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CHAPTER I
THE FROBLEM AND DEFINITIONS OF TERMS USED

In recent years there has been increased concern
about the value of music theory as 1t 1is presented in the
training of professional musicians, Many theorists have
expressed a deslre to see a revision of the teaching of
music theory. However, in few instances has there been
a comprehensilve study and evaluation of present practices

to determine to what extent revision is desirable.
THE PROBLEM

Statement of the problem. It is the objective of

this study to determine the present place and purpose of
music theory in the music curricula of selected private
colleges in Arkansas, and to compare principles, concepts,
aims, methods, and procedures employed by the facultiles

of these schools during the 1964-1965 school year.

Importance 23 the study. The present perlod of

re-evaluatlion of music theory progrems was motlvated by
theorists' desire for lmprovement in theoretical teaching.
While it is realized that a stendardized procedure would
be neither practical nor desirable, there should be some

agreement on two questions: "Why 1s theory important in
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the training of a musiclan?" and "What 1s important enough
to be included in the study of theory?"

At least one Intermational and two national
organlzatlons have recognized the need for an evaluation
of the college music theory progrem. The Music in American
Educatlon Committee of the Music Educators' National
Conference expressed a need "for a study of the plaée of
music literature, theory, and composition in American music
education, and current practices in these fields."l The
International Soclety of Music Education recommended a
revision of music theory in the tralning of professional
musiclans.?

This study will be a comparison of the practices,
principles, content, and methods of music theory instruc-
tion in selected private colleges of Arkansas. Information
derived from this study will provide a basis for evaluation
and possible revision of courses of study. Results of this

study will be made avallable to participants.

Limitations of the study. This study shall be

limited as implied by the definitions of terms used.

lyusic Educators Nationsl Conference, Music in
American Education, Washington, D. C. : MusiC Educators
National Conierence, 1955, p. 11.

2International Soclety of Music Education,
"Recommendation of ISME Conference, Budapest, 1964,"
International Music Educator, X (October, 1964), p. 349.




DEFINITIONS OF TERMS USED

selected private colleges in Arkansas. The term

"selected private colleges in Arkamsas" shall be interpreted
to mean the colleges with membershipy in the Arkansas
Foundation of Assoclated Colleges: Arkansas College,
Harding College, Hendrix College, Joln Brown University,
Ouachita Baptist University, College of the Ozarks, and

Southern Baptist College.

Methods and procedures. "Methods and procedures"

shall be defined as the system of teaching music theory,

or, the presentation of music theory. The system shall be
examined to determine whether presentation 1is through
learning and observance of rules, analysis, exercises, drill,
or a combination of these and.other methods. The order of
nresentation and time allowed for varilous aspects, and

material included or omitted shall be taken into consideration.

Principles, concepnts, and aims. "Principles" shall

be defined as the fundamental foundations of the subject
matter as internreted by the faculties of the colleges
lavolved. "Concepts" shall be interpreted to mesn the
relation of these principles to the students' training

end future needs as a musician. "Aims shall be interpreted
as the faculty's expectations or goals for the end result

of the students' study.



Music theory curricula. In this report the term

"Ymusic theory curricula" shall be interpreted to mean the
basic music theory courses offered during the students!
college study, with a speclal emphasis on the courses

usually designated as "harmony" and "ear training."

Faculty. The term "faculty" shall be defined as
those persons teaching the above classes including the

chairman of the division of theory where applicable.
ORGANIZATION OF THE REMAINDER OF THE THESIS

sources of data. The sources oi data were the

faculties of the selected colleges in Arkansas, published

textbooks 1in the courses imnvolved, =znd periodicals coantain-

ing related material. College bulletins describing the

music courses offered were also examined.,

lMethod of procedure. The faculties of the
selected private colleges were personally interviewed to
get a comprehensive view of the theory curricula of these
schools (see Appendix for interview topics). Textbooks
used by the surveyed schools were examlned and compared.

Recently published textbooks not in use by these schools

were also used as reference material,




Treatment of findings. The information secured

through interviews and by comparison of textbooks and bulletins
was complled in statement and table forms. A comparison

of philosophy, approach, and materials presented was made.

No attempt was made to evaluate the theory program of any
school. The study will be available to the particilpating
schools as a basis for thelr own evaluation and self-

improvement as desired.




CHAPTER II
REVIEW OF THE LITERATURE

The traditional theory course, generally defined
as a two-year program of study of eighteenth and nineteenth
century harmonic technidques, has been commonly accepted as
an essential part of the professional training of = musician.
' This study hes often been of questionable value to the
musiclan because 1t was presented as an isolated, techmnical
field of study; 1little zttempt was mzde to correlate it
to music litercture, musical experience, or the musician's
own medium of werformance. Theorlsts have been sneaking
out in an effort to awaken teachers to the value of the
study of theory when it is presented in groper relation to
other aspects of the treining of the musicilan:

There hzs been a growing dissatisfaction with some
of the .aspects of the so-called "traditionszl" theory
course, &nd the last few years have brought about e
re-evaluation of its alms, orocedures, and its proper
place in the curriculum.

