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CHAPTER I 

THE PROBLEfJI AND PREVIEW OF THE STUDY 

I • THE PROBLEM 

Introduotlon 

Whlle enrolled ln graduate studles at Kansas state 

Teaohers College at Emporla, Kansas, the author of thls 

thesls was lntroduoed to a serles of musl0 texts oomprlsed 

of flve volumes whloh are oolleotlvely tltled Musl0 ~ 

Chlldren. These pUblloatlons, oopyrlghted ln 1956, 1960, 

and 1961, are Engllsh adaptatlons by Doreen Hall and Arnold 

Walter of an earller German work tltled 2r!!-Sohulwerk by 

Carl Orff and Gunlld Keetman. Thls work lnoludes a serles 

of praotloal examples of songs, rhythml0 exerolses, lnstru

mental pleoes, and speeoh tralnlng exerolses1 whloh are 

sUltable for ohlldren ln elementary grades one through 

elght ln some sohools. The step-by-step pedagoglcal approach 

of Musl0 !2t Chlldren seemed 11ke such a carefully consldered 

and well-structured program of learnlng that thls researoher 

was anxlous to try Carl Orff's ldeas ln the classroom. 

Thus thls study was lnstlgated. 

1From the pamphlet lnoluded ln Muslc for Chlldren, 
Angel reoord album, No. 35P:2-n (New York: Angel Record.s). 



2 

Statement of the Problem 

It was the purpose of this study to oompare the 

effeot1veness of the method Musio ~ Children by Carl orff 

with more oonvent1onal teaching procedures presently be1ng 

used in Amer1oa. 

Importanoe of the Studz 

Musio educators must always be searohing for better 

methods to help pupils achieve a deeper and more meaningful 

appreciation, understanding, and enjoyment of musl0. Respon

slble muslc teachers will investigate, evaluate, and adopt 

any conoepts or methods whioh Will be benefioial to the 

musical growth and enriohment of their students. An exam

lnation of Orff' s materials in~l1oatedthat they might be 

worthwhile; however, a thorough searoh of theses and d1s

sertat1on.'ti tle82 revealed an ab;e;;~';'of eXist1ng''';''t~d1es 

wh1ch oompare Orff's methods with other methods of musi0 

.1 nst.ruotion. 

Limitations of the StudT 

Restrioted tralnipg 2! ~ researoher. Training in
 

the methods of Orff for in-servioe teaohers in Amerioa is
 

not readily obtainable at the present time. Summer oourses
 

2See bibliography for sources of this information. 
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in the use of Orff's books and instruments are presently 

orfered in Toronto, Canada, and at Ball State University in 

Muncie, Indiana. Unfortunately, this investigator has not 

had the privilege of this type of training. Kusi0!2£ 

Children was introduced to the researcher and his graduate 

classmates as one of the newer series of music texts. The 

instruotor Who introduced us to Carl Orff's books and 

instruments had examlned them carefully, but had not had an 

opportunlty to test thelr praotlcal application in a class

room sltuatlon. The training of the researcher was, 

therefore, limlted to a seminar discussion and an evaluation 

of the series. This had, Without question, some effeot on 

the results of this study. It must be remembered, therefore, 

that the observatlons of this study are the culmination of 

laboratory experlenoes under the dlreotion of a teaoher With 

minimal training in the teohniques suggested by Orrf. 

!1!! limitation 2! ~ study. The teaching and 

testing involved in this study were completed in one school 

year (nine months). Beoause of the experimental nature of 

the study and the faot that Orff's controversial methods 

have elicited either high praise or extreme criticism, the 

researcher asked for the permission of hiS sohool superin

tendent to carry on the experiment for one year only. It was 

felt that the period of one sohool year would indicate whether 
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or not Music ~ Children merited a longer period of study. 

At the same time, if there were areas important to a child's 

musical growth whioh were inadequately developed by the 

methods of Carl Orff, limiting the study to one year only 

would proteot the ohildren involved from serious deficienoies 

in their training. 

Study limited to fourth srade level. Two fourth 

grade classes were involved in the study: an experimental 

group learning through the prooedures and experienoes pro

Vided by Carl Orff in Musio ~ Ch1ldren, and a control group 

learning through the eclectic procedures oustomarily used by 

the investigator. A completely thorough comparison of Orff's 

Music !2£ Children With more conventional teaching methods 

probably demands a minimum testing span of six years in 

which the pupils involved can be examined as they advance 

from grades one through six. The examination and comparison 

of these groups after six years of these dissimilar approaches 

to musioal learning would undOUbtedly result in a more com

plete study. Because of the time limitation of one year, 

however, it was decided to restrict the present study to only 

two class sections at one grade level. After careful oonsid

eration of the song texts and physioal coordination involved 

in MUSio !2£ Children, it was felt that children 1n the 

fourth grade would afford the greatest possible indioation 



s 
of the merlts of Muslc ~ Chlldren obtalnable wlthln the 

tlme llm1ts of the study. The song texts, the majorlty of 

Whloh are nursery rhymes, are more sultable for prlmary 

grades. Some of the lnstrumental parts are, however, qulte 

dlfflcult, and are perhaps more sultable for older chlldren. 

Although the flrst grade would seem the most loglcal group 

wlth whlch to start thls project, thls age group would not 

be able to advance fast enough wlthln the tlme llmlts of the 

present study to glve an overall View of the merlts and weak

nesses of Orff's approach to muslc educatlon. The reader of 

thls studT should remember that the chlldren ln the experl

mental group were requlred to develop some concepts and 

skllls (e.g., mallet techn1ques), unlque to Music !2£ 

Qhildrtn, whlch normally would have been experlenced at 

lower grade levels. Thls naturally caused a delay ln the 

start to asslmllate Orff'. mater1ale suitable for fourth grade, 

whereas the oontrol group merely contlnued wlth an extenslon 

of the type of tralnlng whlch they had experlenced ln the 

flrst three grades. The delay, caused by the necesslty to 

acqualnt the experlmental group wlth addltlonal skllls and 

oonoepts, should glve the control group an advantage ln the 

flndlngs of thls study. 

Experimental group devoted ~ tlme to areas n2! 

included 1n QI!f'~ methods. In the oplnlon of the researcher, 
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some vital phases of a well-rounded program of music educa

ti~n ~re absent in Music f~r Children; therefore, the 

researcher did not feel justified in withholding some of 

these more conventional eyPeriences from the experlmental 

group. The school system involved in this study3 starts 

children on band instruments in the fifth grade. Because 

this entails indiVidual finger manipulation, it was felt 

that the ohildren in both fourth grade olasses should have 

one period a week devoted to training on the tonette. 4 

Other areas not provided for in Music for Children are 

lessons devoted to listening to musio literature, to the 

study of oomposers, and to folk games. Both the control 

class and the experimental class were taught similarly in 

these areas. The reader of this thesis will see that thiS 

limitation of time devoted entirely to Musio !2£ _Ch~il~d_r_en_ in 

the experimental group Will, again, tend to skew the results 

of this study to the advantage of the control group. 

Atypical characterist1cs 2! the olasses involved 1n 

!hl! study. Unfortunately, the two olasses involved were 

3ThlS study was made in Joyce Grade School, Ulysses,
Kansas, during the 1963-1964 sohool term. 

4Classes met five days a week. In the fourth grade, 
one musl0 period a week has been devoted to training on the 
tonette for the last several years. 
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not charaoteristic fourth grade classes. ~hey had been 

unusual classes since they had entere~ first grade. Edu

cators find that most classes have above-averaee, average, 

and below-average groups--the largest group bein[~ the 

9vera~e. rhe majority of the children involved in this 

study fell into only two groups: aoove-average and below

~verap'e. A few of the children might be classified as 

average, hut th1s ~roup was not nearly as large as one would 

normally expeot. 'This atypioal d.istr1bution was caused 

partly by the fact that th1s particular age p:roup had a h1gh 

number of riexlcan onildren who came from Spanish-speaking 

h0mes where the children spoke little or no English. ~ost ot 

these 7~ex1can ch1lo.ren remained in the first grade for two 

years in an effort to learn English as well as the customary 

first grade mater1al. 'lany of these children, even with the 

add.itional year of study at the first grade level, were still 

handicapped at the fourth grade level; in fact, they will 

11kely Buffer Boholastioally throuFhout their entire public 

school training. Also, !!lost of these Mexican children are 

from a lower Boclo-economic enVironment and have not had 

some of the a~vantages oommon to the average horne. Fortun

~tely for this study, these children were about equally 

dlvide<'l between the control Froup end the erperimental group I 

thu!l, the two E",roups were ~lmilar to ea.ch other even th01,.lgh 

t~""-'Y were not typical fourth grade classes. 
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II. PREVIEW OF THE STUDY 

Music l2t Children and how it came to be written will 

be discussed in the second ohapter. The third chapter is 

devoted to a discussion of the objectives of the study and to 

an explanation of procedures used in this study, including a 

desoription of the tests used and their construotion. The 

actiVities of the control class are discussed in the fourth 

chapter, and the experimental class aotivities are explained 

in the fifth chapter. The results of the tests constitute 

the sixth chapter. The final ohapter states the conclusions 

of the study and the researcher's reoommendations in regard 

to the use of Music ~ Children. 



CHAPTER II 

HISTORICAL AND PHILOSOPHICAL CONSIDERATION 

OF THE ORFF METHOD 

I. INTRODUCTION 

Carl Ortf's unusual approach to music education can 

otten lead to misunderstandings and misconcept1ons--v1rtually 

as a result of its innovations. In a speech at the opening 

session ot the elementary education course presented at the 

University ot Toronto in 1962, Ortf caut10nsl 

• • • Those who look for a method or a ready-made 
system are rather uncomfortable With the SOhulwerk1 , 
people with artistic temperament and a flair for 
improvisation are fascinated by it. They are stimu
lated by the possibilities inherent in a work which 
is never quite t1n1shed, in flUX, constantly develop
ing. It is only natural that such a procedure may be 
dangerous at times; it may run in the wrong direction. 
Anyone who wishes to advance on his own, needs a 
thorough professional training and, in addition, an 
intimate knOWledge of the style of the Schulwerk, a 
grasp of its aim and potential. 

Unfortunately, it has often been misinterpreted,
exploited, and falsified to the point of car1oature. 2 

1AeCord1ng to Mrs. Maria Stoffers, a member of the 
faculty, Foreign Language Department, Kansas State Teachers 
College, Emporia, the term Schulwerk may be translated as, 
"Teaching methods, or teaching materials for children. 
When it is used as 'QI!!-Sohulwerk', it means Orff's teach
ing methods and his materials to be used in the teaching 
of children." 

2Carl Orff, "The Schulwerk--Its Origin and Aims," 
trans, by Arnold Walter, Music Eduoators Journal, XLIX 
(April-May, 1963), 69. 
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Heeding this cautton, the author of this thesis feels 

it is important to traoe the history and philosophy of Q£t!

Sohulwerk. This will be done to present a olear pioture 

and develop a more aocurate oonoept of what the method 

involves today. Carl Orff, himself, has spoken on -The 

Sohulwerk--Its Origin and Aims.- J Many direot quotations 

and references to this speeoh Will be made, therefore, in 

order to insure an aocurate aooount of the historical and 

phi1osophioa1 development of the method. 

The remainder of this ohapter has been diVided into 

two parts. Historical and phi1osophioa1 oonsideration of 

the Orff method can not be completely diVided because the 

development of Orffis present-d~y philosophy is interwoven 

With andinfluenoed by the historiea1 development. Any attempt 

to separate the two would be futile and confusing to the 

reader, therefore. the next section of this ohapter contains 

the origin and development of Music ~ Children. The follow

ing section will present the method as it eXists today. 

II. ORIGIN AND DEVELOPMENT OF MUSIC lQR ~CH~I=L~D~B=E~N 

Carl Orff's method. MUsic for Children, is the result 

of many influenoes. Some of the people who worked With Orff 

'Ibid., pp. 69-74. 
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and had an efrect on his philosophy and the development of 
I

his methods ares Emile Jaques-Dalcroze, who developed 

eurhythmics to develop rhythmic abilit7 in his pupilsi 

Dorothea Guenther, a teacher of gymnastics and dance who 

established the Guenther Sohool in Munich in 1924 with Orff, 

Mar7 Wigman, a teaoher of movement and dance who emphasized 

improvisation in movementl Karl Maendler, who helped design 

and manufaoture the musioal instruments used in the Guenther 

Sohooll Gun1ld Keetman, one of Orrf's pupils, who helped 

prepare the original Orff books and supervised the musio in 

the Guenther Sohool, and also, more reoent17, served as one 

of the translaters in preparing the English edition of 

Musio for Ch1ldren; and Maja Lex, who supervised the ohoreo

graphy in the Guenther School. The development of the 

method was also causally related to both world wars and the 

oonsequent changes in attitude and oonditions after eaoh. 

