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ABSTRACT
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EDUCATION
Doctor of Philosophy
THE MUSICAL DEVELOPMENT OF CHILDREN
AGED SEVEN TO ELEVEN

by Sam Taylor

The Melodic, rhythmic and harmonic aspects of musical
ability were selected for study, together with certain
aspects of the formation of musical taste., Several
trends were investigated, including development with
age, ditfterences between boys and girls, relationship
to verbal reasoning, and the intluence of instrumental
and special choral experience.

Three short tests were constructed and tape-recorded
for thne study. The Music Responsiveness Test
consisted of a battery of three subtests, melody,
rhythm and harmony, and measured simple sensory
discrimination in a musical setting. The Music
Discrimination Test measured ability to discriminate
between correct and distorted versions in a complex
musical setting, an ability related to music appreé-
iation., The Music Preterence Test examined child-
ren's relative pretrerences tfor the musical idiom of
six stylistic periods, Over 3000 children were
tested and the tests proved reliable and valid for the
purpose of the study.

Results revealed that those aspects of musical
ability tested developed with age, and that girls were

superior to boys where the musical setting was simple,



as in the Music Responsiveness Test. For the majority
of children there was strong harmonic development
around the age of nine.

In a complex musical setting like the Music Discrim-
ination Test, boys scored as well as did girls., There
was only a moderately low correlation between the
aspects of musical ability tested and verbal reasoning.
Instrumental experience was beneficial to all aspects
of musical ability tested. Choral experience led to
enhanced development of the melodic aspect of musical
ability,

Stronger musical preferences emerged with increasing
age. Boys and girls had widely differing musical
tastes, The preferences of the instrumentalist
category were much stronger than those of non-players.
Musical development seemed to be related to the
quality of early musical experience, particularly to

instrumental experience.
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For our Western culture, the transformation from being
a static-wminded society into one that accepts change as
the norm has been a long and painful process. Yet such
a change of heart has been forced on the VWestern world
by tecinnological advances which have brought in their
train higher standards of living and the introduction,
in quick succession, of a flood of inventions; these
have revolutionised our way of living, and are
.continuing to do so,

Jusical resources have been enormously extended,
creating a situation which is fraught with exciting new
possibilities for the fuller achievement of children's
musical development. The place of music in our
Western community is assured as one of the major
cultural activities permeating and influencing life at
every point. Today all sorts of children are playving
all sorts of musical instruments in schools. Progress
is uneven and there continue to be schools whcre the
musical education of children is appallingly poor.

Yet, where progress has been made, there is the danger
of our becoming conditioned to accepting change
uncritically, without ensuring the safeguards of
adequate research so necessary as a guarantee of the
educational value of each proposed innovation.

The problem today is to select those forms of music
education which will iead to the most comprehensive
musical development of the children in our schools. To
understand the present position better, we should first
glance back through‘the last century or two to survey
children's musical opportunities imn the English schools

of a very differently-structured society.



Music iiducation in the Past

A small minority of scholars has, for more than 200
vears, been privileged by circumstances to learn the
piano and other musical instruments, thereby gaining
some familiarity with the wide field of instrumental
and orchestral music, but the great majority has not
been so favoured. During the eighteenth century the
custom of singing otratorios, particularly in the new
industrial districts of the north of England, had led
to some instruction in music (singing) being included
in the curricula of many schools, for the poorer as
well as for the wealthier classes.

By the mid-nineteenth century, the tonic solfa system
had ushered in a new era of nusical progress, and many

schools were using this method which aimed at producing
a modest level of musical literacy for the ordinary

child of the poorer classes, not favoured by circumstances
to have access to instrumental resources. This was a
method which involved minimum cost and the minimum of
apparatus, Inevitably, elementary schools became
preoccupied with the challenge of musical literacy to
the point at which interest, and indeed musicianship,
flew out of the window to be replaced by arid theory
and soulless exercises, with a consequent narrowing of

the music curriculum.

Seeds of Progress - Instrumental Music in Schools

Right at the end of the nineteenth century, limited
numbers of toy percussion instruments were made available
to maintained schools in a few favoured areas, and
selected children were drilled orally to form percussion
bands. However, it was not until the nineteen-twenties
that better percussion instruments were introduced into
schools; this innovation was allied to rhythm part-reading,

and constihuted an accompaniment to the finest music. In
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this respect we are indebted to rnest lead and Btepiien
ioore for their piocneerinz work, and particularly for
their emphasis on reading wusic in poarts as an essential
aspect of group playing.

With older pupils there wes an atteuwpt to select
tgifted! or 'talented' children for special instrumental
tuition. Because of this need , there arose a
demand for some kind of teét which would be capable of
predicting musical talent accurately so that unmusical
children could be weeded out and the musical given the
special training they deserved.

For the majority of children, school music meant
singing in large groups with virtually no atsteupt at
inculcation of musical literacy, with no pupil choice and
little pupil responsibility. These large groups of
children were entirely directed by the teacher, rarely
was music provided, and sometimes not even the words
were made available.

Here, then, was a choice of two methods of teaching
music: (a) to the individual child via private vocal or
instrumental tuition, and (b) to the school class,
double class, or even larger group - hyun practice with
the whole school is still by no means uncommon - where
drilling by mechanical rote methods is the rule. A very
occasional school might be the prdud possessor of a small
orchestra during the nineteen-thirties, but this was
exceptional in the Znglish elementary school system.

There were, however, the seeds of progress discernible
in a series of events during the late nineteen-thirties.
Arnold Dolmetsch had begun manufacturing recorders of
fine quality. Edgar Hunt had already started the pioneer-
ing work that was to lead to the widespread acceptance of
the recorder as a school instrument, and Edmund

Priestley had produced a recorder tutor which made it
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possible for a teacher to direct instrumental groups in
a progressive scheme aimed at stimulating the average

child.

The Development Approach"

In recent yvears, many English schools have been devel-
oping a new approach to music education, making use of a
variety of musical instruments and giving more choice
and responsibility to individuals. Included in this
new approach was the opportunity to combine in groups of
various sizes, leading to a more flexible approach.

Freda Dinn, Doris Gould, Margaret Murray, Avril
Dankworth and many others have popularised the making of
homemade tuned and untuned percussion instruments in
schools, and this has led in many instances to a more
creative approach to school music with younger children.
The introduction of chime bars in the past twenty years
led to further possibilities for variety in music making,
showed future potential uses for pitched percussion in
schools.

There had been inadequate toy glockenspiels on the
market for many years, but it needed the inspired work of
Carl Orff to secure the introduction of authentic, high-
quality instruments into schools, together with a well-
graded system for combining a variety of instrumental
resources in a new creative approach to music making in.
schools. Today there are such glockenspiels and
xylophones in many primary schools, and the only limiting
factor is the considerable cost of such fine instruments.

A second type of pitched percussion is that where
strings replace the resonating bars. The Ronald Roberts
Exeter-designed instruments, ranging from string bass to
chordal dulcimer, and based on medieval models, are
particularly usetul for adding further variety to music

making. They are also very straight-forward to construct

1. See definition on page 20
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on a 'do-it-yourselt' basis. With many ot these string
percussion instruments there is the choice of plucking
or striking with felt-headed hammers.

The tuning process itself is excellent pitch training
tor children. To the foregoing types of pitched
percussion could well be added the guitar, whose port-
ability makes it an admitable alternative to the much
less movable piano for many purposes. The guitar is
quite suitable for use with all types of percussion,
recorders and voices, and lends itself readily to
informal methods of music making. The writer has seen
the guitar used most successfully in the contexts just
mentioned, by many students and younger teachers. It fits
very effectively into the developmental pattern of
approach to school music making. (see page 20)

Pre-1939, there had been a vigorous bamboo pipe move-
ment in many schools. The excitement of making one's
own instrument tended to be offset by the length of time
this process took, and by the immense difticulties of
tuning during the hole-boring part of the operations, and
this so often led to frustration and disappointment.

In the immediate post-1945 period, several varieties of
cheap descant recorders, many of very poor quality,
flooded the market, and were introduced into schools by,
on the whole, badly trained teachers. This led to early
enthusiasm for mass playing; however, inadequate teaching
methods with unsatisfactory instruments inevitably
precipitated a negative reaction and a consequent, but
only temporary, decline in interest in this method of
music making.

More recently, the introduction of better instruments
and the ready availability ot the larger sizes of
recorders, trebles, tenors and basses, has given a new

lease ot life to the recorder movenment in schools.



Better and more flexible methods of teaching have led,

in many instances, to the introduction of playing in
parts, using both the small and the large group form of
organisation. With a wider range of more suitable music
available, though this is still pitifully inadequate,
young children of widely varied experience and ability
are happily making music together, playing in two, three

four and even five parts.

Schools Broadcasts

One of the original aims of music broadcasts to schools
was the provision of some form of musical experience for
children whose teachers felt unable to provide this
experience directly themselves because of their lack of
musical expertise. Once started, many of these broad-
cast series proved immensely popular. There has been an
extension and broadening of the aims of existing series,
and new programmes have been introduced specifically to
develop instrumental ensemble playing, to provide added
variety within the classroom situation and to give
opportunities for improvisation.

Many teachers felt competent enough to follow up these
broadcasts, even though lacking the confidence to
initiate such work themselves. So, the radio or tele-
vision teacher, armed with all the resources that broad-
casting is able to provide, has been able to supplement
the classroom teacher's limited ability, and has brought
the possibility of modern techniques of music teaching
with the added spur of high motivation into a very large
proportion, perhaps even the majority of our schools.

What justificatidn can there be for the tacit assumption
in so many earlier research workers' minds that instru-
mental music is the exclusive province of the 'musically-

gifted' child? Can such an assumption any longer be
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tenable in the face of such developments as have just
been outlined? Instrumental music has not just been
introduced to children whose ability approximates to
the average; such methods of music making are becoming
increasingly common amongst children of deprived home
environment and limited intellectual ability also -
delingquent boys in Approved Schools, with very limited
attainment, children on the fringe of educationally-
subnormal classification, and children who could be
classed as 'monotones' are all succeeding, where opport-
unities are being provided, with instrumental work.

What does this mean in terms of children's musical
development? Do such methods really lead to what J.L,
Mursell (1948) calls lideveloping a better and better
grasp of the inner living essence of music'? Do they
lead to enhanced development of responsiveness to the
tonal and rhythmic pattern - to a finer and more
discriminating appreciation of the beauty of music?
Surely the answer is 'ves' and it would seem that the

business of music education should be first and foremost

to develop these qualities.

Musical Literacy

All analogies are imperfect to some extent, but it is
worthwhile examining the analogy to language development.
Here, the continuing growth of reading ability, the
progressive mastery of literacy occupies a central place
in the development of the thinking process and the growth
of the ability to reason verbally. Growth of wverbal
concepts, development of verbal ability in its four
broad aspects of listening and speaking, reading and
writing is a prerequisite for the optimum development
of intelligent thought.

Writing and even copying music, but in particular

1. Education for Musical Growth-1948-J.L.Mursell-page 5



attempting siumple composition, form an important kin-
aesthetic wode of learning to read staff notation. This
makes a parallel with the kinaesthetic benefits to mastery
of reading literacy which are derivea from writing, both
copying and free original composition.

We have another parallel in the definition of writing as
coding speech, and reading as forming the decoding process;
this applies equally in the field of musical sounds which
can be coded in the form of staff notation, and then
decoded on performance.

The analogy can be carried a stage further when thinking
of the need for transition from the 'look and say'! method
of reading in the early days of learning to read,on to
some other method enabling independent analysis of the
anatomy of a word, some form of phonic approach which
enables the child to begin word learning without having t©
be told the sound which the written form represents.

There comes a stage in learning instrumental music when the
child begins to analyse the music in tront of him, and from
that point onwards in a child's musical progress, there are
visual cues which more and more begin to supplement his
menmory .

It would seem then that, as with reading words, and
attaining fluency with his own language, growth in musical
literacy could be the key to continuity of development in
many fields of music. The probable chanceslare that,
without the ability to supplement memory with the visual
cues of staff notation symbols, growth of responsiveness,
discrimination and appreciation would be subject to frust-
rating handicaps - would in fact be subject to the limit-
ations of membrisation, in the same way as with a person
unable to read his own native language.

The ability to read music reasonably flqently, and

perhaps even write it, are beneficial to the understanding



of its literature. iioreover, it is dincreasingly being
recognised that the best approach to musical appreciation
in schools is through the child's activities as a music
maker or performer. “his does not detract from the
importance of the more passive approach where the child's
role is that of listener. e needs to have frequent
experience of listening to, and perhaps seeing, the finest

performances, in and out of school.

Musical Appreciation

For an overwhelming percentage of mankind, the enjoyment
of music is an integral part of life. We grew up in a

cultural environment which subjects us to a variety of

masical experiences. We develop musical tastes and pre-
ferences. We grew in our ability to discrimimate and
appreciate musically. Do variations in the pattern of

our musical activities, within this culturally-determined
environment, nave any effect on our musical preferences?
How far does increasing participation in music making as a
member of an instrumental group, with its implied growth
towards increasing mastery of statrf notation reading -
towards musical literacy - affect a pupil's ability to
discriminate and hence appreciate music?

Let us return to the point made at the beginning of the
chapter about the new challenging situation in schools
today. Let us look especially at the position in primary
schools where an enrichment of the musical environment has
been brought about in many instances througn the provision
of a wide wvariety of musical instruments.

There have been recent demands from conferences of music
teachers in many countries for a reappraisal of the whole
concept of music teaching in schools. For example, the
.Music Supervisors' National Conference in the U.S.A. has

produced a 'Child's Bill of Rights in Music', This
includes the graphic phrase i'Every child has the right to

l. Quoted from 'The Psychology of Musical Ability!'
Rosamund Shuter - Methuen 1968 page 247
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make music through being guided and instructed in singing,
in playing an instrument, and, as far as his powers and
interests permit, in composing’'.

Such demands have been linked with claims that not
enough progress is being made, and where there is progress,
this tends to be very uneven. A great deal more could be
done to stimulate and develop sensitivity, appreciation
and performance amongst the great bulk of the population.
Three commonly expressed queries are summarised below;

(a) How far does instrumental experience lead to enhanced
responsiveness to music?

(b) What influence does musical experience have on a
pupil's ability to discriminate between different qualities
of musical performance?

(¢) To what extent does musical experience affect the

pattern of an individual's musical preferences?

Aims of the Research

It seemed necessary at the outset to limit the aims of
the projected investigation, both as regards the age range
to be tested, and as regards the number of aspects of
musical development to be studied. There was no intention
to make this a predictive study; the thesis was to
concentrate on assessment of present musical ability in a
specified age range of children - in other words, a cross-
sectional study was the aim. From the test data obtained
it was hoped to elicit certain trends where the variables
would be age, sex, intellectual ability, and instrumental
ané choral experience.

The writer concluded that it was advisable to leave out
of his categories fo: testing by hypothesis certain
specified types of instrumental experience. During
extended periods of supervision of students in a very wide
range of schools, he found that certain thes of musical

instruments, eg percussion and pitched percussion, were,
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when purchased by a school, made a¥ailable to all child-
ren, in rotation, in the classes where they were used.
S0, because all children had access to these percussion
instruments, it was not possible to separate out catego-
ries of instrumentalists and non-players in the classes
involved for these particular types of instruments.

A further reason for the omission of pitched percussion
experience from the defined category of'instrumentalists
was that such experience need not lead on necessarily to
the mastery of staff notation, to musical literacy, at
any rate not without some other kind of instrumental
experience, |

However, for the young pianist, recorder player, string,
woodwind or brass player, a very different picture
presented itself. Here was the specific lesson situation,
organised on a systematic and progressive basis, There
was also the purposeful and continuing development of
instrumental techniques. Above all there was the
definite beginning to the reading of staff notation - the
problems of musical literacy began to be progressively
mastered, o

C.W. Valentine (1962) stated: Lino appreciable preference
for concords before discords is discernible before the
(average) age of nine, but at this age a marked advance
takes place', This is an age in which this study will
take a great deal of interest. The implications of the
guotation for harmonic development were also of great
interest to the writer. |

A further quotation from R.G. Petzold (1966) was of
particular interest also: 2'The differences between boys

and girls in ferms of the auditory perception of musical

1. '"The Experimental Psychology of Beauty!'
C.W. Valentine - 1962 p.2\7.

2. 'Auditory Perception of liusical Sounds by Children
in the first six Grades' R.G. Petzdld,
University of Wisconsin - 1966 Page 253
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sounds, appears to be related to the nature of the task',
Petzold went on to outline the musical tasis whcre gixls
showed superiority and those in which his research
revealed approximate equality of boys' and girls' scores.
He also demonstrated how, for the first group of musical
tasks, the superiority of girls increased through the
grades tested,

S0, hawving decided upon the early and crucial issues -
which age groups should be tested, and which musical tasks
to select, it now remained to formulate a series of
guestions in such a way as to make them capable of conver-
sion into hypotheses for statistical purposes. It
followed that some tests would be needed, and these would
either have to be obtained in a ready standardised form or
else devised especially for the purposes of the research.
It was also apparent that these tests must be capable of
supplying the data from the chosen sample population in a
form suitable for statistical analysis, and enabling the
eliciting of significant trends.

This is a field of investigation that has, as yet, been
little explored. Most researchers had previously
concerned themselves with older pupils and had been prog-
nostic in aim, dealing mostly with the selection of
students whose revealed musical ability would ensure that
they were capable of profiting from advanced musical
studies.

The present study does not claim to be exhaustive in
content, not to survey the whole field of children's
musical development. The age range from seven to eleven
years was selected for the testiing programmes, and the
Tollowing groups of questions refer to this age range.

Questions to which this Study seeks Answers

Group A

1. What is the rate of development or the melodic,
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rhythmic and harmonic aspects ot musical ability through
tlie chosen age range?

2. 1Is there any significant difference between boys and
girls in the development of these aspects of musical
ability?

3+ Is there any significant association between these
aspects of musical ability and verbal reasoning ability?

4, 1Is there any significant intercorrelation between
the melodic, rhythmic and harmonic aspects of musical
ability?

5. Does instrumental experience have any significant
effect on the development of these aspects of musical
ability?

6. Does special choral experience have any significant

effect on the development of these aspects of musical

ability?

Group B
7. How far does ability to discriminate between correct

and incorrect versions of a plece of music develop‘through

the chosen age range?
8. Is there any significant difference between boys and

girls in their ability to discriminate between correct and
defective versions of a plece of music?

9, Is verbal reasoning ability significantlﬁ associated
with the ability to discriminate between correct and

defective versions of a piece of music?

10. Does instrumental experience exercise a significant
influence on the ability to discriminate musically?

11. Does special chdral experience exercise a signif-

icant influeﬁce on the ability to discriminate musically?

Group C
12, How do children's musical preferences change with

age througn the chosen age group?
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13, Is tiere any significant difference between girls'
and boys' musical preferences?

14, Do cmiidrents musical preferences bear any relation
to their verbal reasoning ability?

15, When comparing the musical pretferencesof children
who have had instrumental experience with those who have
not, do any significant ditterences emerge?

16, When compafing the musical preferences o1 children
who have nad special choral experience with those who have

not, do any significant differences emerge?

The tirst group of questions, Group A, was 1ramed to
enable investigation ot tne rirst, more sensory-based part
ol’ tne research. These questions were concerned with
responsiveness to the melodic, rhythmic and harmonic
aspects of musical ability, perception of differences in
a musical setting, and a éimple choice based on their
ability to discriminate musically. A battery of three
l15-item subtests was developed to produce data from a
large representative test sample.

For the second group of questions, Group B, a test was
needed which would examine a child's ability to discrim-
inate between correct versions of a short piece of music
and versions into which errors of pitch, wmelody, rhythm
and harmony had been selectively introduced, - Thus, a
much more complex musical situation was created than that
required for Group A, where ability to discriminate was
confined to one aspect of musical ability at a time, in
separate subtests,

This second part of the research was envisaged partly as
a follow up to the work on music responsiveness, and
partly as the beginning of an investigation into aesthetic
development in young children., The greater complexity of
the twelve-item test devised for this second group of
questions was due to several factors: (a) “errors of pitch
or melody, rhythm and harmony were introduced into every

item, not divided off into separate subtests for analysis;
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(b) the testee's task was not only to indicate the correct
version, but also to indicate which versions he definitely
knew contained errors - the defective versions; (c)
where there was doubt in the pupil's mind, he was advised
to make no mark in the test leaflet as wrong answers
would be penalised. Prom this it can clearly be seen
that complex sensory analysis and a longer memory span
were involved in this task.

Measurement of some sort secmed possible for the purpose

of finding answers to the third group of gquestions, Group

c. Eventually, a test was developed to examine these
trends in children's musical preferences; this test

consisted of thirty short excerpts of music from composers
belonging to six well-defined stylistic periods, present-
ed in pairings; pupils were required to indicate which
excerpt was preferred from each pair presented,

In all these tast construction activities, the writer
was able to draw substantially upon the experience of
previous investigators, even though their aims and the age
range of their test samples had differed widely from these
of the present research, There were three linked testing
programmes, each using one of the three tape-recorded
tests developed by the writer specifically for his study,

and with large representative test samples of children

aged from seven to eleven years,

Definitions

This section deals with several expressions which occur
repeatedly, with variations, throughout the study, viz -
musical ability, aesthetic appreciation of music; creative
ability in music, and development and maturation. The
writer's use of these expressions may differ somewhat from
the definitions laid down by other research workers, so it
is proposed to examine in some detail the interpretation

to be placed upon them in their context in this thesis.
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Musical Ability

Such a wide variety of phrases have been employed in
previous researches wnhich nave meanings somewnat similar
to musical ability, that it seemed necessary to stick to
the use of this phrase throughout, and give some explan-
ation why it has been used in place of other variants,
Aptitude, capacity and talent are expressions in common
use in many earlier studies; these are words which, din
the view ot the writer, give undue emphasis to innate
factors.

Where as study i1s concerned with prediction and the
possgibility of measuring this with some degree of accur-
acy, such phrases may be in order. However, this study
is concerned witn present assessment. It has a cross-—
sectional, rather than longitudinal design, and its aims
are to draw implications from broad trends revealed by
statistical analysis oi data, and the data are obtained
from testing large samples.

Musical ability then, seemed tne right term to use in
this type of study. However, to def'ine this expression
is by no means easy. Some research workers have defined
it as tnough it were a unitary ability; amongst those who
support such an 'essential oneness' are lwing (1947),
2McLeiBn (1Y¥50) and 3Snuter (1964 ). Other research work-
ers consider that we should be thinking in terms of
musical abilities, and reasons for such views dirter
widely from one individual to another. For instance,

.

1 {
Seashore (193¥) divides musical ability into several

l.
2.

3.

4.

Standardised Tests ot Musical Intelligence.HD.Wing 1947
'The Validation of Seashore's Measures or Musical Talent
by Factorial Methods' Brit. J. Psycunol. J.McLeish 1950
'An Investigation of Herediary and Bnvironmental Factors
in Musical Ability' PhD Thesis R.P.G.Shuter 1964
Psychology of Music C.E. Ssashore 1398
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sharply defined talents, whereas lBentley (1966) speaks
of its separate elements.

Such is the complexity of even one element, eg the
melodic, that when we speak of nusical ability we are
referring to something of immense complexity. The
writer views musical ability as one very complex ability,
some of whose various aspects may be employed at any one
time in any given musical task or behaviour, Though
stages in the perception of music and its integration in
the brain can be distinguished, each part seems to be
intimately interconnected with the others, and thus any
division seems arbitrary.

2Shuter (1968) presents an impressive body of evidence
showing the importance otf inherited factors in setting
limits to the development of an individual's sensitivity
f'or, and response to musical stimuli. WVide individual
differences amongst children from similar environments
lends support to this evidence.

However, we must not underestimate the predominant role
of environment as a stimulant, as a means of developing
sensitivity, in gaining a mastery of certain specific
musical skills., There is no intention to start the
'‘nature-nurture controversy' hare; given the child in
school, there is little we can do about nature, but there
is much we can do to influence nuture through a
deliberate structuring of the environment, so as to promote
the best development of musical ability.

It is of practical importance to try to reach some
estimate of how much musical ability can be improved by a
favourable environment and efficient teaching. Policy
decisions nave to be made on how far music lessons should

1. Musical Ability in Children and its Measurement -

A, Bentley - 1966
2, The Psychology of Musical Ability - R.Shuter - 1968



18

be available to every child, whatever his musical ability.

cuec¢, musical ability (talent is the

£
&

If, as has been ar
word often used) is largely dinnate, then it is not worth-
while spending too much time on the average and tiie
ungifted. Yerhaps as techniques for studying personal-
ity improve, we may better understand the connection

between musical ability and other persconality factiors,

Aesthetic Appreciation of Music

It is stated by Shuter (1963) that 112 nigh desree of
musical ability is no guarantee of a nigh degree of
aesthetic appreciaticn'. Prow this it would appear that
it is necessary to draw a distinction between these two -
the extent of one's musical ability and the extent of
one's ability to enjoy music aesthetically. From this we
may presume to draw the conclusion that individuals not
possessing even average musical ability may still enjoy
a deep and sincere aesthetic experience when listening to
music.

There is more than perception, understanding and tech-
nique involved ~ there is also emotional response to be
considered. If there is no emotional response, the music
is dead; there ought to be, particularly for young child-
ren, a feeling of pleasurable expectation, of challenging
and worthwhile exploration and interpretation.

This does not mean that younger children, because of
their more limited cognitive development, should not
enjoy genuine aesthetic experience; they are also sensit-
ive to the artistic quality of a piece of music.
Aesthetic response involves some degree of perception of
the music's qualities, its melody, rhythm, harmony or all
three combined. Without some degree of perception of

these qualities, aesthetic response would be diminished.

1. The Psychology of Musical Ability - Resamund Shuter -
1968 -~ Page 224
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Cne part of this study is concerned with finding the
aesthetic response of children at different ages;
another part is concerned with whether the responses of
boys and girls differ in any significant degree. It
also remains to be found out how far individual ditfer-
ences exist for aesthetic values in the same way as for
other values,

Indications of emotional response to music may also be
physiological, affecting heart beat, pulse rate, breath-
ing, etc. Quite obviously, aesthetic response to a
piece ot wmusic is largely conditioned by previous cult-
ural experience. It follows theretore that it is an

acguired response, and is a product of learning.

Creative Ability in Music

There is no evidence at the moment to show any relation
between aesthetic appreciation and creative ability, but
it is possible that such a relationship exists and may
even be a close one., Also included under the umbrella
heading of creative ability for the purposes of this
study is interpretative ability where an individual or a
group re~interpret a composer's intentions. To the
writer this constitutes an important aspect of creative
music making, perhaps even more important than some
aspects of creative work in music which are being stress-
ed at the present through television and other mediaj |
many of these latter aspects of creative music making
seem to lead to no progressive mastery either of
instrumental techniques or of musical literacy.

Artistic and sensitive re-interpretation of the finest
music of our cultural heritage should surely rank as an
important form of creative music making, and such work
should not be sacrificed altogether on the alt&r of the
kind of creativity which lacks continuity, and in fact

may lead nowhere,
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Maturation an<d Tevelopnent

1Lundin (1967) stresses the importance of the rate of
waturaticn in the growth of musical ability, and points
out that this is a hereditary function, The present
writer prefers the term 'development' to maturation, when
it is growth ot musical ability that is under examination.
Development implies that the educator is active, is doing
something - structuring the situation, enriching the
musical environment, creating opportunities and providing
incentives to stimulate learning.

Maturation has, in the writer's mind, an implicit
meaning of 'wait until the child is ready', whereupon the
educator decides to start the child upon a certain course
of' training, or moves the child on to a tresn stage.

The more positive approach of actively stimulating

development seems preferable when dealing with children's

musical education.

1. An Objective Psychology of Music R.W. Lundin -
revised 1967 Page 222



REVIEY OF LITERATURE

This chapter concerns itself with a number of tests of
musical ability constructed during the vpast 50 years which
have a direct bearing on the aims of this research, and
the techniques employed. It will examine the theories of
the test constructors, and will also review critically
literature relevant to these tests. Qur starting point
will be one hundred years ago - Germany in 1863 ~ to trace

the origins of tests of musical ability,

Psyche-physical Experiments

Scientific interest in problems of auditory perception
was enormously stimulated as a result of the researches of
Hermann von Helmholtz (1821-94). Following a monumental
study of optics, he turned his attention to acoustics.
Working as a physiologist in Heidelberg he became inter-
ested in the mechanisms of hearing -~ in the essential
sensory processes on which we depend for our auditory
perceptual experiences. But he also made noteworthy
contributions to the psychology of musical perception.

He postulated that it is only as a result of our exper-
iences -~ our interactions with the environment via our
perceptions ~ that we build up musical- concepts.

The originality of Helmholtz shows in his work on
three specific problems of auditory perception - (a)
experimental determination of the highest and lowest
tones a person can discriminate, (b) the discovery that
every note is associated with overtones which determine
that note's quality and. tiwmbre, (c) his studies on the
phenomena of 'discord!' and 'harmony’'. His work laid the

foundations for nearly all future physiological and

21
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psychological research into the sensory processes and
perceptual organisation.

The psychological workshop of Wilihelm ¥Wundt (1832—1920)
in Leipzig continued some of the work of lielmholtz,
developing psycho-physical studies of hearing and attract-
ing researchers of outstanding quality over many decades.,
But it was ZKarl Blthler of the Wlrzburg school of psychol-
ogy whose writings emphasised the non-sensory character of
many items involved in the performance of dognitive tasks,.
He laid stress on 'thought elements' which Wundt and
Helmholtz had failed to take into account,

Charles Darwin (1809~1882) strongly influenced the
future direction of musical ability testing by his
emphasis on the dominating role of heredity. We are still
today asking how much of our behaviour is organised by
genetic and constitutional factors and how much of it is
the result of learning, training and other environumental
factors, Darwin believed that both are important, but
that the psychologists of his day tended to neglect
hereditary factors., .

It was however Francis Galton® (1822-1911), Darwin's
half-cousin, whose basic researches into individual
differences made possible more precise evaluation of the
results of musical ability testing. e singled out
'ability' as a subject for possible study, laying'theb
foundations for psychometrics by his application of
statistics to the measurement of human individual
differences, and by looking for meanings behind behav-
iqural variables, He demonstrated how psychometric

techniques could be used in the construction and

validation of psychological tests. Unfortunately,

1. Hereditary Genius ~ Francis Galton - 1869
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Galton assumed a type of neurological mechanism which
transmitted outstanding ability to future generations,
and this led him to overemphasise hereditary factors and
undervalue possible environmental factors in the devel-
opment of abilities. His methods of systematising
ranking through the use of the median and gquartiles down
to the tiner grading of percentiles are the basis of a
great deal of our descriptive statistical techniques
today.

William James (1342-1910) made an important contrib-
ution to our present-day techniques of testing
hypotheses.l Working in Harvard on the functioning of
the nervous system as the basis of behaviour, he argued
that cognitive tunctions are a retrinement of the
perceptual organisation of sensory stimulation. His
rigorous techniques tor handling empirical data, and his
critical approach to classification and aypothnesising
helped to shape the future course of mental testing.

Our focus of attention has moved from Germany, via
Britain, to the United States., J.M. Cattell (1560-
1944) ftorms a link between these countries. His early
training was with Wundt; later ne moved to England as
assistant to Galton; when he eventually took up resid-
ence at Columbia University, he devoted his career to
investigating the possibility or constructing 2'mental
tests', He was not concerned with theory but with
basic skills and capacities. An administrator of
outstanding qualities, he was able to build American
psychology into a strong, well-organised integrated

discipline.

1. The Principles of Psychology - William James - 1890
2. Mental Tests and Measurements - J,M.,Cattell -~ 1890
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JeM. Baldwin (1861-1934) was a colleague of Cattell.
Hle investigated affective states and the role of emotion,
a study important to the further development of the
aesthetic aspects of musical ability}

In 1892 %.W, Scripture l'(1864—l945) took charge of
the psychological laboratory at Yale. de also had:
worked with Wundt, and as a consequence his studies were
weighted heavily in the direction of psycho-physical
measurement., His researches in 'sensations of tone'
were continued by his pupil C.E. Seashore whose work

will be discussed in detail later in this chapter.

Gestalt Theories

Early in the present century a group of German
psychologists working in Berlin were creating a Gestalt
‘'school of psychology. They developed the theory that
the basic data of consciousness are etructured at once
by the human organism into dynamic ‘'wholes'. ZWoifgang
KBhler (1887-1967) examined the perception of a melody.,
He stated that when we hear a melody we grasp a melodic
form - a whole - which is much more than a sum of the
constituent tones. The unitary character of the tune
that we hear is not weakened by changes of key; nor is
it destroyed by changes of tempo, rhythm or stress.
This idea of perceptual ‘'wholes' being more than the
mere sum of their parts was opposed to earlier
psychological schools of thinking which had analysed

experience into sensory elements connected by laws of

association.,

1. New Psychology - E.W. Scripture - 1898
2. Psychologische Forschung - Eerlin - 1921
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The older German psychologists of the Wundt period
had restricted themselves to psvcho-physical wethods
which usually involved measuring thie degree of sensory
elements such as pitch or intensity.‘ The Gestalt
school whilst maintaining the tradition of carefully
controlled and wmeasurable environmental variables, were
interested in the totality of perceptual experience, for
instance the 'whole' melody as a form or shape. This
involved the study of response using new experimental
designs and techniques. One’widely—accepted general-
isation emerging from Gestalt theory is concerned with
remembering;

1'Remembering cannot be a simple isolated function of
the brain. Like perceiving, learning and thinking, it
is an abstracted aspect of a complex and dynamic
activity involving'the whole personality!

In view of the fact that music is an activity occur~
ring in @&nd through time snd involving memory at all
stages, this statement is especially significant in
that it emphasises'the importance of Gestalt theory
particularly where problem~solving, thought-provoking
situations are concerned, as is the case in the test

situation. Most test constructors subscribe to certain

Gestalt principles,

Abilities and Factors

Charles Spearman (1863-1945) after earlief studies in
. Wrzburg, Berlin and Leipzig, made the University of
London a centre for psychological research in fhe early
yvears of this centurye. His interests were varied, but
included experiments with Primary Scheol children - the
five to eleven years age range - finding very high

correlations between their marks in school subjects and

1. Pelican History of Psychology ~ Robert Thomson =~
1968, Page 318



26

their sensory discrimination scores. Based on this

finding he concluded that the significance of the
correlation depended upon the weighting of a general
factor common to all zbilities. He postulated that
each tested ability combined two factors, one being
specific to that particular ability and the other
being general, ie common to all abilities, From this
basis he developed his two-factor theory, which he
later modified to allow for group factors.

Spearman devised a type of mental test which
necessitated very little writing, but consisted mostly
of scoring by crossing out or underlining the correct
answer from several alternatives.

Cyril Burtkggi ;.ggntemporary of Spearman and a
¢ritic of his two-factor theory. Burt did not subs-
cribe to the theory that test scores measured a
'‘general factor disturbed by specific factors'. He
regarded human ability as functioning at different
levels -~ sensory-motor, perceptual, associative and
relational,

1A§6ther determined critic of Spearman was L.L.,
Thurstoné (1887-1955) of Chicago who introduced factor
analysis into mental tesfing research. Early users of
factor analysis claimed that they were isolating basic
powers of the mind - that they were analysing primary
source traits.

This view did not go unchallenged. Godfrey Thomson3
argued that psychological laws were not involved but
that the laws of chance enabled testers to analyse

1. The Measurement of Intelligence - L.L.Thurstone- 1925

2. Multiple Factor Analysis = L.L. Thurstone ~ 1947

3« Factorial Analysis of Human Ability - Godfrey
Thomson = 1939
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ability into a few comuon factors. In spite of doubts
tarown on the validity of arbitrarily selecting a
limited sample of ability tests and then making over-
generalised claims for the discovery of factors by
means of factor analysis of this limited sample, factor
analysis has nevertheless continued to the present day
as a method of supporting theories about the basic
structure of abilities.,

It might be useful at this point to examine one or
two modern views on factors and factor analysis.
Paul Farnsworth writes -

1'Certain of the statistically minded have attempted
to answer the question of the generality of ability
through recourse to tables of intercorrelations and the
findings of factor analysis. They point out that most
music tests now at hand intercorrelate very poorly
indeed. Hence‘if it €an be assumed that the tests are
valid measures of musical capabilities, this evidence
tells against the notion of a single musical ability'.

Farnsworth follows this up by looking at the
limitations of factor analysis.

2'The factor analysts have tried to probe more deeply
into the problem. Unfortunately the different methods
of factor analysis now available are based on somewhat
dissimilar philosophies and therefore do not always lead
to identical conclusions.. It is hardly an exaggeration
to say that the English who are prone to believe in the
existence of general faftors tend to find thep in almost
every set of test intercorrelations, whilst the
Americans with their different theories more commonly

find several group factors but no general one'

l, Social Psychology of Music - P.R. Farnsworth, N.Y.

1958 -~ Page 179
24 Page 180



28

Farnsworth sums up =-
l'The reader will probably agree that conclusions based

on factor analysis must be quite tentative. Factors
are obviously products of the tests used. Therefore if
there is no test covering some important area of

musical activity, the picture disclosed by the factor
analysis will reflect this imbalance. For after all
factorial analysis is only a way of describing with some
economy a matrix of correlations. Since the factors
depend on the measures used they will be meaningful only
as the tests are meaningful. With present-day tests in
such a primitive state, it follows that factor analysis
can yield no definite answers.'

These comments are a very clear exposition of
Farnsworth's views on the role of factor analysis as an
explanation of the data obtained from musical ability
testing. They express very generally held views
amongst present-day researchers into musical ability
testing.

During the last half century research has broadened
its approach to ability testing. Since the early work
by Burt, Binet, Yerkes and others on measuring intell-
igence by mental tests, psychologists nave moved on to
assessing a wide variety of human traits, characteristics
and abilities. However natural it seemed that
pPsychometric technigques should be extended in this way,
there were psychologists who warned of the limits to
the process of breaking down aspects of personality
into a number of factors for measurement,

C.L. Hull 20f Yale developed, as a result of his
learning theory researches, a 'paired-comparison'

1 Social Psychology of Music « P.R. Farnsworth -

1958 - page 181
2 Aptitude Testing - C.L., Hull - 1928
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technique where the testee is asked to’ judge which of
each of a variety of pairs is the higher in a specific
trait. This technique has proved useful in many
fields of ability testing.

More recent researchers into auditory responses, in
percenticn studies, have shown that such responses ére
much more complexly deterinined than was thought by the
wmajority of pre-1914 perception researchers, eg
idelmholtz and Scripture. Following Galteon's precept,
the construction and application of tests to isolate
and meagsure individual differences, and the subjecting
of the resultant data to statistical analysis has
procecded apace. Galton's emphasis on discovering
correlations between overt, determinable variables v
withhout undue involvement with 'intervening variables'
orhypothetical constructs Las proved a practical
approach well suited to modern psychological techniques.

There seems recently to have been a reaction against
theory construction, indeed against all generalised
theorising. Most music research workers todéy design
their researches with a view to investigating compar-
atively restricted problems. Techniques have been
developed to deal successfully with relatively small
samples under classroom conditions, away from the
'rarefied! laboratory atmosphere.

Now the time has come to look closely and critically
at some of the tests of musicai ability wﬁich have
been constructed during the past half century,
starting appropriately enough with the workvqf
Scripture's best~-known student, Carl Seashore., From
1919 onwards, musical ability tests, whatever their
imperfections, formed a sound basis on which later test

constructors could build. To quote Jacob Kwalwasser

writing din 1927 -
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Today there is a deeper insight into both the
potentials and liwmitations of music testing'.

Tests of ilusical Ability

The earlier part of this chapter has been devoted to
building up the background against which the eariiesf
tests of musical ability were to be set., The writer
is using the term 'wmusical ability' although the test
constructors themselves have made use of terms such as
'musical talent', 'wmusicality', 'musical intelligeqce',
'music achievement', a.d ‘'musical aptitude profile’'. ‘
The titles themselves give some clue to the theoretical
standpoints of the test constructors. For the purpose
of this research it is their use as means of measuring
musical ability which is of significance. This may not
be an absolutely fair judgment as tests are valid only
insofar as they are used for the purpose for which they
were designed, and in most cases this was predictive.
However as this study is concerned primarily with
assessment of present musical ability in children at
varying stages of development, the term 'musical |
ability' seems most apt.

Other qualities have been assigned to these tests
besides their basic predictive purpose. Some of them
are claimed by their constructors to be 'training—
resistant', 'experience-resistant' or ‘'culture~free'. ,
Such claims will be countered later in this chapter by
critics representing a variety of schools of thought,
as a result of their own researches,

It is proposed to examine in detail only a small
selection of the multitude of music tests produced

during the past four decades.

1. Quoted from Tests and Measurements in Music =
Paul R. Lehman Prentice-Hall -~ 1968 p-1ixX
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The names Seashore, Xwalwasser and Wiug merit our

atitention as creators of tests which stand out from

the rest in several important resvects. To these

names may be added those of Gordon, Colwell and

Bentley, whose recent test batteries also deserve our

close crutiny, Other tests will be referred to in

the course of this research, but this is the selection

most directly relevant to the purposes cof this study.

Measures of lusical Talent Carl Seashore (1919)

Seashore has already been mentioned as an associate of
E.W, Bcripture of Yale. Scripture himself had worked in
the Wundt psychdlogical workshop in Leipzig, and Yale
soon established a strong tradition of psycho~physical
researchlusing retined sensory-acoustic techniques.
Seashore must have a strong claim to the title of fore-
most pioneer worker in the field of musical ability test
construction,. His conception of musical talent is based
upon structural ideas - what has become known as the 'law
of specifics' - the idea of separate musical talents.
Nearly twenty years work preceded publication of the
'Measuresf. Seashore's emphasis is on purely sensory -
factors and this is revealed i: his choice of test
content,

The original Seashore battery 6onsisted of five tests
(a) pitch, (b) intensity, (¢) time, (d) consonance, and
(e) tonal memory. To these were added (f)“rhythm in 1925,
and in the 1939 revision (g) a timbre test in place of the
omitted consonance test. During the couise of revision
(b) intensity was redesignated 'loudness',

For the test to have achieved a vigorous and contested
twenty years of existence, and yet to remain sufficiently
popular to stand a further drastic revision is in itself
remarkable and a tribute to the needs it so obviously

satisfied. Yet the weaknesses in_herent in its conception
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anc¢ construction need to/?ggorously be exawined. In fact
2 host of critics uave probed these weaknesses with
relentless persistence.

Any picneering work is bound to suffer this kind of
treatment. Let us proceed to the details of the tests to
see how far criticisw may be justified -~
(a) “Tie pitch test presents the problem of deciding whether
the second of {wo musical sounds is higher or lower than
the first. The tones are procuced from z set of tuning
torks, one standard fork at 47335 cps - international 'A' -
pius ten additional forks varying from the standard by
increments ranging down to tiny micro intervals.

It cain be seen that pitch discrimination is carried down
to a very fine threshold by means of these laboratory-
designed forks. (replaced by oscillators im 1957 version)
(b) Loudness (intensity) is scored by indicating whether
the second of two tones is weaker or stronger than the
first. The pairs of tones are at a pitch of 440 cps and
the difference in loudness varies from 4 db to 0.5 db.

(c) In the time test the examinee is asked to say whether
the second of two tones is longer or shorter in duration
than the first. The fifty pairs of tones are at 440 cps
and the difference in duration ranges from 0.3 to 0.05
seconds,

(d) Little need be said about the consonance test which
proved s8o low in reliability; correlations on re~test were
as low as 0.26.1

(e) In the tonal memory test, a series of three, four or
five tones is repeated and on the second playing one tone
is changed; the testee is required to mark which“tone of
the sequence changes. The thirty pairs of tone sequences

are recorded from an electronic organ.

1. Studies in the Psychology of Music Vol. II
H.M. Stanton University of Iowa ~'1935

1
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(£) An evaluztion is asked in the rhythm test of the

similarity or difference of thirty pairs of five, six or

seven note patterns. In the 1939 revision tone was

substituted for the clicks used earlier,
{(g) The timbre test asks whether the tonal guality of the
second of a pai:/%gnes is like or different from the first.

In the fifty pairs of tones, six partials of wvarying

intensity are added to the fundamental,
Fach of the six tests of the 1939 revision occupies an

entire side of a twelve inch gramophone record?

battery takes an hour to administer. Practice items are

given before each test proper begins.,
test are placed alongside each other to make a personal
comparing the relative strengths

The scores of each

pProfile for the examinee,
and weaknesses of his separate musical talents.

Seashore directs that the scores of the separate tests
shall not be added to give a total or composite score. This
follows logically from his 'atomistic' interpretation of
musical ability. However Larson® (1949) considers that a
general classification based on composite scores is quite
satisfactory. Wingz also (1953) recommends the use of
such a total score on the grounds that the statistical
reliability of each separate test is relatively low,
whereas the battery score has a much higher reliability.

In spite of the length of the 'Measures' and the rather
low reliabilities and validities of some of the tests,
this battery has enjoyed widespread popularity and exten-
silve use throughout the United States and other countries

during the past forty years. The Seashore 'Measures'

.. were = administered to over ten thousand individuals.

One of the most thorough predictive studies using the

1. Buros - 1949
2. Buros - 1953

3. 1957 version is on one 334 R.P.M. digfﬂ

The whole -
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- , 1
Seashore battery is that of H.M. Stanton™ known as the

tSagtman Bxperiment'. Stanton graded students entering

the Zastman School of usic on their Seashore scores and

correlated these with the students' degree of success in

their college music studies. This longitudinal study

concluded that students scoring high in the tests also did

relatively better in their music eourses. Terms such as

used to indicate students
N.M. Downie (1958)

'doubtiul' and 'discouraged'! were
whose scores were in the lowest grades.
comuments -
gAs a result of this study .... the faculty of the
zastman School of Music decided to admit only these whose
nusical talent warrants some continuity of musical training'.
J.C. Nunnally (1964) casting a statistician's eye over
the Seashore Measures of Musical Talent says -
3Scores are affected very little by age - similar norms
for elementary school, high school and adults., Modest to
small correlations with grades in music classes and
teachers' ratings', |
.S, Larsenu reports correlations with wmusic class ratings
from 0.10 to 0.46 for grade five (children aged 10-1l1l years).
These finds are very significant. Developmentally‘ '
speaking, we shéuld expect increases in scores with
increase in age, at least in the eight to fourteen age
range. We might also expect such a long test, presented
at laboratory perfectionist standards, to correlate more
closely with class music grades and with teachers' ratings
if these were representative of pupils' real musical

achievements at school.

