption may develop:

24
Carl E. Seashore, op. c¢it., p. 138,

5 Bolton's experiment is the classie in this field.
Fifty subjects, seve two found later to be unmusical, made
groupings of ticks that were produced with absolute regularity
- by elestrical apparatus. Bolton alse noted that rhythmie
impressions are limited to the range of 1 ~ .1 second. Thaddeus

L, Boltom, "Rhythm", American Journal of Psychology, VI (Tanuary,
1894), 145-238,

28 Christien A. Ruckmick, ope eit., p. 362.

27
"Rhythm end Its Musical Implications", Proceedings
for 1924, Music Teachers Wational Associatiom, p. 58.
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(1) attentive assimilation; (28) relational grouping; and (3)
active counting. In reelity the temporal order is reversed.”
He further asserta,ge after experiment, that kinsesthesis is
essential to the establishment of rhythmieal perception; once
perception is establgshea, however, the rhythm may ba conseciously
ecarried in the ambsence of kinaesthesis, by auditery or visual
processes,

Mursell®? gpeaks of these perceptusl patterns as
determined by acéentuation, duration, and pause. This view
ia scargely accurate, if rhythm be reparded in term of the
definition offered in these pagaé -=~ the consistent perledicity
of relative stress. Pause and duration are determined by
stress, and in the absence of stress act to give the Impressien
30

of its They are not, however, co-determinants. Howes

describes an experiment related to this point. Four organists

28
"The Role of Kinaestheais in the Perception of

Rhythm", fmerieep Journal of Psycholegy, XXIV (July, 1913), 39.

29
James L, Mursell, op. eit., D. 169.

30
Frank Howes, The Bopderland of Musie and Psycholo
pp. 95-98. New York: Oxford University Press, 1927.
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played five hymns on a hermonium (on which aecent was impossible).
By measng of an electrieal mechanism registering the performances
it was shown thet the "strong™ heats of the measures were
sugtained longey than the weak, and that "egual" notes were of
unegual duration, indiceting that where accent or stress is not
possible duration is substituted Im order to give the fesling of
it as an organizing principle,

Billrotht

offers a commentary om the incidence of

-  / pamaptml‘ ability with respect to rhythm which is interesting
because of its sourece. Evidence presented from various regi-
mental commanders in the German army showed that the ability to
mareh is never acgquired by some recrults, even after years of
service, and by some underofficers and men of intelligence.
’Mmmtaineers and Slavie peoples marched poorly. Some thought
tha_y marebed well, but did not. Billroth coneludes that "There
are people to whom the rhythmie feeling iz not immate, and is
likewise not to be imparted, They must be absolutely mnmuseical."

Typ as of Rhytim.- On the whole, it is much more

reasonable to essume that rhythm may exist in different media

31
Theodor Billreth, op, cit., p. 8¢,

"
: Es gibt Menchen, denen das rhythmische Gefuhl nicht
sngeboren und auch niecht beizubringen lst. Sie mﬁassn absolut
unmueikalisch sein.

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



than to postulate respective éypaa of rhythm. A.llram.Es 2 quotes
& French work describing thres rhythms in musie: & dynamogenetic
one, a motor one, and en emotional one., Similarly, body and |
speach rhythms are somehimes separamd.gs Mason% comménts
that poetry and painting differ from musie in that the rhythm is
visual rather than eudible. The present study bas denied this
possibility with reaspeet to poetry. Both rhythms, Mason feels,
are dependent upon accurate division into egual units, called
meter. Differences arise in painting and mmsic becsuse of the
‘difference betwesn pare;ptian by ear and sye -~ the eye can run
back and fexrth over viswal space for comparison or verificatiom,
while the ear proeceeds easily in oniy ona direetion, comparison
or verifiecetion depending on memory. It is suggested that if
the eye proceeded only in one direction a regular meter of visual
space would be helpful. Since it does not, & nximbar of similar
elements so ordered and proportioned that they become & unity may

readily achieve rhythm.

Bz '
Warren Dwight Allen, Fhilosophies of Musie History,
p. 155, New York: American Boek Co., 1939.

35
Encyclepaedia Brittanica, Fourteenth Bdition, XXX,
p. 273, New York: Eneyclopaedia Brittanieca, Inc., 1937.

34
Daniel Gregory Mason, The Dilemme of Americen liusie
and Other Essays, pp. 146-47, 155, New lork: The Maemillem Co.,

1928,
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Effects of Rhythm.- The power of rhythm in the march,
the dance, and in work command far too vaat & literature to
review here. Fratt*sssieitatian of the orghestral works of
Stravinsky and Ravel is scarcely naeassar& to remind us fhat we
are quite as susceptible to stimulation of this kind as our
primitive ancestors were. Touching the comtemporary sgens,
Redfield writes:S®

The Jagzists. . . pound their rhythms home, over and
over again, until the whole musculsr system surrenders with
complete abandon to the rhythmie fremzy; dignity, reserve,
gizgfiety even, may go hang, "we're gonta live anyhow till we

Pa,rkez\*a? traces the pleasure in rhythmical arrangement
to two sources: the need for perspicuity, which is fulfilled

: throagh regulsr rhythmie groupings; and the feeling of balance
aroused through the relatiocns of subordinate and superioy
stresses.

Primitive Rhythms.~ No one knows quite how far bagk
in history, or how far before history, the rhythmic impulse

35
Carroll C. Pratt, The Meaning of Musie, pp. 233-235.
New York: MeGraw-Hill Book Co., Ine., 1931,

36
John Redfield, op. eit., pe 213.

a7
DeWitt H, Parker, The Principles of Assthetics,
Pp. 165~166, New York: Silver, Burdett and Co., 1920.
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extends, H#velcck Ellis recounts the history of c¢ivilization
in terms of the danea.sa Definite records exist containing
reference %o the dances of the Greeks, the Hebrews, and the
Egyptisns. And "the practice of the ancienta is closely |
paralleled by that ef uncivilized nations in modern tj.ma. The
Meoria have their wayr dance; the natives of Australis thely
corroboree; whilm the Javese indulge in a shadow dance peculiar
0 themmlvea”.sg The interesting point sbout rhythm among
eontemporary primitives, however, is the extent to which it is
refined and developed, Roﬁri‘elam states that Africans in
particular are especlally adept in the use of oress rhythms, and
hava devalapééi complexities far more elaborate than any found inm

European or American musie. Baultonﬂ notes the sameé phenomenon.

38
The Dance of Life, Chap. 2. Boston: Houghton
Mifflin GO., 10835,

B39 ,
T. H. Yorke Trotter, Musi¢ and Mind, rp., 33~34.
- London: Methuen and Go., Ltd., 1924, ‘

40
John Redfield, op. cit., pe 214,

41
Laura €. Boulton, "Some Aspects of West African
Music", Bulletin of the Americam Musicolegigel Society, No. 3,
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: ,~ ¥t is the contention of this
study that musie has nothing to do with time beyond the faet
that, like any other event, it cecurs in time. It cccupies =0

. mach time, Just as the individuals preducing 1t cceupy s‘m mich
space, The closest relationship music bears to time m‘tima
oceurs in relation to metronome markings which establish the
number of beats to the minmute and thus set the speed or tempo
of the rhythmie pulse. This positiom is, of course, contrary
to general usage in many quarters, but examination will show that
it supplies a clear way out of the ambiguities and misunderstand-
ings that at present surround musical terminoleogy. FPeople say
"He keeps good time"™ whem they msan "He has a good feeling for
thythm"; or speak of the "time signature” whem they mean the

‘"mater signature”. Some of the fallacy of this sort of thing
beecomes obvious if, when questioned as to how much "time" a hsalf
note receives, these folk enswer "Two beats™. If a half note
had a time value that was intrinsic to music they should answer
in terms of some measure of time, not in terms of rhythmie pulses.

- The ultimate triumph of this kind of absurdity is found in Grove's

&
discussion of "i‘im&.4 ‘

Grove's Dictionary of Musie and Musicians, Third
Edition, V, pp. 343-346, New York: The Maemillan Co., 1828,
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Accent is an importance given to nne note over another.

This may be done by deliberate stress. . . but there are five
other ways which may, or may not, be accompanied by stress.

When accent recurs regularly it becomes the strong beat or pulse,
8 moment of asction as against cne of reaction, which marke the
beginning of a group, bar or period. . . The bar is an erbitrary
division providing orderly aceentes round which phrases may cluster.
This orderliness is called time. There are many orders of time;
time~signatures eatablish the rule, and various corrective or
contradigtory time-signs the exceptions which prove it. The
period differs from the bar in being larger (as the group is
- smaller) and in not being marked off by bar lines, . . Irrespec-
tive of its divisions large or small, musiec goes at a certain
pacs (tempo); 1in a sense, pace is absolute, capable of exast
definition, but in & truer sense it is relative, like aterything
alse in music,

Those are the formal elements of time;  they stand

over against the substance of musie which is expressed in metre.
“Metre is concerned with durations as sueh. . . Behind form and
subatance, and combining them, is rhythm, Rhytlm . . 18 a judgment
aa to the meaning of musie. Into this judgment aecent, time,
period, psace, and metre all enter in their degree; bdut in any
concrete sense rhythm is personal to the musiclan in & sense in
~.which the others are not,

An intelligent and experienced musician ean read meaning inte
the above excerpt, but to the lay mind {t is an utterly incom~
prehensible confusion of relationships, supplying one more cause
for setting musicians apart from rational soclety.

Seashor343

reviews the usual psychologieal evidence
concerning our feeling for the passage of time, states that there
is no evidence to show that sensitivity to time depends upon the
structure of the ear, and then describes his test of the "Sense

of Eime"., ‘The test requires the recognition of the longer time

43
Carl E., Seashors, ope eits, pp. 90-92,

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



86

interval in each of s number of pairas of intervals marked off
by clicks. Seashore, too, has ignored the faet that the
passage of time in mmsic is entirely subordinate and incidental
to the rhythmie pulse. Time intervals are marked off in msie,
and, if there were any point in it, the time walue of each
note's duration could be measured. But such durations of time
are not felt by the musieian as durations of time, but as t_on.ea
to be sustained (or, in the case of rests, silenees to be main-
tained) until the passage of =o many beats or pulses, As these
beats occur at given points in the rhythmic pattern, they
cannot properly be referred te as measures of time duration.

If further proof be nesded of the fallaecy of the "time-sense"
in musie, one might imagine the execution of a rapid syncopated
passage or saccade figure based solely upom a feeling for the
passage of time, and entirely deprived of the support of the
rhythmie pulse. Further examination of the relations of time
and rhythm may clarify the point.

Rhythm and Time.-~ Once it is grasped that it is rhythm
that imposes order on time, that the struecture of any "temporal
order"™ is sntirely dependent upon rhythm for both its character
and existence, the chief difficulty is overcome. Ross% reporte

an experiment in which this point is indicated, though such was

44
Felix Breune Ross, "The Measuremsnt of Time Sense
as an Element in the Sense of Rhythm", Psxcho.‘wgpal Monographs,
XVI (June, 19514}, l66~72,
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not the original intention of the author. In an effort to
meegsure "sense of time”,'aubjects were required to identify one
shortened interval in a second series of five, the first series
baving comprised five egual intervalas., The intervels were
established by instrumentel eclicks supplied by a synchroncus
motor apperatus. What the subjects really did was the identi~
fieation of tha shortered interval by means of the rhythm set
‘up by the first five or more. Thus, inetead of measuring
"sense of time™ Ross sgtually measured rhythmiec sensitivity in
terms of the ability to feel an irregularity in rate of pulse~
tion.,

The metronome has been mentioned as setting the speed
of the rhythmie pulse or best. This beat will never measure
off a temporal pattern as exactly as the metronama, however, a
faot which is the source of much misunderstanding. Britam,4S
in attempting to prove the intellectual character of rhythm, calls
attention to tts "mathematical foundation and exmetitude™, and

offers as svidence the "mathematicel exactitude of musical nota-
tion". Notation is and should be exact, but the rhythms of the
music it represents never are. There are any number of

experiments showing that trained mmsicians are unable to achleve

45
E. H. Britan, op. ¢it., pp. 83~85.
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~ the theoretically correct ratics of value. Stetson spd Tuthil146
found that "the coneeptionm of a rhytimic unit group as am
organized group of movements whose conditions are musculer comes
near to fitting the facts." S‘ea;rsw findings are virtually
identical. Seashore, Small, and Hendersor report the same type

of variebility with regard to veeal, violin, and piane perfermance

48

respectively., Musieal rhythms are definitely not mathematical

divisions of time, Beway“ sums It up very neatly:

The identification of rhythm with literal recurrence, with
regular return of identical slements, conceives of reecurrence
gtatically or anatomically instead of fumctionally. . . Of
eourse, it may be possible to anslyze mathematically an agtually
experienced rhythm into & combination of basie regularity over-
laid with a number of minor uniform repetitiona. But the result
is only & mechaniesl approximation to any vital or expressive
rhythm, It is similar to the outcome of sttempts to construet
esthetically satisfaectory curved lines (like those of a Greek
vase) out of the combination of a numbey ¢f curves, each of which
is constructed according to rigid mathemetisal calculation.

468 ‘
R. H. Stetson and T. E, Tuthill, "Measurements of

- BRhythmic Unit-Groups at Different Tempos", Paychologiecs
 Monographs, XXXIT (No. 3, no month indicated, 1928}, 41-45.

47
Cherles H, Sears, "A Contribution to the Psychology
of Rhythm", Americam Journal of Psychology, XIIT (January, 1802),
88"616 k

48
HBerold Seashore, Arncld M. Small, end M. T, Hender~
sor. All in Objective Analysis of Musical Performence. University
- of Iows Studies in the Psychology of Musie, No. 4., Iowa City, Ia.:
The University Press, 1936,

49
John Dewey, Art as Experiencs, pp. 165-164. New
York: Minton, Baleh and Co., 1934,
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One other factor, often overlooked, governs the
duration of tones: the musical character of the compésmm
in question. Two compositions may have identicel rhythms,
meters, and tempi, but if one is legato and the other stagcato,

| to use extreme instances, the érleek value of the durations
asecorded identically nemed notes will vary enormously from
one composition to the other, This factor éf interprebation,
obrious to the musically gifted, is offen puzzling to the non~
masician, who sees only the mathematical: inconsistency of the

gituation.

Tempo and Meter

Ihe Comgept of Tempo.~ Trenslated literally, tempo
would mean "time™, but fortunately it is generally accepted as
meaning "pace™., The tempo of a compesition is, therefore,
the rhythmie rate of progress. T!émpi, are conventiomally in-
dicated by Italiam terms denoting relative rates, the exact
interpretation being left to the performer's taste (in recent
yeaars French, Germen, and English writers have tended inereasingly
to employ words from their respective languages). Some composers,
more exacting and less trusting, indicate tempi by metronome

marks, which definitely fix the speed of the baat..so

50 The metronome is a mechenism whick ean be set to
tick at any given rate per minute within the limits of msical
tempi, A composer wishing to establish a definite tempe for
his composition therefore indicates the metronome gpeed and the
kind of note receiving one best. Each tick of the metronome
then represents a beat, and the pace of the rhythmic pattern 1s
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Absolute tempo or tempo glusto is strict and unvarying.

Tempo rubato ("rébb@d"} varies according te the demande of
interpretation. It has been suggested that the law of compen~-

- sation applies to tempe rubato, that what is "robbed” at one
‘pai;‘nt is returned at another, This theory ig as yet unverified,

The Gomept of Neter,.,~ Meter, from the viewpoint of
this study, is simply the measure (as the name would indicate)

- of the rhythmie pattm.' The meter signature stending at the
beginning of a ecomposition states in what terms the rhythmie
pattern of this composition is measured. The upper figure
notes how the rhythmle patterm "counts™, if the rhythmic pulses
come in patterns of two, three, four, or more. The lower
figure indicates the kind of note representing one of these

“pulses in the potetion, As ?rallﬁl shows 8¢ clearly, we have

lost sight of the originel sense of the term measure in musie
because it has taken on so close an association with that seetion
of the staff that lies between two bar’linoa. In rejecting

dleck hours, or seconds, and insisting on rhythmie pulsation as

established. Even metronome marks must not be aecepted too
literally, however, for a tempo that ssems correct in one
situation may deem incorrect in another. Tempo is relative
t0 eircumstance,

8l

D. W. Prall, Aesthetic Analysis, p. 98. New York:
Thomas Y. Crowell Co., 1936, ‘
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the standard by which the duration of musical tones shall be
Judged we have eimply rejected one form of measure for another,
one involving a different unit of temporal length. It may be
less aceurste and less desirable "seientifieally™, but it is
¢ortainly the only possible one artistiecally. Triplett and
Sanfora®? have made an Interesting attempt to reconecile the twe
by timing recitations of rhymes and determining the relative
values of intervals, expressing them as average percentages of
the total time,

A megsure (the space on the staff between two bar
lines) then, in a properly written composition will contain one
pomplete pattern of rhythmie pulses, the first of which is the
strongest, A composition may begin om a pulase or beat other
than this first or strongest, in which case, when 1t appears in
writing, the first messure will be incomplete. As already
indicated, the upper figure of the meter signature shows the
number of these pulses in the pattern; in the case of a walts,
for exemple, it will be 3. The lower riguré shows the beat
note -- the kind of note receiving ome rhythmie pulse. Eségw
makes the quarter note the beat note in the waltz, but it could

8s well be a half note, in which case the meter signature would

52
Norman Triplett and Edmund C. Sanford, "Studles

of Rhythm end Meter", American Journal of Psychology, XII (April,
1961), 361-87.
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be 3/2, or an eighth note, 3/8, though this might not be as
convenient to read. Some complication arises out of the
fact that eompositions having meter signatures of 6/8, 9/8,
or 12/8 (or, for that matter, 6/4, 9/4, or 18/4} are performed
at a ﬁggggpthat makes the counting of six, nine, or twelve
beats to the measure aswiward if not impossible. COﬁsequently
tﬁe 6/8 counts by twos, one and four of the original gme two
three four five six receiving the beats; the 9/8 by threes,
the 12/8 by fours. The true meter signatures thus become
2&}., 3/’-, 44}-. 53 (There is, obviously, no numerical
equivalent for a dotted note in the same sense that 8 stands
for an eighth note, 4 far a quarter note, or 2 for a half
note.) |

It follews that these figures should not be referred
to as the "time signature™, unless "time™ is used in the loose
and erroneous fashion already desceribed. Neither should the
meter signature be referred to as s fraction, though its
appesrance on the staff may seem to suggest one. If it is a
fraction, what unity does it imply, of what is it a part? Music
is filled with complexities enough to do well without such

thoughtlessness.

53
See note 1, this chapter.
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Ehythm and Form.~ Repetition and contrast are
universally accepted as elements of musical form, These
elements set up cycles that often induce writers to refer to
forms as rhythmic, and to talk of the contributions of rhythm
to form. Bamnaysé refers to the influence of the larger
thythms of nature, such as the cycle of seasons, by way of
comparison. Parkarss notes the relatioma of rhythm and
balance in painting and arehitecture. Kowetaf’e feels that
rhythm is the prineciple of coherence which gives struectural
unity to musie: "thers is a eontinual widening of the circle
until rhythm becomes ultimately coincident with form or design”.

Rbhythms such as these are not the rhythms with which
this study is coneerned. In faot, it is doubtful if they sxe
rhythms in the strictest sense. Prall touches on the problem

with this commentzs?

54 ‘
John Dewey, op. cit., pp. 147-148,

85

DeWitt H. Parker, quoted by Melvin M, Rader, 4

Medern Bogk of Esthetics, pp. 238-3%, New York: Henry Holt
and Co., 1935,

56

Frank Howes, op. ¢it., pp. 111-12.

57
D. Ws Prall, OPe ekito, PP 99=-1.00,
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Temporal patterns using a measure longer tham the
span of direet assthetic attention mey be recorded as repre-
gsepting a temparal pattern in some graphic medium, or they

- may in various ways be imaged representatively in memory or
sbatractly conceived. But for direct apprehension neither
season after season, nor day after day, nor death after life,
is & literally felt recurrence of temperal interval, net a
direct assthetic datum. Such so-called rhythms may he repre-
sented aesthetically or recognized coneeptually; but they are
not in their cwn temporal duration and character presented im
experience, They are represented by something else, which is
directly experienced. They may be symbolized, not givem.
This is due to a limitation of our mede of apprehension, Time
intervals have to be relatively short to be directly felt as
definite durations, recognizable, remembersble, felt temperal
lengths., FPor any temporal pattern at all, then, we require
a relatively short measure, indicated to attention at both ends,

- and s¢ involving its own recurrence,

Construction of Test IX

Sﬁeaiﬁeatiws for recording, announcements, mechanical
features, and forms have already been noted in Chapter III for

the entire battery. In Form A, Tostﬂ II, Rhytbmic Diserimination,

Section A, Meter, the material consists of four-part songs
performed by mixed gquartet and pisne, and symphonie excerpts

played by symphony orchestra. Form A, Test II, Rhythmie Diserim-

ination, Seetion B, Tempo, contains material identical with

Section A, Meter, excepting that it is altered to suit the
testing purpose: the tempi ritard, accelerate, or remasin

constant. Form B, ‘I’eat‘ II, Counting, is identieal with Form 4,

Test II, Section A im material content. The test blank is, of
course, altered (see Appendix 4). The catalog of material for

Tast II is contained in Appendix B.
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Summary

Bhythm is characterized by the formation of consistent
patterns of stresses. The ability to detect the form of these
patterns in terms of the number of stresses théy contain -~ in
masical terms, the number of beats te a measure -~ is the

capacity measured by Test I11-A, Meter, Test II-B, Tempe, measures

the capacity to deteet inconsistency in the pace of these patterns.
Pefinitions of rhythn are notoriously confused. For the pur-
posas of this study rhythm is defined as consistent perledicity
of relative stress. Theories of the origin of rhythm trace it
to organie action, attention, overt action, expectation-satisfac-
tien, and kinsesthesis. Rhythm imposes order on time, but

time has no relation to music beyond the faet that musiec occurs
in time, Tests of the "sense of time"™ are fallaciocus. Tempe
is the rhythmic rate of pregress, meter is the measure of the
rhythmie pattern. ERhythmie elamqnts in form merely represent
temporal patterns. The materials of Test II consist of four-
part songs and symphonic exeerpte. A discussion of Test III is

set forth in Chapter VI.
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CHAPTER VI
TEST IIT: DRAMATIC FEELING |

The Capacity Tested

The third division of the Measures of Musical Back-
ground is designed to test affective responsiveness to musiec.
It is thus psychologically ena-level above the first two
divisions, which are ceoncerned with the pereeptual or formsl
.processes of tone and rhythm. Any attempt of this nature is
certaln te encounter justifiable questions which grow out of
wvery real psychologleal and sesthetic difficulties. Can masie
expreas emotions? If it does, can they be identified? Will
this idsntitication agres with any other?® Ara‘eertain masical
techniques always indicative of certain meanings?

