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ABSTRACT ~

Ef'fecdvrchor'al péx'formﬁnce ’deveiopu if stﬁdan“"- i

both aesthetic_avareness and ‘learning’ béhaviours; whitn can .

is

xmportant that music educatora and. admimsuators “ha\Le a-' Y
s \

‘c1ea: 'unde:sr.andmg of ' the topxca' 1nc1uded inm .e;ch

ber in ladd high schools; and levaluative

. discrepancies betveen ‘teacher practices, in evnluation ana.

eva-luativa category, ‘and mthat *they develop detailed methods e
for * ‘the . assessment of , ftudent 1eatni‘.pg and © profam ’
ésfecuvaness. ; S g

‘T8 ugm of " the ob]ectives Eo; choral perfnrmance'v

g outlined in the Depa:tm!nt of Bdwazion wmuon___/

(195:), this report dum{:ea the historical’ rold of ' choral B f

\
cechns.quea used by teadhers in June 1983. It points but ‘the

course requirementn. : W

- New evaluﬁﬁve gumeunes preaented in this report

are designed to narrow the gap between prescriptien and /. 1

practice, and. an . examination ' format u‘p:oposed for bot}\/

BC?OOIE and the De%rtmant of Education. The guidelin?s,




f'cr the assessment.; -

truning, . and knowledge and unde:utanding of Mstor,{cal v
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eras, misic terms; and charal styles. )
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5 . jum;gu TION (

R J
) 71 . migh. schody e s In Newfounpland' has .. been
i -

avalum:ed quantitative].y by scnioks and by the provincial

Depa,rtment. of Ekiueatxon “since tha early 1970-.
-~

B 'scnool yaqr, ‘students. have 'bean award‘ed mrhs as an average

of | asseséments made by their school! and “the ;snule.é of

public axaminations det and’ matked b¥ (‘.he Depa{tmsnt. Pl'l.or

- to 1951, music was bffered as; ons Bub act with content arean

of paxfc{mance, ~history - and" theorf 'm- Depax’tment of
Education was’ responsible .for testing theoretical and
“historical /fa'.pec:n “of .musc, i.e. tHe argas’ which were

accsusible to pen and pex?cu testing. Schools were totalily

‘\' -, zesponsible for the evaluation bf performanca. Cox}aiaenba;g/'

. confusion exiated among teachers, fowever, as to thesexact
braakdawn ‘of marks to be awarded various aspects cf
perforhance. The role af the school in evah&ing cognitive.:

and affective gx-as of\leazning was also unclear.' d

o A vurlety of factors may have cont:ibg‘ted oy,

_unevenness in achopl n\arking practicel. There” were diverse

" teacher competencies ‘and’ teaching ucuuagum Dir&ctives

from the Department tended /to be unclear and/oz cq&; -

dictory. “Also, prob].eml in evaludtion we:e cauuad. hy ﬂ-ne~

.




‘eludive nature SE perfarmam:’e and- abgthetic ].earnxng. .

i7" Deépite differing lchool appzmhes to evaluanon,

t. of Education and schmlu partu:l.paf.ed win

e’ pey‘&:‘tmle

g 4 . 'shared’ evaluation: (the averiging of results) which followed. '

the lsca’linfa’ﬁd ;wdi‘fiés'cmnwof school’ marks.. The 1‘=urp'o'-e

of f_'hﬁ 1atter twu techniquea was to b!'ing n\ark from ,adhbals

0. alrectea by, e nepa:unenc, of Bducution ‘and the’

‘thirty-five school boards, @nu edia rautganized pxog:am

of w.tud:.ea. An extra year of study and ‘many - new cou:ses .

mre added  to che exuting ;urnculum. The gaal of this

S :eo:qanizauon vau' to bmaden 4nd enrich - the ‘high scticol

: % ,pmg:am apd-to provxdc nts with an. i number

of " subject /&hoicea. . Each step of tHe teaching process in L
each -ubjecr area was challenged by chmgu xnhezant 1n the N

. reo:ganized program. R

Y
5 ; i
¥ “fhis upon exmninal the new and exp,lnded program. - i
for music ‘and’ offeu guidelxneuLfDr effctive t:hanga n—.' WY G \i

Choral performance according tcxlol)r and geannell's paradigm

« " 60 udoksetul ‘teaching (1972,% p. \155). Thede - aﬁ'ﬁou
L 28 ma}lntaln't'hab such uuc‘hing involveg the fouawi?g ga-ancial.
. it
+  procegses: Aa%, a0 . 3 . .
: ¢

3 . . '_ (a) --me definition of goals or objectives




¢ ) _The selegtion of content

(e) Decisions. on methods of instruction
(d) The instruction itself "
(e) The megsurement of results. 1

he report “giyes detailed guidelines for measuring reaults
which are relevant to' the ob]ectives found in ‘the Depanuuu
of Educatipn's Course Description for\_choral perfornance,

1983.

The process of measuring results inyolves five '
- ¢ v :
steps: ¢ ] e ” ) )
o0 1. - Defining evaluatxon in general terms d

eefabuam.ng the’ ‘Link ‘between the evaluation.'of Choral -
Parfarmance and“its stated program objectives;

2. Determining .choral’ objectives which may be.

qu.-,j],uui:u assedsed by schools; *

Determining. objectives vh!.ch ‘may be  quanti-

uuvuy assessed - by schools  and/ by the Dey&rtmant ‘of

Educa::on, . oA G

4. ng a marking

tux‘ the s'hated
eva;.uatj.on of studentu by' schools and the nepa:menr. of
Education;ms ¥ ) '

5. outnnuxg objectives which are common w bethv
-chocla tand ‘the Depattment. the evaluation of which may‘be
subjected to existing’ ;c;-xing and modification procedures.




. DELIMITATIQNS

«he’"diagram below outlines the, three learning aréas

s wh).ch ‘apply to choryd music.”
educators that the most - important * among ‘the . three is the
affacnve area, which includes the development of att).tudgs,
emotxons and xnltal;xves. " Although such attributes’ cannot be

ERdghE . “theys cul 56 encouraged through the development of

% cognition gnd Fiotor aKills® andiby, the examble of sensitive

“teachers. . Achjgvement in at'‘lleast one major area of choral
. learning, ‘howevar, cannot. be evaluated “in " quantitative
cer’ms.’:‘Allso, }he diagram suggests, there is ‘a recognized -
e ™
\ : 3 o
7| ARFECTIVE | D COGNITIVEY -
C s : J]
. " 4 >~ /1 ds
s / | - 7
. w 1
"X/ PSYCHOMOTOR, “
%, / % g TR

! Figure 1: Interactxon and overlap ameong the three

earning areas of choral performance.

It ds felt by many music P

sy e 5 s bbb s
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overlap in the three 'areas Of musical learning.  For

example, it is often difficult for a eeacﬁe\: to determine’ if

a negative musical behavior )results. from

nadequate’ ‘motor

development, a lack of kibwledge and .understanding, or -f£rom
an emotional’get peculiar to e ateaaizon.

Another limitation 'is that a Fart of chqral perfor-
‘mancew evalustion must involve a subjective assessment of
" student singing.’ The degree of subjectivity in such
evaluation would be lessened if students.vere adjudicated by
a panel of cumpe\:ent.and impartiall judges (r{uk;, 1972, and™

Roberts, 1975). Time, distance and financial considerations

make this impr: ctical  for land schools. * Actual
performance, = therefore, must .be as‘sen‘ned by individual®
teachers. who bring their varied competencies and biases to
the task. -/ ' ¥

The rdcommendations’ of this project i abirani
evaluative practices in Newfoundland only. Théy are’ formed
within the framework of existing program’ oyjectivéu, of
teacher-designed testing tools ‘and, to. some -‘extent, of
marking procedures for public examinations established by

the Department of Education. . v,

E NI
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' - . - PROCBﬁURE -
=
) o N o '
,The project with the i ion of

‘choral perfomance as a* high scheol credit course in
-Septembe:,‘?lsal. It was completed immediately prior to the
wrs.tmg of the first public examination for, Choral Perf.orm—
.afce in June, 1984. During these years,. discussions were

held with teachers in ‘the field and with repreueqtatives, of

the Music Council of the Newfoundland Teachers' Association.

This study also involved an appraisal of philosophical,

\\eaagogicax, and evaluative literaturd, consultatlona with.

Caliadian and American music educators|. & review of ‘choral

cuumuxa from ottfer ' provinces an

ducudemns with
svalustion speaialista from the Newfound{end Departmént of

Educauon.

The work was conducted in four stages. As choral

v N \
performance had never -bhen offered in Newfoundland schools
prior to 1981, the first stage was to conduct an historical

study of evaluative practices for music before that date.

’l‘he second stage ‘vas Ig gauge progress made by.

teachers in: evaluating choral gér between

1, 1981 .and June, 1983,. when two ‘levels of ‘performance had -

been offsred. This was to ‘asseds the degree to “which
teachers were following directives of the .Department's
Course Dedcription and to determine areas of special

e

£



< s

o .
aifficulty in evaluation. A “Questionnaire on the Eval-

uation of Choral Performance 1103, 2103" was designed for

_“this purpose ‘and distributed to the small but éptire

" population of _tedchers in the field.

" y .
\ Responses to the questionnaire, and discussions
\

* with music teachers, led to the major part of this project,
: i e
.i.e., getailed guidelines for the evaluation of',chofal

] | - > -
performance, ' These guidelines applied to each objective

found in the Course neacupnbg and  emphasized .both
ot
methodology al gvaluation for aural training, the area .of

greatest need

The final stage of the project involved the eval-

" uation of the third level course. For this, an examination

format - for schools and the Department Vm designed. ‘Per-
formance’ dh‘:ctivau were included in the guiaeunn and the
format for'tna.aural and, written examination was accepted
by the Department and duulbuced o the field. as weu, a
sample examination in ehoral periomnce ‘was sent te all

schools in February, 1984 (See Appendix E). . .



HISTORICAL'VIEW OF MUSIC EDUCATION 1N NEWFOUNDLAND .

The Early Years

The evaluation Of students in a clasé;oom setting
» is relatively recent, but the formal evaluatidn of misical -
Learning his a long history i Newfoundland,. vack: to,

the inauguration ‘of music _examinations by “the qouncil‘df

Higher Education in 1893.} ' Local 'professors of musi

conducted the bm.@ examinatichs  to assess -an individual s

student's perfornance.’ In 1902 Trinity College of Music,

London,’ held the first d ; ion:in Ne lana
— “(Rexs 19771, Again, evaiustion was ‘for the ‘ipdividual
"' student and the ‘eulmination of private tuition. The result

_of such individual evaxu‘acxén\waa recorded by .the Council of

o By Higher Education, and later by the Deparf_ment of Bduz:ation,

* as “practical Music"

Curriculum Development - - <
gurricuiun Development --, [ | P 1

\ -~ |
According to Department of %ucat:\on reports, the,

goals_ which motivated early schoo) music eéducators ‘were
first, the development of a high school music curficulum,

iprom 1893 until 1949 the evaluation of high school
subjects (for which clagsroom programs existed) wys by
externally administered Council of Higher Educatign .
. (C.H.E.) examinations, Since 1949, external examinations
LRa L have been administered by the Newfoundland Depar‘ ent of
Education,




o

,and " second, the acceptance of music as a rﬁl’\atri'culation
ct‘édit by Memorial University of Newfoundland. Progress in
ac){;evmg ‘these godls can be traced thyrough various groups
of \musxc teachers who' vere xnstrument 1 in bringing ahuut
chahge. One such group'was the fizet! curricuim committee
of l‘qigh school ‘teachers who. met under ‘the guidance of H.J.B.
" Gough, director ' of  the niyi}’;ion of " oulEteutu tor 16

“Departnent of Education. Gough, in £h= Department of

<.Education Annual Report 05 11959 "(pp- 33, 34), dutlined the

" work. of curnculum conulu.ttaes in four stages:

1. Preparing a 'statement for the - gui of

teachers ‘concerning the meaning and _purpose and value' of a

particula*ub]ect area. . ~

* setting down a set of ob)ecuves to be attained .

through a study of the \aubject;’-
fallowed shoul.d lead to the attammem. of these ectives.
4. Choosing textbooks and recommending supplemen-—

tary readinq which enabie the program 'to be carried through.

Gough repo.rted “in 1959 that all’ curriculym comiv‘ce‘es, os
which music was one, had completed the first two stages .of
their workv'and wWere engaged in stages thres and four. ' No
detailed report was ng;n for the p z-'os the Msic
commictee. . ucwever, .the 1962 Annual Repon announced the

completion’ apd authorization of a Teacmng Guide in the

A B
3. Outuning a'teaching-learning progr ichiif
ob
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History and Appreciation of :‘Music for Grades IX, X and XI.

Music for Matriculatien LN

the

The specxal interest,_tuaic cauncu, organized by

land ’l‘eachers' A iation in 1966, became the

second influence “for change\ within . Newfoundland ‘schools.

One of. the Council's fi.rat acts

to present the, following

reaolutinn to the Deparment of" Bducaticn (.]‘une 15, 1966)-

BeQit Resolved that the.Curriculum outlined

Dy the -WorkshopZ -culminate in: Grade = XI
with an option of ... (a) a. Matriculation -
examination OR (b)‘a Grade XI ‘Pass Certifi-

cate examination. .

»

There ‘was considerable overlapping of gerscdnel serving on

‘oi/tha—'nunc “council dunng g

Departmental :eachei‘ curriculum committees and the ‘executive

&

te sixties and earl

seventies. ' Consequently, the aims and.objectives of both

groups tended t.o;~ eomcida. Music activities

gained

~additional focus in 1970 when the post of Music Consultant

.o -the ptcvincial Department of Education was created and

sister’ Mary Paschal carroll “as appointed to dm. position.

In 1972 {NeWfoundland Department of Bducation . Annual Report)

'Sister Carroll reported: 3 . it

g
x @

2This is a reference to the first Music Teachers'
Workshop held in Newfoundland in May, 1966, and sponsored

by the newly formed Music Council of t®e Newfoundland
* Teachers'

Association.




Early in the fall (1971) a Proving
school Committee was formed for the purpose
of discussing the possibility of implemen-
ting. a Music Program ‘wHich would carry
credit and thug enable Musige to assume the
same academit standard as &‘hg: subjects in
high school.

al High'

11

In her 1973 report, sister Carroll mentioned that a reso-

lutxon had been sent to Memdrial umversity by the Muslc

Councll, urging the university ‘to al::ept MuBLC (Grade XI) as

an”'entFande (subject (for. the first year course. By June,

recelvad but Sister Carroll sal.d that,

All High School’ teachers, Both academic and
. misic, weére very happy that this step had
been takeil, and soon, we Hope, Music would
be a Matriculatfon subject, thus making it
an acceptable aubject for University
entrance. -

accreditation .of music by the provinca-%ns\}euﬁy:

Memorial ' University as- a. Matriculation
subject. This-means that students who have
* included the Music Course in their Matricu-
lation ' programme will be permitted to
substitute  (Music) for' either the second
arts course or the second Bcience -course
required ~ under ..the -present regulations.

Thus, in 1974, Y thirty-two students wrote their

This year . Misic has been accepted by .

31973, no -dfficial reply from the university had been

In the spring -of 1974, Sister Carroll reported the following

first

matriculation examination ‘in music, the successful outcome

of vhich was accepted as a Memorial unwermy entrance

5

requirement for the dcademic year 1974-1975. N

s - . \

3

>.-
‘,
i
i
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Shared Evaluation

‘the final grading for Grade XI. students shared equally

. In 1971\ the system of shared evaluation began with

- . between participating sthools and, the Department. Newfound- .

land high senooh vere’ eligible'.to become particxpatlng

‘schools ' (i.e. r.‘o participate in shared evaluation of

“

graduating students) upon application to™ghe Departmént of
. Educationts Div;élon of | Instruction and upon fulfilung

academic  and tpchm.cal requl:ementu‘ atated by - the

Degattment.3 The shared Evaluatiun Plan was dasigned

g withtwo major ‘purposes: ! | /
N 1, " To. o}ztaxn a, more ‘valid assennment oi pupil
achievenent. | ar

2. To en?ourage the. improvement of . instruction.

(shared Lvaluation‘i‘lan, 1974, Revised - ‘"Standards for

,

parucxpatxng Schools")

The Evaluation Guidelines for Partiéipating Schools
’ revued fur the same‘ year,Cate:

. A number of subjdcts have mportam ‘objec-

. tives which canpot—normally be tested by
pen and paper tests. The Bchools' eval-
uation should.include .these objectives, the
emphasis given to them depending on the

' ) ’ - subject. Examplss of these would be ...
: S performance| skills in music, research
skills in 1l studies, etc. In Art,

. ) Home Eco: ice, Music and Industrial Arts,
. the - school, . evaluation . will be based
entirely on isuch ubjectivea. .

AR 3shared Evaluation Plan, 1973-1974 (Revised), Grade
. Eleven Shared Evaluation Hnndbook 1978, . a gy\jared Evalr
] uation Handbook, -




In the 1979 shaxed Evaluation Handbook . the above,

directive was nodified to ... school evaluation .will I

based primarily on such objective

Under the. shared evaluation plan, which is still in

‘practice, schiools submit !marks reépresenting 50% of ' the

students' final grades, to the Department of Education. The
Department, through Public Examinations held. in June each
year, determines the other 50% and awards the ﬂnnl grade.

Other ‘methods £6r school _leaving evaluation' have ‘bepn.

! foliowed, " i,e. evaluation By principal's ‘recopméndation, ‘by

public, examination only and by total internal evaluatior
(Bull, 1977, p. 3). The latter method was used in music for

the three years, prior to 1974 ‘when classroom music: '8xami-

nationd\were set and marked within a singlé school - Prince '

of-Wales Collegiate in St. "John's.  These examinations in

Music Appreciation were| submitted to the Department . of

Education for approva. and results were recordad in public

b a
Examinations Conducited by the Department of Educauon (1970~
1973). 7 -
Ca
" The first truly provingial examination in music,
following a syllabus of (studiesd, devised, approved and
distributed "by the Department, was written in 1974, ,as
45yl1abhs; Containing ‘requirements for the Grade XI'
theory , was drawn up by a curriculum committpe of
teac] under the guidance of Sister Paschal Carroll and
jag/ distributed -to akl. high schools offering muslc.