1. Studies in the Psychology of Music Vol,II.
HeM. Stanton - 1935
2. Fundamentals of Measurement - N.M. Downie -
0.U,.P. 1958 -~ Page 265
3. Educational Measurement and Evaluation - J.C. Nunnally
McGraw~Hill ~ 1964 f. 29) _
4. Studies on Seashore's Measures:of Musical Talent.
W.S. Larsen ~ 1930
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The Seasliore leasures have been administered in the
main to older pupils and to college students. There are
difticulties attached to using the tests with vounger
bupils, particularly those under eleven years; apart
from its undue lenzth, one specific difficulty is that

he tests'_validities as predictive measures are not
known for this younger age group.

Larsen's conclusions after re-testing several classes
in the 10 - 14 age range after a six months interval may
be summarised thus -lonly the pitch and tonal memory
tests rank high enough to be satisfactory pre-adolescence
predictors of later musical success. It is interesting
to note that these are the two aspects of musical
ability which receive most attention from later test
constructors, to the complete exclusion of many that
Seashore considered fundamental musical talents.

One theory of Seashore that aroused lively controversy
was his 'theory of specifics' ~ that each test was a
separate entity measuring a single musical talent. It
illustrates his view offnusical talents as gfoups of
separate abilities. He also maintained that these
separate talents are innate - entirely due to heredity. .
On this idea of independent talents Seashore is very
forthright, as in this passage -

2'On the sensory side we have recognised four branches

of talent content as heard, namely pitch, time, intensity

and timbre, each forming a main division of the
Each one of these capacities runs as

approach

to musicianship.
an independent branch, not only in sensation but through
memory, imagination, thought, fealing and action. Each
branch of this family tree throws out similar branches of

cCapacities',

1. Studies on Seashore's Mgasures of Musical -Talent -
W.S. Larsen - 1930. | . %< :

2. Psychology of Music - C.E. Seashore N.Y. 1938 -
McGraw-Hill p.332
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Seashore worked on the assumption that anyone able to
discriminate small differences in pitch, time, intensity
and timbre must be musically superior. He admits that
there are probably other talents as yet unmeasured, but
goes on to say -

1'0n the basia of our exveriments in measuring these
sensory capacities, we find that the basic capacities
are elemental, by which we mean that they are largely
inborn and function from early childhoed. After a
comparatively early age they do not vary with intell-
igence, with training or with increasing age, except

as the exhibition of these capacities is limited by:the
child's ability to understand or apply himself to the
task!,

Many researchers have condemned this atomistic and
peycho-physical rather than musical orientation of
Seashore's test philosphy, particularly during the last
three decades, Two questions at least arise out of
these guotations. The first concerns Seashore's
assumption about the musical nature of early chila-
hood, when his tests have been administered in the
main to older pupils and students. Where is the
research evidence behind these assumptions? Secondly
thte tests'! validities are in question by the use of the
adjective 'musical' in the title of the battery. Most
of the tests are certainly mot in a musical context.
These tests may measure psychological differences
(louder/softer, longer/shorter, etc.); are these also
necessarily musical differences, in the sense that
ability to perform these tasks gives an accurate indic-
ation of a child's ability to discriminate in a
musical setting?

1. Psychology of Music - C.E. Seashore N.Y. 1938
McGraw-Hill p.3
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J.L. Murselll (1937) sets up an 'omnibus' theory -

that musical ability is one single complex ability - this
is directly opposed to Seasnore's 'theorv of specifics!'.
liursell criticises Seashore's tests on the grounds tha
hey vurport to measure 'the resronse of the ear as a
receptor to certain differences in the scund wave'.
lHuasell continues - e .+» music depends upcn our percedt-
ion of the dynamic relatedness of tone',

Developing this theme that regards musical ability as
a comoination of certain mental processes, Mursecll
specifies two in particular - (a) affective response to
tonal and rhythmic patterns and (b)) perceptual awsareness
of tonal relationshiips and raythwmic groupings. This is
a viewpoint closely related to Gestalt theories. RER
continued emphasis on the 'musical mind' has led to
certain of his critics branding his theories as 'mental-
istic',

Let Mursell summarise his own philosophy of musical
ability in this brief passage ~

3

reach the outer ear, not on the response of tle inner ear,

'Music depends essentially not on the stimuli which

but on the organising and transforming operation of the
mind'?t.,

This idea of music as a actiQity of the wind is also
stressed by other writers, including Wing (1948 =
h'Clearly both musical ability and musical appreciation
are gqualities of the whole mind; though they involve
auditory discrimination they do not depend solely on the

ear!',

1. The psychology of Music - J.L. Hursell .Y, 1937

20 - do -

3. Quoted from ' usicality and Prognosis' L - G
Holmstr®bm - Sweden - 1963 p. 30

4, Tests of Musical Ability and Appreciation
Brit. J. Psych. - H.D., Wing - Mon. Supp.XXVII -
C.U.P. 1948 '
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Perhaps Mursell's 'uentalistic' ewphasis ought not to
be dismissed out of hand. His philosonay tuat musical
ability does not depend directly on seunsory ability
represents_a vigorous reaction against the Seasiiore
theories ~ the philospphy current in ~umerican musical
research in thie nineteen thirties.

Lundin (1967) puts this noint very succinctly -
1'If Mursell's theory were not so coupletely packed with
mentalism (musical mind} it would be an improvement over
Seashore's, Its advantage lies in the author's recogn-

ition that musicality is more than a sum of special

sensory abilities'.,

R,W. Lundin (1953)

Lundin criticises Seashore ifrom the behaviourist school
of psychological theory, with particular reference to one
test -

2'Even though the test of memory was more complex and less
sensory than the others, he (Seashore) felt thnis to be an
important part of the 'musical mincd'., Iie hoped to
eliminate any effects of previous learning and training
by presenting the tones isolated from any rhythmic or
melodic configuration'.

Lundin had devoted a cousiderable amount of thought to
the question of tonal wemory in an earlier chapter -

B'We should recognise the importance of tonal uaemory,
but not rate it so high as to exclude those whose ability
is poor',

Again Lundin questions the predictive value of tonal
memory tests -

l. An Objective Psychology of Music ireﬁ?ﬁ?dLﬁﬁézﬁ foé?é

2. An Objecthbve Psychology of Music - R.W. Lundin - 1953

(revised 1967) Page 208
3. = do - Page 126
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1'If tonal mewmory as measured is such an important

aspect of musical ability, why does it not correlate
with actual success?' ,

Lundin makes reference to an earlier critic of Seashore,
Henlein (1928) who suggests that when we alter one tone of
a melodic sequence the whole is changed - a typically
Gestalt viewpoint. Lundin, referring again to tonal
memory, says =
2'The Seashore test used a series of unrelated notes on
his fundamental assumption that since musical talent is
an inherited trait, it must as such be measured without
the influence of training. By using such a presentation
he believes he eliminates any effect of previocus training.
In doing so he forgets that music is not merely a series
of unrelated tones, but a 'configuration of interrelated
tonal patterns'.

Cne reason for spending so long on this discussion of
tonal memory is that this type of testing has become a
feature of nearly all subsequent tests of musical
ability. In spite of the many criticisms directed
towards Seashore's own tonal memory test, it is by far
the most reliable and useful of all the tests included
in the 'Measures', Here is a guotation from Lovell
(1958) to round off this discussion -

B'It is often suggested that memory is at its best
during the Primary School period (5 to 1l years).
Actually there is little evidence of a special memory
ability of much consequence in school work. Logical
memory increases as general intelligence increases and
is likely to reach a maximum at around fifteen years for

most children'.

1,An Cbjective Psychology of Music =~ R.,W.Lundin - 1953
(revised 1967) Ronald Press Co. - Page 127

2, = do = Page 127 L

3.Educational Psychology and Children - K. Lovell -
1958 Page 200
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The Kwalwasser-Dykema Music Tests (1927)

Heflore continuing ouzr discussion of points arising
from the Seashore theories, it will be useful to examine
some other tests which have also been standardised and
widely used. The Kwalwasser-Dykema Tests (E-D seems to
be a much-employed and reasonably authentic abbreviation)
are recorded omn five gramophone records. Whilst several
of the tests in this battery measure the same basic
things as the Seashore Measures, some additional tests
have been included, designed to measure other aspects of
musicality.

This makes for a very long and complicated testing
procedure as the K-D battery actually contains ten tests
(a) tonal memory, (b) quality discrimination, (c¢)
intensity discrimination, (d) tonal movement, (e) time
discrimination, (f) rhythm discrimination, (g) pitch
discrimination, (h) melodic taste, (i) pitch imagery and
(j) rhythm imagery. Each of these tests is of the two
alternative answers type. For instance in (a) and (b)
the examinee must write S or D (same or different),
whilst in (c) scoring is W or 8 (weaker or stronger) and
in (d) U or D (up or down).

For the final two tests (i) and (j) staff notation
symbols are printed on the test leatlet and the examinee
must compare this visual evidence with the recorded
sound and indicate W or R (wrong or right) for pitch
imagery,; and S or D (same or different) for rhythm
imagery. The tests are based therefore on the pre-
supposition that the examinee possesses a knowledge of
staff notation. This obviously restricts the use of
the K-D battery to a limited section of the population.

It also represents a departure from the purely aural
test principle as visual judgment is required. A
further point for comment is the relativa'weighting:given
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to the wvarious tests oif the battery - 25 items in (a),
30 items in (b), (c¢) and (d), 25 for (e) anc (t), 4O for
(g), 20 for (h) and 25 each for (i) and (j). So
'melodic taste' joins the battery as rather a 'poor
relation' whilst t'pitch discrimination' is travoured by
the heaviest weighting.

Much of Kwalwasser's philosophy is revealed in such
statements as -

l'We have been taught that man is the product or his
environment{»but studies in genetics tend to émphasise
the more commanding position of heredity'.

He later states -

'There can be no achievement in music without talent.
Yet there can be talent without achievement'.

Then as a summing up he says -

'While one's achievement may vary with environmental
factors such as the influence of training, motivation
and work habits, littlie change in one's talent make-up
is likely after maturation., Under normal conditions it
is probable that one's achievement and one's talent are
comparable, bearing more or less a one-tp-one relation-
.ship'.

In spite of this hereditarian-based support tor
Seashore so rirmly expressed by Kwalwasser, we need only
look at the content or the K-D test battery to note
strong dirtrerences in their respective theoretical
standpoints. Most ot the tests in the K~D battery have
a decidedly more musical setting than tneir equivalents
in the Seashore Measures, in the sense that there are
recognisable melodies and musical phrases.

Then there is the K~D 'musical taste' test which

represents a small hut significant broadening in the

1. Exploring The Musical Mind - J.Kwalwasser - 1955
Page 4
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attitude to what kind of tests can be legitimately
included as part of wusical ability tests. With the
introduction of his test of melodic taste Kwalwasser
decisively broke the monopoly of sensory discrimination
items din the.realm of musical ability testing.

(d) tonal movement, one of the best tests of the
battery from a statistical point of view, might also be
regarded as having to do with musical taste, and hence
concerned with more than just sensory discrimination.
Each pattern consists of four tones and is musically
incomplete. The listener must mentally supply a fiftn
tone reporting whether it is above the fourth tone or
below (U or D). A musical judgment is called for.

It might be profitable to indicate briefly some points
which give the K~D battery an advantage over the Seashore
battery - (i) the individual #ems are shorter, (ii) it
measures a wider range of traits, (iii) it is a more
interesting series of tests, (iv) the test settings
themselves are more musical (Seashore deliberately avoids
using recognisably melodic phrases), (v) Kwalwasser
considers his composite total to be a significant score
for the purposes of prediction.

It may be noted that most of these advantages are
gained at the expense of reliability. The majority of
the tests in the K~I battery yield reliability figures
around 1O.l& to 0.5 which is decidedly on the low side if
accuracy of ranking for purposes of progn#sis is the aim
of testing.

Pauleehman2 (1968) considers 0,85 to be a generally
satisfactqry reliability and puts length of test at the
head of .the factors that go to make up a reliable test.

l. An Objective Psychology of Music - R.W. Lundin -
1953 - Page 246

2, Tests and Measurements in Musiec - P.R. Lehman - 1968
e 13
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As a comparison Stanton1 guotes 0,26 for the Seashore
consonance test, but gives 0.80 and 0.33 for tonal

@memory . Ljarsen2 also reports 0.34, 0.87 and 0.90 for the
Seashore tonal memory test. Few of the other Seashore
tests come near these respectably high reliability figures,
but on the whole they fare well in comparison with the

modest showing of the X-D tests,

Music Talent Test Kwalwasser (1953)

This test takes only ten minutes to adwminister; however,
if a very short test is required for the specific needs of
the researcher, it seems less useful, with its low
reliabilities (R.R. Bentley3 reports 0.59 (1955) using the
Kuder-Richardson formula), than the first three tests of

the Winglbattery (12 minutes) which will be described next.

Standardised Tests of Musical Intelligence H.D.Wing (19&1)

With this carefully-designed series of tests, Dr, Wing
continued the extension of musical ability testihg into
the area of music aesthetics. The last four tests in his
battery call for aesthetic judgment. They exercise the
exanminee's powers of discriwmination and appreciation of
musical performance, The original version was made on
gramophone records, buf it is possible now to obtain a
‘tape' version at speeds of 7% ips and 3% ips.

There are seven tests in all - (a) chord analysis, (b)
pitch change, (c) memory, (d) rhythmic éccent, (e) harmony
(f) intensity, and (g) phrasing. |

Fach item in the chord analysis'test sets the task of
letecting the number of notes in a chord. The pitch

change test involves detecting the alteration of one note

l. Studies in the Psychology of Music Vol ITI -
H.,M. Stanton - 1935

2. Studies on Seashore's Measures of Musical Talent
Wi8. Larson - 1930

3. A Critical Comparison of Certain Music Aptitude Tests
R.R. Bentley -~ 1955 - Univ. of Southern Cal,
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when a chord is repeated. There are three alternatives
in scoring, S if tne chord remains the same, U 4if the
changed note rises, and D if it talls in pitch. In the
memory test the examinee has to detect which note is
altered wnen a short melody is played a second time. The
melodies vary in length from three to ten note tunes,

This gives a substantial number of alternatives over the
test as a whole,

(d) is the first of the tests involving aestnetic
judgment. The task is to choose the betiter raythmic
accent of two performances. The alternatives are A
(tirst pertormance), B {second) or S (neither one preferred
betore the other]). In test (e) ome is required to judge
the more appropriate of two harmonisations. Again there
afe the alternatives 4 B or S.

(f) We have to judge which is the more appropriate mode
of varying loudness in two pertormances ot the same
melody. A B or S are offered as alternatives once more.
In (g) we have to judge the more appropriate phrasing of
two performances with the alternatives A B or S. The
writer will comment later on thevalidity of tests involv-
ing subjective judgments, and the questionable practice
of labelling today's aesthetic yardsticks/%ﬁeﬁ°¥ggggrow's
may differ.

In Wing's later revisions of the battery, the last four
tests have been reduced to 14 items each. Once more the
weighting is significant. The chord analysis test
contains 20 items, pitch change 30 items and thne memory
test also 30 items. All through the series the instruct-
ions include advice to guess when in doubt. Practice
items precede each test proper. The instrument used
throughout the battery is the piano, and Dri Wing's record-
ed voice gives tne instructions,

As was the case with Seashore and K-D, the tull Wing
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battery takes a considerable time to administer - over one
hour. To tnis time must be added the time needed fto £ill
in details on the tront page of the test leaflet. The
layout is planmed so as to obtain information which will
supplement test scores.

In view of the lengthy mature ot thne testing procedure,
when it is intended ror use with children under the age of
eleven Dr., Wing has recommended tnat the first three tests
only should be used. This reduces playing time to
twelve minutes.

¥ing's position on the 'atomistic-omnibus' axis may be
gauged approximately from the following -
l'Ir musical capacity were to consist of a number of
isolated factors, then the procedure of reducing the tests
from 2% to the comparatively small number of seven might
be open to criticism on the ground that tests for certain
of these factors had been removed in deriving the short
battery. However very high correlations have been
obtained between the original 24 tests, the 13 intermed-
iate ones and the final seven .... My own personal
opinion is that although musical capacity may be complex,
there is nevertheless a strong general factor underlying
ablility to perform a wide variety of music tests'.

It is clear from this passage that Wing does not
subscribe to the Seashore theory of specifics. Indeed
his test battery is, by implication, a fairly comprehen-
sive one. It is noticeable how he stresses the high
correlation between his original 28 tests and the final
seven of the standardised battery. Wing elaborates on
this further -

2'Onfa aim of this work has to devise a series of tests

1., Tests of Musical Ability and Appreciation - H.D.Wing
Mon. Supp. XXVII C.U.P. 1948 - ©Page 49
2, = do - Page 42
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which would estimate musical ability and appreciation
within a reascnable examination time. This was
considered to be one of about &0 minutes',

Like Seashore and Xwalwasser before him, ¥ing asserts
that his tests have a selective aim -
l'It has been stated by Seashore that my tests are
efticient tests of attainment, rather than aptitude ...
it is never wise to make any fine degrees of grading
within a highly gifted group such as the Neational Youth
Orchestra. Indeed the tests were not designed for this
purpose, but to select bright children from an average
group in order that they should receive epportunities to
develop their special aptifudes:

It would appear that communicationsbetween test
constructors do not always exhibit such solidarity of
opinion as was reflected in Kwalwasser's 'Zxploring the
Musical Mind' when he wrote supporting Seashore (quoted
earlier in this chapter). It will be remembered too
that 8eashore firmly defined musical talents as being
essentially independent of age, and any increase in score
was put down to increased understanding and increased
ability to apply oneself to a task. Seashore states
that talents are inborn and function from early childhood.
Now compare Wing on this point -

2'The figures so far published show that with increase
in age, up to about seventeen years, there is an increase
in the average total score obtained from my tests'.

So Wing explicitly contradicts Seashore's dictum. In
other wéys too Wing seems much closer to .iursell than to
Seashore; his interpretation of the high correlations

between the original 24 tests and eventual seven which

1. Some Applications of Test Results to ZEducation in
Music. H.D. Wing - Brit.J.Ed.Psych. XXIV 1954 Page 166
2, - do =~ - Page 167
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comprise the standardised battery is that he is covering
the field of musical ability adeguately. He alsc sees
the 'summed score' of all the tests as the important
musical and statistical figure. Here is Nunnally (1964)
on this point -

l'The first three subtests measure complex sSensory
abilities. The other four concern the aesthetic value of
different compositions, The subtest scores are added to
form one general measure of musical aptitude'.

Wing places reliability and validity high on his list of
priorities. He stresses the favourable statistical
findings arising from his chosen test design. Nunnally
goes on to say -
2'It has received favourable response from teachers of
music who feel that the tests cover many of the skills
important in musical training. The author reports corr-
elations of 0.60 and above between the tests and teachers'
ratings in three small groups',

Wing nimself reports reliability coefficients higher
than 0.9 with boys aged fitteen. Berore leaving these
tests of another generation and looking at a group of tests
constructed in the last few years we will lock briefly at
two other tests of approximate Wing vintage.

Test of Musicality A4th Ed. E Thayer Gaston 1942/58

In this 1958 edition the whole test is contained on a
‘single long-playing disc. There are 40 items; the 1irst
eighteen form a kind of musical interest questionnaire
including such questions as 'Do you have a pianc in your
home?"' The tinal section = the tonal portion of the test -
includes (a) five items to discover the testee's ability to
find a given tone in a chordal complex, (b) five sight-

1., Educational Measurement and Evaluation - J.C.Nunnally -
1964 Page 296
zo-do—
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reading items where possible note and rhythm changes have
to be detected, (c) five K~D type tonal movement phrases
in need of resolution and (d) seven items where a short
melody is repeated several times with a wvariety of differ-
ent note orxr rhythm patterns which have to be debtected.

On the final page there is room for data on physical and
persenality charscteristics. Reliability seems quite
good and the test is standardised separately for boys and
girls trom 9 to 18 vears. Reliabilities or 0,88 are
reported; these are high especially in view of the brevity
otf the tonal section or the test (22 items).

Gaston's philosophy is close to Wing's and Mursell's
rather than Seashore’'s. In tact the test is not based om
sensory perception but on perception in a musical setting.
P.R. Farnsworth comments -

l'In the introduction of his manual Gaston agrees to a
need tor the so-called sensory tests of an earlier day.
sut in this present test he checks rather on the pupil's
perceptual abilities - what results in considerable part
from musical training'.

A footnote by Farmsworth gives us an insight into the
progress made in testing technigues =-

'The directions are easily comprehended, not at all like
those of the older Seashore sense of consonance measure,
where those taking the test were invariably so confused
tnat tney identitied consonance witn preference'.

In spite of cautious praise and congratulatory refer-
ences, this test has had little or nc impact in this
country. The sight reading items 1limit its usefulness
wvhen testing younger children.

Drake

Music Aptitude Tests Raleigh .

From a group of his earlier tests Drake chose two -

1. 5th Mental Measurements Yearbook - 1959
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musical memory and rhythm - =and standardised each of these
in 1954 in two parallel forms, A and B, Dralkke used
specially composed melodies for the memoxry test; these
melodies were either repeated exactly or else with a
change of note, time or key. Bach of the twelve differ-
ent melodies was repeated from two to seven times to make
a total of 54 items.

For the rhythm test, the examinee was reguired to
continue beating time after the cessation of ithe metronome
until ordered to stop, and them to score the number of
beats during the silence. This was a 50 item test.

Both tests yield high validity and reliability figures.
Perhaps the relatively large number of items pexr Test
helped reliability.

Drakel (1957) states that his tests measure aptitude and
are not influenced to any appreciable extent by training
or musical experience. Differences between boys and

girls are also held to be negligible.

Recent Tests of Musical Ability

It is now proposed to examine three tests of musical
ability constructed in the last few years. Again we find
a variety of titles which must to some extent reflect the
underlying philosophy of each test comstructor. Examin-
ation of each test battery reveals how much the particular
test constructor has learned from previous work dome in
his field. Reliabilities and presentation show what
great care has been applied to producing the besst possible
test design.

The first two tests to be described have heen published
in the United States of America at a time when Paul
Lehman (1968) reports -

1. M., Drake 1957 'Manual for the Drake Musical
Aptitude Tests' Chicago
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l'declining interest in aptitude testing. fewer
aptitude tests are being published than in former years
and there seems 0 be relatively little experimental work
going on in the field of aptitude testing'.

Yet, paradoxically, Lehman also reports that sales of
existing aptitude tests are currently increasing. There
seems to be a varlety of reasons for this decline in
interest. Reasons appear to range from a questioning of
the validity of such tests, a questioning of their under-
lying assumptions as part of a general reaction against
standardised testing, to the high cost of producing
standardised published tests and a belief that aptitude
and achievement are very closely related, Nevertheless
in the middle of this reaction, we have the phenomenon

of a high quality aptitude test being published.

Musical Aptitude Profile 2Edwin Gordon (1965)

There are three tests each subdivided into parts. The
whole is recorded on tape; playing time is 150 minutes.
Either violin or violin and 'cello in combination are
used in all tests., Quality of presentation throughout
is excellent.

Test T, Part I (melody) consists of a violin melocdy
repeated; scoring is L (like), D (different), or ? (not
sure). There are 20 items. Test T Part II (narmony)
has a violin melody with an . acocompaniment in the
form of a counter melody on 'cello. When repeated, the
'cello may add passing notes; the task of the listener is

to decide whether in spite of these extra passing notes

the essential harmony is the same or different. Again
the scoring alternatives are L, D or 7. There are 20
items,

1. Paper to International Seminar on Experimental
Research in Music Education -~ R.R.Lehman - Reading
July 1968

2., Music Aptitude Profile - E. Gordon -, 1965 -

- Boston Mass., '
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The next test, R (Rhythm Imagery), is also subdivided
into two parts, Fart I ds entitled 'remwvo'., A tune is
played on the wviolin and on repetition the testee has to
decide whether thcre is a variation in tempo, whether it
has the same or a different temno from the first playing.

Scoring is S, D, ?. Part II (Meteﬁwmetre} - on repet-

ition the melody may have a variation in ruaythm; again
the scoring is S, D or ?. There are 20 items in each
part.

The tinal test - Test 5 - is called 'Musical Sensitiv-

ity'. It is divided into three parts each of 30 items.
Part I - 'Phrasing' - calls for a value Jjudgment as to
which of two similar tunes is phrased better. Scoring
is 1, 2 or 7, Part II, 'Balance', again calls for
judgment as to which of the two is the better balanced
piece. Scoring is again 1, 2 or ?. Part IITI, 'Style!
asks for judgment as to which of the similar tunes has
the better style. Scoring is 1, 2 or ?.

The string playing throughout the entire battery is
exquisite as might be expected from outstanding perforwm-
ers, whose fees must have added to the high cost of
producing this test. There are one or two points of
interest about the answer sheets. Pupils are told that
their scores are 'to provide intormation that will help
You and your teacher better understand your musical
abilities?,

Practice items precede each subtest; these are called
practice 'songs' -~ a curious title for instrumental
pieces. Scoring consists of filling in little ovals, a
thoughtful procedure which reduces the possibility of.
error when using a scoring stencil. The recorded voice
€iving test instructions is obviously tnat of a profess-
"ional announcer. His standard American accent might

Present some difriculties to young English listeners.
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Gordonts idea of making his tests up into a profile
takes us riznt back to Seashore modes of thinking.

After a guarter of a century during which tiiere has been
wide acceptance of tne idea of a comwposite, total or
battery score as the most significant figure for the
purposes of a test battery, we trind ourselves coumitted
by a test constructor to tainking in terms of separate
musical abilities, and examining them side by side in
protile presentation.

Yet the test sets out to be interesting - the aim of
Xwalwasser. It is in a musical setting. It calts tor
aesthetic judgment - an aim very similar to that of Wing
in his final four tests, though the writer must stress
again his resexrvations about the validity of subjective
judgments. Test reliabilities (at least 0.90 for all
grades) live up to tihe standards of Irake. There is the
impression that wost fundamental aspects of music -
melody, harmony, tempo, rhythm, phrasing and style -~ are
analysed in this battery. The total standardisation
sample covers irom grade tour (age nine) to adult level,
a very comprehensive sample indeed.

As the test becomes better known, perhaps other
strengths and weaknesses will become apparent. A final
comment on this otherwise admirable test battery is that
it needs a playing time of 150 minutes -~ truly a gargan-

tuan task for ten year olds, even if spread over a week.

Elementary Music Achievement Test lRicnard Colwell 1967

This is recorded by Columbia at 33% rpm. The piano is
used ror recording all musical items. The recorded
voice 01 a woman announcer gives us alli the rather
complicated instructions. Her preliminary remarks include
the aim ot the test ~ 'how well you can hear or identiiy
musical patterns'., There are sample questions before

each section ot the test.

l. R.Colwell 1967 Chicago Illinois Follett Publish&gg
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It begins witha' pitch' test which measures ‘ability to
identify nigher or lower sounds’'. There are 15 itewms in
this section. Atter listening to two tones, the eaminee
is required to mark H, L or S according to whether ne
judges the second tone to be higher, lower or at the same
pitch aé the tirst tone.

The second pitch section contains nine items, in three
tone patterns. The testee has to mark i, 2 or 3 accord-
ing to which of the three tones ne considers lowest in
pitch. Extensive use is made of the piano's range of
notes,

The next section, 'Intervals', contains 28 items and is
designed to find our whether the examinee can discriminate
between consecutive tones next to each other, (scalewise),
and tones farther apart, (skips or leaps). Very easy
samples of the task are played first; each test is
preceded by a realistic example, or samples, to ensure
understanding. Some of the items are quite lengthy.
Scoring is by marking S or L (scale or leap).

Next comes a 'Meter' (metre) test of 15 items, in which
we are required to distinguish between measures (bars)
having two beats and measures having three beats. When
the writer's teenage sons heard this instruction they
" turned to him with the query as to whether the announcer's
term 'measure' meant the same as 'bar' - a typical
example of difficulties created by the differing transat-
lantic terminologies. The examinee must score 2, 3 or ?.
These items include a number of well-known tunes, eg the
British National Anthem.

Then follow two auditory-~visual type tests, similar to
the final two K-D tests. The first is concerned with
pPitch; the task of the examinee is to compare the notation
on the test leaflet with - the sounds heard. Where there
are mistakes in pitch in a particular bar,‘there is a
space where that bar can be marked wrong.v There may be

more than one pitch error in any item. - This section
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contains 12 items.

The second auditory-visual test is concerned with
rhythm. There are again 12 items and the task is
similar to that in the preceding sub-test; each bar con-
taining a rhythmic error must be dindicated, and once
again, some items may contain more than one incorrect bar,

The next section is entitled 'feeling for tonal center'.
There are ten items in each of which a cadential phrase is
followed by three successive notes, one of which is the
‘home tone' or 'doh!',. Scoring is 1, 2, 3 or O depending
on which of the three notes is the 'tonal center' or 'home
tone', O being marked if none’of the three notes appear
correct.

Then comes another 'feeling for tonal center' section
in which a short melody is followed by three tones from
which the testee must select the key tone. There are
10 items.,

The final sections are concerned with major and minor
chords and phrases. First comes the 'chord!' test of 15
items in which the task is to listen to two chords, and
then to decide whether these are either both major, both
minor, or whether they represent a change from one mode
to the other. Scoring is M for major, m for minor or
-'C for change.

In the last section, 'major-~minor phrases', the task is
to identify whether the phrase remains in the wajor (M),
or in the minor (m) mode, or whether it shows a change
from one mode to the other (€). There are 13 items.

One instruction of some significance is - ' ,.. if
difficult or too fast, guess and go on'. Reference has
already been made to the rather lengthy and involved
instructions, which do not appear immediately clear and
obvious to the listener. A perfectionist might also

query the quality of the recorded piano tone.
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A more serious tlaw from a Britisn listener's point or
view is the need to interpret transatlantic terms into
expressions which Znglish cnildren will find no difficulty
in understanding. With the wide variety of jitems it
contains, this is of course, another lengthy test.

Much space has been devoted to these two recent American
tests for several reasons, some already mentioned. They
both aim at comprehensive content, and this naturally has
a considerable effect upon both length and cost. They
each contain many points illustrating how present-day test
constructors have derived benefit from the experience and
errors of their predecessors.

Yet they contain extraordinary differences in philosophy.
One has of course a very different purpose from the other -
tAchievement' and 'Aptitude' point this most succinctly -
but even so there exists a fair degree of overlap between
them,

Let us examine the weighting of items. Gordon gives a
fairly consistent weighting per section - 20, 20, 20, 20,
30, 30, 30 - whilst Colwell seems remarkably unorthodex in
this respect - 15, 9, 28, 15, 12, 12, 10, 10, 15, 13. It
might be interesting to know how far these latter item
totals represent expediency and how far there is a
definite statistical or musical policy underlying the
decision to settle for these particular weightings.

Gordon devotes 90 of his 170 items to 'musical sensit-
ivity', where there can be no purely objective answers,
but where nine-tenths of a panel of musicians agreed on
the arbitrary decision as to which of the two versions
represented the better phrasing, balance or style.

The Colwell test, on the other hand, is completely
objective; there is only one possible answer to any
particular item.

Gordon opts for the best string playing available -~



56
guality is very high on his list o »riorities. Colwell
settles for piano and for something rathesr less than
perfection in recording quality. Gordon is looking forxr
high potential in several well-differentiated musical
ability ftields in order to apply these finer aptitudes to
the ‘most profitable course of nmusic training. Colwell
is obvicusly looking at present achievement in the
elementary grades, but presupposes some degree of musical
literacy, which is nowhere demanded by Gordon.

We are conditioned to regarding aptitude tests as being
perhaps more concerned with elemental sensory discrimin-
ation, training resistant, and testing as nearly as
possible 'pure innate capacity'. Equally we tend to
regard achievement tests as being possibly less objective,
but sticking closer to the aims of school courses. There
are, naturally, many tendencies in the individual sections
which indicate that the above mentioned points are the
intention of the test constructors; nevertheless, when
comparing the design of the tests as a whole, we cannot
escape the teeling that, in some respects, the aims of the
tests could well be exchanged (Colwell auditory-visual
sections excepted).

It would be very interesting to learn the reasons for
the choice of those particular musical instruments for

recording the items,

Measures of Musical Abilities., lArnold Bentley (1966)

The battery contains four tests (a) pitch discriwmination,
(b} tonal mewory, (c) chord analysis and (d) rhytnmic
memory. It is intentionally very short with the purpose
of administration to children as young as seven years old,
This restriction to a total of 60 items represents a

compromise between thg concentration span of young cnildren

l. Harrdap London
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and what would be statistically more desirable - a longer
test. The playing time is 21 minutes. Instructions
and exauiples are recorded along with the tests themselves,

(a) Pitch discrimination - there are 20 items. Fairs of
sounds are played consecutively with a pitch interval
varying from a semitone down to 1/9 of a semitone differ-
ence., Sine wave pure tones are used, and the duration
of each note is one second. The examinee has to state
whether the second note is higher, lower or tne same in
pitch as the first. Scoring is S (same}, U (up) or D
(down).

{b) Tonal memory - a tive note tune is repeated witn one

note changed. A pipe organ is used; all notes are of the
same length and dynamic accents are avoided. There are
10 items. Scoring is S (same}, 1, 2, 3, 4, or 5.

(c) Cnord analysis - a pipe organ is again used. For

each of the 20 items, a chord is sustained for a duration
of' three seconds. Tne testee is required to say how
many sounds comprise each chord. The test contains 10
two-note chords, 8 three-note chords and 2 four-note
cnords. |

(d) Rhythmic memory - each ot the 10 items consists of
a pair of four-~pulse rhythmic patterns. Tnere is no
pitcn change within a test item; one of the rnythmic
puises has its pattern altered on repetition. Scoring
is S (same), 1, 2,-3, or k4, In tests (), (c) and (d))

items are not graded in strict order of difficulty.
Titles o1 the tests on the answer torms are simplified to
'pitch', 'tunes', 'cnords' and 'rhnythm'. Care nas been
taken to ensure that the instructions are as clear as it
is possible tor recorded instructions to be; careiully
presented examples eliminate any possibility of
misunderstanding.

One method of checking the validity of the battery was
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by comparing the subjective ratings oif teachers Ior their
classes, using a rour point scale; when tne test scores
were compared with these assesswments by cni-squared, there
was a significant association at the 1% level.

Another method of checking validity was by giving the
tests to highly skilled musicians; the logic behind this
was that musically - skilled individuals ought fo score
high, and thﬁs their high scores would provide further
evidence of the wvalidity of these tests.

Reliability was determined by retesting 90 boys and
girls in the 9 to 11 age range, giving r = 0.34, Bentley
states -
l'This may be regarded as satisfactory’'.
Lehman reports -

Z'A reliability of 0,85 is generally considered satis-
factory!',

So by'Lehman's standards, Bentley's test is ewinently
satisfactory, particularly as it contains only 60 items.

Dr. Bentley's philosophy may perhaps be summarised by a
short sequence of quotations =

3'In our attempts to discover and measure the musical
abilities of young children, we must constantly keep in
mind that they are relatively inexperienced, and for the
most part untrained musically. The abilities with which
we shall be concerned are such as the child may have
inherited, and/or acquired in the main incidentally, and
not through specific musical training. Therefore such
abilities as are measured must be basic and élemental'.

We read a little later -

l. Musical Ability in Children and its lMeasurement -
A. Bentley 1966 ~ Harrap London p.89
2. Tests and leasurements in Music - P.R.Lehman 1968.
Page 13 :
3. Musical Ability in Children A Bentley 1966 = Ch, 1
pP>.19|ae
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Y observation of the abilities that are developing
spontaneously will give some indication as to what are

the basic elemental abilities in music'.

2‘The process (of musical development) seems to be one of
continually increasing clarification'.

In the foregoing quotation we observe a typical Lursell
phrase.

3However thie process of clarification that has already
begun must proceed further if the child is to make music
for himself. Given the opportunity ané simple instruments
he will do this'.

Noone could disagree with this most laudable aim; in
fact, many progressive primary schools are giving their
children precisely such opportunities.

'For the most part untrained musically', the phrase just
quoted, is less true today than when Dr. Bentley wrote it,
and even in 1966 a large percentage of children between the
ages of seven and eleven were deriving benefit from good

instrumental tuition in schools.

L

'All subjects must be able clearly to understand from
the recorded instructions without further explanation
what they are required to do'.

As a result of his work with various musical ability
tests, the writer considers that even the most clearly
recorded, most suitably phrased instructions on tape or
disc will present difficulties for children aged seven and
eight, unless unobtrusively supplemented by the class
teacher, or an adult who understands the children well,
Perhaps this is doing less than justice to Dr. Bentley's
tests, Indeed the writer has only used the Bentley

1, Musical Ability in Children - A.Bentley 1966 Page 20
2, . - do -~ w22
3. = do - : ‘ w23
Lk, =~ do =~ " 31
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tests with this age group on a strictly limited nuwmber of
occasions, but his experience has been, on these few
occasions, that even with children who were accustomed to
group test situations it was noticeable that the class
teacher tactfully suppleumented the recorded instructions.
l'Pitch discrimination ... IMow finely is it necessary to
be able to discriminate in pitch in order to take an
effective part in music making?'

Again, though Dr. Bentley goes on to say that there is
no specific answer, his test constructicon demonstrates his
own views clearly enough. He expects that a finely
discriminating pupil will be able to differentiate 1/9
of a semitone  gyccessfully. This is desirable of
course, but whether it is essential for a child to possess
a threshold of pitch discrimination as fine as this to
take 'an effective part in music making' depends of
course on the standards of the group, and his role as
participant, The writsar thinks it more important that
he should derive the benefit of participation, in the
expectation that pitch concepts will develop more
effectively as a result. It might be useful to quote
Dr. Bentley himself on this point -

2'He lays his own faoundations of experience on which to
base concepts that he will learn later!',

To what limits is it practical to go in measuring
children's ability to discriminate differences in pitch?
Quoting from Dr. Bentley's thesis (1963) on the subject
of his own'pitch discrimination test = ‘

3'It thus appears that this test would have been
improved by awoiding the 2 and 1 c¢/s differences and by
introducing 4 and 5 c/s ditferences'.

1. Musical Ability in Children A Bentley 1966 Page 35

2. Background Paper A.Bentley International Seminar on

Experimental Research in Music Education Reading

July - 1968
30 Ph,D. Thesis 1963 Page 159
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Bentley's philosophy on young children and their
musical ability has been quoted in some detail on page
58 (quotation 3)., The key words are 'inherited! and/or
'acquired in the main incidentally', and later, 'such’
abilities as are measured must be basic and elemental!,

Now for a briet look at what Dr. Bentley says about
his chord analysis test -

l‘Much experiment was necessary before a satisfactory
version was achieved.'

2'Theoretical guessing score = 7. Only eleven and
twelve year olds achieved a higher mean than this,'

Now for a summing up -

3'The very low mean sScores of the younger age group
prompt us to ask if this test is suitable or too
difficult for use as a group test with these younger
children.,'

Here is a final frank query from Dr. Bentley who,
after looking at wide individual differences at each
age level concludes that -

h(... ability to analyse chords develops more slowly
than the other aspeects of musical ability measured by
the battery, and that the majority of children are not
likely to be ready for work involving chord analysis
before the age of eleven years.'

The writer's only query is why, after the extensive
and painstaking preparatory and pilot work carried out
by Dr. Bentley before publishing his tests, he still (a)
felt the need to include the test in its present form
for seven to eleven year olds and (b) felt that chord
analysis merited a weighting of 20 marks, equal to
‘pitch' and double that of 'tunes' and 'rhythm',

1. Musical Ability in Children-A.Bentley 1966 Page 62

2. Ph,D.Thesis 1963 Page 167 ,
3. Musical Ability in Children-A.Bentley 1966 Page 118
y, ~ do - - do - . Page 119
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Might it not have been possible to increase the number of
items in the 'tunes' and 'rhythm' tests to 20 each without
undue increase in the length of the battery? This would
certainly have a marked effect on reliability figures tor
those particular tests; it would also give them a fairer
weighting considering their relative importance alongside
the other two tests.

Or, if 60 items were considered enough for the battery,
might it not have been a more equitable procedure to have
allowed 15 items for each of the four tests?

However, this is a splendid test, in spite of the minor
criticisms just expressed. It has proved helpful in the
later stages of this research, both from the point of
view of direct validation, and indirectly as a guide to
certain test construction techniques. Its brevity is
one of its chief merits.

For the purpose of the present research most of the
batteries looked at are far too long and involved; also
a musical setting has been considered essential when
aiming to test musical ability.

Therefore, when probing for suitable tests, the first
three tests of the Wing battery were considered, but here
a rhythm test was lacking. The Bentley battery was not
available at the beginning of this research, when the
emphasis was relatively more on sensory aspects of
musical ability, hence suitable tests had to be devised
by the writer specifically for the purposes of this
research,

So before proceeding to chapters three to eight to
consider each testing programme separately, it might be
worthwhile summarising the writer's aims, These were:
1. The examination of broad trends (a) those to do with
differences in musical development, through a specified
age range, (b) those to do with differences between boys
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and girls (c) those comparing scores from the tests with
other ability fields, eg verbal reasoning, (d) those to
do with possible differences as a result of two categories
of musical experience, viz. special choral and
instrumental experience,

2., The restricting of the study to certain aspects of
musical development in children - (a) simple sensory
discrimination in a musical context of the melodic,
rhythmic and harmonic aspects of musical ability, each
tested separately, (b) complex analysis of items where
the distorted versions include errors of pitch and
melody, rhythm and harmony, (c) children's musical
preferences for certain stylistic periods.

3. The study is concerned chiefly with the age range
from 7 to 11 years.

4, It looks at present ability to perform the tasks set
by the tests; the data at8 not used ftor predictive
purposes.,

This chapter has traced the history of the
development of mﬁsical ability testing; the writer has
selected for more detailed scrutiny those aspects which
have been of particular benefit to him in devising his

own programme of testing.



CHAPTER 3

THE MUSIC RESPONSIVINESS TEST BATTIRY 1965

There are certain phrases that crop uP repeatedly in
the literature dealing with studies of musical ability.
For instance, phrases like 'musical growth'l and
'musical responsiveness'2 are used time and time again
by J.L. Mursell (1937) in his exposition on development
theories applied to music.

This study is concerned with the musical development of
young children; responsiveness or sensitivity to musical
stimuli is a measurable activity which depends largely on
our perception of the 'dynamic relatedness of tone', to
use a phrase of Mursell's quoted earlier, So we are not
setting out with the aim of measuring the response of the
ear as a receptor to certain differences in the sound
wave, but with the aim of measuring perception and

discrimination in a musical setting.

Construction of the Test

The three aspects of responsiveness that this part of
the research attempts to isolate and measure are those of
melody, rhythm and harmony; all these feature in the
Responsiveness Test batter&. There are fifteen items in
each test, giving a total of 45 items., Use is made of a
variety of musical instruments (a) to give vafiety to the
tests which helps to sustain motivation at a high level,
and (b) to find whether the use of different timbres and
différent‘pitch ranges leads to any significant wvariation
in test scores,

1. 'Education for Musical Growth' James L.Mursell 1948

pages 5, 50, 56, 61, 73, 82, 101, 112, 127, 183.
2, - do - pages 15, 24, 40, 56, 63, 77, 91, 187,

64
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The musical instruments employed are the piano, clarinet
and a variety ot recorders - tenor, treble, descant and
sopranino - both separately and in combination. The whole
test battery is tape recorded at a speed ot 7% ips and has
a playing time ot 20 minutes. Instructions are not given
on the tape but are given 'live' in standardised form, and
they can be paced to suit the ages of the children being
tested., “For a similar reason, the pause control on the
tape recorder can be used to regulate the interval between
~items when testing younger age groups; there should be no
sense of hurry over decision making.

The front of the small, simply designed test leaflet asks
for only a minimum of information - name, age, boy or girl,
and brief details about instrumental competence or member-
ship of a choir. The three subtests are printed on the
other three sides of the folded test leaflet in order to
make the group testing procedure as clear and uncomplic-

ated as possible.

lelodyv Subtest

Ideas for this part of the battery were culled from many
sources. Several of the older test batteries contained
'tonal memory' or 'memory' tests. The intention in the
present test was to try out adaptations of the best of
these ideas, always bearing in mind the requirementvof é
musical setting, in order that the test should be as wvalid
as possible., Various preliminary“versions wére tried out
on pilot groups of children until a final version was
finally arrived at in which the majority of items were
highydiscriminatory for those particular age groups which
were to make up the test sample population.

This melody test is organised into three sections, each
containing five items. Every item consists of a short
tune, rhythmically stressed, but composed of notes of
egqual duration. The shortest item is a three note tune,

and the longest contains nine notes.
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Fach tune is played twice, the second time with one note
changed. The task of the testee is to detect which note
is altered by counting along the line of figures provided,
and then to record his score by marking with a cross the
number correspondinz to thie changed note.

For these very young children the writer felt that this
visual supnport on the test leaflet would assist the memory
and facilitate maximum concentration on the task of
perceptual analysis. This method follows tlie practice of
Wing, but with modifications in the lengths of melodies to
suit the ages of the children in the sample,

Ttems one to five are played on a descant recorder and
contain 3, 4, 5, 6, and 7 notes respectively. All these
items are pitched in the higher range of the treble wvoice.