Its inception can be traced to an adjunot of the training 

and teaohing of bodily movement and danoe. From these begin

nings Musio !2£ Children has broadened and developed to a 

point where one author observed that, 

••• In general terms, Orfr's philosophy of 
music education oonsiders 'musio' to be not only the 
mere employment ot sounds but oomprising the arts 
as the7 were SYmbolized b7 the Muses in anoient Greeoe. 4 

4paul L. Frank, "Ort! and Bresgen as Music Eduoators," 
Musio Educators Journal, L (Februar7-Maroh, 1964), 60. 
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Carl Orff was very interested in the work of Emile 

Jaoques-Daloroze and his method of teaohing eurhythmios. 5 

This later influenoed Orff in the gradual development of the 

system. It will be worthwhile, therefore, to examine the 

philosophy of Daloroze and his oonoept of eurythmios. 

Jaques-Dalcroze (1865-1950) was "one of the first 

musio eduoators who attempted to make musical training a 

means of expression rather than an end in itself•• • • "6 

As a piano teacher, he was oonoerned about the laok of 

rhythmio ability of his pupils. He felt that the skills of 

rhythm were basioally musoular, therefore, he designed a 

series of exeroises to develop the skills for expressing 

rhythms by bodily movements.7 Daloroze stated that the main 

objeotive of his method is " ••• to oreate by the help of 

rhythm a rapid and regular ourrent of oommunioation between 

brain and body and to make feeling for rhythm a physioal 

exeroise."8 

Sorff, ~ 21l., p. 69. 

6Janioe M. Thresher, "The Contributions of Carl Orff 
to Elementary Musio Eduoation," Musio Eduoators Journal, 
L (January. 1964), 43. 

7George Earl HUbbard, ~usia Teaohing in the Elementary 
Grades (Chioago: Amerioan Book Company, 193417 P:-79. 

8Erio Blom (ed.). Grove'!. Diotiona17 Q.[ Nusia and 
Musioians (fifth edition; New '{ork: St. Fart1n's Press, 
195'>. IV, p. S94. 
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• • • Eurhythmics9 implies a method of movement 
of the body, to musiol the movement being not 
merely aocompanied by the musio but suggested by
it and growing out of it, so that the two become 
oomplementa17. The l1118ic is interpreted by the 
bodily movementl the bodily movement beoomes 
expressive and harmonious in response to the music. 

The teaoher at the piano expresses an idea in 
music, and in response the ohildren help to develop
it. The educational value of the method depends on 
the interaction of teacher, ohildren, and music. 
It oan only be fully appreoiated by watching the 
children's reaotions, both physical and mental, to 
the teaoher's theme, and by realizing the "rapport"
which is created between the child and the teacher 
through the music. It will be tound that the child 
develops greater poise of body, more initiative, 
and more acute mental awareness I and that the 
foundations of mUSical knowledge and appreoiation
have been laid. • • • 0 

Although the Daloroze method was originally intended 

to develop rhythmic feeling in the musically gifted child, 

it eventually 

• • • developed to inolude a means of self 

expression and a general training in musical
 
theory t~r the child With average musioa1 ability
 
as well.
 

"During the first quarter of this oentury, mus1c 

education was badly negleoted in the German speaking 

9Both eUrythmios and eurbrthmios are oorrect spellings. 

10Ethel Driver, ! PathWay ~ Dalcroze EurhYthmiCS 
(Londonz Thomas Nelson and Sons LTD, 1951), p. Vii. 

11Thresher, ~. ~. 
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oountries of Europe••••"12 Young people were not intro

duoed to the oultura1 and aesthetio values of music. Some 

singing instruotion was offered, but it was frequently an 

e1eotive subjeot and was oonsidered a supplement to the 

other subjects. "After the defeat suffered in World War I, 

Germany tried to rally her spiritual forces. The reorganiza

tion of sohool musio in the 1920's ••• is a part of this 

attempt•••• "13 A new philosophy in music education 

stressed the importance of developing creatiVity and self-

expression through musical experienoes whioh would broaden 

ohildren's personalities and enrioh their lives. 14 

It was during this era that "••• a new feeling for 

the body, for sport, gymnastiCS, and dance•••• "15 was 

awakened. Carl Orff stated. 

It was a time when numerous sohoo1s for gym
nastios and danoe came into being. Being keenly
interested in the whole movement, I added to their 
number. Together With Dorothea Guenther--she was 
to beoome one of the outstanding teaohers in her 
field--I established, in 1924 the Guenther Sohule 
in Munioh. Uppermost in my mind was the oreating
of a rhythmic educationl also the realization of 
my main idea that musio and movement ought to be 
taught simultaneously, supplementing one another 

12Frank, ~. Oit., p. 59, oiting Egon Kraus, "School 
Music Eduoation in Germany," MU010 Eduoators Journal, XLII 
(April-May, 1956), pp. 24, 66-7 c and "To the Memory of 
Leo Kestenberg," Internttional Music Educato~, (Spring, 
1962), 137. 

13~. 14~. 150rff,~. 21!. 
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and intimately oonnected. How necessary this was. ~ I had learned ln the theater. Worklng wlth 
singers, aotors, danoers, and muslcians, I dls
oovered a surprislng laok of rhythmlO awareness, 
a total absenoe of proper tralning. b 

In the Guenther School, ortr had every opportunlty to 

experlment and try out his ideas. He was convlnoed that the 

tralning must be totally ditterent from the customary approaoh 

at that time. Beoause the accent was to be on rh7thm, 

lnstruments had to be found which would lend themselves to 

thls approaoh. Orfr oontlnuesl 

••• It was my ambltion to brlng all students 
to the polnt where they could accompany thelr own 
danoes and exerolses as competently as muslclans 
would. I did not want to have anything to do wlth 
piano aooompanlments which were then (and stl1l are)
being used ln the tralning ot movement. I wanted 
the students ;o become muslolans ln thelr own

1right. • • • 

Mary Wigman, an lnsplred teaoher of movement and 

danoe, was also a member of the Guenther School faculty. 

Her teaohlng ldeas lnoluded a new aooent and emphasls on 

lmprovlsatlon ln movement. 18 Orfr stated that her experl

ments showed him the way. He was partloUlarly lmpressed by 

one of her dances he referred to as " ••• her sensational 

wltch dance, accompanied only by Afrlcan rattles•••• "19 

16 . 17 6Ibid. ~., pp. 9-70. 

18Arnold Walter, "Carl Orff's Musl0 for Chlldren," 
~ Instrumentalist, XIII (January, 1959), 38. 

190rff, l2£. oit. 
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Rather than using the piano to accompany the dancers, 

Orff taught the students to aooompany themselves on inatru

menta which had rhythmioal impact and primitive appeal. 

He searched for percussion instruments which were eas~ to 

handle. Although the current development of jazz had 

furnished many percussion instruments, the independent 

ensemble whioh Orff desired called for both melody and 

bordun20 instruments. 

• • • For that reason we prooeeded to build
 
rhythm instruments oapable of oarrying melody-

xylophones, metallophones, and glockenspiels in
 
various sizes and forms. Some were new, some
 
influenoed by medieval and exotio models. The
 
trogxylophones for instance, had littl~ in
 
oommon with the xylophones usuall~ found in
 
orohestras; it was ~otually a desoendant of
 
highly developed Indonesian types. In Karl
 
Maendler, a piano and harpsichord manufacturer
 
of genius, I found a man who was sympathetio to
 
my ideas and willing to experiment. It took
 
him years to develop all those instruments
 
which are taken for granted today; but he suc

ceeded in adding incomparable, irreplaoeable

timbres to our ensemble. New also were the
 
ranges--there appeared soprano, alto, tenor,
 
and bass models of both xylophones and metal

lophones. New was a playing teohnique made
 
possible by the addition of resonance boxes and
 
by the use of soft mallets; the !ound beoame
2infinitely more variable•••• 

After experimenting With several types of flutes, 

Orff deoided to add the reoorder to his ensemble as a 

200rff used the word, bordun, to desoribe a drone of 
the open fifth. Moving borduns are those in whioh one or both 
of the oonstituents of the open fifth are set in motion. 

21Orff, 2£. 2!1., p. 70. 
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melody instrument. Recorders, as well as harpsichords and 

gambas, were being redisoovered in the oourse of the revival 

of old musio in Germany in the early years of the twentieth 

oentury. Curt Saohe, at that time ourator of the famous 

Berlin oolleotion or anoient instruments, helped Orff assemble 

a quartet of reoorders built after old mode1s--desoant, 

treble, tenor, and bass. 22 

• • • For the bass part of our ensemble-
sustained f1fths and borduns--we used kettledrums, 
low xylophones, also string.: cellos, fiddles and 
gambas of all sorts. A group of plucked instru
ments oonsisting of ,utes and guitars completed

2our ensemble. • • • 

Now that the instrumental ensemble had been assembled, 

it was necessary to find satisfactory original source mater

ial from whioh musio GOuld be created, oomposed, or arranged. 

Both native and foreign folk musio proved very helpful. Orrf 

tried to bring the students to a point at whioh they oould 

extemporize pieoes of their own to aocompany movement. 

These spontaneous improvisations were not generally written 

down. The music was memorized by rote as it was oreated. 

Later on, it was written down in order to remember it, and 

also to illustrate Orff's pedagogical intentions. In this 

manner, the first edition of the method oame into being in 

1930. This first volume began With the statement: 

22Ib1d• 2JIbid. 
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"The Schulwerk concerns itself with the primary forces and 

forms of music. n24 By 1933, Orff's experiences in the 

Guenther Sohoo1 resulted in the pub1ioations oolleotive1y 

titled, Q!! Sohulwerk--Musik rnr Kinder. 25 The t1t1es of 

some or these additional volumes whioh followed the original 

book in 1930 were, P1azing Percussion ~ Tambourine, P1aring 

Kettledrums, Plaring ~lophones. P1&ying Reoorders, and 

Danoes ~ Ipst£Umental Pieoes tor Var10us Combinations. 

Guni1d Keetman, one of Orff's pupils and a life-long assistant, 

helped in the preparation ot these volumes. 26 

By now, 

• • • The Guenther school boasted an ensemble 
or danoers with an orchestra of their own. Musio 
and ohoreography were supervised ~7 Gunild Keetman 
and Maja Lex, respeotively•••• 

Danoers and players ohanged places freely and 80me of the 

more suitable instruments (e.g., flutes, oymba1s, drums, 

eto.) were aotua11y woven and integrated into the danoe 

itself. 28 

••• To illustrate the diversity and variety
of suoh an orohestra let me list the instruments 
employed. reoorders, xylophones, and meta11ophones
of all ranges, glookenspie1s, kettledrums, small 

24llW!. 25ThreSher, ~. ~., p. 43. 

26ortr , ~. ~. 27Ibid. 

28Ibid.,- p. 72. 
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drums, tomtoms, gongs, various kinds of oymbals,
triangles, tune bells; sometimes also fiddles, 
gambas, spinettinos, and portatives. The group
toured Germany and other European oountries; its 
performanoes were invariably sucoessful. In addi
tion the ensemble appeared at teachers' oonventions 
and educational oonferenoes, ther~bY drawing 
attention to the Sohulwerk. • • • 9 

The Q[t!-Sohulwerk was published beoause Leo Kesten

berg, who held a position in the Ministry of Eduoation in 

Berlin, planned to test Orff's approaoh on a large soale in 

the pub11c schools. Before this test could be realized, 

however, Kestenberg was forced to leave his position because 

of politioal reasons. 30 

The Guenther School was oompletely destroyed during 

World War II. The buildings were gutted by fire, destroYing 

all the instruments. The sohool was never rebuilt. 

"•••Times had ohanged; I had given up teach1ng. And yet 

I expected, suboonsciously, a new oall. R31 

In 1948 orrf did reoeive a oall from one of the 

offioials of the Bavarian radio. Dr. Panofsky and the 

direotor of school programming for the radio had heard an 

out-of-print recording from the time of the Guenther School. 