The present study wakes no effert to answer these
questions. It is not direetly interested im them, and holds
that some of them are highly academic. It will consider them,
in due course, but its position is based upon the facts that
human haings do react affectively to tonal-rhythmie patterns;
that these reactions differ in kind as well ss in amoun®; and
that certaln great composers h&ve written musie intended to
atimalate these reactions. It does not attempt to define either
the reactions or the stimull preducing them; mneither does it

attempt to measure them in the usual sense. The variable it

86
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foes measurs is the agreement of the individual tested as to the
dramatic content of certain pleces of musie with ihs composers of
those pileces,

But how oan the composer's meaning be determined?
What, for instance, did Beethoven intend to be the dramatie
content of the Seventh Symphony? There is no exaot inre:maﬁie#
on this point, though a guess might be hazarded. Information
does exist, however, on the nature of the dramatic content Pucecini
intended to inelude in the music of the duet between Mimi and

'~ Rodolfo in the first act of La Boheme, or that Massenet: intended

for the last act of Thais, or that Wagner intended for the Venus-
'Egég scens. It may not be named consciously and specifically by
auditors of the musie, but they are sensitive to its meaning. A
cortainty on this point always exists within the bounderies of
music written for the operatic stage, a certainty limited only by
the calibre of the composer and the degree of his success. And
if test maberial is restricted to the suecessful works of the
greatest compeosars this certainty becomes practically unlimited:
not only the composers' intentions are knmown, but also that they
succeoded.

It 18 obviously risky to name ﬁhase raactiéns. There
remains, however, the alternative of desecribing them, or of
deseribing the scene about whieh the musie is construeted. This

ia the procedure adopted. The test contains twenty items,
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twenty operatic excerpts, and the testes 1a asked to indicate
which one of four one-line descriptioms offered for each
galaction best describes its drametic content. The title

Dramatic Feeling is based upon a Webs’eerl

definition of f”n}}ﬁ‘
"Phat qﬁality of a8 work of art which embodies the emotion of

the artist, and is caloulated %o affect similarly the spectater™,
In Form B the sets are limited to three deseriptions, and the
language 1s simplified; +the title is likewise eltered inte

Stories and Pig tures.

Preliminary Considerations

The Fallacy of Fmotionm in Musie,~ I is common to

pear music referred to as highly emotiomal, or to hear its
J!nmétional content” discussed. Such reference is not strictly
accurate, There is no emotiom in music -- it 1s & psycholegiecal
impossibility. Emotion {s variously defined, but whatever its
definition, reference is always to a reaction within the individual,
never to the quality of the stimulus producing that reactiom.
Hence, masi¢ may preoduce emotionm through the reastion ‘ef indi~

viduals to 1%, but it cannot containm emotion, as it is lmpossible

l .
Webster's New International Dictionary of the English
Languags, p, 801, "Feeling"™, definition 9. Springfield, Mass.:
G, and C. Merriam Co., 1929,
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for it to be at once the stimulus and the respomse. So many
‘individuals identify their feelings with the musie producing
them that a confusion results from the closeness of associa-
tion. Thg process revaraeé itself in the ereation of musie.
A composition may owe its form and quality to the emotion ex~
‘parianeod by the composer, but what he has created does not
contain his emotion, == it is merely the result of it. If he
is aurfieien‘sly skillful he may areatq migic that stimulates
feslings comparable to his in ether persons, but the emotion
is still within him and within them, not in the musie. The
misic is merely the result of hi=z emotion, the easuse of theirs,
containing nedither.

Genstie Relationships.~ Dee® has suggested that
musle and emotion have common ancestors, which were tropisms,
or schemata of modality of movemendt, TFhysically they were -~
and are -- postures and movements. Musically they are goings
up and down, pressures and resistance, liftings, reachings,
and retractions. |

For what we are aware of as an emotional, an affective
condition im ourselves, as when we feel cheerful, or sad, angry
or loving, etc., consists for more than half, of a confused but
dominating sense of oy movements and posturez, actual or poten~

tial. The existence of these schemata permit uas to recogniza
posture and movement beyond our own body. And it is the

2
Vernon Lee (Violet Paget), Music and Its Lovers,
pp. 79-8l, London: George Allen and Unwin, Ltd., 1932,
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axistence in our mind of such schemata that orients us im scund-
8pace .

Helmholtz had anticipated this thought by half a

eentury in the following am:erpt.g

Graceful rapidity, grave processiom, quiet advanes, wild
leaping, all these different characters of motion and a thousand
others in the most varied combinations and degrees, can be
represented by successions of tones., And as musie expresses
these motions, 1t gzives an expression alse to those mental condi-
tiona which naturally evoke similar motions, whether of the body
and the voiee, or of the thinking and feeling prineiple itself,
Every motion is an expressiom of the power which produces it,
and we instinctively measure the motive force by the emount of
motion which it produces. This holda equally and perhaps more
for the motions due to the exertion of power by the human willk
and buman impulse, than for the mechsnical motions of external
nature. In this way meledic progresgion can become the expres-~
sion of the most diverass conditions of human disposition, not
precisely of humem feelings, but at least that stete of sensitive-
ness which is produced by feelings. 1In Engliah. the wwds out of
tune, unstrung, and in Germam the word stimmung, literally tuning,
are transferred from music to mental states.

In this philelogical connection :Bram;‘Ib ¢ites several
examples from seventeenth~ and eighteenth-century English writings
proving that the word "emotion" was used to deseribe disturbance
‘a»r external events; 4its application to subjective conditions ceme
later, His point ias, of course, that many words can and do
describe personal feelings aa well as objective oceourrences, and

wa cannot know which applieation eame first,

3
Hermann L. F, Helmholtz, On the Sensations of Tone,
P. 250, Fourth English Edition, translated by Alexander J.
Ellis. London: Longmans, Green, and Co., 1912, (First Germam
Edition, 1862).

4
Carroll C. Pratt, The Meaning of Music, pp. 201-~02,
New York: McGraw-Hill Book Co., 1931.

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



101

Dewey§ significantly observes that sound stirs emotion
directly, "as a commotion of the organism itself", whereas
sight agitates it indireetly through association and interpreta-
tion. The ear is the emotional end-organ. Vieion functions
with respect to meaning largely through conneetion with other
senses, but sound has the power of direot expression through its
own qualities., There is a generie intimacy betwesen emotion and
gsound s

Because of the conneetion of hearing with all parts of
the organism, sound heas more reverberations and resonances than
any other sense. It is quite likely that the organic causes
that render persons ummusieal are due to breaks in these connec-
tions rather than to inherent defeets in the auditory apparatus
itselfs. + « Through the use of instruments, sound is freed from
the definitenesas it has acquired through assoeiation with speech.
I+ thus reverts to its primitive passiomal quality.

Others have emphasized the importance of the motional
connection between tones. wattss'believes it only necessary to
schiave correspondence betwsen the motions of musie and those of

human behavior for man to express his inner feelings. I-Iowas7

53

John Dewey, Art as Experience, pp. 237-39. New York:
Minton, Baloh and Co., 1934.

6
H, J. Watts, Foundations of Musie. Quoted from Frank
Howes, The Bopderlend Mg g _a*eholwl¢, p. 80, TNew York:

Oxford University :Erass, 192’?.

Vd
Frank Howes, CPe ¢itv; Ps 78,
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holds that the motions of musie arouse emotional reverberationms,
and points out the close connection between emotiom, bedily
movement, and the movement of musie.

No doubt a great relationshlp between the motions of
masic and the emotions they arouse does exist. It is difficult
to generalize, and dangerous to make the correspondence too
specifie, a8 will be indicated in discussing the expression of
meaning by musies Such a theory dees not account for purely
harmonic effects or effects of timbre nearly as well as for those
of rhythm and meledy. In this respect Dewey's explanation 1is
much more reasonable, and strengthens rather than weakens the

hypothesis of commuon origins.
Aesthetic Emotion

The Charagter of Asgthatiu Emotion.~ While the test

desoribed in the present chapter intentionally circumvents most
of the difficulties inevitably inecurred by any attack on the
problem of emotional response, no discusasion of such a problem
should ignore them completely. At the outset, there is little
agreement as to what an emotion is, and less as to how it comes
sbout, and whether we have emotions or just emotion 18 yet a
point for argument. The term "aesthetic emotion" is a source
of contention, some authorities waintaining that it cannot exist
independently, others that it cannot exist at all. So far as

it is discussed im these pages, "aesthetic emotion" refers to
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the affective reaction to a work of art., And however gesthetic
emotion may differ from ”praétical emotion”, it must be noted
that its physiologieal symptoms are much the same: a diffused
upset of the whole organism, with specific reference to ductless
glands and unstriped muscles. One word deseribes it best =
axeitement.,

Langfeld.s points out that primitive art was often
primarily for the purpose of arousing fear and passion, and
believes that & gradusl diminutien of emotional response can
be traced in the development of aesthetie eppreciatiom. He
further indicates that emotional reaponse, when it becomes
intense, is likely to take us out of s strietly aesthetic atti-
tude, out of "that peculiar state of detachment se essential to
appreciation”. He hastens to add that the true aesthetiec
rasponse is not intellectual; even though emotional reaponse
ia absent, there ié negessarily a feeling tone present,

It iz sometimes dii’-fieﬁlt, however, to precisely define
the nature of a response to en art such as music. In a study
of the inheritance of musical talent, Stantoag interviswed six

musicians of high rank. One factor distinguishing them was

8
Herbert S. Langfeld, "The Role of Feeling and
Emotion in Aesthetics", Feelinga and Emotioms (The Wittenberg
Symposiwm), pp. 350-51. Worcester, Mass,: Clark University
Press, 1928,

)
Hazel M. Stanton, Measurement of Musical Talent:

The Eastman BExperiment, p. 123, Iowa City: University
of Iowa, 1935,
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found to be the experience of "repeated emotional reactions
aroused by musical stimulation expressed in the form of
exhaustion, sobbing, exhilaration, transference into another
world, conscious outge of emotionsal power™. Seheenm guotes

the results of a number of interviews with musielans and personsa
of outstanding musieal taste in a study of the nature of the
aesthetic experience. In general, the reported respomnses are

of the same nature -« muscular tension, ecastasy, and complete
absorption being much in evidence. In an experidiant relative

to the nature of‘vmusical enjoyment, G’atewoodll’ found that, other
things beiﬁg eqﬁal, those selections showing high emotional effect
are mosh ’enjeyad. mersla believes that the experience of beauty

always partakes of the mystical or the ecstatie -- "the lost

relation &f the Self to its environment”, Isadera Duncan reveals

10
Max Scheen, Art and Beauty, pp. 165-166., New York:
The Maemillan Co., 1932,

11
Bether L. Gatewoed, "An Experimental Study of the
Nature of Musical Enjoyment™, The Effects of Musie (Max Schoen,
BEditor), pe 90. New York: Harcourt, Brace and Co., 1927.

12
Charles S. Myers, "Individual Differences im
Listening to Musie™, The Effects of Musie (Max Schoen, Fditor),
pp. 36-37. New York: Harcourt, Brace and Co., 192%,
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the posaibilities of ecstatiec responee with characteristie

shandon 315

With Thode 1 sat in the darkened theatre mnd listened
to the first note of the prelude of "Parsifal™. The feeling of
delight through all my nerves became so poigmant that the slight-
eat touch of his arm sent such thrills of ecstasy through me
that I turned sick and faint with the aweet gnawing painful
pleasure. It revolved in my head like a thousand whirls of
myried lights, It throbbed in my throat with such a joy that
I wanted to ery out. Often I felt his slight hand press over
my Llips te silence the sigha and little groans I eould not com~
trol. It was as if every nerve in my body arrived at that
elimeax of love which is generslly limited to the instapnt; and

“hummed with such insistence that I hardly knew whetber it was
- utter joy or horrible suffering. My state partock of both and
I longed to cry out with Amfortas, to shriek with Kundry.

The preciaﬁ point at which a reaction such as the onse
Just described ceases to be amesthetic willwary with the individu-

14 points out that any violent experlence tends te

al, Hevner
sbaorb all of the attention, snd deatroy awareness of the com~
ponents of aesthetic stimulatiom. She feels that eny emotiom
that is present in an aesthetic experience is highly diluted ~~

more in the nature of a mood. Ortmannlﬁ shows us, however, that

13 ’ ‘
My Life, p. 148. New York: Horace Liveright, Ine.,

14 ;
Kate Hevner, "The Aesthetle Experience: A Psyche~ -
logieal Desecription™, Psychologieal Review, XLIV (Maren, 1937},

2564
15
Otto Ortmenn, "The Senscrial Basis of Music Appre-~
oiation", Journal of Comparative Psycholegy, IX (June, 1922),
2585 . '
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the sesthetic experience is not completely vitiated emotionally,
An important part of musical enjoyment, he atates, is of a
non-auditory character, anavmany phases of enjoyment are the
direct effacts of the attributes of tone rather than the
allegedly inspired character of the campositiom.

This aesthetie response has been variously analyzed,
Ferguson;ﬁ finds three factors of emotiom -~ circumstance,
nerve tension, and motor outlet. Musie is largely confined
to representation of the second and third, literature and
painting to the first. Musle represents the emotional state
1tself rather than the stimulating circumstance. Beaun1317
analyzes the musical emotion into the mentality of the listener,
the pure auditive sensation, and the organic-museular and
tactile sensatiom. The first is adapted in such a fashion as
tao araate background; the second responds especially to the
agsthetic side of the musical emotion, and the third to the
passionate side.

Is there a distinct aesthetlic emotion, and if ae,

186
Donald K. Ferguson, "How Can Musiec Express Emotion?",
Papers and Procesdings of the Music Teachers Nationsl Associa~
tion, 1925, pp. 20-32,

17
H. Beaunis, "L'emotion musicale”, Revue Philoso-
phique, LXXXVI, (November-December, 1918}, 366,
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how is it distinguished? Vivas'® holds that emotion 1s the
accidental corsequence of aesthetic expression, and seeks to
discriminate between emotion and feeling, stating that it ia
feeling that enlivens the experience. Leel® believes that
maslic "awakens two different kinds of emotion -~ a dramatic

ones referred to by its expressiveness, and an aesthetic one
connected with the pressence or absence of what is known as
beauty™. Since any work of art expresses something, if nothing
ximre definite than pure beauty, and all expression by artistic
means is ipso facto beautiful, it is difficult to see just where
this dualiem leads. Pratt? states that emdtions in art are
neithsr real nor unreal: they belong in a c¢lass by themselves.
To Dewey? "esthetic emotion is something distinctive end yet
not cut off by a chasm from other and natural emotional experi-

ences. . . ssthetic emotion is native emotion transformed through

the objecetive material to which it has committed its development

18
Eliseo Vivas, "A Definitionm of the Esthetio

- Experience”, Journal of Philosophy, XXXIV (November 11, 1937),
629-32. ‘ '

1¢
Vernon Lee (Violet Paget), "The Riddle of Musie”,

Quarterly Review, ZGIV (January, 1906), 227.

20
Carroll C. Pratt, ops eit., pe 175,

21
John Dewey, op. ¢it., p. 78.
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and conswmation®. Clive Bell®® finds in significant form the
guality common and peculisr to all objeets that prevoke the
aasthetic emotion.

It will be recalled that distinetion was made in
Chapter II between the aesthetic attitude, which is purely
contemplative and unconseious, and the construetive attitude
containing the practieal, scientifie, and artistic attitudes,
which are conscious and‘aativa. In agreement with these
distinetions, ﬁu@a39525 suggests that any feeling whatever
which is obtained in sesthetic contemplation is aesthetlc feel-
ing, and under certain conditions any feeling msy obtain
asathetic status. Aesthetic feeling by datiniﬁien presupposes
the contemplative attitude; artistiec feeling expresses itself
in setion. Those who would deny the existence of an assthetic
emotion, them, are confusing practical emotion with that of the
sensory surface. Practieal emotions are generic, and need not

have unique embodiment, but are embodied in behavior, Behavior

22
guoted from Nelvin M. Rader, A Modern Book of
ﬁgstheticg, pp. 246f. New York: Henry Holt and Co., 1935,

23

, Curt John Ducasse, The Ph;;gsaghx of irt, pp. l8¢-
200. New York: The Dial Press, 1929, =
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‘may be a source of satisfaetion, but it is the satisfaetion of
gotting rid of the emotion, whereas the sesthetic interest is
in conserving and eontemglaxing.' The creation of & work of
art involves both, either in alternation or sublimatiom; the
- eontemplation of a work of art inveolves both, but one after thes
other. In the creative process the srtist expresses his in-
gpiration or aesthetie concept through artistic means; in the
appreciative process the resultant work of art stimulates the
contemplator. So long as his emotion is confined to the con~
templation of the sensory surfaece it is mesthetie; when it
overflows into overt behavior it becomes practical. Relizious
eestasy on viewing the Sistine Madonna or patriotic ferver on
hearing La uaraei;lgiSﬁvara sesthetic emotions; overpowsring
urges to gather converts to Christianity or to guillotine
aristocrats for La Patrie ere not. In the first instance the
emotion grows out of contemplation; in the second, behavior grows
out of the emotion.

The Function of Aesthetic Emotiom.~ These considera-

tlons bring us to the problem growing out of the relations of
aesthetics and ethies. Art cannot exist solely for art's sake, =--
it springs from the matrix of the scoial fabrie and is in turn
woven into it. The uplifting effect of contact with great works
of art is almost axiomatic, but proves a most elusive guality to
isolate end deseribe. Nietzsche found the highest good in this

contact to reside in the ersative process; Sechopsnhauer found 1t
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in contemplation. Reference has already been made to the
funetions of art in primitive society, and to its effect upom
members of a eivilized social order. ﬁeway% comuents on the
emotional debauch enjoyed bjr gsome concert-goars. Art is
inevitably connected with morality for its consumers, ite
appreciators, becauase it represents life with eriticlsm,
comment, or interpretation, and because it plays such a large
part in our habits, emotions, impulses, and ideas. A work of
art may be said to be immoral of itself only when it misrepre-

. sents by deliberate intention, but its worth to society is
evaluated in terms of its effects. Both Nietzsche and Hegel
interpreted Aristotle‘'s catharsis to mean that man may gratify
his passions otherwise than by indulging them on an antisocial

-~ oy immoral level. What Aristotle really meant has been the
subject of much debate. It seens probable that he referred to
a process of purgation. A great tragedy portrays passion and
portrays it vividly, and at the same time generalizes it. The
spectator who is thus lifted into the atmosphere of the universal
tends to ‘be purged of everything thet is petty and purely peraonal
in his own emotions. Aristotle thus did not think, as d4ig
Plato, of how emotion is intensified by habit and contagion, but

how it can be discharged or mitigated. Both Plato and Aristotle

24
John Dewey, op. cit., pe 238,
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believed the emoticns might be disciplined by exeiting them under
moralizing influene&a.zs
For the Greeks who lived five or six centuries before
Christ, however, artistiec values were not sapapéte from politieal
or social purposes. Plate, in particular, was resisting sny
ghenge. He wished a social art -- not spectators, but creators
snd partieipants, If we live saerifieing, singing, and danaing
there is no need for dramatie performances, for life itself would
be the perfect drama, lived by men end women, not represented for
them, The Greeke did not renounce life and retire inteo an imner
world ~-- life was the great advemture, and their artistic powers
ware not diverted to the eoreation of compensations for the de-
ficiencies of the present. We of today have made a cult of art,
and the fungtion of the sesthetic is all too often limited to that
already mmeh limited sphere accorded to bessuty in the modern

worlde

The Megsurement of Aesthetic Emotjon.~ Efforts im this
area have centered about two appmchaa.k Either physiologlcal
resctions are measured, or testing is basad on verbal responses
indicating some qualitative ,ahoim‘. | The second techmique sub~

divides itself into descriptions of imagery or mood, and judgment

25
An interesting discussiem of thia point is found in
"Platots Quarrel with Art", by G. M. Sargesaunt, The Ninetsenth
Century and After, CVI, (iugust, 1920], 230-42. ‘
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of merit, bearing a relation, implied if not titular, te the
"eppreciation®™ of musie. Studies of thé organic effects of
masic are not of direet interest to the present experiment, and
in any event are of doubtful value to aesthetics per se. As
Huxaell% indicates, emotion should be regarded as a direct
stress in the fisld of behavior rather than a mams of physio~
logieal responses. The associationist-behaviorist approach
~ through measurement of blood pressure and endocrine secretions
gives a most unsatisfactory account of emotion im srt. Diserens
and ¥ine present a comprehensive revisw of experiments in this
rie14.%7
Mood and imagery reactions m discussed aubaaquently
under Tha Expression of Heaning‘ The "appreciation" technigue
has as its best exponsnt Hevner,?® who makes a thorough analysis
of the factors involved. Probleﬁa outlined in the study of

magie appreclation ere types of listeners, differences in kind

and degree of enjoyment, mée& or emotional effects, meaning in

26
James L. Mursell, "The Applicatiom of Psychology te

the Arts", Teachers collegs Record, XXXVII (January, 1936}, 200~
97,
27 ,
Charles M, Diserens and Harry Fine, A Psychology of
 Music, especially Chepters IX, X, snd XI. Cincinnatit
" Gollege of Musie, 1939,

Kau Hevaer, "Appreciation of Music and Tests for
the Appreciation of Musiec", Stu ‘ ~ aelation of irt,
Part 4. Umiversity of Gregon , blieaticms, H, Ko, 6,
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masic, affeetive character of modes, offects of repetition,
physiologiesl effects, and motor theories., Aetivities
involved in appreciation are semsory cspacitiss, pereeptual
habits, affective reactions, symbolism, understanding, and
taste. The tests she designs to measure these activities are
(1) Music Diserimination, 48 items, im which the testee dis-
covers the superior version of several presented, and the
masfeal faetor responsible for supseriority (meledy, harmony,
rhythm); (2) Musical Concepts, three hearings of two numbers,
testing emotional imsgery, and knowledge of technical terminology
and conecspts represented; (3} attitude toward Musie, & verbal
guestionnaire; (4} Self Rating, also verbal, concerning ex-
periencs, etc.

Other tests in this ares of lesser scope are Trabue '339

for ranking the exeellence of 22 recorded compositioms; 4dler! 350

involving cheoice of the proper version of four for each of six

plano compositions recorded on Duo~Art rolls; and Vmon's,m

29
M. R. Trabue, "Scales for Msasuring Judgment of

Orchestral Music", Jourmal of Edueation Psychology, XIV (December,
1923), 543-60.

30
M. J. Adler, "Music Appreciation: An Exporimental

Approach to Its Measurement", Archives of Psyshology, XVII,
(No. 110, no month indicated, 1929}, ?-l@l.