Items six to ten are played on the piano and are all
within the normal singing range of the treble voice.

These items contain 4, 5, 6, 7 and 8 notes respectively.

The third section containing items 11 to 15 is played on
the clarinet in its lower register -~ down to the D below
middle C - and the range is limited to the normal compass
of the alto and tenor voices. These last five tunes
contain 5, 6, 7, 8 and 9 notes respectively.

There is no strict difficulty grading. Obviously the
shorter items tend to be easier to analyse, but some
occasional chromatic progressions in the mainly diatonic
tunes make the task of detecting the changed‘noté more
difficult, particularly when the éhange occurs on a less
prominent, relatively unstressed note in the middle of the
melody.

Tws practice items are included before the start of the

test proper to ensure complete understanding of the task.

Rhythm Subtest

None of the rhythm tests investigated seemed suitable for
the purposes of this research, The Seashore rhythm test
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4

items merely asked whether the rhytham patiterns were the
same or different swwhen repeated. 1t seemed to make

little ditfference whether the patterns presented were a
series of ravtiwic clicks or plaved in tone at the same
pitch ilevel as in the revised edition. This Seashore

test seemed too elemental; nioreover it presented only two
alternatives and was not in a rec®gnisably musical setting.

The VWing Rhytnmic Accent test is most certainly in a
musical setting, but is really a question of taste rather
than involving objective sensory discrimination. In
fact, many pilot versions were tried out before what
appeared a satisfactory version was achieved,

In each item of the final wversion of the test a rhythm
pattern is tapped twice; then follow three rhythuic
variations of a tune, one of wkich is rhythmically ident-
ical with the tapped pattern,. The taskt of tiic testee is
to marlt A, B or C to indicate which of the three tunes
has thie same rhythm as the tapped pattern.

It will be observed that the testee has a 'one in three!
chance of obtaining a correct score. The present compos=~
ition of the test represents a compromise between what
suits the memory span of very young children and the
greater number of alternatives which would be statist-~
ical;y nore desirable. Items were chosen for their -
guitability for the 7 to 11 age range where the discrimin-
atory effect is highest. There is no exact difficulty
grading. A practice item precedes the test proper.

Variety is dintroduced into this rhythm test by wvarying
the musical stimulus. This subtest is organised into.
three sections each containing five items,

In the first section, the three rhythmic presentations
of the tune - A, B and C -~ are played as strongly accented,
unharmonised melodies on the piano. Items 6 to 10 are

played by .a. selection of recorders including descant, tenor
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treble and high sopranino, giving a range of notes from
midcle C to the C three octaves above. In the last
section, items 11l to 15 are played on the piano and are
presented as harmonised versions of a tune, with varying
harmonic texture.

Item difficulty depends in part upon the closeness of
the rhythmic variations in A, B and C to the original
tapped pattern, axd in part on the order of presentation,
In the final harmonised section, the rhythmic pattérn is
not duplicated in all parts of the harmony, but sometimes
in two parts only, sometimes in the treble part only, and,
in one item, in the bass part only. Again, there is
intentional variation in the compass and range of notes
and chords presented. "Tach item consists of a short one,

or two Bar rhythmic pattern.

Harmonv Test

The Justification tor including such a test lies in the
fact that so many children in the 7 to 11 age range are
enjoying the experience of participating in music maling
in instruﬁental grouvs, playing in two, three, four or
even five parts, whilst other childfen, perhaps in the
same class, are still restricted to a diet of rote unison
singing. This harmony test represents an attempt to
measure the extent of the child's harmonic responsiveness -
his perceptual discrimination.

More or less well-known tunes have been chosen, mainly
diatonic in character. As in the previous test coﬁcerned
with rhythmic responsiveness, the festee is not asked to
analyse each item and then pinpoint any changes from the
original. Its construction derives more from Gestalt
theories, making it possible to use a musical séfting
without any restrictions, one of the aims of this battary?
- This less analytical, more Gestalt type of construption

also differen%iates this harmony test from the chord
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analysis type of test which is more analytical in character
and deals with a more directly sensory aspect of percept-
ion, which minimises the need for a musical setting.

In each item, the final phrase of a tune is played
twice, then three versions of the tune - A, B and C -~ are
played, one only of which has the correctly harmonised
cadence, thus allowing three alternative answers, Again,
ideally, it would have been more desirable statistically .
to have a greater number of alternatives, but the musical
memory span of the eight year old is limited, and therefore
this was the compromise adopted.

This test follows the organisational pattern of the rest
of the battery; it is in three sections, each of which
contains five items.. The first five are played on the
piano, the next five are played by a recorder trio, and the
finai five have a fuller and more complex piano harmony.
Both major and minor modes are employed, including one or
two of the older modal variations, in order to provide
variety for the listener, and to enable wide analysis of
the test data.

In the earlier items of the test some of the incorrect
harmonic variations end on strong discords. The more
difficult items include versions with endings very similar
to the correct final cadence. Much pilot experimentation
pfeceded the adoption of this final form which the test
has taken, An example is played before the test prdper
begins to ensure complete understanding of the task.

All items, including exanples, are taped but the
instructions before and during the test battéry are given
by the tester directly, with due regard for the tender age
and lack of test sophistication of the children. ‘The
tester needs to gauge carefully the rate at which éhe
beginning of the test in particular should prbceed« and how

long pauses should be, with judicious use of the pause
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control. This procedure needs considerable skill and

- experience on the paxrt of the tester; alternatively he
will need to know something of the individuals composing
the class being tested. Such young children can quickly
lose confidence if there is any suggestion of hurry, or
if there is undue stress present at the beginning of the
testing procedure, and this could result in a disturbing

emotional upset.

Children comprising the Sample

The great majority of children to whom the Xusic
Responsiveness Test was administered were in the seven to
eleven age range. More than 1000 children in these age
groups were tested over a period of eighteen months.

An infant class (aged 6 - 7 years) from a large urban
Primary school was included in the sample, plus two 'A-
stream' classes from a large urban Secondary Modern school
(aged 11 - 12 and 12 -~ 13 respectively). This addition
to the sample enabled the study of age groups on the
fringe of the chosea age range, to examine how far there
were continuing trends. For the same reason, a large
group of student-teachers from a college of education were
also tested, These were mostly in the age range 18 - 20,
but included g small number of mature students.

Finally, for purposes of validation, choristers aged 8 =
13 from one of the largest Cathedral Choir schools in. the

country were tested.

Schools in the Sample

Seventeeyy schools were selected,‘one Secondary Modern and
sixteen Primary. Eight of thevPriﬁary schools had Inftant
and Junior.Depart@ents covering the whole age rangeffroﬁ
five to eleven yeérs. The other eight were Junior schools
catering for the 7 - 11 age range. Twelve of the’Primary
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schools could be classified as urban, and the remaining
four as rural schools. _

Zleven of the sixteen Primary schools were big enough to
have one or nmore separate classroom units for each vear
group; the otner five schools were relatively small and had
two or more age groups in each classroom.. Cne of the |
schools was quite tiny with only two teachers; here the
Head taught all the children in the 7 - 11 age range.

Nine of the Primary schools were either housed in
modern buildings or else had had recent extensions giving
them good facilities rrom the point of view of present-
day educational needs. Cn the other hand, six schools
wefe in old, inconvenientlily-sited premises where facilit-
ies were far from ideal.

Looking from a social and economic point of view, there
was also a wide variation between the catchment areas of
the selected schools. Six of the Primary schools were
situated in predominantly affluent catchment areas where
professional people formed a substantial proportion of the
population. Five schools drew their pupils from very
mixed socio~economic areas, and the remaining five were, on
the whole, situated in mugh less favourable catchment areas,

Only three of the schools visited practised class

'streaming'! on grounds of ability.

usical Activities in the Selected Schools

Apart from the attempt to achieve some sortAof balance
between rﬁral and u}ban communities, and a reasonable
crosé section of school buildings, plus variety of catch-
ment areas, viewed socio-economically, another reason for the
selection of this particular group 'of schools was because
of the sort of musical experience available to the children
attending them. During periodic visits as superviéor of
student teaching practices, the writer was able to find out
something about the musical life of many schobls.in Dorset

and the surrounding areas.
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Nearly every school had its special choir which met

regularly to rebearse for special festive occasions in
the life of the school. Usually the best voices were
selected by some sort of auditioning wrocess, and the
children involved received the benefit of extra musical
experience through these freguent rehearsals and the
enjoyment of songs needing more thorough preparation

than was usual for the normal class music lesson.

These specially prepared songs were usually for wvoices in
unison, but one or two of the schools had a tradition of
two=-part singing.

Every school in the sample possessed its quota of
young ihstrumentalists, and at least one teacher who was
particularly interested in instrumental techniques and
reasonably equipped to give tuition to larger or smaller
groups as occasion demanded, The recorder group was in
evidence in every school, and played its special role in
the musical life of the school.

It was possible, from the information on the front page
of the pupils' Responsiveness Test leaflets, to
enumerate the various categories of instrumentalists,

which were :-

392 recorder players 115 pianists
22 violinists 4 flautists
3 clarinettists 3 cornet players
1 organist 1 tenor horn player

The above instrumentalists were all within the 7 - 11
age range sample. Several children were learning to play
more than one of these instruments. )

All the recorder players, flautists and clarinettists
were receiving tuitien at school, as also were approximat-
ely half of those learning the violin. The remainder
were wither junior members of the Salvation Army or were

receiving private lessons. The pianists in the sample
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all came into the latter category of course,

‘Collation of Data

It can be seen that a variety of information is available
from the test leaflet, and it is important that the best
use be made of the data gathered. For each child, we now
know (a) his school, its size and location; (b) his class,
its size and composition; whether it is ability streamed;
whether it combines several age gfoups; (c)_the name, Ssex
and age of that child; (d) whether the child receives
lessons on a musical instrument and what this instrument
is; whether the child is having tuition on more than one
instrument; (@) whether the child is having special choral
experience as a member of a school or church choir; (f)
his scores in the melody, rhythm and harmony tests which
compose the battery; and (g) his battery score which will
be treated as a meaningful figure for certain statistical
purposes connected with the hypotheses to be tested.

In addition to this extensive information, knowledge is
also available (h) about the organisation of choral and
instrumental groupings in each sbhool, and their function-
ing in the life of that school; (i) teachers' ratings from
several schools classifying children igto broad divisions
according to their musical ability; although this is
admittedly a rough and ready, subjective type of rating,
the ranking has proved useful for certain methods of test
validation; (j) from certain schools, confidential inform-
ation has been made available giving indications of
nonverbal and verbal reasoning test scores; this will be
useful when correlating Responsiveness Test écores with
other ability scores. ,

The above data has been collected together into a
series of class lists, allocating rankings in terms of the
battery score, and recording the data when testing was
carried out. This system of classification has
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simplified the problem of treating the data. The next
step is to select the appropriate statistical method for

the purpose of testing the various hypotheses,

Testing Conditions

At this point perhaps some comnient should be made on
condifions in the classrooms whilst administering the
tests, and also verihaps a brief reference to the reaction
of the children to the test situation,

The problem of classroom acoustics cropped up early.
Conditions have not always been ideal in this respect, and
care has‘needed to be taken over the placing of the tape
recoracer. However, the class teacher's experience of
using a speaker for schools broadcasts, and the gramo-
phone also, has usually helped solve this problem.

The result is that no child has been handicapped by
inability to hear the 'taped' tests sufficiently
distinctly. Occasionally, one or two classes have been
tested in the school hall, and heré a difterent kind of
acoustical problem has had to be faced; in.all cases this
was satisfactorily overcome. '

By arrangement with the heads, interruptions caused by
people coming into the classroom during the testing
procedure were extremely rare. The blackboard proved
very useful to supplement test instructions and to give
visual support and guidance, particularly for younger
children. | '

For the youngest age groups, the procedure has usually
been adopted of giving the first two subtests prior to a
recreational break, and the final subtest, harmony, which
takes slightly longer, after the break; this split up the
testing process into shofter périods of'éﬁstained ‘
concentration,

Interest and motivation have dinvariably been high.

Good relations with the children and a friendly, relaxed
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atmosphere are important when testing such young children.
FEach change of instrumental stimulus during the tests led
to an obvious renewed interest on the part of the children.
Attempts to cheat were almost nil and cases of misunder-
standing were very rare indeed, even when the children in
the Infant class, aged 6 - 7 years, were tested,

In the rhythm test a fair amount of guiet humour was
evident when a familiar rhythm was tapped out; item 8 is a
typical instance. A kinaesthetic urgé to move pencils in
the air whilst following the rhythm items was another
noticeable feature of this subtest.

Following the harmony subtest, it became the usual
practice to have a short discussion with the children.
Many interesting points were raised, including recognition
of hymns and songs. The nature of cadential errors
excited great curiosity and interest.

The use of introductory phrases including 'We are going
"to play a musical game! led to the right kind of atmos-
phere, increasing motivation and reducing excessive
anxiety., The examples uséd before each test plaved a
vital role 'in cutting down the possibility of misunder-
standing to negligible proportions. Less than half a
dozeqn test 1eafle;s out of more than a thousand had to be
scrapped.

Test items on the whole proved neither ridiculously
easy, nor insuperably difficult for the great majorify of
children in the 7 - 11 age range. ‘The lowest battery
score, 3/45, came from a six year old, and the highest

score, 41/45, was achieved by an eleven year.old.

Hvpotheses related to the Resgpnsifeness Test

These have been stated in their null form for statist-
ical analysis. We expect to disprove some of these null

hypotheses by obtaining significant differences :-

1. There is no significant growth in the melodic,
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rhythmic and harmonic aspects of musical ability as
measured by the test through the seven to eleven years
age range.

2, There is no significant difference between the scores
of girls and boys in the age range under review,

3. There is no significant association between intell-
igence quotients an. the scores obtained in the Respon-
siveness Test in the age range under review.

4, There is no significant intercorrelation between the
melodic, rhythmic and harmonic aspects of musical ability
as measured by the tests in this chosen age range.

5. Instrumental experience has no significant effect on
these aspects of musical ability as measured by the tests,

6. Choral experience has no significant effect on these
aspects of musical ability as measured by the tests.,

Apart from the testing of these hypotheses, statistical
analysis has been employed to examine the reliability and
validity of the tests, and a certain amount of item
analysis has been undertaken.

Findings will be detailed in the next chapter whlch will
deal with statistical treatment of data.

Test instructions and the musical score will be found in
Appendices'B and C at the end of this thesis. There is

also a master tape of the Music Responsiveness Test in the

pocket at the back.
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ANALYSIS OF MUSIC RESPONSIVENESS TEST DATA

This chapter deals with the statistical treatment of
the data whose collation was described in detail in the
previous chapter. Treatment of the data required certain
straightforward statistical techniques to test the
particular hypotheses concerned with this portion of the
research, The group of hypotheses is investigated in
the earlier part of the chapter; reliability, wvalidity
and item analysis for the test are dealt with in the
latter part of the chapter.,

With the relatively large samples, distributions were
regular and normal, and product-moment correlation
could be employed. (Figure 1 and table 1 show frequency
distributions of the test population's scores.) Both for
the larger and smaller samples selected for testing the
various hypotheses, the t-test proved a useful method
for estimating the significance of certain differences in
mean scores, Where ranking by discrete classes was
necessary, as in the estimates provided by teachers in
the form of A, B and C ratings, or where selection for
Grammar School or Secondary Modern Sch&ol was the
classification adopted, ehi~squared was used as the most
appropriate way of testing the significance of the assoc-
iation of these classifications and test scores.

The various formulae and tables employed with these
statistical techniques were drawn mainly from two
sources, Garrett l(1946) and Wrigley 2(1965) Examples
of statistical analysis will be found in Appendix A.

1. Statistics in Psychology and Education-H.E.Garrett-
Longmans, Green - 1946

2. Course Notes - Professor J.Wrigley., Institute of
Education Statistical Workshop-Southampton Unv.1965/6

77
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Hypotheses concerned with Age

ata for testing these three hypotheses canie from
classes tested cduring 1966, This sauple of nearly 800
children was almost equally divided between the four
Junior school years (7 - 11). As they were’all tested
within the space of a few weeks, it seemed a wvalid
procedure to compare age means within this 1966 sample.

Year mean scores for each of the three tests, and also
for the battery, are shown in table 2, It is interesting
to note in the sample tested, and for the tests used, that
there is a relatively émall vearly increment in the rhythm
means; the melody mean scores increase with age as consis-
tently as do the rhythm mean scores, but the rate of
increase is greater.

Another interesting phenomenon resulting from an
analysis of mean scores for each age group is the sharp
rise between the harmony mean scores of the 8 - 9 and the
9 - 10 year groups. These findings are of particular
importance to mﬁsic educators! it is clear that, for the
type of harmonic discrimination being tested, there occurs
a significant increase in children's ability around the age
of nine.

When the mean scores for each subtest of the 6 - 7 year
old sample and the 12 - 13 year old sample were compared
with those for the 7 - 11 age groups, the same continuing
trends were observed, even though the test battery is not
intended to be equally valid for ages outside 7 ~ 11.
These trends are displayed in figures 2 and 3. For
bﬁrposes of comparison, these have been groubed first by
age mean scores and secondly by suﬂtest mean Sscores to'
highlight any variations in the rate of increase.

Table 2 also gives significance figures for mean score
increases,'both at the/?ggr and at the two year interval.

This enables us to examine the first three hypotheses.
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FIGURE 1 . MUSIC RESPONSIVENESS TEST
DISTRIBUTION OF SCORES N = 985 7-=-11 -yrs.
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TABLE 1
MUSIC RESPONSIVENESS TEST 7 - 11

DISTRIBUTICON OF SCORES

Score Melody Test Rbythm Test Hairmony Test

0 9 1 2
1 9.5 9 ; 6 _
18 S 8

2 28 27 25

3 53 56 45

. il 78 93 72
159 176 142

5 110 ok 125

6 113 138 128
) LR "1 - 116 _
_ 336 370 369

8 110 142 95

9 128 126 75

10 96 75 T
334 343 247

& 76 k9 75

12 ko 23 54

13 16 | 9 ' 5 _

132 81 183

1k 6 . 4 24
15 0. 3 e 12 :
6 5 _ 36
985 985 983
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Melodic Aspect of lHusical Ability

Hyonothesis 1. (a) There is nco significant growth in the
melodic aspect of musical ability as wmeasured by the test
through the 7 - 11 age range.

This was conclusively disproved at all age levels in the
sample. As the figures in table 2 indicate, there was a
difference in mean scores, significant at the l% level,
between the 7 - 8 and 8 - 9 age groups; the same signif-
icant difference, also at the 1% level occumed between
the 8 ~ 9 and 9 ~ 10 age groups. hen comparing the
9 - 10 with the 10 - 11 age groups, there was a signific—
ant increase at the 5% level.

When comparisons were made at the two year interval, the
null hypothesis was again conclusively disproved at the l%
level both between the 7 - 8 and 9 ~ 10 age groups and
between the 8 - 9 and 10 -~ 11 age groups. The ranges of

Melody Test scores and standard deviations are listed

below -

AGE GROUP MELODY SCCRE RANGE STANDARD DRVIATIONS
6 - 7 0O - 11 2.75
7 - 8 0 - 13 1.82 to 2.83
9 - 10 2 - 14 2.18 to 2,94
10 - 11 1 - 14 . 1.81 to 2,#4
11 - 13 2 -~ 15 : 2.10
18 - 20 9 ~ 14 1.16

(The range of S.D.s in the
different classes constituting

Rhythmic Aspect of Musical Ability the 7 - 11 sample is shown.

IHypothesis 1.(b) There is no signiticant growth in the
rhythmic aspect ot musical ability as measured by the test
through the 7 -~ 11 age range.

No significant differences were found when comparing the
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Age Group
6-7 N = 43
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Melody Rhythm Harmony Battery
5.05 5423 5.77 16,05
6,01l 6.25 6.68 19.37
7 .41 7.07 7.05 21,53
8436 7.58 9.08 25,02
3.95 787 '9.81 26,63
10,12 10,06 11,18 31,30
11,34 11.97 13.44 36.72

Significance of Increase in Age

Means -~ One Year Interval

8-9

7-8 to t =
8-9 to 9-10 t =
9-10 to 10~11 ¢ =

Two Year Interval

t

7~8 to 9-10

il

8~9 to 10-11 t

3.66
3.20
1.33

3.52
1.98
6.55
2.02
1.08
2,27

7.1k
5.12
7.88

6.06
3.01
9.20
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Harmony
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FIGURE! 2 MUSIC RESPONSIVENESS TEST

COMPARTISON BETWEEN THE THREE SUBTESTS AND THEIR MEAN SCORES
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FIGURE
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vear interval between the 9 - 10 and 10 - 11 age groupse.
The hypothesis was however disproved at the 1% level
between the 7 - 8 and 8 - 9 age groups, and at the 5%
level between the 8 - 9 and 9 - 10 groups. (Table 2)

When comparing rhythm mean scores at the two-year
interval, the hypothesis was disproved in both cases at
the 1% level, although the t-test figures were not as high
as was the case with melody mean scores. The ranges of

rhythm test scores and standard deviations are displayed

below -
Age Groﬁn Rhvthm Score Range Standard Deviations
6~7 1 - 10 2.45
7-8 1 - 13 1.84 to 2.50
8 -9 1 - 13 2,25 to 2.69
10<11 1 - 15 2,39 to 3.00
11-1 L <~ 14 1.8 ‘ .
) t 9(The range of S.D.s
18-20 8 - 15 1.61in the different
classes constituting
Harmonic Aspect of Musical Ability the 7-11 sample is
shown.

Hypothesis 1. (c) There is no significant growth in the
harmonic aspect of musical ability as measured by the test
through the 7 - 11 age range.

There are no significant differences when comparing the
mean scores of the 7 - 8 and 8 - 9 year groubs. The
hypothesis is disproved at the 1% level however for ‘the
8 ~ 9 and 9 - 10 year groups, and at the 5¢% level for the
9 -~ 10 and 10 -~ 11 year gfoups.’ Table 2 also shows. that
the hypothesis is disproved at the l% level when comparing
year groups at the two-year interval, both for the 7 - 8
and 9 -~ 10 groups and for. the 8 - 9 and iO -~ 11 groups.

At the two-year interval, significance figurés are very
high, higher in fact than the eguivalent figures for the
melody and rhythm subtests, The range of harmony test
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scores and standard deviations is8 given below -

Ace Group Harmony Score Range Standaré Deviabtiods
6-7 1 - 1h 2.90
7-8 1 - 13 1.95 to 2.74%
8-9 1 - 14 2«35 01311
9-10 0 - 15 2,40 o0 3.17
10-11 2 = 15 2:43 te 3,058
11-13 4 - 15 2,32
18-20 T = A5 1.56

Scores of Boys and Gizxls

Comparison of the musical ability of boys and girls has
been the subject of several researches in various fields
of music. Gilbert 1(1942) using the K-D test battery
found significant sex differences, favouring girls; he
ascribed this Superiority to the fact that the girl
stﬁdents in his sample had received wmore training in musie;
thus gaining the benefit of extra musical experietice.

Ewalwasser 2(1955) puts down the superier test perform-

ances of girls to the comparative lack of interest shown

by boys in school music, Horner 3quotes Petzold (1960)

as finding no significant difference in music-reading
ability between the performances of boys and girls. Drake
h(1957) also reports no significant differences in the
scores obtained by boys and girls for his tests.

In this country, ressearch workers report ne siznificant
difference between the sexes in musical ability, This is
interesting in view of Kwalwasser's account of the differ-
ence in ability of boys and girls in a variety of Zuropean

1. 'Sex Differences in Musical Aptitude and Training'
G.M, Gilbext - J. Gen, Psychel, - 1942

2. Kwalwasser J - Exploring the Musical Mind 1955-Page T4

3. 'The Perception of Musi¢ Symbols in Music Reading by
Nermal Children and by Children Gifted Musically'
R.G.Petzold = J.Bxp.Bduc. - 1960

4, Manual tor the Drake Music Aptitude Tests-Chicago-1957
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Countries, including Ireland, England and Scotland.
Kwalwasser reports boys' superiority in Scotland, and
dwells on the magnitude of the superiority of girls!
musical ability in England and Ireland.

In contrast to these findings, Uingl (1948) reports no
significant sex differencc in musical ability, as
neasured by his tests, at least until the age of 14,
Bentley2 (1963) also fails to find any éignificant
differences between the scores of the sample of boys and
girls to whom he administered his tests. There is an
implied criticism of these findings in the conclusion to
Shuter's psychological thesis (1964) in which she states =~

3'It is difficult to understand how a sex~linked genetic
mechanism could be involved in the transmission of
musical aptitude when boys and girls make roughly egqual
scores in musical ability tests.'!

This leads us back to the consideration of the dominat-
ing influence of environment in the development of
musical ability. Shuter is reporting a variety of tests,
most of which claim no significant difference between the
scores of boys and girls.,. What are the factors at work
behind this inconsistency of findings?

A recent research programme by PetzoldLL (1966) which-
reports on the findings from a variety of tests gives the
following figures -

(a) Longitudinal study, 45 item test ~ significant
superiority of girls at the 1% level, |

(b) "Timbre study - significant superiority of girls
at the 1% level.

l, Tests of Musical Ability and Appreciation - H.D.Wing

"“Brit. J. Psychol. Monogr. Suppl. - 1948

2, Ph.,D.Thesis - Reading 1963 - A.Bentley -~ page 136
‘3. Ph.D.Thesis - London 1964 - R,P,G.Shuter - page 409
L, 'Auditory Perception of Musical Sounds by Children in

the first 6 Grades ' University of Wisconsin'
" Cooperative Research Project 1966 - R.G. Petzold
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(c) Harmony study - significant superiority of girls
at the 5% level.
(d) Rhythm study - no significant difference.,
Farnsworth (1958) sums up this confused situation rather

neatly -

1'Far more basic data must be gathered before sex differ-

ences can be properly explained. Untortunately these
cannot be gathered until there emerges a culture in which
the two sexes have equal opportunity and equal motivation
to achieve in the arts.'

The present study, like that of Petzold's (1966) will
be reporting a variety of findings on this question of
whether or not girls show significantly superior test
scores to boys. In the schools visited during this
testing programme, there were opportunities for musical
experience for both boys and girls. Where these were
made available to seven year olds, boys seized such
opportunities almost as avidly as girls. This appears to
stand in>contrast to many earlier studies which
attributed girls' superior scores to their greater
interest and participation in musical activities.
However, where the initial presenting of such musical
opportunities was to ten year olds, the writer's

observation was that girls responded ftar more than boys.

Music Responsiveness Test Scores of Boys and Girls

Hypothesis 2. There is no significant ditference between
the scores of girls and boys in the age range under review,
This part of the research was investigated in two ways

(a) by looking at the total sample of boys and girls in
the chosen age range and (b) by taking a pair of classes

in each age group for purposes of sex comparison.

" Method (a) The sample consisted of 375 boys and 406
girls., The t-test was the method chosen even though
quite a large sample was involved.

1., The Social Psychology of Music - P.R. Farnsworth
N.Y. 1958 - page 189 ‘
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Boys' mean melody score = 7.31
Girls' wmean melody score = 7,90
This difference in mean scores (t = 2,95) is signiticant

at the 1% level.

Boys' mean rhythm score = 6.75
Girls' mean rhythm score = 7,39
This ditrference in rhythm mean scores (t = 3.31 ) is

significant at the 1% level.

Boys' mean hermony score = 7.63
Girls' mean harmony score = 8.39
This difference iu harwmony mean scores (t = 3.28) is

significant at the 1% level.

Method (b) VWhen hypothesis 2 was tested by this method,
the results were far less consisfent. The four Primary
schools used for the experiment had two~form entry, so the
whole of that particular age group for the four schools
was tested,

7 - 8 year group (N = 59)

The difference between boys' and girls' melody mean
scores was not significant (t = 1.55).

The difference between boys! and girls' rhythm mean
scores was not significant (t = 0.93).

Hor was the difference between boys' and girls' harmmony
mean scores significant {t = 1}02).

When the difference in total mean scores of boys and
girls was examined for these two classes, this was also
not ‘significant (t = 0.60).

8 - 9 year group (N = 54)

Boys and girls -~ difference in melody meén scores not
significant (t = 0.62).

Nor was the difference in rhythm and harmony mean scores
significant (t = 1.04 and 1.06 respectively).

When the difference in total score means was examined,

this was not significant either (t = 1,31).
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)
MeloCy nmean scores -~ difference just significant at the
% level (t = 2.00), '
Rhythnm nmean scores - difference almost significant at

the 5% level (t = 1.99). ’
Harmony mean scores - difference between boys and girls

Py

9 - 10 year group (W = 5!

significant at the 1% level (t = 3.57).
The difference between the total mean scores of boys and
girls was also found to be significant at the 15 level

(t = 3.44),

10 - 11 year group (¥ = 71)

Difference between melody mean scores of boys and girls
is not significant (t = 0.77).

Rhythm mean scores - difference not significant (t = 1,54),

Harmony mean scores - difference not significant
(t = 1.05). \

The difference in the total means of boys and girls was
only just significant at the 10% level (t = 1.72).

The only consistent point emerging from these findings,
uSing this small sample testing technique, is that around
the age of nine years girls seem to draw ahead of boys,in
some of the aspects of musical ability being examined by
these tests. Figures 5, 6, 7 and 8 together with
associated table 3, show how the rates of ihcrease in mean
scores vary for the samples of boys and girls'tested.

There appears to be insufficient evidence in this studyv
to state categorically that girls areisuperior to boys
over‘the whole field of musical ability in tiie age range
7 -~ 11, ‘

VMusic Responsiveness Test Scores and Standardised Tests

Oof Verbal Reasoning

- Hypothesis 3. There is no significant association
between intelligence quotients and the scores obtained in

the Music Responsiveness Test for the age group under
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TABLE 3
MUSIC RESPONSIVENESS TEST
BOYS AND GIRLS
MEAN SCORES FOR THE FOUR AGE GROUPS
YEAR
GROUP TEST BOYS GIRLS
7 - 8 Melody N = 85 M = 6,19 = 105 6.64
Rhythm 6.29 6.22
Harmony 6.44 6.89
8 ~- 9 Melody N =85 M = 7,28 = 106 7.51
Rhythm 6.62 7.42
Harmony 6.55 6.45
9 -~ 10 Melody N = 98 M = 7.78 = 92 9,00
Rhythm 7.16 8.01
Harmony 8.25 9.89
10 - 11 Melody N = 99 M = 8,43 = 99 9.46
Harmony 9,28 10,33
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review,

It seemed desirable to exawmine this relationship as part
of the process of chiild development, Previous studies
concerning themselves with intelligence and musical
abilityvhad revealed a fair measure of consistency in
their findings.

Bentley (1963) reports -

l'The influence of intelligence on the ability to do
these tests is at tne most only slight. All correlation
coefficients in this study are lower than r = o.4.°

This further comment of Bentley helps to clarify his
view -~

2‘Scientifically-—proved conclusions are elusive when
dealing with the complex pattern of behaviour that
comprises musical ability and with the equally complex
patterns of what is commonly known as intelligence.'

Bentley conpludes -

3'Thus musical ability tests have a separate function
from tests of intelligence.'

Shuter (1964) reports in the same wein -

'Most of the correlations (between musical ability and
general intelligence) are positive but low. Wing and
Kwalwasser refer to 0,30 as being the approximate
correlation for normal subjects.'

In conclusion Shuter writes -

5... there appears little ground for thinking thaﬁ the
better standardised tests are unduly affected by intell-

igence, although no doubt further research is needed.'

1. Thesis 1963 - A Bentley - Page 148
2, - do - Page 149
3. - do =~ - Page 150
4, Ph.D. Thesis ~ London 1964 - R,P.G,Shuter - Page 107
5., = do - Page 116
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and finally -
1'The coefficients ... are to some extent doubtless a
function of fhe particular intelligence test gsed.'

All the evidence accumulated for this portion of the,
study derives from the secondary selection procedures
extant in the county of Dorset in 1966 and 1967, when
the whole of the 10-11 year group in the county's schools
are tested. The main selection test used in those years
wasvthe ;Moray House Verbal Reasoning Test from which the
teachers involved were required to calculate
standardised quotients.

Five schools gave the writer access to their selection

lists showing which pupils went to Grammar and which to

Secondary Modern schools. One school allowed the use of

confidential figures - the children's standardised
quotienfs - s0 that the writer was able to calculatq
product-moment correlatioﬁs between these verbal reasoning
quotients and the subtest scores of the Music Responsive-~
ness Test for a sampie of seventy children aged lb-ll.

For this sample of 70, the following correlation

coefficents were obtained -

Melody Test score/Verbal Reasoning quotient - r = o.40
Rhythm " " n n " = 0.37
" ] " - 0.58

Harmony " n
All these correlations are significant at the 1% level.

The harmony curve of distribution of scoreeifpr this
10 - 11 year group was somewhat negatively skewed,'So
this last coefficient may not be quite'aQCurate as
product-moment correlations imply reasonably regular
distributions, For this relatively small sample, however,
it can be seeﬂ that the coefficients are rather higher

1. Ph.,D. Thesis - London 1964-R.P.G.Shuter - Page 117

2. Secondary Selection Verbal Reasoning Tests ~-County
of Dorset 1966, 1967.
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MUSIC RESPUNSIVENESS TEST

CHI=SQUARED TEST OF SIGNIFICANCE OF ASSCOCIATION BETWEEN
TEST SCORES AND VERBAL REASONING JUOTIENTS (MORAY HOUSE).

SCHOOL I N = 29
Melody Test Chi-squared
Rhy thm 1" "
Harmony " .
Battery %
SCHOOL 2 N = 54
Melody Test Chi-squared
ﬂhy%hm i it
Harmony " L
Battery v,
SCHOOL 3 N = 42
Melody Test Chi-sguared
Rhythm " "
Harmony " B
. Battery "
SCHOOL 4% . ' N = 61
.~ Melody Test Chi-squared
Rhythm " ’
‘Harmony " R
Battery "
- 'SCHOOL 5 N = 40

Melody Test Chi-squared

Rhythm " "
Harmony " =
- Battexry "

1l

Two-fold Classification

2.55 not signitficant
2478 w
9.85 significant at 1% lewvel

8.567 " n 2% "

3.68 not significant

2.60 "

4,61 "

$,18 significant at 2% level

significant at 2% level
not significant
significant at 1% level
10% level only '

B.bl
9.96
5.06

10.02 significant at 1% level
11,07 " AR < N
0.88 not significant _
8.33 significant at 2% level

1.95 not significant
0.68 " n

5.93 10% level only i
3413 not significant -

+iat
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than those quoted earlier from the studies of other
researchers, and this is especially so in the case of the
bharmony subtest. However the correlations are still
fairly low, which gives credence to Bentley's statement
that musical ability tests have a 'separate function'
from tests of intelligence (or verbal reasoningj.

Table 4 shows the chi-squared figures obtained from a
comparison of Gramwar/Secondary Modern selection with
Ilusic Responsiveness Test scores for the five schools
from whom data came. It can be seen that ten out of the
fifteen subtests fail to achieve a significant association
with the two-fold classification at the 5% level. It
might be inferred from these findimgs that intelligence,
as measured by Verbal Ileasoning tests exercises a
relatively minor influence on musical ability as measured

by the MMusic Responsiveness Test.

Intercorrelations between Subtest Scores

Hypothesis 4. There is no.significant intercorrelation
{between the melodic, rhythmic and harmonic aspects of
musical ability as measured by the tests in this chosen
age range.

This hypothesis was examined for each year group within
’the 7 - 11 year sample. Again, schools with a two-form
entry were chosen. Table 5 gives a comparison of
~correlation coefficients between the subtests, Reason-
ably regular normal score distributions enabled the use of
the product-moment cdrrelation.

Examination of table 5 shows clearly that there is a
relativély higher correlation throughout the entire sample
between melody and harmony scgres than occurs between
rhythm scores and those of the other two subtests. Since
the various age samples are rather smali,_it'would perhapé
be inadvisable to make dogmatic assertions as to how

separate arec these wvarious aspects of musical ability.



TABLE 5

- INTERCORRELATICNS BETWEEN SUBTEST SCORES

MUSIC RUSYONSIVENESS TUST

SCHOOL 1

-SCHOOL 2

SCHOOL 3

SCHOOL 4

10 - 11 age group

Melody/Rhythm
Melody/Harmony
Rhythm/Harmony

9 - 10 age group
Melody/Rhythm

Melody/Harmony
Rhythm/Harmony

8 -~ 9 age group

Melody/Rhythm
Melody/Harmony
Rhythm/Harmony

7 - 8 age group
Melody/Rhythm
Melody/Harmony
Rhythm/Harmony

(N = 70)
r = 0018
0,62
0.25
(N = 56)
r = 0,26
0.57
0.34
(N = 514)
r = 0015
0.31
0,17
(N = 59)
r = O.L"z
0.48
0.29
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However the view might be hazarded thiat since correl-
ations are relatively low it has been a worthwhile
procedure to separate out these three aspects of melody,
rhythm and harmony for independent analysis.

Shuter's comments on this peint are significant -

l'A separate Tfactor of rhythm scecems to lurk in the
shadows of several studies where tests of pitch and
memory have been highlighted.,'

and later

 'An appreciation of rhythm should be connected with
dynamic changes,with harmonic progression and with
phrasing, as well as with perception of time and pitch
differences,'

Further explanation is forthcoming in Shuter's thesis
(1964) -
2'Part of the correlation may be due to general
intelligence,'

Whethef or not we go along with Wing and Drake in
explaining such correlations by the idea of a 'common
factor!', we must recognise that in this complex pattern
that comprises musical behaviour thefe will be inter-
attion at all levels between the various aspects of
musical ability. The important genetic component,
itselt immensely complex, that underlies all musical
development would appear to separate off rhythmic devel-
opment into a more independent position from melodic and
harmonic development which appear to be rather more
closely related, but still relatively independent.

Figure 8 éhpws how the three aspects of musical ability
measured by this test interchange in their relative

development through childhood to adulthood. It is

1. The Psychology of Muéical'Abiiity ~ Rosamund Shuter -
1968 - Pages 189 and 191
2. PH.D. Thesis -~ Shuter -~ 1964 - Page 69
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RELATIVE WEIGHTING OF EACH ASPECT OF MUSICAL ABILITY FOR THE
FOUR _AGE GROUPS
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interesting to note rhythm's more important position in
earlier years. e are of course cualifying rhythm as
that measured in this test. The same sharp rise in
harmonic development is again evident around the age of
10, whilst melodic develagpment is relatively steady and

consistent in its rate of increase.

Instrumental BExperience and Musical Ability

Cne ot the main objectives of this resesrch is to
examine the effect oﬁ instrumental experience on the
development of children's musical ability. It has
proved possible to select schools in such a way as to
constitute a sample in which single variable situations
can be examined.

In the case of the present sample, it has proved
possible to keep all conditions of education constant,
that is in the classroom situation, except that of
instrumental experience, Some children from each class
were learning to play a musical instrument; this was on
a basis of regular lessons in school and was a complete
musical experience in the sense that children learned to
read staff notation through their instrumental experience,
and many, in fact the majority enjoyed the experience of
‘playing in parts ~ involving the aspect of harmonic
development,

The possibility of some form of pre-selection or self-
selection for instrumental tuition will be discussed more
fully in the later stages of this thesis.

The question was, did such experience in the age range
7 - 11 have any favourable effect upon their musical
development as measured by the test? This was put in_null
‘hypothesis form:

Hypothesis 5; Instrumental experience has no signif-
icant effect on the aspects of musical ability measured

by the test.
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Literature dealing with the effect of instrumental
experience reports contradictory findings. Xwalwasser
(1955) grouped the scores of 4200 children aged 10 - 19,
using the X-D test on the bssis of instrumental training
and nb training. Investigation of the scores of these
two groups led Kwalwasser to the following unequivocal
conclusions - '
l'On every test the trained are superior to the
untrained!

He reports the largest differences in mean scores in
the tonal memory and tonal movement tests of the K-D
battery. Against this may be set a portion of Wing's
conclusions (1954) -
2'If a child has extra music lessons over his school
fellows because he is learning a musical instrument,
they do not appear to increase his ability to do the
tests.!

These Htwo quotations are representative of two oppos-
ing groups of researchers whose findings are anything
but consistent. It is true that the K~D and the Wing
tests are not similar either in construction or in
function, but the statements of Wing and Kwalwasser
allow of no compromise on the effect of instrumental
experience. '

The findings of the present study come down.strongly
against the findings of Dr. Wing. Summaries of t-tests
are reported below, showing the influenée of instrumental -

experience in 13 schools.

Melody Test Mean Scores

In 20 classes involving over six hundred children aged
7 - 11, six sets of results revealed no significant
1. Exploring the Musical Mind ~ J.Kwalwasser - 1955 Page 86

2, 'Some applications of Test Results to Education in Music'
‘Brit. J. BEd. Psych. XXIV - 1954 - Page 167
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superiority for instrumentalists, two classes showed
significant superiority for instrumentalists at the 5%

level, and 12 classes at the 1% level of significance.

Rhythia Test Mean Scores

For the same sample, 15 classes showed no significant
difference, the results of 3 classes favoured instrument-
alists at the 2% level of significance, and 2 classes at

the 1% level.

- Harmony Test Mean Scores

Three classes revealed no significant differences, two
classes favoured instrumentalists at the 10% level of
significance, three at the 5% level, and no less than 11
classes were significantly differentiated at the 1% level.

When comparing these three aspects of musical ability,
it will be noticed that the superiority of instrumental-
ists in the melody test and particularly in the harmony
test is very marked indeed, but that this superiofity is

less pronounced in the case of the rhythm test,

Total Mean Scores

Only one class out of the 20 tested failed to reveal a
significant difference in battery mean scores. One class
showed the superiority of instrumentaliéts at the 10%
level of significance, 3 classes at the 5% level, two at
the 2% level and 14 registered a difference significant
at the 1% level. _

Another way of examining hypothesis 5 is by looking at
each year group within the sample in turn. Table 6 shows
details of the sample grouped in this way; t-tests show a .,
‘clear-cut superiority of instrumentalists' méan scores,

The rhythmic aspect of musical aéility,as measured by
this test seems to be less influenced by instrumental
expériehce than that of melody a2nd harmony; even with

rhythm however there was shown a significant superiority-



TABLE 6.,

MUSIC RESPONSIVENESS

TEST

t-test

COMPARISCON OF MEBAN SCORES OF INSTRUMENTALISTS

AND NON-INSTRUMENTALISTS FOR TACH AGE

7 - 8 AGE GROUP

Melody Test
Rhythm Test

Harmony Test

8 -~ 9 AGE GROUP

Melody Test
Rhythm Test

Harmony Test

9 - 10 AGE GROUP

Melody Test
Rhythm Test

Harmony Test

10 - 11 AGE GROUP

Melody Test
Rhythm Test

Harmony Test

220

L,72
2,39
It 430

262

6.00

3.35
4,82

215

6.05
3.10
5409

208

2.88
2.21
3.92

signifticant

"

significant

"

"

significant

"

"

significant
"

"

GRCUP
at the 1% level
" 1" %
n " 1% L]
at the 1% level
n ] 1% n
" " % 1
at the 1% level
" ] l% n
n n 1% n
at the 1% level
" " 5% "
4] n 1% "
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for those children receiving instrumental tuition. It
would appear that there is very strong evidence of the
benefit derived from early instrumental experience, at
least for these three chosen aspects of musical ability.

It is particularly interestihg to note the early
development possible in the field of harmonic development,
although it has to be remembered that the harmony subtest
does not call for the type of analysis needed to deal
with the chord analysis tests in the Wing and Bentley
batteries,

When the total mean scores of instrumentalists
(N = 456) are compared with those of children who do not
play a musical instrument (N = 527), a highly significant
superiority for the former category is displaved
(t = 8.66).

It remains now to examine in a little more detail the
instrumentalist category. For convenience, children
with instrumental experience are classified into three
groups - (a) 392 recorder players

(p) 115 pianists
(e) 34 others, of which 22 are violinists
and the remainder a variety of wind instrumentalists.

These groups were not mutually exclusive. In group
(c) for example, only 11 children did not also play the
recorder, whilst in group (b) only 27 did not also play

another instrument.

Recorder plavers

These children almost without exception received lessons
in groups at school. Most of them had experience of
playing ensemble music in parts even in the relatively
early stages of learning their instrument. Opportunities
appeared to be readily available for them to use their
- instrumental expertise, eg in morning assembly, in class-

room music making sessions, and for the more advanced, the
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miscellany of concerts and social events which form part
of school life, Such targets seemed one of the main
ingredients in the nigh motivation sustaining these groups
in nearly all tne schceools visited.

t-tests revealed that the battery mean scores of child-
ren playing the recender were significantly superior at
the 1% level over all other children in the sample,
including some wno played the piano, violin, etc. The
figures given below theretore are not merely a comparison
ot scores of instrumentalists and non-instrumentalists -

7 - 8 year group t = 4.7

8 -9 n " t = 8.1

9 - 10" " t = 6.04
10 - 11 " " t = 5.65

7 - 11 " " t = 8.1

Figure 9 shows graphicazlly the superiority ot the

battery scores or the recorder-playing group.
Pianists

It would be expected that relatively tew ot the 7 - 8
age group would be learning an instrument with such a
complex technique as the piano, and this was proved so for
this sampie, where only 12 children were having piano
lessons, In the 8 - 9 group 46 children were learning to
play the piano, and for the 9 - 10 and 10 - 11 groups the
numbers were 36 and 21 respectively. With such a
limited sample it is obviously not possible to draw hard
and fast conclusions from the gradual drop in the three
upper age groups of children having piano lessons. But
one cannot help speculating on the number who abandon
their studies atter a relatively short period of tuition, and
what percentage of children continue their lessons into
the post-adolescence phase. | ‘

Significance figures were ditfticult to obtain with such

a small sample, but as most of the pianists were also in
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the recorder-playing category, pianists in the sample

share in the same superiority of mean scores over non-

plavers,

Choral experience and musical ability

All children in the sample had of course had the
experience of singing as part of class and school groups
in normal music lessons and in merning assembly. However
some of the children in the 9 - 11 age range had special
choral experience as members of their school choir, which
rehearsed towards a higher standard than at the class
group level; a minority were also members of church cheirs,

This additional musical experience seemed worth invest-
igating, and indeed the brief questionnaire on the tront
ot the test learlet included a request ror such intormat-
ion. Membership of such choirs was restricted almost
entirely to the older children in the sample with very
few children under the age of nine gaining the benetfit ozx
such extra experience. In fact the vast majority of
children with choral experience of this kind came within
the 10 - 11 year group of the sample.