In the introduction to his theory textbook, Paul

Hindemith s2id, "The study of harmony is being left behind in

the race between musicel prectice and theoretical instr‘uc’cion.”LP

JCharles W. Walton, "Three Trends in the Teaching of
Theory," Music Educators Journal, XIVIII (November-December,

1961), 73

uPaul Hindemith, Traditioral Harmony (New York:
Assoclated Music Publishers, Inc., 1943), p. iii.
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Janet McGaughey, noted University of Texas theorist,
wrote in 1958:

Theory teaching in the United States has tended
to place grestest emphasis on written work counfined
to a relatively limited style, and students have
tended to achieve only acquaintance with, rather
than mastery of, musical elements before attemnting
to use them in functional relationships.5

In the introductory pages of Harmonic Practice--

a theory text by Roger Sesslons--the author said, "The
textbooks which I tried out &id not gquite sult my nceds,
and I finelly replaced them with mimeographed notes of
my own." He stated later, "It has seemed to e that
harmony snd countervoint have often been accepted as
desirable studiles without sufficlently clear definitions
of their function."d
There is a definite difference in ideas concerning
the purpose of music theory, especially between composers and
music historiens who are teachers of theory. Sessions also
had a comment on this condition:
The discrepancy between music theory on the one
hand snd the prectices of composers on the other,
is not & phenomenon of the last twenty or even fifty

years; thoughtful musicisns have noted it for more
then a century, =zund there have been en increasing

5Janet FcGaughey, "Current Trends in College Theory,"
smerican Music Teccher, VIII (November, 1958), 6.

6Roger Sessions, Harmonic Practice (New York:
Harcourt, Brace, and Compeny, Inc., 1951), op. ix-xxii.




number of attempts, by theorists and teachers and
even composers, to re-evaluate or reformulate theory
In terms more comnslstent with practice. Meanwhile,
except for slight and sporadic changes, the tradi-
tional teaching has generally been retained,--and
retained far too often, for what secem to be
insufficient or obscure reasons.?

These statements of dissstisfaction with the
conditions existing in the music theory teaching programs
of colleges in the United States were not made a half
century ago, but in the last two decades.

Ellis Kohs, outstanding composer and teacher,
*(Pulitzer Prize, 1955; Prix dl Rome, 1956) has followed
what has become a tread in music theory in the last twenty
years. He has written a textbook uniting the teaching
knowledge of traditional harmony with the lnsight he has

developed in his expériences in composition. The result

is a syllabus entitled Muslc Theory.z3 This textbook places

emphasls on the devices and practices common to the elighteenth
end nineteenth éentury which have practical application today
and which can be used with a degree of competency by the
student for the enrichment of hils musical experience.

In the twentieth century before World War II, few
music theory textbooks were wrltten, and few of the ones

written had wldé acceptance or jnfluence on theoretical

71bid.

8E11lis B. Kohs, Music Theory (New York: Oxford
University Press, 1961), 100 Dp.
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pedagogy. Ellils Kohs used three texts as principle references
in the formation of his syllabus. He lists no theory text

as a reference that was published prior to 1943. The three
textbooks mentioned by Kohs were: (1) Walter Piston's

Harmony, 1948;7 (2) Roger Sessions' Harmonic Practice, 1951;lo

and (3) William Mitchell's Elementary Harmony, 1948.1 Other

texts by current theorists were published at approximately
the same time as the three just mentioned. Two texts by
I. A. McHose were published in 1947 and 1951 respectively.
Other texts were wrltten by the contemporary authors Stringham
and Murphy, Hindemith, and Bauman--to name a few.

Examination of Roger Sessions' textbook reveals that
he aiso acknowledged influences of earlier authors. The
acknowledgements in his book reflect the characteristic gap
in the publicatlon of desirable textbooks. He gawve credit

to Paul Hindemiths Traditional Harmony, 1943,1% and Iwan

Knorr's Aufgaben fiir den Unterricht in der Harmonielehre

(Lesson for the Instruction in the Harmomics), 1894.13 This

1s indicative of a period of silence on the part of music

91bid., vii.
101p14.

11l1pia.

123essions, op. cit., p. xxiii,

131p14a.
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theory educators that has obviously affected the aporoaches
and practices of teéchers and has contributed to the defects
in theory teaching mentioned by the theorists quoted above.

A textbook published in 1892 (Percy Goetschius'! The Theory

and Practilce g£ Tone Relations) was used in the school year

1961-62 by one school of music in this section of the country
and other schools possibly used this book, also.

According to Janet McGaughey, the recent availability
of good music theory texts has helped to bring about
improvement in this teaching fleld, but the improvement is
probably not widespread enough to insure satisfactory

programs in all schools of music:

The Julliard School of Muslc, by establishing the
curriculum known as Literature and Materials of Music,
has pointed the way to a practical, music-centered
approach to all trainling for the development of insight
and skill.

In 1956 Howzrd Boatwright published Introduction to
the Theory of Music in which the pursult ol technical
SkI1T Is Iinked with acquiring knowledge of music
history. He begilins outside the realm of major and
minor and equlps the student for understanding of music
precedinﬁ as well as following the common practice
period.l

Other writers have expressed a desire to see the theoretical
study of music broadened to include a course in melody which

would have an equal place in the curriculum with courses in

harmony and counterpoint.

1l43anet McGaughey, 'Current Trends in College Theory,"
American Music Teacher, VIII, (November, 1958), 6.
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Miss McGaughey has made several predictions for the

future of

1.

5.

6.
The above

practices

theory teaching:

Musical acoustics will be linked much more
thoroughly with the nature of consonance and
dissonance and will be a necessary tool in
the analysis of music of all periods.

Students will be made aware of the historic
sources of present day musical phenomena
through analytical and experimental study of
evolutionary forms.

. A thorough study of melody will precede the

study of counterpolnt and harmony.

Students will be constantly engaged in the
examination and hearing of music of all periods.

Much more conscious effort will be made to
foster the development of the critical faculty.

Creative writing will be stressed.l5
predictions were made in 1958, and some of the

mentioned have already become more popular.

Boss Lee Finney, Composer-in-Residence at the University of

Michigan,

made a statement concerning creative writing:

Composition is not a study that should be limited
to the talented few in music any more than in English.
When the teacher of English asks his students to write
poems or essays or short storlies, he knows how few will
be professional writers. He knows, nevertheless, that
something will be galned that cannot be learned by
reading literature or studying rhetorlc. The very
purpose of the study of composition 1s to re-assert the

151014,

16Ross Lee Finney, "Employ the Composer," American
Music Teacher, XI (November-December, 1961), 8.
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importance of individual expression and to show that
all of the systems that make up musical craft have
been merely a means to an end. One of the most
gratifying moments in the teaching of composition
comes when the doubtful student realizes that he can
trust his ear and that many of the words that he has
talked about music have been devices for escaping the
essential act of doing.l?