31
P. E. Vernon, "4 Method of Messuring Musical Taste",

Tournal of Applied Psychology, XIV (August, 1930}, 355-62.
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which is concerned with rating the_ masical value qfi imaginary
eoncert programs, taate being judged by preference expressed.
Adler's technigue is similar to that employed by ibbott and
Trabu,e.,m’ whereln choice must be made of the "eorrect” version
from four, three of which are altered. ibdbott and Trebue had
sentimental, preosaie, and metrical versions of their poems, as
well as the originals; Adler used dull, sentimental, and chasotie
versions of his musical selections. This technique is alse
employed in the field of art by the Msier-Seashore Art Judgment
Test .55

Thi= technique of altering works of art for testing
purposes has inecurred critical comment on several counts.

Murray>® claims that the Meier-Seashore Art Judgment Test, by

matilation of originals, often achieves a more expressive,

>3
Allan Abbott and M. R. Trabue, "A Measure of the
Ability to Judge Peetry", Teachers College Record, XXIL (March,
1921}, 101-26. \ o

3G
Norman C. Meier, "A Measure of Art Talent", Psycho-
 logieal Monozraphs, XXXIX (1928], 184-99.

34
Elaie Murray, "Some Uses and Misuses of the Term

'Aesthetie'™, American Jourmal of Psychology, XLII (Oetober,
}»950)’ 841. :
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dynamiec, and aesthetically satisfying effect in the altered
. 35

version tham existed in the original., Mursell ® WEXeS

caustie with the remarks:

It has oceurred to the minds of variows persons that
sppreciation mesns the ability te diseriminate degrees of
excellence in works of art, Seo poems, musical compesitions,
and pletures have been subjected to distertion, that is,
versions have been made with certain changes which presumably
detract from the excellence of the originel. Usually, it
may be remarked, there is not the least doubt about the fatal
damage done by the alterations. The test then turns onm one's
ability to select the original as preferable to the dilstortiem.
Kow the idea is not a bad one. But what we call "appreciation®
is clearly very esmplex and many-sided. Whether any such
test really gets at it, whether it reveals one of the signifi-
ecant symptoms, we simply do not know.

I&me%

comments on the preference technigue as follows:
One trouble with such an approach is that an apparent
sgreement on general relative merit may cover a great differ-
ence in inward responses and modes of valuatiom. Another is
that the psychologist's own assumption a8 to the relative merit
of the examples may be questionsble, se that conformity with
it is no sure eriterion of superior taste, . . Examplesz presented
for chojies are usually not whole original works of art, but
reproductions and excerpts, black and white phetographs of
paintings, and phrases culled from musieal compositions. Thus
isolated, these fragments are apt to lose all their originsl
significance. In "spoiling" them for test purposes one may be
merely changing them inteo other themes, less smooth and concor-
dant, perhaps, which would be equally good in soms other context.
All statisties resulting from such dubious "tests™ are less
scientifie tham they sound.

38
James L. Mursell, "Mental Testing: & Protest™,

Harper's Magazine, CGLXXX (April, 1940}, 529-30.
36

Thomas Munro, Seientifie Method in Aesthetics, p. 66,
New York: W. W. Norton and Co,, 4nc., 1928,
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It becomes obvious that te most test authers "appreci-
ation" means "Jjudgment of vaelue™, 4 test such as the Hevner
tast involves, as well as judgment, eertain kmowledge and skilla

~eontributing to it. The experiments with mood response to be
Qaaer’:{baa later come oloser to the congapd of drm'cic feoeling
than to preference tests. ‘Tests of taste are at best dangerous,
for reasons noted. Tests dealing with unreatricted imegery are
difficult to interpret. Tests involving knowledge or training
place a restricted meaning om "appreciatiom™, Truly great art
should be as obvious to the unlettered as to the sophisticated,
though the latter may be able te account for reactions in tech-

~nical lsnguage. Sensitivity to the effects of musie may be
heightened by experience, but an education in musie will never

ereate a fesling for its dramatie content.
The Epistemological Froblem

Emotiom as a Source of Kpowledge,~ The contemporary
philosophy of logisal positivism declares that everything kmown
is known through se¢ience, and that philesophy and metaphysiocs
are only elevated emotionmal expressions. This view is based
on the assumptiom that emotion and knowledge are assentially
different, an assumption that is difficult to substantiate on

consideration of the fact that every senastion has an emotional
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=

tinge: the sensory surface is pregnant with emotion. In the
¢hild and in the animal the feelings of sensation and the
knowledge of mood do not differ. The srgument that the ack

of expression and the reading of it are different is not valid;

the statement of the act is a viearious experience, and would be
relatively mesningless if the act had not been seen or experienced
at some time. This does not mean that statement and ressoning
are unnecessary. The point is that getting knowledge is not
confined to statements or propesitions; it is also derived through
feeling.

As a matter of fact, thinking always has an aesthetiec
wnity, and knowledge at its highest «~ ereative knewledge -- is
dominated by feeling. No one thinks from premise to conelusion
according ye the formal scheme of logie; thought begins with
the conclusion, and then premises are found for its justifiecation.
And an argument is unified by the development of feeling as the
argument praceeds. Thus knowledge is not apart from feelins,
‘bnt has & fealing tone; and aﬁ: is an expression of feeling, but
»keo has a cognitive value. Concerning this last, PrallM aptly
statea! |

But that the arts exprass deeply and broadly, but
always determinately and uniguely, the very point of life, that

they are the most precisely drswn lineaments of men's souls that
we know, can net of course be gquestioned. To despise them

37
D. W. Prall, Aesthetic Judgment, p. 217. New York:
Thomas Y. Crowell Co., 1929. ‘
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totally, or to deny their expressive significanee, is sheer
brutality or ignorance. But especially in intellectual
parsons there is g tendency to minimize their precision and
unigueness of specification in expressiom. And this will not
be overcome, of course, until men cultivats accuracy and skill
in sensuous perception itself, end sound technieal training ip
at least one of the particular arts, instead of feeding their
souls so exclusively upon those ranges of experience that can
be reecorded in the linguistic symbolism of erdinary prose.

And againsa

Our overwhelming absorption in language as the vehicle
of meaning, the limiting of our sducation so exclusively to words
_ir books, often makes us forget that net even language can do
more tham refer to meanings. Those meanings we are likely to take
for granted as lying fully within the symbolic medium itself, and
aignificance and kmnowledge as being neceasarily given in words and
sentencas, But the least serutiny of such a notiom is enough to
remind us not only that worda are only approximately determinate
even in their demotative refersnece and furthermore that they could
not possibly be these meanings that thay earry, but also that for
further specifigation or determinateness in tha definition ef
their meanings we must point finally to a case of what 1s meant,
a8 embodied in an objeet of present perception. And here our
final appeal is clesrly enough to sensuous discrimination end in-
tuition, the objeet of such discrimination being an articulated
sensupua aurface, which is the last word in the specification and
definition of meaning as such. . . To suppose, however, that
meanings are more c¢learly specified in words than in the actually
present intuited sensucus surface of works of art, or etill worse
to suppose that what is really expressed in any art may be trans-
lated into perfectly explicit statements in words, is not only to
miss most of the expressive beauty of any particuler work of art
and the character of the fine arts as such, but also to forget the
speciel funetion of languege, and of poetry and prose.

' Devvewr"w’9 comments on "the sense of inerease of under-

standing, of a deepened intelligibility on the part of objects of

38 _
Ibid., pp. 2285-26.

39
John Dewey, op. e¢it., pp. 268=290,
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nature and man”, but declines to define assthetic experience
a3 a mode of knewledge, on the ground that knowledge is instru-
mental to action, whereas aesthetic experience "becomes some-
thing more than kmowledge beeause it is merged with non-intellec-
tmai elements to form an experience worth while as an experience®.
Dewey is, of course, foreed into this position by his assumption
that all knowledge is intellectual.

Prall toushes on the unigueness of each assthetic

expression in the qizotation above. cheram

have noted the
same guality. Fach instance of sny given emotion wiil slightly
differ from all others; the merriment of one composition is not
the merriment of another, nor its sadness. The omotion of any
eoniposition is the specifie emotior of that compositiom., This
seeming lack of definition is not a weakness, nor common only to
art, As 'I‘ro’ater"‘l‘ points out, an emotion disappears when we
attempt to systematize it.

We may say that we are glad or sorry, but we can only
eonvey in the vaguest way in ordinary language how glad or how
sorYy we ara. And yet our feelings are very real to us. 3Se

the power of musical expression is not lessened because of its
VAZUeNness .

42

Pratt,” toe, notes that failure to specificelly define in words

40
Frank Howes, op, egit., p. 48.

4 T. H. Yorke Trotter, Musie and Mind, p. 230,
London: Methuen and Co., Ltd., 1824,

a2 .
Carroll C. Pratt, op., cit., p. 196,
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the character of musie does not mean that such character does not
exist. "Who can find words to deseribe the mood that rums
through the first movement of Mogart's great G-miner String
Quintet?" he aske. "But who will deelare, for that reason,
that the mood is not there?"

Meaning in Music.~ The argument against art es a
mdim of expression grounded on the variety of its interpreta-
tion carries a respectability born of long usage. Eduard
Hansliok®® stressed the point that there ia frequently no
agreement on what is expressed by misie to prove that nothing
is expressed, since no one can namea it. And Redfield%® sarves
to perpetuate the intelleetual blas decried by Prall when he
shaﬁes that "music can present to the hearer only conerats sense
stimuli; 1t is entirely beyond the ability of musiec to present
an abstraction of any kind whatsoever", and asks what a composer
wvould do who undertoock to set the Gettysburg Address to musie.
In the first place, no two people aseribes quite the same meaning

to any stimulus, and, secondly, music cannot convey the same

43
The Beautiful im Music, p. 44. Gustav Cohen trans-
lation, New York: The H. W. Gray Co., 189l.

44
John Redfield, Musie:
New York: Alfred A. Knopf, 1928.
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kind of meaning that may be presented verbally any more than words
ean expresa the sontent of & work of art. Kinkﬂdy,ﬁ in refer-
ring to The Meaning of Meaning, by Ogden and Richards, notes that
the process of communication demands (1) reference (thought),

(2) a symbol, (3) a referent (thing signified}. Direet relation
axlats between reference snd symbol, and betwean reference and
referent, but there is mo necessary connesction or relation between
symbol and refarent.

Redfield4® concedes that insofar as music can imitate
sounds it may be expressive. But art is not imitatiom. Much
Hellenie thought contained the assumption that artistie represen~
tation was no more than a kind of commonplace reality, and that
the essence of art lay in imitative relation to perceived objects
rather than symbolie relatiomn to an unseen reality behind those
objecta. The Platonie Socrates felt that evil characters should
not be 1m:lt§tad in plays, lest imitations grow iﬁt@ habits. We
also have the report of the Greek painter who painted the cherry
tree 50 well that the birds mistock it and its fruit for genuine.

This sort of thing led the Greek philosophers to campalgn against

45
Otto Kinkeldy, "Music and Meaning", letin of the
American Musicological Society, Ne. 1, (June, 19:55;, PP. 14-15.
46

John Redfield, op., ¢it., pp. 146-148.
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art on the ground that it fosters deception, a theory which appesrs
naive to us because we are aesthetically less sensitive than were
the Greska. But is creation imitation, and&, if so, imitation of
what? We know that peraeption is orgenized and selected; no one
seeg -~ or hears -=- reality. At best, the artist reproduces
abjects as they appear *;e him. A work of art is a composition,
not an imitatiom. In a metaphysical sense, a work of art is
truer to nature than an imitationm of it. TImitation may be the
means of art, as in sculpiure and painting, or it may have nothing
to do with 1%, as in poetry and musie. Redfield is guite
correct in his condemmation of certain types of program music;
mgic that attempts to express verbal mesnings is d fallure at

its inception.

Prattd? distinguishes two kinds of meaning in music;
autonomous, accounted for in the tonal strueture itself; and
heteronomous, idess and values not identical with the musie,

An example of autonomous meaning would be found im the character
of finality brought about by hsrmonic or rhythmiec means, Heter-
onomous meanings are found in the illusiom of conereteness brought
about by suggested association, and the arousal of bedily sensa-

tions through dynsmism. The distinetion is & nice one, but seems

a bit difficult to maintain., How, for example, can we discrim-

47
Carroll C. Prast, op. cit., pp. 205-215.
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inate as ﬁo the classification of effects that may carry
"autonomous" meanings and yet arouse "heteronomous" onez? The
wish immediately arises that the analysis had been carried further.
,Purmr“a also bakes asscount of musie which is expressive by assoei~
ation or imitation, end that which is expressive by induetionm
through internal relations of the notes,

Attitude to this problem will always turn upon our
definition of meaning. When it is stated thet music dees not
have meaning in the sense of direection or praseriptioﬁ 1o objee~
tion e¢an be made, Words usuailr have this sort ofvmaaninjg, &
substitution for experience, By convention we know how to
recognize a thing as corresponding to s particuler word. Scilentifie
statements are usually directioms or preseriptioms for attailning
experience, experience itself not being expressed. In this sense
a work of art does not have meaning, because a work of art does
not give directions, but expresses experience itself. Thus there
are two types of meaning, -- direeting and conveying.

Granted that works of art express meaning, what do they
express? Simply the meaning of the artist. He begins with an
inspiration, which is an urgs to express one's self -~ a feoling

or emotion or state of mind with an urge to embody it in an external .

48
Ethel D, Puffer, The Psychology of Baautx, TP, 196~
198, Boston: &eughtont Mifflin Co., 1965,
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medium, The choice of medium is determined by his talents.

The artist clarifies and articulates the inepiration to himself:
& work of art is the erticulation of imspiratiom. The original
inspiration is determinant and specific, a guide to and standard
for later work. A work of art grows organicelly, as it is not
& copy of an lidea, bub an articulation of it. A material object
can express inspiration beceuse the sensory surface is slways
permeated with & feeling tone; expression is always in sensory
data, and sensory dats are always emotional. If the work of art
and the original feeling agree, the work of art is valid, but the
artist ig the only judge as to whether or not it is a correet
axpression.

The Expression of Meaning.~ The futility of program
musie == music¢ that attempta to tell a story or deseribe an event -~
has already received mention. In the broadest sense all musie
has a program, but only when it attempts to Imitate verbal
deséription does it descend to repraaantatien;v and representation,
insofar as it gains its meaning through external association with

experience, has no plage in art.“

Progrem music of this character
offers the most inviting opportunity for attack, for obvicusly its
"meaning® ean be understood only through the verbal deseriptiom of

its "program”. Programs do not make great music, however; the

it See Bernard Bosamguet, Three Lectures om Aeathetie,
pp. 50f, London: Macmillen and Co., Ltd., 1915.
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tone poems of Richard Strauss owe their eminmence to their pure
masical strength, not to their programs. Straussc i{s clever
enough not to permit the program at any time to interfere with -
the demands of mmsical structure, dramatic power, and aesthetic
beauty. The same is true of any suecessful writer in this
idiom. 4 certain asmount of representation, on the other hand,
is not only permissible but necessary in music for the stage.
Here the aetion takes the plasce of the "program", and there is

no feeling of artifieislity. This, however, creates a diffienlty
for the test under consideretion (Dramatic Feeling}. The
material wes all drawn from opera, and was intended by its
composers to deseribe certein situations, or, more acenrately,

to convey the feeling of certain situatioms. How well the
compogers succeed without the suggestion supplied by acenery

and action (for which a multiple cheice of werbal descriptions is
substituted in the test) raises several interesting points for

consideration in the discussion of the test*s valldation.
Experimental Evidence

Studies of the expression of meaning im music fall
into two categories. The first is conecerned with imagery and
expressed meaning resulting from stimulation, the second with

stimlating factors responsible for the expression of meaning.
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Studies Concerned with Expressed Meanings.- One of the
oldest recorded experiments is that of Gilman,m in which thirty

perasons reported on their Ilmagery and cpinions of emotional content
after listening to five vocal and six instrumental selections
{(violin and piano}. Gilman notes a wide variatiom of opinion

on both imagery and emotion; there was little agreement on
imagery, but a fairly consistent core of agreement on emdtional
content. \falentinem repeated the experiment with shorter selee~
tions, e¢laiming that Gilman's were so long as to contain several
emotions, and eliminated leading questioms from his instructions.
His findings substantiated Gilman's, sspecially with reference

to diversity of imagery. Bovmoysz repeated the experiment with
twenty-twe subjects and six selections A(piano only). She found
that "1t seems possible to hold provisionally that musie has a
somewhat definite emotiomal comtent, . . A great difference exists .

both in the capacity of individuals to receive definite impressions

50
Ben jamin Ives Gilman, “Report on an Experimental
Teat of Musicel Expressiveness", fmeriecsn Jo L_of Psychol
IV, (August, 1892), 558-76, and V (Oetober, 1892), 42-73,

51

C. W. Valentine, The Experimental Psychology of
Beauty, pp. 114-115. London: T. C. and E. €. Jack, Ltd,, 1919,

52
. June E. Downey, "A Musical Experiment"”, American
Journal of Psychology, IX (October, 1897), 63-69.
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and of composers to convey them." Washbmss deseribes an
experiment carried out by Weld at Clark University, im which a
plece of musie of "the most pronounced program type® failed to
arouse imagery of the scene it purported to depiet. She states,
however, that "there iz no such inconsistan@ in the emotions

and moods awakened by masic. Wellsd¢ reportas an experiment in
whieh twenty subjeots were asked to seleet the correet titles of
ten selections from a list conbaining the titles in chance arder.
Results contained few correct selections, whieh is not surprising
in view of the abav-c' discussion of program content. Sechoen and

55

Gatewood, in experimenting with moed effects, report a con-

sisteney, end, within limits, a definiteness and specificity of
response. Better results were achieved with voeal tham with
instrumental masic.

56

Watson®® conducted an experiment in which it was attempted

58 Margaret Floy Washburn, "The Psychology of Esthetie

Experience in Musie", Addresses and Proceedings of the Eational
Edueation Association of the United States, LIV (1916), pp. 600~
608, ' . '

° F. L. Wells, "Musical Symbolism", Journel of Abnor-
mal and Socisl Psychology, XXIV (April-June, 1929), 74-76.

5% Max Schoen and Esther L. Gatewcod, "The Mood Bffects
of Musie", The Effects of Musie, Mex Schoemn Editor, pp. 131~-182,
Rew York: Harcourt, Brace and Co., Inc., 1927,

56
Earl Brantley Watsom, Jr., "An Experimental Study
of Musiecal Meanings," pp. viii # 135, Unpublished doector*s thesis,
Duke University, 1930,
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to determina the general level of musical meanings at different
age levels, and to devise an instrument whereby ability teo
~discriminete between such meanings can be measured, Meaning

was defined as agll types of response to musiec, no attempt at
@pisﬁemol@gieal definition being made. A test of ability to
diseriminate between various meanings was devised, and standardi-
zation was based upon the judgments of twenty expert musicians.
The test invelved merking responses om a check list of werd
eategories to phenographié recordings, and was administered to
pupils of the sixth, eighth, tenth, and twelfth gredes, and
undergraduate and graduate college students. Three lines of
evidence gre cited in support of the conclusion that musical
masnings are determined by constant factors in the music itself -~
consistent diseriminations inm terms of constant musical attributes
by experts, similarity of meanings at all levels with indications
of growth from level to level, and predietadble differential rates

of growth,

Studies Gcn@gxne& ‘w/i h

xpressive Factors.~ In the
gecond eategory of studies fglls that of Becker,_m which employed
fifty-two phonogriiph selections allegedly representing certain
emotions, and involved some two thousand second grade te college

level subjects, though a greater part of the data was supplied by

57 Harvey Lyle Decker, "Experiments on the Musical
Portrayal of Emotion™. Unpublished Doctor‘*s thesis, University
of California, 1933.
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. twenty. He coneludes that music ecan semetimes portray emotionm,
that variability of response increases in inverse ratio to age,
that volume per ee affects judgment. He further reports that
vocal selections were judged correetly more often than instrumentsl
for certain emotions; that there is ne difference im judgment
between orientals and occidentals; that correct judgment corre-
lates but slightly with I.Q., musicel ability (as measured by the
8Seashore tests), and musicel training (as measured by the
Kwalwasser-ﬁuch test); that musiecal portraysl of emotion is
based on similarity between the musical expression and the natural
vocal expression of such emotiomz. The experiment is unfortunately
open to & number of eriticisms. First of all, the word
"Portrayal” in the title is of doubtful accuracy. Of his eriteria
for selecting representative compositioms, three are somewhat
dubious: statements of erities orxr writers, explanatory folders
with the records, and his own opinions. Finally, his technique

| in playing selected bits from the recordings was necessarily
erude.

Eeinlainm reports that the character of sadness con-

.~ sidered intrineie¢c to the minor mode may be weakened by changes

in intensity, time, and movement. Conventional judgments of the

emotional guslities of major and minor have been experimentally

58
Christian Peul Heinlein, "The Affective Character
of Musie", Volume of Prceeediggs for 1953, Musie Teachers

Kationg ﬁssociatien, pp. 816-826,
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shown to be based on Intellectual diserimination. Musical
relativity plasys a large part im thiz connection. Havnem59
gives a summary report of six of her studies in thies area, She
consludes that we must :;ot study music alone, nor the liastener
alone, but the relation between the two. Absolute universalisy
and rigid symbolism are not possible, as much depends upon atti-
tude, training, and the mood of the listener, Findings are
always broad generalizatioms. = She advocates a technique involving
the grouping of words in terms of a general mood, this allowing
for individual differentiation in feeling for words, permitting
genaralized effects to emerge, and lending itself to quantitative
treatment, Music played for classificstion were recorded seleg-
~ tioms from the best of classisc, romantiec, and modern composers.
Table IIindicates her findings.
dmong studies in the second category desoribed above is
that of Gundla;ch.e‘c‘ Forty musical phrases were judged as to
mood by 112 obasrvers, who marked their opinions on daﬁa sheets

econtaining seventeen mood categories, with space for additions.

b9

Kate Hevner, "Studies ﬁn %the Expreasivenesa_ of

Assoeiation, pp. 109-217.

60
Ralph H. Gundlach, "An Analysis of Some Musleal
Factors Determining the Mood Characteristics of Musie®,
Paychologieal Bulletin IXXI (Oetobar, 1934}, 592-93,
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TABIE II

RELATIVE WEIGHTS FOR MUSICAL CHARACTERISTICS
FOR EACH AFFECTIVE STATE FROM SIX EXPERIMENTS*

Mode | Tempe Pitch tha Harmon Melod

Dignified Stow | Low Firm Simple [|Ascending
Solemn 14 10 i8 4

Sad Minor Slow Low Firm . Complex ——
Heavy i
Dreamy Minor Slow High Flowing Simple ——
Sentimen- 12 18 6 gt 4

tal '

Serene Ma jor Slow High Flowing Simple |Ascending
Gentle B¥* 20 8 9 10 gr*
Graceful Major Fast High Flowing Simple {[Descending
Sperkling| 21 6 16 8 1z il
Happy Ma jor Fast High Flowing Simple ———
Bright 24 30 6 10 16

Exelting ——— Fast Low Firm Complex| Descending
Elated 21 9 - 14 7
Vigorous ——— Fast Low Pirm Complex| Descending
Majestic ll é 13 10 8 8

Numerical values are ratios-of~difference to probable error; D/PEd.