: o

AN e

PU

g
i
3



‘mentjoned earlier. The content of this’ ekamipation éncom-
passed both music theory and history as prescribed by the
_bigh school guide. In sddition, there was the ej\\raxumn}l of
ﬁ‘ﬁnc- learning to be shared by schools. The components of

for

o : o
%&” schools' evaluation were outlined- in “Suggestion

: 2nes 3
the DistZibution of . Credit" (Curficulwn guide entitled
Music, High School, 1973) .. Thesé™suggestions directed

teachers to evaluate stident participation,, enthusiasm and

” performance skills (i-e. areas ‘sther than ‘those of cm]mt:.ve .

learning asaessed by public examxnatmns). L
: ‘No curncnmm guide in high school music has beer\
printed since 1973 (anid the supplement of, 1974). Hovever]

guidelines for assigning marks, printed in the 1978 ard 1980 ,
N 3 i

Shared Evaluation Handbooks, .have redirected teachers in th

following. way:

The school “evaluation should consider the ~°~
full range of measurable objectives .
(an) example(s) of these (important objec—
tives ‘which are not Tmormally tested by pen
and paper tests) would be ... performance
skills in misic They would not' include
objectives such as  attitude, Jnterest,
dependability, etc. # .

The 1978 and 1980 manuals clearly directed teachers to base
their évaluation on student performance and to avoid such
highly subjective topics as participation and enthusiasm.

-




/ ¢  Te modification’ Of school n{-m. now takes place

when a.school'# standard of marking is mon t_hun fxve points

Handbook .

the results in a given subject deviate to®a marked degree |
.

P

" Modification of School Marks and Scaling

o I recognizing the ‘fact _that markidg standards
varied among schools and that public examinations were
occasionally too difficult, the Department of Educdtion,’ in
1978y 5:’“!“3_“"" modiflcaﬁin!\ in datqminingl final stadent ) .

grades.

out Of line with the averaga utandua of marking used by

teachers across the provxnca (shued Bvaluatian Handbook ,

1980, pf 12).  The modlfxcatlcm is designed. to bring
teachers' sarking standards in line so that etudem:l of'

comparable ability will show similar’ achiévement regaxdla-l :

of the school they attdnd. The ratiohale behind this move ,
by the Department and the safety devices proposed. to
avoid ‘unfair ‘treatment of individuals within small classes
is detailed ih Appendix B of 4fje 1980 Shared Evaluation

The scaling of public examinations occurs when

from reasonable expectations. < The following ‘féatpres are
assessed to deternine the necessity for scaling:

. ’
1. .Overall percentage- of passes for the Grade

' (combined marks) S W /—’




a’ third'year, of study was_added’ to the exuttl;xg two—yeat
. program. ' The’ reorganizaty.on of courges fof all subject
+

_ax‘e,ae- was' outlmed by the Depattmant of Educntlon to.® < %

: ‘hiutory and literature (two courues) . and pe\:formancaﬁ_};aq
P

4 0 b X Lo
.. 2. . Provincial -average marks. by ‘subject -(public’

examination marks) e

% prévinciax percenfade | passds “‘by éu;j/‘ t
(conbined marks) : ’ ) oL,

; . 2, (e PR I
scaling is performeq by adémg ‘the same’ mmber of-

" marks', to' all raw scnrep (shared -gvaluauon Handbook,. 1980,

Appendix C).

The Reorganized High School

As mentioned earlier, Newfourdlahd schools bégan to

‘implement the Reorganized High &chool Plan in 1981', vhersny wl

encompass the three high school ryears. rhe n\usic pmqtam,)

pxev).ausly taught and avaluated as one st;ect, ga! aividedd .
N

into courses for thaory and aural t:ainiﬂg (two courses), ¢

bl

coursas in each of thoral and ,instr\:m:en.tall pergomaﬁce)i 4
Musi‘c‘ 11200, a basic introductory cou;‘sa‘;-' was :’also’ :‘
intfoduced. The objective of Music 1200 waslto ... .mhke . - q
. possible’iinimal expifure to students hitherto ;ia;lied' an
undaz‘standing of music, ‘and provide® an adsthetic grwth of - v
which "the atude{{t would— ochewue be deprived,! (w :

Descrxgtionl Muuic 1200, Dapumanc of mucution, 1981)
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| No clear pattern for student evaluation in music 3
I . had emerged -in Newfoundland high schools before 1981.
By - D evatuative a es to. parti schools, offered -

H \ _since public examinations in misic were introduced in €he
) early seventies, tended to be vague .or contradictory. Both
the content and, the evaluation of performance were left to
the discretion of individual uéﬂooﬂ( l;llplta this ‘lack of
uniformity among ' schools, the D-patulant' of  Education = , - -
.ppueé the .acatfioation 'of inal warks lnr\ wsic as " for

. J

other, gore clearly defined, subjects’ "
» L
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RATIONALE FOR THE PROJECT
The historical inconsistencies in the evaluation 3f
£ . . =
a single high school music course are.clear. With the
reorganization of the Newfoundland High “School and the
introduction of ten new courses in music, there is a very

{eal danger that evaluation problems will ‘become compounded.

Therefore, it i ‘essential that these problems be examined

' and’ that a rationale for evaluation be adopted by schools

dnd by the Department 6f Education. -

* School- zvaluauon. Newfoundland music teachers,

aften war‘king alone in a school or an area, have not

folloved a consistent method of marking high school .music.

Tie three sources of evaluation literature®, issued by

the. Department’ of Education, tend to give vague directions
or to contradict one another. Many ' teachers consult I‘:he
last publisnea “curriculum gide while others use one of the
Sha%ad",l::valuutioriv pupgrs. or handbooge: 'n‘.e\was Course
Description for Choral Performance offers little guidance
for the adjudicstion of actual. performarice’ or the various

skills Alisted for the program.” .In a.prévince using a shared

- . % ;
systen of evaluation between schools and gavernment, it is,
4 il

5The Music curriculuw guide for high schools (1971),
Shared Evaluation'literature prior to the introduction of
the modified plan (1971-1978Y and .Shared Evaluation

handbooks subsequent to the plan’(1978 on). é




essential 'that teachers adopt a consistent evaluation
policy.

Shared Evaluation. In 1984, students, taking the

third level of Choral Performance (Music 3101) were examined

jointly by their schools and‘by.the Department Of Education.
- : e
This co-operative assessment is a summative evaluation of

student achievement, .the purpo

of which is to qualify
students for further education or for jobs de)_nandin'g a h}.qh
Gehool GApIGhE, e Feadits of Wudh AxeRiRAtiGNs. WROHLE

, cepresent as-fair and unbiied,an evaluation as possible.
with this aim'in mind, it,is mpo:':-nc to examine the areas
of choral skills and knowledge which can be evaluated
objectively and attpt.' to reduce the degree of subjectivity
in the remaining areas.

. ~
- . ’

b i

TR
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CHAPTER II

A REVIEW OF RELATED LITERATURE

This literature review defines and appraises eval-

uation in general terms, and poins out the relationship

between music evaluation and® program objectives. 1t
" outlines the puiposes and the istics of ‘effective

" evaluation. It also d;acuases the ép,ecxflc problems,
challenges and cpportunltxes \ by music

in the evaluation of choral performance. 3 P

on of Bvaluat on and Related Terms

According to Payne (1974, p. 8), evaluntion is. the

_inclusive term which describes the general processes Of-.

making Judgments and decisions. It involves the gathering
and use of data which may be drawn from classroon or public
,exanunatx.olna, standardized- tests, J.nformal cbaervacxon, work
samples, rating scales and checklists and from question-
naiges. fquantitative evaluation is often -reférred to as
meaad;e:ﬁen: and is' defined ¥ere as. the ."pxocés_a of gathering
data that will provide for a more precise and objective

“appraisal of learning outcomes than could be accomplished ‘by

less formal .apd sygtematic prccedures (Payne, p. 7). The

results of testing may be either quantitative, as a form of

- 20 -
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measurement, or may involve an informal and subjective

appraisal of student progress. In this project the word

. e
"assessment" is used as an umhre@flem for' the objective
; g ¢

or subjective céllection of data and is used synonymously
with "evaluation". L T e

Music Evaluation and Program Objectives 4

. . .
Music educators Leonhargeand House (1972, p.  390)

point out that evaliation involves much more than the
collection of data. ' They state .that "... attention must
ulae“ be given to the ' formulation of = ‘instructional
ob{jecxive‘a\'\ the definition ‘of objectives “in ‘terms of pupil
behaviour and the development of techniques to evaluate the
behavioral outcomes". Leonhard and House, .in fact, stress
the intérrelatédness of evaluation,and objectives in their
definition of the former by stating that evaluation is "the

‘
process. of determining the extent to which objectives of an

educational

ave been . attained".  These authors
m:int’ui;n theresére, that any- successful evaluation must
follow these three Etepax W, P X
1. Identification, formulation and validation of
object_ive‘s - he building of sound cbjectives for any

programn involves philosophic .and pedagogical decisions.

‘These must be-clearly and precisely stated.




‘( A . .22

3. Collection of data relevant “to” st
relation to-those objectives — T=§ting vM;h gives no infor-
mation on.pupil status in relation to a specific objective
has no place in the,program. The first criterion for an
evaluative tool is the relevance of the resulting data to
one or more of the objectives. .

3. Interpretation of collected d})n-

3
The various uses, or interpretations, of evaluation are now
examined. 4 b

: . el . N
Burpose of Evalgation - S & s

R . . s
\ Lehman (1968, pp.- 2-3) declares that, "Rational
behavior is based upon the evaluation of the likely outcomes
of various possible courses of action viewed in the light
of past experiences". He elaborates upon these zeg‘uiud
rational b;hnviern' in ‘music e\:l\lcntlon by citing the fol-«
lowing purposes of evaluatién: s ¥ T
1. Appraisal of student progress; -
2. Identification and guidance . of talented
st\;dentu . y . 4
" ., 3. hppraisal of the effectiveness of e 'esaanors
(vhen” a, teacher evaliates @ student, he also evaluates

himself): !




‘with' evidence of learning, ,

4. Appraisal of the educational process (i.e. the

accountability of the process to the .geseral. public):

5.~ Motivation of student learning:

6. Establishment and maintenance of standards; and

T of pro; (e.g. The

“experimenter who designs new ' techniques or matérials can
\ . :

arrive at no conclusion as to the success or failure of his/
her design unless the results are compared with those

oftaingd E4 conventional means.) *

Oliver (1979, p. 40) agrees . w.{th these poinca ana
adds the need for evaluaticn xn pl‘ql‘aln planhlng' "We need
6, Niow How much learning has occurfed; and is going on,
before we make decisions for the futire." - -

Baily (1971, pp. 4-5) concurs Ahis by saying

that one purpose of evaluation is *... to aid in selecting

and refining instructional objectives". In the initial

formation of objectives, . one cannot foretell r.‘on\plately

the needs and abilities of a group". Anothér pirpose is to
affect positive changes in teaching/learning methods, for

"... the value of various teaching procedures and materials

will be judged by the effect which they. have upon student

learning"., Baily also ‘discusses the accountability of

school to community by stating that quantitative evaluation

can provide parents, teachers and other concerned persons .

S




‘ . s
Evaluation by public exami:latione, ‘such as those
distributed by the Newfoundland Department of Education -and
7\brhten by students ‘at the end of, the final\ vear, of high

school studies, serves another function. This|evaluation is e

of a purely summative nature and serves t.\“o judge the

standing of students relative to'their: peers. It qualifies

Students "... for particular fotms, of employmen!: or for

' admission ‘to post-secondary educauonal xnstitut?ona (Bull,
1977, p. 20). The advantages; ? i "Jossible Ritfalls;, of
evaluation in the Newfoundland classroom. sétting are_‘
succinctly ‘s;.u;lmed up in "The Evaluation GOF Studéx’\\ta in ‘the -

Classroom", a paper distributeds in 1979 to ceachf\ra by the

Department of Education: b )
Proper classroom evaluation used to monitor

. instruction can improve overall classroom ,
achievement, improve the student's selfd
confidence, improve the teacher-student -
relationship, and improve teaching. On thei
other hand, impréperly managed evaluation
©in the classroom can stifle learning and,

- . retard both pupil and teacher growth. ',

Characteristics of Effective Evaluation

' i strength of an evaluative tool is assessed by
vance, lxdxty\relxability and cbjectivxty. ALL )
four characterigtica view the results of evaluation. in y
ght of course objectives. Relevance, which- refers

TR
to the ‘relationship between collected data and stated~.




“ 1

N

objectives, is discussed ?bove. Validity describes the
extent to which a. test measures what it purports to 'measure
(Noll and S/cﬂn,elr‘l/eiz/, p. 135). Are the test items repre-
sentative of program objectives as expressed by course
content'. \(content validity)? Do results measure  u

outside ériteria such ‘as marks in other aubjects or .sm

success (Empirical or Predictive Validity)? ~ Construct

wvalidity, which embraces’ both content' and - empirical '

_validity, ‘is particularly important in the testing of music.

Often the music educator "constructs" a logical series of

fundamental traits’ bf which to assess aptitude, ability or

“achievement. ' Noll and scanmell (1972, -p. 140) offer

examples of basic musical ability tests which include tasks

* measuring pitch discrimination, time and intervals and.

rhythm patterns. .

The term “face-validity”, which simply ‘refers to
the appearange Of a test, is criticized by many authorities.
Colwell, (1570, p. 35) atates that, **Pace validity is mo
validity. No oxp‘cn'cun casually look at a test (and say
with anuurur;i:a that the test is a good measure of a certain
area of learning." Colwell's second sfatement may .beé true.
In the theoretical aspects of music testing, hwever,' one
can ‘spot technical errors and obvious ambiguities with
little effort. It is important that teacher-designed music
tests be carefully examined for such errors as incorrect key

signatures and faulty nota€ion. ¢ 3

s sl
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Colwell (1970, p. 37) states that "

Reliability refers to the consistency with

which a test measures whatever it proposes to measure.

.. a test is'reliable

when one, can have confidence that the score it offers is.an

accurate statement of -what one really knows about the

questions - asked. The measurements (of such accurate

appraisals) should yield consistent and replicatable

results" (Payne, 1974, p, 5). The degree of objectivity'in -

testing, reflecting the uniformity’ with which different
teachers score the same tests, affects test reliability.

" Assessors of objectivity ask the question, “How
free ia the test mark from personal bias, opinion and

judgement?"  Where personal opiniqg, is-a necessity, as in

‘the -adjudication 'Gf performance, one might ask, "How

reliable ~is this opinion from one testing situation to
another?". Colwell (1970, p. 40) discusses the difficulty

in maintainifg” a stable basis for the Jjudgement of
A

" performafice

They (the judges) are influenced by the
performance  that preceded, "by their
increasing familiarity with the task; by
. the fifth repetition of - a number that
" should never have been allowed t5 be a
contest selection, by fatigue, by boredom
with the same Kind of errors over and over,
and by the live distractions of the contest
situation. Reports of high reliability in
such situations should be accepted with

{ skepticism, for the evaluator who can main-

fi tain a highly reliable rating is:probably

3 influenced by nonessential cdngtants, such
as the type of number or appearance of the
individual.

i
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Evaluation of Choral Performance
’

Many of the evaluativé problems unique to the fine
arts stem’ from the fact thlat much artistic learning takes
place in the affective domain. This if particularly true of .
music performange. Prominent American music educators, who
conducted the\llatxonal Assesameht of music, Tealized e‘ax:ly
in their deliberat_xon that music isn

.. first, of all a personal, aesthetic
experience - in terms of composition, pro-

duction or response.’ It is not easy to set -
standards for it, (Music .Objectives,
National Assessment 'of Educational Pro-

- . gress, 1970.)

,
‘The édycators chose to measure the realms of know-
"ledge, skill, recognition and taste, with behaviors thit are
assumed to correlate wich;sensiciviq-( to music. one such ,
set involved the performance of music. It was assumed that:
A person can perform well yet remain in-
sensitive - or be sensitive and fail to

perform well - but the two are likely to
correlate to some extent. (Music,.An Over-

____—— view, 1974, p. 1)

These educators were not seeking a \geasureable
correietion: They did recognize, however, th vocal
performance ‘involved .specific | learning.  Five categories
were chosen to test knowledge and the skills of listening
and response: singing familiar songs, repeating: unfamiliar

misical material, improvising, sight singing and performing .

SNSRI T




a prepared piece. & >

Despite the fact that music performance has been a

’ vdlluea part of many North American -high school systems, ]
- R
recognition of the learning behaviors (and their evalmation)
has not kept pace. In 1956 Bloom “repegAZA\ ™. .. we find so
little done .about it (ski1l developmen:.\ in secondary .
i ' ., schools or colleges, that we do ot believe the develognent
: . of a classification of (sxuls) objectives would be very
. d : ;
useful at,the preseit”. However, by 1970, Colwell (pp. 101,
102) notes an' encouragihg develgpment. Rk "
_The objectives for the pertumance groups -]
"have changed from performance for its own .
sake - winning contests and giving concerts
et -. to performance as a.vehidfle for 'appre-
ciation ... the emphasis has shifted to
- instruction. 3
He goes on to say,
i ... because musiciandhip is made up of such
¥ a variety of skills, the only way to
estimate student progress is to evaluate
many of these. skills periodically for each.
student. A — ,
‘ ) -
L ) Colwell regrets that évaluation in music. is often
neglected until ‘the student is relatively advanced and notes
that an analogy with academic -subjects would be to wait .
. until high school to ‘evaluaté a- student's reading.or

computational ability. Unfortunately, it {s often too late
to take corrective measures at this stage and the student

“"drops music'. < E .




~.
Bradley (1977, p. 31) feels that a similar absence
of learning objectives has retarded Canadian music

education. He states that, : s

failure to establish and a\l-iculate .
expécted musical behaviors in the legrning B
cycle will inevitably create doubt on.the
" efficady of instructional outcomes ... what
w must be emphasized, is that successful = .
' programs and successful courses require,
clearly defined end goals.