A more recent evaluation has been made by a
committee of the Music Teachers Natlonal Association.
Members of the Committee on Music in the Schools and Higher
Educstion have responded to questions concerning the need
for revision in the method of theoretical instruction and
about the need for a keyboard approach to the subject matter
as opposed to using the student's own medium of performance.
Archie Jones of the University of Missourl stated that theory
should be treated as a "tool" subject rather than a "content"
subject. Charlotte Dubols of the University of Texas sald
that an overhauling of the traditional approach to theory
is long overdue in many schools and private studlos. That
theory should be functional, and that the student must
master preceding compositional techniques in order to
understand contemporary idioms was the opinion of Ralph
Matesky of the University of the Paclific. The noted muslc
educator Charles Leonhard sald that theory courses have

focused too narrowly on written theory. He further stated

that the purpose of theory 1s to develop listening skill,

171p14.
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understanding of the structure of music, and understanding
of actual music. He advocated the inclusion of all styles
and periods for study. Each of the members who were
questioned voiced the opinion that theory should be related
to the keyboard, to the students' own media of performance,
and to as many other media as possible.l8

This is an era of change for the area of music theory
pedagogy, and the serious teacher should be anxious to
keep abreast of the new developments and ideas in method,
content, and materials in an effort to meske this phase of

music a living, integral part of the music curriculum.

18ppank Crockett, "Committee on Music in the Schools
and Higher Education," American Music Teacher, XIV (March-
April, 1965), 27.
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TABLE I

NUMBER OF TEACHERS ON THE MUSIC FACULTIES,
NUMBER TEACHING THEORY, AND
NUMBER WITH DEGREES IN THEORY;
NUMBER OF STUDENTS IN THE COLLEGES AND
NUMBER OF MUSIC MAJORS

School Number  Number  Students Music Teachers
teaching teaching currently majors with degrees
theory music enrclled enrclled 1in theory

1 1 2 L32 11 MA (one)

2 L 14 1400 95 MM (two)

3 2 6 500 35

L 2 L L25 20 MA (one)

5 2 2 325 15

6 2 6 600 25 PnD (one)
” N 6 1200 37
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The length of time that individual theory teachers
have held their present positions ranges from two to
twenty-two years. The medlan time in a position 1is twelve
years, and the mean length of time 1s eleven years.

Only three of the seventeen faculty members teaching
theory can be considered as having their primary teaching
lozad in theory. Severzl indicated that theory courses
comprised approximately half of their teaching responsi-
bility.

A candidate for a degree from any of the colleges
or universitles surveyed must accumulate approximately
one hundred twenty-four semester hours credit, with the
exception of the Junlor college which requires sixty
semester hours. A comparison of the totzal number of
semester hours required for the muslc degrees offered by
the participating schools, and of the number znd nature of
music theory courses required for various music degrees

are enumerated in TABLE II.




TABLE II1
DEGREES OFFEBED,

MINIMUM SEMESTER HOURS OF THEORY REQUIRED, AND

MINIMUM SEMESTER HOURS OF MUSIC REQUIRED

18

School Degree Area Hours Hours
required required
in music in theory

1l Assoc. DMusic 21 16
in Arts
2 BM Instrumental 77 25
Vocal 77 25
Church Music 74 25
Theory-Composition 75 31
BME Instrumental 62 21
Secondary Choral 59 21
Elementary Chorsl 59 19
BA Music Ly 16
3 BA Music 42 18
Music Education
(Choral) L8 18
Music Education
(Instrumental) 51 20
Voice 54 18
Piano L9 18
L BA Music L8 16
Music Education L7 16
BA Music Lo 18
BA Music 51 18
BM Instrument or Voice 7 32
Church Music 66 16
BME Instrument or Vpice 69 24
7 BA Church Music 62 24
Instrument or Voice 44 16
BME Volice or Instrument 57 21




19

Semester Hour Requirements

Current bulletins of the seven schools show that
two schools offer a Bachelor of Music Degree, Flve schools
offer a degree in music education, and that 2ll seven
schools offer a Bachelor of Arts in music.

The required courses and total number of required
semester hours in music theory for each degree are presented

here in table form for more convenient reference.

Bachelor of Muslc degree in Plano, Orgemn, Voice, Orchestral

or Band Instrument, Church Music, or Theory and Composition

The minimum semester hours of music theory required
for a Bachelor of Music degree in Plano, Organ, Voice,
Orchestral or Bamnd Instrument, Church Music, or Theory and

Composition are listed in TABLE III.
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Bachelor of Music Degree in Music Education

This degree classificatlon includes all degrees
which meet certification requirements for teaching
muslc in Arkensas as indicated by the bulletins of the
various colleges. These requirements may be compared in

TABLE 1IV.

Bachelor of Arts degree in Voice, Piano, Orchestral or Band

Instrument, or Church Music

The minimum semester hours in theory required for
a Bachelor of Arts degree in Voice, Pilano, Orchestral or

Band Instrument, or Church Music are listed in TABLE V.