* Adapted from Kate Hevner, "Studies in the Expressiveness of Music",
VYolume of Proseedings for 1838, Music Teachers National Associationm,
po 3136 h ‘ ‘

** Not statistically reliabls.
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The selections were then analyzed as ﬁo range, Biteh, speed,
volume, rhythm, and intervals, after which the atﬁiibatez of sach
mood in terms of musieal characteristics were detarminéd. I
waas concluded that clearly certain moods belong in one dimsnsion,
others in a guite different one.

In an elaborate study of musical symbolism, SOrantinsl
analyzes the melodic and rhythmic figuration of a large amount
of music¢, and emerges with the conclusion that "musiec portrays
gertain fundamentsal feelings clearly and distinetly™. He falls |
into the error that is so inviting to all snalysts in this field,
however, and sttempts to refine his analysis too far. A
parallel example is found in those studies of facial expression

68 Broad

which eatalog photographs according to an emotion named.
generalizations are relatively safe, but precise verbal description
and the cataleoguing of & definite symboliam are of doubfful value,
for reasons already noted. Gurneysz' flatly states that "the very

act of cataloguing a few of these emotional characters msakes one

6{ .
t Erich Sorantin, The Problem of Musical Expression.
Nashville: Marshall and Bruce Co., 1932. Pp. wvi # 123,

62
See Carsy Landis, "The Expression of Emotion", The
Foundationa of Experimental Psychology, Carl iurchisom, editor,
Pps 493-495 for a discussion of such studies. Worcester: Clark
University Press, 1929.

63 Bamund Gurney, The Power of Sound, p. 336, ILondon:
Smith, Elder gnd Co., 1880.
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feel how trensient and uncertain they often are”. Some of the
‘mus:l’ev used by Sorentin is operatic or contains a text, and the
implied mood iz obvious, but others he analyzes according to his
own interpretation. The study is further weakened by his over-
vhelming preference for German muaie. R:lgg64 condueted an
experiment in which he used six compositions of his own and fourteen
from the Sorantin study, all being played on the piano to 100
suditors. Responses were made first without and then with the aid
of a checklist of suggested omotions. Rigg's own material involving
specific features (eomposed especially for the study) fared better
_than Sorantints classies. Findinge were uncertain, amepting

that the Sorantin theory for joy seemsd "to have a large element

of truth",

It is probable that the nearest we shell get to a adlution
of the problem of muaieal aymbalism is Pratt‘aas dictum that the
masic simply sounds the way the moods feel. Certainly no atomistic
technique will ever carry ua far beyond broad generalitiea. As
suggested earlier in this chapter, the motional attributes of masie

- are very likely closely connected to the emotions it stimulates;:

84
Melvin Rigg, "Musical Expression: An Investigation
of the Theories of Erich Sorantin™, Journal a: Experimental Paychol-

65
Carroll C. Pratt, op. ecit., pe 203,
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other musical techniques refine or heighten the stimulation.
But when we cannot adequately describe the nature of the response
it seems futile to project an analyeis for causal factors in the

gtimmlus,

Construction of Test IIL

Specifications for recording, announcements, mechanieal
features, and forms have already been noted in Chapter III for

the entire battery. 1In Form A, Test III, Drematic Feeling, the

materiel consiats of instrumental excerpts from standerd cperas

played by symphony orchestra. Form B, Test III, Stories and

Pictures, contains the same material; the test blank is, of
éourse, altered (see Appendix A). The cataleg of material for

Test III is contalned iz Appendix B.

¢
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Teat III is designed to measure affective responsive-
ness to musie by reguiring a choice from responses offered
which are deseriptive of the dramatie sontent of ceriain
operatie ssleotions, these sslections having known relevance
to definite secenes, situations, or moods. Sound and emotion
have & direct relationship. Aesthetic emotion is affective
reaction to a _work of art, differing from practical emotion
not so much in physioclogical symptoms as in its opposite
relation to overt behavier. Most attempts st the measurement
of aesthetlie emotion employ a technigue reguiring & verbal
responss indicative of a qualitative choice. Emotion may be
a gource of kn@wleégn; difficulty arises in the precise verbal
expression of this knowledge, _ Studies dealing with the
‘ expression of meaning in musie are concerned either with ex-
presgsed meanings from musie or with expressive factors in
musie, The materials of Test III consist of instrumental
excerpts from standard operas. A discussion of Test IV is

get forth in Chapter VII.

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

134



CHAPTER VII
TEST IV: ENOWLEDGE OF MUSICAL LITERATURE

As indicated in Chapter II, this fourth test finds its
Justification for inelusion in the battery on the same gmimda
upon which items of general information are included in intellie

- gence tests as measures of brightness. It is perfectly true that
an individual might be a musical genius, but, owing to accident of
enyironment, be utterly innocent of any knowledge of museical

‘ iiterature* Grenting the possibility of such an extreme condie
tion, the strong contrast between high achievements on the first
three tests and lack of accomplishment on the fourth would inhedi—
ately mark an individusl for investigation. Many intelligence
tests include material that implies training and education: pos~
segsion of certain informetion in some degree is & characterisiiec
of intelligence. And the probability is high that the musically

- gifted person will, by the very nature of his talents, be drawn
into contact with some good music. 1In any event, a test purport-

1ng to measﬁre musical background has every 1egit1mate right ==
and need -- to recognize differences in educational status. The
trainad musician will score higher on any of the tests than his
equally talented but untrained brothere But no smount of training

will insure success on the tests for the untalented.
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Preliminary Steps.~ The first task lay in securing

& representative list of comppsitions that the musically literate
should know. Witkin reasonsble limits, one list would probably
be as good as another, but it was felt desirable to secure author-
itative approval for such a list. To this end & check list was
constructed containing the names of the compoesitions mentioned
most frequently by actual count in four standard masic appreci-
ation and music history texts: This brought the problem of
selection down to a workable catalog of seventy-elght composie
'éions, a copy of which is ‘prasented in Appendix F. It will be
observed that space was provided for the addition of suech titles
as might be thought desirable. A copy of this check list to~
gether with the following letter was then sent to the director,
the chairman of the department of music education, and the teacher
of history and appreciation of music respectively of twenty geo~
graphiecally representative colleges of the Natiopnal Association of

2
Schools of Music.

1
Bauer, Marion, and Peyser, Ethel, How Music Grew.
New York: G. P. Putpam's Sons, 1925. Pp. xix 4 602,
' Faulkner, Aune Shaw, What We Hear in Music., Camden,
N.Je: RCA Vietor Co., Inc., 1929, Pp. 672,
Pratt, Waldo Selden, The History of Musie. New York:
- G. Schirmer, Inc., 1927. Pp. 7135.
‘ Welch, Roy Dickinson, The Appreciation of Music.
New York: Harper and Brothers, 1927. Pp. xv # 192,

2 A
States represented were California, Colorado, Comnecti-
cut, Illinois, Iowa, Massachusetts, Michigan, Minnesota, New York,
Ohio, Pennsylvenia, South Carcline, Wiseonsin.
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In the course of a piece of researech here it has become
necessary to determine just what music a student should be able to
recognize before entering as a freshmen at this or any comparsble
institutions To this end the enclosed list has been compiled
from standard appreciation texts. We are asking you and other

- faculty members of National Association schools throughout the
country to indicate thereon the twenty selections which represent
minimum necessity. Flease believe us sincerely appreciative of
your cooperation, and the trespass upon time and good nature it

- involves., We shall welcome any opportunity to return the favor.

It will be noted that college entrance level was speci~
' fied; the original test was constructed for the purpose of quiekly
classifying freshmen entering the music field.
’ Reactions.~ To this letter were received twenty-six
replies complying with the request without comment. To the indi-
viduals so responding the following acknowledgement was mede.

We have received the guestionnaire you so kindly filled
out, and wish to acknowledge our debt of courtesy. Should you be
interested, we will be very happy to supply a more ccmprehsnsiva
explenation of the work at its cemplet:lcn-

Fourteen individuals added titles to the list which they
felt should be included, and/or expressed interest in the work.
The following letter was addressed to them.

¥We have received the questionmaire you 80 kindly filled

, eu'c and found your added comment most interesting. While it is
:hnpoesible to supply a more comprehensive explanation of the work
prior to its completion, we shall be very happy to do so at that

-~ 4ime. Meanwhile, permit us to express our appreciation of your
interest.

Four individuals acknowledged the request, but refused
to comply for various stated reasons. These were answered as

follows:

Ve sincerely regret that you found it impracticsble to
- 111 out the questionnaire we recently semt you. Permit us,
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however, to express our appreciation of your comment, which we
found most interesting. We shall be very heppy to supply a more
comprehensive explanstion of the work at its completion.

No response of any nature wés received from sixteen of
the addressees, It was later learned that the decease of one had
occurred several days before the mailing of the check lists.

Comments.~» The following ten excerpts will give a
sampling of the general tone of individual reactions.

I wish to express %o you my appreciation of the object
of your splendid letter -~ that of determining what students are
eligible to enter the "four year course" offered by the National
Aspociation of Music Schools, of which we are a member. This, I
am certain, will be of great value to both teacher and student.

You will find your list checkede The difficulty en~
countered is that the twenty selections checked are only about
half enough.

: I am returning herewith your list of items for a pro-
posed musie recognition test. Ten of my twenty selections are
pieces added by myself, since they seem to me to deserve a place
on the list of tunes everyone should know, Incidentally I am
foreed to wonder whether recognition of any music should be made
a requirement for admission to a conservatory, beyond the simple
‘aet of recognizing some tunes as proof of a musical ear or memory.

- The opportunity for hearing music varies so greatly in individual
cagses that it seems to me that a test such as this proposed one
might easily prove unfair and no true index of mmsical reseptivity.
Better by far in my opinion (which was, I realize, unsclicited on
that point!) would be a similer test as essential qualification for
& diploma.

: I have checked twenty compositions on your list but I
feel that the result is altogether unsatisfactory, and I hope you
will forgive me for expressing the opinion that it would have been
better if you had asked us to check forty or fifty instead of twenty.

As a matter of curiosity I took an hour of my Musical His~
tory time and went through the list with my class, playing the
principal subjects for theme I found that, except in a few ine
stances, I could get the right answer from at least one or two mem-
bers of my eclass, The result of this test leeds me to suggest that
it might be difficult to select from your list twenty compositions
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which I would feel that everyone should knmow; thet is, that every
immature musiec student should be acquainted with. Might it not

be better to select a list of fifty to seventy five compositions,
from which the candidate would be required to recognize twenty or
more?

Your letter of March 7 has been taken up with the
directors. We adhere strictly to the requirements for entrance
gualifications as laid down by the National Association of Schools
of Music, but do not believe that we could meke any sort of a list
such as you propose, to specify twenty selections. I have checked
thirty that our average student would kmow before entrance on our
regular course, If the student has been in touch with —=~wemeee
High School music, or the music of many good high schools in the
memmeww digtrict, an additional list of thirty pleces could be
added quite safely.

I have received your guestionnaire and find myself very
mach interested in your endeavor. But I cannot answer as you
requests. In the first plasce, I would have to use all my votes
before reaching Liszt's "Les Preludes" (which I would omit ).

Second, I find I cannot balance four votes for the Peer Gynt or
NHut-Cracker Sultes against one vote for the slow movement of the
Eroica, Third, the mixing of folk-songs and "art music” bothers
me. So I cannot be of much use, besides suggesting: 1. Raising of

~the minimum number of requirements. 2. Equalizing the units of
cholce in some way. 3+ Establishing of genres or categories with-
in which minimum requirements are made (this might solve the problem
of suggestion 2), 4. Inclusion of some pre«l600 music (this is not
80 ipaccessible since the publication, on phonograph dises, of rep-
resentative music from the Mediaeval and Renaissance periods) and
soms of the leading works of the 20th century -- especially listed
on page 3. I have therefore marked only those pleces that I think
should certainly be left off any list of this sort.

Your letter of March 11 with enclosure of the questionw
‘naire is received. Students coming to a conservatory for the
first time differ so much in the advantages they have previously
enjoyed that I seriously guestion the advisability of holding them
to even a minimum standard of recognition tests, but I am happy to
check twenty numbers which most students might reasonably be ex-
.-pected to know,

I'm afraid that my judgment would be mere guesswork. I
don't know what music a student should be able to reecognize before
entering as a freshman nor 4o I see the relevancy of recognition

-to musical “promise” or worth.

Familiarity with the numbers listed would depend entirely
upon students' experience and background. It is unwize to make
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ai(y such distinction as you request.

These excerpis contain an interesting cross-section of
humen response, ranging from generous cooperation through mise
understanding end misreading down to suspicious caution. Of the
two principal criticisms that emerge =~ that the abilit& to
recognize music is dependent upon background, and that twenty
éeleetions are too few ~~ the first has a’lready been dealt with.
In the present expanded form of the test the number of selections
was increased to thirty, by adding the ten numbers checked oftenest

e after the originsl twenty.

Congtruction of the Test.~ These thirty selections are

all presented in the original medium, vocal or instrumental, or

a combination of the two. Specifications for recording and other
mechanical features have already been noted for the entire battery.
Thie test is not included in Form B, The test blank is comtained

in Appendix Ay, The catalog of material for Form A, Test IV,

Knowledge of Musical Literature is included in Appendix B. The

selections are presented in an order determined by the number of
timps they were checked (Nose 1 and 2 excepted, which serve as

samples in the test).
Summary

The inclusion of Tést IV in the battery is justified by
the same reasoning mpon which the inclusion of items of general

information in intelligence tests is based. The test content was
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determined by a jJury of music¢ educators, who made the gelections
from a submitted list based upon the content of four music history

and appreciation texts. The thirty selections are presented in

thelr original medium.
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CHAPTER VIII
THE VALIDITY OF THE TESTS

Thevpreceding chapters have gone to some length to
demonstrate the differences between the acoustic and aesthetic
. approaches to the problem of measuring musical potentiality, end
’ta point out the advantages of the latters Considerable space
haa‘beén devoted to definitive theory, and to the development of &
theoretical foundation for the tests comstructeds This and the
-succeeding chapter are devoted respectively to am account of the

validity and reliability of the tests, judged from their performence.

: Assumptions with Reference to Test Performance.~ If the
Measures of Musical Background are velid tests, it seems reasonable

to assume certain things, indicated as follows:

| (1) That scores achieved on the tests will decrease per-
ceptidbly down through the levels of musiéal attﬁinmcnt, experience

| ‘and maturity. In this study, therefore, the criterion group should
achieve the highest scores, and the college music freshmen, college
academic #tuddnbm, senior high school, junior high school, aﬁd

_ intermediate grade pupils should rank down successively from it.

(2) That scores achieved by musically untrained but

musically sensitive individuals will surpess those achieved by
musically untrained but musically insensitive individuals.

(3) That scores achieved on entering college by individ-

142
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uals afterwards enjoying successful musical careers will have
ysﬁrpassed those achieved by their contemporaries afterwards failing
to enjoy successful musical careers.

Date on the First Assumption.= In order to determine

whether or not scores on the tests decreassed perceptibly down
 through the levels of musical atteinment, experience, and maturity,
‘mean scores on all tests were calculated for all groups, These,
with the numbers involved, are presented in Teble IIY¥, It will
be noted that there is but one exception to the pattern of decrease
found everywhere else, == the juniar high school outranks the
senior high school on Test IIT by a amell margin. Whether or
not this may be ﬁscribed to the inﬁsinativeneas of the j&nior high
school pupil is problematical. More probably it is due to the
lessened difficulty of Form Be The musical materiel for both
forms of this test is identical, but the responses offered for
‘jéheiee on each item are conéi&erably simplified, meking the two
forms of Test III only roughly coﬁparable. This difficulty does
| nbt exiat with respeét to Test I and II, aes the only difference
between the forms lies in the simplified language of the instruce
“tioms in Form B, The meaning of the instructions is 1dontiea1,
as are the technigue, content, and scoring of the test.

The significance of the differences of these means for
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1 fhe results

four of the’groupa has been computed by the "t-test."
are indicated in Table IV. Computations involving the criterion
"group and the college academic ftudbnts were not made? not only because
of the relatively small number of individuals tested, but because,
since they each involved only ome relatively homogeneous group, no
appropriate techniques are available for determining the reliability
of such estimates. It will be observed from the table that nine of
"the eleven mean differendes are highly significant, the other two
relatively s0.
Predicated upon’the substantiation offered by the evidence
presented, the first assumption with reference to the validity of the
festsvis justified.

Data on the Second Assumption.~ In order to determine

whether or not scores achieved by musically untrained but musiéally
sensitive individuals will surpass those achieved by musically un-
trained but musically insensitive individuals, the tests were ade
ministered to a group of college academic ftuddnts. The teacher of
this group, a general music class, was asked to indicate those members
who were definitely musically sensitive, and those who were just as
dafinitely masically insensitive. These two categoriés numbered

eight and nine respectively, leaving a large "middle group" of forty.

1 My -~ Mp For a full discussion of the t-test in

t 8 Sstraciy = My this connection, see E. F. Lindquist,

Statistical Analysis in Educational
Research, pp. D6-58. Boston: Houghton Mifflin Co., 1940, The hasic
data for these calculationa are included in Appendix G.
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TABLE IV

CHANCES IN ONE HUNDRED THAT THE DIFFERENCE
BETWEEN TWO MEANS IS THE TRUE DIFFERENCE

Groﬁps compared for Test | Teat | Test | Test | Test Test
" mean differendes I-A I-B II-A | II-B | 11X Iv

-College Music Freshmen ‘ :
and Senior High School.ec.. 99 99 99 85 99 99

Senior High School and
Junior High SchoOleececssss 98 95

Junior High School and
Intermediate Grades..cceeces 93 78 92

* Note that these figures involve comparison of the two forms of the
. tests; the musical content and scoring is identical, but the wording
of the instructions is simplified in Form B.
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Their respective achievements are presented in Table ?.'

It will be observed that, while the ranges overlap ocw-
casionally, on no test do the means very from a descending order
from the "sensitive™ group through the "middle" group té the*in=
sensitive™ group. On every test there is a very’marked difference
between the means of the "sensitive™ and "insemsitive™ groups. The
difference on Test JII is numerically small in relation to the others,
but it will be recalled that the differences among all other groups
were likewise smell on this test (Table III). Predicated upon the
Qubstantiation offered by the evidence presented, the second assump-
tion with reference to the validity of the tests is Justified.

Deta on the Third Assumption.~ It is, of course, impractie

cable at present to supply direet evidence that scores achieved on
entering college by individuals afterwards enjoying successful musical
careerskwill have surpasse¢ those achieved by their contemporaries
afterwsrds failing to enjoy suceessful mns;eal careers. | Time must
elapse before the prognostic value of the tests can be aéoqnately
determined. The liklihood of this assumption is established, however,
in a study correlative to the present one.2 Teat’I of the unveviged
edition, the one measure of the battery nearest resembling its present

revision, was found to rank second in a group of twenty-two music

2
Elizabeth M. Taylor, "A Study in the Progrosis of Musical
Talent,” Unpublished doctor!s thesis, Teachers College, University
of Cincinnati, 1941. ,
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tests for the prediction of professional success after college.
The derived coefficient of contingency for this test was .61l1, as
against that of 619 for the first ranking test. (The maximum

ecoefficient for this calculation would be .894 ).

Summary

The present chapter embraces am account of the validity

of the Measures of Musical Background, based upon their performance.

The tests were administered to é eriterion group composed
of college faculty members end symphony orchestra musiciens, and
the high scores achieved on the tests by this group of expert musi-
clans embody the first claim for the validity of the battery.
| The tests were further administered to approximately three
hundred college music freshmen, fifty-seven college academic studbmbs,
and twelve hundred publie school students, gradés four to twelve
k‘inclusive. The mean scores of these groups‘f~~collage, senior high
school, Junior high school, intermediate grades ;" were found to
decrease consistently according to level of musical attainment, ex-
perisnce, and maturity. The differences between these means were
found to be highly reliable, These mean differences embody the
second claim for the validity of the tests.
Mean seores achieved by musically sensitive, musically |
1ingensitive, and intermediate groups, as designated by the teacher
‘of a general music class in a teachers college, were found to de-

crease on all tests according to the designated ability of the group,

3 Renry E. Garrett, Statistics in Psyschology and Education,
p. 390. New York: Longmans, Green and Co., 1937,

%
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'there being an especially merked difference between the groups
deécribed a8 musically sensitive and musically insensitive, This
forms the third claim for the validity of the tests.

In essence, the validation of the measures is based upon
the contention that musical individusls will achleve high scores
upén them, and that unmusical individuals will not, thus opening
the way for positive prognosis. On the face of the evidence

presented, the tests measure what they purport to measure.
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CHAPTER IX
RELIABILITY OF THE TESTS

The present chapter embraces & brief review of the
general theory of reliability, and a statement of the reliabilities
of certain standerdized music tests. It estimates the reliability

of the Measures of Musical Background, and discusses certain sug-

gostions for its improvement in three of the tests,

The Theory of Reliability.~ Statements of the relia-

bility of a measure are always in terms of its approximation to the
true measure. This was indicated in Table IV, in which the proba~-
bility for divergence of computed mean differences from the "true"
mean differences is stateds Such "true” measures are derived
theoretically, rather than ampe»rically.l The reliability of a
test is dependent upon the stability and consistency of its per-
fdmance..z If it repeatedly measures the ssme phenomena in the
same way, that is, if the diserepancies on such repeated measure~
ments are small, the test i1s reliables A numerical statement of

reliability may be obtained by correlating first seores with those

1
See Henry E. Gerrett, Statistics in Psychology and Edu~
cation, Chep. VIII, on this point, New York: lLongmans, Greem and
6‘ ,0-, 193?'

2
Ibid., pp. 311=15

151
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achieved on repetition of the tests Or the test may be given
once and broken into equal halves, usu'allyv by placing the odd
numbered items in one half and the even numbered items in the
other, and the scores on these halves correlated. Or the scores
on two parallel forms of a test, if they exist, may be correlated.
The first two techniques have been employed in estimating the re-
iiability of the Measures of Musical Background. It was not
poassible to employ the third, as the tv}o forms of the test are

not parallel.