Bradley believes that behgioral psychology's contribution
to music education tis baan to clarify the goals of instruc<
tion, create an awareness of the need for evaluation and
promote the ¢ concept - of accountability.

The performance class, . according to Reimer (1970,
’p'. 136), offers the ideal setting for music learning. E "

The laboratory-like.atmosphere of a ‘per—

forming group, in which the living stuff of

music is.right there to be handled, to be -

examined, to be manipulated, to be shared,

is so educationally.rich that it.can be ’ .-

considered the best example of what mean-

ingful - education can be. . .There is no
- separation, -in a performing group, of

material being learned from the’ "subject

. itself, '

Kxeimax insists that if the focus of performance clags
deviates from. the learning of music .and the develcment o
aesthetic awareness, any beépefits acc!uing to students are .

temporary. The.director who neglects learning in favour of

sheer technical mastery and social goals fails both students 3




and the cause of music.

sumary .

\ p g AR A
# There is thus an’ inextricable link between the

a wxlopmen: and. ent ‘of instructional’ e ana

il B the avaluatlcn of learning outcomes._“ As in other subjectu'

school music (inc*udxng the' study, of ‘choral performarice)“can

only be.justified by such objectives and evaluation. " Now

that choral objectives are :in  prace 'tisv‘ part of t‘he

\ , reorqanxzed 'hJ.qh ‘schdol program in Newtounflland it s

£ to

]
s appmpnar.e to examing the degree

h Eﬁe new courses

1 evaluat!.om
PR S
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. ! .
EVALUATION GUIDELINES FOR CHORAL PERFORMANCE

3 . g
EVALUATION BBWEEN 1981 AND 1983: THE.QUESTIONNAIRE

In an attempt to gauge progress in the new field of

‘evaluationf P questlonnaxre was ', clrculated to the entire

_'provxncxal populat).on of fourteen music teachers'ln June,

1983. At that time, only Avo_ levels of the program had been

introduced.” There: yere ‘five pur}?oses for 'distribyfing the

‘questiomaire: | ) K R
1. 10 gather information on the musical background
of studénts entering the first level of choral performance
T2 To. aasess, quantu.anve).y and qualitatively,
student p:agreas in the first two years of the pxpgram, :
3. To hssess quaur.a:ively _the degree to which
teachers were following the course descriptiom
“4. To 'stimilate awareness in teachers of ' the
byjecciian of the course and the  problems inherent in

pe:fcmance evaluation; and i 2oy 2 i X \

" 5. ‘To gathér suggestions from teachers 'to aid the

reuarc‘her “id" further course development and the planning ‘of

Lty
inaervice. . o <

. Although . the seveh responses were, regarded as
representative of choral teaching conditions and evaluative

- AP _




AN practices in Newfoundland, the. small sample is not treated
® statistically in this chapter, An analysis of the rasponses
is found in Appendix C of this report. J’
- The major finding is the wide variation in student’
entry level and in the egproach of teachers to choral
performance as a school subja only one teacher had
. £éllowed the Department's speci;iZ objectives and wokked out
'an appropriate ‘method for evaluad ion. Four Santners were
Sollowing the Course Descz"i};tion to varying' degrees but were
limte-i by"éme Eastncuons and 1nsu£ icient presezvma and -
inservice, 'No teachers tended to conduct the course
5 along traditional extra-curricular lines, ‘i.e. for choral
performance alone. ’ ' T
S \ The most difficult learning areas for students
weére those associated with aural akius and sightreading.
students ﬁnding such difficulties vere reportad by teachers

-
‘who seemed unclear ' about their instructianal methods’ " in

2 s

thesé areas and who were not following thejprescribed sight-
X

reading, text. The responses indicated  that \sight'zeadxng

objectiv\s arg being met in .some schools but. \'m other '
schools, are misunderstood or-completely neglected‘ \
Partiginging was described by all teachers as ithe

most interesting -aspect of the course while one . teacher

added ‘the study of conducting and sightreading to this

category. From this it is clear that the aesthetic experi-
ence was of primary importance to all ‘reporting teachers

,and, therefore, one, of the main purposes of the course was
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being met. The abjectives involving cognition and skill
developent, however, required much more attention from
teachers and aqministrato:s., 'rhe gap between the
_Department's .statement of purposs that "one of the major
.‘objectives of the music education program is to teach both
musical perception and musical mastery simultaneously"
(course Description, p.'3) and actual teaching, as reflected
'.by responses to the questicmmaire, was still far too wi? in
% June, 1983. °

THE GUIDELINES .
-

To further bridge the gap between- the Department of

Education's stated objectives for Choral Performance and the

realization. ' of these objectives by both teachers and’

students, detailed guidelines for student evaluation were
- A

prepared. These weie circulated to all choral teachers as

Appendix D of the Course Description.

while it is a2 policy of the Department to give

detailed objectives in the Course Description, it is felt’

that specific pedagogical methods are the prerogative of

high school teachers. Tyese guidelines, therefore, discuss

appropriate evaluative techniques and refer to pedagogical
methods onl.y where, in the researcher's. opinion, they are
necessary as xndicatadwy ruponne\ to the. questionnai:e.

The purpose for the credit cour

s in chom music,
as part of the high school curriculum, was reiterated in a

Preface to éh'e guidelines:



In addition to” the aesthetic goals of choral
performance, the present credit courses are
\designed* to develop areas of student know-
& ledge, understandings, and skills. Areas of

study include aural -training, sightreading,

conducting, .and musical styles and terms.

The evaluative techniques, which offer some sugges-—
tions for che assessment of each obj;utiv.g for the three
years. of high school choral :training, 'are based ch the
following assumptions: ;

) 1. that musical keiGwiedge and thedgveloprient of
musical skills enhance the performer's art;/d\ Y

2. that the.student, through-the study of choral
performance, should grow in  aesthetic sensitivity,
" cognition, and performance ‘skills:and tognition, i.a., the
studeat should feel, think, and do;

3. that thare are areas of performance *© which
should be evailuated .objectively and. duantitatively and
others which c&n only - B¢  judged in a subjective and
qualitative manner (see Table i1); "

4. that as there is, at present, no prerequisite
for Choral 1103, the final summative evaluation must be
based on student achievement' within the minimum musical

instrugtional time, ise., three periods per six-day .cycle
. A 4 ;

for three years. S
e

Performance 4 .

Berformance s ‘

The evaluator of choral performance in our schools

is faced with two major problems. : The first is' that

7 3
students enter Music 1103 With vastly different backgrounds




TABLE I

TOPICS OF CHORAL PERFORMANCE WITH APPROPRIATE METHODS

N OF ASSESSMENT
»

35

ey Tépit:\ -

Method of
Assessment

: .
solo performance of repertoire
par#-singing :

Performande of studies, scales and
arpeggios

, Sightreading
Application of terms and signs

Performance of conducting patterns

A
Qualitative

Knowledge of terms and 'signs
Understanding of styles
Knowledge of conducting pattérns
Rhythmic identification

- Melodic identification

Interval identification

Mete? identification

-

Quantitative
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in music. Teachers must diagnose® the entry point Of
cach student and apply remedial teaching methods where
necessary. !

While every encouragement must be shown the late
beginner, students with previous musical training. annot be
penalized.. The teacher will have different expectations. for
each group and rust codsider, for the individual student,
both progress ang final achievement. :

The second problem for evaluators of performance is
that at least half the course ‘co'ntent' demands a qualitativ‘. ¥

" and subjective assessment. .Educators must cope with the
fact thiat many aspects of music cannot be evaluated with
high reliability. The reliability of evaluation, however,
can- be increased l;y team ' ddjudication and/or by applyihg
standard weightings for  .topics. Teachérs are asked to
asse:n aspects of singing and 'assign a numerical . mark based
on weightings given in the cBurse Descripticn, Choral:

Performance (p..l4), as ‘follows: : i

‘Tone (blend, control, arucumuon)}
Intona\inn . ’“"/”
. Techniques (scales and arpeggios, exércises) .10
Interpretation and Music Effect (including. /
the performance of expressive controls) E 2

_Sightreading

65ee the Course ription, p. 13, for a brief descrip-
tion of dlagnostic, formative, and summative evaluation.
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a

Tone, Intonation and Interpretation

Teachers may *select their own vocal material for
evaluating the performance of individual n:udencs.< The
material may be drawn'from the selections studied

R

in ‘class
a5
or from a solo i for home ion

‘An, excellent way to prepare a solo item while

enhancing the program is to select two'unison songs for the
year's repertoire. Each student T songa . 4
for pecformance: 5 Jumays e unisosn - songs ,ahbiiig be
__ selected for suitability of range, inclusion ot expressive
ccontrols (dynamics, tempi, etc.) and quality of music. It
might be advisable to lslect.‘mtne ;ong for mezzo soprano or
tenor/baritone  and one ~for et:_ntrnlts..ox: bass/baritone, i
bearing in mind ¥hat the vocal range of 15-18 year olds is’
not fully established..

. -~ It is essential that each student perform alone for
/il tasks -except when in on and inter "'on, is :
5 75 assessed in part-singing. ®
/ A B, Widant shoull she agked to paighaty parts in :

ensemble performance. A uimplg canon will test the ability
to maintain an independent line and a part-song drawn from
“'the repertoire will call for hnmbnic abluty.‘ siud-nt-
should demonstrate the ability to maintain both upper and

LA ]
lower parts.

s i ot



Technique
Students are responsible for all vocal exercises as

outlined in the Course Description, -Appendix ‘B. ,Note that

the 'knowledge and performance of solmization is a require-

ment. The use of absolutes note names (A, B, C, etC‘.) is not

required.. ° B . a

. vocal' tecnique must beevaluated subjectively by '
one ‘teacher or, more reliabl/:/y & tega of teachers. ' When
assessing technique; evaluators should observe the following
aspects. of voice pzodpeusm projection, breath control,
timbre, and flexibility. ¥

Exercisés. (As an exanple, listed below are 'five
ideas - for the performance of the fifth study. in Appeéd;x B
of the Course Description.. A similar ap;wrcach to all
exercises.'will foster better voice production and, at the

same time, reinforce rhythmic and melodic learning skills.
N ' N ra

D= T

P ' e s e = e s
7 i e e s e s e s s
Hgtr pEE—

o - e o B

Students should perform the exercise in the fol-

lowing ways: |, -

1. To a neutral vowel, keeping the' beat (2 beats’

‘per measure) w‘m.c'h may'be tapped on some part of the body or

by pen on desk;
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# . /
- 2. To duration (rhythm) syllables while keeping
+ l

(i.e. without a visible or audible dJemonmstration of the °

beat) ; . . m ml £y
4. To tonic solfa. syllables, iae., 1 d m 1 m d
\ l. & . i

l'dmlmd A

ti-ti-ti ti-ti-ti |tum X

the beat: ti-ti-ti ti-ti-ti
. i

3. To a neutral vowel, internalizing the .beat

©'5." Using various keys (Note that  the solfa
syllables remain the saime). .
& Rhythmic - and -melodic id?ntificatioﬂ should  be

combined with ‘the preparation of . technical &xercises.

Riythmic ability ip thé above exefcise will develop as f_he( -

result of performing step 2 and identifying the number. of

sounds over each beat. C .
. Rhythm: B f \ | |l £ “
' Beat: % " x *
s .
Verbal Response: There are three sounds over the
! beat.
.
students should also recognize; from step-4, that
the melodic pattern moves by skips and that the exercise is

. built on the tonic minor triad (i.e., 1, d; m).
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Identification skills, as they mpply to technical '

exercises, may ‘be assessed, objectively by circling thes
correct response for aural testing. Moreéective student

‘learning, however, will be Y o @

Fesponses as outlined. . i
Scales. At the first level students aré required
to sing the full diatonic major scale and the do and,la
pentatones. .
Some ways of adding variety to scale singihg and -
making the learning process more meaningful include: -
.+ Use of tome ladders as shown in ’r‘abl.en II and
III, leading students through the intervals by pointing to.
repeated notes, steps and skips;
. Use of handsigns to direct scale singing and the
blendxng Of tones; .
. Devising exercises based on scale hlends, e.g.
Section 1: d r m £ s 1L t 4 r'a
section 2: . d r"m £ 8 1 t 4
. Having students discover songs which use the

_ aiatonic major and do and la pentatonic scales.

‘For levels 2 and 3, scale. work extends to the minor__

diatonic. scales (both melodic . and. harmonic) .and to -thes
remaining pentatones, so, me! and ray (See Table IiI).:
o o



/ % TABLE II
" N .
TONE LADDERS FOR A DO AND-LA PENTATONES AND 8E

P
. DIATONIC MAJOR SCALE

. - majore
1a . diatonic
. ’ a} % step
. ) " t
1 1
SR Y
s @ s .
§. " f} % step
: - = 2
r r

; - 4 - B
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g TABLE IIL
TONE LADDERS FOR HARMONIC AND MELODIC MINOR SCALES

AND FOR 80, ME, AND RAY PENTATONES .~

= 3 Pentatones
Harmonic Minor Melodic Minor 8
1 oL 1
- si si e
s 8 »
L £i
£ £ e ¥
m m m m y
r S r - r x T T
d a a } a a a
t . ® t 2
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\Perhaps the most difficult.technical regqiirements

is the singing of chromatic scales. . This 'skill is
introduced ~ slowly and teachers unfamiliar wir_H\ chromatic

solmization can learn together wfth their stufents. !

At level one (course Description, -Ap endilx B, Study

8) -the $kill calls for ehromatie sidging of d to 8, a total
‘of eight notes.” NG

N o« * : .
== — T - T !
= T —— o e i o e = |
[ — — | e £ e e i H
| o ; g s H

s |

onm the earliest léssons’ in melody\ we describe
notes as moving by steps, skips (skipping one| note in the
scale), leaps (moving by larder intervals) o.c\b_y repeated

notes. Broken scales are formed from notes that move by

s);ipsv, for examples. %
dm rf ms £1,s¢, 14, tr, a;
or in terms of gbsolute notes: o d q ! ) i
) ' CE, DF, EG FA GB AC, BD, C, i
. In the first and second years of study, students 8

are required to sing a modified broken 'scalle (third
r : . r

exercise,” ABl of the Course Description)., For Mysic 3104,

students must/ sigg the full broken scale, ascepding- and

déscending. ; ik .
~ N
.
ﬁf the chromatic chart .and pronunciations giVen in
X, C an the Course Descri tion.‘ . \
. . A &




E . - a4
4 ; . .
. § "o & = . -
: S, Ta develop the skills “of intonation, mental. indeZ
pendence and solfa singing and in order to vary class/dnd
: ~ -
,
“ome practice, students may be asked .to sing./the broken
A ey y
scale in the following ways: . s
. . N
To syllablies seldcted for vobal resonance .ahd
_ “’focus, such as ma-nee, ma-nee, ett. . s,
. . To'a single syllable, such as Ioo. . ./ .
: . . To.numbers:™ 13, 24, 35, etcr L.
% 76 tonic solfa “iyitabes: dm, £, etc i
A ‘ . To olfa, using handsi| R
: & . From -a tone ladder B S ¥
i i Ry @ ] I
.. With legatQ and staccato phrasing*
' . With dynamic expression b
: ; An arpeggio is g chord - pérformeds in  broken
‘ form. 1In the first year of study, students are reqlired to_
perform the tonic chord in bofh major .and minor keys. Here
are: examples in D Major and’D minor: - )
v . .
. D% N .
P
. a m.'s 4 s a -
d z E
P == T T
: L — et ——F 1
> T =t
. — = r o —
7 : —-
P .
% - 1 a m 1 m =
% N
- & v R | e . .




¥ o e ¥ Numerous exd)
N . .
thése, basic tonic chord arpeggios. fe/ are 3%
" ind10thand 12th (a4, m, s, 4, m, (sf, m & s, a,
o arfeggios combined with scald runs, and legato’ and staccato -
arpeggios. .'Nowhere in the Appendix is there an xR o
w The dominant 7th arpeggio which is a reqiirement listed for
the second ygar.' This arpeggio; is built 6n the fiftn giep
o of the aistenic scalg. :
Example in A Major: oL Tl <
==Sc==— |
E: 8 yoteriiof P '

The dominant’ 7th in an( major key contains the solfa,
i . :

syllables aﬁ& nincﬂxey syllables, because of ‘the raised
A si

. \
. 7th,sare: © 5L m, as in the fo}lowing example‘in C i

minor: . s #
(O 1 B 4 e .
=k r

student® . should perform arpeggios in the various ‘ways-:

: describkd for broken scales. 'é)}aﬂt‘azxve assessment is g
e
@, ‘ baked on vocal - intonatidn,  flexibllity, projection,
dybamics, and-use Of required ayllables. E
] . ? 3 55 : S
: 1 : P '
M R
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Triplets. The sig#ng of triplets is a requirement

of th® third year. The purpose of triplet work is to

. -develop vocal flexibility, focus and accurary. rather than

to improve ‘solfa skills. It is, therefore, advisable to use

for_these exercises a single syllable or a series of

<A syllables such as: no, ma, 50, sav, so-saw, no-ma, da-me,
‘ / 2 . |

ding-dong.

Sightreading )

° “he development ‘of stulent musical literacy should

i f be an eusentinl: objective of all music courses. While music

writing.is not part of the choral.performance courses~ at

- . present, the .reading of notation.is both a pexformance

Nequirement and a necessary ekill for identification
exercises. % 4

As there are no p:e'rg‘quisice- for Choral Perfor-

mance 1103, many students will haye little or no reading

" experience. To develop reading skills effectively, students

nust be guided ‘hrough the pedagogical process as outlined
#in the primary music guide,8 ' students must build upon
present skills and move from the known to the unkripwn.

The recommended sightreading: text for students,

\ &
arrimq Music: A 'l‘uachlng Guide. t of
_ Education, New: Olllldllnd und Labrador, 1983,
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. . «

Kodaly's Choral Methods: 333 Reading Exerciées, is)designed

for the begiriner. The rhythms apd based on/eighth and

quarter notes and their equivaléns/rests and the melodies

move from-two notes' to full

siqhtreadan skills requires a few minutes o achool prepa-
xatign‘ much home practice, “and the regular -assessment of

individual s should be sed on the

following tasks:

. K rhythnic’ exercise to be selected from a.home

assignment (e.g., 333 Reading Exercises, pp. 1 and 2);

. Amelodic exercise from‘assigned work;

+ . New work. Eventually, stpdgnts ;lill .learn to
apply Sheie growlng tesding sl‘(yills to'unfapiliar exercises’.