TABLE IV

MINIMUM SEMESTER HOURS IN THEORY REQUIRED
FOR A BACHELOES DEGREE IN MUSIC EDUCATION: A. INSTRUMENTAL
B. SECONDARY CHORAL
C. ELEMENTARY CHORAL

LOWER LEVEL THEORY UPPER LEVEL THEORY

School Total Harmony Sight singing Orchestration Choral Counter- Form Degree
theory I and II ear training arrang- point and
hours and dictation ing analysis
1. A 20 12 b4 2 2 BA
B,C 18 12 L 2 BA
2. A 16 L b4 _— b L BA
B,C 16 by L i by BA
3. A 24 12 4 2 6 BME
B,C 24 12 L 2 6 BME
L, A,B,
or C 21 16 2 or 3 BME
5. A 21 8 8 2 3 BME
B 21 8 8 3 BME
C 19 8 8 3 BME

22



TABLE V

MINIMUM SEMESTER HOURS IN THEORY REQUIRED
FOR A BACHELOR OF ARTS DEGREE IN MUSIC: A. INSTRUMENTAL

B. VOCAL

C. CHURCH MUSIC

LOWER LEVEL THEORY UPPER LEVEL THEORY
School Total Harmony Sight singing Orches- Choral Counter- Form Degree
theory I and ITI ear training tration Arranging point and
hours and dictation anzlysis
1 16 12 L Associsate
in Arts
2 16 8 8 BA, Music
3 18 12 L 2 BA, Music
L 16 L L L L BA, Music
5 18 12 6 BA, Music
6 A,B 18 12 L 2 or 2 BA, Music
7 A,B 16 16 BA, Music
C 24 16 2 3 3 BA, Church
Music

[aM]
W



CHAFPTER IV

KEYBOARD HARMONY, SIGHT SINGING,

EAR TRAINING AND HARMONY

The principal purpose of faculty interviews was
to gain a comprehensive view of the presentation of theory
on the freshman and sophomore levels in each music department.
Since requirements above the sophomore level not only vary
from school to school but also vary according to degrees
offered, a comparison of advanced theory will not be made.
Within practical limits, questions for interview were
designed to show as many aspects of each school's program
as possible (see Appendix). The questions were directed
toward the following topics in connection with keyvoard
harmony, sight singing, ear training, or harmony: (1) text-
book or textbooks in use, (2) attitude about composition
and the creative writing approach, (3) normal class procedure,
(4) aims for class achievement, and (5) aims for students'

personal development and application of principles learmned.

Keyboard Harmony

Several ways of scheduling keyboard harmony were
revealed by this study. Two of the schools included it
with the harmony section of theory. Three schools had a

combined harmony and ear training course, and keyboard in
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these cases was one of the aspects of the combined class.,
Keyboard harmony was included as part of ear training in
another school. In the other school, keyboard was not
Included with harmony or ear training, but was taught in
class plano. The time spent per week in the teaching of
keyboard varied from one-half hour to an hour, with outside
practice required.

A variety of approaches to keyboard harmony was
revealed by the study. Two teachers reported that they
used textbooks. Only one teacher used the chorale style
exclusively for keyboard instruction, staying completely
with the strict movement of voices as dictated by the style.
Two teachers indicated that they did not use the chorale
style, but taught the students to improvise a freer chordal
accompaniment to melodies, using basically the primary
triads (tonic, dominant, and sub-dominant) in various keys.
The other four teachers uséd a combination of the two
approaches, either alternating within a year's study, or
using one approach one year and the other the following
year,

Several objectives were expressed in relation to
purposes for keyboard harmony: (1) to develop facility
in accompanying melodies, (2) to employ discipline of
using simple chord progressions in several keys, (3) to

develop sight reading skills, (4) to demonstrate cadences
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of different perlods, (5) to teach part-writing, (6) to
develop an assoclation of sounds with sight and feel of

the keyboard, and (7) to reinforce and illustrate harmony.

Sight Singing and Ear Training

The three schools which had a combination course
In harmony and ear training scheduled their classes and
awarded credit in the following ways: (1) class met six
hours per week of which two hours were lecture and four
hours were devoted to laboretory work (two hours were svent
in ear training, and one hour was scheduled for sight
singing); four hours credit was awarded, (2) class met
three hours a week for three hours credit, and students
spent approximately two additional hours 1in a listenlng
laboratory; one hour out of four or five class periods was
spent in sight singing and one or two hours per week were
devoted to ear training, depending on what material was
covered, (3) class met three times per week for two hours
credit, and classes alternated perilods--harmony met for two
consecutive periods and then esr training met for two
periods in succession. (More than half of the two hours
ear training was devoted to sight singing).

The remeining four schools each scheduled two class
hours per week for ear training; two of the schools awarded

two hours credit for this work, and two awarded only one
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TABLE VI

TEXTBOOKS USED FOR SIGHT SINGING

AND EAR TRAINING

Frequency Author Title
of use
2 Liebermann Far Tralning and Sight Singing
1 Wedge Far Training and Sight Singing
1 Berkowitz, Frontrier,
and Kraft New Approach to Sight Singing
2 Ottman Music for Sight Singing
1 McHose-Tibbs Sight Singing Manual
1 Fish and Lloyd Fundamentals of Sight Singing
and Ear Training
5 Benward Workbook in Ear Training
1 Krone Fundamentals g£ Musicianship
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Ear Tralning. Filve teachers used the Bruce Benward

Workbook in Ear Training as a textbook. Two of these used

this workbook as a basic textbook, and one indicated that he

employed the approach only for intervals and harmonic

dictation. The others reported that the book was supplementary

to their basic materials. Several indicated that the book
contained more material than they could cover in the time

allowed, which presented an opportunity to select exercises

according to the needs of their classes. (One school, however,

is discontinuing its use as one of the primary sources for

its classes.) Other books in use were Fundamentals of

Sight Singing and Ear Training by Fish and Lloyd and

Fundamentais 22 Musicianship by Smith and Krone. The former

was a primary textbook,and the latter was used incidentally.
Recordings were used by four teachers as &a method

of practice. The recordings accompanying the Benward

workbook, the Rutgers University Music Dictation Serles,

and tape recordings made by the teachers themselves were

examples of sources. Other methods of practice suggested

to students were group practice with students playing for

one another and group work with am outstanding student

gilving dictation. One teacher said that he asked students

not to practice melodic dictation outside of class. In

clzss, analysis of the shape of the melody and harmonic rhy thm

preceded actual writing of notes.
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Aims for levels of accomplishment for the students
varied in most cases in proportion to the time allowed for
ear training and sight singing. Some of the goals listed
by the teachers for freshman ear tralining and sight singing
are given here:

School 1. Take a simple melody in dictation, identify
chords in a harmonic progression and write
the soprano and bass notes, ldentify intervals
and chord types, (including seventh chords)
and identify soprano and bass in isolated
chords;

School 2. Recognize simple chord progressions (with
dominant sevenths), know chord types and
inversions, sing modes, take soprano and
bass in dictation with some notes filled
in, and write a famillar melody from memory,

School 3. In harmonic didtation, taeke the soprano and
bass with some notes filled in within the
inner volces, and sight sing an average part
in choral literature;

School 4. Sing melodies half way through the sight
singlng textbooks;

School 5. Take melodies in dictation, identify chords in
simple progressions, and take four-part dicta-
tion in basic progresslons;

School 6. Hear harmonic progressions, take simple two-
part dictation in all clefs, and take rhythmic
dictation up to four or slix subdivisions of
a beat;

School 7. Analyze the source of material in listening
(identify the main theme, second theme, etc.),
distinguish differences in imitation--z fugue
or a canon, Sing with rhythmic agcuracy, take
a melody by dictation from memory, and identify
simple chord progressions, taking down the
soprano and bass notes,

The aims listed respectively for sophomore ear
training classes are given as follows:
School 1. Exposure to sounds of chords and devices of
harmony, dictatlon of two Independent volces,

and dictation of elementary progressions in
four parts;
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School 2. Recognition of all chords and inversions
including dominant sevenths, dictation of
soprano and bass factors, dictation of four
parts in elght measure exercises, analyzation
of chord progressions aurally, and some
facility in keyboard harmony;

School 3. Four-part dictation, singing a part accurately
in 2z Bach chorale, and singing a part in the
less-difficult contemporary choral works;

School 4. Information not available;

School 5. Dictation of longer melodies and four-part
harmonles with altered chords;

School 6. Four-part dictation including altered chords,
(ninth, eleventh, thirteenth, and augmented
sixth chords) and sight singing of chromatically
altered tones;

School 7. Not offered.

Harmony

Harmony classes are considered to be a basic element
of 2ll college music curricula. Importance given to the
course or strength of the theory program in each school
differs according to the school's scheduling policies and
the department's emphasis or lack of emphasis on the subject.
The total class time allowed per week for harmony and ear
training in the surveyed colleges and universities ranged
from three hours to six hours. A majority of the classes
met a total of five hours per week for the two courses or
in a combined course. The teachers in schools where less
time was allotted expressed a desire to increase the time
and credit for the courses, indicating that the reduced
time was caused by heavy general education requirements

rather than lack of interest or emphasis on theory.
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See TABLE VII for a brezkdown of class hours per week and

semester hours credlt for theory in the seven schools.
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Entrance examinations. Only two departments reported

the use of entrance tests to screen students who plammed to
enter harmony classes. The tests used were described as
tests on fundamentals, including chord buillding. A third
school reported an entrance test for transfers forl
classification purposes. Another school stated that all
prospective music majors were enrolled in harmony and began
the course, but that students having difficulty with the
work were dropped out of the course into fundamentals class
after two weeks. No school reported using standardized

tests in harmony classes or after completion of the courses.

Textbooks. There was little duplicatlion in textbooks
selected by various teachers of harmony. Books by Piston
and Ottman were in use in three and two theory departments
respectively. Other textbooks were employed in only one
school each. Teachers of theory who were interviewed gave
reasons for selecting the textbooks in use at the time.
Many of these teachers expressed some degree of dissatis-
faction with the textbooks they were using. The books
named are listed below with dates of publication and
reasons given for their selection:

1. Ottman, Elementary Harmony, 1961. The value of
this textbook was questlionable in regard to
students' needs in this school. The book
reportedly contained too much of a fundamental

nature which was not needed since an entrance
exam screened out those with deficiencies in
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fundamental music knowledge. The sophomore
textbook in this school was Ottman's Advanced
Harmony, 1961. Thils book was used to complete
The study of common practice harmony. The
last semester was devoted to styles after the
common practice period, and Leon Dallin's
Techniques of Twentieth Century Composition,
1957, was used a8 a basis for study.

Walter Piston, Harmony, 1948, was used for harmony
classes. Plans Tor next year included the use
of the Ottman textbooks mentioned above to
supplement this book.

Hindemith, Traditional Harmony, 1943, and Ellis
Kohs, Music Theory, 1961. These books were used
for freshman and sophomore harmony classes
respectively. The Hindemlth book was chosen
because the author did not "editorialize! and
the teacher could fill in with his own ideas
and explanations.

Carl McKinley, Harmonic Relations, 1944. This
book contains  basiC hatmony with no fundamentals
and could be more easlily adapted to the limited
amount of time given to theory in this school,

McHose, Contrapuntal Harmonic Techmiques, 1947.
This bPOOK wasS in use by the predecessor of the
teacher interviewed. He expressed a need for
a more functional explanation of chords and
devices.

. Laycock and Nordgren, First Year Music Theory,

1962. This book was chosen because the amount
of material was satisfactory and the method

of presentation was consldered good; modulation
and secondary dominants were included in the
material. Walter Piston's Harmony, 1948, was
the text for the second year of study.

. Walter Piston, Harmony, 1948, and accompanying

workbook, Harmouny, A Workbook in Fundamentals,
Des Marais,, 196&. The material in this book
was consldered falrly satisfactory, but the
teacher re-arranged the order of presentation
of material.