The recorded musio was scored for the ensemble described 

above. They asked Orff to compose some music similar to 

29Ib1d• JO~. 

J1Ibid. 
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that whioh they had heard on the reoording--musio Whioh oould 

be performed by children, themselves. They asked Orr! to 

prepare three or four broadoasts. 32 

At the time of this request, Orff was working on the 

soore ot Antigone. The ofter was attraotive to him, even 

though he felt out-of-touoh With eduoational problems. The 

realization of these broadoasts, however, would involve two 

main diffioulties. First, the fire in the Guenther Sohool 

had destroyed all the instruments and it would be diffioult 

to build new instruments because, at that time, raw materials 

were soaroe or unavailable. The seoond problem was that 

"••• the old Sohulwerk had addressed itself to an older age 

group, to prospeotive teaohers of movement and dance. As it 

stood it was not applicable to ohtldren."3J 

Ortt mulled over these problems and suddenly gained 

new insights as to where rhythmio eduoation really ought to 

begin. Instead of waiting until a ohild reaohes adolesoenoe, 

rhythmio eduoation should begin when a ohild enters sohool, 

or even at pre-sohool age. Orff's previous experiments were 

less valid in the light of his new insights, but the experi

enoe of those years had prepared him for a fresh start. 

J2Ibid•
 

))Ibid.
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As Orff expressed ita 

••• That the unity of musio and movement is
 
still naturally present in the ohild (adolesoents

have already lost it, and must relearn it) is so
 
sadly overlooked that it beoame the oornerstone
 
of my new pedagogioal work. I suddenly understood
 
what the first Sohulwerk had laoked, the singing

voioe, the word. A child quite naturally starts
 
with a call, a rhyme, With text and tune together,
 
movement, play and song ooalesoe and integrate.

I would never have been able to bring myself to
 
"write a few pieces for Children" for radio, see

ing how busy I was at that timel but I was fascin

ated by the idea of a musical eduoation completelY

geared to the child. So I accepted the offer and
 
went to work, but in my own way.
 

I began to see things in the right perspective.
"Elemental" was the password, applioable to musio 
itself, to the instruments, to forms of speeoh and 
movement. What does it mean? The Latin word 
elementarius, from whioh it is derived means "per
taining to the elements, primeval, basio". What, 
then, is elemental music? Never musio alone, but 
music oonneoted With movement, dance, and speech-
not to be listed to, meaningful only in active 
partioipation. Elemental music is pre-intellectual,
it lacks great form, it contents itself With simple
sequential struotures, ostinatos, and miniature 
rondos. It is earthy, natural, almost a physical
activi ty • It oan be learned and enjoyed by anyone.
It is fitting for ohildren. 

Gunild Keetman and I, assisted by an experienced
educator, shaped the first broadoasts and started 
to bUild the series. We worked With children and 
for ohildren. The result was the new Schulwerk•••• :34 

The falling minor third was used as the melodio 

starting point. The range was gradually expanded until it 

enoompassed a pentatonio scale Without half-steps. Name oalls, 

34~. 



22 

oounting-out rhymes and very simple songs were used for 

texts. Orrf was seeking for ideas and material most natural 

to a child's world. He had in mind the musical education of 

every child, not 3uet the especially gifted ones. He stated 

that few children are completely unmusioal, and 

• • • That almost every ohild oan comprehend

and enjoy musio. Incompetent teaohers too often
 
fail to recognize what is inherent in the child~
 
Suoh teachers do a great deal of damage•••• JJ
 

The broadcasts were begun in the autumn of 1948 using 

untrained school ohildren between the ages of eight and 

twelve. Some instruments salvaged from the Guenther School 

were used in these broadcasts. The enthusiasm ot the children 

giVing the broadcasts was quiokly seneed by the listener. 

All ohildren in the sohools listening to these broadcasts 

wanted to learn to make -that kind" ot musio. There was a 

demand tor more information. People wanted to purchase the 

instruments. Klauss Becher, a pupil ot Karl Maendler (the 

piano and harpsiohord manufacturer who built the instruments 

for the Guenther School), gathered together whatever materials 

he could tind and oonstructed the first instruments for the 

new Sohulwerk. His success enabled him to establish a work

shop called "Studio 49" where the instruments used in Orft's 

teaching methods are still continUingly being improved.J6 

35lliA. 36Ibid., pp. 72,74. 
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The "three or four broadoasts" wh10h were or1g1nally 

requested of Orff proved to be h1ghly 1nadequate. These 

f1rst few broadcasts oreated such a demand that they were 

extended and cont1nued for f1ve full years. These broadcasts 

" ••• la1d the groundwork for f1ve bas1c volumes wh1ch 

appeared between 1950 and 1954. 37 The1r t1tle--Musl0 ~ 

Ch11dren•••• "38 

• • • In 1949 Gunild Keetman jo1ned the staff of 
the Mozarteum 1n Salzburg to give regular oourses 
1n the Schulwerk•••• Bere 1t was poss1ble to pay 
more attent10n to movement, an aspeot that naturally
doesntt lend1tself to broadcast1ng. Demonstrat1ons 
and performanoes aroused 1nterest. Delegates to 
1nternat1onal conferences held at the Mozarteum 
became aoqua1nted W1th the Sohulwerk and deo1ded to 
make use of 1t 1n the1r own countr1es. One of thew. 
was Arnold Walter, who preva11ed upon Doreen Hall to 
study With Keetman 1n Salzburg and to 1ntroduc~ the 
Sohulwerk 1nto Canada after her return•••• ) 

As a result of these 1nternat1onal conferences at the 

Mozarteum, Orff-Schulwerk has found 1ts way 1nto many 

countr1es and languages. Th1s 1nvolves more than just a 

translation, because the folklore of eaoh country must be 

used for 1ts adaptation of the method. Sohulwerk has been 

pUb11shed 1n the follow1ng languagesl Swedish, Flem1sh, 

Dan1sh, Eng11sh, Frenoh, Span1sh, Portuguese, and Japanese. 40 

37Th1S refers to the dates of the or1g1nal pub11
cat10ns 1n German. The EnS11Sh translat10ns and adaptat10ns 
were pub11shed between 1956 and 1961. 

38 4 39 40Orff, sm.. oi t., p. 7 • Il21£. l21J!. 
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A 75,000 dollar grant from the U. S. Orflce of 

Educatlon ls presently flnanolng an elghteen-month Pllot 

program ln the publlC schools of Bellflower, Callfornla, 

whlch may result ln a new adaptatlon contalnlng materl$ls 

that grow out of Amerlcan culture. 41 Thls projeot ln Bell 

flower, a Los Angeles suburb, ls dlrected by Martha Maybury 

Smlth, who studled Orff-Schulwerk for two years ln SalZburg, 

Austrla. ~ National ObserYer42 reports that the purpose 

of thls pllot program 18 almed at lntroduclng the method to 

Amerloa and ft ••• at testlng its effeots on Amerioan ohild

ren, and at devising instructlonal materials • • •"~3 

Mrs. Smith is being assisted by Frau Gertrud Orff of Munich, 

the former wife of the oomposer, who is serving as a consul

tant. Others involved in the projeot are ft ••• a musicologist, 

s folk-song expert, and a professor of literature to evolve 

and reoord natlve Amerioan instruotional materlals.ft~4 

41The English adaptation was used by the author of 
this thesis in the teaching experiences involved in this 
researoh. It was suspected that some of the texts used in 
this adaptation were more familiar to and held more meaning 
for children reared in an English or Canadian culture than 
those With an Amerioan baokground. For thls reason, lt 
pleases this researoher that a present effort is being made 
to "Amerioanize" the Q£(t-Sohulwerk. 

42ROY Copperud, "Tailored for Beginners, the New
 
Music Undersoores Freedom and creatiVity," The National
 
Observer, V (July ~, 1966), p. 6. -- 

43Ibid• 44~. 
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~ National Observer also noted that 

••• In Germany, Orff-Sohulwerk is widely used 
as therapy for mentally retarded and physioally 
handioapped ohildren•••• Mrs. Smith believes 
that similar applioations oan be developed here. 45 

III. PRESENT-DAY MUSIC !Qfi CHILDREN 

Musio, in its developed state, was not handed to man 

by some outside force or being With the diotum, "Study and 

master this art." It was something whioh oame from man and...........
 
was developed by him through a series of many natural stages. 

Why should more be expected from the ohild? He is often 

handed the art of music, full-blown, and is expeoted to 

"swallow it whole". 

\. Carl Orff's Approaoh to Musio EduQation 

Carl Orff's overwhelming desire is that a ohild's 

approaoh to music should be exaotly that--a "child's approaoh," 

not the "teacher's approaoh" to musio aimed !i the child. 

Musio should come from the child and exist only for the child 

and hiB needs. This first musio from the child will be, 

naturally, "first musio"--prim1tive. simple, basio, and ele

mental. The only funotion of the teaoher is to guide the 

ohild in his musio-making as he follows the natural evolu

tionary path from the most anoient and basio to the most 

45I bid.-
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contemporary and complex. Music history is Orff's guide and 

resource authority. Not that an attempt is made to teach 

music history, rather that it is allowed to be re-created by 

the child as he progresses from his primeval instincts to a 

more sophistioated form of expression. 

Then, where does one start? What is the nucleus of 

musio? What aspect is the most basio? What is its elemental 

genesis? Carl Orff feels that the answer is to be found in 

the rhythmic aspect of music. The most natural aspeots of 

rhythm found in the ohild are in his movements and speeoh. 

Movement and speech are, therefore, the basic elements With 

which Orff starts the musical education of children. 

As Arnold Walter of the faculty of musio of the 

University of Toronto, explained in the -Introduction" to the 

first volume of Musio ~ Children, rhythm 

••• is not taught mechanically, mathematically 
(by sub-divisions of whole notes perhaps or by
counting beats) it grows out of speeoh-patterns.
For the child (as for primitive man) speaking and 
singing, music and movement are an indivisible 
entity; it is this intimate oonnection, which 
leads qUite naturally from speech-patterns to 
rhythm, from rhythmioal patterns to melody. 
Speech-patterns make it p08sible for a ohild to 
grasp every type of meter Without diffioulty, even 
up-beats or irregular bar8. Rhythmioal formulas 
so experienoed are reproduoed by olapping, stamp
ing, body-slapping; and, later, on peroussion 
instruments which provide acoompanime~&S of 
steadily increasing oomplexity•••• 

46Carl Orff and Gunild Keetman, Pentatonio (Vol. I of 
Musio ~ Children, English adaptation by Doreen Hall ~d 

Arnold Walter. 5 vols.; Mainz, Germany: B. Schott's Sohne, 
1956), p. v. 
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The flrst slnglng melodles lntroduced are slmple two

note tunes utlllzlng the most natural lnterval of a descendlng 

mlnor thlrd. Very gradually, the range of the songs ls 

expanded (addlng only one note at a tlme) untll the compass 

of the pentatonlc scale has been reached. Orff contlnues 

worklng wlth the pentatonlc materlal throughout the remaln

der of the flrst volume. He stated, ln part: 

Muslc based on a flve tone scale represents a 
stage of development whlch olosely corresponds to the 
mentallty of chlldren, the restrlcted medlum makes 
lt posslble for a chlld to flnd modes of expresslon
of hls own wlthout belng ln danger of merely l~tatlng 

the powerful examples of other klnds of muslc.~7 

Curt Saohs reported lnterestlng research by the 

psychologlst Helnz Werner: 

A thorough research wlth phonograph recordlngs
of the babble songs of European children three 
and four years old • • • shows the amazlng fact 
that the chlldren's slnglng style ls very close 
to the earllest slng-song of two'4Shree, and 
four notes ln prlmltlve cultures. 

The unlversallty of the pentatonlc scale attests to 

lts naturalness. Its appearance ln most cultures, at some 

polnt ln the muslcal evolutlon of that culture, lndlcates 

that lt ls somethlng lnherent ln man, not somethlng whlch 

47~., p. 111. 

48Curt Sachs, QB£ Muslcal Heritage (Englewood Cllffs,
 
New Jersey: Prentlce-Hall, Incorporated, 1948), p. 6.
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must be learned. It oomes ~ him. In the Harvard 

Diotionary ~ Musio Willi Apel stated, in part: 

The tonal penta-soale, usually in its "first
 
mode" (on 0), ooours in nearly all the early
 
musioal oultures, in China (as far baok as
 
2000 B.C.), Polynesia, Africa, as well as with
 
the Amerioan Indians, the Celts, and the Soots.
 