Swmary of Technique.  All technical work is
designed for tie dual purpose of providing a laboratory
setting for theoretical knowledge and for improving voice”
production. Other useful suggestions for the development of #
the individual student's vocal qualily are given in Chipter

IV Of the teacher reference, Sing Out Like Never Before, in

‘Chapters 5 and 6 of the' t)acher resource Choral Techniques

and in Chapter IV of the resource, Choral Music Education|

:




IDENTIFICATION SKILLS ! J‘

Rhythmic Patterns i,
While developing student skills in rhythmic identi-
fication, teachers should keep iYfiNd the basic’ concepts of

/
rhythm as outlined in Primary Music: A _Teaching Guide

(p. 23), and call for specific student .responses. Concepts:
and appropriate responses are ‘outlined in Table 1V, p. 61.

As students work with warn-gp exercises, simple
sounas ana: baions or Wit song epertolre, ey BUst. be AbLe
to physically deflonstrate the first three concepts. The last
three concepts may be indicated verbally. o

~ he~use of duration ayllables will greatly aid
student awareness. of rhythmic patterns. All notes and
syllables needed for the three courses are listed in Table V,
P. 50. = s - "

Apart from the student responses aﬁgga-ted‘in Table
25 progress wey e menitored by e 0l lowing metholi

. The class claps and speaks' a given rhythmic
pattern (from «:Jm board or from 333 Reading Exercises).

: . M individual claps and speaks an exercise.
. A individual claps’a phrase from the repertoire,
speaks the words, and then the duration syllables.’

. As objective testing, all students identify tnd

phrase they hear by circling the correct notation.

o
g et i T
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rd -
v .
. 4
3 TABLE 1V .
THE BASIC CONCEPTS OF RHYTHM WITH SUGGESTED ACTIVITIES
» FOR STUDENT RESPONSES
/ ., BASIC CONCEPTS  ~ STUDENT RESPONSE
“Music moves to a steady-beat. | Claps, taps .
Some beats have a feeling of Taps accented beat
stress or aggent. .
- " Music moves in groups of beats | Claps accented beat, "
defined by accented beats. taps unaccented beat(s).
% : " ALl fusic moves in groups of _Claps and taps the
twos and threes or in combi- groupings
nations of twos and threes. i
oOver the beat, music, moves in
‘| longer and shorter sounds and v
silences. Rhythm -is the
. duration of sound.
° . . i
There may be one sound on a There are x sounds on
¥ . beat, two sounds on a beat or the beat. ¥
p more than two ‘sounds on a' 1
- - . beat.
Some sounds last longet than The sound lasts for x
a’beat. beats.
‘ .
Sounds over beats can be The sounds are uneven.
evenly or unevenly arranged: — .
. - A1
. EJ
-

-
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R
 TABLE V :/
DURATION SYLLABLES FOR NOTES OF
. . SIMPLE AND COMPOUND METER &
s \ s
. Notes of
Notes of Compound Duration
*Simple Meter Duration Syllables mtﬁu Syllables
o . i . e
) % & toe (oh) (oh) (oh) J tan
ol J tay (ay) (ay) m ti-ti-ti
. . J too - J r ta-ti
§ J ta ¥
\ Jﬂ Iy ti-ti ) JJ ti ta- s
: tum-ti
- P ti-tum i
" Ao JITD | i wiens JT) | timreces
N -
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concept ‘(f.e., All music moves ih groups of twos and threes
ee)s

F, (a) Teacher taps. rhythm J—] J J-]J J—JJ JJ
on desk

Teacher keeps.beat with’ '

. J
. - xR w® oK Reowk X
pencil on desk *

@ omyem JT) ) f‘mm\
PR N [
@ w0000 0]

Beat

Student page: s your teacher tups each’ rhythm,

circle the number which indicates the number of sounda over

the beat.

(a)2° 3. (p)2°3 ()2 3 (42 3

Other suggestions for objective testing are found in the
Department's Guide to Aural Training and in the sample

examination.?
] €

he sample eximinatlon for Choral Porfoxmlnco. 1983, is
und in Apendix B. .

\v“

Here is an example of objective testing for the fourth .




Melodic Patterns

It was stated earliér that melodies move by:
- steps

- repeated notes

- skips (intervals of a third)

- ‘leaps (intervals of iore than'a third}.

Melodies,also move from: . i ~
- lower to higher, and from . z \
- higher to” lower: o

The ability. to identify melodic patterns iy closely
linked with sightreading skills.  Both ate: aygal’ SEilie
calling for careful listening and a basic knowledge of the
written language. Both skills, those of melodic reading and
of melodic identification, must be developed simultaneously.
sightreading exercises using threé notes, - for instance,

should be followed by a question on yidentification using a

combination of the Haig notes. -

Example: Techer plays or sings the following melody, using

d, r, and m

M

drm

mmn

drmd

M

mmrr

M

ddad




" Students are instructed to examine the three
sample melodies and to circle the melody they

hear.

\ "

¢
&y "

Further examples' bf objective testing for melodic

.identification are - found in A Guide for Aural Training

" (1982) and in the sample examination (Appendix B).

The range of notation for melodies given in the

Course - Description has been revised in order to make it

consistent with the sightreading text and with. ‘spquential

patterns of mejjdic progressions. The revisions are shown

An.Table VI. -




RANGE OF MELODIC PATTERN NOTATION FOR THE

TABLE VI
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~THREE YEARS OF STUDY —
FIRST YEAR MELODIC RANGE
=~ Diatonic Pentatonic
Major Minor ”
i a
~ oA | ‘
. El
- .
8 . . 8
. £
- | . -
. T A x & r
a N a a
£
& -
-~ 1
o
SECOND YEAR MELODIC RANGE
.ok Diatonic . Pentatonic
Major Minor
a \ a
1
% ‘s A
k £
m n m
. . r @ .or : 3
@ ¢ ®
. N 1 @
. .




>

TABLE VI (continued)

- THIRD YEAR MELODIC-RANGE .
' Diatonic : Pentatonic
Major . Harmonic Minor . %
) 2 r -
dk : - a4
t
1 4 } 1l
- si. £
s . s 8 8
2 A
£ £ N
4 m“ mk; nomom
.

Meters: 2 3 4 and 6 ' Y

44 4 8 . ;
’ i

Keys: C, G, and F Major and A, E, and D minor. Melodic
exanples ‘should be in both-the treblé and bass
clefs.

| Rnythmic p:tbarns correspond to those stipulated'for tha
sppropriate year's rhythmic identification.




B )
Intervals
Interval identification is the ability to distin=
Buish the distance between two notes. The notes may be
% 2
sounded together (harmonically)} or one after’ the other
(melodically). Students must hear the distance between the
notes and read” the correct notation. / =

These abilities may be evaluated as follows:

Student:  From three given examjles, draws a circle
around the interval heard (i.e., the,

first example).

o s
Y ro =
i
s

=

3|

Students may aléo be asked to respond verbally,
that is, by naming the interval (a Major 3rd, .in the example
above) . : ‘

For effective’ interval  identification, students

should think in' tonic solfa syliables (d-m or £-1 or s-t

above)

As with al}. aspects of aural training, in‘terval
“identification shoild be formatively’ evaluated.during each
rehearsal as part of repertoire ‘study.

patterns fod summative evaluation may be found in A
Guide' for Aural'Training and in the sample, examination.
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Meter

The identification of meter is a listening {kill:
It is an outgrowth of keeping the beat, d;termining the
number of sounds over the beat, and identifying accent. For
instance, the student may listen to a recording and feel

that the music moves in two-beat measures.

> ¢ > 3
12 1 2 1 2 ete.

Over each beat is heard a subdivision of either two or thres

sounds: .

> > Iy
minials M1 e om
2 1 5 or 1 2 1'. 2

> g
Two sounds over the beat 'will be identified as 2/4 meter

while three sounds will indicate 6/8 meter. .

.
Although students are requied - to 1dent1fy t'he

meter of .recorded music, ~they should begin'to develop this
skill by following the stages outlined in A Guide for Aural
Training. The sequence of recognition would be for rhythmic

patterns, melodic patterns, and ,for recorded vocal/choral

musie. i
i ) .

Student 4bility to identify meter may be assessed

by objective testing (see A Guide for Aural Training). More

informal, and fairly .accurate, methods of . evaluation may
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b "

_ i |

include the follovings o ; -
| o g
~ Ai § Taachar claps 'a mythn whije a s{udenc keeps =+ i
the beat. =]

Class echogs ' the rhythm and speaks the
4 e ;

‘ duration syllables. o, vy

‘ . oOnme student erumerates the number of sounds - P

. T over the beat and names the meter. '

w

Teacher .gives both rhythm and beat: TR g

Individual “student echoes, speaks the

" duration a'yuabn.es and given the meter.. . 5

* Example.

Reachor: pencil J. 3 ] 571 J I STJ
"l'ap ®

]
Student: Xencxl J 1} I I j J JJ}} E
R . map ' K ) 4
w g " woras tm—ka‘ (.'L tim-ker tiota ti ti_titi j

e : . “There are “three snuncn
. : : - over ‘the beat. The
ST W : . ‘meter is.6."
] ¢ -8y s
c. . ,Individual . student - claps. (or: n}nga)’.uge ,
® Thythm and | taps - the beat for a lshort - ' e
@ . s b .. v . o
CE ) eiercise,"i such ‘as one from the -student,
alghtraading text, 333 Reading. Exercises.. v
. Another studeAt named e,ha mete. X
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For the ' identification of mecer fraln recorded

’mf\Lsxc, the teacher - should select songs ci obvious rhy\sQn

-

and marked accent. Suitab].e materials may be d:awn from
children's’ albgns, folx couecr_iops (both ~ solo and
ansa.mble‘)., ‘.choruses of familiar ' Christmas. music, Bach L
chorales, and from tapes of .school chqxrs.
The teacher. may write the metets for each record
/Boimative evaluutzon, st entu may test ,one
1£: ma’ some dilagteement as to the identifi~

album and

anatha’r.
cation cf 2/4 and 4/4 meter. Thie is ' understandable foz
» sometimes only t.he printed score will determine if t'he muui.l:
moves in accentg nf i 332 '2 ntc., 0{1 2 3 4 1’ 2 3
4 1 =N v
) ; R

CHARACTERISTICS OF CHORAL STYLES 3 - N -

Without an 'understsnding of style, the student

. learns only unrelated parts, such as pitéhes, dynamics, and

tone colour, out of meaningff context with the music.

Stylistic characteristics are studied most effectively as

students perform works| of the appropriate periods. 4t s
;ﬁviuabla, hwever, r.o concentrute on two periods during
each of the first and socond years of study. The third year

/é‘m eras, In’,

can then ba used for. cmnpa;‘ativa analys

the cumparative study, the devclopnant vf choral m{uic can

9; traced ﬁ\xbugh topics such as: . Y




J P Y 60

stylistic charactefistics - rhythm, melody,

harmony, dynamics, tempos

"
". the importance of adcompaniments; .
. choral Dforms - madrigal, chorale, oratorio,
! _ opera; choral symphony, chambre choir, operetta,

musical, jazz choifs

. scores. @

Teachers may assign projects and essay ‘work . on
these topics as well ‘as on the nvea ana works of specific
composers. " The material ‘on style fomd in the taachgr
resource textsl0 may be enriched by films, viniting per-
formers, and reference/ n\aterial from " the Hbrary. as
written work for Music* 3103° is evaluated by t!\e Deparmunc
of Bducation, teachers should highlight the following points
for 'which lt.udents will be held responsible: ) A

RS

Renalssa_n@e (1400-1600)

" . pertatones. and' modes, moving twud? major and minor

tonality

o K y X v
. ' polyphonic textire, aq\lal. .voice lines =~ musj.c is,
horilontal in nature

w instrumantu double vocal pun or aub-utuh_vocal parts'

. inlf_rumantul accompaniment used more for secular music
than for sacrdd p

v

-




.

i1

very ylittle vibrato in voices or instruments - tone

rather as for .folksong, pure and !:].em:

much "a (capella” singing ,
clear words 'heighten the natural accent of text (i.e.
stress is determined by the words

‘.
notation tends to indicate the tempo

chorale, madrigal - be able to write a paragraph on each

‘high parts sung by boys,

stre:

agogic accent (lonqest note receives ‘stress)

contrnstl ac‘hieved by:
=~ doubling or Buhtracting voi.cal ‘and instruments

-4 n and | X
LR o

- using various .vocal timbres
Trerce dé Picardie (know meaning)
5 \o .

PP. 300, 303, ‘Roe 4 re tone quality and dynamics

List 3- Renaissance works studied and name composers.
.o,

Barogue (1600-1700)

block dynamic contrasts (echo effects) .
Bach choirs emall (3 or 4 singers pex; part)

Handel's choirs very large occasionally Y &
n . o

. .
music becomes metered and measured » -

tempo deliberate, rhythm steady and drfving
- i

expression and emotion -

vocal virtousity - long runs, ornamenks demand excellent

bréath control and technique - N
> *

»f

tonic accent (highent ndte tends to receive greatest -
s8)

ot i




~ s

use of ground bass (ostinato)

Christofori's pidno begins to replace clavichord and
harpsichord

instrumental accompaniments to choral music tends to
support the vocal line

parts tend to double (tn-th nts with voices and one,
vocal part with anot‘hex‘) /

recognize these baroque names: Bach, Handel, Pachelbel,
Scarlatti, Purcell, Vivaldi . .

forms: -oratorio, chorale, early opera
. i % } .

N.B. are not ble for motation (pp. 308,
390, Roe) - a

sical (1750-1820) : d
. -structure vertical, choral in design &
. Weruceions written into the music . 4
. melodies dominant, harmonies subsgervient
. 8th and 16th notes sung slightly spaced, but not staccato
- dynanics of all kinds are used:

. some details of Haydn, Mozart and Beethoven (Roe, pp.
‘314, 315)

Haydn and Mozart |
- regular phrases . z
tempd rubato . b
’\(\ light, clean runs R :
variety in dynamics 4
- Beethoven . 1
- elegant . . - ) SN
. - = powerful music " i
long crescendos and descrescendos

- great range of dynamic changes .
- staccato




"+ tempo changes may be abrupt

Romantic (1820-1900)

. great subjectivity
. emotional content .
. opera becomes more important *

. ‘less emph¥sis on form

. more emphasis on form

. more emphasis on texture and orchestration
. chromaticism and some dissonance o

. full major-minor harmonic system

\» wide contrasts in dynamics and tempi-

.. program music

. structure vertical (i.e. harmonic)

< frequent use of rubato, accelerando and ralleritando
0 \ . -

Some composers. to identify:
Franz Schubert
Felix Mendelssohn
- - ¢ Robert Schumann
Johannes Brahms
Gabriel Faurg
Edward Elgar.

Contemporary- (20th Century) '

. meter chan

. infricate rhythm 'patterns (i.e. varigty of

accents -and groupings) -

‘exploration beyond tonality

.1 increased “dissonance

Py
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v ,® i .

v-., extreme dynamic range and different indications may’ be

)assiqned for the various voices

. many tone' gualities are required and are usually
specified by the composer .

scores become carefully marked by composers to give'exact
effects

non-singing vocal sounds

“use of any -And source (e.g. environmental -nunds)

growing body of msicfritten for mall ssenbls

. complex scores,.e.g. the graphic scores of Murray Shafer
. new notation: be able to discuss two or three examples

. aleatoric compesxcion (i.e., where performance is depen~
dent on chance)

. choral works.' gccasionally employing  aWlio-visual
p:

effects. L 2 iy
. e T 4 :
I . LN
Student knowledge and understanding of choral styles must be
evaluated by projectsll, small ensemble performantes,

and tests calling for written, mulfiple-choice, and ited

matching xe‘-p'unu . X ;

.

4111n all music cour¥es, the actual music should. take

precadenca over anecdotal material. All projects, there-

fore, d include recorded or formed examples of
music e composer or era being studied.
. - .
'
) .

|
1
|
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SUMMATIVE EVALUATION . B

§um;nag1ve assessments of student achievement will
‘be carried out at vui.g&s,,_t.imu during ;)hs three years of
choral study. The number of examinafidns ahd reporting
periods are the prerogative of each school board although

the usual number of such evaluations would be six.’

With the exception of the public examination for /°

3103 Btudents, the emphasis of school: sxaminationl should be
gqually' aivided be;’uean pedformance, and ‘the skills and
knwladga associated with poxiox'munce.

Performance

TS enable teachers to evaluate vocal quality and
technique, “each student should prepare the followidg tasks:

Lismg one song alcne; as assigned one month in
advance. ° ' S ;

2." ‘sing one song which is well-established in the
student's repertoire.

3. sing a part-song with ohe (or more) other
student(s). ¢ e '

4. ‘scales, arpeggios and vocalises, selected from
Appendix B of the Cuur-a Description. '
5. sightreading exezcise(s). to be sélected from

: Reading Exercises.
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In addition, students should be g!.venl one’ entirely
unfamiliar pentat;ni: sightrebding exercise and a rhythm
exercise using ohe of the meters gnd the motation listed for
the appropriate year. !

- . Some degree of subjectivity on’the evaluator's part
is inevitable. Teachers are cautioned, however, to follow

s A
these guidelines in assigning marks:
s

Tone (blend; control,.articulation of words)
)

and Intonation (pitch 10
"Technique (exercises from Appendix B) .10
Interpretation and Music Effect 20
sight Reading &
° . (a) from 333 Reading Exercises T4
7 . (b) new work ’ 3
(e) rr)mnnic sightreading 3
. +
Knowledge and skills
Both st and require fe on a1l

aspects of .individual progress .and the effectiveness of the
course, . It is essential, therefore, that examinations be

conducted periodically to evaluate student knowledge and

& . e
aural skills. The exception, again, is for the public

exanination where these areas are tested by the-Department

of Eduoation. ¥

i
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‘The public Examination T

The public examination for Choral Performaice 3103
is the final summative evaluation. It is limited to topics:
which can be evaluated from written responses. Students
answer questions as given by cassette tape and the standard
printed paper. This exanination constitutes 50§ of ‘the

student's final mark.  In order to balance written responses

and performance aspects. of the course, schools are advised

"o report on -parfumance alone.