The Reliability of Published Music Tests.~ mr30113
presents reliability coefficlents for the Seashore tests from

some nineteen investigations. Coefficients on Sense of Pitch

range from .40 to .‘90; on Sense of Intensity from 40 t0.94; on

Sense of Time from 41 to «80; on Sense of Consoneance from .26 to

+68; on Sense of Rhythm from .28 to .64; on Tonal Memory from .59

to .90, Whitley4 reports an investigation involving some eight

hundred individuals, Self correlations on the Seashore tests
ranged from .667 to 893; on the Kwalwasser-Dykema tests from .219

to «830, with the tests other than those marking the extremes of

3
Jemes L. Mursell, The Psychology of Music, p. 292,
New York: W. W. Norton and Co., Inc., 1937,

4
M. T, Whitley, "A Comperison of the Seashore and
Kwalwasser~Dykema Tests," Teachers College Record, XXXIII (Mey .
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© the range falling from .388 to .550. Seashore  Teperts re-
liability coefficienta for the revised version of his battery as
ranging from .62 to .89, those for Pitch extending from .78 to
+88, for Loudness from .79 to .88, for Time fﬁm 70 ta .76, for
Iimbre from .89 to .77, for Rhythm from .6% to .73, for Tonal
Memory from .84 to ,89. It is thus evident that standardized,
recorded tests of musical talent have not achieved the relia~

hility possessed by psychologieal measures in other fields,

saparate and independent estimates were made of the reliability of
 emch of the testa, The firat estimate ias obtained by applying
the Spearman-Brown prophecy formmla to the corrglation between
- tha acores on the odd-numbered items and those om the even-numbered
items of the test papers of one hundred college music freshmen,
‘these papers being selected at random and in egual proportioms from
each of the collages coopeéating with the present study. A second
sstimate was secured hﬁ* correlating the scores achieved by sixteen
eollagt\mmic freshmen (of the school year 1939-40) on the tests
on two occasions (May 17, 1940, and September 23, 1940).
The relisbility coefficients obtained by each of these

methods are presented in Table VI. Three of the teats, I-A

5
~ Josaph G. &etveit Dcn Imria, and Carl E. Seashore,
Revigion of the Sea KBULE Mus{gal Talents, p. 34.
Univerasity of Iowa Studies, Senes en Aims ‘snd Pragress of Research,
Noe 65, Iowa City, Ia.: University of Iowa Press, 1940.
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TABLE VI

ESTIMATED RELIABILITY COEFFICIENTS
OBTAINED FOR EACH OF THE TESTS

- BY EACH OF TWO METHODS

"Split-halves? |"Repeat Group™
Test ' —

Tx FE, Tx PE,

Test I=Aeccoesccsced o829 +039 *721 0081
Test I=Becescossesed 908 012 +893 « 034
Test IIwAceevcossscs «429 077 +560 «116
Tést IT=Bie.coscsssd o521 .aés 430 | .137
Test IIleeeveosceces 2333 «103 578 0112
Test IVesesososssees| o858 + 019 804 .oéo
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Recognition of Tonality, Melodies), I~B (Recognition of Tonality,

Chords), and IV (Knowledge of Musical Literature) make & very

satisfactory showing, in comsideration of the fact that they
‘are sk‘ections of an experimantal battery, subject to all of the
chances and mischances which are the share of any firet effort.
Of the three tests having lower coefficients several
things mey be said, They are still as reliable as most music
tests, and it seems probable that changes in certain respects
will considerably increase their reliability. Some of these
changes will be discussed at greater length in Chapter X, but
may be mentioned now in passing. Firet of all, the recording
on Tests II and III left a great deal to be desired. It is
probable also that it would be easier to sustain a higher level
of interest with a shorter test, the present battery requiring
an hour and a half to administer..
Specific Comment on Test IT-A (Rhythmie Discrimination,

Meter).- There are considerations adide from these, howoiar,
which are more intrinsie to the tests, Om ‘I;est II-A some high
school students took the instructions to meau that all items
counted b# thrée or four, since the two exemples did (items 1
and 2)o The greatest difﬂculty with Test II-A, however, lay
in the seeming impossibility of d;scriminating between two and
four beat measures, and between three and six beat measures.
As previocusly noted, most items counting by six were marked

three by the majority of the eriterion group, and the same unm=
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certainty existed with respect to two and four. When so many
highly trained and experienced musicians are confused it is
difficult to stand arbitrarily by the composerts notation, In
fact, some selections could just as well be written one way as
the others. Some individuals also gave the meter signature,
the upper figure of which wag eorrect, but did not state the
number of beats in a measure, thus creating confusion in scoring.

Probably the most practical solution of the difficulty
would be to include in the test only such materials as would
permit the use of two, three, or their multiples as acceptable
answers. Substantial support for this procedure is offered by
an experiment conducted witﬁ the present tests The scores on
ﬁvg items counting by two and five items counting by three were
correlateds The first set of five contained three items count=
ing by two, and two items counting by three; the second set conw
tained three items counting by three and two itema counting by

- twos The obtained coefficient, raised by the Spesrman-Brown

formule to represent a test containing thirty items, was ,586 _é
«067+ As the coefficient for the test in its present form was
0429 £ 077 (split~halves), it seems very probable that the test
can be made to show very satisfactory relisbility upon proper
revision.

Finally, it must be noted that to date the reliability

of no rhythm test has been exceedingly high. Mursell's table,
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already quoted, lists the reliability coefficients of the Seashore
rhythm test from .28 to .64. A4As indicated above, coefficients for
the rhythm test of the new Seashore battery range from .62 to .73,
¥hitley, also previously quoted, lists the reliability of the X-D
rhythm test at .428,

Tempo) .~ The prineipal difffculty with this test has been touched
upor in Chapter IIXI: the salections are probably too long for
their purpose, and a chance rubato may be taken for a deliberate

aceelarando or ritard@ndg.« Materisl for this test, therefore,

should probably not only comprise shorter items, but musiec of a
consistently marked rhythmie character. The difficulty lies

in achieving gradual accelerandi snd ritardandi ranging from

fair breadth to near lmperceptibility. |

Specifie Comment on Test III (Dramatic Feeling).- In
judging the reliability of this test three things must be noted:
(1) that it iz the first test to employ the particular technique
invclnd: (2) that we have no figures on the reliability of com-
perable teats; and (3) that there is a curicus diserepancy be-
tween the reliability on the test as estimated by the split-
halves method and that estimated by using the seores from twe
sdministretions of the test to the same group. Basing opiniom
on the figure obtained by the latter technique, it is reasonable
to believe that certain adjustments in the direction of coarser

diseriminations among the responses offered for choice on some
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items would increase the test's reliability by é satisfactory
amount .,

Test III has been criticized by some members of the
eriterion group on the ground that its very nature prevente
it from achieving reliability. This is possible, ‘but. not for
the reasons that critics have suggested. It is contended that
music has no meaning; or, if it has, it will not mean the ssme

~thing to all people. The first statement is a raliaey, as
~will presently be shown. The second is partially true, but
not strictly or sclely applicable to & test of dramatic feeling
in musiec.

The point the critics miss is that words are not things
or symbols for things, but symbols or vehicles for ideas or
feelings about things. It is only when & thinker makes use of
words that they have meaning. They have a referential use,
which is reflective and intellectual, and an emotive one, which

6 a8 in litersture or

is primitive and promotional of purposes,
'poetry. The meaning of words is often misunderstood -~ "words,
when they cannot directly ally themselves with and support them-

selves upon gestures are at present a very imperfect means of

6
This analysis is based upon & longer one in C. K.
Ogden and I. A. Richards, The Meaning of Meaning, Chap. I.
New York: Harcourt, Brace and Co., 1930.
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eamication.”7 Gestures are amnother vehicle for idees or

- fTeelings, mathematical symbols ancother for ideas, music another
’ror both. And while music may not con$a;n the same meaning for
all people, neither do wordg. The difficulty, therefore, does
not lie in the meaning of music, but in translating that meeaning
into wodds, in transferring from one symbolism to another, in the
chénging of vehicles,

The diffieulty of knowing in the first place wha’t the

composer meant wag surmounted in the pfesent test by using music
~written for opera, music built around specifie scenes or actions
or feelings, Ko doubt some of the one-line de#criptions eon=-
vtained in the test aré inadequate; possibly some of the music is
poorly chosep. But the real problem, the problem of knowing
how fine verbal.discriminatians can be and yet‘support transtér
from the symbolism of misic can be detemmined only by experiment,
and Test III is just such an experiment. It is unfortunate that
the only means we have discovered thus far for measuring the cepe=
city of dramatie feeling for music involves this complication, but
at present there seems no other way out. Young children and
ballet dancers translate the symbolism of mmsic into the symbolism
of gesture, but this does not lend itself to the restrietions of

standardized testing.

id., p. 15.
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Specific Comment on Test IV.~ There is little to add
with respect to this measure. Probably 11:‘ could be shortened
without materially affecting its reliability, since it is a
straightforward test of information. Elimination of some of
the more difficult items might even‘ reise the eeef_'ricient cal-
culated from split halves. It should be noted that in the
repeat group (Table V) scores were sixteen per esnt higher on

the second testing.
Sumnary

The present chapter has defined the reliability of
measures as the degree of approximation to corresponding true
measures, and set forth the technigues whereby statements of

the reliability of the Measures of Musicel Background were

estimated. By way of orientation, it has indicated that the
reliabilities of extant music tests (for taiant) are generally
low, Speeifie canménts were offered pertaining to the re~
liability of each test of the battery with which the present
study is concerned. Tests I-A, I-B, and IV are satisfactorily
high; tests II-A, II-B, are somewhat lower, but means of im-
proving them were indiceted. The Peliability of Test III 1s
lowe The #heory of the test was defended, and evidence pre-
sented substantiating certain means for its 1m.§rovemant. The
ensuing chepter is concerned with specific suggestions for the

revigion of the battery.
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CHAFTER X
SUGGESTIONS FOR REVISICN OF
THE MEASURES OF MUSICAL BACKGROUND
Despite the most meticulous precautions, every
possible eontingency cannot be anticipated: situations arise in
experience which could not have been foreseen. The following
remarks are intended to indicate certain alterations in the
battery which appear desirable after experience in its use,.
Subsequent paragraphs summarize certain suggestions which should
be considered iﬁ formulating a revision.

General Suggestions.- First of all, the tests should be

printed on peper which will produce a minimum amount of noise in
handling. In administering the tests to a large group of people,
the paper uzed in the experimental edition rattled considerably
with the turning of pages. The items on the page should also be
80 arranged that peges will be turned at the end of a phonograph
records

Second, the recording of the instrumental numbers could
have been considerably better., This is not meant to detract
from the work of the technician who made the recordings, for it
was a8 good as restricted resources, time, and facilities would
permite The vocal recordings were not perfect, but satisfactory,

It is the writer's conviction, however, that the reliability of

161
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some of the tests == Test III in particular -- was seriously
affected by the quality of the instrumental recording. The
tests deserved something i:etter than acetate recordings.

Third, the tests would maintain a higher level of
interest if they were somewhat shorter. They should not, how-
ever, be shortened at the expense of reliability. A briefer
test would be especially helpful in testing public school groups.
Probably some of the slower moving and more time consuming items
could be elimiﬁated.

Fourth, it might prove desirable tc alter the order of

the tests, If Test III (Dramatic Feelinﬁ) were first in the

battery, confidence might be created in musically unsophisticated
individuals who would be dismayed by the appearance and nomenm

clature of Test I (Recognition of Tomality). Besed on this

reasoning, a suggested order is III (Drematic Feeling), II

(Rbythmic Discrimination), I (Recognition of Tonality), IV
(Knowledge of Musical Literaturs ).

Finally, the words "beginning with No. 3" found in the
directions preceding each test will have to Se altereds PFPublic
school students in particular too often interpret them to mean
thet the test begins with item No. 3, and start marking in snswers
for the two examples.

Suggestions for Test I-A, Recognition of Tomality,

Melodieg.= Excepting as the test is affected by the above general

suggestions, no further alteration seems desirable.
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Suggestions for Test I-B, Recognition of Tonality, Chords.-
Despite its excellent showing, there remains one serious diftieulty '
with this test over and bey_ond the general criticisms noted above.
After attempting to record the chords rrcﬁ pipe organ and electric
organ, & recordihg :rroni piano was finally used, This, too, was
unsatisfﬁctory, because of the waver in the recorded plano tone,
and because scmetimes one tone of a triad wénld be weaker than
.thg other two. ‘Tb.e problem is & technical rather then a musical
one, and further experimentation should be conducted to settle
Uupon a more satisfacfory medium. As it requires only the two
faces of a twelve inch dis¢ =~ approximately eight minutes --
this test probably should not be shortened.

Suggestions for Test II-A, Rhythmic Discrimination, Meter.-

Alterations for this test have been outlined already in the discus-
sion of its reliability. It will be recalled that these involve
revision of content so that all items will require answers of two,
three, or their multiples. This procedure will not permit as
adequate ak measure as the present test, but it probably will prove
much more reliable and practical.

Suggestions for Test II-B, Rhythmic Discriminetion, Tempo.-

Changes for this test have also been discussed in. connection with
its reliability. This test makes serious demands upon the musi-
‘cianship of the recording group, and scmetimes arouses vigorous
protest from those who can detect no change in the test items which

is allegedly present. If, however, the musical problem can be
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overcome by the use of e recording group of sufficient skill,
the test seems eminently worthwhile.

Suggestions for Test III, Dramatic Feeling.- Diffi-

culties with this measure, centering about the transfer of
meaning, have been discussed at some length in Chapter IX. In
addition to the alterations already indicated, the character of
the first item (examplé) should be changeds The combination
of "A sweet, sad tale™ with the music of La Traviafa has proved

P an unfeiling stimlant to the risibilities of high school students.
The second eiamplo, "Evening in the garden,” to the music of Mignon,
is also weaky Fropver alteration of the descriptions seems to be
the principal problem remaining.

Suggestions for Test IV, Knowledge of Musical Literature.-

It is quite probable that this test could safely be sﬁortened.
»'I'her‘ex were a few, but very fgw, nearmberfect papers among the
- college music freshmen, and the general level was relatively low
(mean w 43.10, maximum score = 120). A shorter test would be
much léa-e boring to most high school students. The excerpts
are intentionally long, to parnﬁt sufficient time for writing
titles and composers' nsmes, so that the average high school stu-
dent, who was acquainted with some fourteen per cent of the
material, had much more opportunity to lose int‘erest than was
| desirable.

Evidence of General Merit.- Comments by faculty membeis
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of colleges visited in the testing program were on the whole
guite favorable, though most of the criticisms noted in the
preceding paragraphs were made by one or more individuals,
Approval was especially marked toward the general form of the
test, and toward certain specific features, such as both verbal
and visual presentation of directions, the detachable record
sheet which acts as a front cover to the test booklet, and the
two exsmples given for each test technique.

Several additional observations, derived from experience
with the battery, may be made concerning the merits of its
generel character. TFirst, it is easy to admimister. Second,
'interest, especimally among college students, was high, and ‘l;here
was no evidence of straln at any time. Finallj, it will sustain
considerable abuse. Temporary distractions that would prove
ruinous to a delicate sensory test have little effect on these
tests, because of the length of the items, and the fact that they
are concerned principally with perceptual orgenization rather
than sensory discrimination. Briefly, they are much more fool-

proof than most music tests.
Summary

Based upon evidence obtained from the experimental
edition, general Suggestiens for the alteration of the battery

include improved recording, decreased length, rearrangement of
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the order of the tests, and changes in various individual items,
Specific suggestions embrace an improved medium for Test I-~B,
the edoption of a basie two-three formula for Test II-A, the
elimination of rubati in the recording of Test II-B, and ad-
Justment to coarser disecriminations in the descriptive material
of Test III. It is recommended that the genersl form of the

battery and test blank be retained.
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CHAPTER XI
GENERAL SUMMARY AND CONCIUSIONS

Summary

Introduction.~ The problem of the present study may

be described as the construction and validation, opn the basis of
- aesthetic theory, certain measures of musical potentialityQ

These tests, known as the Measures of Musical Background, have

| been developed from a battery previously devised at the College
of Musie of Cincinnatig They measure tonal, rhythmie, and
emotional factors in music, and acqueaintance with musical liter-
ature. | |

Theoretical Foundetions.~ In establishing a theoretical

base for the battery, it 1s held that the origin of aesthetic

. feeling lies in central relations between sensation and judgment.
Though seathetica is & normative discipline rather than an "exact"
scisnce, it has its laws, which are derived by analysis of directly
apprehended phenomena rather than by penetration beneath the
sensory surface. Experiment is Just as possible in art as in
science, the difference being one of materials and means. Efforts
t0 base a science of aesthetics upon the physics of formalism

ignore the comnnotative element in art, and hence are inadequate.

The Seashore Measures of Musjcal Talent are not only founded upon

+ 167
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a concept of atomistic formalism, but are also unsatisfactory
because, &s purely sensory tests they are concerned with audi~
tory rather than musical capacities, and have but negative
prognostie value.

An alternstive experimental technique is proposed which
is founded upon aesthetic apalysis involving natural basic orders
of perception fundamental to the relations between sensation and
Judgment.

Construction of the Battery.~ The title of the Measures

of Musical Background defines their function, which is the measure-

ment of musical status as an index of potentiality. Form A of
the battery, intended for use in senior high school and college,
comprises four tests, two of which are subdivided: Test I-A,

Recognition of Tomality, Melodies; Test I-B, Recognition of

Tonality, Chords; Test II-A, Rhythmic Discriminetion, Meter;

Test II-B, Rhythmic Discrimination, Tempo; Test IIT, Drematic Feel-

ing; Test IV, Knowledge of Musical Literature. Form B, intended
far use in the junior high school and intermediate grades, come

prises three tests; Test I, Major and Minor; Test II, Counting;
Test 11I, Stories and Pictures. The materisls axid secoring of

Tests I, II, and III of Form B are identical with those of Tests
I-A, II-A, and IIT of Form A respectively. Appropriate test
blenks were comstructed and printed, end both forms of the test

were recorded. The battery was administered to & eriterion
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group of forty-two symphony oréhestm and college music faculty
members (on whose performance the scoring key was based),
approximately three hundred college music freshmen, fourteen
hundred public school pupils, grades four through twelve, and
firty-seven college academic d¥udénts in thirteen colleges and
six public schools. Percentile ranks were computed for collegs
music freshmen, senior high school, junior high sehool, and inter-

mediate grades,

Test I: Recognition of Tonality.~ Tonality is defined
as feeling for key, and the characteristics and relations of the
modes were discussed, The ability to‘ rocogn.fze major and minor
~tonalities was Selected a8 the capacity to be measured in indi-
ecation of potentiality in the tonsl ares because major and minor ‘
scales are the aesthetic pattern fundamental to the tonal element
of nusice Section A, Form A, of the test presents melodles for
modal ildentification; Sectiom B, chords.

Test II: Rhythmic Discrimination.~ Theories of rhythm
and its perception are not in agreement, and the relationships
of meter, tempo, takt, time, form, and rhythm are often confused.
For this study, rhytbm is defined as consistent periodicity of
relative stress. Section A (Meter), Form A, of the test presents
material for the identification of rhythmie pattern . the number
of stresses or beats in & xbasure; Section B (Tempo), measures
ability to detect inconstancy in the pace of the pattern of

stresses in presented materials.
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Test III: Dramatic Feeling.- There are several theories
relative to the genesis of emotion. The character of aesthetic
emotion is contrasted with that of practical emotion: sesthetic
emotion grows out of contemplation; when it overflows inte be-
havior it becomes practical, Varioné attempts at the measure-
ment of sesthetic emotion were recounted, and the fact that
emotion can be a souree of knowledge indicated -~ art may possgess
neaning. Test III attempts to circumvent the inherent difficulty
of defining artistic meaning dby bresenting operatie excerpts which
were written to express a given meaning. It requires the identi-
fication of this meaning through the indication of which one of
four (three in Form B) one-line descriptions presented for each

selection best deseribes the dramatic content of that selection,.

Test IV: Knowledge of Musical Literature.- Thirty compo-
sitions were selected by é jury of forty college music faculty
| ﬁembers a8 desirable for identification by college music freshmen.
The test is justified on the same grounds upon which items of
' general information are included in intelligence tests. Just as
possession of certain information in some degree is & characteriétic
of intelligence, knowledge of musical literature is a mark of the

musician.
The Velidity of the Tests.~ The validation of the Measures

of Musicel Background is based upon the contention that musical

individuals will achieve high scores on them, and that unmusical

ones will not. This contention is substantiated by the fact that
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maan scores (the differences of which were found to be statistieally

~significent) on the tests decrease consistently down through the
levels of musical attainment, expsrience, and maturity, from the
ewiterion group to the intermediate grades. It is further
substantisted by the fact that mean scores achieved by musically
sensitive, musfically insensitive, and intermediate groups, as
designated by the teacher of a general musiec class in a teachers
college, are found to decrease on all tests according to the
designated abllity of the groups, there being especlally marked
differences between the groups described as musicsally sensitive
and musically insensitive.

The Bal;{abilitx of the Tests.~ The reliabillity of the
battery was estimated by epplying the Spesrmen-Brown prophscy
formula to the correlation between scores on odd-numbered and
even-pumbered jtems of the test papers of one hundred college
music freshmsn, It was further eatimated by correlating scores

| achieved by sixteen college music freshmen on the tests on two
~ occasions, The cnétricient.s for Teats I-A, I-B, and IV are
satisfactorily high. Teats II-A and II-B sre somewhat lowexr in
estimated reliability, and Test IIT is lower still. (Alterations
for the improvement of reliability are noted in the dis‘eussion‘ of
- revision.)] The estimated reliability of all music teats concerned

with telent and prognosis is generslly low.
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Suggestions for Revision of the Battery.- Based upon
experience with the presenf edition, general suggestions for the
alteration and improvement of the battery may be summarized as
improved recording, decreased length, end rearrangement of the
order of the tests (III,‘II, I, IV)s Specific suggestions em~
brace an improved medium for Teést I-B, the adoption of a basie
two-three formula for Test II-A, the elimination of rubati in
Test II-B, and adjustment to coarser discriminations in the

v‘deseriptive material in Test III. The general form of the

battery and test blank should be retained.
Conelusions

On the basis of the study summarized, the following con-
clusions seem tenable} |

(1) It bas been demonstrated both theoretically &and
enpirically that the aesthetie approach to the measurement of
musical potentiality is not only defemsible but highly promising.

(2) The battery of tests constructed upon the besis of

this theory, known as the Measures of Musical Background, has been

shown t0 be highly valid.

(3) Three tests of this battery have been shown to be |
highly reliable; two of the remaining three very probably cen be
so revised as to perform reliasbly; the remaining one possibly can

be 80 reviseds

(4) Tests of this character have three distinct adventeges
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" over sensory tests: (a) they are easier to administer beceause of
~higher interest and lower sensitivity to abuse; (b) they recognize
treining instead of seeking to isolate "pure" talent traits; (e)
they make for positive rather than negative prognosis.

(5) The tonal funetion in musie, long recognized as the
most important, is the easiest to measure.

(6) The difficulty encountered in measuring the rhythmiec
function in music is due to confused interpretetions of rhythm
rather than its intrinsie nature.

(7) The emotional function in music is the most aifficult
to measure, due to certain inherent psychological complexities.

(8) Knowledge of good musical literature is below a
desirable level, both in college &nd in high school.