It must4be considered the prototype of all
 
soales. 9
 

With Orff's insistanoe on a natural evolutionary 

approach, the oontributions which the pentatonic scale offer 

to his method oan hardly be minimized. As Frank stated it: 

Within the framework of the pentatonic scale, 
the conoepts of consonanoe and dissonanoe are 
nonexistent. All five tones of the scale oan 
sound at the same time without oreating the 
effect of tension or the need for resolution. 
This is an advantage that makes a spontaneous 
and unsophistioated improVisation possible••••50 

The Books in the Series 

The first volume of the series, Pentatonic, contains 

speech patterns to be spoken in unison as well as those to 

be used as rounds. Rhythmic ostinati are developed through 

a series of exercises starting With simple clapping patterns 

which are then followed by more complex patterns calling for 

stamping, clapping, knee-slapping, and finger-snapping. 

49willi Apel, Harvard Dictionary 2!. Nusic (Cambridge,
 
Massachusettss Harvard University Press, 1955), p. 564.
 

50paul L. Frank, HOrff and Bresgen as Music Eduoators," 
Musio Eduoators JOUrnal, L (February-March, 1964), 60. 



29 

The following exeroises oombine both rhythmio ostinati with 

speech patterns. Patohen (knee-slapping) exercises develop 

basic rhythmic and movement patterns which, when applied to 

the instruments, become melodio ostinati. These above 

activities (speech patterns, rhythmic ostinati, and melodic 

ostinati) are developed simultaneously with eoho clapping. 

In echo olapping the teacher claps a pattern which 1s imi

tated ("eohoed") by the children. This aotivity leads into 

echo playing in whioh the children imitate the pattern played 

by the teacher on the xylophone or glookenspiel. Phrase 

building, in which a ohild oompletes a phrase started by the 

teacher, is started with short two-measure phrases and 

extended as the ohild beoomes more oapable. Rhythm10 phrase 

building is followed by melodio phrase building. Canons and 

rondos are also developed first rhythmioa11y and then melod

ioa1ly. This first volume a180 ino1udes instrumental pieoes 

and a seotion titled "Nursery Rhymes and Songs" whioh are 

soored for various instrumental ensemble accompaniments. 51 

The second volume, Majors Bordun, after muoh experi

enoe With a sixth tone added to the pentatonio experienoes 

of the first volume, finally adds a seventh tone to complete 

51The actiVities mentioned in this paragraph are
 
fully explained in the fifth chapter, "Experimental Class
 
Act1v1t1es," p. 54.
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the major scale. Borduns (harmonic intervals of open fifths; 

e.g., ~ and a played simultaneously) and moving borduns 

(e.g., ~ and &alternating) are embellished by neighboring 

tones and develop into ostinato figures. These ostinato 

figures 

••• open the door to rhythmical variety with
out unwanted harmonic complications. Functional 
harmony makes its appearance only after the intro
duction of melodies in major. • • • The worn-out 
commonplaces of dominant harmony are carefully
avoided. 52 

In the third volume, Majors Triads, 

"MOVing borduns· lead to the introduction of 
supertonic and submediant chords. parallel motion 
takes precedent over dominant relationship. The 
dominants themselves are not simply taken for 
granted. they appear at the final stage of a 
carefully planned development.53 

In the last two volumes, Minors Bordun, and Minors 

Triads, 

minor is treated in a similar way. Aeolian, 
dorian and phrygian tunes are at first aooompanied
by borduns and ostinatil when triads are intro
duoed, the dominants are preceded.py ohords of 
the VII and III degree (aeolian).~ 

The song texts are derived from nursery rhymes and 

singing games. One of Carl Orff's beliefs is that music

making is interwoven With and a part of the child's world 

52Arnold Walter in the "Introduotion" to Pentatonic 
(Vol. I of Music ~ Children by Carl Orff and Gunild Keet
man), p. Vi. 

53Ibid. 54Ibid. 
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of play. Keeping this in mind, it beoomes obvious that a 

mere translation of German songs and games would not, in 

most oases, prOVide texts familiar to ohildren in other 

countries. Therefore, adaptations must be made, rather than 

translations. The English adaptation was made by Doreen Hall 

and Arnold Walter. "Miss Hall spent over a year in Europe 

working under the supervision of Carl Orff and Gunild 

Keetman ••• "55 

In discussing the English adaptation, Arnold Walter 

explained: 

Most of the texts ohosen are traditional, from 
"Mother Goose" ••• With a few folk-songs added. 
In some oases it seemed adVisable to keep as olose 
to the original as possible and to translate the 
German text; the orgdit for these translations 
goes to Miss Hall.5 

The use of new texts reqUired, in some oases, the 

oreation of new melodies. In the first volume, for example, 

eleven melodies are Carl Orff's and the rest were written 

by Doreen Hall.57 

Instruments 

To enoourage and faoilitate ensemble playing 
Carl Orff has designed a oomplete set of instru
ments espeoially adapted to the physioal 
reqUirements of ohildren. In oonstruotion and 

55~., p. Vii. 

56Ibld. 57Ibld. 
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tonal quallty the lnstruments are slml1ar to the
 
chlmes and gambangs of a JaTanese orchestra, and
 
allow many posslbl1ltles for oontrast of tone
 
and oolour acoordlng to the oomblnatlon of the
 
lnstruments. EqUipped with mental bars, the
 
glookensplels and metalophones have a clear,
 
rlnglng tone qulte unllke the dull, hollow sound
 
of the hardwood xylophone bars. All are tuned
 
ln the key of C major.58
 

The instruments are aval1able ln elther dlatonic or 

ohromatl0 models and 1n many range8--soprano, alto, bass, 

and, more recently, lnstruments with wlder ranges (e.g., 

alto-soprano, tenor-alto, bass-soprano). An attempt to 

state the exact ranges of the instruments would prove to be 

confusing, because the total compass may vary as muoh as 

four notes between the diatonio and chromatlc models of the 

same instrument. Ranges also 'Tary between one instrument 

manufacturer and another. All the lnstruments have a range 

of at least one octave and a fourth, most of the lnstruments 

have a range of one ootave and a slxth, and some have a range 

of two ootaves. The lowest note on the alto xylophone ls 

middle 0' the soprano model starts an octave higher, and the 

bass an ootave lower. The metalophones have the same pltoh 

as the xYlophones. The soprano and alto glookensplels are 

S8Dor• en Hall, Music fot Children' Teacher'~ ~ual 
(A teaoher's gulde for the series, Mus1c ~ Ch11dren. by
Carl Orrf and Gunlld Keetman. 5 vola., MalnE, Germany, 
B. Schott's S3hne, 1960), p. 8. 
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pitched an octave higher than the oorresponding xylophones 

and metalophones. 59 

Included with diatonic instruments are bars for F-

sharp and B-flat, making it possible to oonvert the instru

ments for music in the keys of F and G major. Additional 

ohromatio bars may be ordered for any of the instruments, 

and it is possible to oonvert diatonio instruments to ohro

matic ones by ordering extra ohromatio resonanoe boxes. 

Musioal glasses, either tumblers or stemmed-ware, 

may be tuned by adding water and used to augment the glooken

sPiels. 60 

Some other peroussion instruments used inolude 

triangle, cymbals, jingle bells, shells, tambourine, drums of 

various sizes and kinds (including small timpani), wood blook, 

rattles, and castanets. 

"One of the most important items is a deep-toned 

string instrument to give body and support to the ensemble."61 

The gamba and lute are suggested, but the guitar or oello 

may be substituted proVided that it is tuned to the basic 

59The Orff-Schulwerk Instrumentarium, the catalogue 
listing studio ~.~ instruments for Orff's method, indicates 
that all the instruments are pitohed one ootave lower than has 
been indioated in the text-body, above. The instruments used 
in this researoh, however, were pitohed as indioated in the 
text. The Orff books, Musi0 !2l: Children, also indioate 
pitohes as they were desoribed in the text. 

60 61Hall, 2£. oi t., p. 9. Ibid., p. 10. 
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bordun C, G, C, G. or cour.e, long, sustained tone. can be 

played only on the gamba and oe110. 62 

It i •••••ntlal that the teacher be able to 
play and improvls. tree1y on the recorder whether 
the chlldren are dOing rhYthmlc body movement. or 
ba.lc ostlnatl on the lnstruments. The 80tt,
r.ed7 tone blends well With the Whole ensemble 
and has a uglQue ettect when used a8 a solo 
lnstrument. , 

The plano (not to mentlon the accordeon) should 
n.....r be used. The sound ot a modern plano cannot 
po.slb1y be lntegrated lnto such an ensemble. 
(ThlS do•• 1'1&4 reter to ce.ba1l, olaT1chords 
or IIplnetll.) 

Mu.loa1 Str1e 

Arnold Walter described hl. tlrst ...l.lt to the 

Guenther School a. to1lows. 

• • • The musl0 1tselt had an arohalo t1avor 
remlndlng one ot trouvere., jongleurs, and I tallan 
dance. ot the 14th oenturyJ but lt also had a very
modern one brlnglng StraVinsky to mlnd, partlcu
lar1y Strannsky ot Itn~. The reasons were 
obVious, rhythm was the pr:idOmlnatlng element I 
me1047 8m out ot rh7thm .. 1 t .ere I drones and 
oetlnatl tormed the acoompanlment, harmony, lt 
used at all, restrlcted lts.1t to para11~1 motlon 
resultlng ln organum-l1ke ettects•••• , 

In descrlblng the harmony, Mls. Janlee M. Thre.her66 

stated that lt 18 

62D!!1. 6312lJ._ 

64Carl Ortf 11'1 the ·Pretaee" to Pentatonic, 2a. Clt., 
p. lv. 

65Arno1d Walter, "Carl Ortt's ~ tor Ch'ld£en," 
~ lIlt rumental1st, XIII (January, 1939), ~ 

6~i.s Thresher teache. musl0 at the Walter E.
 
Fernald State Sohoo1 ln waver1.7. Massaohu.etts.
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• • • a harmony more suggestive of medieval 

polyphonic music, in which each melodic line 
sounds almost self-inclusive and only inciden
tally related harmonically to the other voices 
(although they are, of course, constructed 
according to strict rules). One is reminded 
somewhat of such contrapuntal forms as twelfth 
century melismatic organum, or of the thirteenth 
century clausula (keeping in mind, naturally, 
that in Orff's music all the parts are measured), 
or of the polyphonio music of such seventee~th 

century composers as Heinrich Schutz. • • • 7 

These two descriptions above are alike in the fact 

that they are describing Orff's style in terms of music of 

the Western ciVilization. These descriptions are equally 

lacking in that they make no mention of the contributions of 

Oriental or exotic music to Orff's style. Although other 

writers have described Orff's style as "primitive", a more 

accurate description might use the term, "exotic". 

The Harvard D1ct1onary 2! Mus1c explains, in part, 

that the term exotic music indicates "a long-established 

tradition of art mUSiO"68 in "musical oultures outside the 

European tradition"69 whereas, the term pr1mitive music 

1ndicates the product of cultures "which show no eVidence 

of methodical training and historioal development."70 

67JaniCe M. Thresher, "The Contributions of Carl Orff 
to Elementary Music Eduoation," Musio Eduoators Journal, L 
(January, 1964), 45. 

68APel , ~. 2l!., "Primit1ve Musio," p. 599. 

69Ib1d., "ExotiC Mus10," p. 250. 70Ib1d. 
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The anoient Chinese soale (f,g,a,c',d'), when trans

posed to "c," 1s the same as that used by Orff (o,d,e,g,a) 

1n the first volume of his ser1es. Apel stated that the prin

o1ple of transposition was of ·prime importance" in Chinese 

musiol 71 therefore, this l1nk between Orff's pentatonic scale 

and that of the Chinese should not be considered unlikely. 

Javanese instruments are definitely the prototypes of 

Orff's instr~entB. Some of the orchestral teohn1ques of the 

Javanese bear strong resemblance to those of Orff. 72 This 

Javanese-type orchestra with an abundance of percussion instru

ments contributes to the effect in Orff's music which has 

been labeled "primitive." 

Ostinato, drones and bourdons, parallel motion at 

intervals of a fourth or fifth, and heterophonic deVices-

elements found in Orff's music--are also charaoteristic of 

Oriental and exotic music. 73 

It became obVious, during the oourse of the teaohing 

experiences involved in this study, that children, too, were 

aware of elements of Orff's style when they made such obser

vations as, "It soundsChlnese-zy," or "sounds like Indians 

to me," or "Sorta' like bagpipes." 