. CHAPTER IV
y . C SUMMARY AND CONCLUSIONS
] #a b s
Ji . .The pu:p'»oaa of this concluding chapter ia .to
i present a aulnmary of(the .problem which 'inspired the pro]act

“" ® and of the procedures used in its development., Some. general
. . R
- . i = d—the Linitations under winioy

the study was completed. - Recommendations- arising for the

project and implications  for further /research are also
/ {

provided. ° . v \ g . i

Restatement of the Problem

$ An historical study of music evaluation in New-
v . foundland before 1981 indicated ‘that there had been ‘little
consisténcy ' in ' methods practised by teachers or - in
ddrectives given by fhe Department of Education.. .For the
‘most part, choral ‘singing had baen “an ‘extra-curricular
4 : activity in schools. The objectiv‘ of ‘singing had been to,
Prepire students for community concazts and music festivall. ~
Evaluation, on the basis of vocal excellence alone, had been

limited to festival adjudicatiop or to the judgement of

teachers.
{ In 1981, chordl performance moved . from. its

i peripheral' position to become a credit eoyi'.s'é within | the

- 68 -
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high school program. A course description, ‘based on
-

literature for effective high school performance curriculum &

development, was prepared for teachers and distributed by
the Departmdfit.

A study of the literature indicates that objectives

should include topics additionald to thdse for performance.

-~ —They- should, ras well, ericompass objectives for musicianship
v

skills, such as aural perception and sightreading, an
‘of" cognition, such. as a knowledge and _understanding of
nusical terns  and symbols and of musical. styles in their
historical context. . L @ % } i
The "literature also points to: the mport;.nt link
between stated objectives aha appropriate methods of
‘evaluation. While. the course description covers a broad
spectrum of cbjectives, the material on é&amauon‘is brief.

It offers a general ouf.lina of evaluative categoriés: wit'hout

raference to the detailed aaseﬁament of specxfic course
objectives. )

pe As ‘choral performance was a new subject in the
cal'riculum in- 1981, and considering its hiutorical role,
there was li reason to be confldant that teachers would
“devise, unif:% nethods Of ! evaluation. viid formity 1(‘

particularly important, ]wwevar, in Nswioundland where t.hird

" ajedr’ studies culminate in public eximinations.  As the

marking

tem 1nVO VBI both lchqoln .and the Departmnnt of

e , 5 5

-

s



Education, it is important that course objectives are. H

clearly understood and followed among schools and between

schools and the Department.

of the procedure
- - % 2 . . 'r
In 1983, when Choral Performance had been taught

for two years, a study by questionnaire was made to deter-
mine the degree to which teachers vere following ‘the co}me
Description in carrying out stiident evaluatipn. '. Tme study
indicatgd, with some notable axceptiona, a largs gapbetutsn :
_the Depaitment's directives and teacher practices. A few

teachers had devised evaluative technigues apptoérhte to—
course objectives while _others had attempted no formal

"evaluation of skills and knowledge vhatscever. s

. All teachers comnented on the .areas of evaluation ™

which gave th'em most difficulty. Topics of aural Lraining
were indicated by each teacher to be the most problematic..
. Responses to the - qfestionnaire, and discussions

with teachers, led to the design of a detailed guide for

choral evaluation; Objectives, as stated {n the Course
Description, were categorized for guaunﬁ,-‘_i{."ana quanti-
tative ‘assessment and specific "suggestions were given' for o 8
‘the -evaluation of each. Tne guidslines wexe 'pubu-heg'xn '
Hnuary, 1984, as an appendix to the Course Deseription: and

distributed to all teachers of choral music. P
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.7 conclusioms ; oty i
R Very little fornal research has been conducted on §
- i

s g ° . .
the evaluation of performance as a learning experiencé since

the erly 1970s. 'Useful studies have been ddne on adjudi-
7 catxnn reliabllity for instrumental performance (e.g., Fiske

\ % awd Roberts at: wesr_ezn University), and Ameri-car\ prcjecta_

for! the “Aevelopment of musiciaﬂs}up in a perforhance context

are cnrranﬂy— in progress. The latter, such as  the

F:Lsconsin anﬂ the Hiiwaiian Projects, are l:ancerned primarily 1

Witn' instruental skills. Both projecia e.lphuizg student/

,'teacmr motivation’ and. abtikudeu rather than easureabls
L 2 g !

results:

Toae the present’ time, Nevfoundland is the o w
ganéé:a‘n province which conducts public examinations in | ¢ i
meic, British,Columbia, Mberta and Manitoba® add the
nisiciaiship skills  of “theofy amd hstory' to their

. choral/vocal programs, but these provinces have no detail{ .

P
H
i
|
; oy 1
7 guideliries for evaluation. @
saskat.chewan xecognizes *and reqorda results - for

; individual students ‘who sit ‘the practical andftheoretical’ e

examinations of the ' Royal Congervatory of, Music, the .

f Conservatory of Western Ontario, Trinity College (London; &

s England), and ‘the Conservator: of ucr,u.l Un{vex'si:y-
" The ontario Min{stiy of Hucation prints ‘genexal

S
,guldelinea for a choral concentration, from which - the

\ . . o -
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varigus boards further develop their; ioupridilns o study.
4 Ao
Evaluation is at the discretion Of each Bchool.a

1 3 A amuar plan exists in Bec, "with the added

provincial check that any schgpl may be called upon to
Subnit a‘copy of its final fexaminatjon to’thes Mihistry for, =’

approval. . ) ~ <

. . These are o credit coursts in cfforal msic

-@eveloped by the Nova Scotia y punswick, and Prince '

zdwazg.mgm pinistries. Induu.dual schools, oveyer, ney
offer singing an\part of a genex‘al muaic course. .

"« ® Newfoundland has o' vibtant heri}tage of * choral
e s:.ngmg w‘hxc‘n is a source. of * considerable 'pude. The

prcvince & schoo1 and um.veraity chioirs"are ;méng t.he finest

anywhere. ‘It 18 most Jmportant. that ﬂae students of -choral %.1
‘singing develop iskills and knowledge ‘that-;will make musie
" learning, peti rming,. and. ligtening, a lifelong experience.
’ “* choral performance course’s, as’ deve).oped in- 1981, ™

n\atk the first tcempt to emphqsize musi uteracy f_hroughk
% o

peztormance ‘and to bring the subject’ rea; w; \'".h;n the “curri-
. . culum. 1t 1s desirable that aesthetic .leax‘ning, in generkl,
L » (pecone a recognized pard,of each child's educaticn and that -

)
V,_/—’—"p‘er‘f‘mance, in pamculax,. become _ an available couue

option. At pteuent, the .courses are ofﬁered by only a few
" sc‘hools and, within those mhoola, ‘many potentul chioral’
students are dncouraged by scheduling; problems nnd limif.ed

course choicea. o g et ‘ v ¥ N
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interpretation.

../ ' The second step toward -the successful implemen-
. - a b

:tatiop' of performance study is to make tie courses account-

¢ 0 ' B
. able to the public#‘ Parents, teachers, and school - board

¢ . g
personngl . must be. convinced that music perfar{n_argce

contributes’ to.gboth - the artistic and ‘the intellectual

" development of gtudents.

1
The goal of this project is' to prov).de an

" instrument for measuring student achievement where posgible, »

. that is, for aural trainkng, stghtreading and cognition. As
well, t.he\ pro]ect ams to strengt};n the mlhbihty cf

evaluntlon. in the mare elusive areas of vocal technique and

E E - L IR
w. i ’ .
- A ]
Limitations of the Pro;act_ .
'; .. e stated in the opening chapter, this project is

linited. to the evluuacion of high school choral’ perfo.rmance
.in the province of Newfoundland add Labrador. This is not
rr.o suggest, however, r_hat the evalunion guidehnea desxgned
he:e could not be adapted for choral and classroom courses
it othgr grade legw~ ar:d‘(n other locatjons,

Guidelines for the evaluation of skills are 'limir.eé
to the 'presont level of course'aevexopmen:; “mis is Judded
to approximate grades !1! or IV in a pmperly uquenc*

mugic program. In other word!, thy tasks of aural trnnlng

and_ sightreading to- ba.evaluntod are well' halaw high lchool

S ——




_revised ‘magking procedure for Choral Pex‘formzmce 3103. At

level. Areas of knowledge and bunderstandln'.g, on the other
hanfl, are appropriate for the age group.

. The effectiveness of these evaluation quideu'nas,
as ot e choral courses, is dependent tpon adequace teacher
presetv.\.ce by{the ptovince 8 mijor education ihsti.tutionv

(Memorial University), and regular and co-ordinated

_inservice provided by school_Boards, the Music Council ofe
1 .-

the N.T.A., and the Department of Education. i

e “oe s )
~Recommendations I

The ' major recomendnf.xon ‘f th:.s p:oject is.

uddresae ‘to vthe Depart.ment of 'Education and calls for a

1

. present, - schools are adyvised to evaluate the “practical
A 2

spects” of the course while.the Department is responsible
for  evaluating the written ,uection-’ " schooly and :he

\epartment share equa.'uy in the evaluntxon of each stiilent .
0

EREEE {3 ‘has long'been rggog zed tha lc'hools tend to
vary in their standards of markin % tendency mhy Be

particukarly obvigus for music performance as the school's
contribution is based enth—elﬁ. on qualitative assessments.
To correct uuch variatiom, the Department' makes adjustments
to school marks where it is rdetermined thaty the standard of
marking i- not in line with chp‘: used by t.euchars across t.he

provinge, P e




i
The fomula ‘for determlning how school marking

formula: .
. . . |
D = (85-PS) - (SP-PP) k g
. . .
’ where: | o Lt . N
D s the difference M
3 SS is the school average on school eva.luatian
PS is the& Provincial avérage on school «- .
. ' ‘evaluation e

SP is the school -average on Public =
' Examinations
PP {s the Provincial average on Public
Examinations
. (Shared Bvaluauon Handbook, 1980, p. 23)

’ 'Magkn in a school will be adjusted by the amount
the D exceeds the lipjts ofws or -5.. The basic premise of
this system is that marks in. school. should correlate
positively with public exgminatiop results. ’K'hi\ position
is tenable only if the oljectives of school and Department
aze similar. "’ Hh-ere objéltives are entirely different, as
fcr peﬁomance courses, tMe present marxing uys:em 15‘

L inaﬂequnte. ¥

T ) “
' Py f
Majur Racammendaticn gu N ¥

It s rac&mmendad that thé! final evaluation for

Choral Per 3103 be as’ two marks. ' one mark

“will be submitted by schools alondi.and will represent. an

~

'

—— compares ‘with the average standard is measured’ by this )




assessment.

/of performance which require gqualitative and suhjective.

76

. \
The second mark will be shardd equally by ’ ]

schools and the Department agd be based on cm-lon course *

objectives “which receive quautatl.ve and ahjectiva eval-

vatidh "

(See ‘Table"VII).

The latter mark, alone, will be

uub)ect to ucaung rnd Modification. -

Tnble‘ VII:

Recommended breakdown of student marks 2 be

awarded by ‘schools and the Department of Ez'luc‘aticm.l2

" r

5

"
&azk A: 1008

Mark B: 1008

School Evaluation

School (50%) and Department
(508) Evaluation

Aspects of p_erforlanca'
which are subject to
qualitative.evaluation

Skills and knowledge of

to guantitative evaluation

performance which are subject

it 3

Other "Récommendations

X 1.

effective preservice for

‘ recommended -that Memorial

P o
and the Provincial Dn:‘Jtment of 'Education develop formal

-and ongoing“links of \

\

¥ preservice. |

n

\‘ .
In order to plan and

"teachers of ::h’ou)., music, _if

unication. |

t\is
Unfversity's Faculty of Educatiol

ke
128ee Apmﬁlhtor a detailed éxamination format.

execute
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2., Inservice, To accommodate the needs of music
: teachers in the field, it is recommended that the Department ot

1
t of Baucation, the province's school boards, and the Music

Council of the N.T.A. co—ordxnate a systematic program t*

K ﬁ- inservice for teachers of perfonnance gourses.
-

ﬁ : . 3% Program Deveiogment. In view ¥ tne sequen—

tially. developed -musig program noy in place: at elementary -
ed ¢ e .

school levels,, the following specific program recommen-

dationg are made for high aghool choral courseq:\

e ’ . (a) that prerequisites be stipulated for students -

A

. entering Music 1103; * )

’

(b) ‘that ayral training objéctives reguire written '

responses to sound (i.

v o. .

aural dictation, rather than tasks
Y

.

of identification); and * ¢

»
(c) that objectives for .mugicianship _sRills be o

gradyally upgraded until the 1evefl of raquired compat‘ency is

a appropriate for high uchool,studies../ Eoaes . g

{ : £ :

: \ IMPLICATIONS FOR FURTHER RESEA " & i

S B * . y
|

P g s & AChorulvperfnrmance is only ong, of the performance )

+ . aregs in the province's high school program. There are,  as

- =
/ well, three . levels of 1nlttumentn1 pe:formnnca nnd a daaign

. for avaluative tachniqueu is needed for these courses.

U
£

Pl




This project has focussed on methods of student

evaluation. When the project commenced in 1981, the courses

were in place and the deddliné for final student evaluations

was given. \&‘he needs of the student were paramount at that!

time. i is appropziat’e, Anow,. to conduct. program

.evuluations. wh;reby both musical’ uteracy and taacher/

" R attitudes may be tested. Control and EXpELITAEHL
'grcups, representing traditional and Choral Parfarmance

teachxng met‘nods, could beut be estabnahed in a junior high

‘school setting. ‘ " 1
In keeping with ‘Newfoundland's™primary/elementary
music program, the tools for formative evaluation outJ:ined

Y i
in this project are handsigns,” . rhythm syllables, and

solmization. . Skills are tbservable through speaking,

singing,. gnd-the motion! of clapping, tappinq; and ‘stepping.
The application of these activity-centered methods :huuld be
studied for’ their effactivenass in other areas’and levels of

music, such as the jugfor high clanroom, or in” elementary

“
xapet:ia!1 interest groups. ; e

It is assumed b; Department of Education peraonnal.
at present, that one can t_axpect a yigniﬂcantly positive

correlation between student marks in pirfcmanca, per se,

and"{f the gkills associated with performance, such as aural -

‘training and historical xnowledge. It would be useful o

talt this assumption. Y U

i
i
i
|
i
h
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 Appendix B: Vocal Technidue
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'm‘:z‘-c, Solfa Syllables, Abeolute Note Names, and Ryt Syllables . .
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. If we, . as mmlc siumtaxs, m’xivs ho lrhq abmt ths -zulatims‘hip
"e:ﬂqrseibysﬁmdrm,waretbugaaﬂlvicemmly
clagsrbans;. but also to the: families. in our

) : ouru:nx?z{m}ls-qrd'ml"futurepe m_ben?f_icgém_summm SR
stwatics, ) . - B
N 7 mmCmmmcmmmmmMcmm..
A P mmmmmmaﬁcmdlsad&mapm;\wmm G
4 : nkellectually h Tier Misic edu m\ﬁ:mmm';
: G taste’amd disorim To be ive amncpugr
Y xqmmam-““" .'axﬂ 4
P ‘ sinplearﬂdwimnmmwxamutzmt Mmuem;mm,mba‘_

)  semitive to & plurality of ciltural valued. 'Every .stdent. should te: fiven’

aaq@mmitytommmmﬂwrmmmmuge ents .. ]
_smaawmnmw%mmmmwmmum
'. mmum-mm%tMcammmmmm h?‘
mmmm,mmm/mmmm;ﬂwm medu:h\g
/values can result.. | "

mmmmmmmmyw and it
1200 has been designed to meet the needs 'of students “with little’ or' no
..y .. mrevious. backgroumd. Rmyh“ﬂeﬁtaﬂuatmdmeukseurgsn
| P ﬂﬂmmﬁmamﬁmmmmmdﬁum

Sk i

s ;mim‘a‘-?’usmnyofmncmmghm. aemunofh/uvauedmamgim :
. a0, e
ofwmmmmmmmm,nﬁumamn ? 2

beendividadhnwmaxlwmm theory and aural

* . Labrénani A, schwadron, w_-_m_m;s_;ww_w_m
(mhmg:on D.Cu3 mlc, 1967). p. 5. | L . i




3100); history and ﬁuﬁm‘?m 2101,3101); choral performance (Music
771203} 2103, 3103); instrumental performance (Misic 1104, 2104, 3104).  Many
- Mmmmm'mmﬁma high level’ of
N “theoretical Kiowledge and so may wish to take only the c 3100 course. - . S
Adeqiate prerequisites .for this course knludaﬁuya.\ cmsamt.nry (Grade vI)
o mmwm(mw)m&ﬁataumqu&mmmt.
mmmmm,mmummmmmmu
" lan sble to those ex ﬁ)rnmiczmo.