(9) The showing of the Measures of Musicel Background

Justifies their continued development.
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Copyright 1940

Write in the information called for on these blanks before beginning the tests.

DO NOT WRITE BELOW THIS LINE
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FORM A ‘ -2

TEST 1|
RECOGNITION OF TONALITY "y
: SECTION A, MELODIES

Framede
G

2
w
=
=

DIRECTIONS: In this test thirty-two melodies will be sung or played, some with and some
without accompaniment. Some of these melodies are in major keys, others are in minor
keys. If in your judgment the mélody 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

with No. 3 you are to mark in your own opinions.

1 MAJOR..X . 9 MAJOR... ... 17 MAJOR........ 25 MAJOR..... ..
MINOR......... MINOR.......... MINOR......_.. MINOR....._..
2 MAJOR......... 10 MAJOR.......... 18 MAJOR.......... 26 MAJOR.........
MINOR... X MINOR......_.... MINOR......... MINOR..... ...
3 MAJOR........ 11 MAJOR......... 19 MAJOR......... 27 MAJOR.........
MINOR.......... MINOR..____.. MINOR... ... MINOR..........
4 MAJOR.......... 12 MAJOR......... 20 MAJOR....... 28 MAJOR........
MINOR.......... MINOR.......... MINOR.......... MINOR..........
5 MAJOR......... 13 MAJOR......... 21 MAJOR.......... 29 MAJOR......
MINOR.......... MINOR.. ... MINOR......._.. MINOR...........
6 MAJOR......... 14 MAJOR.......... 22 MAJOR.......... 30 MAJOR.........
MINOR .......... MINOR........... MINOR.......... MINOR..........
7 MAJOR......... 15 MAJOR.......... 23 MAJOR.......... 31 MAJOR.........
MINOR.......... MINOR........... MINOR.......... MINOR..........
8 MAJOR......... 16 MAJOR......... 24 MAJOR........ 32 MAJOR.... ..
MINOR ... MINOR.....___.. MINOR....._.. MINOR........
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SECTION B, CHORDS | 9%
N S R P

¢

DIRECTIONS: In this test fifty-two chords will be played. Some will 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 with

No. 3 you are to mark in your own opinions.

1 MAJOR.X 14 MAJOR...... . 27 MAJOR......... 40 MAJOR..........
MINOR.......... MINOR......_... MINOR......... MINOR..........
2 MAJOR.......... 15 MAJOR.......... 28 MAJOR.......... 41 MAJOR.........
MINOR..X . MINOR......__.. MINOR......... MINOR..........
3 MAJOR....._. 16 MAJOR........ 29 MAJOR.......... 42 MAJOR.........
MINOR.......... MINOR.......... MINOR.......... MINOR..........
4 MAIOR.......... 17 MAJOR.......... 30 MAJOR.......... 43 MAJOR.........
MINOR.......... MINOR......... MINOR.......... MINOR..........
5 MAJOR........ 18 MAJOR..... .. 31 MAJOR......... 44 MAJOR........
MINOR........ MINOR.......... MINOR.......... MINOR..........
6 MAJOR.......... 19 MAJOR.......... 32 MAJOR......... 45 MAJOR........
MINOR.......... MINOR.......... MINOR.......... MINOR..........
7 MAJOR.......... 20 MAJOR....._. 33 MAJOR........ 46 MAJOR.........
MINOR......... MINOR.......... MINOR......_. MINOR.........
8 MAJOR.......... 21 MAJOR........ 34 MAJOR........ 47 MAJOR..........
MINOR.......... MINOR........ MINOR........ MINOR..........
9 MAJOR......... 22 MAJOR....... 35 MAJOR........ 48 MAJOR........
MINOR.......... MINOR. ... MINOR.......... MINOR..........
10 MAJOR.......... ' 23 MAJOR....... 36 MAJOR.......... 49 MAJOR..........
MINOR.......... MINOR.......... MINOR........ MINOR..........
11 MAJOR........ 24 MAJOR........ 37 MAJOR......... - 50 MAJOR.......
MINOR.......... MINOR.......... MINOR........ MINOR..........
12 MAJOR.......... 25 MAJOR..._._ .. 38 MAJOR. ......... 51 MAJOR .
MINOR.......... MINOR......... MINOR.......... MINOR.........
13 MAJOR......... 26 MAJOR..._._. 39 MAJOR........ 52 MAJOR........
MINOR.......... MINOR.......... MINOR.......... MINOR..........
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, ; TEST il )
'RHYTHMIC DISCRIMINATION * 349
SECTION A, METER N S R P

DIRECTIONS In this test thirty-two musical selections will be sung or played. In the
proper space below you are to write the meter of each selection—the number of beats
in a measure. The correct answer for No. 1 is 3, for No. 2, 4. Beginning with No. 3

you are to mark in your own opinions.

) 3. L R 17 i 5 .
2 .4 10 i 18 o 26 .
3 it } ) 19 27 o,
4 il 12 i 20 s, 28 .
S | & S 21 e, 29
6 e 14 . 22 . 30
T i, 15 e 23 . Y
8 i 16 i 24 . 32
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SECTION B, TEMPO

DIRECTIONS: In this test thirty-two musical selections will be sung or played. In some
the rate of speed will increase, in some it will decrease, and in some it will not change.
If in your judgement the speed increases, place 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 Begmmng Wlth No. 3 you

are to mark in your own Opll'llOIlS

1 SLOWER... ........ 9 SLOWER..... ... 17 SLOWER............ 25 SLOWER.........._.
FASTER... X FASTER............ FASTER............. FASTER... ...
CONSTANT ............... CONSTANT .............. CONSTANT ............... CONSTANT ...
2 SLOWER.... X ....... 10 SLOWER ............. 18 SLOWER............ 26 SLOWER.............
FASTER........... FASTER ... ... FASTER........... FASTER ...
CONSTANT ... CONSTANT ... CONSTANT .............. CONSTANT ...
3 SLOWER...... ... 11 SLOWER. .. ... 19 SLOWER....... .. 27 SLOWER ...
FASTER............ .. FASTER... ... FASTER ... FASTER..............
CONSTANT ............... CONSTANT ............... CONSTANT............... CONSTANT ...
4 SLOWER............. 12 SLOWER ... 20 SLOWER.............. 28 SLOWER...........
FASTER............. FASTER............. FASTER............... FASTER..............
CONSTANT......oooooo.. CONSTANT .......coco.. CONSTANT ... .. CONSTANT ..............
5 SLOWER.............. 13 SLOWER. ... 21 SLOWER.......... 29 SLOWER........ ...
FASTER.............. FASTER............. FASTER ... FASTER ...............
CONSTANT............... CONSTANT.............. CONSTANT ... CONSTANT ...
6 SLOWER........... 14 SLOWER. ... 22 SLOWER..... ... 30 SLOWER......
FASTER... ........... FASTER ... FASTER.... ... FASTER. ..
CONSTANT _.......... CONSTANT ... CONSTANT.............. CONSTANT.... ...
7 SLOWER ... ... 15 SLOWER......... 23 SLOWER............. 31 SLOWER........._
FASTER............... FASTER............. FASTER. ... .. . FASTER.... ...
CONSTANT............... CONSTANT ... CONSTANT......... CONSTANT... ...
8 SLOWER........... 16 SLOWER.......... 24 SLOWER.......... 32 SLOWER.........__
FASTER............._. FASTER ............... FASTER....:........ FASTER........_..
CONSTANT ..o CONSTANT ........ooccee CONSTANT ............... CONSTANT ...............
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TEST 111

 DRAMATIC FEELING

DIRECTIONS: In this test twenty-two musical selections will 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 which 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 with No. 3 you are to mark in your own opinions.

1 X _ A sweet, sad tale 8 Cutting wind and drifting snow
.......... A hero’s death weeeeeeee. Thunder storm on a murderous night
.......... Gypsy ‘romance wreewer. Pursuit of a fugitive
.......... The sea rover e A grim and rockbound coast

2 Glory of the sunrise 1 R Love’s ecstasy
.......... Conqueror’s return weecee-.. Forest murmurs
X . Evening in the gardem Herald of peace
.......... “Winter landscape weesemeee Friends’ reunion

F . Foreboding of tragedy 10 ... Reverent prayer
.......... Imperial procession ' weeceeew. Melancholy twilight
.......... Mysterlous stranger wcereeeee Desert caravan
.......... Peasant wedding party weeeeenee ' The slave ship

4 Sorrow at parting 11 The restless tramp of soldier’s feet
.......... Children’s games wieeeeeeee. Tumultous heart “twixt hope and fear
.......... Festivities at the fair weecmeeee Vision of death without salvation
.......... Witches . frolic weceneere Echoes of the battles din

S i First love 12 Prayer for a sweetheart’s safe return
.......... Storm in the night weoeeeere Arrival of knights in courtly array
.......... An old tale of mystery voreeo. Longing for the homeland far away
.......... The jolly friar ereere Safe haven from storm at sea

6 Hour of the angelus 13 . The fervor of religious zeal
.......... The Russian steppes <o Fear of hidden shapes and shadows
.......... A prayer to Allah wererer.. The despair of the condemned
<wini. The princess royal The melancholy of solitude

T . Grief at parting ’ 14 ... Grenadiers on dress parade
.......... Mountain dance weeneee. Oriental market, hot and busy
.......... Sentimental memory coreeee. The seat of judgment, austere and grave
.......... Tortured prisoner wooee.... The ducal court, brilliant and gay

NOW TURN THE PAGE
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fod

o

15 A prayer of peace for friends departed
.......... Sweet longing for the days of yore
.......... Vision of eternity on departing this world
.......... Greetings to a bright new day

16 ... Love’s tender serenade
.......... Ascent to the scaffold
.......... Flight of the gull

.......... Compassionate letter

17 Autumn skies
.......... Midnight adventure
.......... Sinister threat
.......... Gypsies gay

18 ... Lads and lassies, happy and free
.......... The romantic gondolier
.......... Drinking bout in the tavern
.......... The forest in autumn

19 .. The presence of the shadow of death
.......... Funeral of a Viking chief
.......... Calm sea and setting sun
S The humble, patient, serving man

20 ... Early morn on a gala day
.......... Sad farewell to earthly joys
.......... Hysterical fear as disaster strikes
.......... The assassin craftily stalks his man

21 Hush before the thunder storm
.......... Calm of the mountains at dusk
.......... Quiet of a deserted village
__________ Gloom of an ancient castle

22 Childish grief for a broken toy
__________ Frenzied anguish of a tortured soul

Sullen anger of men deceived

.......... Desperate plea of a discarded lover
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TEST IV

KNOWLEDGE OF MUSICAL 915
LITERATURE " - - -

DIRECTIONS: In this test thirty-two musical selections will 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 with No. 3 you are to write in your own opinions.

“Soldiers Chorus” from Faust Gounod

Juanita Spanish

3]

10.

11. e nem e mtnen

| 5

NOW TURN THE PAGE
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5 O OSSOSO

R

17.

18. oo

19. e eeeememetemeanesent et ineteeeseceseceasesebeammeaneeiararanes

200 s - eeemem et eaen e eeen e e

21. e enemememeeemaseaeatafassemean Saceeeeeoeteieiacaerae nannsnneereneanana

D OO

23, S . S

24, S e

25. . e ermeeeiseesreeeereseicistesmeeeeesesesgessceeseess  Seeteseesmeesseeseesessseesessissesseoeeaseses

26. ... - et

27. ' e

28,

29. . e e sen

B0, e

1 OO

7 e e e e e e
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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

CLASS SCHOOL

DATE

DO NOT WRITE BELOW THIS LINE

99
298
96
95
90
85
80

75
70
65
60
35

45
40
35
30
25
20
15
10

ns o o

TEST IH
STORIES AND PICTURES

TEST 1l
-COUNTING

99
26
95
20
85
80
75
70
65
60
55

TEST |
MAJOR  AND MINOR

o8

97

45
40
35
30
25

20
15

o

nY 0o
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TEST | 39

MAJOR AND MINOR

DIRECTIONS: As you know, all music is in either a major or a minor key. A piece of
music will 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
majo"r‘a'nd: minor sound, the correct answers for No. 1 and No. 2 are marked in. Begin

ning with No. 3 you are to mark in your own opinions.

1 MAJOR..X . 9 MAJOR....... 17 MAJOR.......... 25 MAJOR.....
MINOR.......... MINOR._____. MINOR.......... MINOR... ...
2 MAJOR......... 10 MAJOR. .. 18 MAJOR..... .. 26 MAJOR..
MINOR... X .. MINOR........ MINOR... . MINOR...... ..
3 MAJOR....... 11 MAJOR. 19 MAJOR... ... 27 MAJOR.___..
MINOR.......... MINOR......... MINOR........ MINOR... ...
4 MAJOR.... ... 12 MAJOR......... 20 MAJOR....... " 28 MAJOR.... ..
MINOR.......... MINOR... ... MINOR......... MINOR..___.
5 MAJOR....... 13 MAJOR.......... 21 MAJOR....... 29 MAJOR.. ..
MINOR.....__... MINOR.___. MINOR.. ... MINOR......
6 MAJOR......... 14 MAJOR.......... 22 MAJOR.......... 30 MAJOR.........
MINOR... ... MINOR.......... MINOR..... .. MINOR. .
7 MAJOR..... . 15 MAJOR.___. 23 MAJOR. . 31 MAJOR.. ..
MINOR......... MINOR.......... MINOR.......... MINOR......___.
8 MAJOR......... 16 MAJOR..._.. 24 MAJOR......... 32 MAJOR.... .
MINOR......._. MINOR... .. MINOR.._____. MINOR..... ..
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TEST I | 39

COUNTING

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 stfongest.
A piecé of music will 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

with No. 3 you are to mark in 'your own opinions.

1.8 9 17 e, 25
2 .4 10 o 18 26 e,
3 11 . 19 . 27 .
A . 12 e 20 . 28 .
5 e 13 21 e, 29
6 e 14 . 22 30 e
T e 15 23 31 .
: S | S 24 . 32
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TEST 11l 39

'STORIES and PICTURES x| s | =

DIRECTIONS: You have often noticed that some music seems happy or sad, and some
~seems to tell a story or paint a picture. A piece of music will now be played for each
of the twenty-two three line sets below, and you are to place a cross by the one line
which seems to tell what the music is about. To be sure you understand, No. 1 and

No. 2 are marked. Beginning with No. 3 you are to mark in your own opinion.

1.X..A very sad story 8 A grim and rockbound coast
.......... A gypsy girl wceceee.. Thunder storm at night
........... A ship at sea <eceew-e. Pursuit of a runaway
2 ..... The forest in winter 9 Forest murmurs
X Evening in the gardem Herald of peace
.......... A beautiful sunrise weeene. Great happiness
3 A mysterious stranger 10 . Reverent prayer
P Serious trouble expected Desert caravan
L i Approach of the emperor Winter twilight
4 Gay day at the fair 11 Endless tramp of soldiers’ feet
.......... Witches’ frolic veeeee & heart torn between hope and fear
S Childrens’ games Sounds from the distant battlefield
S Storm in -the night 12 Longing for home
.......... The. jolly dwarf wereeee Safe harbor from the storm
.......... A .mysterious story wieeeee. Arrival of the knights at court
[ J— " An oriental prayer 13 ... Despair at being hopelessly lost
........... The' Russian plains woeeeene Sadness at being alone
.......... The royal  princess <ieerene. Prayer in church
R AT Mountaineers” dance 14 ... Soldiers on parade ‘
.......... Grief at parting woeceer.. The hot and busy market place

it Beautiful memories The duke and his gay court

NOW TURN THE PAGE
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15 . Prayer of peace for friends departed
.......... Beginning of a bright new day
.......... Vision of heaven at death

16 ... Moonlight serenade
.......... A friendly letter
S Flight of a bird

17 .......... Autumn skies
.......... Midnight adventure
.......... Promise of punishment

18 ... Boys and girls at happy play
.......... Forest in the autumn
.......... The weary traveller

19 .. Calm sea and setting sun
.......... The shadow of death
.......... The lowly serving man

20 . Fear of misfortune
.......... Early morning at the fair
.......... Sad goodbye to happy days

21 o Hush before the thunder storm
.......... Quiet of a deserted village
R Calm of the mountains at dusk

22 Grief for a broken toy
.......... Hopeless prayer for mercy
.......... Winding river between the hills
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CATALOG OF TEST CONTENRT

Form A, Test I, Section A (also Form B, Test I):

| 1+ Molley, 7. L., "Lovets Old Sweet Song", The Golden Boek of
Favorite Songs, first eight measures of the refrain, mixed
quartet and pleme, Chicago: The Hall and MeCreary Co., 1923.
2. Swedish, "Night Song",

first eight measures, mixed guartet and piano. Bostom: E. C.
Schirmer Music Co., 1931.

3+ Barnby, Jeoseph, "Now the Day is Over®, Thg . Qp;@en ;Bogf!; cxt_
Favorite Songs, first stanze complete, mixed quartet and piano.
Cmieago: The Ball and MeCreary Co., 1923,

4. Harrison, Annie F., "In the Gloaming", The ! @l@n,@Qk of
Favorite ngg 8, first sixteen measures, mized qna.rfet ami piano,
Chicago: The B’all and MeCreary Co., 1923,

5. Hopkins, John H., "We Three Kings of Orient Are", The Golden
Book of Favorite Songs, first sixteen measures, mixed quartet

and piene. Chicago: The Hall and MeCreary Co., 1923,

6, Dykes, John B., "Lead Kindly Light", The Golden Book of
Favorite Songs, first six and ome-half measures, mixed guartet
and pisno. Chicago: The Hall and MoCreary Co., 1923,

7+ Regreo, "Go Down Moses", The Golden B,oak Qt Favorite Songs,
first eight messures, mixed guartet and pisne. Chieago: The
Hall end McCreary Co., 1923.

8, Provenesl, "The Three Kings", Jm ior Songs, first eight
measures, baritone unaccompsnied. New York: The Americen Book

Co., 1925.
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¢. Seoteh,"Loeh lomond", Junier Songs, chorus, tenor unaceompenied.
New York: The Ameriean Book Co., 1928,

10. Somersetshire, "The Raggle Taggle Gypsies”, Junig r Songs,

first stanze, sopranc unaccompanied. New York: The Americen Book
Co., 1925,

114 Foster, Stephen €., "Massa's in the Cold Ground®™, The Golden

Book of Favorite Songs, first eight measures, contralto unraccom-

panied. Chicego: The Hall and MeCresry Co., 1923.

12, Irish, "Wearing of the Green", The Golden Book of Favorite

Songs, firat sixteen measures, temor unaccompanied. Chicaget The
Hall and MeCreary Co., 1923.

13, Schumann, Robert, "The Two Grenadiers", Modern Music; and

Musiciens, Part I, Vol. 3, first eight measures after voice
entrance, baritone and piane. New York: The University Society,
l9la.

14+ Schubert, Frenz, "Cradle Song", Fifty Selected Songs by Frang
Sehubert, first four measures, sopranc and piano. New York: Carl
Fischer, Ine,, 1912.
15, Brahms, Johannes, "Come Soon”, Music Highways and Byways, nine
measures beginning with the fourth, contraltc and plane., New York:
Bilver Burdett Co., 1936,
16. PeBeriot, Ch., Scene de Ballet, eight measures beginning in the
tenth of the "Tempo 41 Bolero", vielin and pilano. ¥ew York: Car}l

Pischer, Inc., 1912,
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~ 17. Bruch, Max, Concerte, Op. 26, first eight measures of the

second movement ("Adagio"}, violin and piene. New York: G,
Sehirmer, Ine., 196@.

18, Thomas, Ambroise, Mignon, first nine measures of violoncelle
obligato in Aet II, No. 12, "Andante” (third tempe).>’

19. Mescagni, Pietro, Qavallegia Rusticana, horn theme,fourteen
measures beginning with the twenty-eighth of "Andante" (second
tempo), Aot I.27

20. Verdi, Guiseppe, La Tr‘awiaf’s‘a’, ¢larinet melody, sixteen
measures beginning with the fifth of "illegro assai vive", Act II,
No. 13.%7

21, Verdi, Guiseppe, Il Tr evatqm, flute theme, eight measures
’e,f, "Allegrette come prima", Aet I, No. 37.3?

22, Verdi, Guisepps, La Iraviata, violin theme, eight measuras
beginning with the secord of "iAndantino® (second tempe), Aet III,
No. 16,27
‘83, Beethoven, Ludwig vem, Sonmata, Op. 14, Bo. 8, first eight
meagures of second movement ("Andante"™), piane. New York: @.
Sehirmer, Inc., 1894,

24. Schubert, Franz, Four Ig;_oro:@‘ tus, N 9. ;“’ Op. 142, first sixteen

measures, piano. New York: G. Schirmer, Ine., 187,

27
This material was copled from the complete score
, shelved in the Library of Congress, Washington, B. 0. A vocal
B : score of this opera is published by G. Sehirmer, Inc., Kew York.
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26. Mandelssohn-Bartholdy, Felix, Morning Song, Qp. 82, No. 4,
éight measures, beginning with the fifth, plane., New York: G.
Sehirmer, Ine., 1912.

26. Chopin, Frederie, Yalse brillante, Op. 34, No. 2, first
eixteen measures, plano. New York: G. Schirmer, Inc., 1915,

27. Grieg, Edvard, Albumbla#jk, Op. 12, No. 7, first eight measures,
piano. New York: G. Sehirmer, Inc., 1899.

28, Haydn, Josef, Military Symphony, first eight measures of

third movement ("Menuetto"), orchestra. New York: Harcourt,
Brace and Co., 1986,

29, Wagner, Richerd, Rienzi Overture, eight measures beginning

or the seventy-first of the "Allegre energice” (second tempe),
orchestra. New York: Harcourt, Brace and Co., 1936.

30. Beeothoven, Ludwig van, Symphony No, ¥ (Ercica}, first eight

msasures of the second movement ("Marcia funebre")}, orchestra,
New York: Harcourt, Brace and Co., 1935,

31. Tschaikowsky, Peter 1., Symphony No. 4, first eight measures

and one heat of the second movement ("Andantino"), orchestra. New

York: Harecourt, Brace and Co., 1935,

32. Wagner, Richard, "Dance of the ipprentices", Die Meistersinger
von Nurmbefig, sizteen measures beginning with the eleventh of
"Missiger Walzer-Zsitmass" (second tempo), orchestra, New York:

Bareourt, Brace snd Co., 1936,
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Each of the following is written as a dotted half note followed

Form 4, Test I, Sectiom B:

by a half rest in & measure of five-four meter. Tempo, &

guarter nots equals 50;

1.
2.
B.
4.
Se
é.
7.
8.
2.
1o.
1l.
12.
13,
14.
15.
16.
17.
18,
19.

20.

E-ma jor triad, closed position,

E-minor
C~mea jor
G-me Jor
D-minor

A-mg jor

triad,
tried,
triad,
triad,

triad,

¢losed position,
elosed position,
¢losed position,
closed position,

elosed position,

B-major triad, cloased position,

all are for planc, sempre senza pedale.

onm a',
om @',
on et.
op g'.
on 4°',
orx a',

on h.