TABLE VIII

ELEMENTARY CHORDS AND ELEMENTS#*

Scales Melody Triads Primary Secondary Sixth Six- Non-
School and Triads Triads Chords four harmonic

Intervals (I, Iv, V) Chords Tones

1 X X X X X X X

2 X X X X X X

3 X X X X X X

b X X X X X X X

5 X X X X X

6 L X X X X X X

7 X X X X X

*¥Chords and other elements are not necessarily in the order in which they
are presented in the various schools.

LE



TABLE VIII (continued)

ELEMENTARY CHORDS AND ELEMENTS

Harmonic Modulation Modulation Cadences Harmonlc Period Harmonic
School Texture (simple) (advanced) Phrase Structure Rhythm
Structure

1 X X

2 X X

3 X X X X

b X X

5 X X

6 X X X

7 X X

gt



TABLE IX

DOMINANT HARMONIES,
SEVENTH, NINTH, ELEVENTH, AND THIRTEENTH CHORDS

School Dominant Dominant Dominant Supertonic Non- Ninth,
Seventh Ninth and Thirteenth Seventh dominant Eleventh, and
Chord and Inversions Sevenths Thirteenth
Inversions Chords

N~ O W
S R T
S I

6€




TABLE X

CHEOMATICALLY ALTERED CHORDS

Secondary Chromatic Neapolitan Augmented Secondary Raised
School Dominant Non-harmonic Sixth Sixth Supertonic Supertonic
Tones Chords and Sub-~- and Sub-
dominant mediant

1 X X X

2 X X

3 X X X X X

L X X

5 X X X X X X

6 X X

7 X X X X

ot
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Class procedures and teaching methods. In order to

gain a comprehensive picture of the methods of teaching and
attitudes and goals of each school of music as a whole,
answers to several questlons are glven here in succession.
In & breakdovn by dquestion with each school's answer to the
guestion given, the over-azll picture of the individual
heory program would be lost. The following information,
therefore, was comulled with each specific school's answers
to several dquestions stated consecutively.

seventeen freshmen were enrolled in the theory
course at the first devertment of music. Cless work was
conducted as follows: New material was assigned and
explained; exerclses were selected from previous class
assignments, discussed, and compared on the board (an
opaque projector was used to save time in cooying exercises).
At the end of the yezr, superior students were expected to
be aﬁle to write elght-messure exercises without error,
end average students were expected to write witn & minimum

Fal

of errors.

The sophomore class had nine members. New meterial
was assigned to the claess to be read in advance. The
meterial was extleined in lecture, and questlions were
answered; examples were played end assignments were compared,

looking =nd listening for the "best" solution. The final

semester was devoted to contemnorary techniques. At the end
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The freshman harmony class in the second school had
forty-seven students in the 1964-65 school year who were
dlvided Into two sections according to scores on the
entrance test glven at the begimming of the first semester.
Each class period began with a QTQ (quick-thinking quiz)
In which fundamentals, chord bullding, and other isolated
facts were checked in rapid succession with only a few
seconds allowed for each answer to be written. A short
lecture on a new device (or continuation of study of a
previously-introduced device) usually followed, and it
was devoted chiefly to explaining the functlon of the chord
or device, Tests often included questions about the functions
of chords and devices. Part of each class period was devoted
to drill with students working at the board or at their desks.
One ma jor part-writing exercise was required per week, with
chords and devices specified for the eight measures, At the
end of the year freshmen were expected to know fundamentals
well, to construct all seventh chords, to be able to part-
wrlte using all chords through the dominant seventh, and
to know non-harmonic devices with the exception of change
of bassg suspension snd altered non-harmonic tones.

The sophomore class was conducted in a similar manuner,
The use of QTQ was continued through the filrst semester.
A notebook was kept on devices with examples. There were

twenty-five students in this class, also divided into two
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sections. The students remained with the same harmony
teacher through both years of study. At the end of the
sophomore year they were expected to know the Bach style
well. Thelr last semester gave them acquaintance with
styles from Classical to Modern. They had some experience
1n writing in some of the modern styles. They were also
expected to know basic acoustics.

In both years of study, the teachers in this
department used the term "secondary dominant" because it
encompassed thirty-two sonorities that would have to be
learned individually. When a student learned the function
of the secondary dominant, he also knew the preparation
and resolution of these thirty-two sonorities. Students
analyzed Bach chorales and materials in Hardy and Fish,

Muslic Literature during thelr third semester of study.

Chorales were wrltten as a regular part of class particl-
pation beginning in the freshman year. The teacher who was
Interviewed expressed satisfactlion wilth thils practice, and

he stated that it was the easilest approach to basic materials
and principles of all styles. He stated further that there
was an economy of material in this style which allowed more
sonorities to be presented in a short time. Both teachers

of harmony in this school compose 1ln thelr lelsure time.

One writes one or two pleces each year. The other writes

five or six pleces per year, and has had four pleces
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published. Groups outside of the school in which he teaches
average two thousand performances of his works per year.

Concepts and aims of teachers of this school were
stated. Harmony was consldered a vital part of the musilc
curriculum because 1t was the first and most simple intro-
ductlon to putting music on paper, creating an aural and
formal appreclation of composition. It was consldered a
functional approach instead of an lsolated presentation of
facts. The faculty member interviewed felt that students
made complete use of the fundamentals learned in harnony,
but that their part-writing was not put into practical use
as musch as the fundamentals or ear training unless the
student pursuecd advanced study.

There were eleven students in freshman harmony in
the third school. Examination of examples in class,
correctlon of errors by demonstration at the piano, and
examples worked at the board were part of the normal
routine of the class. Students were expected to be able
to write a good hymn (musically and technically) by the
end of the year.