To previde for the - £ of both i 'anavow.m.enc o
performance options: are:offered. - Schools which have facilitfSSNand persoanel . | .’
s}mldefﬁar‘bbthatxm. maﬂmhnayaﬁfermlymimmxmmura.
dml;xegmn. st\ﬂumhnyeptwmmirdmcnpnrfc@mmmm
three successive years, with a’different evaluation scheme.for esch year.
sﬂmwelecttét&kadﬂynpemcrﬂtaw and may elect
wa:hinmymﬂn-y Itumywmmﬂemsm@mm
21wm£qm:ﬂneyurf The o of
study with msic theory and music histary is to be encourageq whenever

interest and scheduling pemmit. i ;

y mmicm-—snmfym;' Sy for the ized” high
ndml]rogtm.“ g ; -

)
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N ~ 1o
Over the past decade, - nusic educators have made great strides in

a vhich e the il of music to students'

i Although aestheti cennot. be tanght, educators try to,
mmmmmmmmmm . Masic
involves the tiffee areas of ) and learning.,

Of the three, the affective area is the most importantand should receiVe
m&-)mnzwxumfmnc;am haegoalofmncacuvicy-mqum
“achievement of yxnnnﬂ,myu-n and movement. It is felt that ‘the
qmiqdauum:m@:mum;edmmamumufﬁeﬁunu
pre G the student, Therefore, it is the responsibility of teachers to

present’ a program containing' the! finest possible examples ©f recorded music

nnd performancé zq:-rtoixo. H . '

A
meofﬂunjordajmmcianmmnmﬁm (is, to thach

m}.msnu-mmmmmmw Hence, wherever
. possible, the ideal is to offer students two kimds of activities: general
misic and performance. mmmmmmm,m
mmm;mmw:@mﬁmwmm
perception so” that. their reactions to ﬂuk:- apreuivanaas baccn
progressively deéper and rore satisfying.
Misic & e “school, e, mist:
1. be avare of the aesthetic needs not cnly Of the school,-but of the
'/ commmity which it serves
Z.Wauxdmlunm“m&l\xhq\nlitymh
illuminates the hature of music as an art, involves participation and
performance, and teaches skills, uwderstanding, and attitudes

3. . provide. an opportunity for students to grasp the basic' musical '

+ concepts of rhythm, melody, hamogy, form, and expressive captrols,

create. lt. =

nrdaquipuuﬂnnuwmﬂnsewminmmmundM‘




gther general objact,i‘;as_up'tﬁl pervade many areas Of the curriculuh and apply
tq misic educadqn.. p: ) :

- i
*
. the following chjectives: af the music program te to Category B
W jcctives of the “hims of Biucation presented: in U% Handbook for Segior
” High Schools ‘of Newfoudlan! and Labragor .

§
15 mﬁ:smrﬂ:eﬂeval«pnemufmralvalusawashﬂyafth?mygin

Lvhich socicty déetsmmines Gur interests, and of how the arts, visual
o " - and aural, in turn help shape the mociety in'vhich ye live

aeusmnqmegreawarﬂlasserwrksofmra .

massxstmt}ndevelq&wntofzmdmg listening, and.mmnz.aatulg

" ekills

4. mmmmmﬂa;muamesedmmgﬁaperf@
axﬂnature.mﬂia'nes, 'wmgammufmmm

. avoear_ionalcppommum o

5. wallwﬁ:rﬂmdevelqmnntofsuﬁenu' spec:.alf.alents

Music educ at the, 1evel a1l Gt these cbjectives.’

.- Specific cbjectives dealing with the acquisxtiun of thearetical  and-historical

“knowledge and performance skills determine the course content.: ‘To ‘the ‘end

.. . that all students have as a basic right the develdmmeént of aesthetic values

and. the debelogment oOf naturel talent, this curriculum satisfles the

‘requirements of the new ed program. ; the study of music
should be an available option for all students. :

“ Anymusic Fogrm\wiﬂ:nperionmmeqrdmmut involve not- only regular:
mmhﬂﬁm,mummaw;uﬁmm\ Often, too,

Mummmms&h,mmmﬂmmnl@’mw
‘the main objective of performance - the deve].opmnt Of the students' aesthetic
values. ~..

In addition to _these dbjectives of the total music program, there ‘aré -

_'_' z.mﬁmxﬂuvexwmmxaumkngardcddm:mmxgh'

amicgmgrannus:metmmmsofﬂsmmmcy. Such demands -

]

—_—



K2

-mesoamofauefﬁdem 'of perfomance skill and of good

technical’ practice is upon the music meaning cne desires to express,

the musical goal he/she ms in view.2 :

Musical understanding, Lxswm ‘kills, and- aesthetic awareness. are
basic to the' development ©of performance ‘skilla.  Mere proficiency ar
technique,” however fluent, cannot function expressively without. these basics; .-
Performance class offers the smdenc an gpportunity to .pn:, §pledge .and
skills into practice. -The seed is present for the studént to’acquire a sense
of becaming part of ‘the act of asthetic. creation: anything less is a(denial -
of our students' :ight_to truly xeap the best poss:b}.e hanefxt fram Mosic

© Y In the, ) of 1 5 it ia X that * stadent.

behAviox‘Lll improve in the following areas:
(a) the techniques ofwood singing
(b) posture and breathing . z
(c) listening skills - Yoy N i .
(d) stage presence and déportment . :
(e) knowledge of choral/vocal repertoire; ‘singers, caéposers and utyles
(£) self-reliance ~ - . :
(g) mental and emstional maturity \
—th) general musicianskip. . ¥ uy : . |
| e specific chjectives for Music 1103, 2103, and'3103 are & follows:

. A. Knowledge of: @ 2

‘L. various styles of music fram diffe:ent periods of -rusical o
. history, through. the of £rom the
Cnoral List :

‘2. basic choral ekills and cmauct.{ng patterns
3. comon musical tems. !
i d 2 . w . ' s
2Lecnard and House, Fowndations of Musical® Leamning - ( Yorks
g

McGraw-Hill Ryerson, 1972). ST .
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o1
Skille in: : i * \
voicesproduction ‘ K . "
sight. reading 2 # 3 A
3. maintaining a harmonic line @ Ty
4. using and & asic x . :
5, aural recognition of triads, intervals, g melodic am harmonic
. .pattems (as in Guide for Aural Training) .
6. damtrating correct. p::nture and diaphragmatic bredthing
diy thy s ﬁ'cm }z‘i.nta.l

Bscores %%
indigating meter ‘amd VEiting numn ard sizple melodic/
rhythmic patterns,
Unders ing of: . i .
1. pmblsﬂsti.npsz‘fondirq and learning to pérform

| the elements of gotd msical interpretation
3. ‘the ginaral 1 nethods Whhichnusic is constructed.

medatim o

1. skilled and tasteful performance

2. good misic in anymedi\xn, style, or period.’ W
Initiatives in: R

1. practicing frequently and thecu.'vely N
2. participating Wholeheartedly in musical groups

3. 1s; proper ( 1 and




fa s < . " 92 ¢
Basic cs » LW = "
: Voice Production 3 A
. .. repertoire stuty ; . .
. Sl «5“9"‘.““’?“? X f ~ ¥ N s, o ": e
! Aurdl Training T ! <
/ mﬂiuct:.ng skills ’ : i R .
s characten.m.ca of mom Pe:}.oas = | e ¥ s . LT

¢ 1t is expectea tar studarits il study il Btrek; n olresaiviiy mark
i dlff).cult, choral literature in each of Ya three course levels: 1103, 2103,
/ and 3103, e, :

/ "In. addition. to ‘the} study of *perfomance’ repartoire, uschaxi should
v ui.ocammdmatea;:hmu for sight readihg, aural training, am
' basic ' thecretical ‘and style ahalysis. As- the akills associated with,
choral/vocal are duite demanding, students will be required IS
supplement , clasemrkinthehlouledgealﬂddllmbym study and

yracmce. - - . .
f)mﬁejﬁqa%:‘r’msmm‘z ~— isicaios ., ) -
. Styles -
s s - The study®of styles of “fram @ifferent periods 45 o acoampany, ghosen .

re‘pezr.oire. All periods hre-studied each year.: However, the material is to
becaie Tiore wemmxve] at each level (leeolbe,,m X, and Lamb,

' cnapterxm). . ;L J B
. Conducting patterns ’ - - 2
g simple Duple Compound Metre a1l 6ive_n Patterns Plus .
simple Triple Irregular Metre L. H. Expressive Signs :
Quadruple ) .
. ' o : 3
& Svs 7

o el T
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b d B * * .
. Apprmumm)yanmudgfﬂwmnm,uﬂayummmmmm -
. aare to be covered each year.. I.ncheﬂlizdysarmﬂamﬁuba
responsible for all terms {isted in Appendix )\. : .
" vocal Techniques . X
: \ . . J
Major and minor stales Dam. 7th arpeggios Triplets 5 et o
" Major and minor Legato, staccato -' Full chromtic scale I
. .. arpeggios . hrandtics, doh-lah ~  Full-broken scale (dm, o |-
Chords: & I, v, and 'V y . xf; ms, £1)\st, 14, tr,
Chramatics, doh-sch @ a, ts, |1f, &, £, |
Broien scale,. de-lah g Toom, ozt a-d D /
Minimm of 8 measures, 8 Measures

“Minimm of 16 measures
.2/4, 3/4, 4/4 s ' 2/4,°3/4, 4/4,°3/8, 6/8  simple apd compound meter, -

. o syncopation ) Chramtic sol-fa 2 < S i

’j__;‘%.j (ana ) : Modulations t0 IV and V i)
A [+ Chramtics £, sl Syncopated beat ' T ;

Do and La pentatones . /8 J.J ) . - subdivisicdn |
Even-subdivision of fermatas i w :

e . N
- beats i - Full diatonic Sol-fa ;

. B " (Major, and minor) e % .
Maintainihg a Harmony 0 I R .

 Sing a Gescant or " - Maintain a lower Demonstrate various_

cancnic line ag part - hamonic line alone | - part-singing abilities
of mmall emsemble - : - f o

Patterns 8 \ 4

As above for Knowledge. . = ks

©
P SR LS. S



i
|

me‘

s&mnt»u‘ﬁ" o to handle |

level:-

mammm

é

Muwﬂwmwauﬁmmmmmm

1.

ofnloarﬂdmquaermﬂm » . . 1 =8

Student -is ﬁpeetd to indicate meter (duple, -triple, u’d qlrdtupley simple

and ) fram
Intervals .
Above given notgi
Major 2, Minor 3
P4, 5, P8
- .
-Below given note: -
Minor 2, 3;, Ha:ox'z
P5, P8
Melodic Identification’
2 measure phrase in

. Fhythnic Identification
| Minimm of 2 measures
2/4, 3/4,4/4
o d 3]

and Rests

to choral/solo, nualc.

’

-’mwg Al mjor and  Above and'Belows AL}

minors 3 najarsamm:
M, PS.PEI . within the"octave
Below: Major and Minor P4, P5, and P8
2,8, and 6 Diminished, 5

B4, P5, P8 :

Amé)nnjotcxm 8 measure mmjor or minof
" melody of approx. 12 melody
notes, based cn first - tonic-tonic
five notes and upper ', mediant-mediant
tonic and o m
tonic, mediaht, or dam.  4/4, 2/4, 3/4, or 6/8’
*2/4, 3/4, of 4/4

2/4, 3/4, 4/4 meter  Sinple and Copound meter

sixteenth notes o with syncopation
Dotted rhythms g
o -6/8 meter subdivisions
’ e F

F 3 Ny



Teacher; * ) o 8

Bray, Snell, and Peters.| For Young Musicians. Vols. 1 and 1l Waterloo,
. ontario: Waterloo maw, 1900, F

mndaformemlumm\ofmurx . Newfoundland Department of
mmadm. ¥ "oy X -
. .
Lenb, Gordén H. M.E_,’"\-‘-EEW Dubuque, Iowa: Wu. C. Brown, 1979.

Foe,’Paul F. Choral Music in Bucation. Eﬂueat.im BAjlewod. Cliffs, New Jersey:.

t 7 Prentice-Hall, 1970. J
N l
Recammended Student Sight

£ ‘*Kodaly, Zoltan. Choral Method, 333 Willowdale, Ontario;
Boosey and Hawkes, 1972, w‘\
. ", b ' v
References E e s

ge N ) s B
. Adler, Kurt. Phonetics and Diction in Singing. = Mimneapolis: University of
Minnesota, 1967. : \

Choksy,  Lois. Kodaly ‘ Biglevoad Clikfs, New * Jersey:
P!Bﬂtlc&{hll, 1981.

< 5 Wi -

Neidig,l(.,a’xﬂl.\lummgs G\zxal:ixecwtaGmda wéatuyarx New York: .

Parker pubuming 1967. ¥
' iimeman, Hee. ' Sing Out Like Never Before. Tucec, Actzbnas -up‘ oen
- People,/ 1978. \ K ’

. X \
Zimmerman, Rae. out Lika Never Before. Cassette tape.
; / B \\ X
\ .
'neacmn vho are members of N.T.AMisic Comncil may borrow sets of

- music from/the Music Council Resource Library, 3 t Road, St. John's.

9 \

f
*pvailable fram Provincial Music, ﬂlax 7375,. 21 cu‘;»eu Ave,, -St. John's, NF
|
1
|
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3 PHILOSOPRY QF INSTRUCTION

Misic performance in our schoolsl_has traditidally been en

" extra-curricular activity. The goals have Seen largely social}/ to prepare for

B
|

‘nmwedaumcfvmml.tyluarﬂpumdma} lnivhidmmn'

N

Christmas and ‘end-of-year concerts,  to \provide entertaimment for school
asbenblics, amd to ocampete in local festivals. - . Ancther objective,
mmcaxyumwbyén-mufmmmunp has been to
develop musical taient. Vhile ‘these cbjectives are imortant, they . are
" peripheral to the true need - aesthetic education. m;niemmmm
micpogrmmmtnmwtmdwel@ studnnu' creadvetarlznts sense- of
perception, musical jwiguent, amd’ leaving
| performance class should poesess performance skills, auxaldi imiration, and

bn\nndmdm.rpat—ld\oolyun N

LG

\ In dhoral class, must be assi in achieving good
yocal pr ion and -in ‘skills. mhponam. I'm-v-r,
i-mmmitymmqmmmmng Students should be lead
to: perceive and to react to the:expressive quality of the nusic that ‘they
perfom. 3

\* The of is not an ay ic .cutcome of

uparinmmgam. It must be the comacious, well-plamed primary goal of

every program. To_this end, only music of a high quality is worthy of serious
study. Within the selected repertoire, there should be a balance between more
challenging and easier works. The majority of works performed should have
mmlluxgewhr-ndidwupedaduidm'mwmeymh

and madnrtr.hna In this way, students can
Obeerve sthéir own growth in musical abiutymﬂmﬂexltaniing Once the

between challenge’ and eatis .is met, each student's sense

oEr-ponni.bi.utyiiuaknnedand member of the group grows nearer to

acsthetic awareness.

lwhen public is to

11

S
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" ” . o
i . & . g
mastery and drillnfall ipto the right persp and much stress
is removed fram teacher and students. x‘falegm:p'sgmkumipmqm,‘a
certain of the ions"are at f level; some are not at

performance level and’will not be for some time, and others are in repertoire
ready for use with very little review. ' The more fully members grasp the basic
concepts of melody, hammony, rhythm, and texture, -and see and feel the value

" GF talaice ad blemd, thé more fully they can share in the adsthetic beauty
3 "

T \ e e
. e < )
A i ol §
. ; -
. ¢ .
N , . ;
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The - pufpose of evaluation in music is to improve leaming in the
following ways: =

1.
2.
3.

,'v .

,mp:wxéeiummdmabmtm- & -

to iflentify areas of mfsiantywmum Y -
to, encourage the student.
mqmifymmﬁ:rﬁm:zmmhgpuviﬂu

_m«muﬁmuﬂmuemedatﬂﬁh:ghdmllapl The' first |

&gaa_muﬂgammdeunmmmmnmnfmmm B
= 1umi.nguperxm mnichaxgladvalymnbjectmwruﬂmlaugi
is only realistic to expect wide disparitied in  student, background).

Di

’a

year. (

is particylarl u-e{i\nmt)\aﬁnthi@;:‘}ml

o] mﬁnmmm_mmulmmmqédmwmd
be a part of each contact between teacher and student. Formatjve evaluation,

as the

name implies, the ion of higher Jevels

of student and H'mriu

form -

X
tﬂiﬂruﬂmmmdziwchlltimﬂmmﬁ

\awwmm-mmuammmm
*process. Y B

A
end of

muwmlmnmhmmlymnmnddmmuﬂnm
the .school year. xumummmm-m

ammmuquanfymmumxp&nmg

 activi
quadi£i
'is the

. In the case of ‘the’ public examimation, it is to provide
for further study or facilitate entry into the job market. It
responsibility of schools and the’Department. of Blucation to Gffer a‘

fair and unbiased evaluation of student achievement, especially ‘in the final
sumative assesament. With this aim:in mind, we can examine the- areas of

_ music vhich can be evalyated cbjectively’ and a:unpr. to Euauce subjectivity in

the remaining aress. ° o 3 = )

Evaluation, to be relevart to the mm/xm‘nmubn, st e *



Ao atE ) e e

Mymﬂmmmmm;vu It is the cbjective of music

dmdmmlxmgwﬂlmﬂnmmdmgniuvn.ndm and

. p! mnmqnmmu-m

" udmtbemlmtdmwmy,d\mamuﬂnmtdxfﬁuncmmin

) ob;ectivetams mvimaxy,mﬂemmtemn atutudu aﬂmﬂmmp

onlyba.a-t.umuﬂ xcumﬂnamsofwuummﬁmmx.
development 'that we.must seek efatudqn’ i

These are the areas for dmmtive mlmﬁmtyﬁmll(uﬂbyﬂnmm"

of Education for Music 3103). M ewphasis on growth in knowledge and  skills

55 Ges the b.r,nuaic ation's hui,c gaal., i.el, a,umuc'
: development., 5 <o ‘ o 3
. ' In the mﬁauan of performance mhjectﬁ it'ts necessary, cbviously, to

assess student abi.uty to prﬁom Such evaluation must ke lubjective.
However, subjectivity’ may be. lq:t-to a -minimm by mmmpufmmma

[ vhich are among schools withiy this *Suggested
la qlﬂd.u:mﬁarﬂ:ntmiglﬂmareg‘lvmhlw~! .
) . Performance ' Percentage
LR 1. Tone ( omuolardmktim) . .
2. Jntomatich * ’ 10
3. ™= (-mlnanﬂupaqgmc uachhu) 10
B . A. Interprefation and nunmx Effect (xmxunng the )
- = of v _‘ ] 20’,
S 5 siant : . 10

& R m«emamu{mﬂsuﬂwﬂdvgwmipﬂngw
chordl performance which can be evdluated objectivelys - .
-Aural skills 3 : ¥ T
1. Recognition and id ﬁ}:at.mq of: (- a
i (a) meter ) ; . B N !

sy N . (b) melodic phrases : . . ’
W} (c) rhythmic patterns c 5 b

. (@) sjmple hamenies . g ; g 2
% (e) wvocal tinbre # 3

~ (£) chord patterns a cadences % %
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R Lo e ’ “\

\} Knowledge ofx g
(a) the expr aive controls of ‘choral music

s cmducting patterns ’ .
lc) - basic’ characteristics ‘of choral music fram given penods (i.e.,

Renaissance, Baroque, Classical, Romantic, Contemporary) “ -

(d) given music .mhné;y.