71Ibid., "Chinese Musio," p. 137.
 

72see Harvard Diotlonarf of MUt1C, p. 37), for example

of Javanese orchestral soore s mrrar 0 scores 6f Orff. 

73Apel, ~. 01t., "Oriental Music," p. 541, "Chinese 
Musio," p. 1371 "Ostinato," p. 547. 



CHAPTER III 

OBJECTIVES AND PROCEDURES 

This ohapter will describe the purposes and objectives 

of this study. In addition, the prooedures and testing 

involved in the researoh will be explained. 

I. OBJECTIVES 

One objeotive of this study was to determine if the 

Orff method was more, less, or as equally effeotive as the 

oustomary teaching procedures of the researcher in helping 

children achieve musioal growth and knowledge. 

In what ways and to what degrees would the Orff 

met~od develop the ooncepts of melody, rhythm, harmony, form, 

expression, and style in the skills of listening, singing, 

playing instruments, moving, oreating, and reading? 

If the method, Musio ~ Children, proved to be 

superior to that of the researoher in the development of 

these ooncepts and skills, then it oertainly should be 

adopted. If, on the other hand, Orff's method proved to be 

less effective, it should be dismissed. A third possibility 

would be that the method might prove to be superior in some 

areas of musioal ~rowth and weak in other areas. If this 

should prove to be the 08se, then the problem beoomes one of 
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how to combine the desirable aspects of the method with the 

many other teaching devices and techniques already being 

used by the researcher. 

Another objective of this study was to determine how 

effectively the Amerioan music teacher, with the customary 

teacher training available in the United States, could com

prehend and implement Music ill Children without the addition

al training for Orff-Schulwerk offered only at the Mozarteum . 
in Salzburg, Austria, the University of Toronto in Canada, 

or Ball State University in Indiana. 

II. PROCEDURES 

The procedures involved in this experimental study 

are grouped under two headings. (1) General Procedures, 

and (2) Testing Procedures. 

General Procedures 

Two fourth grade classes were involved in the study. 

One class was taught with the eclectic procedures developed 

by the researcher over four previous years of teaching exper

ience. This olass will be referred to as the "control 

group," or "control class." The other class was taught With 

Carl Orff's system (as understood by the researcher) using 

Music ~ Ch1ldren, Volume I, Pentatonic, as a text book. 

This class will be referred to as the "experimental group," 

or "experimental class." 
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In preVious years, the school system lnvolved had 

used tonettes ln the fourth grade as pre-band lnstruments. 

It was declded to oontlnue thls aotlVity for one perlod a 

week ln eaoh class. Also, eaoh olass reoelved slmllar 

lnstructlon ln lessons devoted to llstenlng to muslc llter

ature, to the study of composers, and to folk games. 

Each class met for twenty-flve mlnutes a day, flve 

days a week. The control class started the year wlth 

twenty-nlne ohlldren enrolled, the experlmental group had 

twenty-elght. Durlng the oourse of the year, the class 

enrollments varled from a low of twenty-slx puplls to a hlgh 

of thlrty-three. At the end of the school year, the oontrol 

class had twenty-nlne ohlldren and the experlmental class, 

thlrty. 

Testlng Prooedures 

Thls researoh would have llttle valldlty or value 

unless lt oould be proven that lt had been a oomparlson of 

two approxlmately equal groups. Thls fact necessltated a 

testlng program of some type. Also, an obJectlve analysls 

of the amount of muslcal growth aohieved durlng the year 

was deslrable lf unprejudlced faots, rather than personal 

oplnlon alone, were to lndioate the results of the study. 
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Searoh for suitable tests. Standard1zed tests wh1ch 

had already met the or1ter1a of va11d1ty, re11ab111ty, and 

usab111ty, and would g1ve nat10nal norms helpful 1n evalu

at10n were des1red by the exper1menter to g1ve add1t1onal 

aoouraoy to the study. The Bureau of Tests and Measurements, 

Kansas State Teaohers College of Empor1a had ava11able only 

two mus10 tests--the Strouse Mus10 ~, pub11shed 1n 1937, 

and the Beaoh Musio ~, pub11shed 1n 1939. Although the 

"Manual of D1reot1ons" for eaoh test ola1ms 1mpress1ve oor

relat10n coeff101ents for va11d1ty and re11abi11ty, 1t was 

felt that many fourth grade oh11dren would be 1noapable of 

read1ng, or oonfused by, the wr1tten 1nstruot1ons. S1noe 

the purpose of the test1ng 1n this study was to determine ',I 
", 

I
what oh11dren knew, or were aware of, 1n the f1eld of mus10, 

and not to determ1ne who oould read well, or to detect 

ab1l1t1es for test-tak1ng, these tests were rejeoted. An 

exam1nat1on of The Fifth Mental Measurements YearbOok,1 

an extens1ve b1b11ography and or1t1que of tests and measure

ments, y1elded many prom1s1ng test t1tles. A total of ten 

musioal apt1tude tests and seven mus10al aoh1evement tests 

were exam1ned and oons1dered for use 1n th1s researoh study. 

1Rutgers Un1vers1ty Sohool of Eduoat1on, New Bruns
w1ok, New Jersey, ~ F~fth Mental Measurements Yearbook, 
ed. Osoar Kr1sen Buros H1ghland Park, New Jersey: The 
Gry-phon Press, 1959), pp. 243-2.54. 
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Some or these tests had produoed low oorrelation coeffiolents 

in regards to validlty and rellabillty; others took too long 

to administer, some .ere not .tandardlzed or deslgned for 

us. at the fourth grade level, and 1n two case., the oosts 

.ere prohlbltlve. It was deoided that the use or the 

Seashore Xeasure• .2l. Mylcal lele;t. Whloh conformed to 

relatlvely high testlng standard., would 71eld adequate 

Informatlon conoerning the musloal aptltude or the chl1dren 

Involved. Attitude and achievement were measured by four 

other te.ts oOlllltructed by' the re.earcher. Unfortunately, 

It .a. learned that the 8eashore test was not aval1able at 

the time 1t wa. neededl therefore, the Kwal.a!.er Music 

Talent ~ ..s SUbstItuted. Thl. latter te.t does not 11eld <I 

il 
as hlgh a ooeffioient of correlat1on a. the Seashore test, 

but It .a. felt that at lea.t one .tandardlzed te.t should 

be Inoluded in the study. 

The author of thl. thesi. tully understands and agre.s 

wlth eha1"le. Leonha1"d When he atated: 

The collectlon of data must be aocompllshed
 
wlth a varlety of evaluatlve tools If all aspects

of muslcal behavior are to be Included. There ls
 
a tenden07 to concentrate upon the measurement of
 
knowledge and the appralsal ot a few sk111s. Due
 
to the soarolty of available .tandardlzed evalu

atlve tools, teachers must otten construct their
 
own, espeolally for evaluatlng under!tandlng , 
attltudes, appreclatlon, and hablts. 

2Charles Leonhard, "Evaluatlon In MUsic Educatlon,"
 
Baslc Conoepts In Muslc Eduoatlon, ed. Nelson B. Henry,

(-footnote oontlnued)
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30me of these teats had produced low correlation coeftioients 

in regards to validity and rellabilitYI others took too long 

to administer, some were not standardized or deslgned for 

us. at the fourth grade l.v.ll and in two oase., the costa 

were prohibitive. It was 4ec1d.d that the use of the 

Seashore ~'i".9l's 2!. Mualoal N'pt. 'Whlch conformed to 

relatlvely hlgh testlng .~dards, would 71.1d adequate 

informatlon conoerning the mus10al aptitude of the children 

inTolT.d. Attitude and achievement were measured by tour 

other test. conatruoted by the res.aroher. Unfortunately, 

it was l.arned that the Seashore teat waa not avallable at 

the tim. lt was n.ededl therefore, the Kwalwa,.er Music 

Talent ~ ••s IUbatituted. Thls latter test do•• not yleld 

as high a ooefflcient ot correlatlon a. the Seaahore test, 

but lt was telt th.t at least on. standardized teat ahould 

be lncluded in the studT. 

The author of thls th.sls tully understands and agrees 

wlth Charles Leonhard When he st.ted: 

The collection ot data must be aooomplished
With a variety ot evaluative tools 1t all aspects
of ~u.ioal behaVior are to be included. There 1. 
a tend.noy to concentrate upon the measurement ot 
knowledge and the appralsal ot a fe. skills. Due 
to the scarcity ot avallable standardlzed evalu
ative tools, teachers must otten construct thelr 
own, especially for evaluatlng under~tanding, 
attitudes, appreoiation, and habits. 

2Charles Leonhard, "Evaluation in Musio Education,"
 
Basio Conoepts in MUsic Eduoation, ed. Nelson B. Henry,
 
(~ootnote oontinued)
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Constructlon ~ tests. The flrst test constructed 

for thls project was the L1stenlng I!!!.3 The test was 

deslgned as a tool to evaluate what children hear When they 

llsten to muslc. Included ln the test were ltems related to 

the followlng aspects of muslcs tempo, rhythm, meter, mood, 

style, dynamlcs, form, lnstrument recognitlon, melodlc recog

nltlon, muslcal termlnology, pltch, and melodlc dlrectlon. 

Many of the test ltems pertalned to more than one aspect. 

for example, any ltem asklng for "form" entalls an element 

of "melodlc recognltlon." The chlldren were dlrected to 

select the best response from multlple-cholce ltems as they 

llstened to recordlngs of complete muslcal composltlons. 

Many of the areas evaluated by thls test have been thoroughly 

examlned by other tests. however, ln the standardlzed tests 

these areas are usually lsolated and tested by a serles ot 

short examples. The researcher felt a deslre and a need to 

learn more about what varlous elements a chlld hears or feels 

when he ls concerned wlth a comPlete muslcal composltlon, 

rather than short, selected passages or the totally unmuslcal 

Flfty-seventh Yearbook of the Natlonal Soclety for the Study
 
ot Educatlon, Part I (Chlcagos The Natlonal Soclety1br the
 
Study ot Educatlon, 1958), p. 317.
 

3The source of recordlngs used and the speclflc testlng 
procedures are presented ln Appendlx A, page 133, With the 
test blank. 
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"beep-beep-blip" ot some electronic devioe so oommon to many 

standardized musio tests. 

The Attitude Questionna1re4 was designed to evaluate 

how ohildren telt about musio. It, too, was used as a means 

ot indioating equality between the two olasses at the start 

ot the experiment and as a maasurement to indioate any 

ohanges of attitude at the end of the year--as a result of 

the experiment. The questionnaire oonsists of fifty-five 

statements whioh may be answered "True," "Not Sure," or 

"False." 

It was impressed upon the ohi1dren that this "test" 

would not be graded, that it was only to help the teaoher 

(the researoher), and that the only way they oou1d help was 

to answer as honestly as they oou1d. 

Although attitude oan not be graded in the sense of 

a "right or wrong" response, oertain statements would 

indicate a better, or more favorable, attitude than others. 

For example, it would be rather narrow-minded to say that a 

ohi1d had a bad attitude toward musio beoause he agreed With 

the statement, "It I had to give up one reoess a day so that 

I oould have musio olass, I wouldn't do it." It can be said, 

however, that a ohi1d who indioates that he would give up 

4A blank Attitude Questionnaire form may be found in 
AppendiX A, p. 146. 
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one recess a day ln order to have muslc does have a more 

favorable attltude toward muslc. 

"If I don't llke musl0 the flrst tlme I hear lt, 

I probably never wlll.," wlll evoke an answer of "False" as 

an lndloatlon of the most deslrable attltude. Although "Not 

Sure" would be a more favorable response than "True" to thls 

statement, lt would not be as favorable as "False" and, 

therefore, oould not be soored as a correot response. 

Throughout the questlonnalre, all ltems answered 

"Not Sure" were scored as lnoorrect. The functlon of thls 

"Not Sure" response was that of enoouraglng honesty on the 

part of the ohlldren. In a serlous effort to please the 

teaoher, most fourth grade chlldren do feel compelled to 

answer eaoh ltem of a multlple-oholoe or "true-false" test. 