Using t-test techniques 3 schools were selected to
examine if such experience resulted in significant super-
iority of test mean scores. For the purposes or
analysis the null torm of hypothesis was adopted.

Hypothesis 6. ©Special choral experience has no sign-
itficant etfect on the aspects of musical ability
measured by the test.

Significance figures for the three schools are laid out
in table 7. The rhythmic and harmonic aspects of musical
ability, as measured by this test, nowhere approach
significance at the 5% level, but for two of the schools

the melody mean scores of choir members show significant

"suferiority atr-the %% lewel, v msrerer wn hon 15

As good intonaztion and phrasing are a vital part of high

Seddhe  pews i e s e L T e e A G e e & e e —hba is wb b

!
i
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calibre unison singing, we might expect that meledic
development would be stimulated, and this is what findings
in this study reveal; however, for the other aspects of
musical ability measured there would appear to be little
corresponding 'training effect!.

When comparing these significance figures with those
for instrumentalists in the same sample, three points
emerge - (a) Both instrumental and choral experience give
rise to a superiority of mean scores in this test for the
melodic aspect of musical ability over those not having
such experience - in all cases at the 1% level of
significance. (b) This extra musical experience fails
to reveal any significant superiority in rhythm test mean
scores, (¢) Choral experience leads to no significant
superiority of harmony test mean scores, whereas instru-
mental experience emphatically does, either at the 1% or
at the 2% level,

Perhaps the reason for this strong contrast shown in
(c) lies in the fact that playing in parts is more effect-
ive in stimulating harmonic development than unison sing-
ing, no matter how high the vocal standards attained.

This increased harmonic awareness that comes from
playing in parts, this increased development of harmonic
concepts is not only a benefit for those children playing
the lower parts, but also for those playing the melodic
line as they learn to face intonation problems,

particularly in the small group situation.

Relijiability

Even though this test was kept deliberately short - 15
items for each of three subtests is guite long enough for
children aged seven - it was hoped that reliability

— e A ada e ia . —

_ coefficients would stand up under scrutinyy Since ,
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opportunities for re-testing were very restricted, the
technique used tor deternining reliability was the
Iiuder—i*{ichardsonv'L formula,

The scores of 16 classes in ten schools were analysed
by this method, yielding reliability coefficients ranging
Yrom 0.69 to 0.89, In view ot the limitation on test
length due {to the extreize yvouth ot the sample, these
tigures seem very satisfactory tor the purposes of the
test -~ the examination of the influence of cértain
variables, including instrumental experience, on trne
development of the chosen aspects o1 musical ability.

In the case of the one school where re-test was
possible, the correlation coetticient was 0.87. Table

8 shows the reliability coefficients for these 16 classes.

Validity

Once reliability of the test was cstablished, it secmed
important to examine its wvalidity in as many ways as
possible, particularly as it is a new test constructed
specifically for the purposes of this research. Was it a
valicd measure of certain aspects of musical ability?

Four criteria were applied -
(a) Comparison of test scores with established practical
musical examinations -

An experimental instrumental group which had been
meeting at the writer's home for some months was given the
Responsiveness Test shortly after taking a London College
ot Music practical musical examination. Coefficients

were obtained as follows - (N = 35)

L.C.M Preliminary Grade/Melody Test r = 0.68
wo " " /Rhythm Test r = 0.37
" n "  /Harmony Test r = 0.41
" " " ftest battery r = 0.71

1. Statistics in Psychology and ZEducation - H.E.Garrett -
1946 - pages 383/6
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TABLE 7. MUSIC RESPCONSIVENESS TEST

CHORAL IEXPERIENCE

COMPARISON OF MEAN SCORES OF CHOIR MEMBERS AND NON-MEMBERS.

SCHOOCL 1. 10 - 11 age group N =171

Melody scores t = 0,65 not significant
Rhythm scores t = 0,64 " "
Harmony scores t = 0,94 " "

SCHOOL 2. 10 - 11 age group N = 61

2,71 significant at the 1% level
1.92 not significant
1.83 " "

Melody scores t

Rhythm scores t

i

Harmony scroes t

i

SCHOOL 3. 10 -~ 11 age group N = 29

2,94 significant at the 1% level
O.71 not significant

Melody scores t

Rhythm scores t

Harmony scores t = 1.75 " "
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TABLE & MUSIC RESPONSIVENESS TEST

RELTABTILITY

TEST/RE-TEST

SCHOOL 1 N = 13 r = 0,87

KUDER-RICHARDS ON

SCHOOL 2 N = 59 r = 0.73
no3 54 0.69
" 4 50 0.79
" 5 21 0.89
" 6 42 0.76
" | i 61 0.69
" 8 71 0.80
" 9 33 0.7k
" 10 33 0.82
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This was encouraging = practical instrumental
pertformance of superior quality must rank as wvalid proof
of musical ability.

(b) Comparison of test scores with a sample whose
proved musical ability is high -

The ne¥t step was to find a group ot children whose
musical excellence was not in any doubt. As the test was
intended primarily ior children in the 7 -~ 11 age range,
it was decided not to use adult musicians as the criterion,
but to test very musically-able children instead, whose
high scores would turnish additional evidence of the
validity of the test.

One of the largest choir schools in the country was
chosen, and 38 cathedral choristers aged % -~ 13 were
tested. ‘

Choir 8-9 12-13%°
Melody mean score = 11,26 7,41 10,12

Rhytam " " = 11,26 7.07 10.06
Harmony " " = 13.11 7.05 11.18
Battery " " - = 35,63 21.53 31.30

These high mean scores were achieved in spite of the
fact that two young probationer choristers, just admitted
to the choir school, scored barely more than the average
for their ages. All these boys were competent instru-~
mentalists in addition to their vocal eicellence, and
some near-perfect scores were reported.

(c) Comparison of test scores with teachers' ratings -

Although teachers'! ratings form only a rough subjéctive
estimate of their pupils' musical ability, it seemed
another way of proving the t;st's validity. Four schools
cooperated in this, three teachers comtributing ABLC
ratings and a fourth ABCDE ratings bothyfor instrumental
and vocal ability. The analysis of this data, emploYing

chi-squared techniques for these discontinuous rankings,

l. Mean scores show the marked superiority of the choristers.
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is shown in table 9,

Findings show how closely test scores correspond to the
teachers' ratings of their pupils' musical ability, as
" revealed by their musical behaviour (singing and instru-
mentadt performance). Not only the total score tigures
but also those for the melody subtest reveal this close
association; chi-squared figures for rhythm, and to a
lesser degree harmony, do not correspond so closely.
This provides further proof of the validity of the test,
{d) Comparison of test scores with those obtained trom
a test battery already proved and established -

The final wvalidation procedure consisted in administ-
ering the Bentley Measures of Musical Abilities to a
school group which had already taken the Responsiveness
Test several months before. Using normal correlation

techniques, the resuits obtained were quite striking -

Bentley Tunes/Responsiveness Melody r = 0.81

Bentley Rhythm/ n Rhythm r = 0.53
Bentley Chords/ " Harmony r = 0.66
Bentley battery/ " battery r = 0,80

In view of the fact that these tests were designed for
such different purposes, one for general Probing of children's
abilitieé, and the other to test certain specific
ﬁypofhesﬁs, it is very gratifying to have this further
confirmation of the validity of the Music Responsiveness
Test. This is particularly heartening when one considers
the careful standardisation and reliability procedures
used by Dr, Bentley in finalising his Measures of Musical

Abilities.

Item Analysis

In constructing a test of musical ability, it is

important to check the relative discriminatory function of
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ROSTONSTVHNESS TioST

CHI-SQUARED COMPARISCN OF TEST SCORES WITH TERACHERS' RATINGS

SCHOOL. 1. 7-8 age group
Melody test chi-squared
Rhythm n "
Harmony " "
Battery " "

SCHOOL 2, 9-10 age group
Melody test chi-squared
Rhythm " "
Harmony " "
Battery " "

SCHOOL 3. 7-9 age group
Melody test chi~squared
Rhythm " "
Harmony " "
Battery " "

SCHOOL 4. 7-11 age group

(i) Instrumental ability

Melody test chi~squared
Rhythm " "
Harmony " "
Battery " "

N = 57 ABC ratings
24,48 significant 1% level
10.25 " 5% n
10,20 " 54
19‘04 ] 1% "

N = 56 ABC ratings

17.07 significant 1% level
4,70 not significant

14.73 significant 1% level
17.40 " 1% "

N = 67 ABC ratings
13.15 significant 2% level
4,93 not significant .

8,19 significant 10% level

= 10,57 " 5% n
N = 21 ABCDE ratings
ratings

e
-

(11i) Vocal ability ratings

Battery test

chi-squared=

18.17 significant 2% level
17.33 " 5 "
8.95 not significant
17.93 significant 2% level

18.89 significant 2% level
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each individual item., This will be attempted briefly as
a conclusion to a chapter which has concerned itself in
the main with analyéis techniques and the treatment of
data,

For a sample of 1003 children aged 6 -~ 11, the percentage
of errors for all 45 items in the 3 subtests was calculated.
This is shown in table 10, One or two items are worth
commenting on. It will be seen that item 1 in the Melody
Test is by far the easiest in the battery (8.2% error).

On the other hag@l item 9 in the same test is the most
difficult (88.1% error). These extremes of error were
not repeated in the data from the other two subtests.
The range was from 25.9% to 78.0% error for the Rhythm
Test, and from 38.2% to 67.7% error in the Harmony Test.

It has to be borne in mind that the average number of
alternatives per item in the Melody Test is 6 as opposed
to 3 for the Rhythm and Harmony Tests, but that the first
melody item is a 3-~note tune which makes analysis easier
for the testee, On the whole, increasing the number of
notes per item in the Melody Test increased the dlfflculty
of the testee's task.

Another way of examining an item's difficulty is by
probing how far change of instrument or pitch or of
complexity of musical setting affected the percentage
' error. Bach subtest was subdivided into three 5-item
sections, A change of instrumental stimulus was made
from section to section in each subtest to give variety
and maintain interest.

The first section‘oflthe Melody Test had items ranging
from 3 to 7 notes in length; these items wére played by a
descant recorder and there was an average percentage
error of 36.7 for this section, The second section,
range 4 - 8 notes, was played on the piano and contained

an average percentage error of 50.6, The final section,
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TABLE 10 MUSIC RESPONSIVENESS TEST

PERCENTAGE ERROR IN TEST ITEMS FOR AGE SAMPLE 6 -~ 11

(N = 1003)

ITEM MELODY TEST RHYTHM TEST HARMONY TEST
1 8.2 51.7 41,2
2 18,5 27.9 4y .8
3 28.6 25.9 46.1
4 75.7 46,0 38.2
5 52,7 Liy,o 46,2
6 13.9 33.2 47.5
7 29.8 78.0 58,7
8 70.0 64.0 45.9
9 88.1 67.3 67.7

10 51.2 56.4 k7,2

11 6k, 72,4 56.7

12 53.9 72.1 58.6

13 72,4 60.7 52.8

14 79.4 58.9 i b4

15 82.3 52.8 46,2
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5 - 9 notes, teatured the clarinet in its lower register
and average item error was 70,48, Here is an ascending
ofder of difficulty which would normally be associated
with increasing length of items.

The recorder items werekplayed at a pitch between one
and two octaves above middle C, the piano items from
middle C to an octave and a half above, whilst the pitch
of the clarinet items ranged trom the D below middle C
to the G above middle C, This variation in pitches
seemed to give the children no undue ditficulties, although
a small minority appeared to find the very lowest range of
the clarinet diff'icult to discriminate.

One generalisation emerges from this item analysis of
the Melody Test =~ sincebnearly all changed notes were in
the middle of tunes, they seemed most difficult to pick
out where the contour or shape of the tune was least
affected by the change.

The first section of the Rhythm Test was played on the
piano, after the tapped pattern, as an unaccompanied
melody. The average percentage item error for these
five items was 39.3. Section two, played by a variety of
recorders at different pitches, ranged from middle C to the
C three octaves above, Item 10 was played on a sopranino
recorder at this highest pitch, and seemed to present less
difficulty than many items in the normal treble voice
singing range.

Average percentage item error for the final section of
the Rhythm Test was 63.4. Here the rhythm pattern was
presented in piano harmony of widely varying texture and
at various pitches. Item 14, in low~pitched harmony,
presented no more difficulty than rhythm patterns closer
to the normal treble singing range., Item 15, where the
rhythm pattern occurred in the left hand part only, proved

the easiest of all items in this section.
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Error was greater where items presented alternatives
closer to the original; this appeared to be true regard-
less of timbre or pitch of the instrumental stimulus; it
also appeared to hold good regardless of the addition of
varied harmonic texture to the musical setting of the
rhythm pattern presentation.

For the three sections of the Harmony Test there were
average percentage item errors of 43,3, 53.4 and 51.7
respectively. The first section consisted of five
lightly-harmonised viano items, the second section was
played by a recorder trio, and the final five piano items
of the last section were of thicker, more complex
harwmonic étructure.

Item difficulty appeared to depend mainly on the
closeness of the alternative cadential progressions to
the original ending. WVhere there were strong discords
this helped the task of analysis by effectively reducing
the number of alternatives from which to select.

It was clear however that the less familiar combination
of descant, treble and tenor recorders in the middle
section caused some children considerable difficulty.
Interrupted cadences and slight variations on modal and
minor endings constituted the chief pitfalls, for
instance in item 9 (final phrase of Old King Cole)
plausible cadences were presented as alternatives to G
minor, and the tierce de Picardie and C minor were both
accepted by a large minority of the sample.

Thictkness and complexity of harmonic texture seemed less
important as factors giving rise to difficulty of analysis.
A second method of analysing item error is to see what
changes occur at different ages. This is demonstrated

in tables 11 to 13. It can be seen that Melody Test
items 6 (easy) 9, and 14 (difficult) were the least

discriminating between different age groups of the sample,



12k

whereas items 3, 5, 10 and 12 showed up a wide spread of
percentage error as between the various age groups.

‘ Rhythm Test ditems 7 (difficult} revealed very little
difference in percentage error between the wvarious age
groups composing the sample, whilst items 3, 5 and 6
were widely differentiated. The Harwony Test included
items with the szme wide spacing as regards difficulty,
eg items 2, 4, 10, 12 and 14, but there were no close
groupings here as in the other two subtests. Figures
10 to 12 jllustrate wvisually the degree of item

difficulty at the various ages tested.
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TABLE 11 MUSIC DESPCNSIVENESS TLIST

MELODY TIST

PEIRCENTAGE FRROR FCOR THE VARICUS AGY GRCUPS

ITEM 7 -8 Yrs, 8 - 9 Yrs, 9 - 10 Yrs, 10 - 11 Yrs,
1 11.4 7.0 3.8 0
2 16.3 17.6 11.8 5.5
3 37.9 26,7 15.6 11.0
b 777 74.3 66.7 73.0
5 58,7 48,1 39.8 31.9
6 13.6. 12.9 10,2 7.4
7 34.2 24,6 19.3 11.7
8 77.7 . 73.8 56.5 L7.8
9 90.2 88.8 84.5 85.3
10 65.7 7.1 39.8 28.8
11 76.1 57.8 53.8 47.8
12 "60.3 50.8 hh,1 36.1
13 64,7 71.1 72,5 66.3
14 78.3 75.9 80.7 74,2

15 87.5 85.0 73.7 72.4
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TABLE 12 MUSIC RESPCNSIVENESS TEST

RHYTHM TEST

PERCENTAGE FRROR FOR THFY VARIQOUS AGE GROUPS

ITEM 7 - 8 Yrs, 8 - 9 Yrs, 9 - 10 Yrs, 10 - 11 Yrs,
1 53.8 54,0 Ls,2 h2.3
2 375 %5.7 18.9 19.6
3 31.5 24,1 18.9 16,0
4 48,8 46,5 38.2 33.1
5 56,0 48.7 33.3 32.6
6 Li,6 26,2 19.9 22,7
7 76.1 7745 78¢5 77.9
8 64,1 63.7 62.9 57.7
9 65.8 66.8 61.3 71.8

10 60.3 56.7 59.1 40,5

11 76.1 74.3 66.1 644

12 75.0 68.1 72,0 71.8

13 59.8 59.3 67.7 60.1

14 | 56.5 62.0 60.2 57.7

15 65.2 by, n 43,0 ho,5
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TABLE 13 MUSIC RESPONSIVENESS TEZEST

HARMONY TEST

PERCENTAGE FRROR FOR TIIE VARICUS AGE GROUPS

ITEM 7 - 8 Yrs, 8 - 9 Yrs. 9 - 10 Yrs, 10 - 11 Yrs,
1 b5,7 44,9 24,7 23.3
2 51.1 49,7 29,0 23.3
3 49.5 - 52,9 30.1 28.8
it 45.1 40.6 28.5 19.0
5 51.1 51.9 37.1 30.1
6 53.3 48.1 32.8 36.2
7 64,1 62.6 55.9 51.5
8 52,7 48,1 41,4 31.9
9 72.3 71.1 64,0 h7.9

10 51.1 57.2 34.9 26,4

11 58.2 55.1 55.9 h7.2

12 62.5 67.4 41.9 36.8

13 52,7 51.9 50,0 40.5

14 51.1 42,8 34.h4 20.3

15 . 48.9 52.4 37.6 33.2
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CHAPTER 5

MUSIC DISCRIMINATION TEST

The work done with the Music Responsiveness Test led the
writer to a growing realisation of the importance of
examining also- aesthetic aspects of musical ability. The
ability to discriminate between stylistically correct and
interior versions of a piece of music forms an essential
part of musical appreciation, and a new test on these
lines was considered.

Whilst the Music Responsiveness Test had been examining
a certain type of analytical and discriminatory ability, the
various aspects of musical ability under review - melody,
rhythm and harmony - had been separated out into three
subtests; this had resulted in the traditional battery of
tests in which eéch individual test had its own specitfic,
analytical tunction as a way o1 probing one particular
aspect of musical ability. The writer had, in éonstruct—
ing his Responsiveness Test, been following the precedent
set by most of the earlier test constructors, such as
lSeasnore, Kwalwasser and Wing, who had familiarised us
with the idea of a battéry of tests to determine musical
aptitude as comprehensively as possible.

Recent test constructors, 2Gordon, Colwell and Bentley,
have also adopted this battery design. The concept seems
to have stemmed from Carl Seashore's early pieneering work
at the beginning of this century, and from his stress on
the division of musical capacity into a number of sharply

defined talents which are unrelated.,

1 and 2 ~ See Chapter Two

131
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However, the more the present study proceeded, the more
was the writer drawn to the conclusion that musical
ability was a unitary, albeit complex, functioning of the
human organism which therefore ought to be analysed trom
its usual, more or less complex musical setting. It
seemed logical that if a musical setting were to be employ-
ed, we were working in a situation different trom that
described by Bentley (as measuring);

l'... such abilities as are measured must be basic and

elemental.’

Discrimination and Musical Taste

The possibility of constructing one complex test in an
authentic musical setting was explored. The intention
was to examine, if possible, the ability of children to
discriminate between a short piece of music (the stylist-
ically correct version) and versions into which errors of
pitch, melody, rhythwm and harmony had been introduced.
Thus in one complex test, various ways of analysing the
frequency of certain errors could be attempted, and the
resultant data related to hypotheses concerned with age,
sex, intelligence and musical experience.

Moreover, were such a test practicable, it could also
yvield valuable evidence about aesthetic aspects ot the
musical ability of children. Kwalwasser, Wing and
Gordon. included in their batteries a series ot tests which
examined children's musical tasteé, but none of these
seemed suitable for using in the present study. Apart
from the question of length, these aesthetic tests
required subjective answers and the present writer was
concerned to devise an objecfive type ot test,

Another possible approach was that used by Kate Hevner
in the 20regon Music Discrimination Tests which employed

1. Musical Ability in Children - A Bentley - 1966 -  Page 20
2., Oregon Music Dsicrimination Tests -~ K.Hevner - 1930
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musical material by accepted composers. The original
1930 edition presented tour versions of a piece of music,
one ot which was the authentic music and the others
distorted versions in which the rhythm, narmony or melody
had been mutilated. Tne form in which this was presented
proved too difficult for general use, and a moditied
verson was brought out in 1935 in which the authentic
version ot the piece ot music was compared directly with
one distoxrted version only. After stating which of the
two versions he preferred, the testee was recuired to say
which element, melody, rhythm or harmony had been distorted’
in the alternative wversion.

Here was a test, then, designed for older students, but
containing many ideas relevant to the aims of the present
study. Hevner's tests are really measures of musical

appreciation, as discrimination necessarily ranks as a

vital element in the development of musical taste, Shuter
(1968) describes the Cregon Tests as -
1

'.e. tests of taste and appreciation, as dist-inguished
from ear acuity tests. However ability to perceive the
differences between the accepted and distorted versions is
obviously required.'

Shuter also reports on a variety of tests being developed
in America ih more recent years which involve discrimination
and appreciation. Some aspects of ﬁests being developed
by 2Mueller (1956), Kyme (1956) and Hoffren (1964) appear
to be on similar lines to the Oregon Tests, but again they

are designed for and carried out witin older students.,

ThHe Rationale Behind the Writer's Test Construction

Several points seemed to the writer to be essential to

this type of testing :

1. The Bsychology of Musical Ability - 1968 - R.P.G.Shur

Page 33 X
2. - do - pages 40O/42
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(a2) The test must be in a musical setting.
(b) There muét be an original version - the authentic
version so that this should be an objective test, not
merely subjective,
(c) A choice of versions must be presented following the
original version.
(d) A re~tape of the original version must be included,
placed ét random amongst the other alternatives, in order
that the 'correct' version should be identical with the
original presentation.
(e) The other versions must contain errors of one kind
only.
(f) A reasonably wide wvariety of alternatives must be
given.
(g) The total number of items should be sufficient to
ensure the reliability of the test as an efficient
measuring instrument,
(h) 20 to 25 minutes seemed the maximum permissible
duration tor a test of this nature. _
If the test being constructed was to abide by the above
conditions, either the individual items must be very
short, or there must be a comparatively small number of
items, The final four tests of the Wing battery, the
ones dealing with musical taste, required the testee to
choose which of two alternatives he considered to be the
better versionas This was a subjective judgment, even
though the better version had the authority of a panel
of experts.
It is possible to argue along with lFarnsworth (1958)
that tastes may dhange from generation to generation, and
that what is considered bad taste and unacceptable to one

generation may be accepted as good by another generation.

’l. Social Psychology of Music - P,R.Farnsworth - 1958 -~
pages 56 and 142
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Indeed, the history of music is full of such instances.
The same criticism may also be levelled against those
sections of Gordon's battery which are concerned with
musical taste.

Partly for this reason, and partly as a result of
advice from lDr. Wing in a private communication to the
ettect that the final four tests ot his battery should be
omitted when testing the young children comprising the
writer's sample, it was decided'to develop a dit'ferent,
more objective approach tor the purposes ot this study.

A second ditticulty occured as a consequence of the need
for brevity. There must be short extracts as test items
and these must be strictly Limited in number to ensure
that young children should be able to complete their task
at the flood of their interest, without loss ot
motivation or understanding.

There have been precedents tor using one's own compos-
itions. 2Gordon, amongst others, had composed his own
test items.. The advantage of this method lies in the
complete freedom of the test constructor to mutilate or
distort to his heart's content, Another advantage
conferred is that ail items will be equally unfamiliar

to the testee.

Test Construction

Following this chain of reasoning, the decision was
made to employ only the writer's own short musical compos-
itions, suitably adapted or arranged instrumentally to
suit the pre-determined age sample of children. Twelve
items, plus a preliminary practice item, were considered
sufficient to give adequate reliability. Four alternat-

ive versions were to follow the initial presentation ot

1. Letter trom Dr. Wing 27.12.1963
2, See Chapter 2
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the stylistically correct version. By this means, provided
that the extract was not too long, even children ot seven
years ol age would be able to remember weil enough to
discriminate in accordance with their ability to perform
this kind of musical analysis.

As a consequence of trying out wvarious pilot testings on
small groups of children, a system of scoring was adonted
which eased the task of remembering. On the test leaflet,
opposite each item number, were printed the letters A, B,

C and D, each letter representing one of the alternative
versions. The instructions given were to cross out the
letter if the testee was sure that version was incorrect,
to put a ring round a letter if he was sure that the
version was the same as the original, and to leave the
letter unmarked it in doubt.

By this method, the tcstee had to make an objective
decision for each version in turn. The system was success-—
ful even with the youngest children in the sample. Even
though mistakes were made, no undue strain or distress
resulted. In.a sample of over 1000 children tested, there
were no cases of emotional upset, and practically none of
misunderstanding.

Suitable variation in the combinations ot instruments
employed from one item to the next was considered an import-
ant ingredient in test procedure., Instrumentation was as
follows ¢
Practice Ttem T}eble recorder, piano and drum

Item 1 Treble, tenor and bass recorders

" Churcn organ

" Tenor recorder and guitar

" Piano

" Descant, treble, tenor and bass recorders

" . Clarinet, piano and drum

N O BEwoNn

" Descant, treble and tenor recorders withn

cymbal
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Item 8 Bassoon and piano
" 9 Churcn organ
" 10 Piano
L Cirarinet and recorder trio
o112 Treble recorder, piano and tambourine

As can be seen from the foregoing list, considerable
care was taken over order of presentation of items and
alternation of tone colours and timbres. In the pieces
themselves the attempt was made to give variety of pitch
and tempo. The other variables lay in the order and

extent of errors in the four alternative versions.

Test Procedure

The entire test was taped, except for the instructions
which were given 'live', Playing time was Jjust over 20
minutes; there were questions on the front of the test
leaflet to elicit the name, age, sex and brief details of
the instrumental and choral experience of the testee.

The system by which children marked in their decisions
on the test leaflet has already been described. Two
marks were given where the circle was piaced round the
correct version; and one mark was awarded for each defect-
ive version crossed out, giving a maximum score of five
marks per item and of 60 marks for the entire test. The
children were told not to guess, as wrong crossing out
could lose marks. This warning was not always effective.
There were children in every age group who took a chance
and circled and crossed every item from some kind of
gambling dinstinct. But in most cases, children taking
the test were discriminating effectively. Even where a
minority of children lost marks in this way, they showed
a satisfactory ability to discriminate with understanding
in a goed propqrtion of the itewms.

The practice item was made wvery easy. Gross errors

were introduced into the defective wversions =@nnd Jiis
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and this certainly helped to ensure understanding of the
task, and built up confidence before the test proper
started. The writer made a practice of using the
blackboard to illustrate this practice item, and cont-
inued this wvisual support through the test by writing upn
item numbers and letters as the test proceded, thus
ensuring that no child lost his place.

The pace of the test was not so great that the younger
children were forced to hurry over decision making. In
fact, a class of 6 - 7 year olds took the test in their
stride, although obviously getting lower scores than the
children who constituted the main sample.

There was no strict ascending order of itewm difficulty.
The whole testing procedure proved an enjoyable experience
for children and writer alike, and some subdued merriment

ensued on the occasion of the grosser errors.

Errors of melody and w»nitch

In the melodically-distorted wversion of the practice
item, the leading note was consistently flattened to weak~
en the tonality of the recorder melody. In addition, two
accented notes and one unaccented note were omitted to
further weaken its shape,

Item 1 featured the treble recorder again as the solo
melodic instrument, this time with tenor and bass record-
ers as accompaniment. The melodically-distorted version
(a) changed the passing and auxiliary notes and (b)
reversed the order of notes where the melodic progression
was based on the notes of é chord - this latter modif-
ication on three occasions only. The melodic and
harmonic foundations were little affected though many
details in the melodic line were thus changed.

The second- item was arranged for church organ, and the
D mindr tonality of the melodically-defective version was

weakened by omitting to sharpen the leading note on three
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occasions, The final note of the right hand melody was
changed from D to F without affecting the correctness of
the cadential harmony.

In item 3 the tenor recorder melody line was tlattened

about . .
a quarter of a tone. The fourth item, the piano solo,
was presented with the melodic line in the bass. Two

methods otf weakening the melodic line were again employ-
ed (a) diatonic notes were substituted for the original
chromatic progression at unaccented points and (b) in
some of the ruhning gquaver passages the contours were
smoothed out by raising or dropping the 3-note groups

by a third.

The high descant line in the fifth item for recorder
quartet was tlattened by nearly a quarter ot a tone. In
item 6 the clarinet was also tlattened drastically. This
had the eftect of causing the clarinet to cease 'speaking'
for a very short interval in the melodically-distorted
version when recording this item on tape. It was
decided to retain this version, even though it was quite
obvious to nearly all the children tested that it was
incorrect, on the grounds that at this stage, in the
middle ot the test, a little quiet humour would not come
amiss. Although this could hardly be classed as a good
version as regards discrimination, the writer's aim
succeeded, and the knowledge of one certain mark eased
any slight tension that might be generated in the test
situation.

The eight-bar phrase which constituted item 7 was the
snortest in the whole test. In the melodically-altered
version the solo descant recorder line was flattened about a
fifth of a tone., Ttem 8 featured the bassoon as the
solo instrument. In the melodically-distorted version,
the contour of the melody was changed slightly, usually

at unaccented points; however towards the end F was
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substituted for high A at the accented climax.

The ninth item, a canonic study for church organ was
also weakened melodically in two ways, (a) by altering
the contours of the right nand 1ine to bring the canon
into unison instead ot being at the interval of one third
and (b) by introducing accidentals into the rinal phrase
to weaken tne cadential resolution in C major.

Item 10 in the key of B flat major, arranged for piano,
contained a flowing, chromatically-progressing melody in
the right hand. In the melodically-mutilated version a
whole bar of melody was raised one third, and the original
melody placed in a lower part to maintain the harmonic
structure of the piece intact. Also F, the fifth, was
substituted for D as the final note.

The next to the last item contrasted the tiwmbre ot the
clarinet in its lower register with the lighter texture
ot treble, tenor and bass recorders which formed a three-
part harmony. In the defective version, the clarinet's
melodic Lline was flattenegﬁggg quarter of a tone.

For the final item, the melodic line was weakened in
three ways: (a) the three-quaver grouping in this piece
of music in six-eight time was modified to crotchet-
guaver grouping, by omitting an unessential note, (b)
the long two-bar trill was omitteq, and the note C held
steady, (c) the last four notes were raised a third to
give a final note on A in the key of F major.

Examples of stylistically correct and melodically
distorted versions for the practice item and items 1, 8,

10 and 12 are shown on pages 141 and 142,

Rhvthmic Errors

In its rhythmically-~distorted versions, the practice
item was varied by the use ot accelerando and rallentando,
with the eftect of placing the recorder melody sometimes

ahead of the piano accompaniment, and sometimes slightly
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behind it. This was made particularly obvious at tne
end of the extract, where the recorder tinisnhed halt a
beat ahead ot the piano and drum. In item 1 the dotted
stress of the six-eight time quaver groums was changed
throughout for all instrunents. In the second item, the
steady left hand beat which constituted the quadruple
time rhythmic accompaniment to the right hand melody was
changed to alternately dotted and syncopated beat. In
item 3 the guitar maintained a steads tempo, whilst the
tenor recorder melodic line pursued an irregular rhythmic
course, in which accelerando sometimes took it ahead of
its accompaniment and rallentando sometimes left it half
a beat behind.

TItem 4 is changed rhythmically by dotting the smooth
quaver groups in the left hand melody. In the tifth item
the rhythm is modified by changing from compound duple to
simple duple time, destroying the triple quaver etfect.

In item 6 the three~four time rhythm is changed by
introducing the left hand pedal part of the piano on the
second beaf instead of the tirst, and also by altering the
syncopation ot the arpeggio pattern of the right hand part
in every bar.

The rhythmically-defective version of item 7 is in
quadruple time as opposed to the triple time of the
original version. The bassoon line of item 8 is rhyth-
mically altered by changing the smooth triple rhythm into
a dotted pattern, and also be inxtroducing syncopation to
anticipate two of the cadences. Accelerando and
rallentando drastically modify the canonic effect of the
organ entries in item 9.

Item 10 introduces a quadruple beat into the penultimate
bar of a six-eight time piano item. The eleventh item
changes the straightforward crotchet pattern to a dotted
rhythm, Finally,vthe last test item makes use of

accelerando and rallentando to dislocate the progression of
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the melodic line, whilst the piano and tambourine
accompaniment maintain a steady tempo.

Examples of stylistically correct and rhythmically
distorted versions for items 2 and 7 are shown on pages

145 and 146,

Harmonic Errors

The practice ‘item was varied harmonically by raising
the left hand part of the piano accompaniment one tone so
that the bass of the piece is effectively in the key of D
whilst the rest is firmly in C major.

The same device is employed in item 1 where the two
upper recorder parts are unaltered and the bass part is
changed by raising every note one full tone. In item 2
for organ, the whole pedal part is lowered one semitone.
Item 3 is distorted harmonically by the guitar maintain-
ing an ostinate in G major below the original melodic
part. In the fourth item, for piano, the harmony of the
right hand chords is changed. All the flats in this C
minor piece are 'naturalised?!.

The fifth item relies for its harmonic distortion on
the three lower parts of the recorder quartet omitting
several of the essential accidentals; on the final chord,
the third is sharpened to change the cadential tonality.

The left-hand part of the accompaniment to item 6 is
lowered one tone in the harmonically defective wversion.,
Item 7 presents an ostinato chordal effect in the two
lower parts below the descant recorder melody. The
harmony of the arpeggio chords of the accompaniment in
item 8 is completely changed in the defective version. In
the ninth item accidentals have been inserted in the left
hand and pedal parts of this arrangement for organ to
distort all chordal effects.

For .piano item 10 the tonic B flat bass is everywhere

changed to B natural, including the final cadence,
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altering the whole harmonic structure of the piece. In
item 11 the bass part is actually omitted in the harmon-
ically distorted version. The twelfth item is harmon-
incally altered in two ways, (a) by inserting accidentals
in the bass part on alternate bars and (b) in the last
cadence the lowest note of the bass downward run is
altered from F to G, weakening the final chord.

Exampleé of stylistically correct and harmonically
distorted versions for items 3 and 6 are shown on pages
148 and 149,

All these defective versions were tried out on pilot
sample groups of children. Apart from the melodic error
in item 6 none were so obvious to the children tested that
the majority found it simple to detect the mistakes, It
will be seen that the children are not asked to specify
the type of error, or to indicate exactly where mistakes
occur. A Gestalt-type response is required of them in
most cases - a conviction that an item is defective without
having to worry just why or how.

As a result of constructing the test in this way, it has
been found possible to test out a group of hypotheses, and
the statistical analysis of data will be described in the
. next chapter, Over 1000 children in the 7 - 11 age range
have been tested, with the addition of 31 children‘aged 6 -~
7 yvears, and 48 children aged 11 - 13 years,

Finally for the purposes of validating the test, 38 boys
in a cathedral choir school were tested, and also a group
of 27 college of education students aged 19 so that trends
could be followed through from childhood to adulthood.

' Thirteen primary and junior schools and one secondary
school cooperated in this testing programme, giving a total
of 38 classes tested. This cross-section included a
variety of socio-economic backgrounds, from affluent urban

to 'down-town' catchment areas, not forgetfing some remote
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rural backgrounds,

All classes except one contained a number of instru-
mentalists, Once more the majority of these were
recorder players who had group lessons in school, Again
members of school and church choirs were drawn mainly
from the 10 - 11 years group. No less than 471 children
t'rom this'sample (nearly a half) were learning to play a
musical instrument, and 178 children were members of
church or school choirs,

In order that statistical treatment could be applied,

the selected hypotheses were stated in their null form:

1. There is no signiticant increase in Music Discrimin-
ation Test mean scores through the age groups in the
sample.-

2. There is no significant difference between the scores
of boys and girls in the age range under review.

3. There is no significant association between intell-
igence quotients and the scores obtained by the chosen
age range.,

k., Instrumental experience has no significant effect on
those aspects of musical ability measured by the Music
Discrimination Test,.

5. Choral experience has no significant effect on those
aspects of musical ability measured by the Music Discrim-

ination Test,



CHAPTER 6

STATISTICAL ANALYSTS OF MUSIC DISCRIMINATICN TEST DATA

This chapter is concerned with the testing of hypotheses
which form a central part ot the research design. These
are to do with (a) age, (b) sex, (c) association with
verbal ability, (d) the intluence of instrumental exper-
ience and (e) the influence of choral experience. There
will also be sections dealing with test reliability and
methods of test validation, and finally there will be
sections dealing with item analysis and version analysis
in view of the tact that this is a new test, designed
specifically for the purpose of examining the troregoing
group of hypotheses,

The t-test will be employed to check significance when
we are dealing with continuous data, and chi~-squared will
also be used to examine the significance of association of
test scores with rankings or classifications. Figure 13
reveals a regular distribution of scores over the whole
sample which gives a normal curve. So, in addition to
small sample techniques otf analysis, product;moment
correlation coetficients can also be calcuiated. Mean
scores and standard deviations for a variety of ciass-
ifications will also be shown,

Comparison of Age Groups

Approximétely equal numbers of children from each age
group from 7 - 8 years to 10 - 11 years were tested; this
enabled comparisons to be made of mean scores both at the
one~year and at the two~year interwval,

Hypothesis 1, There is no significant.differehce in
Music Discrimination Test wmean scores through the age

groups in the sample,

151
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This hypothesis was conclusively disproved both at the
two-year and at the one-year interval. Table 14 displays
the ftigures tor the four age groups. Mean scores show a
significant increase at the 1% level for all intervals
except that between the 9 - 10 and 10 - 11 year age
groups where the increase is significant only at the 10%
level, The t-~test figures are very high where comparison
is made at the 2-year interval,

Another way of comparing year mean scores is to separate
out scores ror each ot the four alternative versions for
the test, and to compare ezch of these version mean scores
at the four age levels in the sample. The total of each
year group's mean score was calculated as a percentage of
the total ot the whole sample's scores for each of the
four versions stylistically correct, melodically-distorted,
rhythmically-distorted and harmonically distorted. The
comparison of these percentages at all four age levels is
shown in figure 14,

Examination of this graph shows the greater discrimin-
atory ability of the older groups in the sample when trying
to identify the correct version as compared with the
younger age groups; the steeper slope ot the correct
version curve shows this quite clearly. Compare this
with the flatter growth gradients of the distorted versions
as we progress through tne age groups. Some of the gross-
er errors in the distorted versions were easy for tne
younger cnitldren to detect, and correct scoring on the
distorted versions constitutesa higher proportion of the
younger chiildren's score, whereas scoring in the correct
version forms a higher propoftion of the scores of the
older age groups. '

The only unusual factor im this graph is the sudden
levelling off of mean scores when we come to the 10 - 11

year level. bne explanation is of course that the
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TABLE 14 MUSIC DISCRIMINATICN TEST

MEAN SCORYS FOR THE FOUR VIRSTICONS

AGE GROUP N MELODIC RHYTHMIC HARMONIC CORRECT
8 -9 272 8.95 8,82 8,28 4,43
9 - 10 260 9,60 9,72 8.76 5.35
t-test COMPARISON OF AGE GROUPS

One Year Interval

Age groups 7 - 8 and 8 - 9 years

Mean Scores 25.80 and 28.35 respectively

t = 3.271 d.f. = 525 Difference is significant at
1% level

Age groups 8 - 9 and 9 - 10 years
Mean Scores 28,35 and 32.45 respectively
t = 5.912 d.f. = 529 Difference is significant at

1% level

Age groups 9 - 10 and 10 - 11 years
Mean Scores 32,45 and 33.75 respectively
t = 1.824 d.f. = 533 Significant at 10% level only

Two Year Inteérval

Age groups 7 - 8 and 9 - 10 yeéars

Mean Scores 25,80 and 32.45 respectively

t = 9.53 d.f., = 512 Significant at 1% level - highly
significant .

Age groups. 8 -~ 9 and 10 - 11 years

Mean Scores 28.35 and 33.75 respectively

t = 7.626 d.f. = 546 Significant at 1% level - highly

significant.
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cross-section of classes in this 10 - 11 year group was
not so representative of the total pownulation of \
children of this aze as were the test samples for the
younger age g£roups. Another explanation could be that
the test ceases to be so discriminating when we arrive at
this age level. Yet a third explanation is that this
ability begins to develop more slowly around this age.
Yet, when a sample oi 48 children aged 11 - 13 years
was tested, their mean score, 36.08, was significantly
above the 10 - 11 year level, and this trend is
continued when we inspect the mean score of a group of 1Y
yvear old college of education students (N = 27). This
was 38.44, significantly above the mean score of the
secondary school sample, although of course the age gap
here was 6 years, and the sample numbers relatively small,
Some attempt will be made under tne sections devoted to
iteﬁ and version analysis to compare scores for the kMusic
Responsiveness and Music Discrimination Tests, even
though the overlap between the sample populations tftor
each test is very slight. One continuing trend will be
noted nere, as it concerns comparison of age groups.
There is the same large gap between the two lower age
groups' mean scores and those of the two upper age groups.
This is clear ftrom figure 14 but is particularly well

portrayed in figure 15,

Comparison of Mean Scores of Boys and Girls

In view of the interesting though inconsistent findings
from chapter four.concerning the scores of boys and girls
in the Music Responsiveness Test, there was much speculat-
ion in the writer's mind as to the outcome of the present
analysis directed towsrds examining the respective abilit-
ies of boys and girls to cope with the Music Discrimination
Test where a more complex type of discrimination is

required. Again a null hypothesis is being examined.
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Hypothesis 2, There is no signitricant Jdirterence
between the MNusic DNiscrimination Test mean scores of boys
ant girls in the age range under review,

This hypothesis was examined first of all by couparing
the wnole sample population of boys (N = 515) with that
of girls (XN = 550)., The t-=test was emploved to gauge
the significance of any sex difference in the wmean scores
of these two large samples of 7 - 11 year olds, Their
mean scores were 30.30 and 29,97 resnectively.

This tiny superiority of 0.33 in favour of boys is, of
- course, not statistically significant, but it does
represent an intriguing contrast to the tendency in the
Music Responsiveness Test for girls to do rather better
than boys, in some cases signiticantly better. This leads
on to another question ot how far the Music Discrimination
Test is measuring different aspects of musical ability.
Shuterl reports her own and Wing's research into this
question of sex ditfterences. Brietly this postulates
that although boys do equally well with girls in ear
acuity tests, girls tend to be more introverted and there-
tore make better listeners, and this is reflected in their
slightly better scores where aspects of appreciation are
being measured.

The present sfudy has led to different findings, where
the Responsiveness Test, which has a less complex construct-
ion, shows superior scores for the girls in the sample,
whereas the Discrimination Test} designed deliberately to
be more complex musically, shows roughly equal scores for
girls and boys. It appears from this that boys fare at
bleast as well as girls when a more complex musical task is
presented, and in this case, one where aspects of musical

appreciation are being measured.,

1. The Psychology of Musical Ability - Rosamund Shuter -
Butler and Tanner 1968. p.9i
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The standard deviations for these big samples of boys
and girls are 8,72 and 8.73 respectively - an aprroxim-
ately equal scatter of scores on either side of closely
corresponding nean scores,

A second method of examining hypothesis 2 consisted of

looking at the mean scores of boys and girls for each age

group in turn. The findings are laid out below:

AGE GROUPS BOYS GIRLS

7 - 8 N = 133 M = 26.01 N = 12.3 M = 25.62
8 - 9 . 112 28.78 160 27.90
9 -~ 10 140 32.65 120 32,27
10 - 11 130 33.45 1Ly 34,03

Two important points arise from inspecting the above
table of sex and age group mean scores; (a) there are no
significant differences between boys' and girls' mean
scores in any age group and (b) the same characteristic
sharp rise is again evident between the mean scores of the
8 -9 and 9 ~ 10 age groups for both boys and girls. One
further point emerges ~ this levelling-off effect at the
top age group point appears to be more pronounced for the
boys' sample and this point is effectively illustrated in
figure 16.

It is dinteresting and perhaps a little surprising that
in a purposely-complex test such as this, in a fully-
musical setting,'the same kind of sex findings are reported
as in ear acuity tests of the Seashore and Bentley type,
whereas in the far less complex Responsiveness battery,
closer to the Bentley battery, girls' mean scores tend to

be superior at, or near, a level of significance.

Comparison of Discrimination Test Scores with Verbal

Quotients

Hypothesis 3. There is no significant association

_between intelligence quotients and the Music Discrimination
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Test scores obtained by‘the chosen age range.

As the sub-heading indicates, for the phrase ‘'intell-
igence quotients' comparison was actually made with
verbal reasoning and reading age quotients. This does not
alter the purpose of this section which concerns itself
with comparing these music scores with scores in another
ability, to see how significant is any overlap between
the two chosen abilities as shown by children's perform-
ances in the tests selected,

Four schools cooperated in the testing of this hypoth-
esis, As has been mentioned, a wide interpretatiocn has
been put on the term 'intelligence quotients' to cover
lMoray HHouse Verbal Reasoning quotients, 2Maddox,Verbal
Reasoning quotients and the 3Burt Revised Reading Test.

A class of 7 - 8 year olds who had taken the Burt
Revised Reading Test a few weeks earlier was given the
Music Discrimination Test., This class (N = 29) was not
'streamed' by ability and hence contained a very wide
ability range. Reading ages ranged from one child with
a reading age of over 10 down to one educationally
subnormal child with a reading age of 4 years. The
correlation coefficient (0.61) revealed moderate correl-
ation between the children's Discrimination Test scores
and their reading ages.