2y a

' ekills and knowledge associated with the mrogram. ' The evaluation of skills
ot Mmorladge sbauld be:‘os;chje ! '
1 * of ‘performance adjudication.”
Inﬂnall de)ol.sanisd'nolshhxdisharetead’lhgpexscnnal it is’
posmmetomzbmunume@rmlevelsﬂnrfauanmdaam The Y%
& coursés will be tawht aimiltanecusly; that is, with all students of Misic
) 1103,.2103, arﬂ 3103 nd’ldu].ed for the same time a;nce However, -txﬂénts
wul be examihed on different Xnowledge and skill cbjectives to determine t.hat:
graieuxu:eivedateam given course level. fThis will require.teachers to be
” hz.ghlyotl;axnuadmxlmuedul,evaluamn. In large schools this problem |
: g amdmms:,amuamfmalmmofmemmmmm
ke © offered smepemznu{

‘w T
=  Praluation - of student  achievement = in Koiowlgige, © akills, -and
mﬁ_emtamngss\nunbemhfnmal'udmémax The skills of performance 2
¥ = . should "be " quar by obj testing at. least twice each '
N\ semester. mttheevaluatioﬂofaural training in these areas, students
should be exposed 'to both livg,and taped examples of melodic, harmonic, and
shythmic® pattems. . Exemples may demonstrate instrunents and voices of varying
- - tinbre. o ¥ B =
" It is desirable that”adjudication of choral work by teachers, students,
" and interested guests, be 'a comstant process. ~Individual performance should
: .. pe adjudicated periodically as the student, perfoms alone ar as part.cf an
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101

ensalble. Although it is ‘not-a. uchcol d)ject_ive to ﬁl]‘ the role of the
private - teacher, school ﬁnsic edu/.:nwrs can realistically expect to see a
m;ked G vocal g ion, * ; diction and control, and
musicianship fot each student, ° Any itati of

must be tased on the ‘realization of given leaming cbjectives. ALl Ladrsitng

_‘areas’ jbeevaluat&imfomnllybyﬁ\eteachexatwuhﬂents,‘urkxh

opportuyfities for effective evaluation are possible -as students assess
students ar, ultimately, as each student becomes copable of self-evaluation.
Bviluation may be presented as spoken of written adjudications, corrected
projects and reports,. or jn 'the form of chegklists and score sheets.
Students, having.been made aware of the specific dbjectives' for the . program,
should be encoursged to devise realistic and creaétve tests for their
clasmmates.” By ‘using such. methods, mﬁnmsuﬂﬂep‘d\xxtf
evaluation will be eruwable &nd Deneficial to students.

o g E 3 4
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* 103 °
MUSICAL TERMS
A Capella Decrescendo opera g
. AScelerando | Descant anl Obligato | Cstinato
Pianissimo
Piano

Piu Mosso -
oo a Poco
ol . .
Polyphonic .
Presto
Recitative 3 -
" Repeat signs
. Ritardando B o
Sempre s il
Senza : «
=, s |
@ f J
to : /
tion
Prin g
Rubato
Tegsitura -
Tie
Tinbre
: Tonality . N
- Counter Tenor Molto (leggiero, I .
" Crescendo’ tranquillo) p N
Da Capo . Motif ’ ~ y v
Dal segno |, : : ¥ . o
‘ i i
s :
- ' % - -







105

VOCAL TEGHNIQUE

The following exercises are suggested for the development of vocal and

aural ekills.

These exercises may be supplemented by material from any good

choral/vocal text. Students should be prepared to sing the exercises in'tonic

solfa and to a neutral syllable (e.g. no, ma, ni, si, ga).

Level 1

Sing the major scale and the do and la pehtatones.

Exercises should be

sung in various keys:

H—F

I
i
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Level 2

|

and r pentatones.

m,

sing hamonic and melodic mirior scales and 5
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msﬂm,mwmm REYTHM SYLLABLES

anatic Solfa Alterations:

Diatonic —form form
Name et
a: pronounced "dee" ncne, “because below
there comes a minor 2nd
r + pronounced r\ee" ra, rhymes with “ah"
S
m rone, bgsaum &aira '
therd is a nﬁ.nml‘ 2nd s :
] .
¥ | . . .
£ Jf, pronounced "fee” "none, because below {£*
. ’ \ * there. comes. a.minor 20d
N si, pronounced “see". none, because in the
\ and Viennesé
o | classical styles the
| doninant in the major
| tonality is not flatted
5 113 pronounded “lee" lo, pronounced “low™
# none, because above | “t" ta
there is & minor 2nd
s | )
Il T
a a| (
le -
1i ta
1 ! b
si 10
" .
™ /"“\ e
n
ri ma
r r
di ra
a a



I1I.

NOTE: 1) Solfa names use lower case letters: i.e.,dtmfs

Absolute note names use capital letters: i.e., CDEF G

2) mmxwhmmﬂm_mwxungm'am‘uw
- thesyllable: ie. s 1L t.drmfsorm £ s Ltdrm
: : :
The octave above the- tonic and notes above the octave are
octave _sbove toolo
shown in writing by a prime above the syllable: i.e. d rm £
sltdrm or lfdrmfsl t . a

Absolute Note Naines: -

1. The note names altered by a : Q¥ b
7 C anarp = © 1, pronounced “cease"
D sharp = D ;pzanmced"dma" (rh)tn!with oaa-s)‘ :
Esh;'lxpﬂl: ; pronounced ‘as in “"eastern"
F sharp = F ; pronounced as in fmt‘(vﬂmm"t') 2
G sharp = G ; pronounced "jease” (rhymes with Scease) -
A sharp = A ; pronounced “ace” .'_\
B sharp = B ;B asin_'bea-t'(\df}anqn‘t')
S
2. The note names altered by a = ‘b ) -
« i~ . i

cHat=cC ; gx]:uirmd "cess" - i

D flat =D ; pronounced as in “desk” (without the “k*)

‘E flat = E ; pronounced as in “escalator” i

F flat = F ; pronounced as in "festival® ! -

G flat =G 7y pronounded as in “"jest" (without the "t")

A flat = A ; pronounced "us"

P

B flat = B ; pronounced as in “best" (without thg "t"

3
|



v+ III. R (Duration) Syllables 3
Developed by Pierre Perran, with the exception of | .

I < ) L

simple meter:

U | dJ. ®

ta (sH=" ei-td too-(0o) tay-(ayl(ay) toe-(oh)(oh)r(oh)

' AR S TR S N i i 5 A s i

ti-ka-ti<®®  ti- ti-ka

syn-co- pa Ctum - i ti-tun
EVEAP & 7l J -
J7 I3 S .
(ts) tim-ka tik=-um = triple-ti i

ti-xa-ti

ti-ti-ti sta- b tum + ° too- (oom) tim-ka-ti

2
tik-um-ti ti-tim-ka ti-ka-ti-ka-ti-Ka .

ti - ti-ka-ti-ka ° /
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. . ) 113
& N . ”
. .
& ! " > -
- \ R » .
QUESTIONNATRE O » ‘ X
‘THE EVALUATION OF CRORAL PEFSORMANCE 1103, 2103 Y
Flemmmmﬂum(a)ofmmmnmmt.m .
year: y]
nes [ 3 .
2103 [] ! g = B
- o e 5
¥lease indicate pumber of studefits in Choral Performence class(es): . '
103 [ 3 > ’ a \\
2103 [ oo o . : , ' .4
Indicate the entry level for’the mjority of choral students in youf school.
No choral backgromd i | )

. e »
mmmméqmmy . — ) cp
Junior High thoral experience only —_ »
wmmm 49 ' 1 )
mwu&:mqwur o ’

u um\ug.:mmgmymxueymmnjmqumm, oM
) bons [T]  Amitele ] Kequats[] sapedlor ]
.Lg'nmm-'qgmmsqw'zé»w. pléase give thetitle. 3 o
b} ¥ % ) 3o
. % LR
If not, what method & you use to teadh this skill? *
$ . . a
R “ o 2 K
midﬂthacbjmivashzdgh xaldi.ngtobqrunudcht'yuz 5 "
chsu,nlmmp Eafﬂ\ﬂlQﬂJmmim X j oo
L= B, . 2T
P . . —
: 2 O .
5 - s
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Consulting. the chjectives found in tha 1963 Course Ducn,pt.im (pp. “7-10),
each achievement.

please indicate your evaluation of

category. mum.ﬁmmdmhlz,mﬂmmw

let Poor = 0-60%, Satisfactory

students accarding to. T
s, . 513

Where = are

= 60-80%,, and Good = 80-100% . 7

Class size
Area of Learning | Method of
Historical styles Quantitative
Knouledge of Conducting,

Patterns N Quantitative

-Patterns

Rhythuic Tdentification

f
Rl
* ='least demanding?

 most.-ai fficult?

noooEooo o ooy’

. . % %
0ooooeno D'nngg

oooofooo odog

. 9. ¥hich area of skill develdfment did students f£ind most imteresting?

" it N



1a.

1s.

(V . v

Are there any areas of skill development ‘that you would like’ to see added to

Ma&‘.‘éuv..? ¥ e -

Are there areas of skill vhich yh ‘think to not ©
acy ares developrent. ¥ awply

.

7 s
Are there of Jnow! which feel should added to the
55 o sroas ledge you , e present.

g

13, uimnmdmmkmmymmwmmw
. performance? ¢ 5

sary for choral
VA
Pleage describe the method you wed in evaluating the performance of indi-

List the %ive selections studied this year to illustrate the historic

Music 1103 i ~




[
;

16. Please, Mmmmmm&mm“mmmmmx

Sight reading

Preparation skills
(myu-n mxaqy:"f:é interval identification)

Listening to tapes -
Preparing tapes )
Preparing projects

cenenesstesenarrermrrenrererannnane






ANALYSIS OF RBSBONSE'S TO THE QUESTION!?AI&E éN

THE EVALUATION OF .CHORAL PERFORMANCE 1103, 2103
Seven of the fourteen,questionnaires, circulated to
choral performance teachers in June, 1.983, were returned.
Three of the remaining teachers had left the province, two
were no longer offering choral performance in their ‘schools,
and two teachers failed to reply. The seven replies,
Sowevedy deprasént bhe variaione found among  provincial.
music teachers. ' The responding teachers vary in sex,’ age, .
and religions;” educatiodsl, geograghital and idediegicsi
backgrounds. views and findings of even this small
samiple \ of teac};ers ‘are .regardeéd as representative of
chickal Cesthing wondifions and evains¥ive: practices in

Newfoundland.

Analysis of Questionnaire ol "

.-In the f\rat four itel:xs of the questionnaire
teachers were asked to list their class: level(s) (1103 and/
or 2103), numbers of students taught, and.the gemeral entry '
.1ev'el in terms of choral training and sightreading ability.
‘Choral entry experitnce was ranked according to the fol-
lowing: no choral background; elementary choral experience
only; junior high choral experience only; seqEeRtiAL CHOPALS

training, grades -4 to 9; and choral experience with

+= 118 -
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< N

)
community choirs. <-Teachers were to indicate sightreading
.entry ability as: none, a little, adéquate or superior.
_As illustrated by the graph of Figure 2, students
from three schools were reported to have received sequential
choral training from elementary school to grade IX. These
students were judged to have a little or adequate ability in
sightreading. Three schools had junior high training only.
. One of these was ¥onsidered.to have had no background ih
.sightreading and the other two, a little. Students from the
remaining school had received elementary "training only and
had no reading’ skills. .

Items 5 and 6 sGked if-a text was used for -sight-

reading and which methods were used for teaching this

\ ;
5 sightreading ability:
Grades 4-9 —
A-little -
P3a.s. - E
=
Elepentary .
School

« 1:28 45 617 L 4
Schools
Figure 2: Student choral experience and sightreading
ability as reported by 'teachers from seven
schools.

i_
|
|
i
}
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A . .

e Five teachers were following the text prescribed for
the course, 333 Reading Exercises by Zoltan KodSly. These
teachers, fo varying degrees, were using rhythm and tonic
solfa syllables to introduce and reinforce sightreading.
Two teachers were not following any particular method for
siglitreading although one mentioned the use of recorders.
The latter method would apply to:instrumental sightreading
but not to the internalization of sound necessary for vocal
reading. | ' R ) . i@

For item 7, three teachers considered- the objec-
tives for sighcxéadin‘g, as stated in the Cougse Description, .
to be realistic for their students. Fdur teachers did notr.b
‘ Ttem. '8 required teachars -to record student
achievement in each area of learning as givén in fthe Course
Description. Achievement was to be listed as pcéS%mu-
factory, or good. Wiere quantitative assessments were.
applicable, poor would rangé from 0-60%, satiSfactory from
60-80%, ‘and good from 80-1008. The f911agsz areas were,
listed ‘as suitable for quantitative assessment: knowledge
and understanding of historical' -styles, knowledge of
conducting patterns, musical terms| and identification of
meter,: intervals, melodies and rhythms.  Performance of
conducting patterns, vocal technique and part singing were
listed for qualitative assessment.

The following bar graphs {llustrate teacher.
assessments in a1‘1> ten areas. It was assumed that the two
schools where ,teachers' failed.'to 'respond had no formal

,
evaluation of stated objectives. * ™ . .

v




Number of Studerts
s
-
&

Poor
Satisfactory

M cooa
¥

Schools
. *
Student achievement ‘in learning the characteristics
of historical choral sfyles.

Number of Students

Figure 4:

B - 2 3 “ 5

Schools

Student achievement in describing musical terms. >
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35
=
3
&
g
L
3
3
@
™
°
u
3
| S
&
2 3 4 B
Schgols
Figure 5: Student knowledge of conducting patterns.
35 .
- 5 30| .
] 2 .
£
g
3
2
La
w
. o
ol
‘ g
|l &.
.
1 2 3 4 5
: . ‘Schools * .
Figure 6: Student achievement in conducting skills as
evaluated qualitatively by teachers. -
\ ' +
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3
&
3
]
2
@
w
e
u «
i
E
\ 8
Schools
Figure 9: Student achievement in identifying meter from v
s v
recorded music.
{ .
a
b
H
3
2
s &
w
S
M
i
o =
Schools
Figure 10: Stpdent achievement in identifying intervals. * A
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Number of Studepts

Schodis

Figure 11: Student achievement in identifying melodic
phrases.

-+

Number of Students

Schools 8 '

Figure 12: Student achievement in identifying rhythmic
patterns. . '

TR

b P i s
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e ~
A5 50 Trem B venchers yere ,asnsd o) stave Arass which

they consider to be of special interest to students and to
stipulate areas of difficulty. Tvo trends appear in this
small sample. Students find the practical aspect of choral
performancé (singing) most enjoyable, and the difficult area
is sclearly - that of skill development in Sightt:‘:\\;ing.
Interval, melody and rhythm identification «are the three
areas.of aural training in’this course which affect ‘student

reading. . >

Styles
Conducting K.|
Gonducting P
JLerms ‘ .
Technique
Part-singing
Meter

Intervals .
Melody Iden. 3 T
Rhythm Iden. o . v om

Aural Skills

Most Least Most |

A

Figure 13: Scatter diagram depicting student interest
and ability in ten learning areas of choral
performance.

Interesting Demanding Difficult —_—



- ﬂ The purposes of items 10 I3 were to. gauge' the
_suitability of the _col;xse_ to''students in various geo-
graphical settings and to gather aque-tlonu to aia in
future &une developmdfit. The Sour quatti.onu were: " o

Are there “any areas ot -xin development * that '
& .

nt cbjact:.van?

you would Lixe ‘to see added to the pr

‘ i ke Ara there any areas of a‘KLll da’velopnent which
you think do not apply to choral pexfozmup_cg? -

. Are there areas of _'knwlcdgé'which you feel

= . should be added to the present objectives?

ired

¢ . Are there area

which you think are unnecessary for choral pezfqmnc’l

. With one .xc.pno;' all tncharu repl to..the
first three- questions in “the' ‘negative: ;:d\auch.r
suggested ‘that more terms and w number of - exptnaalve signs
be added to- the .existing list. _ Five teachers replied
negatively to the fourth que-gxon'.'vvn;o teachers, how,averl.'

? wrote lefters on: this thplies ey spprovell ‘e coun?'
content,. in prlnc&ple, But falr. it was too demanding for ﬂn
students at, pr---nt. The follwing relgons were ngem v

There are’ no pretequ’iaital for 1103 and many g

students haVe hnd utuq or no muniaax proparanion-
\

e [® . Choral perfor is a redit course
v . the time allocation of three periods: per six-day ,cylle is,

inaaé for the demands of" .




v . Too much emphasis on tognition and the develop-

ment of skills may devalue the aesthetic experience. o
5 One teacher, during a personal interview, offered
5 L * specific suggestions for a preferred -sequencing of sight-

)
reading objectives, based on his own studies and classroom

expenence. o/

- Item 14 asked for methods ,used in .evaliating "the
performance ~of indiyidual’ studenta. Reported. methods ‘fell

. into t\(o,cntego}xﬁ& the xndxvidunl performance test or

interview, and the written tapt. One teacher Xept a fue

for each student, recording results from the two categories

above and observations made in class.

Part-singing, aural ssuns and.vocal technique were

./;ested in the individual pe?fcrmance teet but only one

téacher includéd sightreading in this catsqcry- A written
¢ test was mentioned by  four’ teachers while two named
"quizzes"

% ) unspecified. - By ' |

The Course Description states that . students should
s‘tudy— at least . one selectmn from each of. five historical
_périods and that the study of history be: incorporated with

is tepert:oi:e. Item 15 asked ‘for {he representative

ST s atudied during “the year. ‘ ‘Five teachers completed

N

‘this: item with suitable repe:toite while two teachers failed

‘to, respond. e o : e

"l"heyio:m'of quiz, whether verbal or written, was

SN
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] . SUGGESTED .
[EXAMINATION FORMAT .
= < FOR
CHORAL PERFORMANCE 3103 5

Achievement in Choral Per will be . as two

separate marks.