The sophomore class had seven or elght members in
the 1964-65 school year. Class was conducted in the same
manner, and at the end of the year the class was expected
to write a chorale in the style of Bach, write a four-, six-

or elght-voice choral work, and to write a solo song.
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The term "secondary dominant! was used by the teachers
because the chosen textbooks used the term. Analysis was
used in the classes; students analyzed hymns and chorales.
Chorales were composed by students at the close of the
second semester of harmony. Writing gave the students an
opportunity to functionally apply what had been learned.
Quality and accuracy in writing a chorale determined half
of the grade for their final examination. Three of the
four teachers compose for theilr own enjoyment, and two or
three of their compositions have been performed each year
at the college.

The interviewed teacher consldered the understanding
of harmony as baslic to the pursult of musiciauship, in that
it helped the student to translate notes into meaningful
sound. These teachers further indicated that students did
use their theory in arranging snd composing after they
finished the basic courses.

The freshman harmony class 1in the fourth school had
ten students enrolled for the same school year. Normal
class work comsisted of reviewing materizl in the text,
playing examples and asnswering questions, and harmonizing
examples at the board. At the conclusion of the first year
students were expected to harmonize a diatonic melody and

modulate to any key by using a commoun chord.
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No information was avallable about the sophomore
harmony program of this school.

"Neighbor dominant" was the term used instead of
"secondary dominant" to explein the relationship of chords.
Hymns were analyzed as part of the course. Students com-
posed chorales during the second year of study. The
freshman harmony teacher composes and has had performances
both on and off campus.

Practicel skills acquired in theory classes were
applied in the arranging and composing done by students.

The freshman class in the fifth school had ten
students for the same school year. The clsss periods were
chiefly lecture and drill. At the end of the freshman year
students were expected to know motatlon, to be able to
analyze chorales (except altered chords), and to play
progressions on the pilano covering the same materilal.

The sophomore class of this school had four students,
end clzss procedure included drill at the board and the plano,
and work from the papers assigned in previous class sessions.
The size of the class allowed time for some individual work
with students. The goals for this class were the same as
for the freshman class, with the addition of more chords
and devices. A higher level of proficlency was expected.

The term "secondary dominant" was used by this

teacher as a way of explaining function of chords. Compositlons
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in the chorale style were analyzed by second-year harmony
students. Students began composing chorales late in the
first year of study. The teacher felt that their composi-
tion experiences were valuable in their totzl musical
experience. At least one of the teachers composes, and has
had one publication. His compositlions have been performed
on campus and in other places.

In stating his concepts and aims, the teacher who
was interviewed said that harmony was necessary because &
person must understand the structure of music to perform
artistically. It was his opinion that students aslso used
their harmony in arranging for groups with which they were
working.,

Thirteen students composed the freshman theory class
in the sixth school. A normal class period consisted of
introduction of a mnew point at the chalkboard and on the
plano, drill or review of previous material, with occaslonal
lectures. A student completing two semesters work was
expected to understand voice leading, to be aware of
effective harmonic progression, and to understand the
harmonic function of major and minor chords in a key. The
students were required to analyze music wilth devices as
advenced as chromatic harmony, including simple modulation.

The six sophomores in harmony class wrote exerclses

demonstrating the use of additional chords and devices of
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esegoclation of zll devices and chords. Goals for student
accomplishment included development of sensitive, critical
listening habits; ability to analyze literature of one's
own performance medium; and development of the ability to
write a good, singable hymn or a three-part song form for
the same medium of verformance.

Class activity on the sophomore level was similar
to that mentioned above. Additional chords, devices, and
techniques were developed. At the end of this study the
student was expected to avoreclate music literature from
the romantic period to World War I. He also was expected
to understsnd the "why' of modulation and chromatics, to
be able to use non-harmonic tones, to modulaste, and to
understand techniques of the more modern styles.

The term "secondary dominant" was used by this
teacher. Students @nelyzed melodies, three-part song form,
snd listened to sonata-allegro form. Chorales were written
during each semester of study. The faculty felt that
writing of chorsles @nd pileces in various styles helped the
students understzand the functions of the material they were
uging or indicstes a2 lsck of understanding. The teacher of
theory 1ia this scl.ool has wrltten seversl large-scale
compositior: =2 vecr, znd hes had apuroxzimeately twenty
compositisns ~sricros ty srougs not connected with the

college.
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Aims end concepts concerning the teaching of theory
Included the idea that hermony was considered necessary
for its contribution to the understanding of musicianship.
He stated further that harmony gave the students a sensi-
tivity to form and devices of their performance medium and
made them conscious of the content as well as msking them
awzre of the "affect of music" on their emotions and intellect.
These answers to basic questions about the presentzation
and purpose of theory in the various schools of music give
some indicatlion of the nature of each program of study. Only
a longitudinal study of each student presently studying in
these schools could result in 2 complete evaluation of
the teaching done. Therefore, no attempt will be made to

evaluate the theory programs in this study.




CHAPTER V

SUMMARY

Music theory teaching in the colleges and universities
of the Arkansas Foundation of Associated Colleges is un-
doubtedly affected by the total aims and purposes of each
school. Less than one-third of the faculty members who
teach theory have a degree in theory, which indicates that
the remainder elther studied theory as a secondary field,
or had less advanced study in theory. Apparently, music
professors are hired for other abllities and are expected
also to do an acceptable job teaching theory, whether they
have been trained to teach theory or have not. The reverse
s seldom true, so in this respect theory has been given a
subordinate place in the music curriculum. Another gauge
of the importance placed on music theory by the school as
a whole is seen in the semester hours credit required in
theory in relation to total hours required in music.
Requirements in theory ranged from sixteen to thirty-two
hours; and in all music courses, the requirements were from
forty hours to seventy-seven. This indicates that theory
constituted twenty-four to forty-five per cent of the muslc
reguirements for various degrees.

Value placed on theory by the teachers differed in

some aspects. Most of the faculties expressed the premilse
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that basic theory training was mnecessary for good performance
as well as for a background for further study. Several
expressed the i1dea that theory was used to teach funda-
mentals in a functionzl way.