E-flat-major tried, clcosed position, on ewflat,

G-mipor triad, closed position,

C-~minor

G-ma jor

A-minor
A=-minor
D-minor
F-major
C-ma jor
E-minor
E-ma jor

A-minor

A=minor

triad,
triad,
triad,
triad,
tried,
triad,
triead,
triad,
triad,

triad,

triad,

2. qumajor triad,

A

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

B-minor

triad,

closed position,
elosed position,
elosed position,
first inversionm,
closed pesition,
first inversion,

closbd position,

on G.

on ¢.

on ge

on KA.

closed position, on @',
on d',

closed position, om ¢t.

on ¢t

second inversiom, closed positiom, on b.

second inversion, clesed position, on b.

first inversioen,

first inversion,

closed position, on ¢'.

open position, on e'.

second inversion, open position, om b.

second inversion, open position, on b.

197



~ 23,
24,

26.
27.
28,

29.

31 .
32,

33.

C-ma jor
‘E~major
kD-minor
Arminer
C~ma jor
F-ma jor

D-minor

., A~minor

E-minor
G-ma jor
C-ma jor
Cema jor

G-ma jor

- E-minor

. A~-minor

D-minor
F-ma jor
C~ma jor

A~ma jor

triad,
triad,
triad,
triad,
triad,
triagd,
triad,
triad,
triad,
triad,
triad,
triad,
triad,

triad,

triad,

triad,
triad,
triad,

triad,

open position, on ¢t.

second inversion, open pésition, onect,
open position, in d'.

firet inversion, open position, on e'.
¢losed position, on e¢'''.

second inversion, closed position, on ett'*,
e¢losed position, on 4''*, |
first inversion, closed position, omx e'’"*,
second inversion, elosed position, on b'*,
first inversiom, ¢losed position, on b'°*,
closed position, om e''t,

c¢losed position, on ¢.

firast inversion, c¢losed pesition, om B.
second inversion, closed position, on B.
first inversion, closed pesitiog, on ¢.
closed position, on d.

second inversion, closed position, on ¢.

closed position, on c.

first inversion, closed position, om c¢-sharp'.

E~flat-minor triad, closed position, on e~flat.,

B~-flat-minor triad, second inversion, closed position, on

b-flat'’.

44, F-major triad, first inversiom, closed position, om A.

45, D-flat-major triad, second inversion, closed positionm, on

A~flat.

46, A-najor triad, closed position, on A.
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,47‘ A-major triad, first inversion, cleséd position, in twe
aaﬁann,. on e~sharp' and e-sharpt!’.
48, E~flat-minor triad, closed position, in "ewo octaves, on e-flat
and e-flat',
49: E~flat minor triad, second inversiom, closed position, in
two octaves, on b-flat' and b-flat't.
B0, F-major triad, first inversiom, clossd position, in two
octaves, on A and a.

- Ble D-flat-major triad, second mvarsion, closed position, in
two octaves, on A~flat and a-flat.

52. A-major triad, closed position, in two octaves, on A and a.
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Form 4, Test II, Sections 4 and B (also Form B, Test II):

Nos. 1 to 17 inclusive are performed by mixed quartet and piano;
Nos. 18 to 38 inelusive are performed by orchestra.

1, Carey, Henry, "America", The Golden Book of Favorite Songs,

rirat aix measures, Chicage! The Hall and MeCreary Co., 1023,
2. Ward, Semuel A., "America the Beautiful", The Golden Book of
Favorite Songs, firat eight measurea. Chicago: The Hall and
MeCreary Co., 1823,

3+ Spilman, James E., "Flow Gently Sweet Afton", The Golaeg’Book

of Favorite Songs, first sixteen measures. Chicago: The Hall
and McCreary Co., 1923,

4+ Woodb@ry, Isaac B., "Stars of the Summer Night", Golden Book
of Famrit&v Songs, first eight messures. Chicagot The Hall and
MoCreary Co., 1983,

5. English, "Drink to Me Only with Thine Eyes", The Golden Book

of F‘av.oxfne‘ Songs, first eight measures. Chicago: The Hall and
MaCreary Co., 1983,

&, Seotch, "Auld Leng Syne"™, The Golden Book of Favorite Songs,

first sight measurea. Chicagol The Hall and MeCreary Co., 1923,

7. Irish, "The Last Rose of Summer", The Golden Book of Favorite
Songs, first eight measures. Chicago: The Hall and MoCreary Co.,
1923.

8. Molloy, J. L., "Juanita", The Golden Book of Faverite Songs,

first eight measures. Chiecago: The Hall and MeCreary Co., 1923,
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9. Barnby, Joseph, "Sweet and Low", The Golden Book of Favorite

Songs, first eight measures. Chicago: The Hall and McCreary Co.,
1923,
10, Weber, Carl M. von, "Softly Now the Light of Day", The Golde

Bogk of Faverite Songs, first eight measures. Chicago: The Hall

and MeCreary Co., 1923,

11, Bayly, Thomas H., "Gaily the Troubadour", The Golden Book of

Favorite Songs, first eight measures. Chicago: The Hall and
McCreary Co., 1923,

12. Irish, "Beliesve Me If All Those Endearing Young Charms", The
Golden Book of Favorite s‘ong’s, firat eight messurea, Chicago:
The Hall and McCreary Co., 1823,

13, Neopolitan, "Santa lucia", The Golden Book of Favorite Songs,
first eight messures. Chicago: The Hall and McCreary Co., 1823,
14, Willis, Richard 3,, "It Came Upon the Midnight Clear”, The
Golden Book of Favorite Songs, first eight measureas, <Chicago:
The Hall and MeCreary Co., 1923,

15, Monk, William H., "Ablide with Me™, The Golden Book of Favorite

Songs, first eight measures. Chieage: The Hall end McCreary Co.,
1923,

16. Marks, Godfrey, "Sailing", The Golden Book of Favorite Songs,

first eight measures of e¢horus. Chicago?: The Hall and MeCreary
Co., 1923,
17. Adam, Adolpbe, "Cantique de KSel", Twice 55 Plus Community

, last twelve measures. Bostont: C, C.

Birchard and Co., 1929.
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18, Haydn, Josef, Symphony No. 7 (Salomon), first eight measurea

of Trio of third movement ("Menuetto"). New York: Harcourt,
Brace and Co., 1936,

19. Haydn, Josef, Surprise Symphony, eight measures beginning
with the ninth of the Finale ("Allegro d4i molto™}. New York:
Hareourt, Brace and Co., 1936,

20. Brahms, Johannes, Symphony No, 2, first eight measures of
third movement ("Allegretto grazicse"}. New York: Harcourt,
Brace and Co., 1935.

2l. Tschaikowsky, Peter I.; Symphony No,. 5, eight measuresa begin-

ning with the last beat of the ninth measure of the second move-
ment ("Andante cantabile”). New York: Harcourt, Brace and Co.,
19356,

22, Brahms, Johannes, Symphony No. 1, first eleven measures of the
third movement ("Un poco Allegretto”), New Yerk: Harcourt, Brace
and Co., 1935,

23. Haydn, Josef, Surprise Symphony, first eight measures of the
third movement ("Menuette"). New York: Harcourt, Brace and Co.,
1936,

24. Wagner, Richarg, ;Tmmh?gzsar Overture (Concert Version), eight

measures begimning on the fifty-first of the "Allegro" (second
tempo). New York: Harcourdt, Brace and Co., 1936.

26. Mozart, W. A., G-minor Symphony, first eight measures of the

second movement ("Andante”), New York:; Harcourt, Brace and Co.,
1936.

26, Tschaikowsky, Feter I., Symphony No. 5, first eight measures,

Rew York: Harcourt, Brace and Co., 1935.

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



203

27. Beethoven, Ludwig van, Symphony No. 7, eight measures beginning
with the third of the second movement ("Allegretto”). New York:
Hamouw, Brace and Co., 1935,

28, Wagner, Richard, '"The Flyving

an Qvo;'ture., first eight
measures of "Andante" (second tempp)., New York: Harcourt, Brace
and Co., 1936,

29. Brahms, Johannes, Symphony No. 3, firat eight measures of the
third movement ("Poco allegretto”). New York: Harcourt, Brace

and Co., 1935,

30. Tschalkowsky, Peter I., Symphony No, 6, eight measures beginning
with the third beat of the thirty-second measure of the sscond
movement ("Allegro con grazia”). New York: Harcourt, Brace and
Ca., 1935,

31. Dvorak, Anton, Symphony Ko. 5 {_Kenv World), sixteen measures

of the third movement ("Scherzo"), beginning at the second tempe
("Poco sostenuta”). New York: E. F. Kalmas Orchestra Scores, Inc.,
193z, |

3%. Tschaikowsky, Peter I., Romeo and Juliet, eleven measures and
one beat beginning on measure 150. New Yorkt: Harcourt, Brace and

Co., 1938.

Form A, Test III (alse Form B, Teat III):

All numbera are performed by orchestra. The material was copled
from complete scores shelved in the Library of Congress, Washingtom,
D+ C.; voeal scores of these operas are published by G. Sehirmer,

Ine., Few York.
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1. Verdi, Guiseppe, lLa Traviata, first seven measures and g
resolution.
2. Thomes, Ambroise, Mignon, first four mesasures and one beat of
"Second Tableau" (immediately preceding No, 12).
3. Verdi, Guiseppe, Rigoletto, the first, seccnd, third, and
tenth to fifteenth measures inclusive, and a resolutionm.
4. Gounod, Charles, Faust, first eight measures of "Second
~ Tableau" (No. 3).

5, Yerdi, Guiseppe, Il Trovatore, sixteen measures, beginning on
the third beat of the twenty-third measure of the sixth tempo
("Allegro assai asgitato™) of No. 3.
6. Verdi, Guiseppe, Aida, first four and eleventh to fifteenth

| measures inclusive of the fourth tempo ("Allegro asssi moderato"}
of Act I.
7. Verdi, Guiseppe, Le Traviata, eight measures beginning with
the fifteenth of FNo. @.
8, Verdi, Guiseppe, Rigoletto, thirty three measures beginning on
the two bundred and third measure of No. 18,
9. Leoncavello, Ruggiero, Pagliacci, seven measures and two beats
of "Piu mosso, perdutamente con passione"” of Act I, Seene 3.
10. Wagner, Richard, ‘Ifannh;user, sizxteen measures beginning with
the sixty-fourth last measure of Aet III, Scene l.
1l. Verdi, Guiseppe, Aida, seventeen measures beginning with the
eighth tempo ("™Allegro agitato e presto") of Ast I, not counting

the ninth to sixteenth measures inclusive, which are omitted.
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18. Thomas, Ambroise, yigggg, twelve meagures beginning at the
third tempo ("Andante") of the Overture.

13, Wagner, Richarad, Tannhguﬁer, six measures heginning with the
tenth tempo ("Andante) of Aet IXI, Scene 3, not counting the
third and sixth measures, which are omitted, and ingluding a
resolution, which ia sdded,

14, Verdi, Gulseppe, Rigoletto, sixteen maaéures beginning with
the forty-second of the second tempo ("Allegre con brio").

15, Verdi, Guiseppe, Alda, last seven measures of the opera.

l6. Gounod, Cherles, Faust, eight measures beginning with the
fourteenth measure of the second tempo ("Adagio"}.

17. Verdi, Guiseppe, Rigoletto, sixteen measures and one beat of
the fifth tempo ("Vivace™)} of No. 5.

18. Gounod, Charles, Faust, sixteen measures beginning with the
fifth of the second tempo ("Allegretto”) of Act I.

19, Vbr&i, Guiseppe, La Traviata, eleven measures and a resolution,
beginning on the eighth measure of Act III.

20, Verdi, Gulseppe, Rigolettg, ten measures snd a resolution,
beginning with the twanty~£ourth last measure of Act I.

2l. Biget, Georges, Carmen, six measures and oms beat of the
"Entr'Aete™ to Act III.

22. Bizet, Georges, Carmen, nine measures, beginning with the

second of the seventh last tempo ("Allegro moderato”) of Act IV,
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Form &, Test IV:
The material for numbers marked * was copied from complete secores
shelved in the Library of Congress, Washington, D C.; voocal
scores of these works ere published hy G. Schirmer, Inc., Hew
York.
1. Gounod, Charles, "Soldiers' Chorus"™, Faust, eight measures,
beginning with the second measure of the fifth tempo ("Tempo
marziale") of No. 14, orchestra.¥ |

2. Spenish, "Juanita", Golden Book of Favorite Songs, last eight

measures, mixed guartet and plano. Chicage: The Hall and

‘MeCreoary Co., 1923.

3. Handel, Georg Friederich, "Hallelujeh Chorus™, The M‘assiah,
eight measures, beginmning with the fourth, orchestra and orgen.,*
4. Schumenn, Robert, Traumerei, Op. 15, Ko. 7, first eight
measures, piano. New York: Belwin, Inc., no copyright.

5. Handel, Georg Friederich, "Ombra mai fu* ("Largo"}, Xerxes,
twelve measures, begimning at "Aria", tenor and orchestra.*

' 6. Foster, Stephen C., "0ld Folks at Home", The Golden Book of
Favorite Songs, first eight measures of the third stanza, mixed
quartet and piano. Chicago: The Hall and MeCreary Co., 1923,

7. Bizet, Georges, "Toreador Song", Carmen, eight measures

‘beginning with the thirty-seventh messure of No. 14, baritone
and orchestra.*

8, MacDowell, Edward, "To a Wild Rose", Wocﬂg a4 Skatch,oa, first

eight measures, piano, Boston: The Arthur P, Schmidt Co., 1924.
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9, Wagner, Richard, "To the Evening Star", Tannhuser, ten
maasures beginning with the fortieth of Seene 2, Act II, baritone
and orchestra.*

10. Dvorak, Anton, Symphony No. § (New World), four measures of

the second movement ("Largo"), beginning with the seventh,
orchestra., New York: E. F. Kalmus Opchestra Scores, Inc., 1932.
11. Donizetti, Gaetano, "Sextette™, luecia di Lammermoor, nine
measures and two beats of the sixth tempe ("Larghetto") of No. 9,
tener, baritone, and orcheatra,*

12, Schubert, Frang; Serenade (Stmﬁghen), first ten measures,

apprenc and piano, New York: G. Sohirmer, Inc., 1911,

13. Bach, J. S., Air (Air for the G String), first five measures,

violin and pisnc. HNew York: G. Sechirmer, Ine., 1904.

14. Rossini, Gioaechino, William Tell Overture, seventeen measures,

beginning two sixteenth notes before the eightesnth measure of
the "Finale", orcheastra. New York: Carl Fischer, Inc., 1922,
15, Negro, Deep River, first ten measures, baritone and piano.
New York: G, Ricordi- and Co., Inc., 1917,

16, Ruassian, "The Volga Boatman",

Music of Many Lands and Peoples
first nine measures, baritone and piano. New York: Silver
Burdett Co., 1932,

17, Saint-Saens, Cemille, "The Swen™, Carnivel of the Animals,

first nine measures, orchestra. FParis: Dursnd et Cie, 1922,
18. Irish, Londonderry Air, eight measures, beginning on the second
half of the third beat ot the twenty-first messure, orchestra.

Kew York: Carl Fischer, Ind., 1922,

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



208

1¢. Liszt, Frangz, Liebestranm‘ﬁng 3 in &b, first six measures,
piano. New York: G. Schirmer, Inc., no copyright.

20. Welsh, "All Through the Night", The Gray Book ot Songa, first
eight measures of the third stanza, mixed quartet and pismo.
Chicagos: The Hall and MeCreary Co., 1923,

21. Schubert, Franz, Symphony in Beminor (Unfinished), ten
maasures beginning on fhu thirty-ninth, orchestrg. New York:
BRarcourt, Brace and Co., 1936,

22, Beethoven, Ludwig van, Sonats guasi una fanﬁqaia (Moonlight},
op.uav, Ho. 2, first eight measures and one beet, piano., New
York: G. Schirmer, Inc., 1894,

2%. Chopin, Frederic, FPolomaise in A Qg@litg;re}, Op. 40, No,. 1,
firsti eight measures, piano. New York: G. Schirmer, Inc., 1884.
24, Grieg, Rdverd, "Anitra's Dance", Feer gggt; first twenty-two
measures, orchestra, New York: Carl Fischer, Inc., 1926,

25, Haydn, Josef, Surprise Symphony, first sixteen measures

of the second movement ("Andante"), orchestra. New York:
Harcourt, Brace and Co., 1936,

26. Schubert, Franz, Ave Maria, Op. 52, No. 6, firet aix measures
and one beat, sopranc and piano. Kew York: G. Schirmer, Ime.,
1002

27, Beethoven, Ludwig van, §x§£h9§x No. 5, firat ten mesasures

of ths second movement ("Andante con moto"}, orchestra. New York:

Harcourt, Brece end Co., 1935,
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28. Mendelsschn-Bartheoldy, Felix, "0 rest in the Lerd", M,
six measures and one beat, contralto and orchestra.* |
29. Verdi, Guiseppe, "Celeste Aida", Aida, eight measures,
beginning with the third tempe ("Andamtino™)} of Act I, tenor
and orchestra.*

30, Verdi, Guiseppe, *Py{ umphal March®, Alds, six measures,
beginning with the fourth heat of the one hundred twelfth
meesure of Scene 2, Act II, orchestra.”*

31. Schubert, Franz, The Erlking, the first five and thirteenth
to twenty-fourth meseures inclusive, soprano and piano. New
York: Carl Fischer, Inec,, 1911.

32, Brahms, Johennes, Hungerian Dance No. 5, first sixteen

measures, orchestra. Boston: Oliver Ditson Co., 1924,
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HIP OF CRITERION GROUP

John Quincy Bass, Faculty, College of Musie of Cincinnati
Wwill H, Bryant, Musie Faculty, Indiana State Teachers College

Chester N, Channon, Masie Faculty, Western Kentucky State
Teachers College

Barah Y. Cline, Lecturer on Musie Education, Uhiversity of
, Cincinnati

Jane Cole, Graduate Assistant in Musie, Miami University
Philip Dreifus, (formerly) Cincinnati Symphony Orchestra

Sidney C. Durst, Direector of Studies, College of Music of
Cincinnati

o Mildred Hakesg, Educational Rireetor, Cincimnati Conservatory of
Muszie .

Lawrence E, Eberly, Music Faculty, Indians State Teschers
College

L@u&.a P, Fritze, Cincinnati Symphony Orchestra
Nicholas Gabor, Cincinnati Symphony Orchestrs
Giacinto Gorno, Faculty, College of Masic of Cincinnati
Carol Jean Harrin, Instructor in Education, University of Cineinnati
Howard ’H“ Hess, Faculty, College of Musie of Cincinmnati
Alen Irwin, Dean of the Conservatory, Werd-Belmont School
Herbert Jenkel, Cineinnati Symphony Orchestra
Arthur Knecht, Cincinnati Symphony Orchestra
Lois Wilson Lautner, Faculty, Arthur Jordan Conservatory of Musie
Eliiabeth Meloy, Musle Faculty, Ball S’oaﬁa Teachers College

Carlo Mastropacle, Cincinnati Symphony Orchestra
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Renato Mastropaolo, Cincinmati Symphony Orchestra

Merrill MeEwen, Associlate Professor of Musle, Bowling Green State
University

Grace Morley, Faculty, School of Musie, Ohio University
Herbert Newman, Faculty, College of Musie of COincinnati
Fred Noalk, Cincinnati Symphony Orchestra

Claude E, Palmey, Head of Masie Deparitment, Ball State Teachers
College

Norman F. Phelps, Faculty, Arthur Jordan Comservatory of Music

-~ Lawrence H. Riggs, Paculty, Conservatory of Musie, Ward-Belmont
School ‘

. Harold Roberts, Cincinnati Symphony Orchestra
Elmer Ronka, Cincimnati Symphony Orchestra
Herbert Silberssasck, Cincinnati Symphony Orchestra

Elizabeth M. Taylor, Prinecipal, Department of School Musie,
' College of Musie of Cincimnati

J. Herman Thuman, Director, Collsge of Music of Cincinnati
Herbert Tiemeyer, Cincinnati Symphony Orchestra
Franz Trefzger, Faculty, College of Musie of Cincimnati

Jemeos E, Van Peursam, Director of Music, Eastern Kentucky State
Teachers Collsge

Henry Wassermen, Cincinnati Symphony Orchestra
William B. Wilkins, Cincinnati Symphony Orchestra
Henry Wohlgemuth, Cincinnati Symphony Orchestra

Irving Wolfe, Head, Musie Department, George Peabody College for
Teachers

Dorothy Woods, Graduate Assistant, Arthur Jordan Conservatory of Musie

Neme withheld, Musiec Faculty, Bowling Green State University
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INSTITUTIONS SUFPLYING DATA FOR THE PRESENT STUDY,
WITH COOPERATING ADMINISTRATIVE OFFICERS
AND DATE OF TESTING

Colleges

Arthur Jorden Conservatory of Musie, Indisnapolis, Ind.
Ade Bicking, Direetor
Ssptember 27, 1940

Ball State Teachers College, Muneie, Ind.
Clsude E. Palmer, Head of Music Department
September 19~20,1940

Bowling Gresn State University, Bowling Green, Ohic «
Merrill C, MocEwen, Assceiazte Professor of Musiec
Septenber 27, 1940

Cineinnati Conservatory of Musie, Cincinmnati, Ohio
Mildred Eakes, Educational Director
Qetober 4, 1840

College of Music of Cincinnati, Cincinmati, Ohie
¥+ Horman Thuman, Direector
Septembar 24, 1940

Egstern Kentucky State Teachers College, Richmond, Ky.
W. C, Jones, Dean
ﬁaﬁpber 16, 1940

George Peshody College for Teachers, Nsshville, Tenn.
Irving Wolfe, Head, Muasic Department
October 2-3, 1940

Indiane State Teachers College, Terre BHaute, Ind,
Avthur Hill, Heed of Music Department
September 17-18, 1940

v Mismi University, Oxford, Ohie
Joseph W, Clokey, Dean School of Fine Arts
- NHovember 26-28, 1940

Ohio University, Athens, Ohio
€. C. Robinson, Direetor, Sechool of Husie
8‘ept0mm 26, 1940

Ward-Belment Schocol, Kashville, Tenn.