In another school, a class of 9 - 10 year olds was
given the Music Discrimination Test a few months after
taking the Maddox Verbal Reasoning Test. A moderately
low correlation coefficient (0.46) was obtained.

Three classes (N = 95) aged 10 ~ 11 years took the
Music Discrimination Test with}g few days of taking a

1. Mora& House Univ. of Edinburgh Godfrey Thompson

2, Verbal Reasoning H.Maddox 9%-10% Oliver & Boyd 1960
3. Mental and Scholastic Tests C,Burt London
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Moray House Verbal Reaéoning Test as part of their
Secondary School selection procedure. Product-moment
correlation gave a coefficient of 0,47, again a moderately
lLow correlation between the two sets of scores.

In another school a class of 9 ~ 10 year old children
(N = 33) were given the Music Discrimination Test a few

weeks after taking a Moray House Verbal Reasoning Test. On

this occasion the correlation coefficient was 0.42, again

moderately low.

Hypobthesis 3 Verbal Reasoning/Discrimination Test

Age Group
7 - 8 Burt Reading Age/Tiscrimination Test Score

N =29 r = 0.61 significant at 1% level

9 -~ 10 Maddox V.R.Score/Discrimination Test Score

N =22 r = 0,46 significant at 2% level

10 - 11 Moray House V.R.Quotient/Discrimination Test Score

N =95 1 = 0.47 significant at 1% level

9 - 10 Moray House V.R.Quotient/Discrimination Test Score

N =33 r = 0.42 significant at 1% level

There is a certain consistency about these correlation
coefticients, and they closely resemble those between
verbal reasoning quotients and the variousisubtests ot the
Music Responsiveness Test battery where there is compar-
ability. Correlation coefficients between the reading ages
and Music Discrimination Test scores of the young age group
is somewhat higher, However, whether Burt's Reading Test
measures the same complex verbal ability as the well-
standardised Moray House Tests is probably open to
question,

So hére we have a situation where rather higher
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correlations are found than has been reported by other
test constructors when they were comparing the test

scores of their batteries with intelligence quotients.

The findings tor the Discrimination Test contirm those for
the Responsiveness Test, so perhaps it is the fact that
testees are performing a task within a more musical
setting that results in the closer relationship to verbal
reasoning that is a consequence or these higher, though
still moderately low correlations.

Comparison of Mean Discrimination Test Scores
of Instrumentalists and Non-plavers

Hypdthesis 4, Instrumental Experience has no signific-
ant etrfect on those aspects of musical ability measured by
the Music Discrimination Test,

This hypothesis was tested directly, first of all, by
comparing the mean scores of all children receiving
instrumental tuition with the mean scores ot non-players
for the whole 7 - 11 year sample. The results of the t-

test are shown below:

Instrumentalists N = 471 Mean Score = 31.20 8.D. = 8.89
Non-players 594 29,32 8.49

t = 3.52 d.f. = 1063 This difference in means is
significant at the 1% level - in fact it is a highly
significant difference in statistical terms. Figure 17
shows how the gap between instrumentaiists and non-
players steadily widens-through the age groups of the
sample.

Another way of examining the differences between
Discrimination Test scores of instrumentalists and non-
instrumentalists was to apply t-test analysis to their
scores for each of the 4 alternative versions in turn,

A group of 86 children aged 9 -~ 11 years from 3 classes in
fwo schools Qas chosen., There were approximately equal

numbers of eacn of the two categories, instrumentalists
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and non-instrumentalists. The/%igures are given below :

Melodically distorted version t = 1.45 not significant
Rhythmically " " t = 1,23 " n
Harmondically " " t = 0,80 © "
Stylistically correct version +t = 2.53 significant at

= 2% level

I'or all versions the instrumentalists' mean scores were
superior to those of non-instrumentalists. Tnis suner~—
iority was at a significant level in the case of the correct
version scores.

The next stare in examining hypotnesis 4 was to compare
several categories of instrumentalist with the non-
players in turn. Since the most numerous class of
instrumentalist was that of recorder players, this class
was considered tirst (a) as recorder players as a whole,
and (b) by looking only at those cnildren who had grad-
uated from the smaller descant size to the larger treble,
tenor and bass recorders, and who spent a large part of
their instrumental experience playing harmony parts which
necessitated careful listening to the melody line above to
obtain good intonation and rhythmic stress.

Since age and length of instruction has some bearing on
mean scores, it was decided to examine each year group in

turn.

Recorder Plavers

Table 15 demonstrafes the changes in signiticance levels
ot the ditterence in means -between recorder players and
‘non-players through the age groups in the sample, Much of
the .testing was done quite early in the school year when
recorder lessons in some 7 - 8 year classes had only been
under way for a matter of weeks. In view of this it is
hardly surprising that the superiority of test scores of the
7 - 8 year ola recorder players only just approaches the 10%

level of significance. However, each succeeding year
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t-test

SIGNIFICANCYE, OF DIFFIDENCE TN MBANS BETWIEZN RITCCRDER

PLAYERS AND NON—INSTRUMﬁTTALISTS 10-11 YEAR GRCUP

Recorder playvers
Non-instrumentalists
t = 3.1 d.f. = 247

Recorder players
Non-instrumentalists
t = 2.72 dofo =, 251

Pecorder players
Non-instrumentalists
t = 2,404 4., = 258

Recorder players
Non-instrumentalists
t = 1.60 d.f. = 242

N = 84 iean score = 35,85
N = 165 " " 32,10

Significant at the 1% level

9-10 YXAR GROUP

N 105 Xean score = 34,07
N = 148 n n 31.36
Significant at the 1% level

1

8~-9 YZAR GROUP

s

N = 89 Mean score = 29,96
N = 171 n fn 27.39
Significant at the 2% level

7-8 YEAR GROUP

N = 132 Mean Score = 26,74
N = 112 " " 25.11
Not quite significant at the

10% level
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increases this superiority of wmean scores.

This type of instrumental experience appears toexcrcise
a cumulatively favourable effect on children's ability to
perform tasks of musical analysis of the EKind tested in the
Music Discrimination Test. The smaller proportion of
recorder plavers in the older groups within the sample is
not due to lapsing and giving up lessons; it indicates
rather the imuense upsurge of interest in recorder playing
in many Dorset schools, and particularly in consort

playing in parts, the 7-8 group being the first to benefit.

Treble, Tenor and Bass Recorder FPlavers

The mean scores of this category of players are shown in
table 16 where they are compared with the mean scores of
other categories of instrumentalist, and also with the
mean scores of non-instrumentalists, As might be expected,
the mean scores of this category for every age group,
including the youngest, are higher than the mean scores of
.those children who play descant recorder only. Perhaps
this represents the beneficial influence of the musgcally-
broader experience where the deeper instruments of the
recorder family are introduced.

In the 10 - 11 year group, t-test analysis yields a
highly significant superiority of mean scores for these
children receiving lessons on the treble, tenor and bass

recorders. (N = 33, t = 3.95)
Pianists

There was a sufficiently large group of pianists in each
yvear group of the sample to merit a separate classific-
ation.  Their mean scores were compared with those of
other categories of instrpmentalist andalso with those of
non~players, Some rather interesting trends are

displayed in table 16 and in the associated figure 18,
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INSTRUMINTALIST

YIAR MBEAN SCORES FOR VARIOUS CATHEGORIES OF
Descant Recorder Players

7 - 8 vear group N = 132 mean score
8 -9 89

9 - 10 105

10 - 11 84

Treble, Tenor and Bass Recorder Plavers

7 - 8 year group N= 11 mean score
8 -9 17

9 - 10 33

10 - 11 33

Pianists

7 - 8 vear group N = 18 mean score
8 -9 26

9 -~ 10 27

10 - 11 27
Non~Instrumentalists

7 - 8 yvear group N = 112 mean score
8 -9 171

9 - 10 148

10 - 11 164

= 26,74
29.96
34.07
35.85

= 29.82
32.76
34.88
38.45

= 27.11
29.96
35.29
39.07

= 25.11
27.39
31.36
32,16
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Instrumental Development

The samples of descant recorder nlayers and of non-
instrumentalists in each yvear group are quite large,
usually apﬁroaching or even over the 100 mark, and these
categories give the most reliable and consistent trenas,
The samples of the players of the larger recorders and of
the pianists are relatively smaller, ranging from a mere
11 in one year group up to 33, and we must place less
reliance on trends concerning these categories,

Two points are worth noting, however; (a) the early
introduction of the larger recorders has an almost immed-—
iately favourable effect on the musical ability of the
children learning them, as displayed by their ability to
pertform the musical tasks set in the Music Discrimination
Test; (b) those children who do stick to their piano
lessons into their eleventh year then begin to demonstrate
a marked superiority over most other categories of

instrumentalist.

Other Instrumentalists

The figures laid out below show the relatively small
number of players who enter into this final category - a
necessarily heterogeneous company indged - and for
purposes of comparison, all types of instruments are

indicated where music lessons are given on a regular basis.

7 - 8 8 -~ 9 9 ~ 10 10 - 11

Descant Recorder 135 87 104 84
Treble " 11 13 24 23
- Tenor " 0] 6 14 12
Bass 1 0 0 4 1
Pianp 17 25 27 26
Violin 0 5 3 8
Cornet/trumpet 0 0 1 3

Guitar » 2 1 1 5
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As can be seen, the last three categories are very
small indeed, and cannot be grouped in any way as proved
possible with treble, tenor and bass reccorders which are
plaved together in consort in school lessons. The
writer checked that guitarists were receiving accredited
music lessons, but this class of instrumentalist tended
to appear in the lower ability half of their school
class as ranked by their scores in the Music Discrimination
Test. Tne same comment also apnlies to the cornet and
trumpet players, but the violinists scored better, though
not so well as the pianists in their year group.,

In nearly all cases there was an overlap of instrument-
al experience, as the majority of pianists and violinists

also were recorder players .

Children in Choirs

Hypothesis 5. Special choral expefience has no. signit-
icant effect on those aspects of musical ability measured
by the Music Discrimination Test.

'Very few children in the first two year groups of the
sample were selected to sing in their school choirs. The
vast majority were chosen from the 9 - 10 and 10 -~ 11 year
groups.. These choristers included the 'most promising
voices' trom the 9 - 10 year group and approximately two-
fifths of the 10 -~ 11 year group. *Most promising' was
the phrase used by the teacher responsible for trainiag
the school choir at the school which nad a fine tradition
tor unison singing, and variants on this phrase were used
by teachers with similar responsibilities in other schools,

These school choirs contained twice as many girls as
boys. However this position was reversed as regards
church choristers. From the whole 7 - 11 sample, there
were 22 boys and 14 girls in their local parish church
choirs. These church choristers showed mean scores

rather above the mean of their year groups except in the
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case of the 10 - 11 group where church choristers (N = 13)
actually scored Lower than their year mean. Since all
these samples were quite small, few clear-cut conclusions
arise.,

The position is different as regards members of school
choirs. Figures for mean scores and any significant
dit'terences are laid out below tor the two upper year

groups in the sample:

9 - 10 10 - 11
Choir members N = 76 M = 35,84 N = 102 M = 35.18
Non-members 185 31.11 174 32.92
The difference in means in the 9 - 10 year group was

significant at the 1% level; tor the 10 - 11 group

signitricance was at the 10% level only. Perhaps the
fact that a smaller proportion of the 9 - 10U group was

selected, and that these were an 'elite' sub-group,
accounts for the higher mean score than was obtained by
the 10 - 11 choir members group.

Hypothesis 5 +then is conclusively disproved at the
9 -~ 10 age level, and less conclusively at the 10 -~ 11

level,

Reliability

Seventeen separate calculations were carried out to
examine the reliability of the Music Discrimination Test,
In the mne case where it was possible, the test-retest
method was employed, and in the remaining cases, the
Kuder~Richardson formula was used to look at the
internal consistency of the test - a recommended proced-
ure where other methods are not awvailable, even though
coefficients tend to be slightly lower where this method
is employed. ‘ |

The figures obtained are shown in table 17. In the

case of the moderately high test-retest coefficient, the
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MUSIC DISCRININATICN TEST

CALCULATICN 1.

RELTABILITY

r = 0,35

loderately high correlation

g

' KUDER-~-RICHARDSON FCRMULA METHOD

CALCULATION 2

OB 0N W

10
11
- 12
13

14

15
16
17

r = 0.84
0.85
0.84
0.85
0.85
0.836
0.84
0.88
0.77
0.80
0.77
0.77
0.80
0.76
0.76
0.77

Moderately high correlation

"
n
n

"

High correlation
Moderately high correlation
High correlation

Moder=ztely high correlation

"
"
"

t

Range of size of classes tested from N = 20 to N = 91
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interval between tests was two months. The Xuder-
Richardson coefficients all come within the moderately
high to high class of reliability coefficients. For such
a short test, this would appear to furnish satisfactory

proof of reliability.

Validity

The Music Discrimination Test was designed to examine a
series of hypotheses concerned with broad classifications,
\within a large sample population. Its purpose was not
primarily predictive; there was no intention to dewmon-
strate which children should be selected for instrumental
tuition and which should be discouraged. Moreover, the
test is in a musical setting, where the ability of child--
ren to discriminate between different versions of a piece
of real music is being examined. In spite of the safe-
guards contained in the above factors, it was decided to
test validity in two ways.

The first method consisted of comparing test scores with
teéchers'ratings of their children's musical ability.

Two schools cooperated in this (N = 88). In both cases,
teachers were asked to give subjective estimates of the
musical ability of their children in terms of A.B.C.
ratings. Chi-squared was employed and in both schools
association between teachers!' ratings and test scores was
at the 2% level of significance.

A second way of checking validity was by using the
fcriterion of cathedrai choristers'! scores in the Music
‘Discrimination Test. These selected boys lived in a
,richly musical environment and hence bught to score high

in such a test. All of the 38 choristers were also
-competent instrumentalists. In fact, six choristers
obtained the maximum score of 60, and the mean score for
“the choir school (boys aged 8 - 13) was 51.16. This

provides an interesting comparison with an 11 - 12 vyear



175

old class (M = 34.08), a 12 - 13 yvear olcd class (i = 38.08§)
and a group of 19 - 20 year old college of education
students (M = 38.45) and gives further proot ot the
validity or the test.

Comparison o1 Scores tfor MHusic Discrimination
and Hesponsiveness Tests.,

It has been mentioned earlier in the chapter tnat there
was little overlap in the sample populations tested with
the Music Responsiveness Test and the lMusic Tiscrimination
Test. Some reference has also been made to the different
showings of boys and girls when performing the tasks set
by these two tests. Another point, this time in common
between the two tests, is the consistent superiority of
instrumentalists' mean scores over those of non-players.

The purvose of this section is to examine what correl-
ation there is where sample overlap has occurred. Since
the two series of testings took place at an interval of
two years, and young children go through a considerable
amount of development in that time, such correlation was
not expected fo be high. Moreover, the design and
purpose of the tests was not identical, Even so, this
seemed to be a worthwhile exercise, and relevant to the
design of the research.

This overlap group consisted of 48 children in one
school. When they took the Music Responsiveness Test,
they were in the 7 - 8 year group as members of two
rarallel unstreamed classes, At the tiﬁe they took the
Music Discrimination Test they were members of the 9 -

10 year group and the classes had.been re-shuffled to a
 certain extent., '

A moderately low product-moment correlation coefficient.
was obtained, (0.#5) wvhich was not unexpected. The two
"year interval and the relative smallness of the sample

makes any précise conclusion impossible, but it would
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appear that the children are performing a rather different
type of musical task, involving different aspects of

musical ability to a certain degree.

ITtem Analysis

With this new test it seemed necessary to carry out a
rigorous itewm analysis - to look closely at the relative
difficulty or the 12 items, and to éxamine their differ-
ential etfect at the various age levels within the sample.
This topic nas been touched upon briefly earlier in this
chapter where reterence was made (a) to the relative
simplicity of the practice item at the beginning of the
test which served chiefly as a guide to the understanding
or the task to be performed, and (b) to the obviously
changed character of the melodically-distorted wversion
in item 6.

This section will compare the scores of the whole 7 -
11 age sample in each item (maximum item score = 5) and
will then inspect the spread of scores between the higher
and lower age groups to gauge the relative discriminatory
effect of eadh item. The mean scores for each item
(N = 1065) are as follows:

Ttem 1 M = 3,03 Item 2 M = 1,87 Item 3 M = 2.80

L 2.30 5 2.36 6 3.05
7 2.78 8 2,79 9 1.60
10 2.82 11 2.32 12 2.41

Over the whole age .range of the sample therefore, item
9 and 2 prove the most difficudt, and items 1 and 6 the
easiest, The next stage is to break down these figures
‘between tne age groups within the sample to examine the
discriminatory effect of each item at each end of the age
range. Figure 19 shows the spread of mean scores through
the age groups. Table 18 displays the mean item scores
for each vear group in the sample. :

It will be observed that althoughiitems 2 and 9 are
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FIGURE 19 MUSTIC DISCRIMINATION TEST
ITEM ANALYSIS
COMPARISON OF MEAN SCORES| FOR 7 = 8 and 10 = 11 YEAR GROUPS

ITEMS

10

11

12

L1 4
1.5 2.0 2.5 3.0
MEAN SCORE PER ITEM
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TABLE 18 MUSIC DISCRIMINATION TEST

ITEM ANALYSTIS AND THE FOUR YZAR GRCOUPS

ITEH -8 8 =2 2 - 10 10 - 11
1 2.80 2.94 3.02 3.35
2 1.57 1.31 1.51 2,24
3 2.35 2.58 3.17 3.10
b 2.02 1.97 2.53 2,68
5 2.03 1.98 2.86 2.59
6 2.69 2,94 3.37 3.18
7 2.13 2,62 | 3.17 3.16
8 2,36 2.75 3.02 3.02
9 1.53" 1.58 1.51 1.78

10 2,22 2,69 3.18 3.15

11 | 2.12 2,16 2.25 2,72

12 1.95 2.15 2.777 2,76
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both difficult relatively to the other items, there is a
considerable difference in their discriminatory effect at
different ages, To a lesser degree this is true also of
the pairs of items 7 and 8, 12 and 11. Items 1 and 6,
the easiest, also show a certain difference of spread
between the ages. Items 7 and 10 have the highest
discriminatory age effect and thus constitute the most

efficient items in the test,

Version Analysis

In the melodically-distorted versions two types of
alteration to the melody were made, (a) flattening
slightly the pitch of the whole melody line, and (b)
changing notes to alter the contour of the melody line,.
Analysis revealed a difference in the difficulty level
for these two broad groups of melodically~defective
versions,

The percentages correct for the four year groups are

shown below:
(a) Flattened items - numbers 3, 5, 6, 7 and 11

Mean Percentage Correeat

7 -8 77%
8 -9 827
9 - 10 88%
10 - 11 88%

(b) Melodically-altered jitems - numbefs 1, 2, 4, 8,
9, 10 and 12.

7 - 8 64%
-9 70%
- 10 4%
10 - 11 76%

Apaft from- the anticipated increase through the ages,
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we also see that the chiildren in the sample found the
flattened items easier to detect. An garly study by
1Hrehmmr (1925) was concerned with mistalkes in scales
played to children in the & - 13 age range, and their
ability to detect these mistakes. He found that the
majority of the younger children in his sample were unable
to discriminate when the seventh was flattened. The
present study finds that at least 64% of 7 - 8 year olds
are able to discriminate successfully melodic changes of
this degree.

When we turn teo the rhythmically-distorted items, we

find again that two main groups of rhythmic change can be

distinguished; these concern (a) irregular tempo,; where

Acceleration and slowing down is a Feature of the defect-

ive version, and (b) where the rhythmic pattern is alter-
ed, for example by dotting a hitherto smooth rhythm.

Again percentages of correft responses for each group of
rhythmically—-defective versions for the four year groups

have been calculated:

Type of Rhythmic Change 7 - 8 8 - 9 9 - 10 10 - 11

Irregular tempo 65% 68% 79% 80%
(items 3 9 12)
Altered rhythmic pattern 73% 75% 82% 82%
(items:1 2 4 5 6 7

8530/ 11

The children in the sample found the irregular rhythms
rather more difficult to detect. For these particular
defective versions the same disparity to discriminate
appears between the two yvounger and the two older year
groups. .

A further sub-division was made of the larger rhythm-
ically- altered group (b) into (i) those in which all

1. 'Melodieauffassung und Melodische Begabung in Kindes'

Z,Angew Psychol, Beihefte F. Brehmer 1825 N
Reported in the Psy.of Mus.Ability,R.Shuter 1968.pg.84
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parts are altered, (ii) those in which the melody part
enly is changed and (iii) those in which the accompan-
iment only contains the rhythmic distortion. All age
groups were pooled and the following percentages

resulted:

(i) All parts rhythmically altered 78% correct
(items 1 5 7 10 and 11)
(ii) Melody only altered 82%
(items 4 and 8)
145 Accompaniment only altered 75%
¥ /

(items 2 and 6)

OUne tentative conclusion emerges; it appears more
difficult for children in this age range to discriminate
rhythmic changes when these are confined to the accompan-
iment and are not repeated in the melody line as well,

The harmonically-distorted versions can also be split
into groups, (a) those where only the bass part is
altered and (b) those where all parts below the melodic
line are harmonically changed. These two groups may be

compared as percentages correct:

(a) Bass changed 7 -8 67% % -9 68%
9 - 10 71% 10 - 11 72%

(b) .All parts 7 -8 68% % -9 70%
altered 9 - 10 T7h% 10 -~ 11 73%

Again, as might be expected, it seems somewhat easier
to discriminate the harmonically-defective version when
all parts contain harmonic changes rather than when such
changes are restricted to the bass line only. An early
study by Ruppl (1915) had looked into the question of
whether young children could discriminate between pieces
of music where the bass part was played in a key

L. '"Uber Die Priifung Musikalisher Fihigiceiten'

(Teil I) Zsch. Ang Psychol. H. Rupp - 1915
Reported in the Psy.of Mus.Ability,R.Shuter.1968.Pg.84
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different from that of the melodic line. His main
conclusions were that young children could not
discriminate except where strong discords were produced.

0f course Rupp was writing about the children of over
50 years ago when musical experiences were more restricted,
and development correspondingly slower. The present
study finds that 67% of the 7 - ¥ year group can discrim-
inate successfully where only the bass of the piece of
music is changed.

A glance back to figure 14, page 155 at the beginning of
this chapter demonstrates that although there is a growth
gradient in the ability of children to discriminate
defective versions, these yearly mean increases are slignt
in comparison with the large yearly increments in the mean
scores or stylistically correct versions, Reduced to
percentages or responses correct tor each year group
theée are as tollows

Correctvversion'— percentage correct -
7 -8 33% 8 -9 37% 9 - 10 L5% 10 - 11 U47%

Again, the big increase between the 8 - 9 and 9 - 10

year groups is in evidence.

‘Examination of Marks deducted for Year Groups

One more piece of analysis remains to complete tne
statistical examination of the Discrimination Test. Chapter
five explained the method of scoring, and this included
penalties for wrong guessing. ' Testees were told to leave
the letters printed in their test leaflet unmarked if they
were not sure whether they were correct or defective
versions. l It was also observed that a‘minority of child-
ren tested chose to 'gamble' on this penalty and risk
losing marks., ,

The writer was concerned about how deducted marks were

distributed through the year groups of the sample. ‘For
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instance did the older children tend more to take this
calculated risk? The results of analysis of marks

deducted lead to the findings below :

Age Group Mean score of marks forfeited
7 = 8 6.98
10 - 11 5.79

The trend is unmistakable; the younger the child, the
more likely was he to forfeit marks in this way, The
interesting point is that this does not appear to be
directly‘connécted with any question of misunderstanding.
It may be that because tne score from defective versions
forms a larger proportion of the total s§ore of the
younger year groups in the sample, that losses due to
forfeiture of marks also tend. to be correspondingly

greater,

Sum@ary of Findings from Discrimination Test Data

Five hypotheses have been examined in this chapter.
Results indicate that ability to discriminate between
correct and defeétive versions of a piece of music increaseé
with age but not, in the sample tested, at a consistent
rate. Growth gradients tend to be irregular.

Little difference is revealed between the ahility of
boys and girls to perform the tasks of discrimination
demanded in this test. Comparison with verbal ability
produces moderately low correlations, When comparing
‘those children who play a musical instrument with those
Who do not, the scores of the former tend to be signific~-
‘antly superior. To a lesser extent, this superiority is
evident when comparing the scores of members of school or

church choirs with those of non-members.  These last
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findings were restricted to the 9 ~ 11 year group.

The test was found to be adequately reliable and valid
for the purposes of this study. ITtem analysis showed
that even the youngest members of the sample were able to
discriminate to a certain extent between the stylistically
correct versions of a piece of music and versions into
which melodic, rhythmic and harmonic variations had been
selectively introduced.

Perhaps, in conclusion, we may discuss a general
statement by Dr. Shuter (1968):

l'It is generally held that most young children have no
great appreciation of harmony, finding every harmonic
accompaniment equally good, whether consonant or
dissonant,!

If this statement is taken to refer to children in the
7'— 11 year range (most of Shuter's references appear to
be taken from studies dealing with this age range) then -
the findings described in the present chapter run
counter to those of much previous research. e are
concerned with the ability to discriminate musically as
an essential part of music appreciation, and the
conclusion reachéd is that melodic, rhythiiic and
harmonic development is such in the 7 -~ 11 age group
that musical taste is already forming. This gives us
confidence to go ahead and examine the aesthetic side of
young children's musical ability; it shquld be possible
to probe iﬁto children's musical preferences, bearing
in ﬁind always that such preferences are largely
determined by cultural influences - by the environment

in which a child grows up.

1. 'The Psychology of Mu51cal Ablllty' R. Shuter
1968 Page 83



CHAPTER 7

MUSIC PREFZRENCE TDST

In this chapter the emphasis moves trom an examination of
children's ability to discriminate musically on to an
investigation of children's musical preferences.. It is
proposed to present a wid§ range of musical styles from
the music of the; A‘late‘Renaissance to examples of
contemporary idiom. It was the writer's intention to
develop a test of music preference which would yield data
capable of being tested statistically; this would make
possible an examination of the group of hypotheses with
which this research is concerned - those related to age,
sex, intelligence, and instrumental and cnoralAexperiencé.

Mucth has been written about the cultural and relative
nature of musical taste, and many tests have been devised
to examine it. Farnsworthl (1958) describes musical
taste as 'the overall attitudinal set one nas towards the
phenomena which collectively comprise music,'

This very wide definition may be contrasted with that of
Mueller (1951) whom Lundin (1967) reports as saying; 21 One
can only conclude that musical opinions and tastes, like
poelitical and economic preferences, are forged in a matrix
ot soeial and psychological forces, and at any given time
represent a blend of both traditional factors and current
experiences.' |

These two quotations look at the question of what
musical taste is from different angles, and one describing

the individual's 'attitudinal set! and the other defining

1. The Social Psychology of Music N,Y. Paul R. Farnsworth
1958 - page 116

2, An Objective Psychology of Music 1967 - Robert W.Lundin
reporting K,Hevner Mueller 'Studies in Music Appreciation'
Page 189 o

185
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the forces that mould one's preferences. The Standing
Conterence for Amateur Music (1966) pays tribute to the
vital role of cultural influences on the formation of
musical taste in that portion of one oI its reports that
states: l'No child should be allowed to go through his
school lite without coming into contact with the greatest
musical works in our heritage.'

Lundin (1967) comments that: 2y ... a large part of
anyone's responses are culturally determined.! The same
writer continues: 'Our musically discriminatory reactions
are no exception,'!

In a discussion of the cultural nature of musical
responses, including individual preferences which may
differ in varying degrees from the norms of the day, Lundin
constantly stresses the point that those cultural influences
which are exerted on the developing personality are far
wider than one's intimate musical surroundings; in fact, in
the case of a British child at least, these influences -
embrace the whole general Western musical .culture, includ-
ing family; school, church and other sources of musical
stimulation, ‘

The writer agrees with Farnsworth (1958) when he says:
3'Music sensitivities are culturally but not racially bound.
The congensus of informed musical opinion seems to have
accepted the truth of the view that musical taste is
subjective and not an 'absolute', that although perception
is via the channels of the physical orgarns of the body,
musical taste itself depends prédqminantly on the cultural
experience of the listener.' Farnsworth continues:

'It is a subjective matter. Aftér a time the Oriental can
ilearn to share experiences with us',

‘ls Standing Conference for Amateur Music - Music and the
Newsom Report, London 1966,

‘2, Lundin (1967) page 98 3. Farnsworth (1958) page 45
4. Farnsworth (1958? page 45

-
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The writer can illustrate from his own recent personal
experience. Whilst he was conducting an impromptu
musical evening at a residential adult education centre, a
young Persian girl who was studying painting volunteeged
to give a rendering of a song from her country, following
a selection of British, French, German, Italian and Tutch
folk songs by other course members. This young student
had learned to enjoy the songs of our Western culture, and
when she sang for us we, in turn, were captivated in spite
of the unfamiliar idiom of another musical culture, in what
seemed a completely different tonal system containing far
more fluid intervals. Once we had become in some degree
acclimatised and she had overcome her initial nervousness,
this meeting of contrasting cultures proved an enriching

and mutually enjoyable experience.

Tests of Musical Taste

A number of interesting findings have resulted from the
limited amount of résearch so far carried out into the
formation of musical taste. lHenkin (1955) studied the
musical preferences of a group of college students; he
p;ayed them ten pieces of music representative of styles
ranging from Baroque to modern, and from this research he
identified two factors, one melodic and one rhythmic.

Much eariier, Valentine 2(1913), summing up the results
of experiments with British children, had reported changes.
in preferences for intervals during adolescence; these
changes appeared to bring musical tastes more into line
with adult norms.v Farnsworth 3(1958) also reports an
experiment in whiéh Beethoven's 5th Symphony and
Stravinsky's 'L'Histoire du Soldat were presented

1l. 'A Factorial Study of the Components of Music' 1955
R.I. Henkin J. Psychol. 39

2, Farnsworth (1958) page 144 reporting Valentine (1913)
3. " 148
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successively to college students. Enjoyment ratings were
very much affected by the order of presentation.

Stravinsky, the less enjoyed, suffered an additional drop
in popularity rating when following the Beetnoven excerpt.

FParnsworth comments on the last four tests of the Wing
battery, which also rank as tests of musical taste: l'It
should be remembered that the criteria of the tests for
'correct' answers ére based on social judgments.

Naturally then, a fraction of the 'correct' answers of today
will be ‘'incorrect' tomorrow,'!

This must be the inevitable fate of many subjective
Judgments, The Oregon Music Discrimination Test
2(Hevner 1931), referred to earlier in this thesis, is
also concerned with taste. Again, the materials of this
test have been chosen from various styles and types of
compositions by accredited composers.

As a result of guestionnaires distributed to a large
sample ot high school students, Baumann3(1960) related
greater liking tor classical music with higher socio~-
economic status. He stressed the point that both his
higher and his lower status groups reported liking
popular music.

Farnsworth4(1955) reports on- the Gernet Music Preference
Test (1940), where the twenty selected works include both
serious music and jazz. The jitems are arranged in pairs
for simple preferences to be made as to which of the
items in each pair is preferred,

Another attempt to measure musical taste is seen in the

l. Standardised Tests of Musical Intelligence -~ 1941
Herbert D, Wing.

'A Study of Tests for Appreciation of Music' J.Appl.
Psych., -~ 1931. XKate Hevner ,

'"Teenage Music Preverences' V.H. Baumann J Res.Mus.Ed 8
Farnsworth (19Y58) page 161

N
»

I
»
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. we . . 1 g
Adler Music Appreciation Tests (1929) where compositions

of Brahms, Chopin, Mozart, Rameau, Ravel and Wagner are

recorded on player-~-piano rolls. With each authentic
version, three distorted versions are presented; these
are labelled 'sentimental'! *'dull' and 'chaotic'. The

testee has to indicate the versions he likes best and
least, and also is required to guess the name ot the
- composer of each piece.

Lundin2(1967) reports on a research of Farnsworth (1950)
‘into the subject of preferential response. Farnsworth
‘sums up in the words: 'We agree oﬁ the composers we call
eminent. Beethoven and Bach head the list, with Brahms,
Haydn, Mozart, Handel, Schubert, Wagner, Debussy and
Monteverdi near the top. |

The last instance of testing musical taste with which
this section will deal is by Rogersj(l956). In this
research 57 pairs ot recorded excerpts of musical
compositions were played to a large sample of children
ranging in age from 10 to 18 (N = 635). Excerpts were of
approximately 45 seconds duration ranging in stylevfrom

'highbrow! to 'popular' music. The testee simply had to
express His preference for one of each pair. The result
was an overwhelming victory for popular music; moreover
this preference for popular music increased with the
increase in age through Rogers' sample.

It will be seen that the first tests of taste reported
are concerned with college students, and that by the
method of reporting adopted in this section we arrive at
a test which concerns itself with children as young as ten
years of age. The task of the present writer was to
design a test for children aged 7 to 11; for this,

1., 'Music Appreciation: An Experimental Approach io its

' Measurement' Mortimer J.Adler - Archives of Psychol.

2, Lundin (1967) reporting P.R.Farnsworth 'Musical Taste:

Its Measurement and Cultural Nature' Stanford 1950 p.\80

3. 'Children's Expressed Musical Preferences at Selected
Grade Levels'* V.R.Rogers - EdB Thesis Syracuse 1956
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amongst other reasons, none of the tests resorted was
suitable for the purposes of this present stucdy, thouzgh
many good ideas were contained in them, which could be

adapted for the =»resent writer's neceds,

Rationale underlying the Testing of Children's Taste

Both Farnsworth and Lundin constantly stress the role of
training as one of the most important factors influencing
the formation of musical taste, TLundin uses phrases such
as l'the importance of early training and conditioning.'
Farnsworth defines his viewpoint rather differently,
2‘Many, if not the majority of explanations necessary for
understanding the phenomenon of wmusic must be looked for
in the habits of the listener, in what he has learned from
his pzrsonal and cultural history.'

The present writer accepnts the validity of both these
views, expressed so clearly by Lundin, and particularly by
Farnsworth. The next problem was a practical one - the
construction of a preference test to investigate the
development of children's musical tastes, particularly in
the 7 ~ 11 age range. There seemed to be a need to avoid
the dangers inherent in wany previous tests where subject-
ive responses were sought from the testee which were to be
scored 'correct' or 'incorrect'. Farnsworth has shown
how a fraction of those 'correct' responses could lose
their validity, and 'Incorrect' responses come to be
regarded through the pressure of social and cultural
forces as 'correct' at some future time.

The solution to this conundrum, as regards the practical
-problem of devising a method of avoiding the need to label
responses 'correct' or 'incorrect', lay in the cultural
nature of musical taste, If stylistically-contrasted

1. Robert W. Lundin (1967) p- 87
2. Farnswerth (1958) P- 57
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excerpts were to be presented in pairs, and the task of
the exsaminee was restricted to selecting which of the
vair he preferred, what need was there to decide that one
or the other should be labelled 'cofrect' at all?
Statistical analysis of preferences could be carried out
without any need to think of *correctness' of choice.

Aﬁother problem exercising the writer's mind at this
stage of developing a preference test was whether to
include items from 'popular' music. Its transient
nature, and certain aspects of commercialism underlying
its propagation led the writer finally to exclude this
type of music from his test, in favour of what has been
termed 'serious' music - in the writer's view an
unsatisfacto:y definition.

The first task carried out was the presenting of a
large number of excerpts from a wide variety of composers
~to small pilot groups of children. A relatively small
proportion of the éxcerpts, favourably comulented on by
these children, was pre-1600 and post-1930. The music
which received the most favourable comment lay within
the 1600~1900 era, There seemed to be a tendency for
these young children to show a preference tor music of
familiar idiom; pre-baroque and contemporary styles
seemed relatively father removed from the musical idiom
and tonality which they had met during their limited

years of listening.

PREFERENCE TEST CONSTRUCTICN

Every item containing qualities that appealed to these
pilot groups of children was examined, and the decision
was made to pair up excerpts from six well-defined
stylistic periods. Thirty items were chosen and 'taped!
tading in and out at appropriate points so that no item
was ionger than about 20 seconds,.

Table 19 indicates the sources oi each excerpt. these
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MUSIC PREFERENCE TEST

Stylistic Period 1

Monteverdi

Allison

Dowland

William Byrd

Morley

Sonata a 8 sopra Sancta Maria (Archiv
Produktion) beginning of piece
Batchelars Delight - Julian Bream Consort
(RCA Victor) beginning of piece

Galliard 'Can She Excuse' (RCA Victor)
beginning of piece

Mounsiers Almaine (RCA Victor)

beginning ot piece

Joyne Hands - Julian Bream Consort

(RCA Victor) beginning ot piece

Stylistic Period 2

Handel

J.S. Bach

J.S. Bach

J.S. Bach

J.S. Bach

Concerto Grosso in A Minor (Fontana -
Handel Pestival Orchestra, Halle)
beginning ot last movement

Brandenburg Concerto No. 5 in D Major
(Decca) (Stuttgart Chamber Orchestra)
beginning ot first movement

Suite No. 2 in B Minor (Concert Hall -
Symphony Orchestra of Radio Frankturt)
beginning of 5tn movement

Brandenburg Concerto No. 4 in G. Major
(Decca) Stuttgart Chamber Orchestra)
beginning of first movement

Suite No. 3 in B Minor (Concert Hall)
(Symphony Orchestra of Radio Frankfurt)

beginning of 3rd movement
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MUSIC PRUFERCONCE TTIST

Stylistic Period 3

Haydn

Haydn

Haydn

W.A. Mozart

W.A. Mozart

Symphony No. 88 in G Hajor (The Record
Society) (Lamoureux Concerts Orchestra)
Seginning of last movement

Symphony No. 73 in B Méjor (The Record
Society) Lamoureux Concerts Orchestra)
Beginning of last movement

Symphony No. 83 in G Minor (Pye Golden
Guinea) (The Little Orchestra of London)
Beginning of 3rd movement

Horn Concerto No. 1 in D Major (The
Concert Hall)(Vienna State Symphony
Orchestra) Beginning of 2nd movement
Clarinet Concerto in A Major {Concert Hall)
(Vienna State Symphony Orchestra)

Beginning of last movement

Stylistic Period 4

Beethoven

Beethoven

Beethoven

Schubert

Schubert

Piano Concerto No. 2 in B flat (Concert

Hall)(Radio Frankfurt Orchestra) near
beginning of next to last piece - 2nd side
Symphony No. 3 in E flat major (Allegro)
(Presden State Symphony Orchestra) near
beginning of last mévement

Symphony No. 6 (Pastoral)(Concert Hall)
(Orchestra National Paris)

beginning of 3rd movement

Symphony No. 9 in C major (SDR Symphony
Orchestra)(Stuttgart) beginning of last
movement

Symphony No. 4{Tragic)(London Philharmonic
Orchestra) (Concert Hall) beginning of

last movement
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TABLE 19 MUSIC PREFERENCE TEST
CONTINUED

Stylistic Period 5

Brahms Academic Festival Overture (Concert Hall)
(Zurich Tonhalle Orchestra)
beginning of piece

Brahms Hungarian Dance No. 5 (Concert Hall)
(Orchestra of the Vienna State Opera)
beginning of piece

Brahms Hungarian Dance No. 3 (Concert_Hall)
(Vienna State Opera Orchestra)
beginning of piece

Tchaikovsky Capriccio Italien (RCA Victor Symphony
Orchestra) haltway through the piece
Tehaikovsky Symphony No. 6 in B Minor (Concert Hall)

(Zurich Tonhalle Orchestra)

beginning of last movement

Stylistic Period 6

Hindemith Symphony in B Flat (EMI Records)
(Eastman Wind Ensemble) past middle of
2nd movement

Hindemith Symphonic Dances (Deutsche Grammaphon)
(Berliner Philharmoniker) near beginning
of 2nd movement

Hindemith Mathis der Maler (Deutsche Grammaphon)
(Berliner Philharmoniker) near middle

of 2nd movement

Schoenberg Theme and Variations Op.43A (EMI Records)
(Eastman Wind Ensemble) beginning of piece
Stfavinsky Symphonies of Wind Instruments (EMI Records)

(Pastman Wind Ensemble) part middle
of piece
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30 extracts are of course equally divided amongst the six
stylistic periods. It can be seen that Farnsworth's
'eminent composers' are well represented in the test. The
children in the pilot groups seemed to find the instrumental
colour of the Julian Bream consort (period 1) quite
attractive; in the Monteverdi recording, the unusual
timbre otf cornetts and trombones also excited interest.

In the second stylistic period, J.S. Bach provided four
out of the five excerpts, whilst Haydn, Beethoven and
Brahms provided three extracts each for stylistic periods
3, 4 and 5 respectively. No less than three of Hindemith's
compositions proved popular enough to be included in the
items used for period 6. Perhaps this was largely because
of the exuberant nature of his rhythms, and possibly a
further reason may have been that this particular music by
Hindemith was perhaps not quite so ‘'avant-garde' as some
other music presented to the pilot groups from this
contemporary period. Nevertheless the writer feels
strongly that the music included is really representative
of music of the contemporary petiod.

At this stage, several crucial decisions had been taken:

(a) It had been decided that it would be possible to
distinguish six well-defined stylistic periods of music,
starting with the less familiar idiom of pre-Baroque and
ending with contemporary styles.

(b) Only instrumental music was chosen for the test, no
choral items were included because of the complicating
tfactor of words.

(c) All excerpts were short, choice of length was
considered important. Extracts must not be too long in
view ot the ages of the children to be tested, yet they
must be sufticiently long to illustrate clearly the idiom
of each particular stylistic period.

(d) When pairing items in the first half ot the test,
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the attempt was made to match excerpts as regards tempo and
tone colour. That this was only an approximzte vroceeding
can be seen when looking at the first pair of items -
Monteverdi with cornett and tromwbone timbre against Hinde-
mith as recorded by the Eastman Wind Ensemble.

The urgent need was, in tihe short time available for
testing, to make sure that only such excerpts were included
as had some immediate appeal to the young listemer, either
through the melody, the rhythm or the tone colour of the
excerpt presented. The relative difficulty in obtaining
items for stylistic periods 1 and 6 is perhaps explained
best in the words of Farnsworth (1958):

1'The composer ol recent years has not had the requisite
time to become familiar to his listeners. His peer of
.many centuries ago is also at a disadvantage, for his works
are too far removed stylistically trom the contemporary
scene. The most honoured then must be the between-groups,
the composers of the eighteenth and nineteenth centuries.!

In the second halt of the test,re-pairing was carried out
first of all to give the children being tested the opport-
unity to near the music twice and to observe their reactions,
and in tne second place to examine the differential etfects
on popularity ratings depending on whether the extract
occurred first or second in order of presentation in the.
pair. As, in the second half re-pairing, each extracé& was
put alongside a different extract, no direct difterential
etfect could be calculated. This sacrifice nad to be made
in view of tne need to restrict the test's length; however
over the test as a whole calculations of this nature would
be possible, No attempt at matching pairs és regards tempo
‘and tone colour was made in the second half of 'the test.

The'var}ous pairings are displayed in table 20,



1A
1B

2A
2B
3A
3B
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54
5B
6A
6B
7A
7B

8A
8B

9A
9B

10A
108

11A

11B

12A
12B

134
138

144

_14B

154

15B
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MUSIC PREFENENCE TREST

Monteverdi
Hindemith B flat

Bach Brandenburg 5

Branms Academic

Stravinsky

Schubert Symphony 9

Haydn Symphong 83

Tchaikovsky Capriccio

Schubert Symphony 4
Handel

Allison

Mozart Horn Concerto

Schoenberg
Bach Suite 2

Tchaikovsky Symphony 6

Beethoven Piano Concerto 2

Dowland

Bach Brandenburg 4

Hindemith Symphonic Dances

Haydn Symphony 73

Byrd

Brahms Hungarian Dance 5

Bach Suite 3
Haydn Symphony 83

Beethoven Symphony 3
Morley

Brahms Hungarian Dance 3

‘Hindemith Mathis

Mozart Clarinet Concerto

Beethoven Symphony 6
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TABLEZ 20 MUSIC PREFERENCE TEST
NTINUE .
CONTINUED 16A Hindemith Svmphony B flat

16B Byrd

17A Brahms Academic
17B Bach 8uite 3

18A Schubert Symphony 9

18B Hindemith Symphonic Dances

19A Tschaikovsky Capriccio

19B Mozart Clarinet Concerto

20A H=andel
20B Beethoven Symphony 3

21A Mozart Horn Concerto
21B Dowland

22A Bach Suite 2
22B Stravinsky

23A Beethoven Piano Concerto 2

23B Brahms Hungarian Dance 3

24A Bach Brandenburg U

24B Ilonteverdi

25A Haydn Symphony 73
25B Schoenberg

26A Branms Hungarian Dance 5
26B Allison

274 Haydn Symphony 83

27B Bach Brandenbutg 5

28A Morley
28B Schubert Symphony #4

29A Hindemith Mathis
29B Tchaikovsky Symphony 6

30A Beethoven Symphony 6
30B “Haydn Symphohy 88



199

Testing Procedure

The whole tape-recorded test had a playing time or 24
minutes, This’was not considered too long in view ot
the strong intrinsic interest contained in this type ot
test, where children are faced with the stimulation of a
varied selection of fine music, Events proved thiis view
correct, and the administration of the test remained a
pleasure to the writer throughout the whole testing
programme, in spite of the fact that he heard each excerpt
more than 200 times in the process,

The children were provided with simply designed test
leaflets, the front page of which bore a strong resem-
blance to those of the Music Responsiveness and Music
Pdiscrimination Tests., 4 Brief details of name, age, sex and
instrumental and choral experience were requested for the
purposes of the hypotheses towbe subsegquently tested
(see chapter 8) The inside pages of the folded leaflet
contained ﬁumbers 1 to 15 and 16 to 30 in four columns.