Basic content of freshman and sophomore harmony
courses was the same. Only the amount of material,. approach
to its use, and presentation were different. DMore time was
devoted to certain topics in some schools, while the
emphasis in another school was somewhat different; the
individual teacher shaped each course to fit the need of
students and to accomplish his aims. These alms or goals
and concepts were given in the material from page forty-two
to page fifty-two. All of the departments of music utilized
analysis as one of the means of accomplishing established
goals. Several sources of materials for analysis were given.

Information came to the attention of the writer
during this study which was incidental to the project, but
which may give additional insight into the problems and
trends in theory teaching in Arkansas. The first problem
was revealed in discussions concerning textbooks. Several
of the teachers interviewed expressed dissatisfaction with
textbooks they were using. Some books contained too much
detailed information while others did not have enough. Other
undesirable deviations were noted. Apparently, there 1is

still a need for textbooks to better meet the needs of the



55

schools. The second problem which came to the attention of
the writer was a seeming lack of co-ordination within
individual schools by teachers of related courses; there
needs to be enough correlation for freshman harmony teachers
to know generally what the sophomore harmony classes are
studying at any given time, and for harmony or ear training
teachers to be aware of the material being presented in the
course concurrent to the one they are teaching. The third
factor is apparently a trend in music theory teaching. At
least four of the seven schools are presently completing
the study of traditionzl harmony at the end of the third
semester or early in the fourth semester. The remainder of
the "harmony" time is devoted to the study of modern
techniques and creative writing in various styles.

Ten of the seventeen teachers of theory compose
regularly, either for their own personal enjoyment, commer-
cially, or both. All of those who compose expressed
agreement that composing of chorales and stylistic pieces
was valuable in teaching. Only one teacher of the remaining
group questioned the value of having students compose
chorazles. The emphasis being placed on creative work in
the surveyed schools seems to be the strongest movement in
Arkansas at present toward the trends predicted by Miss
McGaughey and listed on page eleven. Three of the other

trends appeared in practices of the seven schools.
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This study has attempted to present facts and data
which describe practices currently employed in teaching
music theory in seven schools in Arkansas. Whether these
practices will be continued as they are now, or whether
there will be a constant re-evaluation is left to the

discretion of conscientious theory teachers.
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qQuestions for Interview

General Information:

Number of students (approximately) eunrolled in the college

Number of muslc majors

Number of music faculty

Number teaching theory

Number with degrees in theory

Theory Teacher Number of Yeazrs in the School

Degree Teacher Holds College or University

Other Courses taught by theory teacher:

Number of teachers with primary responsibility in theory:




Other theory courses offered or required:

Counterpoint
16th Century ______hours
17th Century - hours
18th Century ______ hours
Form and Analysis . hours
Composition hours

Does any theory teacher compose?

Number of compositions per year:

-5 ., 5-10 more than 10
Publications
Performances per year (on campus)

Performances per year (off campus)

Keyboard Harmony

How

Ear

Time devoted to keyboard each week
Method of scheduling keyboard
Purpose for teaching keyboard

1s keyboard harmony approached?
Chorale style only

Chordal accompaniment

Combination of the two

Training
Sight Singing hours per week
Bar Training hours per week

Type of dictation:

61
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For sight singing are syllables, numbers, or neutral

syllables used?

What textbook 1s used for sight singing?
What textbook 1s used for ear training?
Is the book followed closely?

How did you lnstruct the students to practlice?

Harmony
Do students take an entrance test?
Are standardized tests used at any time?
What textbook is used for harmony?
Why was 1t chosen?
Are harmony and ear tralning integrated into one course?
Hours credit:
Harmony
Ear Training

Combination

Are all of the chords, devices, etc. 1in the textbook
covered in the course?

What is omitted?
Why 1s it omitted?

What is added?
Why is it added?

How much of the textbook is covered per semester?

Is only Bach stylie used?
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Is the term "secondary dominant" used?
Why 1is it used?
Is analysis used?
What 1is analyzed?
Do students compose chorales, etc.?
When?
Of what value 1s this?
Descrilbe a normal class routine in freshman harmony.
Describe a normal class routine in sophomore harmony.
How many students are enrolled in freshman harmony? _
How many students are enrolled in sophomore harmouny?
What is expected of a student who has completed the
following:
freshman harmony
sophomore harmony
freshman ear training
sophomore ear training
Why is harmony necessary?

To what practical use do students put thelr harmony or

written theory?
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The purpose of this study is to determine the
place of music theory in the curriculs of seven selected
colleges in Arkesnses through a4 survey of the departments
of music of these schools.

This study 1is agproached through compearison of
semester hour regulrements in theory, content of harmony
courses, class procedures, and sims of the faculties.

Requirements in theory ranged from sixteen to
thirty-two hours, and in all music courses the requirements
renged from forty hours to seventy-seven. This indicates
that theory constituted twenty~four to forty-five per cent
of the music requirements for Bachelor of Arts, Bachelor
of Music, and Rachelor of Nusic Education degrees.

Basic content of theory courses wass simliler iag =ll
of the schools surveyed. The theory programs differed
orincivally in the depth of study and methods of presentstion.

The majJority of the faculties interviewed zgreed that
the purposes of theory were to present fundamentals in a
functional way and to contribute to the students' under-

stending of structure of music to better prencre them for



artistic performance. They also concurred that written
work in theory was of more value to those who continued
in the study of theory or composition than to those who
did not.

This'study revealed an apparent trend in music
theory in colleges. At least four of the schools completed
the study of traditional harmony in three semesters and
devoted the final semester of study to more recent styles
and techniques.

Tables are included to show what was required in
music theory for the degrees offered by the schools.
Textbooks used by the faculties are listed, and the content

of harmony courses 1s given in tabular form.
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