Thls would foroe many of the ohildren lnto dishonest answers 

lf the only posslble responses were "True" or "False." The 

acourate evaluatlon of attltude oertalnly could not be alded 

by forolng a chlld to agree or dlsagree Wlth a statement of 

oplnlon conoernlng an ldea whloh the chlld had not preViously 

consldered. It ls wlser to conslder these as "attltudes not

yet-formed" and allow for them by lncludlng a "Not Sure" 

response ln an evaluatlon of thls type. Kate Hevner Mueller 

extends thls ldea ln suggestlng that some tests be deslgned 

wlth the posslble answers of "Strongly Disagree," "Probably 
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Disagree," "No Opinion," "Probably Agree," and "Strongly 

Agree. ft5 Although muoh merit oan be seen in this type of 

multiple-ohoioe response, it was felt that, at the fourth 

grade level, the problems arising from this wide range of 

ohoioes would outweigh the merits. 

The Attitude Questionnaire has oertain "built-in" 

features to encourage honest responses and insure a more 

aoourate evaluation. Some elements of attitude are stated 

several times throughout the questionnaire, but worded 

differently each time. For examplel 

40. I	 like moving around to music. 
47. Moving to music helps me "feel" the music better. 
48.	 I think moVing to musio is silly and I don't 

like it. 
49. I	 get embarrassed when we move to music. 6 

These above statements from the test are all really 

trying to determine the same attitude. but if they were all 

marked "True," one might suspeot 80me ambiguity in the 

ohild's attitude or in his honesty. If "moVing to music" 

embarrasses a child, there is little likelihood that it will 

help him "'feel' the musio better." If such ambiguity does 

exist in the child's selection of one oorreot response and 

one incorreot response, one will negate the other. 

5Kate Hevner Mueller, "StUdies in Musioal Appreoiation," 
Journal 2t Researoh !n Musio Eduoation, IV (Spring, 1956), 3-25. 

6The numbers in front of these statements indioate
 
the numher of the statement as it ooours in the actual test.
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Another example of varlous statements evaluatlng one 

aspect of attltude would be as followss 

1. I llke to go to muslc 01as8. 
2. Muslc class ls fun. 
3. Musl0 class ls too long.
4. Muslc class should be longer. 

28. Most musl0 class.. are pleasant and lnterestlng.
34. I want to learn more about muslc. 
4,5. I know all that I want to about muslc. 

Although the last statement ln the questlonnalre, 

"I lled when I answered some of these questlons because I 

dldn't thlnk you would llke my answers.", may seem facetlous, 

lt proved qulte helpful. In each case When thls was &nswered 

"True," a prlvate conference between the pupll lnvolved and 

the researcher was held. In some oases, thls lndlcated that 

the chlld dld not understand how to mark the test blank to 

express What he really thought. In other lnstances, although 

the chlld had made an effort to guess the "best" (but not 

the most "honest," for hlmself) responses ln order to please 

the teacher, When confronted wlth the polnt-blank statement 

about honesty, answered honestly. In both the &bove sltu

atlona, explanatlons were glven, reassurances were made, and 

the questlonnalres were re-examined together, maklng any 

changes the chlld lndlcated. 

The Muslc Symbols Test? was an objectlve-type test of 

twenty-flve ltems. The chlldren were asked to match note 

7A blank Music Sxmbal' ~ form may be found ln 
Appendlx A, pp. 150-151. 
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and rest symbols w1th their correct names, as well as the 

treble olef sign, a meter signature, and a staff. Two 

questions relate to the relative length of duration of a 

note. The remainder of the test consists of identifying 

notes on the treble staff by letter name. 

The Reading Themes Test8 was designed to evaluate 

skills in recognizing familiar tunes. The beginning 

measures of five songs familiar to ohildren were to be 

identified. Statistical examination of the test results 

proved this test to be totally unreliable and. therefore. 

worthless. It is mentioned here only for the reason that 

1t was a part of this research. The results will not be 

tabulated or discussed in Chapter VI with the rest of the 

test data. 

!!!1 adm1nistration. The battery of five tests was 

given both at the beginning and at the olose of the sohool 

year. The testing periods were soattered over a span of 

three weeks. To prevent test fatigue and the development of 

a negative attitude. testing days were separated by days in 

whioh singing "for fun" was the principal activity. To aid 

the researoher in maintaining an unbiased approaoh to this 

PA blank Reading Themes !!!l for may be found in the 
AppendiX A. p. 1~2. 
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study, these tests were not checked until atter the school 

year had been co~pleted. To avoid "teach1ng the test" the 

researcher did not look at them aga1n until the last three 

weeks of school, durlng wh1ch time the tests were readmln1s

tered in much the same fashion as at the start of the year. 

After the fall testing, the tests and the correct answers 

were not discussed with the children. The muslcal compos1


tions used in the Listen1ng ~ were not studied during
 

the year. ~
 

!~•rI; 
I~ 



CHAPTER IV 

CONTROL CLASS ACTIVITIES 

The "flve-fold" approaoh as oonoelved by the Musl0 

Eduoators Natlonal Conferenoe1 will be used as a gulde ln 

dlsousslng the aotlVitles of the oontrol olass. Thls dlVides 

musioal aotlvltles lnto flve areasa (1) Slnglng. (2) Rhyth

ml0, (3) Llstening, (4) Playlng, and (5) Creatlve. Although 

these areas do overlap, thls "five-fold" olasslfloatlon ls 

helpful ln organizlng a dlsoussion of musloal aotlVitles. I 
"I 

The learnlng and knowledge lnvolved ln the fl ve '" 

aotlvltles dlsoussed ln the remalnder of the ohapter were 

fortlfled and enriched by means of a workbook. Usually, one 

day a week was devoted to a lesson ln thls workbook. 2 

I. SINGING ACTIVITIES 

Many rote songs were learned lncludlng forelgn and 

Amerloan folk songs, patrlotlc•••asonal. and "speolal day" 

songs. Several rounds and canons were learned durlng the 

flrst semester to prepare the chlldren for slmple two-part 

lMuSlc Eduoators Natlonal Conference. Musl0 1n ~ 
Elementarf Sohool (Chloagol Muslc Eduoators Natlonal Con
ferenoe, 951). Pp. 48-49. 

2Marion Kurtz and Graoe aeever, Mi8~CFuna Book 1 
(Buffalo, New Yorka Kenworthy Eduoatlona erVrCe IncorPorated,
 
1954) •
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songs which were learned in the seoond semester. Note-

reading songs were learned using syllables, numbers, and 

letter names. This reading aotivity naturally involved a 

study of scales, key signatures, rhythm, and meter. Tone

matching calls and games were continued from earlier grades 

to help the uncertain singers as well as to continue solo 

singing activities. 

II. RHYTHMIC ACTIVITIES 

Folk and square dances were learned. Rhythmic 

accompaniments to familiar songs were played on standard 

rhythm instruments. Note values (duration) and their rela

tionship to each other were studied. This learning was 

enhanced by the use of Latin American rhythm instruments 

whioh were used in a study of the rhythm patterns of 

children's names. Examples of these rhythmic patterns may 

be seen in Figure 1. 

These and other "name-rhythms" were sometimes used 

either singularly or several at a time to proVide accompani

menta for songs. 

III. LISTENING ACTIVITIES 

Lessons devoted to listening to music literature and 

the study of composers included the material shown in Table I, 

page 52. 

I

d

t
I 



(Large Drum fr d 
or Guiro) John 

(Small Drum) J j
Mar-tha 

d cd 
Jones John 

J j J .J 
Win-ters Mar-tha 

n n J J 
(Maracas) 1.1. r. r. 1. r. 

Syl-vi-a Pa-dil-la 

J J nJ 
(Bongos) 1. 1. r. r. r. 

Deb-ra Wa-ter-man 

(Claves) J.J Jj J 
Lu-pe Her-nan-dez 

FIGURE 1 

n n J J-I 
1.1. r. r. 1. r. 

Syl-vi-a Pa-dil-la 

J J nJ 
1. 1. r. r. r. 

Deb-ra Wa-ter-man 

J.J JJ J
 
Lu-pe Her-nan-dez 

N~1E RHYTHMS USED IN CONTROL CLASS 

51 
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In add1t10n to the mater1al presented in Table I, 

some songs by Stephen Foster and some by Sohubert were 

learned. 

TABLE I 

COMPOSERS AND COMPOSITIONS USED IN
 
LISTENING LESSONS
 

Composer Compos1t10n 

Baoh 
Copland
Dukas 
Ghys 
Gre1g
Handel 
Honegger 
Mou88orgsky'
Mozart 
Mozart 
Prokof1eff 
R1msky-KQrsakov 
Sa1nt-Sains 
Sa1nt-salns 
Toha1kovs'ky 
Tohaiko",sk7 
V1lla-Lobos 

Frelude and Fugue 1n D M1nor 
Rodeo (exoerpts)
The Soroerer's Apprent10e 
Amaryl11s
In the Hall of the Mounta1n K1ng
The Messiah (excerpts) 
Pac1f10 2:31 
Ballet of the Unhatched Ch1cks 
M1nuet (from Don G1ovann1) 
Symphony No. 40 (F1rst Movement)
Peter and the Wolf 
Scheherazade 
Carn1val of the An1mals 
Danse Macabre 
Swan Lake 
The Nutcracker SU1te 
L1ttle Tra1n of the Capria 

These lessons naturally entailed the study ot the 

follow1ng formsl theme and var1at10ns. sonata-allegro, 

rondo, round, oanon. fugue, and song forms. Related terms 

disoussed werel introduct10n, ooda, br1dge, and interludel 

expos1t10n, development, and reoapitulation; opera, ballet, 

and orator10. 
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IV. PLAYING ACTIVITIES 

Play1ng rhythm band 1nstruments to accompany famil1ar 

songs and to study rhythms has already been d1scussed under 

"S1nging Activities," and "Rhythmic Activities.- In addition 

to these activities, songs With s1mple melod1es (or phrases 

from such songs) were played on keyboard-type melodic instru

mente such as the piano, xylophones, and resonator bells. 

The study of I, IV, V, and v7 chords led to the chord1ng of 

songs with simple chord structures on the resonator bells. 

Autoharp accompaniments were also played by the children. 

An average of one period a week was devoted to the study of 

the tone~te using the MelodY ~ book by Buohtel.) 

V. CREATIVE A~TIVITIES 

Creativity is essentially a part of the areas already 

discussed in this ohapter. Additional verses were oreated 

for familiar songs. Rhythmic accompaniments were created 

for songs and for some of the composit10ns studied in listen

ing lessons. Melodies were composed for pre-exist1ng poems. 

)Forrest L. Buohtel, Melody ~ (Park Ridge, Illinois: 
Neil A. Kjos Music Company, 1938). 



CHAPTER V 

EXPERIMENTAL CLASS ACTIVITIES 

It has been mentioned earlier that the experimental 

olass partioipated in some aotiVities whioh are not a part 

of the Orff method. These activities ino1ude lessons devoted 

to the study of oomposers and musio literature, to folk games 

and dances, and to tonettes. Little time was devoted to the 

Orff method during the month of De0 ember beoause many musio 

periods were used to learn the traditional Christmas oaro1s. 

Unlike the oontro1 olass, however, the experimental olass 

did not partioipate in lessons from a workbook. 

In addition to the standard rhythm band instruments, 

ten instruments designed for MuSio !2£ Children were pur

ohased. 1 These were as follows: two soprano xylophones, 

two alto xylophones, two alto meta10phones, two soprano 

glockenspiels, and two alto glockenspiels. A seoond-hand 

guitar was obtained from a local souroe as a SUbstitute for 

the gamba normally used in the Orff system. Although two 

timpani were desired, their infrequent use in the soores of 

Volume I, Pentatonic, hardly justified the additional expense. 

Two large drums whioh were already a part of the rhythm band 

l see Appendix B, p. 156, for the Orff instruments. 
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instruments owned by the school were substituted for the 

timpani. 

The remainder of thi S ohapter is divided into three 

parts: (1) Non-melodic Aotivities, (2) Melodio Activities, 

and <:3) Studies in Form and ImproVisation. This diVision 

approximates the order in which the various aspeots of the 

method were introduoed to the children in the experimental 

class. In each seotion several illustrations w111 be pre

sented to aid the reader in developing a more thorough 

understanding of the Orff system. 

I. NON-t1ELODIC ACTIVITIES 

Non-me1odio aotivities are those of eoho olapping, 

speeoh patterns. and rhythm10 ostinato. These three types 

of aotivities were begun almost simultaneously at the begin

ning of the sohoo1 year. Although these aotivities led 

naturally into other activlties introduced later in the 

experiment, they were not then dropped, but were oontinued 

throughout the year. 