Alan Irwin, Dean, Conservatory of Music
OGetober 3, 1940
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Western Kentucky State Teachers College, Bowling Green, Ky.
Chester N. Channon, Faculty of Musie
Getober 1, 1940

Public Schools

Batavia Public Sehools, Batavia, Ohio (Grades 4 - 12)
- Paul K. ¥oore, Superintendent
November 13~14, 1940

Fairview Publiec School, Cincimnati, Ohio (Grades 4 ~ 8}
John W. Snyder, Prineipal
October 16 ~ November 25, 1940

Holmes High School, Covington, Ky. (Grades 10 - 12)
H. B. Smith, Supervising Prineipal
January 10«17, 1941

Hughes High Sehool, Cincinnati, Qhie  (Grades 9-12)
Arthur Havlovie, Assistant Frineipal
-Qetober 11-284, 1940

Milford Public School, Milford, Ohic (Grades 4 - 12)
M. H. Burkholder, Superintendent
Rovember 1l1-12, 1940

Southgate Public School, Southgate, Ky. (Grades 4 - 9)

Boyd Howard, Superintendent
Septerber 11, 1940
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FORM A, TEST I-4
FORM B, TEST I

Percentile Rank
Score College Senior Junior Inter—
Music High High medlate
Freshmen School School Grades
R & mon R = 467 N = 483 N = 400
3@..‘"‘0.. ga gg
2g."ﬁ..'.' 90 99
as..“"‘.. & 99 ﬁ’;g
a?O'QQIOQOQ ?‘5 QB’ 93 99
28e0vescecs 68 14 a7 9¢
3509.0.090-- 60 25 - a7 on
Bhececcnnes 51 93 26 29
Bleesersens 42 89 24 o8
22....9..-.; 5& 33 ga 96
2lecenenses 30 76 a8 4
E0censccnae 24 68 83 "}
190.00“." 18 61 7& 88
18scncscnse 13 51 e 80
171000.‘..-. ] 41 63 71
18.0nensnes 7 31 58 62
15csrcennesn 5 2% 41 82
léecreesene 3 16 28 41
13cevecesse 2 e 19 28
12cevvencee 6 11 i8
llvto.oo-vt & 5 12
10seeoveene 1 2 4 7
g'ootocoqoo 1 2— 5
Beeveonsee 1 1
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PERCENTILE RANKS
FORM A, TEST I-B

Percentile Rank

Fercentile Rank

330“..00‘.‘

Score College Senior Score College Senior
Music High Musioc High
Freshmen | Scheol Freshmen | School
N » 308 N =455 N =308 | N=45
500000tt..-d 98 32000.0000.. 35 75
S 49esessnvsne 95 99 Slencessssse 20 67
~43.g;---o¢a- 92 99 50...0'&¢eld 16 59
‘470tc§-cnoco 89 98 29¢eavsnnssdl 12 48
dBsnecsonsns 85 98 28ssensvesen 8 39
48ssevesenne 82 97 27ecesevcnss 6 30
yiﬁolllOOQOQQ 79 a7 26eeceennnne 5 22
43ss0veveand 75 97 25.0ss00esedl 5 15
~4atooooaaaao 70 97 24.00000!90« 5 9
4lencisncved 64 96 - JRR . ]
400&000000.0 60 95 220:00"0000 2 5
39""..."‘ 55 94 210"..“... 1 2
OBeassssssce 50 93 20000c0veess 1l
5?.9:)00.... 46 8l 18¢¢ootoo’co 1
36'."...0-0. 43 89 l?'."‘.“.. l
~35§¢-5-o...; a8 86 16000.0...00 1
&‘..".’C.QC 35 85
30 79
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FORM 4, TEST II-4
FORM B, TEST II

Percentile Ranks
Seore College Senior Junier Inter-
Musie High High - mediate
Freshmen Sehool Sehool Grades
N = 308 X = 467 N = 444 H g 400
2‘900&’0’0' 92
28'0...’0.,‘ 99
3?‘0!'0." ga gg
B8iiecnnse 94 \ 89
%.QOOQQQQ 8& ! ‘ gg‘ 99\
E&evesonee 76 o8 o8
35«.-..--@ 65 9? 9? gg
' gatqoboq.' 55 93 o7 99
2lootqnaoq ‘ﬁ a% 96 93
8000000-00 5& 85‘ 9‘ g?
19...0.'.‘ m w ! % ‘ 97
la'..‘..‘.Q a‘ ?5 90 95
17¢ancecns 20 66 as 21
lﬁ".".'.@ l‘ 5? 8@ 8?
ls."’l... 10 ﬁg m 81
l@.’i..!‘ﬂ ? 39 Gz m
15-00-.:00 5 m 5@ 33
m.l.’.." " 83 m 51-
Ilesnscces 2 17 31 42
10cieecass 1 12 22 35
Gaeosnces 1 8 15 24
Bevosnnse L7 10 18
Teneassen 3 é 10
GUQOOQOQU l . 3 5
50.000.9’ 1 l s
4‘"“’0"‘ l 1
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FORM 4, TEST II-B

;========:&=F=ﬁ=====================:

Percentile Ranks
Score College Senier
Muasie High
Freshmen Schoel
K = 310 N = 461
so&‘p,e..’ o8
29019009t0 aﬁ
28.."‘..; 39 gg
2Fcecicsee 7 o
B8scscnnee ég a8
B8secocnsns 5% 95
a&".'...‘ &8’ gl
b, YO, 31 89
33-;...,.. 353 ?8
8109-00‘000 16 66
2‘0........ ll 55
lg..“‘... 8 *?
18000“"'0 6 m
I7cecconce 5 3&
l&ogoou&ot 3 25
15.'.‘.'.' z 19
Ideccenere 1 14
150.90090‘ X @
m'oooqqgoo 1 5
ll-g...,.. 3
10.0"'... a
Pacessoens l
Bovntoqvo 1
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FORM &, TEST III
FOEM B, TEST IIT

Pergentile Rank

Score College Senior Junior Inter-

Kusic High Righ mediate

Freshmen Schoel School Grades

N = 30¢ R = 461 N = 441 H = 394

ZOQOQOGQooo 99

lgood-obio. . o9 °1] o8 °4)
18000"0!00 9& Qq 9? 99
17cccanenes 5 o8 o8 9@
16.cecenves 88 96 5 o8
1500.-0100¢ 8‘1 89 89‘ 9‘
l‘o.c.ooodo 69 ?g ?8 86
1B3cecceenss | B2 &7 64 73
18eiacnnses 35 53 47 57
1lieccsosee bt 4 3¢ 29 41
lﬁ'oooocu%oa 13 24 14 2%
9.".....’ & 15 5 l5
Besssverse 2 G 1 8
: Tevnososes 2 4
i &occ.oo’@? 1 1
4evesccnns 1
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PERCENTIIE RANKS
FORM A, TEST IV

Percentile Rank “ Pereentile Rank
Seore Collega Senior Score College Senior
Musie High Musie High
Fraeshmen School Freshmen | School
R » 309 N = 461 K = 309 N = 461
n530¢00.bt gg 750'0.000' 3?
139..."." 99 740¢‘90900 87
l@‘?octonq.q 1] 75opoooooo 86
108.c00vees| 98 PBeveseese | 85
,1&5.,."... 96 nvootftgt 84
108esensnes @ ¢ PP 83 o9
10Llecevecne 98 1" P 83
1QG-'0000'. o% 68....n,. 82
g&,“l.‘," 97 67000‘0'0; 8l
954'.00000 96 -1, TP 80
g&i...,..; 9& 65..-.;»»« ?g
gl.o.ocoog 95 6@9;000'9’ VB
choootoo 5] 630'..9’0. 77
89...-.-.; 94 &gocoqoeuo 7% a9
BBeoovonns % Gooooqopoc 76 88
a?oyoccoto 93 58.......¢ ‘74
86q00090.0 % 5"00&0.;0( 74 99
83"‘..... 98 56.’."".‘ ?3
88....,... 93 551600.9., ?g 99
Bl...-.n. 91 quooocoo 70
quqnu 91 5500-;&.00 6ﬂ
?g.’ootcot 89 53'90‘0‘@. 88
?a‘....", m 51".0._“. 6?
7?vo;ot0.‘ 88 5@......0. 66
75‘.00-..00 88 *9—0..".@‘ 65
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Percentile Rank Percentile Rank
Score College Senior Score College Senior
Music High Music High
Freshmen | School ‘ Freshmen |School
N g 309 N = 461 , N = 309 N = 461
i&.....‘o---' 64 2eevvvcanse 27 77
4?."..'.... 65 25."'..’.'. 25 ?5
460000 vn0s 62 98 B2sscvonvnse 23 7e
*500‘00:0..0 61 2lesessssnce 22 70
44isecevenes 60 98 1 ¢ P, 20 67
430#&&&00-00 . 58 98 19.0:‘.00000 17 62
*2‘4g0‘0.000 56 97 1800‘.!0“00 15 58
4livassencan 53 97 170cececsnsns 14 55
490‘--'00,000 52 96 16....-.00.. 12 52
LSQQOOt‘ooaao 51 96 18 ceevcasces 11 48
38&.&000.0;0 49 96 14.:-.001'00 8 45
576.0.00--.0 48 96 13-.000.-:0& 6 42
36§pr-to-'oo 47 95 12eenesscees ] 38
‘55.00.0'.0.0 45 95 lltoc..oo;oo 35
“'....“.‘.. 43 94 10.'.'...... 5 32
33""'.'.... 41 93 9’.'0""'. 26
52“0.-0‘.000 39 92 8......'..:; 5 21
Blecsoveonns 37 91 Zesvessesen 17
B0eensesrcse 34 89 6¢'oaocco-o_ 14
2% aveesrsnee 32 88 L 11
RBssevensosns 31 86 4evsscscons 1l 8
‘87“‘..‘."." 30 84 3"'....'.‘ 5
,26nco't-oo¢: 29 82 Lesscsosnnn 4
35.“.“‘.‘. 28 79 h;l‘.......'. 3
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AFPERDIX F
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CCOLL a3 sl iyt SIVOTITIATT

Tuglc Dduneation Denartrent

,36103 ig o~ seleeted Mint oFf well "novm corositions, It
rould e deemed n Tavor if wou would chee’ “weanbty «f these

Cramaers that rou feel a atudent should Tmovw before enter-
inzg as a freshman in the Colleze of wusic,

Bach: Air for the G 3tring

—————

 Beethoven: Adagio, loonlight Sonata

Adagzio, Sonata Patheticue

ot o

Andante con moto, Symphony V (C ninor)

e v rparnt.

Allegro con brio, Syaphony V (C ninor)

s cotpatnsnan

“arche funebre, Symphony III, "Eroica®

- - ittt

Overture, Leonore o, 3

Turidish ‘farch, "The Ruins of Athens"™

o clniop

Bizet: Habanera, "Carmen"

N

Toreador Sons, "Carnen

[ N )

Brahms: Hungarian Dance o, &
Chopin: "ilitary Polonaise

J s

Debussy: Afternoon of a Faun

a—an

Reflections on the Vater

[ ——

Donizetti: Sextette, "Luclia 41 Lanmermoor

Dvoral: Largo, Symphony V, "Ifew Yorld™ |

Songs Iy Tother Taught e

i . st i

Foster: O0ld Foll's at Home

‘French: Au claire de la ILune

- . A

Ghys: Amaryllis
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Grainger: Shepherd's Heyr

Sp—

Grieg: Peer Gynt Suite ~- Aaitra's Dance

Ase's Death

———————

In the Hall of the ‘ountain
{ing

b . et

Solvejg's Cradle Song

B ]

To Soring

ot e ompad

. Irish: Londonderry Air

Pt s

Hindel; Hallelujah Chorus, "The >lessiah"

e Wt ot

The Harmonlous Blaclsnith :

e

TLarzo, "Xerzes"

s ot ortphs

. o

Haydn: Andante, "Surprise Symohony™

)

Leoncavallo: Prologue, "Pagliacci”
~Liszt: Les Preludes

Liebestraum

e

e ot

~MaeDowell: To a Wild Rose

‘lendelssohn: O Rest in the Lord, "Elijah”

e ot 4 ot

Overture, Miidsunner Wight's Dream”

Scherzo, " idsummer Night's Drean

ot et <t A,

ilozart: 4Allegro molbo, Symphony in G minor

e

Minuet, "Don Glovanni™

)

Overture, "The lagic Flute™

-

s st

Tegro: Deen River

‘RimglveXorsakov: Sheherezade Suite -=-

The Youngz Prince and the Young Prin-
cess

N O e

t Bagdad.

o i)

The Festival a
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»

Rosgini: . Overture, "VVilliam TellM

- Russian: The Volga 3Boatman

e

Saint-Saens: Danse Ilncabre L
My Heart at They Sveet Voice, "Samson and
Dalilah" o

The 3Swan

[ R

Suite Algerienne -~ airche

Il gt bt

,Schubert: Allesro moderato, "Uniinished Symphony”

Ave ‘faria

et o

The Irlling

i copuond

Har':, Harl: the Lark

[ —

- 2

§

Jorent Tmusical, F onminor
serenade

[ )

~Schumann: The Lovus Flover

it .o b s

Troumersi

b ot et

The Tivo CGrenadiers

]

Tehailovely: Andante, Tirst novement, "Symw _
; athetigue™

K

Marche Slav

RPN

Toteracler Suite =-

Danse Arabe .

O ]

Marche

.y

Danse Chinoise

g Atk

Danse den Mirlitons

S

Overture, 1812

Verdi: Celeste Aida, "Aida"

Trivmvhal ifarch, "Aida®
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von-weber: Overture, fder Freischitz

——

S——

- Vagner: Evening Star, "Tannhluser™

Love Death, "Tristan and Igolde™

ettt

Magice Fire Scene, "The Vallrmrie®

Overture, "Tamnhauser™

[

Prelude, "Lonensrin"

- o s

" Prelude, "die Meistersinger”

e

Ride of the Vallmrries, "The Vallyriel

A —. i

ialther's Prize Sonz, "die _eistersinzer™

-y e it

Welsh: ALl Throush the Wisht

- —————t——

QIf any compositions have been onitted from the list thet
o you Teel should be included, you are urged to nention thenm
~below,

s o s s bs 4% s M ol R A el oA AW s DL B B s i e e s @ L s o
:m‘.‘w. - A b oo A Al At D s i S Al Y
k/k e W o " e —— o o AR Tl W ke -
. o b o Aot ot W Nt o B O M e e AT o s ot s Lo A b G S 10 e i 4 Rt o
N wn oo e e e e e s - e
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BASIC DATA OBTAINED FROM ADMINISTERING TEST I
OF THE MEASURES OF MUSICAL BACKGROUND
TO COLIEGE FRESHMEN ENTERING THE MUSIC FIELD
AND TO SENIOR HIGH SCHOOL STUDENTS

Section A Section B
Melodtes Chords
Inatitution

K | Total| Mean| X |Total | Mean
Soore Scors

Goll’ga Ll.lll....‘..‘.....’., s‘ m g‘.w a‘ 15‘90 40088
Boocno.-aoocnocvoogoo 16 m 80.“ l& 51‘ 58013
G‘coooaoao;otqotpqoooo S& 59‘1 3&.?5 3@ 1.385? 530‘?
BJ‘OQQIUOOQOQOOOOQOQQ 21 4% az-w zl m 5‘.76
Ec‘qooctonoqqoqoooaool a& 539 83&& aﬁ 1058 3&023
Ec.-oochgooqoooo.nno 55 lﬁ’?ﬁ 85913 54 mﬁ 37.76
Gevacoressnscnnsreseel 14 314| 22.43] 14 494¢ | 55.2¢
Hevetovnrseroncocness] B4 7¢1| 23.286| 35| 1300 | 37.14
IQ'OOQ.Q.I'OOQQQCQOQQ l& . 35& 33;@0 l& 5&1 35.3@
JQOOIOOD.I.QQOOQ...QQ m mq 35‘075 m 519 ‘5.25
Koo.mnnoooouooc."ot‘ 25 55’9‘ 33;355 m u? 37188
L‘QQ‘Q’C..Q.QQQQ.Q..O 15 m 83.55 15‘ m 5806‘?

Totala'lou.00-000.-0000‘00.0‘0 m n‘l m* 11511
w@ight@é MAKN csssccsesscscess 23,58 : 37 .50

R.u,.uu 123 mg 1?023 185 5?5‘ 3Q.53
[+ OO B £ 4 2530 18,07| 140 | 4203 | 30,02
,P.Q,.....Q 65 lm la.w 65 185‘ a&,%

TotBl®ecsoorceasenssncocncese 467 8441 455 | 13567 ‘
W‘aighto& MEBDsssssssncsessens i18.08 W.B&T
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BASIC DATA OBTAINED FROM ADMINISTERING TEST II
OF THE MEASURES OF MUSICAL BACKGROUND

T0 COLLEGE FHESHMEN ENTERING THE MUSIC FIELD
ARD TO SENIOR HIGH SCHOOL STULENTS

| Seetion B

Mater Tenpo
Institution

K | Total| Mean | K | Total | Mean

Seore Score
Gollﬁgw AQO&OQQQOQQQ,OQQQ.QO 34 799 23,5@ 38 898 25949
BCQQOOQOO'QOOQQQQQQQ 16 29& 18.65 l@ 400 35»@0
Coseceesnncersrsnses| 36 795 22.08 | 38 924 | 25,67
D‘ronootoooooooooooc 21 4356 31*&? al 516 M.ﬁ?
E..‘..QOCOQQ‘Q..O"Q as 57& w.s‘ 51 n?a m’ga
F‘Q.'O..l."..."’.. 55’ 1095 lg‘al 33 744 22.55
G.QQ“OO.OOCOIO...'C l‘ m m.“ l" 33? 8‘.07
quotqoocoqgcnooloto 38 e7s lﬁow 35 3‘1 “005
S P U 318| 19.94 | 16 403 | 25,1¢%
quoono.oooccocvuooo 12 2?& aS.GO 1‘ 35? 25.50
K.OQQ.QOOQ‘QQQQ.Q.QQ 35 m gg’w “ m %‘08
Leserocscsscacrarcee 18 280 18,67 | 14 320 | 22,86

To,ta]-.'lQQ.".QQ..Q?.OQ’.Q.. 307 6378 309 7460
!Qi&htﬁﬁ mm...oooloqnooooo w»m a"l‘
Senior Eigh School Meccocseo|140 2110 15,07 | 13¢ 2631 | 18,93
Feereones|12B 2076 16,88 | 125 2438 | 19.46
Oeeseseeeldl 1968, 13.89 | 136 25485 | 18.7M2
Poeressed 68 877 18,51 | 6 1073 | 17.59

T@t,‘l‘.-oooocoacosoqooocooo; 467 712} 461 8682
wa‘&shtad muooacovnnoqttooo lﬁmzﬁ 13.35
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BASIC DATA OBTAINED FROM ADMINISTERING TESTS III AND IV
CF THE MEASURES OF MUSICAL BACKGROUND
TO COLLEGE FRESHMEN ENTERING THE MUSIC FIELD

AND TO SENIOR HIGH SCHOOL STUDENIS

238

Test III Teat IV
Dramstic Fesling Enowledge of
Musical Literature
Institution : :
4 Total | Mean N |Total Mean

Secore Seore
an‘s’ AO'OCOOQQ."'Q‘Q.“Q M m lan 5‘ lgm 58‘.18
Bcoooﬁo(oq.o&t."l& l& 3@4 1&.?5 13 Mﬁ 40-51
@oqoo--oo.ocngqqoo 56 68? 15.55 M’ lm 5"&
Doo-oo-.ooqqooqoqoo 20 an 15955‘ 23 m 63.60
quo-_.noqqqoonooncoo 58 1.2 Izqe? 5& 1?13 5500‘
E.Q:.oocbopca...." 35 ‘l‘ la'w 55 1163’ 35;088
Gocot--oo-o-ooqcotap 1‘ l?ﬁ 33957 1‘ 553 49.5?
H0.0.Q.QOCO..!‘QQQ. 35 m WQSI 35- 1855 %am
IQ'....O"‘.I.“.‘.. l& m& la'aa’ 16 m 55088
Igoovactcocoonqqoc. 1‘ 300 l‘,“ 1‘ 7@5 50;81
Kotoo.ooooooooo‘ooo 2‘ 305 13971 a‘ m? 33‘0“
LQ...QQOI.O..OO.... l‘ l?‘ m&&s l‘ Qm 4?0&

@D’h&.llu........,..,..,.,., 308 am B08 {13276
W&ishtﬂﬁ ”uo.otooil..“.t 130% . 05.13
Senior High School M.e..ses|140 | 1656 | 11.8286%142| 2310 16.27
Légsevee 125 1““ lloﬁm m m l?‘uﬁ
Qocrnses 138 1638 12,0869 |136| 2441 17.685
Peoeeoos| 6L 715 11.7213( 61| eve 16.03

TotalBessecossvcscssecesees 461 5458 - |461| 7808
Weighted MmetResccecsesnancn 11,7265 16.94

*I% is neeessary to cerry these means to four places.
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BASIC DATA OBTAINED FROM ADMINISTERING TESTS I AND II
OF THE MEASURES OF MUSICAL BACKGROUND
TO JUNIOR HIGH SCHOOL AND INTERMEDIATE GRADE PUPILS

Major and Minar Counting

Institution

N|Total| Mean| K |Total Mean
Score Seore

Juniox Kigh Sehoocl Q@ sesaces 133 2295 17,22 131 i7es 13.63

: Beeevessed 140 | 2156 15.40 | 130 1600 11,51
Seveesnesd 138 | 2313| 16.64 | 133 1865 14.02

T.-o.o.oo. 41 m 15080 u 552 130‘5

?otal‘.'Q.‘....'..‘0.."....’ 45“ ?585 M ma
Waighteﬁ mm‘.oooooooaaqoo.. latw 13.@?

Elementary School Usseesecess 131 | 1937 14,76 | 131 | 15065 11.87
V. srsetsre 115 lm 150‘3' 1.15 llm 13051
Weeeooeoseo 104 | 1508 15,38 | 104 1304 13.40

Xevaosossoe 5O 718| 14.36; 50 611 12,28
Tﬂtﬁllaooooonﬁoo.oqoqo«qgoaqo 400 6033 400| 4746
Waigh‘bﬂd MABNesreccesnsnesnny 15.08 11.87
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BASIC DATA OBTAINED FROM ADMINISTERING TEST III
OF THE MEASURES OF MUSICAL BACKGROUND
TO JUNIOR HIGH SCHOOL AND INTERMEDIATE GRADE PUPILS

Tast III
Stories and
Pictures

Institution

N | Total Mean
Seore

Juricr Kish Sehool Q‘QOOOOOOOOO 1zZ8 lm 11.98
Beveersoesss 132 | 1658 | 11,74
Sesecscccces 183 | 1724 | 12,96
Tooopnoo-ooq ‘1 5& 13.93

'Rbtajlauoo........o.........ao. .m mg
Woighted mMBAN..cessrcsaserasces 12.29

Elementary School U.cevoceceees 126 | 1468 | 11.66
Veceosassnseed 114 | 1250 | 10.79
Wevsooveoanne lﬁ& 1246 11.88
qutocooo'ooo‘ 5@ 553 11.38

Tbt“’q.ooooooooooonoao¢toncﬁow 396 45‘1‘
w‘taht‘ﬁ mmaonooqoooooQo¢0000 110“
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