It was found convenient to include in the instructions
given '1iv¢' before testing started advice to cover
preceding items with a second sheet of paper as the test
proceeded, so that the teste¢ was able to concentrate on
the particular pair of extracts being played without being
influenced by the scoring of items that had gone beforeé.
Without this precaution there was the possibility of the
occasional child being tempted to create some kind of
'pattern', as evidenced on one occasion during the pilot
testing. . This device eliminated any such distracting
effect, and served to keep each child at the right place
on the test leaflet for the 4O seconds or so which
represented the normal duration of each paired item.

Scoring consisted of circling A or B, depending on which
excerpt of the pair was preferred. Testing procedure was

so direct and straightforward that no practice item needed
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to be included. This test was not competitive in the
sense that we were looking for children with high mnsical
discriminatory ability. Nevertheless, indiviiual differ-
ences in approach revealed themselves early iﬁ the testing
procedure, Some children would always wait until the
seoond excerpt in each pair was completed before recording
their score, Others, once the test routine was under way,
would make their decision quite eerly in the playing of the
second extract, particularly when it came to items 16 to 30,
where recognition was shown of certain items on their
second appearance,

This aspect has not been explored fully, but individual
questions to individual children after the test seemed to
-indicate that this phenomenon has some connection with the
memory span of those children questioned. Invariably,
after concentration for more than 20 minutes, the writer
was bombarded with questions éuringbthe period when papers
were béing gathered in. Many interesting comments and
questions were put to the writer, all of which confirmed
how interested the children were in the music that had

been played,

Test Sample

The great majority of children in the sample tested were
in the 7 - 11 age range, on which the present enquiry is
conéentrating} However, as with the Music Responsiveness
and Music Discrimihafion Tests, testing was qarried out with
younger children (aged 6 - 7), with older children (11 ~ 14)
and with a variety of adults including musicians, teachers
-and students from a college of education.

ﬁeérly\lOOO were tested in the group situation; the size
of group tested varied from less than a dozen to more than
one hundred, 28 classes from ten primar& andyz secondary

schools cooperated in this project. Nearly 40 teachers and
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students, and more than 100 musicians aged from 13 to over
21 were added to those classes tested in schools.,. The
latter were members of a college vacation course held
during the summer of 1968,

A cross-section of socio-economic backgrounds was
attempted; although there was a preponderance of urban
children. in the sample, which reflected the poéition of the
country as a whole, a representative number of children with
a rural background was also included in the sample tested.
Every age group within the 7 - 11 year sample contained a
good proportion of instrumentalists (childfen receiving
regular lessons on a musical instrument), ahd ot choir
members (members ot school or church choirs). For instance,
in the 10 ~ 11 year group there were approximately egual
numbers of instrumentalists, non-instrumentalists, choir
members and non-members, and in the 9 - 10 year group the
proportions were roughly 2:3 and 2:5 respectively for the
instrumentalists/non-instrumentalist and choir/non-choir

categories.,

Comments of 9 - 11 vear olds on certain test items,

In order to obtain additional information about children's
reactions to the music contained in the test, it was
decided to play certain items in the test to two classes
aged respectively 10 - 11 and 9 - 10 years, and to ask them
to write their comments on what they felt about these
individual items. The beginnings of four sentences were
written on the blackboard for guidance:
~ (a) I like it because ....

(b) I dislike it because ....

(¢) It sounds like .... |

(d) It reminds me of . ....

The children were told that they5y9ﬁ1d hear. each excerpt

three times, during which time they could select one or more
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of the incomnlete sentences to write about as they
listened to the taped excerpts, Twelve items were
played to the older class anc¢ ten items to the younger
children.

Comments tell into two broad categories, those to do
with the children's feelings, and those that revealed
their associations. The comments of these children made
such interesting reading that it is pronosed to guote a
selection of them in order to throw further lignt on this:
new test and its effect on young children listening to it.

There is nothing new in this technique ot describing
one's teelings and associations on hearing a piece ot
music, It nas been an accepted practice for many vyears
to present children with a musical stimulus from time to
time and to ask them to put their thoughts and feelings
into words. However, to ask them in this way to comment
on as many as twelve items formed an unusuali and untried
experiment so far as these children were concerned.

It will be necessary to limit quotations to the briefest
of selections in an attempt to summarise all the comments
of all these children. The 10 - 11 year old children
wrote more fully and fluently than did the 9 - 10 year
olds as might be expected, and .perhaps their comments
were correspondingly more varied. The first list of

comments is from the 10 - 11 year class:

MONTEVERDI
Feelingé happy, sweet, peaceful, merry, gay,
| joily, comical.:
Associations old days, circus, carnival, bagpipes,

farmyard, puppets, royalty, fun fair.

HINDEMITH SYMPHONY IN B FLAT
Feelings exciting, strange, mysterious, ghostly,
' creepy, shivery; haunting, eery,

sinister, spooky.
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HINDEMITH SYIMPHCONY IN B FLAT
Associations o0ld castle, ghosfs, coffins, tunnel,
space, Martians, funny creatures,

dungeon, animals in forest.

TCHAIKXOVSKY CAPRICCIO ITALIEN

Feelings - sounds dangerous, makes vou feel itchy,
a bit unnerving in parts, jolly tune,
it makes me feel awful, such a mess of
notes, ugh! horn sounds out of tune.

Associations Mexican bandit, Spanish scene, elephant
charging, traffic jam, bullfight,
guillotine in action, hunting party,
cowboy film, half a lemon and balf a
sausage ~ don't go well together, tanks
into battle over rough country,

sinking of HMS Titanic

BACH BRANDENBURG 4

Feelings active and speedy, light and jolly, .
peaceful tune, oldtime tune, music for
dancing, nice soft tune, very bright,
cheerful sound, feeling of freedom,
blithe and springlike,

Associations fairies elves and gnomes, swan flying,

o ‘ lambs frisking in fields, bird,hdpping

around, stately home, book called —
Kenilworth, birds singing, small dragon
' flying over mountain,FSnbw falling ,
calmly on roofs, like opening the window
to greet the spring, flowers infhe field

A selection of comments from the younger group on three

of the test items listened to is also summarised:

- DOWLAND |
Feélings sweet tune, merry, tricky piece to play,
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Feelings
(cont.)

Associations

SCHOENBZERG

Feelings

Associations

HAYDN SYMPHONY 73

Feelings

Associations
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jumps about, bad sort of tone, catches

‘the ear, joyful tune, too fast, cheerful.

court ball in Gueen Ilizabeth Ist's time,
sounds Spanish, Victorian music, country
dance, Mexicans on their guitars, walking
in a wood, reminds me of olden days, it
ought to have castanets in it, foreign,

lively and like a pop record,

happy, jerky at the end, want to get up

and dance, cheerful noise, mysterious

warm sound, makes me feel scared, smooth -
I feel brave, bouncy at the end, sad,
jumpy rhythnm, makes me feel tired.

sad as if someéone had died, ship tossing
about in a étorm, in an old creepy house,
reminds me of the cavalry, like a murder
film, a hard gale, walking through»a
haunted house, leading a battle, a storm

at sea from the ballet Ondine, roaring séa.

jolly, violin makes me feel bright,

happy people, I feel like beating time, -
nice rhythm, victorious feeling, makes me
feel comfortable, I feel like leaping
through the air, I wish I knew a dance that
fits this music, a strong tune, has a
good beat., ' :

king goes hunting, dogs running fast,
riding a horse, skating fast, carrying
important mail by horsé, chasing, charge
of the Light Brigadé,'charging against
the indians, reminds me of the music that
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HAYDRQN SYMPHCHY 73
Associations starts the Panorama programme on TV,
(cont.) band marching, welcomed home from a long

voyvage, a parade in London, horse race.

Severely truncated though the children's remarks may be,

their freshness and uninhibitedness is nevertheless patent

and obvious, The writer's favourite is the one about
half a lemon and half a sausage. New dinsights occur even
after hearing an excerpt many times. These comments bear

out how strongly feelings and imagery are involved when
children listen to music of this calibre. The pity is »
that there is neither time nor room to guote in fﬁll, and
that such severe compression ot comment has been found

necessary.

Formulation of Hypotheses

Mrs. Shuter, reporting Valentine (1962) writes: 1 Have
we not all wondered with Valentine whether fhe ability to
follow and enjoy a Bach fugue is quite unconnected with
general intellectual ability?! v

Here, then, is another angle needing investigation -~ those
broad classifications to do with intellectual or verbal
ability and its relation to preferences for the various
stylistic periods of the test. Foremost amongst the
hypotheses to be formulated must be that concerned with
age. _Farnsworth (1958) has a word to say about this
aspect: 2'If taste is culturaliy derived rather than
innate, one would expect to find the taste of the child
approximating more and more closely to that of the adult
as he grows older.' ’ '

The writer considers it necessary to delve into the

1 The Psychology of Mu51cal Ability 1968 - Rosamund ShuterfaEEq
2. Farnsworth (1958) Page 14k
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question of whether or not the age trends indicated by

Farnsworth are borne out by the data. Once more we turn to

Farnsworth: L'We come to have several standards of taste;
for the concert stage, for the dance hall, for church and
for school ... Age, intelligence and special training are
important variables in this process of taste formation.'
We have Farnsworth's sanction then for proceeding to the

formulation of hypotheses similar to those that have
formed tne basis of investigations in the earlier parts

of this research. These hypotheses that will be tested

in chapter eight are listed below:

1. The musical preterences ot children as measured by the
Music Preterence Test do not change witn age.
2, There is no significant difference between the musical
preferences oif boys and girls in the sample tested.
3. There is no signiticant association between musical
pretferences of children and their revealed intellectual
or verbal ability.
4, There are no ditierences between the musical preferences
of children who have instrumental experience and those who
have not.
5. There are no differences between the preferences of
children who have special choral experience and those who
have not.

Before moving to an examination of the data from the
programme of testing, one final word needs to be said
about the items making up this new test. The attempt was
made to choose music by established composers of repute, but
not their best-known music. For this reason music such as
Tchaikovsky's 'Nutcracker Suite', Beethoven's Fifth
Symphony, Schubert's 'Unfinished' and Dvorak's 'New World'
Symphony were studiously omitted.

On the other hand, all music chosen needed to have some

qualities which would give immediate appeal on the first

1. Farnsworth (1958) Page 151
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hearing. In spite of the precautions listed above,
there were occasional classes tested wnich rejoiced
overtly when an excerpt they had listened to as part of
their music lessons was iﬁcluded in the test. '

Test scores and test instructions will be found in

Appendices B and C,



CHAPTER 8

,

-3

ANALYSIS Cf MUSIC PREFERENCE TEST DATA

Perhaps to some readers it may seem rather inappropriate
tb attempt to apply methods of statistical analysis to the
aesthetic response to music.,. It may even be queried
whether it is possible to use statistical techniques for
the purposes of examining children's musical appreciation.
The writer's answer to much a query is an emphatic 'yes'.
This Preterence Test has been designed in such a way as
to enable the analysis ot certain broad trends in child-
ren's musical preterences, trends to do with age, sex and
certain specified kinds of musical experience. ’

For each stylistic period presented in the test there
is a possible pretfterence score between O and 10, This.
provides a numerical basis for statistical treatment.
Scores for the whole 7 - 11 years sample tested are
displayed in table 21. It can be seen that mean scores
for each stylistic period range from 3.988 for period 6
up to 5,636 for period 2.

Figures 20 and 21 demonstrate how regular are the
normal curves for each stylistic period, (even wifh such
a comparatively insubstantial sample as 671). Perhaps the
curve for period 3 reveals a rather closer concentration
of scores around the mean and period 5 shows a slightly

" wider scatter, but there is a marked similarity between
Vthe distribution of preference scores for all six
stylistic periods. ‘

Since each musical excerpt is severely limited in
duration, with no excerpt exceeding a playing time of 20
seconds, and since each stylistic period is restricted
*to five excerpts, the test represents a very pértial,and 

 inc0mplete piqtﬁre of the whole scope of instrumental

music from the past four centuries. Nevertheless, in

208
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TABLE 21 1{USIC PRTFERINCE TEST
DISTRIBUTICN OF SCORES. 7 =~ 11

SCORE  PERIOD 1 PERICD 2 PERICD 3

10 0 8 2

9 10 | 26 26

8 27 60 39

7 68 120 110

6 129 145 , 184

5 161 136 160

4 129 -102 100

3 84 ' 51 36

2 46 i5 1L

1 15 7 0

0 2 1 | 0

671 M = 4,823 671 M = 5.636 671 M = 5.613

— asar— nr——

SCORE PERIOD 4 PERIOD 5 PERIOD 6
10 0 2 1
9 3 19 3
8 30 ko 20
7 TR 87 W7
6 125 111 60
5 155 146 116
4 54 - 111 144
3 89 71 139
2 31 60 85
1 11 ‘ 9 by

-0 1 6 ‘

, 9

671 M = L.848 671 M = 5.028 671 M = 3.988
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spite of these necessarily drastic limitations, and in
spite of the exclusion of all choral nmusic and the so-
called 'populaf‘ music from this encuiry, sufficient
evidence has been forthcoming from the data to reveal
trends throwing a great deal of light on children's
musical preferences,

Although some of the samples are reasonably big -
number of boys between 7 and 11 years # 315, girls 365,
instrumentalists 306, non-players 365 ~ the t-test,
normally a small sample technique, was found to be the
most useful mghod of examining differences of musical
choice between the various categories of children defined
in the hypotheses. Other statistical techniques which
have been found useful for the purposes of this chapter
include product-moment correlation, biserial correlation
and chi-squared tests of significance.,

Means and standard deviations have been calculated as
part of the process of probing differences in musical
preference, The latter part of this chapter is devoted
to item analysis, a necessary proceeding when a new test
is being tried out, even though this particular test has
been designed specifically for the purposes of the

present research.

Musical Preference and Age

The great majority of children tested lay within the 7 -~
11 years age range; however, smaller numbers of both |
younger and older children ﬁere also tested, together with
a variety of adults, This spread of aées on each side of
the chosen sample has proved very useful from thevpbint of
view of examining trends; Time precluded the testing of
“even younger children than the tiny sample of 6 =- 7 ¥year
olds who form the ybungesf group of the sample. - In the
writer's opinion, the test is quite suitablé for very

youngiéhildren, if a break is made in the middle.
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Mean scores were obtained for each year group for each
stylistic period up to the age of eleven. Abovg this age,
two separate categories - 11 - 14 year old secondary '
school pupils, and adults - were formed and mean scores
obtained for each. These mean preference scores are
shown in figure 22 for the purpose of displaying prefer-
ence trends right through from the age of six to
adulthood.

The graph displays how, from the relatively undiffer-
entiated acceptance of musical idiom from all stylistic
periods at the age of six, the trend appears to be for
stronger and stronger rejections of, and preterences for
the musical idiom of certain stylistic periods,. This
feature is parﬁicularly striking in the case of period 2
(Bach/Handel) and period 6 (Hindemith/Stravinsky/Schoenberg).

By the 7 - 8 yvear level, we see the beginningé of a
trend to reject music of contemporary idiom, whilst the
bunching of the other five stylistic periods is still
close. At the ¥ -~ 9 year level there is the emergence of
stronger preference for the idiom of stylistic periods, 2
and 3, relatively to the other four periods. An inter-
esting phenomenon is revealed when we inspect preferences
at the 9 - 10 year level; here we find a significant rise,
at the 1% level, in the popularity of the fifth stylistic
period (Brahms/Tchaikovsky), which is accompanied by a
slight fall in the mean preference scores for all the other
stYlistic periods. We have already discussed in chapter
five the emergence of a significant increase in children's
ability to discriminate harmonically around the age of
‘nine. Here 1s an interesting link,,ﬁhen we consider the
advoﬁturous harmonies and instrumentation of the period
,five musiecal idiom, which'is represented in_the'musical
excerpts chosen for this test. :
~ A further cause for speculation is occasioned by the
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substantial increase in popularity of the music chosen for
the third stylistic period (Haydn/Mozart) between the 7 - B
and 8 = 9 vear group levels, One reason for this might
possibly be because ability to appreciate the melodic shape
ef these sinply- harmonised excerpts develops strongly
around this age.

When considering the relative parity of esteem accorded
to all stylistic periods at the 6 - 7 year level, including
the music of contemporary idiom, might not one reason be
that the music of period six contains a rhythmic virility
which appeals to an age group where melodic and harmonic
awarenes8 is perhaps less devaiopeé than the rhythmic
aspect or musical ability.

The hypothesis we are examining in this section has been
stated in its null form for purposes of statistical
analysiss Hypothesis 1. The musical preferences of
'Ghildren, as measured by the Music Preference Test, do not
change with age.

A cursory inspection of figure 22 should be suftficient
to cast serious doubts on the above statement, The results
) 4 &ﬁalysis of each age group's preferences have been

gathered together in tables 22 and 23. These set out for
- comparison the mean preference scores for each stylistic

period tq;thér'ﬁith significance values in the form of
t-test ratios. Comparisons have been made at the one year,
two yesr and three year interval within the 7 = 11 sample,
and also with age groups outside this range.
. The trend of preferences for certain of the stylistic
periods is drregular; this is.particularly so for period
: 5. A further examipation of some of these trends will be
Al _undertaken in the saotion on item analysis. Trends on the
' Whole tend to be gradual, with few increases or decreases in
~ popularity for the musical idion of any atyiisf@g period
‘at a significant level. Dven when we consider the two year
and three year inmtervals, only one third and ome half




TABLE 22 FREFERENCE TEST

MEAN SCORES FOR BACH AGE GROUP

AGE GROUP STYLISTIC PERIODS

]
o\

e N8 k. T

6 -~ 7 N-'= 27 5,30 5,00 5,07

7 -8 N = 138 " 5,96 5.l 5.33

B8 ~9 N = 208 L.oh 5.57 5.78

9 ~ 10 X = 1hk %.83 5.49 5.69

16 - 11 ? 181 .57 6.00 5,62

12 -~ 14 N 106 h,96 5.94 P p ¢

20+ N 39 ‘14.7'[" 6.95_ 5'23

B i Y =5

6 - 7 5,22 .70 %59

~ 7 - 8 4.96 5.07 k.15

5 8 ~ 9 h.92 4.73 L. ok

[f 9 - 10 4.73 5.33 3.90

i’ 10 = 11 4.77 5.11 3.88

I R ] 5,06 5,45 3.25

3 20+ 6,18 k.67 2,10
B
I =
r i
5
B
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PREFERENCE TEST

TABLE 273

t-RATIOS BETHWEEN AGE GROUPS

i ONE YEAR INTERVAL

Period 7-8/8-9 8~9/9~10 9-10/10-11

i t = 0,11 decrease t = 0,57 decrease t = 1.33 decrease

2 0.68 increase 0.42 decrease 2,54 increase
' 2% level
3 2.61 increase 0.5 decrease 0.43 decrease
1% level
I 0:23 decrease 1.13 decrease 0.22 increase
5 1.63 decrease 2.84 increase 1.02 decrease
1% level
6 0.58 decrease 0.74 decrease 0,09 decresase

1 IHO AND THREE YPAR INTERVALS

8-9/10-11

X t = 0.62 decrease t = 2,19 decrease t = 2.1%4 decrease

5% level 58 level
2 0.025 increase 2.39 inerease 2,80 increase
2¢ level 1% level
2 2,055 increase 1,03 decrease 1,69 dncrease
5% level ' (10% level
~ only)
Iy 1.13 decrease 0.98 decrease 1,01 decrease
5 1.10 increase 2,01 increase 0.36 iiucrease
5% level
5- 1.09 ﬂe&réaae 0,88 decrease 1,21 decrease
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TABLE 273 PRUFTHENCE TEST
(Cont.)

t-RATICS BOTTEEN AGE GROUPS

AGE GRCUPS QUTSIDPE 7 = 11 SAMPLE

Period 6-7/7-8 10-11/11-14 11-14/20+
1 t = 1.01 decrease t = 1.84 increase t = 0,59 decrease

(10% 1level only)

2 1.15 dincrease 0.27 decrease 2,97 increase
: 1% level
3 0,78 increase 1.65 decrease 1.57 decrease

(10% 1evel only)

4 1.06 decrease 1.53 increase 3.84 increase
1% level

5 0.94 increase 1.57 increase 2;25 decrease
5% level

6 1.21 decrease 2.69 decrease - 3.13 decrease
1% level 1% level

The increase or decrease of the mean preference score‘
from the first to the second age group is indicated, and

also the level of significance.
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respectively prove to be at significant level,

It is an interesting feature that, although preference
for the music of period six diminishes consistently
throughout the whole age range examined, nowhere is this at
a significant level before the age of eleven, even when
comparing preferences at the three year interval. Moving
outside our main 7 - 11 sample, we note certain stronger
emerging trends; there is strong preference for period two-
at adult level, and very strong rejection of period six
at both 11 - 14 and adult levels.  IHowever within the
7 - 11 range, trends are more gradual and quite .consisten%,
with the exception already noted of the sharp rise in
preference for period five between the 8 - 9 and 9 - 10
Year groupse.

Within this 7 - 11 age range, stylistic periods two and
three are consistently popular in relation to expresséd
preferences for the other periods, At the three year
interval only stylistic periods omne, two and three exhibit
preference changes at a level of significance.

Do figures obtained so far justify the quotation from
Farnsworth given at the end of chapter seven suggesting
that there is a trénd towards conventional adult taste
throughout the whole period of child growth? Perhaps we
need to examine particular categories within the test

sample before hazarding an answer to this question,

Musical Preferences of Boys and Girls

In our search for broad trends in children's musical
preferences, we will now focus attention on possible
differences between musical taste in boys and girls. The
first task is to compare preferences for the whole'7 f‘ll’
" sample of boys and girls with the figures for our small '
adult sample. Figure 23 illustrates several points well:

(a) All three categories show cloée agreement in their:
preferences for stylistic period omne, each scoringijust
under 5/10, | ‘
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(b) Girls' preferences are closer than those ot boys to
the strong adult preterences for period two. All three
categories score over 5/10, wifh adults exhibiting the
greatest liking for this period (M = 6.95).

(c) The preference ot boys for period three is closer
than that of girls to adult choice, All three categories
score over 5/10, but the girls' mean score is decidedly
higher at 5.91.

(d) The chief feature of interest in period four is the
wide ditference between both boys' and girls' scores (under
5/10) and those of the adult sample whose strong preference
tor this stylistic period, M = 6.18, comes second only to
period two in popularity.

(e) Girls score lower than either ot the other two
categories for period five, The mean score for both girls
and adults lies below 5/10, whereas tne boys show a
relatively strong preference (M = 5.71).

(f) All three categories reject period six in verying
degrees relative to the other stylistic periods. However
the mean scores of boys and girls in this 7 - 11 age range
nowhere approach the extreme rejection of adults for
contemporary idiom (M = 2,10).

It needs to be remembered that within these broad trends
there continue to be wide individual wvariations running
counter to the main trends displayed. It also needs to be
kept in mind that the adult sample is very small (N_: 39)
and is drawn in the main from a special class of the
population - teachers and studént4teach9rs. For this
reason it would be foolish to pretend that the adult sample
is necessarily truly representative of the whole congensus
of adult taste to any degree of accuracy. All the same,
the trends displayed in figure 22-for periods two and six
are unmistakable and must command our attention and mgrit

our careful consideration.
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The next step in analvsing the musical vpreferences of
boys and girls is to brealkk c¢own the 7 - 11 sample into

its constituent year groups. The rather complex table

24 shows mean scores, t-values and levels of significance;

vear groups for boys and girls separ=tely are rather
small, in nearly all cases less than 1060, therecfore the
corresnonding figures for the whole 7 - 11 sample are
placed alongside for comparison.

There are wide differences in taste exhibited by boys .
and girls for the stylistic periods two, three and five,
in every case at the 1% level of significance, whilst
period six reveals sex difference in taste at the 10%
level. For stvlistic periods one and four there are no
substantial differences between the musical preferences
of boys and girls, and figure four offers visual confirm-
ation of this closeness, with mean scores close to the
5/10 line.

Because of the relatively complicated structure of
table 24, a series of graphs - figures 23 %0 27 - have
been added to illustrate the gradual changes in musical
‘preferences of boys and girls through the 7 - 11 age
range. Sadly, the sample sizes are rather small, but
pressure of time precluded an extension of the testing
programme, Perhaps there is sufficient evidence to
arrive at certain‘conclusions regarding the sex.
hypothesis: JHypothesis two - There is no significant
difference between the musical preferences of boys and
girls in the/sample. ] v

A careful study of table 24, and a comparison of
figures 23 to 27 leads us to the general conclusion that,
for the music presented in the test, hwxpothesis two is
proved wrong. For periods two, three and five,
differences in preferences are significant at the l% level

for the whole 7 - 11 range, and for period six there is a
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COMPARISON BETWEEN MEAN SCCRES CF BOYS AND GIRLS

t-ratios
2

Boys

Girls

t=1Tatios
3 1

Boys

Girdls

t-ratios
L

Boys

Girls

t-ratios
5

Boys

Girls

r-ratios
6

Boys

Girls

. t-ratios

Boys
Girls

GE GROUPS

§_2_2

9 -8 g - 10
4,82 4,99 4,84
5.10 4,90 4,83
1.62 V.38 0,28
k.86 k.93 5.03
5092 6005 5-59
398 1% 4,86 1% 3.01 1%
.71 5258 5435
589 5.93 6.0
4,82 1% 2.06 5%  2.86 1%
5.14 4,88 .69
4,80 L.96 4.76
1.16 0.40 0.25
6,01 Hol2 5.94
4,22 4,20 4,78
6,16 1% 4,90 1% 3.56 1%
4,26 L1k 4,07

L 0k 3.96 3.74
0.73 0.79 .98

N=6%" W=o0 N = 68

73 118 76

10 = 11

he51
L,6L
v, 52

5.36
6.66
533 1%

5.46
5.80
1.54

o1
0.50

5.62
I, 5
3.93 1%

3.56
2.32 5%

N = 92
8 9

: J‘." r‘l?

7 - 11

L,78
L, 86

6,14
8,31 1%

543%
5.91
3.80 1%

s, 68
h.82
0.46

5471
!} 20
9,63 1% .

3.83. ;i

o 315
3

. 356 54;

Percentages after the t-ratios show the level of significanﬁb»‘_
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difference at the 10% level,
Bvern when comparing children within one year grous,
there are revealed significant differences in the musical
tastes of boys and girls, Periods two and tive show
copnsistené& dirferences at the 1% level of signiticance in
" each of the four year groups. For period three there
are significant differences in each of the 7 - &, ¥ - 9
and 9 - 10 year groups, and for period six there is a
’significaht ditterence in the 10 - 1l year group.
Some of the t-values are very high, particularly in the
fifth and second stylistic periods, showing highly sign-
ificant sex dirterences in taste for tnis particular idiom
and style. Nownere does difterence in taste approach a
level ot signiticance in the case or stylistic periods
one and four, _
It is only when we come to the graph giving the mean
Ipraréranca scores of the 10 = 11 year sample ot girls
that we begin to see some resemblance to the curve for the
adult sample tested (figure 27), and even here the fourth
stylistic period mean scores differ very widely. So a
- further tentative conclusion wight be that we still have
iigsufficien%;evidence tc permit us to give unreserved
.iapprqval to the Farnsworth tenet that children's musiecal
tastes move consisténtly ftowards adult norms with
increase of age. ' '

It is noteworthy that girls show a stronger preference

" at all age levels within the sample for the musical idiom
of the Bach/Handel era (period 2); this is balanced by

. the girls' stronger rejection of the wore adventurous

‘listic period five. Certain of these conclusions have
 already been ably couched in words by some of the

. children whose writings expressing their feelings and
Af#aﬁéi&t&bns_weré quoted in chapter seven.

Nﬂ\-‘-\
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Tt seemed a useful exercise to wmake a checlt on these
t-test results by apnlying some other form ot statistical
analysis, Accordingly, biscerial correlatiam was calcul-
ated tor tne riean prererence scores of boys and girls at
the 7 - 8 and 10 - 11 year levels, Tne following
coerticients were obtained, positive correlation indic-
ating that girls obtained tne higher wean scores, and
negative coefficients showing that girls' mean scores were

lower than those of boys.

PERTIOD 7 - 8 BISERTIAL r 10 ~ 11 BISTRIAL r
1 + 0,11 + 0,04
2 + 0.40 + 0, u4lh
3 0.49 + 0,10
L - 0,13 - 0,04
5 - 0.59 - 0.35
6 - 0.26 - 0.2h

The very low coefficients for @eriods one and four at
both age levels correspond to the closely related musical
preferences of boys and girls for these periods. In the
case of periods two and five we see moderate correlations
that correspond to the wide differences that exist between
boys!' and girls' musical preterences for these stylistic
periods. However, the reduction in this wide difference
in taste from trHe younger to the older year group, evident
in the figures for period five, ig particularly striking
when we consider period three. ‘

On the whole these biserial correlation coefficients

confirm the findings from the, t-tests.

Comparison of Preference Scores with Verbal Reasoning

. Certain previous researches have shown interest'in the
relationship botween intelligence and mwsical ability. In
view of evidence given in these researches that selection
for instrumental tuition is sometimes carried out on the

basis of superiority ot intellectual ability, or academic
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ability through the medium of examination or selection
test, it may be worthwhile probing whether any evidence

is forthcowming relating to any of the stylistic vperiods

of the Preference Test and proved adademic ability in some
field which has a bearing on general intelligence, or
which is connected in some way with selection for wvarious
school courses at diffcerent intellectual levels.

In the cause of research, confidential information was
provided by two schools cnabling the writer to malke
comparison with the quotients obtained from the " Illoray
House Verbal Reasoning Tests used in the Torset county
secondary selection procedurec, Lists of quotients were
given to the writer at his regquest on a2 confidential
basis for two groups of children in the 10 - 11 age range
(N = 6#). Product-monent correlation of verbal reasoning
guotients with preference scores for each stylistic period

gave the following figures:

Verbal reasoning quotients/Period one r = - 0,146
" " two - 0,055
n n three + 0.687
" n four - 0.131
" " five + 0.146
" " six - 0,077

With the exception of period three, correlatiéns tended
to be very low indeed, if not negligible. The guotients
for period three however is of some interest in vie& of
its size in éomparison with these for the other stylistic
periods. Therefore just one of the two classes was taken
for a re-calculation; again ail stylistic periods'except
period three gave low or negligible figures. For ?eriod
three, the coefficient was again much more substantial
(r = 0.51) and this gave confirmation of evidence from the
first testing procedure.

1. Dorset Secondary Selection - 1968
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Using the t-test procedure to cxamine the significance

of these correlations, only period three proved to be

significant: v = 0,687 N = 64 t = 7,4 @giving 1% level
of significance, The next highest corvelations, those

. “ - . . \
for perioc¢s one and five (r = 0.146 in each case), were

not significant.

Hynothesis three - There is no significant association
between children's musical preferences and their revealed
intellectual or verbal ability.

With such a small sample it is not possible to infer any
findings to the whole population. However, for this
limited group of 10 - 11 year old children we find that
the hypothesis does not appear to be disproved except in
the case of stylistic period three where there is

significant positive correlation with verbal reasoning.

Comparison of Instrumentalists and non-plavers

In this section we are concerned with the possible
influence of one specific type of musical experiencé on
children's musical preferences in the 7 - 11 age range.
The criterion used to define the term 'instrumentalist!'
was whether the child was receiving regular instrumental
instruction at home or at school; such tuition was
designed to lead to some mastery of instrumental tech-
niques and some ability to read staff notation.

The 7 - 11 sample included adequate numbers both of
instrumentalists and non-players at every year level, and
there was a reasonable balance between these two categor-
ies at each year level, sufficient to enable comparison
of mean preferénce scores to: -be made, The only variable
was the factor of musical experience - instrumental
tuition -~ for the rest, the children received the same
- 8chool lessons together., So far as the writer could
ascertain there seemed to be no policy”of selection for

‘instrumental tuition on any consistent basis, such as
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proved intellectual ability. Interest and possession of
an instrument were often the deciding ftactors in opting
for school instrumental tuition.

This was certainly the position in the schools tested as
regards recoxder lessons, anc the mejority o3 cinildren
classified as instrumentalists were, in fact, recbrder
players, More girls than boys received instrumental
lessons, but this ratio was not unduly disproporticnate
(approximately 2:1)., 306 out of a- 7 - 11 samnle of 671
were classified as instrumentalists. Once more a null
hypothesis was formulated with a view to testing the
factor of instrumental experience: ’

Hypothesis four - There are no differences between the
musical preferences of children who have instrumental
experience and those who have not.

Table 25 pairs together the mean preterence scores for
both categories and shows the size of the t-ratio,
indicating where there is a significant difference in means,
An inspection of the figures relating to the whole 7 - 11
sample shows divergence of taste for stylistic periods two,
“three, ftive and six at the one percent level of significance.

An examination of eacn year group separately reveals
consistently significant differences in preference only for
period two, although tor periods three, tive and six there
are significant differences at most year 1evels, For
stylistic periods one and four however, no significgnt
-differences in musical preterence occur at any year level.
We once more note that the highest value of the t-ratio
occurs in stylistic period twp, followéd by periods five,
three; six and four in that order. '

Figures twenty eight to thirty two illustrate the above-
mentiohed points graphically. There is no implicit
suggestion that the scores obtained frowm this small adult

sample accurately represent norms of musical preference for
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PREFERENCE TEST

INSTRUMENTALISTS AND NON=-PLAYERS

Bercentages after the t

COMPARISON OF MEAW SCORES
7 =8 B =9 9 - 10 10 LI leT ] = L
4.933 b 779 4,643 4,625 4.752
0,242 1.697 0,312 0.37 0,983
5.88 5.937 5.964 6.575 6.095
4.873 5257 5.182 5,545 54252
3,646 1% 2,869 1% 2,657 1% 3.915 1% 6.34 1%
5. 747 5,863 5.982 6.0 5.802
841 5.708 5.511 54327 5.405
3.565 1% 0.702 2,001 5% 3.07 1% 4,185 1%
k.973 5.011 4,982 4775 L.935
4.937 4850 4,568 4,762 4.773
0,122 0,807 1,430k 0.055 1.3%
k.s5ky 4,368 4,964 4,563 .572
5.683 5.027 54557 54545 5.h1;
3.596 1% 2,537 2% 1.714 3.687 1% 5.757 1%
3.893 4.0 3.446 3,462 3.732
i Iyl h.071 k,182 4,218 . 4,203
1.846  0.302 2.107 5% 2.761 1% 3.336 1%
N=95 N=5 N=80 - N=306 .
63 113 g8 101 365
-ratios show the level of significance.
L A : -
--t J'"
' b |

trumentalists N = 75

”33
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TABLE 25
(Cont.) PRUFZRENCE T3ST

BISERTAL CORRELATICN

INSTRUMENTALISTS AND NON-PLAYIRS 7 -~ 8 AND 10 ~ 11

xRN

STYLISTIC PERIODS

AGE GROUP 1 2 3 L 5 6
7 - 8 r bis.= +0.04 +0.37 +0.49 -0.11 -0.44 -0.15

The positive sign indicates that instrumentalists have a
stronger preference that non-players, and the negative sign

denotes stronger rejection.
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the whole adult population of this country, but the adult
scores have been inserted in tigure 28 to heln clarify
whether there are trends towsrds stronger preference and
rejection with age in the case of both the categories
being examined in this section.

Perusal of figure 28 which is concerned with the whole age
range from 7 -~ 11 in the two categories instrumentalist and
non-player, reveals the followihg points when making
comparison with out small adult~sample:

(a) For stylistic period one there is close agreement
amongst the three categories as regards preference. All
mean scores are below 5/10. -

(b) Instrumentalists' preferences are much closer to
those of our adult sample than those of non-players for
stylistic period two. Whereas non~players' mean scores
are only sligntly above 5/10, those of instrumentalists and
adults are in the region of 6/10 and 7/10 respectively.

(c) The mean pret'erence scores ot non-players correspond
more closely to those of the adults rof period three, though
the divergence ot taste is by no means so wide(as tor period
two.

(d) There is a wide disparity of tastes when we turn to
period four. Those for instrumentalists and non-pla&ers
are retlected in their mean scores ot under 5/10, and are
similar; adults! taste for this musical idiom, as repres-
ented by our sample, rates it much higher with a mean
preference score ot over 6/10. ‘

(e) Instrumentalists and adults in our sample '‘agree on a
" rating of under 5/10 for period tive, whilst non-players
.rate it much higher in choice with a mean score between
5/10 and 6/10. ' A

(f) Both the instrumentalist category and that Of non-
Player reject period six relative to the other styliStic
‘periods. The stronger rejectibn ot the former category is
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reflected in the smaller mean preference score of less
than four; however, this is not so strong a rejection
as that of the adult sample which rated this stylistic
period, as revpresented by the excerpts in the test,

at no higher than 2/10.

Inspection of figures 29 to 32 reveals that the rise
in popularity of period three between the 7 - 3 and 8 -
9 yeer levels is due almost entirely to the influence
of the non-player category. At every year level, taste
of instrumentalists approximates more to the figures for
the adult sample, and in the case of the 10 - 11 year
category of instrumentalist, there is a very decided
resemblance with the exception that period four is more
highly rated by our adult sample. The instrumentalist
category has much stronger preferences and rejections
than does the category of non-player; it appears that
likes and dislikes in musical idiom are more firmly

established in the instrumentalist category.

Special Choral Experience and Musical Preference

Hypothesis five - There are no differencés between the
preferences of children who have special choral experience,
and those who do not.

The classification is restricted to membership of
church and school choirs, and we shall concern ourselves
with the 9 - 11 age groups only, as a relatively insign-
ificant proportion of the younger groups were members of
such choirs,. More than half the children in the 10 - 11
year group were members either of school or church choirs
(92/181), whilst between one quarter and one third of the
children in the 9 - 10 year group so qualified (40/144).

Table 26 shows the comparison of mean preference scores
of choir-members and non-members for each age group,
together with t-ratios; it also indicates where differ=-

ences are significant. It will be observed that there
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TABLE 26 PREFERENCE TEST

CHOIR MEMBERS AND NON-MEMBERS

9 = 10 AND 10 -~ 11 YEAR GROUPS

PERIOD 9 -~ 10 YEAR GROUP 10 - 11 YEAR GRCUP
1
Choir-members 4, 428 Lh,261
Non-members L,981 4,888
t-ratio 1.584 2.659 1%
2
Choir-members 5.625 6.478
Non-members 5.442 5.461
t-ratio 0.554 3.857 1%
3
Choir-members 5.975 5.826
Non-members 54596 L, hol
t-ratio 1.472 1.901 (10%
: only)
L
Choir-members h,7 4,870
Non-members 4,735 4,652
t-ratio 0.111 0.922
5
Choir-members 5.225 4,870
Non-members 5.356 5.326
t-ratio 0.344 1.678 (10%
only)
6 ;
Choir~-members h,1 3.587
Non-members 3.865 4,259
t-ratio 0.598 2,442 2%
Choir-~members N = 4o N =92
Non-members 104 89

Percentages after the t-ratios show the level of

significance,
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are no significant differences at all in the mean scores
at the 9 - 10 year level; however, when we come to the
mean scores of the 10 - 11 year group we find a number of
significant differences, Stylistic periods one and two
are significantly different at the l% level, period six

at the 2% level, and periods three and five at the 10%
level only. Here we have the only example in the whole
of this chapter where two categories have a difference in
mean preference scores for period 1 at the 1% level of
significance, Figures 33 and 34 illustrate in graphical
form the contrasts in preference at the 9 - 10 and 10 - 11
age levels respectively. Note the increased preference
of the older group for period two, and the trend towards

a greater rejection of both stylistic periods five and six.
Once more wé can see the increasing resemblance of the
curve for the 10 - 11 vear old choir-members to that for
our adult sample, again with the exception of a lesser
preference for the musical idiom of period four.

) A comparison of the two categories of children with
musical experience detailed in hypotheses four and five
has been attempted by another method of graphical
represenfation ~ that of figure 35. Here we are not
concerned with mean scores as points on the verticai
gxis of the graph, but with t-test wvalues. The two most
useful levels of significance are marked in; the distance
of each t-value above these dotted lines is a measure of
the significance of the difference in musical preference
between the two categories of children with both kinds of
musical experience specified in the hypotheses, and those
not having the benefit of such experience.

It is clear that the Bach/Handel excerpts (period 2)
exercise a stronger attractlon for those children in our
sample fortunate enough to be enjoying additional musical’

experience. One good reason for the selection of these
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particular excernts was that it was nighly unlilkely that
children in the 7 -~ 11 vear range would have had the
opportunity ot studying the actual music from which these
excerpts were taken, “vents proved the writer correct
in this belief as regards the extracts from period two,
although very occasionally, during testing, classes were
found who were familiar with one or two of the excernts -
both the Branms Hungarian Dances were instances of this.

To a lesser extent this strong contrast in tacste between
the musically-experienced categories and the others was
true also of period three; the lesser ponularity of the
music chosen in Haydn/Mozart musical idiom is at the 1%
level of significance when we compare the categories to
do with instrumental experience, and is ohly just below
the 5% level when we compare the preferences ot these
with and without special choral experience.

' Between the ages of 9 and 11, period four exercises no
specialvattractibﬁ for either of the musically-experien-
ced categories over those without such experience and
.vice versa, In fact, for fhe instrumental/non-player
categories, the t-ratio is almost nil. We have already
mentioned the significant difference in preference for
the choral/non-choral categories, and this is due to an
aversion for this music, presented from the B%?d/Monte-
verdi era, on the part of choir-members. No such
divergence of taste arises in the case of the instrument-
al/non-instrumental categories, and the t-ratio.in this
case for period one is very low indeed.

The situation is reversed when period five is examined;
in this case those with instrumental experience show a
-strong aversion relative to fhe non-player category well
above the 1% level of significance, whereas the difference
in preferences is by no means so striking in the case of

those with and those without spedial choral experience.,
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For stylistic periocd six, rejection is stromger tor beth
cz2tegories having musical experience than tor those lacking
such experiences thnis is at a significant level for both
types of musical experience, but is ratner nigner for thne

instrumentalist/non-player comparison,

Pairing of Items and its effect on Preférence.

In the previous chapter an experiment by Farnsworth (1958)
was reporied in which he presented music by Stravinsky and
Heethoven to college students. He concluded that the
order of presentation affected popularity and stated:
tStravinsky, the leastenjoyed suffered an additional drop
in popularity when following the Beethoven excerpt.'

Farnsworth was dealing with c¢ollege students whereas the
sample for this piece of reéearch is much younger. Never-
theless, it seemed important te probe the differential '
effects of such placing, and the trends throughout all age
groups tested are displayed in table 27. The only Tfirm
conclusion to be drawn from this is that an excerpt gains
from being presented second in the pair, and that this ¥
additional popularity becomes more acbentuatgd.fhe younger
the sample of children being tested, It-may'be_tﬁatﬁ¥hia
sharply-defined trend has some connection with the memory “4;
span vhich increases with increase in age; parhips because .ﬂ
the initial impact of the tune - its strong opening phrase ‘;
- in many cases - being further removed friom the present &i*;Fﬁétg

-

the moment of choice in the case of exemrpt A than in 5he"if,

case of excerpt B, a limited memory span militdtes dm = .
favour of excerpt B whose strong:&pqgiﬁg theme 1&_5&@@?‘"wf;ﬁ ﬁ
fresh in the mind of the young child. The woment of choise
for tlie younger groups tested seemed to be qaite early-ﬁﬁ'?—ﬁ

~ the playing of excerpt B for each item, enae %he ﬁﬁ?ﬁ* :
. routine was under way; more children from the 1:!-_1@91!?';;___,I

 tested appeared to wait almost to the end of fh¢_566an
 excerpt Pefore making their choice. HWE&}{_; : 2 the
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TABLE 27 PREFERENCE TEST

CHOICE OF FIRST OR SECOND MUSICAL FXCERPT FROM ¥ACH PAIR

AGT GROUP N % A % B
6 - 7 27 38 62
7 = 8 138 38 62
-9 208 99 61
9 - 10 144 40 60
10 = 11 181 40 60
. It - 14 106 &3 57
20+ 39 i 56
ik
F
' TABLE 28 FREFERENGE TEST
STRONG PREFURENCE SCORES 8 - o 10 AND REJECTION SCORES O to 2

AGE GROUP _N_ PREFERENCE T REJECTION: - T
SCORES N ratio SCORES N ratio
8 to 10 0 to 2
6 ~7 27 8 0.30 6 0,22
7 -9 342 150 0,4k 169 049
9 - 11 326 171 U.52 190 0.58
11 - 14 106 57 0. 54 64 : 0.60
20+ 5 ST i 0.95 41 1.05

The ratio is obtained by dividing the number of preference
scores (8 to 10) or rejecticn scores (0 to 2) by the number
of individualg§in each age group. The totals of preference

scores and rejection scores are caloulated from a scrutiny fai
of each individual's test leaflet. This table is only . "‘—!
concerned with very strong preferences and very strong _.%
rejections. - : ?175
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:
secend half of the test, where all excerpts were being
repeated under conditions of re-pairimng, cerfain of the
more individualistic selections woere immediately recogn-

ised, and their selection or rejection greatly Facilitzted.

Item Analysis - Strong Preferences and Hejections

A short study was made of the incidence of wvery high (B -
10) and very low (0 - 2) preferences for the whole sample
tested. The total number of sucgh stronz preferences and
rejections was worked out for each age group, and a ratio
obtained by dividing the ensuing figure by the number in
that particular age group. Strong preferences and sirong
rejections were displayed separately, and tabla/3¥§E¥Y
demonstrates the trend teowards stronger preferences and
rejections with inereasing age. Outside the youngest
group tested, rejection ratios run at a higher rate than
preference ratios through the entire gamut of ages.

This particular piece of analysis has links with those
trends displayed in figure 225 it alse ties up with results
obtained from investigating the boys/girls, instrumentalists
/non-players and choir-member/non-member categories.
Figures 27, 32 and 34 all show that by the age of eleven,
girls, instrumentalists and choir-members have sirenger

musical preferences and rejections than bays,-ﬁon*playa:a

and those who are not members of special choirs, respect-—

ively. Nowhere are these trends so strong as is the case
with the adult sample tested,; TFigure 36 illustrates trends

for strong preferences.