Echo C1app1ng 

This rhythmical exerolse must be started
 
right at the beglnning. together with speeoh

patterns. The use of the hollow or the flat o~
 
the hand helps to vary the tone-qua1lty••••
 

20rff and Keetman, Pentatonic, ~. Oit., p. 80. 
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.._~/ 

Echo clapping encourages a child to concentrate and 

respond to that which he hears in regard to rhythm and tone 

quality. Figure 2 shows a simple pattern for echo clapping. 

Both lines are read simultaneously. 

r4 Teacher ~ 

Students ~ ~cr-rP 
II~ 

~I'~i~=rP*
 "I~I 

" 
~n 

*Carl Orff and Gunild Keetman. Pentatonic (Volume I of the 
series. Music for Children). p. 80. 

FIGURE 2 

PATTERN FOR ECHO CLAPPING 

Speech Patterns 

Speech patterns consist of a series of words, some

times proverbs and old sayings, which are spoken in a 

rhythmical manner. These patterns are spoken in pulses of 

two's or three's. In some cases the same pattern is first 

spoken in two's and then in three's to help develop a sense 

of meter. Examples of speech patterns may be seen in 

Figure 3 • 

• • •Through speech-patterns, the various types 
of measure are easily grasped; even up-beats, or 
sudden changes of time signature, present no diffi
culties. Clapping and conducting exercises may be 
added, they are very helpful in learning the 



iYj) 

A. 

Blue bird, Blue bird, Bob- o-link, Bob-o-link, 

Black bird, Black bird, Whi-poor-will, Whi-poor-will, 

King-fish-er, King-fish-er, Duck. 

When done in three's, the example above would become: 

m~.......--...,
t-J J-+J 
Blue bird, Blue bird, Bob-o-link, Bob-o-link, 

J l-t--J J-+O' ~ ~ 
Black bird, Black bird, Whi-poor-will, Whi-poor-will, 

B. 

If at first you don't suc-ceed, try, try, try a-gain. 

c. J-1 D+LD~** 
Like a bull in a chin-a shop.
 

*Orff, Pentatonic, p. 66. **IbOd p
__1._- , It' 67 • 

FIGURE J
 

SPEECH PATTERNS
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rudiments of notation. It is important to 
develop a feeling for the tonal qualities of 
words, so that the characteristic so~~dsare dis
played to the best advantage • • • Monotony 
should be avoided; the speech should be vibrant 
at all times, and dynamically varied. It is wise 
to divide classes into groups and to make use of 
the contrasts of solo and chorus, light voices 
and dark voices etc. Dynamics and phrasing 
(piano and forte, crescendo and decrescendo, 
legato and staccato, accented and unaccented 
beats) should also be taken into consideration. 3 

This type of activity was continued throughout the 

year from time to time. Speech patterns were also used as 

rounds which helped to develop rhythmic independence. Two 

examples are shown in Figure 4. 

1 2 

I~~*.
 
Mind your p~s and q's. 

* 

When thieves fallout. han-est men come by their own. When. 

When thieves fallout. han-est men come • . • 

*Orff, Pentatonic. p. 68. 

FIGURE 4 

SPEECH PATTERNS USED AS ROUNDS 

3Ibid., p. 66. 
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1:1 

'::1'
IIII 

""I 
'I 

"I 
'I 
,I 

* 
"""'

trrromm • 

~Jil 
Tromm, tromm, tromm, 

-
It's real-ly lots of fun. 

Trrromm, 

*Orff, Pentatonic, p. 69. 

FIGURE 5 

A TWO-PART SPEECH PATTEID~ 
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to march in time and sing in rhyme and beat up-on my drum, 

Two-part speech patterns h~ld much interest for the 

come see my new red drum! 

trrromm, 

Tromm, tromm, tromm, come see my new red drum! It's real-ly lots of 
> :>. 

~ ",.." t JiJ 
\ 

Il:j:l:;J 

TrrrOffiiTI, trrromm. 

patterns which are repeated. Patschen, or patsch, a term 

Rhythmic Ostinato 

Rhythmic ostinato is a term used to indicate rhythm 

used in discussing rhythmic ostinato, refers to slapping 

one's knees; this can be done either in a sitting or standing 

,~'" 7 II:" -> JJ.)itJ ~ 

I~~ .d _ " ,... ~ 

children. Their favorite was "Tromm, tromm, tromm," which 

is illustrated in Figure 5. 

I 

I
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position. Rhythmic ostinati are explained in the following 

statement from the book, PeDtatonlol 

Simple rhythms, which are clapped only, are 
followed by more complex ones calling for clapping,
stamping, knee-slapping and finger-snapping. (Good 
posture and relaxed movements are important). At 
first, such rhythms serve as aocompaniments tor 
melodies to be improVised by the teacher on recor
ders, glockenspiel or xylophone; later on they a~e 
oombined with speeoh-patterns, canons and songs. 

In the examples of rhythmic ostinati whioh are shown 

in Figure 6, when two or more lines are fastened together at 

the beginning and at the end, they are to be read simul

taneously. Figure 6 contains no written rests because the 

examples shown are presented in this manner in the book, 

Pentatonic. The correct sequenoe must be determined by con

sidering the notes as being on one line, horizontally, and 

then reading them from lett to right. 

IndiVidual rhythmic independence was developed by 

adding rhythm band instruments to some of the ostinato 

patterns and having indiVidual children each play one note 

of the pattern. This also helped develop a concept of working 

together as an ensemble. Letter l, in Figure 6, shows sug

gested rhythm instruments applied to the ostinato patterns 

shown in D.-

4Ibid., p. 71. 
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A. Clapping only. 

*i L- ..1 .1 "J I'. 1 ( -- l' ~ ·\1
\'i"~1 ~liI~ 

B. Clapping and stamping. 
,)'; 

!! Clap ((: J ~ ~ t J..n 
.. 

r Stamp~: i i . J 
C. Clapping, patschen (knee-slapping), and stamping. 

D. Finger snapping, clapping, patschen, and stamping. 

* 
:11 
• \1; 

• 

J 

r 

J 

r 

• 

.. 
'" 

Stamp 

f Clap 

Patschen 

** 

]
.Ii 

• 

• 

• 

Iii • 

.? :7 

Stamp 

Patschen 

f Finger snap 

Clap 

E. Suggested rhythm instruments for examples above, under letter Q. 

4 , .. .. 

· J .. 

· · 
· "1. 

-J...r Cymbal 

Sticks J ·..-
Woodblock · · 
Drum ....r 

*Orff, Pentatonic, p. 71. 

**
 
Triangle ~ . 

Two sized 
Woodblocks III.. .J 
Hand drum 

**Ibid., p. 72 • 

FIGURE 6 

RHYTHMIC OSTINATO PATTERNS 

-I 



62 

Speeoh Patterns and Rhythmio Ostlnati Combined 

After speeoh patterns and rhythmio ostinati were 

taught as separate aotivities, they were oombined into one 

aotivity. The ostinato patterns serve as an aooompaniment 

to the speeoh patterns. Hall, in the Teaoher'~ Manual for 

the series, gives detailed prooedures for teaohing a speeoh 

pattern, both in pulses of two's and three's, and then ex

panding the aotiVity to include rhythmiO ostinati. Figure 7 

shows the procedures for teaching the speech pattern, and 

Figure 8, page 64, shows the score for the completed speeoh 

pattern With the rhythmic ostinati. Although Mise Hall does 

not suggest it in the example shown in Figure 8, page 64, it 

would be a simple matter to add rhythm instruments, perhaps 

varying the instrumentation on each repeat. 

II. MELODIC ACTIVITIES 

Me1odio aotivities disoussed in this section are 

those of nursery rhymes and songs, and melodiC ostinati. 

Although there are other me1odio aotiVities involved in 

Musio ~ Children, they fall more naturally into a dis

oussion of the third portion of this chapter, "Studies in 

Form and Improvilation." 

The present discussion of me1odio activities will 

reveal some pedagogioal errors made by the researoher due 
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I I I IJ J J J n J n J J J 
BI"e Bell, BI"e Bell, Cor-al Bdl, Cor-al Bell, Hare Bell, 

J J n J n J J n J JI I I I •Hare Bell, Hutk-er !lell, Heath-er Bell Blue Bell of Scot-land. 

(1) Learn the words in sequence. 
(2) Stress diction and quality of vowel sounds as in Blue and Bell. 
(3) Repeat the pattern several times as a complete phrase. 
(4) Repeat the pattern clapping each syllable: 

(5) Repeat the pattern adding patschen and clapping on the strong and w~ 
beats: 

BI"e Bell, I Cor. al Bell 

Clap 

Pat'<h 

(6) Divide the class into voices: light voices to the left of the conductor, dark 
voices to the right. Repeat the text in the following sequence: 

UlhtVolc.,1 ~ J ~ JI - f IC:: Bell, [ C:: Bell, I 
DarkVolcn J J J J J J 

BI"e Bell, BI"e Bell, Hare Bell, 

Hare Bell, BI"e Bell of Scot • land. 

(7) Using both groups of voices, repeat the pattern as in (6) with the addition 
of patschen and clapping on the strong and weak beats. These actions will be 
performed throughout by the children of both groups whether they are speaking 
or not, 
(8) Develop the same text in triple time in a similar manner. 

IExample: • J J' JT"J . 
BI". Bell, Cor-al Bell. 

(9) With a four bar introduction of patschen and clapping in the respective 
rhythms combine the text first in duple and then in triple rhythm. * 

*This illustration is a Xerox reproduction from the book by 
Doreen Hall, Music for Children: Teacher's Manual, P' 14. 

FIGURE 7 

PROCEDURE FOR TEACHING A SPEECH PATTEfu~
 

AND EXPANDING THE ACTIVITY TO
 
INCLUDE RHYTHMIC OSTINATI
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Example: 