. « MARK A 100%

The evaluation Qf vocal quality and technique will' be
conducted by the Schoolw according to instructions given on page
14 of the Course Description. Students could prepare the
following tasks for this practical ezminutiom

1. sing one song alome, as assigned one month in advance -

‘2. sing one song which is well-established in the student's T
{repertoire p

3. sing a part-uong with one (or more) other student(s) .

4. Scales, arpeggios-and vocalises, selected from Appendix
- B of the Coursé Description

5. Sightreading exercise(s) to be selbcted from 333 Reading
o Exercises. s

In addition, students should be given  one entirely
unfamiliar;pentatonic sightreading exercise and a rhythm.exercise

in 6/8 meter containing notations of m . 3 ¥ : ) H-‘
L ’ v . .

and © J. N

. Some- degree of subjectivity on the evaluator's part is '
+inevitable. . Teachers are cautioned, _however, te follow these
guidelines in assigning marks: ’



LU ‘ A F .

. ¥ 131

M
Percentage
Tone (blend, control, articulation of .

words) and Intonation (pitch) 20
Technique (exercises from Appendix B) 20 A
40

Interpretation and Musical Effect
Sightreadigq (a) from 333 Reading Exercises
(b

8
A e

(c) rhythmic sightreading
s
L MARK B 100% °

Skills and learning will be evaluated jointly by schools and the
Department. . This evaluation will be subject’ to acaling and
modification as is customary for public exams. .

\ PART I 508 i

part I will, zequue candidates to Tleten dnd renpond to's
series of taped ite ese items ' will require aural
recognition and dentification® of:
1. Meter - .2/4; 3/4, 4/4, and 6/8 meter from recorded
choral/solo music

2~ Melodic phrases - two,to four measures of a or 1 penta-
tonic or diatonic (ma]or or minor) melodles. i.e. f
Harmonfc Minor = ¥ Pentatonic-
g S =g
d ) a
t
1 7! S :
' “ si s s
£ £
. n . *® n n

Meter will be limited to 6/8 2/4 4/4, and 3/4.

*Please note that this skill involves aural identification.
Students are not required to take melodic and rhythmic dlctation.




/ .

. 3. Fhythmic phrases - /two to four measures in simple and

> compound meter using the following notation:
simple ) . Compound
o 2 s
v') ' p
; o) - B '
e w2 " X3 S

e A i

4. Intervals - All major and minor intetvals\a P4, P5, and
P8, above a given note and a minor 3rd, P4 and P5 below.

~ PART II 50%
Part II will consist of objective and essay items based on
knowledge of the basic characteristics of choral music'in each
®istorical setting (renaissance, barogue,.classical, romantic and
\femporary); music vocabulary (found in Appendix A of the
o&;ru Desc xption)y the characteristics of good choral nxngj,ng
amd, the expressive controls of the printed choral’ page.




_ FORMAT:
CHORAL PERFORMANCE 3103

The Choral Performance 3103 examination will consist of two
sections, the first involving the use of a tape, and the second
being in the usual written form.

The taped section will require each centre school to provide
a ‘good quality tape recorder (preferably reel-to-reel, or a
cassette player of 9 watts minimum) for the use of the Examiner,
and a'small restricted space for its administration to’ groups of
not more than 25 each. One tape for each 50 candidates writing
the examination will be provided. All items and instructions for
the taped section will be presented on the tape, which will be
played only once, and answers are to be written in the answer
paper provided. .

Specifications for the sections are as follows:

SECTION A - Aural - 50%

Section ‘A will require candidates to listen and respond in
writing to a series of taped items to test aural recognition and
identification of the following: (Note that students are not
required to take melodic and rhythmic dictation.)

1. Meter - 2/4, 3/4, 4/4, and 6/8 meter from recorded
» choral/solo music.

Melodic phrases - two to four measures of d or 1 penta-
tonic or a'iptcnic (major or minor) meldodies, i.e.,

Major Minor Pentatonic
" e
t‘! -
S ' : 8
1 - 1
s ~ s i s
& H| mom
r T ’ r r
® g @« -
» L
' 9] ®

Meter will be limited to 6/8, 2/4, 4/4, and ‘3/4.



Fopr messures dn Ve and

3. Rhythmic phrases - to
CoNPouRABateY Weing e following notation:

simple Compound
- ,
g J. -

: . j‘ o fug

oo : Jor T

) ded )

’ TN ' I3
ra oL

4. Intervals - all major and minor intervals, P4, p5,ana
B, above a given rote and a minor 3rd, P4 ‘and P5 below.

SECTION B - written - 50%

Section B will consist of objecnve and essay items with
valtes approximately equally weight2d among the following aspects

» of the course:
‘ - Knowledge of the basic characcarinme of choral music in
each historical setting (renaissance, baroque, classical,

” romantic, and contemporary).
g - Music vocabulary (as per Appendix A of the Course
Description) . :

- The characteristics of good choral singing.
The expressive controls of the printed choral page.

- . ) "4
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- DO NOT OPEN THE EXAMINATION PAPER UNTIL
YOU ARE TOLD BY THE SUPERVISOR TO BEGIN.

-

DEPARTMENT OF EDUCATION
PUBLIC EXAMINATIONS

CHORAL PERFORMANCE 3103

SAMPLE

Vafue: 100 mirks

-
. \
Examination. Number ..
cenemaL msTRUCTIONS
1 T cxaminaon coiisf o sciom, 3 fllws | e
SECTION o~ 503 — o scion i ; Dicions

i Al i il ear are wrien

\:_:‘lhg “beginning of indidual items 3 that you can read along as they are being read o tht‘hpr.umN VERY
ULLY = THE TAPE WILL NOT BE STOPPED FOR REPETITION Sullicien e will bt allowed for,

wiiting cach response

CTTON B— 50% —This
all items as directed in each.

s i N
spaces for tough dralts which they may wish o discard.
3. Be sure to write your Examination Number in the space provided above.
. REGULATIONS FOR cANmmm 5
" Gl e ookl e thoroughly familiaf with all regulations peraining 13 their conduct during the
cxaminains. Thoe were plained in duail by the Chie Supervisorpror o e st sssion, and have ben posted fo

Turther reférencg near the eniance (@
with al requireniats goveming the following matters:

— Materials reqired

 Commuplcatidn and movement dusiog the exara
unctuality

se of unauthorized means, and penalties. - -




value

14

SECTION A

Do AL items 12 this section as directed oo the tap

value:

1. METER IDENTIPICATION

You
played twice
ndicated on your paper.

paper.
EXAMPLE

() 2 3 4.8
4.4 48 -
() 2 3 4 B 3
\ 4 .8
) 2 3 4 6
4 4 8
-

Total

ix @usical selections, shmbered (a) to (f). each
For each selection, four possible meters are

it Listen carefully to each selectio
and circle the correct meter for the selection om your m(@

@ 2 3 4 6.
4 4 4 8

2 3 4 6 -
4 4 4 8
() 2 3 4 6
i 4 8

Now that you have completed your m-nuunnon of the metet for all
in rovided

six selections.
paper (below), sketch a simp
eich of the following meters:

) 3 o

he remaining

your answer
le anqu- of the conducting pactern for

(111) :-‘ . . &
.
\
49 8 nocer:
*

137
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138
MELODY IDENTIFICATION
You will hear six melodies, numbered (a) to (f), each played
twice. 'or each melody, three possilble notagions, A, B, and
C, are prosented on your paper. Listen carefully to each
melody, and wri the letter of the correct notation f
each in the blank provided. Note that a tonic chord will be "
Sounded at the beginning of each molody to establish the key.
EXMMPLE  .......... (Ex) _c .
- L3
oY)
- = = ¢
(8
(«
M
(A

3 R, ocu | =T
< @ == B
. v .
Melody (b): . sees (D) :
3 " — ~
) —1
F = 5 W "
- & T,
(B)
= e = ’
L \
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Valve

o)

Melody (€): wevrenennns

=

=

@ =F

(©

Melody (d): ...

e —— ]

Melody (e):




Value

3. RUYTHM IDENTIFICATION v :
o tou v beer six rbycims, mumbared (a3 to (£), el Rerfomed

N twice. . For each riythm, three possible notatious, 4, \B,.and C
ite preaetsd o your Piper. ~ Listes Carefully te etsh) thythn
and write the letter of the' correst notation for each in the

beats clapped. \

: ‘ mmJ}rJﬂ/M Mo
(O . | o

w 1200 )

S Anls 4

Rhythm HBDE e sormnnnmnl o B s nnsibnmne . () ]

NI NI ERp .r|r:uJ J|| |’
n)‘.j)[; < I N J" \

3073004 1330 s

-
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i 41
ot G i e :
‘w 3.0 , IJ‘)D]D J’J )ir*
N o~ . —
” "ﬂi‘ [f1d)dx]s .r]u!l, L
& o1 [h=| e Sl
. : v - \ﬁ‘ ., .
‘,/7
o JT15TI) 077 0. I,C_D\m)u) | g
@ JT10 3734 m’u Ao s ||
Rhythm (d): . % ... ..(d) -I- p

JﬁJ’JJ Bpps g InTJDijJ”
'mﬂTJ‘JJ]‘J_]A ’[,Dﬁ.JJ\JJJ "

© SR 1IN0 A0 |



‘
BHVERE (O oo wivomsjooeomsnamnnss v B SRR (&)

10 ']J DDJIJDJJIJJJ ][

' m.J JqJ JUJ 2 DJ]IJ‘J. J ]|

@by 2IIYIS Y A

Rhytha (£): ’ ) )
W FId3003 3 3\ R 5
e J"?fj’J.] a2l

Pl O S ’
o\l o J.Zr}ﬁﬁjﬂﬂlb.'})l
~ 0 A ‘

A

. INTERVAL IDENTIFICATION -
You will hear six lntervals, numbered (a) to (1) Jonel Ploved . .
* twice.. 'For each.interval, three possible notatibns, ang ¢
¥ C, dre presentéd on your. paper. Listen carefully to nnn »
interval, and write the letter of the correct notation for ' .
.each, in the blank provided. ~
BXAMPLE {4 oo sinmrmp o s omsivms sgabibin s e R AT, (Ex) A
) (8 (© . \
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0
3
H
H
2
g

. (b)

Tatervel (b)s usinsiuisas s et

Interval (et ...

(©

®)

()

Interval (@): ...

O}

Interval (e): ..

()

(8)

@)




Value

. 144

Interval (£):

L

t3) ® ©)

: LY SECTION B

Do Al items in this section. . Total ‘value: 50%.

5. You have studied at least one song from each of the following
musical eras: remaissance, bardgue, classical, romantic, and
contenporary. Choose twe of Those’ ovas, am for eech ofa,

(z) name the composer of the song,” and
(3) doseribe the musionl characteristics of the song and
how it represents its particulsr era :

*(a) The song:

1 . (i) The era: ,
1 ' (i1) The composer: N >
. t 4
4 (111) Musical tics, etci .
= = -
5 .
(b) The song:
1 1)  The era:
L et L - 7
1 (11) The composer:
4 (1i1) Misical characteristics, etc: *
S




R

7

]

15

§: Do ALy parts of ehls itas by chogelng the historical paried

lro—'Co Lumn

match each musical characteristic in Column 1T,

and writing tha letrer (A, 3.eCs Br of El isencifying Lo in the
.blank to the right. Part (aj"is done as an exampl

COLUMN I
Renaissance
Baroque
Classical

Romantic

Contemporary

Give the meaning

-~
(a) a capella

“

@)

(b)

(c)

of

coumy 11
Madrigals cone from this A N
fogtis oo e

Warmch and emotion are
particularly important ...

Rubato plays a large part in
the music of this period

Beethoven s work spana both of
these periods.

\
The natural accent of the words *

tended to dictate note values.
(n B

Music of this'era sometimes goes i
beyond tonality .. (8)

Hera we'mmay use non-singing vocal
sounds . ()

Purgell and Bach belong to this
perio

Subjectivity (4. ocionels, ingerc
pretation) is i to both
Composers and performers. e

Clarity and balance typify the
music. ....n.

wpaeypmesa td)

any ten of the following terms or sigas:

.

(b) diatonic major scale .

.

(c) staccato

(d) timbre




value

@k -

(f) mezzo soprano -

5 |
L

(g) molto leggiero .

(h)

. (1) con passione _* r3

(3) da capo

(k) marcato

(1) recitative P




‘value
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8. Carefully examine the score for "Greatidn's Hymn" by Beethoven,
presented below, and do both parts of this item in reference to
ic. -

o) s
(a) Doserive how chis plece should be performed’by a choir. Give
tails for gensral mood, dynamics (ss they are given on
e Sonte, ind Asyeu miure add’be sieuy: uod
controls, and €xplain how the accompaninéat enhaRcs the cporal

(b)'Briefly describe three warm-up exercises the director of a .
choir might give before.the choir performs this anthem.
hese can be either vocal or breathing warm-ups or a
combination of both




/_. Creation’s Hymn 148
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His word pro - clalar

g
=T
otk

RS

1 Mis, andtheskinsoirit bend-ing. —

win

b tho'
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of atrength ang

of strength and

of stremgthant love un

Tove an -

tove un -

Tove un -

towd

et taze
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PUBLIC EXAMINATIONS .

A SAMPLE

TRANSCRIPT OF TAPE FOR
CHORAL PERFORMANCE 310|

SECTION &

10-9-8-7-6-5-4-3-2-1-0

Sotors uEtaNISE SSSE1GE A es Khe ChAReL Pertornance 3103 exanination,
in all

supervisors are advised to ensure that the tape is audible
parts of the examination room. This beginning portidn of the tape
s to be used for this purpose and may be played as oftem as is
necessary.

You will hear three sencence’and two music examples during which
you should adjust volume and tone as necessary. Here are the
three sentences:

1 "l‘ha bear went over.thé mountain. g
- rolling stone gathens no.moss.

3. The tail of the beaver is flat
Music example No. 1 --- (From Iavention #1, Bach)
Music example No. 2 --- (Nonsense song, "Perry ¥erry")

You ‘may rewind and repeat this beginning portion of the tape if
require

ITEM §O. 1 METER DENTIFICATION

You will hear six musical selections, numbered (a) to (f), each
played once. For each selection, four possible meters are
indicated on your paper. Listen carefully to each selection,
and circle the correct meter for the selection on your answer

Here is an example: :
ome Butcher" from A Children's Gift)

You will noté that hihere are two beats,in each measure and that
there are two soundl over each beat., 2 meter is circled o your
Sncwer paper becausk that 1s the meteriof the seleceion sou henrd..

(Selection: "Thg

Now, here are the (selections: 2
Messiah,

Selection ()1 (mhe “Mallelujah Chorus" from Kande:
g he Enjoyment of Music records.)

Selection (b): ("Simple Gifts" from Music Builders V)

Selection (c): ("Music Alome Shall Live", Muslcanade [11,
Record 1V, Side B.)

Selection (d):

I'se the E'x". Musicanada IV, Record ITI,
Side B.) ] e

“Selecfion (e): (I Kuow 'rhn My Redeekier Liveth' from Handel's
Messiah, any recording:)

Selection (£): (1 Wonder as i Wander', Sound, peat apd Feeling,
Record 4, Side 4.)




Now that you have complete
all six selections,

Znswor paper, sketeh a sim
for each of the following

(1) § meter (1) ] meter

ITEM NO. 2 MELODY IDENTIF

152

dyyour identification of the ‘mn\:er tor -
o' Temaining spaces provided in you
ple diagran of the conducting pattern

meters
(111) § meter  (iv) § mever
ICATION ek !
~

You will hear six'melodies, numbered (a) to (f), each plased tuice.

For each melody, three poss

provided. MNote that n ton:

sible notations, A, B, and C,
Listen carstully to each melody, and
rrect motation for each in the blank -
ic chord will be sounded at the
e

beginning of each melody to establish the key

Bere is'an example: (played

twice)

%

] The letter UC" is placed L
because the third notation
heard.

Now, here are the melodies:

stelody (a):

E\E&ﬁ

n the blank on your answer paper
1s correct for the melody you

: (played twice)

-1

Melody (b): ”

e —
== =S

Melody ' (e):




- o
Melody (e): i

- = =} u
G = ==

) : ‘t

Nelody (£): . . . . |

v

|

.N T =

ITEM NO. 3 RHYTHM IDENTIFICATION

Tou vill hesr six rhyshns, sumbered (a) to (£, each perforned.

Here is an example: (played twice)

S35

The letter "A" is placed in the blank an your answer
becauss the first Motation 48 correet for the Thythm you heard.

|

153



Now, here are the rhythms:(played twice)

2hythm (a):

x x x

Rhythm (b)?

x £ x

.

PR ST RS NRL |

PP rIP R E-FIFIAT A FRY

Rhythm (c):

x x x

1Y
. Bhythm (d):

x x.x

Rhythm (e):
x x x

e

« N T T ]

-~

S 8 lm DizsBntligY)|

R PRS- UIEW BRI IR |



Ruythm (£): It 155

Sl O ¢ F )Uﬁ?nn}.uﬂ

5 °

. .

ITEM NO. 4 INTERVAL IDENTIFICATION

twice. For each interval, three possible notations, A, B, and

C, are presented gn your paper. Listen carefully to each lnterva]
and write the letter of the correct notation for each in

blank provided.

You will hear six intervals, numbered (a) to (f), each played /

Hore 1g an example (played twice): "

-«
The letter “A" is placed in the blank en your answer paper
because a Major 3nd, indicated by the\first notation, is. tho
interval you heard. 2

[ \
Now, here are the intervals: d
Interval (a ‘ ¥
3 L 3 . -
N ’ <
i - ¥
¥ . . ¥ .
Interval (b)y SRCI . B
; - ~
i v
. 4y N
. . . o L
* L ¢ W
v - y -
& B ¢ - SO A .

<




~

Interval (d):
\
)

PR '/,

Interval (e);d -

-~
¢,

" Iiterval 1)}
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