Item Analysis -~ Individual Bxcerpts "
‘ -
An attempt will be made in this section to agﬁﬂ#ﬁ-#hg 2
popularity rating of each individual excerpt. It has to be

borne in mind that popularity depends in part on the M

>

pairing arrangement, For instance, the Dowland excerpt's

poor rating in the eyes of the sample of eﬁi&ﬁ?ﬁh.?@ﬁtﬁd:'»_g

’
T
!

il
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is partly a result of ifts being paired against two véry
popular sxcerpts, tle Bach Brandenburg Concerto 4 in the
first half, and the Mozart Horn Concerto in the second

half, For a similar reason, the MHaydn Sympbony 73 excerpt,
one of the most popular, undeoubtedly gained from being
paired with the Hindemith Symphonic Dances excerpt in the
first half of the test, and against ithe Schoenbeérg excerpt
in the second half,

Popularity ratings were compiled for the 7 -~ 8 year group
(N = 138) and the 10 = 11 year group (N = 181)., These
have been placed alongside in table 29 for purposes of
comparison, Since the total possible score for any
individual excexrpt in the test i§ 2, mean sScores range
between 0 and 2; in fact the lowest figure is that accorded
to the Allison excerpnt (period one) by the 10 = 11 year
group where the mean score is only 0.54%1, The highest
mean score, also frem the 10 - 11 year group is that for
the Haydn Symphony 73 éxcerpt and this stands at 1i541, Tt

is significant that the highest and lowest mean scores are

from the 10 - 11 year group where preferences and reject-

ions are stronger than is the case with the 7 = 8 year groups

Product-monient correlation of the mean scores tor each of
the thirty oxcerpts from each age group (at the three year
interval) was calculated giving r = 0,82, This was a high
correlation and gave some indication of the reliability of
the test, It also led the writer to look for any

individual excervts where there was o statistically signif-

ieant change in preference over this three year interval

between the two samples being compared. Five such extracts
were Found by use of chi-sguared analysis. The Monteverdi,
Allison and Hindemith Symphonic Dances excerpts all showed a.

significant drop in pepularity from the 7 - 8 to0 10 =~ 11

groups, and these were at the 1% level of significance. The

Handel and the Brahms Hungarian Dances Nos 5 excerpts
%

-

=

| S



4 TABLE B¢ PREFERERCE TEST 252

POPULARITY RATINGS OF TINDIVIDUAL EECERPTS

; 7 - 8 GROUP 10 ~ 11 GREUP
EXCERPT SCORE Mean RANK SCORE = MBAN RANK
Monteverdi T68 217" . 8 161 0.890 18
Allison 1¥8 0,855 22 98 V541 29
Dowland 85 0.616 30 127 0.702 25
Byrd 143 1,036 13 185 1.022 16
Morley 169 1,225 i 237 1.309 7
Bach Br.5 145 T I o 203 y S e £

5 8 150 1,087 9 213 ¥ Gy 9
" Suite 2 155 00051 1L 192 1.06%  Ih
" 3 164  1.188 6 241 B s s B ) 6
Handel =" 1620 1% 236 1.304 &
Haydn Sym. 73 183 1#326 2 299 1.54%1 : &
" 83 132 0.957 19 15% 0,851 19
" 88 123 0,891 2% 188 1.039 15
Mozart Horn 188  1.362 1 259 1. 431 2
% Clarinet 111 = 0.304 21 140 0973 22
Beethoven 3 107  0.775 26 111 D.613 28
i 6 137  0.993 17 149 0.823 20
" Piano C. 148 1.072 10 205 1.433"° F0
Schubert 4 128" L 0.928 @20 146 0.807 21
" 9 164  1.188 6 244 1,348 5
Brahms Acad. 109 0.790 25 124 0685 27
" Hung. 3 BN 0,856 | &y 136 GypsL. .23
" 5 N3 2,036 13 248 1380703
Tchaikov., 6 151  1.094% B 197 1,088 13
" Gap.Ttal, - 183 1,326 2 248 1.370 3
Schoenberg 99  O.717 28 125 0.691 26
Hindemith Bb .99 0.717 28 132 0.729 24
" Mathis 140 1,014 16 201 1.110 12
® Sym, Dan. 104 0.754 27 Tl _.’!:!-._5_25:“ %
Stravinsky 133 0.964 1B VI ﬁ@ﬁﬂﬁr?;i?"-
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showed a significant iuprovement in popularity at the 5%
and 1% levels of significance respectively. The chi=-

squared figures are shown bclow:

Monteverdi 8.18, Aliison 11.32, Handel 4.97, Brahms
Hungarian Tance no. 5. 7.05, Hindemith Symphaonic Dances
6,64,

A similar kind of analysis was carried out on the indiv-
idual excerpts to compare their ponularity for the boys and
girls in the 10 - 11 year sample, The results are
displayed in table 30; again the same excerpts tended to
appear near the top and near the bottom of the popularity
rankings for both boys and girls, but there were gignific-
ant variations in the ratings accorded by thec boys and
girls through their preferences and these, calculated by

chi-squared analysis are liste: below :

Bach Brandenburg Concerto no 4. More popular with girls at

5% level

n Suite No 2. " " " no1% o
Mozart Clarinet Concero " " " woo2% "
Schubert Sywmphony No 4 " " " boys 5% "
Brahms Adademic Festival Overture " " " " i% "

" Hungarian Dances No. 3 " " oo 5% "
Schoenberg " " " "1% "
Hindemith Symphony in B flat " " " " 2%
Stravinsky ‘ - " " 2%

The Schoenberg excerpt was'by far the most significant of
these excerpts in the difference of choice of boys and
girls.. In the period six excerpts it is interesting to
note that although on the whole girls rejected this contem~-
porary idiom more strongly than did the boys of the 10 - 11
‘year sample, the Hindemith 'Mathis' was a notable exception,
rated higher by girls than by boys. This céuld be due to
the fact that it is paired against a period five excerpt in

each half of the test, and every item in period five was



254

TABLE 30 PREFERENCE TEST

BOYS AND GIRLIS AGEPR 10 - 11

MEAN SCORES AND RANKS OF INDTVIDUAL EXCERPIS

BOYS GIRLS
EXCERPT MBAN SCORE RANK = MBAN SCORS RANK
Honteverdi 0.79 <5 0.98 15
Allison 0. 48 30 0,60 25
Dowland 0.77 26 0.52 23
Byrd 1.0 16 1.03 it
Morley 1.29 6 1.531 6
Baech Brandenburg 5 1.04 13 1,19 1z
o L  1.03 14 a3l 6
" Suite 2 0.86 20 1.26 10
4 % L.27 W 1.38 4
Handel 1.1% 9 146 2
Haydn Symphony 73 1.49 1 .57 1
" 83 '0.84 22 0.86 : 19
-+ 88 1.12 10 0.94 B4y
Mozart Horm Con- _ _ |
certo 1.39 L 1.46 0T
" Clarinet 0.62 28 0.92 18 i
Beethoven Sym. 3 0,69 27 0.53 27
" 6 ; 0 .80 2’4 ﬁ.! 8 3 .:2'6 ;_T
" Piano Concerto 1.11 11 1.16 liﬁ e
Schubert Sym. 4 0.9k 17 0.67 - E2 i R
" 9 k3 5 1.9k 5 <3
Brahms Acad.Fest. | _" o
Overtune 0,84 ‘22 0.52 el
" Hungarian Dn 3 0,88 18 6,61 - .~
Y 5 1,43 3 1 SRR g S8 ek
Tehaikovsky Sym.6 1.20 8 0,97 TN
" Capr.Ttalien 1.46 2 1.27 9 _" 4
Schoenberg 0.88 18 o.hg a _93- g oY _b
. Windemith Sym.B £, 0.86 20 0459 ST o
" Mathis 1.01 15 1.20 | @i‘;;-:ﬁfi}
: i Sym.- Dances @.52 29 9:?,23: : ey 23 ‘illq}&r
. Stravinsky 1LoBE . 12 B ) AL ; ;é
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preferred more by the boys than by the girls.

Conclusion

This is the appropriate point at which to sum up
possible ways in which the development or fofmation of
musical taste takes place. If we are to think of
aesthetic development in terms of moving towards adult
norms of taste, as shown in mean preference.scores of the
adult sample, then there is some evidence of this when
surveying the whole 6 to 20+ sample. Yithin our 7 - 11
sample, however, there are many individual variations on
this‘theme, as illustrated in figure 22, infact, no clear-
cut picture emerges if this 7 - 11 sample is analysed apart
from the results of testing the younger and older groups.

Within the 7 - 11 sample, however, we do see certain
special categories moving closer to adult norms. The
figures for the 10 - 11 yvear old instrumentalists, and to
a lesser extent choir members, are beginning to approach
those of the adult sample, and they are much closer than
the corresponding nonwsplayer and non-choral categories.

Another approach is to see whether there is any develop-
ment towards stronger preferences for the musical idiom of
certain stylistic periods through the age groups in the
sample. We have found evidence that this trend towards
these stronger musical preferences does oeccur with increase
in age. Certain kinds of musical experience seem to leéd
to earlier development of these strong preferences itor the
musical idiom of one or two of the stylistic periods
presented in the test. |

There is no doubt that, in spite of these trends, there
are numerous instances of the development of strongly
individualistic tastes running counter to the trends just
indicated. A clearer picture might have emerged had the
number of stylistic periods. presented been halved, or even

reduced to four, It seemed a pity, though, to cut out
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music or the Bach, liozart, Beethoven or Hrahms eras, and
the test would have been the poorer for their omission,
There is a stylistic change from the excefpts of the Haydn
period to those of Beethoven, and again from the Schubert
selections to those chosen from Tchaikovsky's compositions.

The writer would emphasise that he tried to present only
music of high quality, and that typical of the six stylistic
periods in the test., . The selections chosen were those that
particularly abpealed to the small pilot groups who were
tested before finalisation. This meant that, although
certain excerpts appear less popular, this is only so in
relation to the other pieces of music chosen.

The test is designed to probe children's ditfferential
response to the musical idiom of a selected numbér of
stylistic periods thirough the examination of broad trends
and the testing of hypotheses directed towards certain
categories.

It remains to say that the cuitural explanation of
musical taste seems the only possible one emerging from our
analysis of the broad trends to do with additional musical
experience and those to do with age. The environment is the
chief determiner of what kind of musical preferences
children have; yvet environmental determinants may be
different, even when the musical tastes of brothers and
sisters are being examined. In the tinal analysis each
individual is unigque and no'two individuals recei?e
identical intluences from’their environment.

The writer interprets this not in the light of an environ-
ment acting upon a passive recipient, but as a dynamic
interaction between the individual and his environment.

In giving pride ot place to environmental intluences, Wwe
need to remember that the choices ot girls and bbys were

clearly ditterentiated, and to an extent that no social



explahation of pressures towards roles and cxpectations
~ can explain away entirely. There is a genetic basis, and
heredity, our inherited semsory eguipment, sets lim: aﬁﬁ
the pg*sil;i@"sﬁ of nesthetic -ﬁiglvglpmenﬂgi no matter how strong
' the cultural pressures. g




CHAPTER 9

DISCUSSION OF FINDINGS

The stage has now been reached at which evidence from the
various programmes of testing can be re-examined in such a
way as to see the whole picture of emerging trends more
clearly. Over three years of testing, with a total sample
of more than 3000 children, enables us to place some
confidence in trends displayed as a result of analysing
data from the Music Responsiveness Test, the Music Discrim-
ination Test and the Music Preference Test,

This research has a well-defined set of aims. In using
a series of tests especially designed for this study, it
is important to inspect the limits set by the kinds of
tests constructed. There is the further need to re-define
how far selection of test items and the chosen methods of
scoring have also restricted the scope of the research.

Since this study has relied in the main upon cross-
sectional methods rather than on longitudinal procedures,
there are further limits set on what results of testing are
able to prove. However, although the sample populations
of the three testing programmes are, on the whole, distinct
and sepérate, there are occasional overlaps where two of
the tests have been administered to the same group of
children; where relevant, a comparison of results will be
attempted in this chapter.

The questions asked relate to a specified number of
aspects of musical ability in children, and to their
musical preferences; we are concerned about the musical
developmeny of the 7 - 11 age group in particular, One
question concerns the connection between the growth of
musical ability with age, and possible changes in musical
taste with age. Another question probes possible
differences between boys and girls in musical situations,

258
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Still another question seeks to determine how far musical
experience - special cultural and environmental pressures -
enters into the development of musical ability and the
formation of musical taste in young children.

Analysis of the boys/girls and instrumentalists/non-
instrumentalists categories and their scores in the three
tests is shown in Appendix A, There were fractionally
more girls than boys in the samples., Instrumentalists
and non-players were also not dissimilar in numbers, there

being slightly more of the latter.

"S4ix of the schools included in the testing
programmes were situated in central areas of towns, A
further five were somewhat isolateu village schools.

The remainder, the majority, were in residential areas
with a variety of urban development from older, declining
districts to brand-new housing estates, The schools
visitéd varied in size from one with less than forty child-
ren to one primary school with over 600 children and a
secondary school with well over a thousand. Wide wvariat-
ions of socio-economic areas were included, from cult-
urally-deprived children in slum clearance districts and
rural hovels on one extreme to affluent suburbia on the
other,

The writer had already made the acquaintance of staff in
most of the schools visited tor the purpose of testing,
and was thus able to obtain a reasonable cross-section of
ages., Pressure ot time and the fact that testing program-
mes had to take place chiefly at the beginnings and ends
of school terms led to certain irregularities in sample
numbers,

Only one class tested contained no children who played
a musical instrument. There was only one case of a class
in the 7 - 11 age range where every child in the class was

receiving tuition on a musical instrument, All the
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classes tested were coeducational,

Music Responsiveness Test

This test was designed to measure a child's developing
ability to analyse melodically, rhythmically and harmonic-
ally in a musical setting in three separate subtests,

The testee has the task of perceiving and recording
musical changes. These constituted the child's response
in a musical situation, The title of the test came from
critical reading and appraisal of J.L. Mursell (1937,l
1948 2). The melody subtest had a different basis of
scoring from the rhythm and harmony subtests. In the
rhythm subtest the testee's task was to hear a tapped
pattern transformed into a musical setting as a simple,
short but rhythmically-stressed tune. The harmony sub-
test was an excerise in cadential discrimination. Both
these subtests employed a Gestalt type of response - the
child was not required to pinpoint where a change occurred
as in the melody subtest, but was merely requested to
indicate which version he considered correct.

Points emerging from item analysis:

(a) Melody Subtest - The shorter items were also the
easier ones,

(b) Variatibns im pitch, ranging over three octaves seemed
to have little effect on their level of difficulty, although
a small minority of children had some difficulty with the
lowest notes of the clarinet,

(¢) It was more difficult to pick out the changed note
where the flow of the melodic contour was least disturbed.
(d) Rhythm Subtest - No more ditficulty was experienced
by the children when items were presented at a pitch three

octaves below, than when items were within the child's

normal singing range.

1. J.L. Mursell 'The Psychology of Music' New York 1937
2, n 'Education for Musical Growth! 1948
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(e) Difficulty was associated with the relative close-
ness of the alternative rhythm patterns to the correct
pattern, and seemed to bear little relation to ditfferences
in timbre or variations in the texture of the harmony.

(g) Harmony Subtest - The lightly narmonised piano
cadences were found to be slightly easier than the final
items where the piano harmony was tuller.

{E) Piano items were tound slightly easier than those
played ﬁy the recorder trio.

(i) On the whole, item difficulty was related chiefly to

the closeness of the alternatives to the correct cadences.

Music Discrimination Test

This was designed as an extension ot the testing programme
into the territory of music appreciation; the writer
regards ability to discriminate correct versions ot a piece
of music from distorted versions as an essential ingred-
ient in the ability to appreciate musically. Here, a more
complex, thoughtful and intensive type of sensory analysis
was required.

The musical setting of the items in this test was more
varied than tor the items in the Music Responsiveness Test,
More musical instruments were employed over tne test as a
whole; there was a combination of four instruments in
several of the items. Two items were piano solos, and
two otners were arranged for church organ, these latter
proving the most difficult, items in the test.

Penalties for wrong guessing were fairly evenly distrib-
uted through the age groups in the sample. Slightly more
penalties were incurred by the younger age groups. It was
interesting to observe that a minority of children ftrom all
ages represented in the sample risked losing marks rather
than leave the corresponding letter in the test leaflet

unmarked. When questioned by the writer afterwards, the
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children concerned would unblushingly admit to taking a
gamble, whilst understanding their instructions well
enough.

Many tests of musical ability include the advice to
guess when in doubt. It was considered that in this
particular test ability to discriminate correctly should
be rewarded, whereas guesswork should be discouraged.
This enabled a more effective analysis to be carried out.
Item analysis revealed:

(a) Ability to detect correct versions showed a steeper
growth gradient through the ages in the sample than
ability to detect distorted items.

(b) Children tound 'flattened instrument' items easier
to detect than those items where notes were altered or
omitted.

(¢) Irregular rhythms, involving accelerando and
rallentando, were more difficult to detect tnan those
where the rhythmic pattern was modified throughout, eg by
‘dotting' a hitherto smooth rhythm.

(d) It was more difticult for children to detect
rhythmic changes if these occurred only in the accompan-
iment and not in the melodic line.

(e) It proved more difficult to discriminate a harmon-
ically distorted version when harmonic changes were

restricted to the bass line only.

Music Preterence Test

Whereas in the two previous tests it had been possible to
give tentative ability rankings tor the children in each
class tested, there was no question of 'more able!' or 'less
able' tags being put against individual children's names’
and scores as a result of doing the Music Preference Test.
Although the testee was in the position of having to choose

between two alternatives, neither choice was 'correct' in
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any objective sense. Below are summarised certain
points arising trom this tinal test:

(a) It was restricted to the typical musical idiom of
six stylistic periods, using short excerpts, but sufificient
in length to be representative of the style of the period.

(b) Only instrumental music was chosen; there were no
vocal items, nor was 'popular' music included.

(c) Some matching of pairs as regards tempo and tone
colour was attempted in the first halt only of the test.

(d) Children opted more often for the second excerpt in
each pair, though there was a diminution in this trend
-with increase in age through the sample tested.

(e) A large proportion of the children made their
choice quite early during the playing of the second
excerpt ot each pair.

(f) Altnough all excerpts were chosen trom some of the
finest music of many eminent composers, scarcely any of
the music was tamiliar to the young children tested.

(g) Certain excerpts were rated consistently low, and

others equally high by all age ranges in the sample.

Age

As expected, both ftor relatively straightforward, and
for more complex tasks of sensory analysis, children's
ability to discriminate musically develops with age; this
trend is well illustrated in the 7 - 11 range otf ages in
our sample, Results from the tests indicate that the
growth gradient is not by any means smooth for all aspects
of musical ability. Nevertheless, when considering the
melodic and rhythmic aspects as measured by tne Music
Responsiveness Test, there is a tair approximation to a
straight line grapn.

Examination ot the growth gradient for the harmonic

aspect as measured in the harmony subtest, the greatest
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increase in scores occurs between the 8 - 9 and 9 - 10
year groups. This phenomenon is repeated for the Music
Discrimination Test scores in an even more emphatic
mafdher. This is also the age at which a sharp increase
in the popularity of the musical idiom of the Tchaikovsky
period occurs. This period may be said to be charact-
erised by its greatly increased use of contrasting
instrumental timbres and adventurous harmonies.

It is very tempting to link this trend with the
increased awareness of children around this age for
harmonic values, as evidenced in their scores in the first
two tests for this study. However these are broad trends
only, and there are multitudinous instances from the test
leaflets of children whose development gradient differs
considerably. Trends emerging from testing these large
samples suggest however that ability to discriminate
harmbnically does develop strongly around the age of nine,

Increasing familiarity with the musical idiom of the
different stylistic periods selected for the Preference
Test leads to the development of diftrering levels of
preference through the 7 - 11 age range. A sharp rise
in the popularity of the music of the Bach and Handel
era occurs around the age of 10, and perhaps this reflects
the beginning of an appreciation of the more subtle
musical values,

It is interesting to note that the beginning of the
increase in popularity of the strongly rhythmic music
chosen from the Haydn and Mozart era occurs around the age
of 8, and we have already noted the rise in popularity of
the Brahms/Tchaikovsky musical idiom around the age of 9.
Of course all these are only broad trends, but they do
occur against a continuing though gradual decline in the
popularity of the stylistic periods at both ends of our
musical spectrum - the Byrd/Monteverdi and Hindemith/
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Stravinsky periods, It would seem that there is some
evidence here pointing to the beginning of a trend

towards accepted adult musical tastes.,

Boys and Girls

Let us turn our attention first of all to the musical
preferences of boys and girls in the 7 - 11 age range. We
need to examine possible inferences from the fact that girls
showed significantly greater preference for the musical
idiom of the Bach and Mozart eras, whilst boys revealqd
significantly stronger preference for Tchaikovsky.

We must put against this the fact that girls perform
better at simple tasks of sensory analysis in a musical
setting; in the case of rhythm this superiority was most
pronounced in the 8 - 9 age range; for melody, girls'
superiority was greatest in the 9 - 10 range; when we
consider harmony, girls are superior to boys through the
whole 7 ~ 11 age range, but particularly from the age of
9 onwards,

Is there any connection between these distinct differ-
ences, both in the ftield of musical preferences, and in
that of their developing ability to deal with tasks of
musical analysis? Crickmore (1968) discusses the
possible distinction between these at some length, and
comes to a definite conclusion:
l'It follows, therefore, that aesthetic perception and
critical retflection have to be classed as separate
activities .. most of the tests of music appreciation
described by Wing (1948) involve some kind of critical
comparison between two or more musical items, Music
appreciation is defined as the ability to distinguish
between what is generally accepted by experts as good
and bad music.!

1. 'An Approach to the Measurement of Music Appreciation(I)'

Leon Crickmore - Journal of Research in Music Ed.
Vol XVI, No. 3, Fall 1968. pages 239-240
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Crickmore follows this with his own personal inter-
pretation:
1'The present investigation, however, identifies music
appreciation with musical enjoyment. It assumes that
where there is enjoyment there is also understanding..'

The present writer also reports no obvious and direct
connection between the aesthetic and discriminatory
aspects of musical development. Greater liking for the
Bach musical idiom by girls and tor Tchaikovsky by boys
seems to bear little relation to trends in melodic,
rhythmic and harmonic development, although experience in
one field must affect ability to pertform musically in the
other.

The next stage is to examine possible interpretations
of the differences between the scores of boys and girls in
the Music Responsiveness and Discrimination Tests, Even
though the sample populations tor tnese two series of
testing programmes were quite separate, there are never-
theless broad trends which would appear to be to some
extent contradictory.

In the Music Responsiveness Test scores of girls are
better on average than those of boys; this superiority is
at a significant lewel tor the scores of each subtest over
the whole sample age range. When comparing all boys with
all girls in the 7 ~ 11 range, the superiority ot girls is
at such a level that it could not have arisen by chance,
eg, because of sampling error. Moreover, this superiority
tends to appear in all year levels within this sample,
though not always at such a high level ot significance,
and it also appears tor all three aspects of musical
ability tested.

When considering scores of boys and girls in the Music

1. 'An Approach to the Measurement of Music Apprec-
iation (I)' Leon Crickmore - pages 240
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Discrimination Test, no significant dift'erences can be
found; nowhere are there the pronounced superiorities of

girls' scores that were revealed by analysis of the Music

Responsiveness Test data., In fact, in the 7 - 10 age
range, boys tended to do slightly better. Continuing our
investigation into the 11 - 13 age range, we find the same

close association of boys' and girls' Discrimination Test
scores still persists, with no clear-cut difference in
ability to perform the complex tasks set by the test.

Yet, when we investigate tha@a data from the Music
Responsiveness Test for the 11 - 13 range, with different
pupils, of course, girls still continue to exhibit superior
scores, particularly for the melody and rhythm subtests,

We have in earlier chapters, examined conflicting evidence
from previous researches on the various aspects of musical
ability in boys and girls.

One possible explanation is that the conflict of evidence
in this present study is due to the unrepresentative nature
of one of the large samples. This is rejected by the
writer because, in all other respects, the samples for this
age range seem quite representative. There is no reason to
expect that where more than torty classes of children have
been tested, each containing approximately equal numbers of
boys and girls, there should result so grossly biased a
sample. Although ditfferent classes were involved in the
two tests, in many cases these came from the same schools.
Great care was also taken to select a cross section of
children representative of the normal range of school sizes,
of rural/urban communities, and of socio-economic backgrounds.

So we turn to a second possible explanation of this
conflict of evidence; this consists in looking at the
differences in the musical tasks set by these two tests.

In the Music Responsiveness Test, the melodic, rhythmic and

harmonic aspects of musical ability are separated out into
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three subtests to enable sensory analysis of one aspect of
musical ability at a time, For the Music Discrimination
Test, the testee is called upon to make a series of
complex decisions for eacn item presented.

Now, although the ftorm of the Music Discrimination Test
makes it suitable for administering to children at as young
an age as 7, and indeed a proportion of the youngest age
group tested obtained very good scores, yet the inescapable
fact remains that it was a different, more complicated type
of operation'that was being demanded from the children.

So these were two different types of musical task, even
though each was in a musical setting, and each was broadly
discriminatory in nature.

It is an established fact of physical development that
the average girl matures earlier than the average boy. of
course the same wvariations in maturation occur within each
sex, so that in general boys with an early adolescence are
those whose growth to maturity has been advanced at all
ages before adolescence. Girls are, then, generally ahead
of boys in physical maturity, and it would appear that this
sex difference is genetically controlled. This prompts
the question, therefore, as to whether this inherited sex
difference mignt not exist in other more specifiec
responses also.

To what extent does intellectual and emotional
advancement relate to developmental rather than chronolog-
ical age? It has been common practice for several decades
for local education authorities, when determining transfer
to the secondary stage of education at the age or 11, to
draw up separate selection lists for boys and girls. Is
there any equivalent ditference betaeen the sexes in the
field of musical development?

Findings from the Music Discrimination Test suggest that

the answer is 'no'. Findings rrogfhe Music Responsiveness
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Test indicate 'yes'. Perhaps boys tare better in the
decision-making role when the situation is a complex one,
though on the whole girls' sensory development appears to
be ahead of that of boys. Certainly the decisive differ-
ence between their musical preferences indicates something
more than chance differences in taste, and this seems to

point to a genetically-based explanation.

Verbal Reasoning and Musical Development

We have evidence from earlier researches that correlation
between various musical aptitude test scores and intell-
igence, though certainly not high, could not be classed as
negligible, Earlier in this study Wing and Kwalwasser
were quoted as giving 0.3 as tnhe correlation normally to be
expected., Bentley, also quoted earlier, considers O.4 to
be a reasonably representative figure.

Findings from this study give a range of correlations
from O.4 to 0.6, the latter tigure cropping up only with the
yYyounger age groups. Coefficients range most consistently
from 0.42 to 0,47 for the Music Responsiveness and Music
Discrimination Tests, These figures are derived in most
cases from comparison with the Moray House Verbal Reasoning
Tests.

Two reasons for this rather higher set of correlations
are advanced:

(a) The tests are in a very full musical setting, and here
we may expect a closer association with other situations
calling for analysis in a more meaningful, less artificial
situation, eg with the kind of problems which form part of
verbal reasoning tests.

(b) The children forming this sample are younger than
those from whom former researchers have obtained data; it is
Probable that there is a closer association of all cognitive

types of behaviour at the age of seven than there is at the



270

age of thirteen, in view of the fact that ranges of
experience and interest are much narrower at the former age.

Turning to the findings for the Music Preference Test, we
note that where the preference scores for the various
stylistit periods were correlated with werbal reasoning test
quotients very few significant associations were found.

The one outstanding exception to the series of very low
correlation coefficients cropped up when examining the

degree of association between preference scores for the
Haydn/Mozart period with verbal reasoning. Here the relevant
figure was 0.68. This unusual and striking phenomenon seems
worth following up and investigating much more fully in some
future research.

On the whole, findings from this section concerned with
intelligence seem to fall into line with those of previous
research workers. The writer prefers the term 'verbal
reasoning' as defining more accurately the limits of the
particular complex ability with which comparison is being

made.

Special Musical Experience
A substantial part of this study has been devoted to

testing hypotheses related to two categories of special
musical experience which are available to a proportion of
children in the 7 - 11 age range - ie choral and instrumental
experience. These have been defined carefully to exclude
certain musical activities common to the great majority of
children in the sample. For example, all children in the
7 - 11 range have the benetrit of singing in their school
classes, or in larger groups as part of morning assembly
and prayers, and during regular music lessons.

Similarly, where there was a stock otf tuned or untuned
percussion instruments in a school, it was the writer's

experience that:
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(a) These percussion instruments were available to
nearly all children at some stage in their progress through
the school,

(p) Because of this sharing round, regular instrumental
tuition on a systematic basis was the exception rather than
the rule.

(c) Such experience rarely led tqb mastery of staff
notation and the development ot specific instrumental
techniques.

There is no intention to disparage, nor indeed to play
down in any way the usefulness of these percussion instru-
ments; 1in tact the emergence of Orff and other tuned
percussion instruments in schools in recent years, albeit
in small numbers and shared round many children, or even
passed round several classes because of expense, has
nevertheless helped considerably in the surge forward in
standards of music making in many schools. This has been
particularly noticeable in the creative approach to music
making, as opposed to the mechanical, over-directed
methods which have held sway tfor so long. Even so, the
use ot percussion, even its creative use, does not
necessarily mean that children are developing real
mastery ot instrumental skills, in spite of the other
benetrits conterred by its introduction.

Theret'ore, our definition ot choral experience for the
purposes of this study has been detined as that gained by
selected groups over and above the normal run of singing
lessons in school. Two kinds of special choral
experience have been detailed:

(a) Some children are selected at the age of 9 or 10 to
receive special tuition to a higher standard of
excellence in order that certain functions in the life of
the school may benefit from a trained body of good voices.

(b) A minority of children give voluntarily of their own
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out-of-school time on weekday evenings and Sundays to
serve as members of church choirs, and particularly
Anglican choirs where, so often, even in small parish
churches, boys' voices are preferred to those ot girls.

" Turning to our second category, that of instrumental
experience, it nas been surprising to note how many
cnildren have been/%ggﬁig%nﬁnstrumental tuition, edither
at home or at school in recent years, Quite a sizeable
proportion of children in the 7 - 11 age range tested were
receiving piano lessons, and, to a smaller extent, there
were other children receiving tuition on orchestral
instruments. In addition to the more traditional
instruments - violin, clarinet, trumpet - there were
several children receiving guitar lessons on a regular
basis, designed to lead to a limited mastery of staff
notation, as well as exercising instrumental technigues.
These factors caused the writer to include this small group
of children in his instrumental category.

Finally, there was the largest group of instrumentalists
coming within the definition laid down tor this study -
recorder players. These thildren were also receiving
instrumental tuition, usually in school, and almost always
in groups. These might vary in size from two or three to
as many as 50 in exceptional circumstances. Lessons were
on a regular basis, and led to the development of instru-
mental techniques, the mastery ot statf notation reading,
and the development of ensemble playing habits where
problems of tempo, rhythm and intonation had to be faced
and overcome,

Between one third and one half of the total sample of
children tested, aged between 7 and 11, came into this
large category of instrumentalists. Even where another
instrument was being learned, eg piano, in many cases

recorder techniques were being developed as well; this
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learning oif a plurality of instruments often complicated
the business of analysis into instrumental classes.

Another feature of recorder tuition in schools was that
the larger sizes, treble, tenor and bass, were also quite
practicable for the young children in our sample, and this
led, in most schools, to the early introduction of playing
in parts, with the subsequent ennancement ot harmonic
concepts, No matter how crude technique and intonation
were in the early stages, the groups showed obvious
enjoyment at the experience of playing together and,
where tuition was good, very little lapsing and giving
up playing ensued.

This high level of motivation, commonly observed by the
writer, seemed to be due predominantly to three tactors:

(a) Making music in groups was attractive to the
children as a social enterprise.

(b) Tne technique ot the recorder appeared to be
relatively simple, making cnildren's progress encourag-
ingly rapid and certain.

(c) Thnere were numerous opportunities tor the display
ot group achievements; these included botn short term goals
suchh as playing during morning assembly in school, or in
adding to the effectiveness of class music lessons; they
also included longer term targets such as the preparation
tor school concerts, 'Open Days' and special services and
festivals,

(d) Tne success of part-playing recorder groups in
schools could pernaps be attributed in some measure to the
fact that the age at which so many children experience
this strong development in harmonic awareness (around 9)
often coincides with their introduction to the larger

sizes o1 recorder,
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The Basis o1 Selection

In general the bases for selecting pupils for these two
categories of special choral and instrumental experience
were quite different. Membership of special choirs was
achieved usually as a result of one of a variety of
auditioning methods, with quality of singing voice as the
main criterion. This was normal and traditional, and
such selection in nearly all cases occurred either at the
age of nine, or else more usually at the age of ten, at
the beginning of their final Primary School year. In the
sample ot 3000 children tested, something of the order of
one third to one half of the children in the 9 - 11 age
range were benefiting from this special choral experience.

Where recorder groups were in process ot formation, it
seemed to the writer, as a result of close enquiries, that
there was no corresponding rational basis of selection,
Naturally, there was some degree of overlap in the 9 - 11
age group where a proportion of choir members was also
included in the instrumentalist category. In the case of
the younger children - those in the 7 - 9 age range where
membership of a special choir was rare - teachers in many
schools took the opportunity of introducing the recorder
to those children showing interest, particularly following
the move from the Intant stage (age groups 5 - 7) to the
Junior stage ( 7 - 1l1).

The writer came across several instances of voluntary
groups, containing children as young as 6 years of age.

In nearly every case of this kind which was investigated,
there was continuity of instruction into the Junior years,
It seemed worthwhile probing a little further into this
question of beginning instrumental tuition, and the poss-
ibility ot some basis of selection perhaps not immediately
obvious on first sight, In nearly all cases the sequence

seemed to be:
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(a) An interested teacher announced to her young charges
that she proposed to start recorder lessons.

(b) A proportion of the children responded by persuading
their parents to buy an instrument - the proportion so
responding depending partly on the personality ot the
teacher and partly on the tradition and atmosphere ot the
school.

(c) Lessons were started, usually on a voluntary basis,
often in the midday break, or perhaps after school hours,
It was less usual to use school hours for this activity.

Variants on (b) included borrowing the recorder of an
elder brother or sister or one belonging to the school.

In a minority of cases only, regular lessons were regarded
as part of the normal timetable. In a larger number of
cases there was a specialist teacher to whom the children
with recorders went for group tuition at certain specified
times during the working week when timetable switches
could accommodate such interchanges. Hqually common was
the phenomenon of the hard working, dedicated teacher who
undertook this voluntary work in her own leisure time,
either with children from her own class or with a group
coming to her from several classes,

From this evidence, the writer concluded that there
seemed to be no conscious basis for selection, on grounds
of either musical or general intellectual promise. Many
of the children starting lessons had elder brothers or
sisters who were actively engaged in recorder groups.

The whole process seemed to depend on the continuing
enthusiasm of the teachers responsible, and on the
opportunities provided in the life of the school. Dis-
continuity and disappointment arose chietly from teachers
leaving the school - an occurrence of increasing
frequency in recent years,

The special choral category did significantly better



276

than the non-choral in the melody subtest of the Music
Responsiveness Test, but not significantly better in
either the rhythm or harmony subtests. The chorally
experienced category also tended to do somewhat better in
the Music Discrimination Test; this proved particularly
the case when comparing the scores of the 9 - 10 year
group - the age when early selection for school choirs
took place.

When comparison was made between the instrumentalist
and non-player categories at all age levels within the
7 - 11 sample, the scores of the former were signiticantly
superior not only in all subtests of the Music Respansive-
ness Test, but also in the Music Discrimination Test,

This superiority was much more pronounced thah the
corresponding superiority of the choir category over non-
choristers.,

Turning to the findings trom the Music Preterence Test,
it is possible once more to compare directly the dirfer-
ence in the musical preferences of the various 'musical
experience' categories. In four or tne stylistic periods,
difterences in preferences between the instrumentalist/
non~player categories were highly significant. In only
one instance was this so when comparing the pretferences of
the choir/non-choir categories, and this occurred for
period 1 (Monteverdi/Byrd) where there Had been no sign-
iticant difference in preferences in the case ot the
instrumentalist/non-player analysis,

Since the basis of selection for the two musically-
experienced categories was so different, it is not surpris-
ing tnat such contrasts in musical preferences should be
observed. Could self-selection, due not merely to
interest but also to superior musical abiiity, have been
a determining tactor in deciding a child to opt tor learn-

ing a musical instrument when the opportunity presented
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itself, even thnough no teacher-~audition mechanism was in
operation? Did children choose to start learning the
recorder, or to forego such opportunities, purely on
grounds of interest or lack of interest? Was there
perhaps also an element of opportunism, where the child
seized the chance that presented itself because, conscio-
usly or unconsciously, his superior musical ability
impelled him towards thne attractions of mastering instru-
mental techniques and, hence, of indulging his propen-
sity towards greater participation in music making?

Without doubt, one stimulus which motivates many child-
ren to begin recorder lessons is envy oif the instrumental
prowess of some of their peers, This reason would seem
to hnave little to do with possible innate tactors making
for superior musical potential. This is an important
discussion point as the clear-cut superiorities of
instrumentalists' test scores might reasonably be alloc-
ated to one of the following causes:

(a) It might be entirely due to benefits conferred by
instrumental experience.

(b) It might arise from the greater musical ability that
was present before instrumental tuition was undertaken,
and which was merely confirmed in their test score super-
iorities.

(¢) It could be a result of a combination of the two
reasons mentioned above,

However, to what degree we can attribute superiority
either to genetic or early environmental determinants, or
to the direct beneficial influence of the instrumental
experience itself, cannot be determined conclusively in a
cross-sectional type of study such as this. It would be
necessary to carry out a longitudinal study which would
start by pre-testing, and then go on to forming matched

groups. Then would follow some kind of experimental
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treatment for one group, which would deprive the corres-
ponding control group of the benefit, in this case, of
group instrumental tuition. After a specified period of
time, re-testing would make possible a statement detailing
the effects of such experimental treatment, Such a
longitudinal approach has not been attempted here, and
perhaps some future researcher will seek an answer to this
problem,

Nevertheless the important ditfferences in the findings
from the choral and instrumental categories analyses
cannot be ignored. These two categories were not by any
means the same sample population, though there was a
degree of overlap in the 9 - 11 age range. IZvidence suggests
(eg.pp 166 172) that the differences in scores are related
first to the differential selection methods by which the
two categories came into being, and secondly to the
differential effects of the particular musical experiences

to which they had been subjected.

Cultural Bases of Musical Taste

The writer was able, as a tollow-up to work done with the
small samples outside the 7 - 11 range, to administer the
Music Preference Test to over 100 musicians from several
European countries who were assembled for a vacation course,
Many of these were students at academies and colleges of
music, and the others were excellent amateur musicians.
Apart from their other instrumental studies all had a
common interest, as teachers and intending teachers, in thne
recorder,

There was a minority of teenagers on the course, mostly
English, which meant that the English sample had a lower
average age than the other nationalities represented. Of
the latter, the most substantial groups wereAFrench, Dutcn
and Italian. It seemed an interesting exercise to check

on how national cultural influences atfected musical
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preferences, Figure 37 shows a comparison of the
preferences of the four nationalities,

Note the strong preterence of all groups for the Bach/
Handel idiom, and also the quite decided preference for
the music of Byrd and Dowland. Against this may be
contrasted the relative rejection o1t the excerpts from the
Haydn/Mozart era, and the definite rejection of the Brahms/
Tchaikovsky idiom, Finally, it is noteworthy how much
greater is the prei'erence ot these groups (excepting the
Italians) for contemporary styles when their scores are
compared with the small adult sample incorporated into the
normal testing programme,

Although these samples were not large -~ 9 Italians, a
dozen or so Dutch and bigger numbers of French and English -
there is sufficient evidence for three discussion points:

(a) There are intriguing contrasts ot preferences
between the various nationalities, eg Dutch/Italian for
period 6, Italian/English for period 4 and Dutch/English
for periods 3 and 5, giving some indication of differing
national cultural pressures,

(b) The fact that original recorder music is either pre-
1750 or post- 1940 may have influenced their preferences,
if experience and familiarity is any guide. There appears
a stronger liking for Barogque and pre-Barogque, as well as
for contemporary idiom than was evident in the more
representative samples of adult taste. The very decided
preference ot the Dutch contingent for the earliest
stylistic period may have some connection with the fact
that nearly all this group were particularly interested in,
and exponents of old instruments, eg cornett and crumhorn.

(¢c) The stronger preferences and rejections of these
trained musicians can be seen by comparing the vertical
scale of figure 37 with corresponding graphs in chapter
eight.
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CHAPTER 10.

CONCLUSIONS

The writer's interest in this study arose from using and
witnessing the use of a variety of relatively new media
which have revolutionised the role played by music in all
our lives. Such resources, not available to our grand-
parents, range from radio and television through the whole
paraphernalia of electronic equipment, down to the musical
instruments and music provided by an affluent society;
this miscellany has created new social and individual
opportunities in the home, the school and at all manner of
social gatherings, and it has radically changed the tenor
of all our lives. The educational tools are at hand - to
what kind of operations shall we commit them?

We need to know much more about children's musical
abi;ity and their musical tastes before we can give clear,
unequivocal answers to the question just posed. Yet the
resources are there to be used, and the situation is so
completely different from what it was even thirty years
ago. The introductory chapter surveyed the kind of
musical experiences young children received in schools
during the past hundred years or so. It also made refer-
ence to some recent attempts to harness modern resources
to the learning process. This evaluation of the present
situation concluded by pointing to the inadequate know-
ledge and research upon which many quite interesting new
ideas, at present being tried out in schools, were based,
In so many cases resources have been wrongly used, and so
often reaction and rejection have resulted from this

insufficient knowledge, preparation and research.

281
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Age
Music Responsiveness Test:

1. There was a significant increase in melody subtest mean
scores between each year group tested at the one year inter-
val from the 7 - 8 year group through to the 10 - 11 year
group.

2, At the one year interval there was a significant increa-
se in rhythm subtest mean scores between the 77 - 8 year
group and the 9 - 10 year group, but not between the 9 - 10
and 10 - 11 year groups. However, at the two year inter-
val there was a significant increase in mean rhythm scores
for both cases within the 7 - 11 age sample.

3. Harmony subtest mean scores showed a significant increa-
se at the one year interval through the 8 - 11 age range,
but not between the 7 - 8 and 8 - 9 year groups. But at
the two year interval there were highly signitricant

increases in mean scores,

Music Discrimination Test:

4, Highly significant increases in test mean scores were
reported between the 7 - 8 and 9 -~ 10 yvear groups at the
one year interval and for the whole 7 -~ 11 sample at the
two year interval, However the increase in mean scores
between the 9 - 10 and 10 -~ 11 year groups was less
significant.

5. When continuing comparisons above the main 7 - 11
sample, the same significant increases in test mean scores
were observed between the 10 - 11 and 11 - 13 age groups

and between the 11 - 13 and 19 - 21 age groups.

Music Preference Test:

6. Very few significant changes in musical preferences
occur at the one year interval within the 7 - 11 age range
or the sample tested. Stylistic periods 1 and 6 (Byrd/
Monteverdi and Stravinsky/Hindemitn) show a gradual decline



283

in popularity but never at a significant level,

7. At the two year and at the three year interval, the
increase in popularity of stylistic period 2 (Bach/Handel)
was at a signitficant and highly significant level
respectively.

8. Beyond the 7 - 11 age range certain trends persisted.
The continuing downward trend of preference scores for
period 6 to adulthood should be noted, as also the corres-
pondingly consistent upward trend for period 2. Changes
in popularity of periods 4 and 5 are less consistent.

9. From the 11 - 14 age group to the adult group, four of
the six stylistic periods showed changes in popularity at
a significant level.

10, The overall picture of changes in musical preferences
through the age groups in the sample is one of a broad
trend towards adult tastes. Certain apparent inconsisten-
cies may relate to stages in the development of certain

aspects of musical ability, eg melody, rhythm and harmony.

Boys and Girls

Music Responsiveness Test:

l. For a sample of approximately equal numbers of boys and
girls - nearly 800 childrem aged 7 - 11— the seores of
girls were clearly superior at a significant level for all
three aspects of musical ability tested, viz melody, rhythm
and harmony.,.

2. When the mean scores of boys and girls from each year
group in the 7 - 11 age range were compared, although the
girls' scores were superior, it was only in the 9 - 10 year
group that this superiority was at a significant level.

Year groups for this calculation ranged in size from 54 to

71,

Music Discrimination Test:
3. When comparing the test mean scores of boys and girls
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in a sample o1t over 1000 children aged 7 - 11, no
significant differences were revealed,

4, Comparison of boys' and girls' scores for each year
group in turn from the 7 - 11 age range again revealed no
significant differences. Boys' mean scores showed a very
slight superiority in each of the year groups trom 7 - 10
and girls’ scores were slightly better in the 10 - 11 year

group, but difterences were wvery small.

Music Preference Test:

5. For stylistic period 1 boys' and girls' preference
scores were similar and agreed closely with those of the
small adult sample.

6. In the case of stylistic period 4 there was once again
close agreement between boys and girls, but their mean
scores diftered widely from the adult sample mean score
which was much higher,

7. Stylistic periods 2 and 3 were significantly more
popuiar with the girls, and stylistic period 5 was signif-
icantly more popular with the boys,

%, Relative to the other periods, girls rejected period 6
more strongly than boys, but not significantly so.

9., At all year levels within the 7 - 11 sample girls
rated period 2 significantly higher, and boys rated period
5 significantly higher.

10, Periods 1 and 4 revealed no significant differences
between preferences of boys and girls at any year level.
11, In the tirst three year groups, girls registered
significantly stronger preferences for period 3.

12, For period 6, boys' preterences were significantly

greater at the 10 - 11 year level.

Association with Verbal Reasoning Ability

Music Responsiveness Test:
1., From a sample of seventy 10 - 11 year old children,
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where contidential Moray House Verbal reasoning quotients
were made available to the writer, the tollowing product-
moment correlations were obtained - V,R.,/Melody r = 0.40
V.R./Rhythm r = 0.37 V.R,/Harmony r = 0.58, All these
coerricients were significant.

2., Five schools supplied the two-fold wmodern/grammar
'secondary selection' classification. In ten out of
twenty chi-squared calculations no significant diffterences

were tound between the two categories.

Music Discrimination Test:

3. Correlation between Burt Revised Reading Age quotients
and test scores for 29 children aged 7 - 8 gave r = 0,61

4, Correlation between Maddox Verbal Reasoning Test
quotients and test scores tor 22 children aged 9 - 10 gave
r = 0,46,

5. Correlation between Moray House Verbal Reasoning Test
quotients and test scores tor 95 children aged 10 - 11
gavé r = 0.47,

6. A Moray House/test score correlation with 33 children

aged 9 - 10 gave r = 0,42

Music Preterence Test:

7. Moray House Verbal Reasoning Test quotients tor a group
ot 60 children aged 10 - 11 trom 2 schools were correlated
with theirPreference scores for each of the six stylistic
periods,. Negligible or very low coefficients were found
except for period 3 for which r = 0.,687.

8. Re~calculations using only one of the schools gave
substantially the same results. For period 3 the coeffic-
ijent was 0,51 this time.

Instrumental Experience

Music Responsiveness Test:
1. In 14 out of 20 classes, children with instrumental

experience showed significant superiority of melody subtest
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mean scores over non-players.

2, Only in 5 out of the 20 classes did children with
instrumental experience score significantly better than
non-players in the rhythm subtest.

3. In 17 out of the 20 classes, harmony subtest mean
scores of instrumentalists were significantly superior,

4, Children with instrumental experience had battery mean
scores which were significantly superior to those of non-

players in 19 out of the 20 classes.

Music Discrimination Test:

5, Comparison of test scores for the instrumentalist/non-
player categories for the sample of over 1000 children aged
7 - 11 revealed a highly significant superiority for
instrumentalists.

6. The superiority of recorder players' scores over those
of non-players increases through the age groups in the 7 =
11 sample, The superiority of mean scores is highly
sigﬁificant for the 9 - 11 age range, significant at the
8 - 9 year level and almost significant even in the first
months of playing, at the beginning of the 7 - 8 group's
school year, when these young instrumentalists had only
just started their recorder lessons.

7. Test scores of those children learning to play treble,
tenor and bass recorders were significantly higher than
those of children receiving lessons only on the smaller
descant size,

8. In the 9 - 11 age group test scores of pianists are
higher than those of other categories of instrumentalists,
but this is not so for those in the 7 - 9 age group.

9. The small sample of guitar and brass-wind players
tended to do less well than the other categories of instr-
umentalists already listed. String players fared better,

but not so well as pianists.
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Music Preference Test:

10. Divergence of taste for the instrumentalist/non-player
categories was widest for stylistic period 2. For every
year group in the 7 - 11 sample this difference was highly'
signiticant, with instrumentalists showing strongest
preference,

11. The same applied in lesser degree to period 3, where
instrumentalists in all except one of the year groups in
the sample found this musical idiom more attractive, at a
significant level, than those who did not play.

12, The reverse was true of period 5 where non-players
showed a stronger preference, and in three out of the tour
vear groups this was at a significant level.

13. For the 9 - 10 and 10 - 11 year groups, and for the 7 -
1l sample as a whole, the ditfference in popularity of
period 6 was at a significant level, with instrumentalists
scoring lower in all year groups.

14, Little difference in popularity for periods 1 and 4 was
found between these two categories.

15. The instrumentalist category expressed much stronger
preferences and rejections than did the category of non-

players.

Special Choral Experience

Music Responsiveness Test:

1. For three groups of 10 -~ 11 year old children from
separate schools (total 161) no significant differences in
mean scores for either rhythm or harmony subtests were
found between the choral and non-choral categories.

2. In two of the three groups, the superiority ot the
melody subtest scores ot the special choral category was at
a signiticant level, but for the third group no significant

ditterence was found.
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Music Discrimination Test:

3. The test scores of children in the 9 - 10 age range
with special choral experience were significantly super-
ior to the non-choral category.

4, For the corresponding categories in the 10 - 11 year
group, superiority of test scores was not quate at a

signiticant level,

Music Preterence Test:

5. In the 9 -~ 10 year sample there were no significant
differences in pretrerences between the choral and non-
choral categories tor any of the six stylistic periods.

6. In the 10 - 11 year sample, choir members expressed a
significantly stronger preference tor the musical idiom
of period 2, and non-members showed a significantly
stronger preference for periods 1 and 6.

7. For the same 10 - 11 year group, difterences in musical
preference were scarcely at a significant level for periods
3 and 5, and there was no significant difference in

preference for period 4.

Test Intercorrelations

Music Responsiveness Test:

l. Correlations between the subtests tor each year group
in the 7 - 11 age sample ranged from r = 0.15 for melody/
rhythm to r = 0.62 for melody/harmony. Higner coeffic-
ients were consistently found between melody and harmony
subtest scores than between scores for these two subtests
and that of rhythm, These averaged out at r = 0,25 for
melody/rhythm, 0.5 for melody/harmony and 0.25 for
rhythm/harmony.

2. The rhythm subtest score constituted the highest
weighting in the battery score for 7 - 8 year olds; for
the 10 - 11 yvear group the harmony score constituted the

greatest weighting in their total score,
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Responsiveness/Discrimination correlation:

3. 48 children who in the 7 - 8 year group had taken the
Music Responsiveness Test were included in the sample of

9 - 10 year olds who took the Musicec Discrimination Test.
A moderately low coefficient (r = 0.45) resulted from
correlation of the total scores. This was not unexpected
in view of the two year interval and the rather different

type of musical task.

Major Conclusions of Thesis

1. Melodic, rhythmic and harmonic aspects of musical
ability develop with age.

2., Girls achieve better scores than boys where analysis
is simplified by separating out the selected aspects of
musical ability into subtests,

3. Boys score at least as well as girls where the musical
task is complex.

4, There is strong harmonic development around the age
of 9.

5. Correlation between musical ability and verbal reasoning
is only moderate. ‘

6. Early instrumental experience has a distinctly
beneficial effect on the development of musical ability;
the beneficial intfluence of choral experience is less
marked.

7. Trends towards adult norms of musical taste begin to
take shape early in childhood.

8. There are striking difterences in the musical
preferences of boys and girls.

9. Children with instrumental experience show stronger
musical preferences than non-players.

10, Musical taste is subject to cultural and environmental

pressures, within the limits of inherited sensory equipment.
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Potential Uses of Tests

Much care and thought, reading and experimentation went
into the planning of this original series of tests,
Although designed specifically for the purposes of the
present research, the writer feels that, properly stand-
ardised, all three tests could be used effectively in a
variety of ways for educational purposes. They were
constructed with the 7 - 11 age range in mind, but much

testing was done also with age groups outside this range.

Music Responsiveness Test

Subtest mean scores ftor the 7 - 11 age range show how
suitable the test proved for this partiéular sample of
children. However, by the age of 11 it is noticeable
that, tor the harmony subtest, many children are tending
to achieve scores approaching the maximum, and the curve
of distribution of scores begins to assume a slightly
negative skew. This is less true of the melody and
rhythm subtests,

It appears probable, though, that tnis test would be
suitable also both for the 6 - 7 year group and 11 - 13
age range. The smaller samples fringing the main age
groups give some evidence of this.

Although the mean scores of the 6 - 7 group tor the
rhythm and harmony subtests were not substantially greater
than the guessing score, 5/15, individual scores, part-
icularly the higher ones, give teachers extra information
about the ability of their children. The group test
situation was taken by these young children in their
stride. This seems quite an appropriate test for very
young children it a break is made after the second subtest.
In the testing done with the younger groups the pause
control needed to be used in the early stages of eachn
subtest. This test could be valuable to obtain more

intormation about the musical development ot these young
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children. It would be useful to have information of this
kind it some sort o1t instrumental work, such as recorder
playing, was to be started.,

Looking at the 1L - 13 age group, again intrormation
regarding thne range of musical development in certain
specitied classes could be very usetul when considering how
continuity ot instrumental experience tnrough the 'Middle
Scnool!' years has intluenced tne course of musical develop-
ment, It is possible that the skewing ettect on score
distribution would become more pronounced as mean scores
approached more closely to the maximum.

The writer can see little future for the use of this
test with older students and adults. There would be
insufficient spread of scores, and the task for the testee

would become too easy.

Music Discrimination Test

Figure 13 at the beginning of chapter six indicates how
suifable this test has proved for the 7 - 11 age range.
There is a regular distribution of scores on either side
of the mean score which is placed centrally on the 0-60
continuum, It would appear that much useful information
about children's ability to discriminate musically could
be obtained from using this test with classes within this
7 - 11 age range, particularly where instrumental work is
being considered or evaluated.

As was the case with the Responsiveness Test, small
samples on either side of the main sample age range were
tested, It might be useful to examine data from this
extension of the test sample age range to see whether the
Discrimination Test could be employed with these younger
and older children.

A group of 31 children aged 6 - 7 obtained a mean score
of 17/60 with a scatter of scores from 6 ~ 35. In view
of the fact that these children enjoyed the test proced-

ure, and appeared to find the scoring system employed not
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too difficult for their understanding, it would seem a very
appropriate test to use with this age group it information
were needed on this aspect of children's musical develop-
ment, Knowledge about children's ability to cope in a
complex musical situation might be useful if some form of
insfrumental work were to be undertaken.

For pupils aged 11 - 14 there also appears to be a
possible useful tuture for this test, The scatter of
scores for the 11 - 12 year group tested was 20 - 48/60,
and for the 12 - 13 group 21-52, As no scores approached
maximum, it would seem that the test has possible appli-
cation when evaluating or planning music programmes in
this 11 ~ 14 age range.

However, when this test was administered to boys in a
large cathedral choir school as part of the process of
validation, no less than six boys out of the thirtyseven
tested obtained the maximum of 60, and another seven boys
were within five marks of this target. Perhaps then it
might be less discriminatory as a test with very
musically able pupils in the 11 - 14 age range.

One further extension of the use of this test has been
envisaged. Often, in colleges of education it would be
useful to know more about students' ability to help with
parts of the music curriculum during their teaching
experiences in schools. Is it really fair to expect all
student-teachers to undertake work for which they may not
be equipped (in the musical sense)? Surely it is an
essential part of the lecturing stafi's duty to know as
much as possible about the strengths and weaknesses of
entrants to the teaching profession, Then effective
advice will be more likely to be forthcoming as to their
best contribution to the life of the schools,

The range of scores obtained from testing a group of 27

second year students was 26 - 54 which would indicate that
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the test has possibilities for adults where this type of

guidance may be needed.

Music Preference Test

Unlike the two previous tests in the series, this one is
of no direct use in estimating aspects of musical ability.
It is, rather, designed tor answering such questions as
'Who is the most popular composer for this age group?' or
'Which musical style does this class enjoy the most?!
Perhaps even to these questions, the answers are limited
by the restricted range offered by the test.

Yet it has been immensely useful to the writer in the
extension of his research to the aesthetic side of child-
ren's musical development. Results have emphasised how
much music programmes usually underestimate children's
ability to appreciate musically. At any age level, the
test results offer a guide to how to achieve the best
balance oif listening experiences. It is quite possible
for a class of children to be 'starved' of the variety of
listening experiences which they need. The test

supplies intormation to the musical educator.

Balance in Music Curricula

Whilst the writer is tully in agreement with stimulating
and extending the creative approach to children's music
making, he has evidence, based on children coming to his
home during the past five years, as members of experimental
music groups, that children are also very concerned for
mastery of instrumental techniques, achievement of musical
literacy and opportunities to demonstrate their prowess,
All or these mean paying aﬁtention to high standards of
interpretation of existing music, and this constitutes
another aspect ot creativeness.,

In the writer's view, much future progress in music

education will depend upon flexible use ot groups rather
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than on rigid 'streaming' into classes, whatever the
basis of selection. Musical ability is a complex
part of that immensely complex thing we call personality,
and development depends in large part on the educative
influences provided to which we give the term
'environment'. Our function, as music educators, is
to plan an environment for all children, not merely the
most musically able,

This aim represents a challenge which needs to be
faced boldly and imaginatively.

Finally, a quotation from Sir Thomas Elyot, written
over tour centuries ago:

tAcademic study should be mixte with pleasant lernynge
by playing upon instruments of musicke,'!

Sir Thomas Elyot 'The Book named the Governor' 1531
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APPENDIX A

SELECTION OF DATA FROM THE THREE TESTS

A Music Responsiveness Test
1. Melody Subtest
2. Rhythm Subtest
3. Harmony Subtest

B Music Discrimination Test

€ Music Preference Test

Figures for each year group from 7 - 8, 8 - 9, 9 -~ 10,
and 10 - 11 are shown separately.

These figures are listed under four headings: boys,
girls, instrumentalists and non-instrumentalists.

These are the four categories which form the basis
for most of the statistical analysis, eg tests of

significance such as the t-test.



MUSIC RESPONSIVENESS TEST DISTRIBUTICON OF SCORES
MELODY SUBTEST

7 = 8 Year Group 8 - 9 Year Group
boys girls inst. 232;. boys girls inst. 222;'
15 0 o) 0 0 0 0] 0 0
14 0 0 0 0 1 0 1 0
13 o] 1 1 0 0 0 0 0
12 1 2 3 0 4 L 5 3
11 L 2 5 1 3 9 10 2
10 6 9 13 2 11 i3 19 5
9 6 13 15 L 14 16 19 11
8 6 10 12 L 9 18 21 [
i 14 20 21 13 8 9 12 5
6 18 15 19 14 13 12 8 17
5 ” 11 6 12 8 12 8 12
L 15 10 12 13 7 7 2 12
3 6 9 7 8 5 6 3 8
2 0 2 2 0 4 0 0 4
1 2 1 1 2 0 1 s} 1
0 2 1 1 2 0 0 0 0
8 106 118 75 87 107 108  _86
9 ~ 10 Year Group 10 -~ 11 Year Group
15 0 0 0 o) 0 0 0 0
14 2 1 2 1 1 1 0 2
13 0] 6 6 0 1 8 5 L
12 3 10 11 2 4 10 7 7
11 9 10 16 3 12 24 19 17
10 9 13 11 11 14 14 9 19
9 21 19 24 16 19 11 b 26
8 12 11 9 14 16 11 5 22
i 13 10 9 14 14 7 5 16
6 11 2 3 10 12 4 L 12
5 8 L 7 5 5 8 L 9
L i 2 2 7 1 1 0 2
3 2 L 2 4 1 0 0 1
2 3 1 1 3 1 0] 0 1
1 0] o] 0 0 0 1 0 1
o -0 0 0 0 0 0 0 a.
100 93 103 90 01 100 62 139

it



MUSIC RESPONSIVENESS TEST DISTRIBUTION OF SCORIS
REHYTHM SUBTEST

7 - 8 Year Group 8 - 9 Year Group
IO e none.
boys girls inst. dnst. boys girls inst. dinst.

15 0 o 0] 0 0 0 0 0
14 0 0 0 0 0 0 0] 0
13 1 0 1 0 0 1 1 0
12 2 0 2 0 1 4 4 1
11 5 4 6 3 3 5 7 1
10 1 8 9 0 i 10 9 8
9 5 15 13 Vi 10 15 12 13
8 9 10 14 5 13 21 21 13
7 16 7 14 9 13 16 14 15
6 13 20 19 14 13 13 15 11
5 9 11 10 10 6 9 9 6
4 15 14 14 15 7 7 9 5
3 7 12 12 Vi 9 3 4 8
2 3 3 2 L 4 2 3 3
1 1 2 2 1 1 1 0] 2
0 0 0 0 0 0 0 0 o]
87 106 118 75 87 107 108 86

9 ~ 10 Year Group 10 - 11 Year Group
15 0 1 1 0 0] 0 o] 0
14 0 2 1 1 0 2 1 1
13 1 1 1 1 1 L 3 2
12 3 3 3 3 3 6 5 b
11 9 6 9 6 6 6 1 11
10 6 5 6 5 8 19 10 17
9 12 19 21 10 20 17 12 25
8 14 14 20 8 14 17 12 19
7 17 21 23 15 15 9 7 17
6 11 12 8 15 10 3 2 11
5 12 2 3 11 7 7 i 10
b 7 5 3 9 6 5 b 7
3 L 2 2 Ly L 3 1 6
2 2 o] 1 1 6 1 0 i
1 1 o] o) 1 1 1 0] 2
o 1 o] 1 0 0 0] 0 0
100 _93 103 90 101 100 62 139
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MUSIC RESPONSIVENESS TEST DISTRIBUTION OF SCORES

HARMONY SUBTEST

7 - 8 Year Group 8 - 9 Year Group
none. non.,
boys girls inst. inst. boys girls dinst. dinst,
15 o 0 0 0] 0 0 0 0
14 0] 0 0 0 2 2 4 0
13 1 2 3 0 1 5 5 1
12 1 2 3 0 1 3 N 0
11 3 6 8 1 L 8 9 3
10 8 9 13 L 2 10 9 3
9 7 11 13 5 7 8 8 7
8 6 8 11 3 11 9 11 9
7 17 20 21 16 8 13 12 9
6 13 16 15 14 18 17 17 18
5 8 17 13 12 17 19 16 20
L4 8 4 i 5 9 8 9 8
3 7 5 L 8 4 3 2 5
2 7 5 5 i 1 2 1 2
1 1 1 2 0 2 0 1 1
0 0 0 0 0 0 0 0] 0]
87 106 118 75 87 107 108 86
9 -~ 10 Year Group 10 - 11 Year Group
15 2 4 3 3 0 6 5 1
14 1 9 9 1 3 7 7 3
13 8 12 15 5 11 13 6 18
12 7 3 7 3 15 21 15 21
11 11 13 14 10 12 12 9 15
10 9 12 14 7 9 9 5 13
9 10 10 12 8 10 5 4 11
8 10 9 6 13 9 6 L 11
i 5 9 10 L 14 7 2 19
6 16 L L 16 9 L 3 10
5 i 5 2 10 3 4 1 6
n 7 1 3 5 2 3 1 L
3 6 1 2 5 L 2 0 6
2 0 1 1 0 0 1 0 1
1 0 0 0 0] 0 0 0 0
0 1 0 1 0 0 0 0 0
oo 93 103 0 101 100 _62 139
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MUSIC DISCRIMINATION TEST DISTRIBUTICN OF SCORES

7 = 8 Year Group

Boys Girls Inst, Non.Inst.
57 - 60 0 0 0 0
53 - 56 o 0 o o
Lo - 52 O ¢] 0 0]
ks - 48 0 1 1 0
41 - 4h 5 5 7 3
37 - 4o 11 3 10 4
33 - 36 5 7 8 b4
29 -~ 32 21 20 21 20
25 - 28 25 27 29 23
21 - 24 26 25 25 26
17 - 20 21 24 28 17
13 - 16 15 9 13 11
9 - 12 2 1 1 2
5 - 8 1 2 1 2
1 - 4 0 0 0 0
n = 256 132 124 144 112
8 -~ 9 Year Group

57 = 60 0 0 0 0
53 - 56 1 0 0 1
4o - 52 4] 0 0 0
4y - 48 1 1 1 1
4l - 44 2 L 5 1
37 - 40 10 18 13 15
33 - 36 15 18 15 18
29 - 32 24 26 14 36
25 - 28 22 24 17 29
21 - 24 21 37 20 38
17 - 20 8 20 13 15
13 - 16 3 7 2 8
9 - 12 3 3 1 5
8 - 8 2 0 0 2
1 - 4 0 1 0 1
n = 271 112 159 101 170



MUSIC DISCRIMINATILON TEST DISTRIBUTION OF SCORES

9 —- 10 Year Group

Boys Girls Inst. Non.Inst.
60 - 57 0 0] 0] 0
56 - 53 0 0 0 0
52 - 49 3 o) 2 1
48 - 45 5 1 5 1
4i - 41 14 16 16 14
4o - 37 16 15 13 18
36 - 33 22 27 21 28
32 - 29 28 17 22 23
28 - 25 23 19 19 23
24 - 21 16 16 9 23
20 - 17 13 6 6 13
16 - 13 o L 1 3
12 - 9 0 0 0 0
8 - 5 0 0 0 o]
b - 1 o] 0 0 0
n = 261 140 121 114 147
10 - 11 Year Group

60 - 57 0 1 1 0
56 = 53 0] 0 0 0
52 - 49 6 2 3 5
Lg - L3 5 9 9 5
Ly ~ 41 9 13 13 9
Lo - 37 19 25 23 21
36 - 33 25 32 22 35
32 - 29 27 23 17 33
28 - 25 17 21 12 26
24 -~ 21 10 6 5 11
20 - 17 10 11 6 15
16 - 13 1 2 0 3
12 = 9y 1 0 0 1
8 - 5 0 o] 0 0]
4 - 1 0 1 0 1
n = 276 130 146 111 165

vi



MUSIC PREFERENCE TEST DISTRIBUTION OF SCORES
PERIOD 1

7 = 8 Year Group 8 = 9 Year Group
ﬁon‘ Non.
Boys Girls Inst. Inst, Boys Girls Inst. Inst,

10 0 0 0 0 0] 0 0 (o)
9 1 2 2 1 1 1 0 2
8 1 2 2 1 5 5 6 L
7 7 11 10 8 7 17 8 16
6 11 15 14 12 21 23 20 24
5 18 17 17 18 23 28 21 30
L 16 13 14 15 18 18 16 20
3 6 9 10 5 9 12 14 7
2 4 3 5 2 5 11 9 7
1l 1 1 1 1 1 2 1 2
(0] 0 (0] o) 0 0 1 o) 1

9 - 10 Year Group 10 - 11 Year Group

Non. Non,
Boys Girls Inst. Inst. Boys Girls 1Inst. 1Inst,

10 o) 0 0 0 0 0 0 1¢)
9 2 2 1 3 1 0 0 1
8 L 5 3 6 2 3 b 1
7 6 5 3 8 9 6 6 9
6 13 17 11 19 10 19 11 18
5 12 15 11 16 26 22 21 27
4 15 15 13 17 18 16 20 14
3 10 8 8 10 15 15 11 19
2 3 5 4 L 9 6 5 10
1 3 3 1 5 2 2 2 2
0 0 1 1 0 0 0 0 0
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MUSIC PREFERENCE TEST DISTRIBUTION OF SCORES

PERIOD 2
7 = 8 Year Group 8 ~ 9 Year Group
Non- Non-

Boys Girls Inst. Inst,. Boys Girls Inst. Inst,

10 0 0 0 0 0 2 2 0
9 0 7 5 2 0 4 3 1
8 1 5 6 0 4 14 10 8
7 12 13 18 7 13 28 24 17
6 11 17 14 14 19 27 17 29
5 12 16 16 12 18 26 21 23
L 15 11 11 15 18 11 11 18
3 11 4 4 11 12 4 5 11
2 2 0 1 1 L 0 1 3
1 1 0 0 1 1 2 1 2
0 0 0 0 0] 1 0 0 1

9 - 10 Year Group 10 = 11 Year Group

: Non-~ Non=-
Boys Girls Inst. Inst. Boys Girls Inst, Inst.

10 0 0 0 ) 2 L 1 2
9 1 4 4 1 2 8 10 0
8 3 10 5 8 5 18 15 8
7 13 15 14 14 L 22 16 10
6 10 14 8 16 31 16 12 35
5 15 17 14 18 25 7 9 23
4 13 11 9 15 12 11 3 15
3 6 L 2 8 8 2 4 6
2 6 1 0 7 1 1 1 1
1 1 0 0 1 2 0 1 1
0 0 0 0 0 0 0 0 0
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MUSIC PREFERENCE TEST DISTRIBUTION OF SCORES

PERIOD 3

7 = 8 Year Group 8 O Year Group

Non- Hon~
Boys Girls Inst. Inst. Boys Girls Inst, Inst.

10 0 2 1 1 0 0 0 o)
9 1 1 2 0 3 8 8 3
8 0 5 5 0 7 7 8 6
i 6 12 11 7 15 27 1s 24
6 10 28 27 11 19 38 21 36
5 19 13 14 18 23 18 20 21
L 16 8 9 15 16 10 13 13
3 10 4 6 8 7 5 3 9
2 3 0 0 3 0 5 L 1
1 0 o) 0 0 0 0 0 0
0 0 0 0 0 0 0 0 0

9 - 10 Year Group 10 - 11 Year Group

Non- Non-

Boys Girls Inst. Inst, Boys Girls Inst. Inst

10 0 0 0 0 0 0 0 0]
9 2 4 3 3 2 5 5 2
8 3 5 6 2 L 8 7 5
7 7 15 11 11 13 15 15 13
6 16 24 13 27 27 22 22 27
5 24 19 16 27 22 22 21 23
4 11 9 5 15 19 11 7 23
3 3 0] 1 2 3 L 3 L
2 2 o] 1 1 2 2 0 L
1 0 0 0 0 0 o] 0 o)
0 0] o 0 0] 0 0 o] o]
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MUSIC PREFERENCE TEST DISTRIBUTION OF SCORES
PERIOD 4

7 - 8 Year Group 8 - 9 Year Group
Non- Non-
Boys Girls Inst. Inst, Boys Girls Inst. 1Inst,

10 0 0 0 0 0 0 0 0
9 (0] 1 0 1 (0] 1 1 0
8 8 3 6 5 3 7 L 6
7 10 9 13 6 6 7 7 6
6 7 10 9 8 19 24 20 23
5 1k 16 14 16 27 36 32 31
h 14 19 17 16 23 24 16 31
3 9 10 11 8 8 15 12 11
2 2 3 L 1 L 2 3 3
1 1 2 1 2 0 2 0 2
0 0 0 0 (o) 0 0 0 0

9 = 10 Year Group 10 - 11 Year Group

Non- Non-
Boys Girls Inst. Inst, Boys Girls Inst. Inst.

10 0 0] 0 ¢) 0] 0] 0 0
9 0 1 1 0 0 0 0 0
8 2 2 1 3 3 2 2 3
7 9 10 7 12 11 10 8 13
6 16 11 10 17 16 22 19 19
5 11 16 16 11 23 12 12 23
L 10 18 11 17 24 22 26 20
3 12 13 9 16 9 13 8 14
2 5 5 1 9 4 6 3 7
1 3 0 0 3 1 2 2 1
0 0 0 0 0 1 0 0 1



MUSIC PREFERENCE TEST DISTRIBUTION OF SCORES
PERIOD 5

7 = 8 Year Group 8 - 9 Year Group
Non- Non~

Boys Girls Inst. Inst. Boys Girls Inst. Inst,.

10 1 0 0 1 1 0 0 1
9 3 1 2 2 2 0 1 1
8 9 0 3 6 9 2 5 6
7 13 5 L 14 12 12 10 14
6 13 11 13 11 19 13 9 23
5 13 15 16 12 22 25 18 29
L 10 18 19 9 12 26 18 20
3 2 11 7 6 8 15 15 8
2 1 8 7 2 L 20 17 7
1 0 2 2 o) 0 3 1 2
0 0 2 2 0 1 2 1 2

9 - 10 Year Group 10 - 11 Year Group

Npn- Non=-
Boys Girls Imnst. Inst. Boys Girls Inst. Inst.

10 0 0 (o) 0 0 0 0 0
9 6 2 1 7 2 3 4 1
8 12 5 5 12 10 2 1 11
7 12 5 7 10 22 6 5 23
6 10 16 10 16 17 12 11 18
5 11 15 10 16 16 29 24 21
L 9 13 11 11 13 10 9 14
3 3 11 5 9 7 14 13 8
2 5 6 5 6 5 11 12 L
1 0] 2 1 1 0 2 1 1
0 0 1 1 0 0 0 0 0

xi



MUSIC PREFERENCE TEST DISTRIBUTION OF SCORES
PERIOD 6

7 = 8 Year Growup 8 - 9 Year Group
Non- Non-
Boys Girls Inst., Inst. Boys Girls Inst. Inst.

10 0 0 o] 0 0 0 o] 0
9 0 0 0 0 0 0] 0 0
8 4 2 1 5 3 L 5 2
7 6 5 L 7 L b 3 5
6 10 0] 5 5 10 12 8 14
5 Vi 23 20 10 16 25 21 20
L 312 13 9 16 29 26 23 32
3 12 20 21 11 15 23 14 24
2 10 7 12 5 8 14 13 9
1 L 3 3 4 L 9 6 7
0 o 0 0 0 1 1 2 o]

9 - 10 Year Group 10 - 11 Year Group

Non- Non-
Boys Girls Inst. Inst. Boys Girls Inst. Inst,

10 o) 1 0 1 0] 0] 0 o
9 2 0 1 1 1 0 1 0
8 2 3 2 3 2 o 0 2
7 9 3 3 9 11 5 5 11
6 6 4 2 8 9 9 5 13
5 6 14 L 16 35 10 9 16
4 10 11 10 11 24 19 16 27
3 16 22 18 20 10 21 19 12
2 10 9 8 11 11 16 14 13
1 6 7 5 8 7 7 9 5
0 1 2 3 0] 2 2 2 2

xii



APPENDIX B

INSTRUCTIONS FOR:

MUSIC RESPONSIVENESS TEST
MUSIC DISCRIMINATION TEST

MUSIC PREFERENCIE TEST



Page 1 ST LEAFLET Page 2

MUSIC RESPONSIVENESS TEST:5/65 MELODY TST
" ‘o ]
(arion) AR
NAME teeveenesoonssssaassnnas 1: 123
AGE ...vennnn . BOY OR GIRL . 23 1234
T L L T T L T E e 3: 12345
WHAT INSTRUMENT DO YCU PLAY? L 123456
e eeaeeecteneresttseseansnnras 5 1234567
TO WHICH CHOIR DO YOU BELONG? 6 1234
it eesecreees e e e ceaee 7 123145
SCORES TESTS : 8 123456
PART ONE : Melody 9: 123h567
PART TWO : :::::: Rhythm 10: 12345678
PART THREE : Harmony 11: 1 234s
""""""""""" 12; 123456
TOTAL : 13: 1234567
1h: 123456178
15: 12345677809
Page. 3 RHYTHM TEST HARMONY TEST Page 4
EX: A B C EX: A B c
I: A B C 1: A B c
23 A B C 2: A B C
3: A B C 3 A B C
b A B C b A B o
53 A B o} 53 A B C
6: A B o} 63 A B C
7 A B C 7 A B C
8: A B c 8: A B o}
9 A B C 9: A B C
10: A B C 10: A B C
11: A B C 11: A B C
12: A B c 12: A B C
13: A B C 13: A B C
14: A B C 1h: A B C
15: A B C 15: A B C

xiidi



INSTRUCTIONS FOR MUSIC RESIONSIVENESS TEST

The children complete the front page of the test
leaflet, With younger age groups the teacher's help is
sometimes needed in these early stages, eg with calcul-
ating ages, spelling names, etc, The blackboard is
useful for putting up words frequently needed, such as
piano, violin, recorder, descant. The children will
need another sheet of paper to cover their test leaflets,

Here are the instructions to be given live in standard
form after the front page details have been completed:

'We are going to play a musical game, Open your papers,
On the first side at the top it says MELODY TEST. Please
remember this is a game we are playing, although it says
test, On the next line it says EX: 1 2 3 4 (Write on
blackboard). You will hear a tune played with four
notes in it. Here it is. (Play - pause control) Now I
will play it again, changing one of the four notes.

(Play - pause control)

'WYhich note was changed? Was it 1, 2, 3 or b2 (Obtain
answers from four or five confident~looking children)
Yes, that's right, it was the first note. Hands up
those who got it right, those who knew it was humber ONE..
Good! Don't worry if you weren't sure. Everyone cross
out ONE like this. (Demonstrate on blackboard) Are
there any questions? (Satisfy any queries, ensuring that
all children understand. The writer's experience has
been that there have been practically no cases of mis-
understanding. However, these short questioning sessions
are useful to give confidence to the children who tend
to worry, and this kind of tenseness must be avoided
wherever possible) _

'Now, underneath that it says EX: 1 2 3 L 5, (Write

this on blackboard) This next tune will have five notes

xiv



in it. Listen carefully whilst it is played the first
time, and when it is played the second time see if you can
tell which of the five notes is changed. {(Play Example 2 -
pause control) Hands up those who know which note was
changed, (Obtain answers from three or four children)
Yes, it was the last note - number FIVE, So cross out

5 like this. (Demonstrate on blackboard)

'Underneath you will see a long list of numbers from 1
to 15. These stand for fifteen tunes, and the tunes are
not all the same length. Which is the shortest?

(Obtain answers from class) And the longest? (More
answers - this will ensure that all children see the
relation between the row of numbers and the length of
tunes) Now remember that each tune will be played twice,
and the second time one of the notes will be changed. You
have to cross out the number of the note you think is
changed. After each crossing out, and before the next
tune is played, move the other piece of paper you have
been given down over the cross you have made, like this,
(Demonstrate)

'Are you all ready to begin? Now here is number one.
Listen carefully, and don't forget to cross out the note
you think is changed. (Start the test proper, using the
pause control between items in the early stages where
necessary. Write each item number on the blackboard just
before it is played to help the children keep their place,
With the younger classes, it may be necessary to use tie
pause control after items 5 and 10 to make a few
encouraging remarks)

(After the fifteenth item) 'You did that very well, Now
for a different kind of game. Look at the next page. It
says RHYTHM TEST at the top. Underneath that is EX: A B
C. (Write on blackboard) You will hear a rhythm tapped

out. It will be tapped again to help you remember it.
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After the tapping you will hear three tunes, A. B and C,
Only one of these will nave the same rhythm as the
tapping. Now listen (Play example tapping pattern -
pause control) I will repeat the tapping to help you to
remember it. (Play example tapping repeat - pause)

'Now here are the three tunes A B and C (Play - pause)
Which of these tunes do you think was the same as the
tapping? Put your hands up. (Question two or three
children) Yes it was C., Hands up those who thought it
was C., Good. Never mind if you weren't sure.
IEveryone cross out C on your paper.(Demonstrate on
blackboard) Has anybody any questions? (Satisfy queries
to ensure that all children are confident to proceed)

'We will play the rhythm game now. Remember, you
.listen to the tapping twice, and then cross out A B or
c. Don't forget to move thet piece of paper down after
each crossing out. (Demonstrate) Here is number One.
(Write each item number on the blackboard in turn to
help the children to keep their place in the test. With
younger groups use the pause control after items 5 and
10)

(At the end of the rhythm subtest) 'You did that very
well, Now turn to the back page (If necessary, a break
may be made before this last subtest is started) At
the top of the page it ways HARMONY TEST and underneath
that EX: A B L. (Illustrate on the blackboard) In this
last musical game you will hear the ending of a tune
being played - just the ending. This will be played
again to help you remember it. (Play the ending and its
repeat) Now here are three pieces of music A B and C.
Listen to the endings of each piece, Only one of them
is the same as the ending you have just heard, The
other two will sound different. (Play A B C -~ pause)

'Which piece had the same ending? Put your hands up if

xvi



you know. (Question one or two children) Yes, it was B.
How many people were right? Good., Everyone cross out B
like this,., (Demonstrate on blackboard) Are there any
questions? (Answer any queries to ensure that all the
children understand)

'Now we will play the harmony game. Here is number ONE,
Listen to the ending which will be played twice to help
you remember, Then try to pick out which ending is the
same, and cross out A B or C. Don't forget to cover up
each gossing out with the paper provided, like this.,
(Demonstrate) Listen carefully. Here is number ONE,
(Play the tifteen items, pausing after 5 and 10 with the
younger groups. Write each item number on blackboard
just before it is played to help the children keep their
plate in the test)

(After the titteenth item) 'You did that very well.
Thank you very mucin for playing these musical games with
me.!' (The writer usually ends by asking which game the
children liked the best, whether they recognised any ot
the musical instruments playved, and whether they knew any
of the tunes played. In the rhythm subtest, some waving
ot pencils was allowed as a kinaesthetic aid to
remembering the tapped pattern. Cnildren should not be
allowed to tap their pencils on the desk, as this would

interfere with the test procedure)
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Page 1

EXAMPLE ¢
1

DI N, S W I

P S S S

TEST LEAFLET

MUSIC DISCRIMINATION TEST (TAYLOR)

6/67
NAN[E in fUll ® 8 0 5 0 6 0008 0 0 00t 0 s 00
BOY oxr G’IRL @ 5 6 09 000 00 0000
AG’E ® o 068 060 000 08 00 00

Do you play a musical
instrument? esecccae

Are you a member of a
Choir? eseecons

F K K F KKK K I K K I KK K3 P I I KK KKK K KKK

Inside
B Cc D 8 A B
B c D 9 A B
B c D 10 A B
B C D 11 A B
B c D 12 A B
B Cc D
B c D
B Cc D

xviii

Q a a o Q

U v o uouyo



INSTRUCTIONS FOR MUSIC DISCRIMINATION TEST

The children complete the front page of the test leaflet.
With younger children, the teacher's help is sometimes
needed at this stage, eg with calculating ages, with points
of spelling, etc. The blackboard should be used for

putting up key words, eg descant recorder, piano, violin,

etc. The children will need another sheet of paper to
cover their test leaflets. This is not primarily an
anti-cheating precaution. When previous work is covered

up, there is no temptation for the children to make some
kind of pattern in their crossings and circlings.

Here are the instructions to be given 'live' though in
standard form after the front page details have been
completed:

'Today we are going to be musical detectives looking for
mistakes in the music. Open your yellow papers and look
inside. You will see EXAMPLE: at the top, followed by A
B C D (Use blackboard to demonstrate) This is where you
start to be a detective. There will be an LXAMPLE piece
of music played. This will be followed by four more
pieces of music A B C and D. These will all sound like
the EXAMPLE music, but only one will be exactly the same,
The other three will have mistakes which make them
different. After you have listened to the EXAMPLE music,
yvou will hear A. If you think this has a mistake in it,
crbss out A on your paper. If vou don't think it has a
mistake, or you are not sure, don't cross it out - leave
it unmarked.

'Then you will hear B. The same thing here, don't
cross it out unless you are sure it contains a mistake.
This will be followed by C and then D, Only cross out if
you are sure there is a mistake. After you have heard all
four, you have to put a ring round the letter where you

think there were no mistakes, So there will be a ring
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round one letter on each line, and some of the others may
be crossed out. Perhaps some will have no mark at all,

'‘Now listen to the EXAMPLE music. (Play - pause control)
Try to remember that music. Now listen to A. (Play -
pause control) If you are sure you heard a mistake, cross
out A, but if you are not sure, leave it unmarked. Here
is B (Play - pause control) Again, don't cross it out
unless you are sure you heard a mistake which wasn't in
the EXAMPLE music.

'Here is C. (Play -~ pause control) Cross out if you
heard a mistake, but leave it if yvou are not certain. Now
for D (Play - pause) Only cross out D if you are sure you
heard a mistake. Now which of the unmarked ones is the
correct music, exactly the same as the EXAMPLE music? Put
your hands up if you think you know, (Question four or
five confident-looking children) Put your hands up those
people who think the correct one is D. Good. You are
the best detectives so far. Don't worry if you were not
sure, Just keep listening for mistakes. Everyone put
a ring round D. (BB)

'There are two important things to remember. Put one
ring in on every line, because you get extra marks for
putting a ring round the right letter. Cross out where
you are sure there is a mistake, because you get marks for
crossing out, but don't cross out where vou are not sure,
because you can lose marks for crossing out when it is the
correct music,

*Now this is where the detective game really starts.,
I.isten to the number ONE music and try to remember it.
Then listen to A, only crossing out when you are sure.
Then do the same thing tor B, C and D, Finally put in
the ring where you heard the correct music, the samé as
number ONE, Don't worry if you are not sure, Keep on
listening, and try to be good detectives, Then do the
same for number TWO and right down to SEVEN at the

XX



bottom. Numbers 8 to 12 are on the second page. So
you ought to finish up with twelve rings, one on each
line from ONE to TWELVE,

'T shall keep writing up the numbers and letters as the
games goes on so that you need not lose your place.

Don't forget to cover up each line with your other piece
of paper as soon as you have finished the ringing and
marking. Are you ready? Here is number ONE music! (As
test starts, the writer puts up the numbers and letters on
the blackboard. With the youngest groups, it was some-
times necessary to use the pause control at the end of
item ONE to remind the children to put in the ring.)

The analogy to being a musical detective proved a
successful procedure. All children tested appeared to
enjoy the test, and some quiet smiles were apparent on
the occasion of some of the grosser errors. Pilot work
had shown the need to have a covering paper. Usually at
the end of the test, the writer would have a discussion
with the class about points trom the test, such as some
of the mistakes they had heard, some of the instruments

used, etc.
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A B
A B
A B
A B
A B
A B
A B
A B

L4

10
11
12
13
1k
15

L A

TEST LEAFLET
MUSIC PREFERENCE TEST
(TAYLOR)

9/67

® & & 0 8 5 0 0 0P e P 00

NAME
BOY or GIRL secoeaeone
AGE .+.....
DO YOU PLAY A MUSICAL
INSTRUMENT?
ARE YOU A MEMBER OF A
CHOIR?

® o 0 2 060 080 00

® o 0o 0 0 0 0 0 00

® 6 6 685 0 0 00 06 0809000

inside
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INSTRUCTIONS FOR MUSIC PREFERENCE TEST

The children complete the details on the ftront of the test
leaflet. Some may need the help of the teacher with points
of spelling, calculation ot ages, etc. It usually helps to
write key words on the blackboard, eg descant recorder, piano.
The children will need another sheet of paper to cover up
each item as it is completed. This is not primarily an
anti-cheat device, but is necessary to prevent the children
from being tempted to form patterns as they put circles
round A or B,

Here are the instructions to be given 'live' atter the
completion of the first page:

'We are going to play a musical game, Open your blue
papers. Inside you will see several rows of figures.

Down the first page are one to eight, and nine to fifteen,
and down the second page sixteen to twentythree and twenty-
four to thirty. After each figure it says A B. A and B
stand for two pieces of music. For each number you

listen to the A music and then the B music., Then you put
a ring round the letter of the music you like the 'best'.
If you don't like either very much, you must still pick out
the 'best! by putting a ring round. You must choose
either A or B,

'Listen to ONE A. (Play ~ pause control) Now listen to
ONE B. (Play - pause) Now put a ring round A or B which~
ever you like the 'best!', Are there any questions? These
should be dealt with sympathetically but briefly. 'Best!
is the colloquialism used for ensuring the understanding of
these young children) Put your other piece of paper over
the letters of number ONE.

'Now listen to TWO A (Play ~ pause) And TWO B, (Play -
pause) Put a ring round A or B. Now we are going to go on
with the music without stopping. Don't forget to put a

ring round either A or B, whichever you like the ‘'best’'.
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Keep covering up the letters you have just ringed.
(Demonstrate) Here is number THREE.' (It will be
necessary to remind them of the number of each item. In
the case of younger classes it is useful to put the
numbers up on the blackboard. With the younger groups,
there should be a break after item 15)

This test procedure is relatively straightforward.
Pilot work showed the necessity for the children to cover
up their work with another sheet of paper. All children
showed great interest and enjoyment. The writer usually
followed each session by general discussion, which

proved animated with many interesting points raised.
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APPENDIX C

MUSIC SCORE:

MUSIC RESPONSIVENESS TEST

MUSIC DISCRIMINATION TEST



MUSIC RESPONSIVENESS TEST SCORE

i MELODY SUBTEST

REC ORDER

Example (a) Example (b)
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MUSIC RESPONSIVENESS TEST SCORE

MELODY SUBTEST

— S

Item 6 Item 7

bt hrdig ] PPEIE Jhddiel—

|
|
|

i~

— .‘ T AN NSO R JS i S || |
= T e EESSRE ESEREEE

-

]
| WA |
|

T ——
— .
- »

— -

CLARINET (8 FLAT)
Item 11

Y § N 1 q I . - .
TP 2 ] TJ = h—‘%fd _il- , =




MUSIC RESPONSIVENESS TEST SCORE
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MUSIC RESPONSIVENESS TEST SCORE
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MUSIC RESPONSIVENESS TEST SCORE
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— D g e 9 ¢
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MUSIC RESPONSIVENESS TEST SCORE

RHYTHM SUBTEST
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MUSIC RESPONSIVENESS TEST SCORE
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MUSIC RESPONSIVENESS TEST SCORE

RHYTHM SUBTEST
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MUSIC RESPONSIVENESS TEST SCORE

HARMONY SUBTEST
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MUSIC RESPONSIVENESS TEST SCORE
HARMONY SUBTEST
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MUSIC RESPONSIVENESS TEST SCORE
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MUSIC RESPONSIVENESS TEST SCORE

HARMONY SUBTEST
RECORDER TRIO
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'MUSIC RESPONSIVENESS TEST SCORE
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MUSIC RESPONSIVENESS TEST SCORE

HARMONY SUBTEST
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MUSIC RESPONSIVENESS TEST SCORE
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MUSIC RESPONSIVENESS TEST SCORE
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MUSIC RESPONSIVENESS TEST SCORE
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MUSJIC DISCRIMINATION TEST SCORE
EXAMPLE

RECORDER, PIANO and DRUM .
Correct Version
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MUSIC DISCRIMINATION TEST SCORE.
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MUSIC DISCRIMINATION TEST SCORE
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MUSIC DISCRIMINATION TEST SCORE
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MUSIC DISCRIMINATION TEST SCORE
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MUSIC DISCRIMINATION TEST SCORE
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MUSIC DISCRIMINATION TEST SCORE
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MUSIC DISCRIMINATION TEST SCORE
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MUSIC DISCRIMINATION TEST SCORE
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MUSIC DISCRIMINATION TEST SCORE
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