::::::::: 'I : J I : J I : J I : J 

~~~ J J J J 

: 

. J J 
Blue Bell, 

I 
J 

I II I 

Cor-al Bell, Cor-al Bell. 

I 1 

I I 

Hare Bell.Blue Bell, 

II 
II 

J J 
Heath-er Bell, Heath-er Bell, 

Hare Bell. 

I I I 

r I I 

. 
Blue Bell of Seal. land. 

I iI I I : 
Blue Bell of Seal - land. 

I I : 
II . 

I f ~ I f ~ I f ~ I f ~I
 
Hare Bell, 

Cor-al Bell, I Cor-al Bell, 

Blue Bell. I Blue Bell, 

* 

Ii _ , 01,.01. , ,. ",.** 
Heath-er Bell, I Heath:;r B~I\, [ Dl:e B~lI;;f I S~ot - la~d.· 

Hare Bell, Blue Bell 01 I Scot • land. 

• First time as written, second time in unison throughout crescendo to Fine. 

, 

**This illustration is a Xerox reproduction from the book by 
Doreen Hall, Music for Children: Teacher's Manual, p. 15. 

FIGURE 8
 

SCORE OF A SPEECH PATTERN INCLUDING
 
RHYTHMI C OSTINATI
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to h1s minimal tra1ning in the methods of Orf!. These 

problems and their solutions will be presented in the 

sequence in whioh they oocurred during the experiment. 

The melodio instruments used in this researoh were 

designed with removable tone bars to faoilitate playing. 

The musio used in the researoh was oonfined to the penta

tonio scale; therefore, the F and B bars were removed from 

the instruments. Other tone bars not needed for a partic

ular ostinato pattern were sometimes removed to make the 

playing easier for the children. 

Nurserz RhYmes and Songs 

A superfioial look at a typical score of a nursery 

rhyme or song from the book, Pentaton1c, might cause one to 

conolude that it was muoh too diffioult for grade school 

children. A oloser examination will reveal, however, that in 

most cases, eaoh instrument has a simple one- or two-measure 

pattern whioh is repeated. Figure 9 shows a relatively easy 

score for the song, "Rain, Rain, Go Away." The soprano and 

alto xylophone parts are alike in that they each consist of 

a one-measure melodic pattern whioh is repeated. The biggest 

problem for the ohildren was learning when to start and when 

to stop and to keep a steady beat. In this particular song 

removing all but the C and G bars on the alto xylophone liter

ally e11m1nated the problem of str1k1ng the wrong tone bar. 
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The oomp1exities a soore may reaoh may be seen in the 

song, "Lucy Looket," shown in Figure 10, pages 68 and 69. 

Al though no one ohi1d i B expeoted to perform an extremely 

difficult part. it can easily be seen that the aohievement 

of an ensemble feeling is necessary. In examining the alto 

xylophone part in Figure 10, it will be noted that a quarter

note rhythm and a half-note rhythm exist simultaneously. 

In situations like this, the part may be played by one ohi1d 

or by two children, depending on the level of profioienoy 

whioh has been aohieved. 

The soores were studied by the ohi1dren and efforts 

were made to enoourage the "reading" of the soore. It was 

noted, however, that the ohi1dren preferred to memorize their 

indiVidual ostinato pattern and oonoentrate their Visual 

efforts in watohing the instruments while they were playing. 

The researoher noted this same tendenoy in his own playing. 

Striking the oorreot tone bar at the correot time necessi

tated watching the instrument rather than the soore. 

Approximately one week after the Orff system had been 

started, some simple two-note songs were introduoed. When 

an attempt was made to add the suggested instrumental parts, 

however, it immediately became apparent that the children had 

not been adequately prepared for this actiVity. With the 

intent to be facetious, it could be said that the resultant 
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lur-tour meter simultaneously played at four diverse tempi
 

- 1ng the teohnique of rubato (and usually with a fermata at
 

• end of eaoh measure) might have been oonoeived as an
 

~enture into teohniques of the twentieth century embodied
 

a "panpentatonioH5 oomposition employing poly-rhythms.
 

more aoourate description would be to label it a sound of
 

caoophony. The ohildren obViously did not have
 

rhythmic independence and listening skills to
 

as an ensemble. A re-examination of the Orff !"l 

!';l 
~ 

'~and the Teaohert~ ~JYlUA1 by Hall revealed that the 
~ 

~ea of melodic ostinato had been omitted in the learning 
l 

,I

•This was the probable cause of the problem, 

*herefore, although the songs were oocasionally sung for 

emphasis was shifted to the area of 

ostinato. 

Ostlnato 

Melodio ostinati are a logioal outgrowth of speeoh 

patterns and rhythmic ostinati. The activities involved in 

the development of this area presented some problems in 

olassroom management. Although the researcher had ten of 

the Orf! melodio instruments to use, what was to be done 

SA word coined by the researoher to indicate aton
al1ty 1n regard to the pentatonic scale, as N. Slonimsky 
uses "pandiatonioism" to refer to atonality in regard to 
the diatonic scale. 
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th the other twenty (approximately) pupils while only ten
 

ldren were at the instruments? At this point in the
 

searoh, it was decided to diVide the olass into ten teams,
 

eaoh team. The investigator pioked the
 

to be team oaptains and assigned an average
 

team oaptain. (Of oourse, the 

~h1ldren were not told the basis of the team seleotion.) 

lAs eaoh team oaptain was shown what to do at his instrument, 

~f;he ether two team members stood at the instrument as obser- "1.:l' 
;!:~ 

Once the team captains had mastered their parts and ;il.'.'. 
Ii
" 

were suooessfully funotioning together as an ensemble, a few 
'I' 

I 

,Iallowed in whioh it was the duty (and pleasure) 
'1 

I~ 

of eaoh team oaptain to help one of his teammates learn the 

stipulated pattern. Then with the researoher oonduoting, 

the captain-taught pupils played together as an ensemble. 

This same prooedure was followed with the third member of 

eaoh team. This "team method" was employed throughout the 

rest of the year in most aotivities whioh required the use of 

the instruments. The children were satisfied with the team 

approaoh beoause they realized that they were able to play 

muoh more often than if the researoher had had to show eaoh 

one of them what to do. 

The basis of the melodic ostinati used by Orff is the
 

interval of a fifth, whioh he refers to as bordun. The simple
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sic bordun is illustrated in Figure 11. The bordun leads 

termed the moving bordun, in which 

• • • one note of the interval of the 5th is in
 
motion either by means of a step or jump over or
 
~~der the ground tone, thereby enlarging the orna

mental figure • • • Or both gones • • • move
 
together in parallel motion.
 

E ~
t1 
* 

~"!='.i!:~=*Hall, Teacher's Manual, p. 19. 
, ,'~Ii'. 

'''·1·'·'.·.'1FIGURE 11 "·"'1 
"~II~ 

THE BASIC BORDUN USED AS THE BASIS '~i~ 

• 
"OF NELODIC OSTINATI "l 

I~';~ 
.~~ 

'11'1\1 
iT'! 

"Basic rhythmic and movement patterns are 1-1,1 

prepared by patchen r~iQ' exercises, and must '" ',4:, 
" 

then be applied to a~inato accompaniment on 
",~

the glockenspiel, xYlophone or timpani ••••7 "I 

I 
'I

~In the examples of borduns and moving borduns which are ~ ,,~ 

i" 1:1 

'I', 

(shown in Figure 12, the patschen exercise used in preparation 

for each will be shown first. Children are seated With the 

right hand poised over the right knee and the left hand over 

knee to start each patschen exercise. R. and L. 

right knee and left knee, respectively. Notes to be 

6Hall , QR. cit., p. 20. 

70r ff and Keetman, Pentatonic, ~. ~., p. 76. 
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is used to develop a feeling of rhythm, 
physical distance, and muscular reaction 
for: 

R~ ~ i 
L. 

~: J] :R ~* 
rr- r-r 1'" 

is used as a preparatory 
:~R~ J i ,* experience for: '.
~I 

•
~I

1;\1 

"'1

L. :~j 

'. 

~ 1 ~ ~ J:W J r 'li 4 :.. r J r J~ J r 3j
\ l '.'.'.I 

'I 

,J 

is used as a preparatory 
•exper ience for: '!I"Cr J rJ* 
,i

l

I 

L. 

~ **:) §lEJ ~ 'PIE j ~ 
*Note t~at J:e patscJ:n exercise is u!:d in~epari~ seveJ.;l 

borduns or moving borduns. 

**Orff, Pentatonic, p. 76. 

FIGURE 12 

BORDUNS, MOVING BORDUNS, AND THEIR 
PREPARATCRY.PATSCBEN EXERCISES 
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rformed by the right hand are indicated by J : those for
 

left hand are indicated by r·
 
30rduns and moving borduns develop into the ostinato
 

atterns used to aocompany the songs. It is impossible to 

~.termine at exactly what point this type of activity could 

t•• thought of in terms of being a melodic ostinato rather 
~ 

[than a bordun. The progression from simple exercises to 

oomplex ones is so gradual and natural (as it is in all 

phases of ~~usic for Children) that it is difficult to make 
:~ 
"l 
IIIIdelineations between one aspect and a closely related I 

I'lit 

Figure 13 shows two examples which are definitely what 
,J"

" oalls ostinato patterns; however, it is not difficult 
'-'j 

,., 
to see that they are an outgrowth of the simple and moving 

"I:j 

'I 

The children in the experimental class began to feel :1 
,~ 

more natural and relaxed in using the instruments to play ~ 

Ij 

'tmelodio ostinato patterns. Although the class was engaged 
II 

H 

in rather simple ostinato patterns, the suocess and obvious 

improvement in muscular control and rhythmic feeling tempted 

the researcher to once more approaoh the area of nursery 

rhymes and songs. The plan was to use only the more Simple 

songs With easy instrumental parts--similar to the ostinato 

patterns which had already been practiced. It was thought 

that the area of rrelodic ostinato would continue to be 
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~developed, selecting patterLls for group study and practice 
~ 

as they became needed in the increasingly difficult song 

accompaniments. 

is used as a preparatory 
patschen for:~r~c:!J 

) j §J- ". 
i t;5 2JTI~5 :~:;~ 

l 
1I,,,,~ 

1\"'1J ~ f " ;I~ 

""1 

:1 
1:1 

'''1 
'9',,~ 

~"j' 
." 

" 

"tis used as a preparatory ,,'
10-;,4 

,\~patschen for: 
;l~ 

:'j". 

•
I

* ~ 
,~f'"'~'~~""""'" 

".I 

tJ 
" , ... 
III

~'.
*Orff, Pentatonic, p. 77. 

FIGURE 13 

PATSCHEN AND BORDUNS ~mICH GRADUALLY 
DEVELOP INTO DlliLODIC OSTINATI 

At this point in the research, the return to nursery 

rhymes and songs met with little more success than the first 

attempt. The children still were unable to listen to each 

other and work effectively as an ensemble. A careful 
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nslderatlon of the problem led to the susplclon that, even 

ough the chlldren were lmprovlng ln thelr rhythm1c feellng 

(through the use of melodio ostlnatl), thelr actlvltles at 

he lnstruments had provlded only unlson experlenoes. 

J1though the use ot one ohlld at each of the ten melodl0 

had proVided an ensemble experlenoe, there had 

demand made upon the ohlldren whloh would toster 

ln malntalnlng an 1nd1!J.dual lndependenoe ln a 

1,1~ melodl0 llne. Some rhythml0 lndependence had	 ,.'.
!'~ 

".'< 
·'1been prevlously developed through the speeoh oanons and by 
" 

"II 

applylng rhythm band lnstruments to the rhythml0 ostlnato 
\1:: 

patterns, but no experlenoes had been offered whloh demanded 
~·II 

both rhythmio and melodio lndependenoe ln the ohlldren's	 '" 
,'. 
""l 

1ndlVidual responses.	 'J 
:l 
"The book, Pentaton10, contalned no dlsousslon of thls ,~ 

lproblem or how to solve It. In the Teaoher'~ Manual, however,	 ,I 
,j 

ill 
"IHall does recognlze thls dlffloulty and otfers a suggested	 
,,~ 

aotlvi ty whloh was lnvaluable ln solving, or at least ln 

mlnlmlzlng, thls problem. Mlss Hall's suggested prooedures 

are presented ln Flgure 14, page 77. Flgure 15, page 78, 

illustrates the oompleted soore tor the outoome of the pro

oedures shown ln Figure 14. 
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If left alone to playa simple ostinato such ~s: 

~::lJJJII 
the children would produce a sound of sheer cacophony, and in order to prevent
 
this we must prepare their listening processes and teach them to associate the notes
 
and rhythm of the ostinato with the notes and rhythm of the gamba. The guitar
 
may be substituted for the gamba.
 
(1) Have the children close their eyes and listen as the teacher plays the follo

wing on the gamba:
 

e;:fr rJffi 
(2) Children will listen for the high note and clap when they hear it.	 Il 

,~(3) Children will play the note C when they hear the high note. '.'.
'''!I(4) Teacher will repeat the gamba ostinato, and children will come in after two	 

,~ 

','I~ 
'''Ibars playing: 
" 

\, ..ojRt JJJJ	 ij 
I~ 

listening carefully, and playing softly so that they can relate their part to that 
" ~,jplayed by the gamba. 'q 

Other ostinato patterns should be prepared in the s~me way until all the 
I."simple rhythms are included. (Example see page 21). It cannot be stressed 
:,1too often that the children must be trained to listen at all times, and that at first 'I ~ 

rhythms and ostinati should be kept as simple and uninvolved as possible. The 
teacher should guard against including t~o many rhythms and ostinati a~e time until j
the children are secure in the basic fundamentals ofrhythm and melody. 

:J 
:l*This note to see page 21 refers to the original source and not 

to this thesis. The example referred to is reproduced in Figure IS. 
page 78. of this thesis. 

**This illustration is a Xerox reproduction from the book by 
Doreen Hall. Teacher's Manual. p. 20. 

FIGURE 14 

SUGGESTED	 PROCEDURE TO DEVELOP A FEELING 
FOR ENSEMBLE PLAYING 

1 
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Rhythm instruments and timpani may also be added. When all ostinati have
 
entered the teacher should improvise on tlle recorder or a glockenspiel.
 

*This illustration is a Xerox reproduction from the book by 
Doreen Hall, Teacher's Manual, p. 21. 

FIGURE 15 

SCORE OF SUGGES'rED OSTINATO PATTERNS
 
TO DEVELOP A FEELING FOR
 

ENSEMBLE PLAYING
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to Nursery Rhymes and Songs 

The songs with their instrumental ensemble aooompani

are naturally a oulmination of the aotivities of speeoh 

rhythmic ostinato, and melodic ostinato. Now that 

the activities had been presented in their proper order, 

accom~an1ments to the songs proved to be much easier. 

It should be remembered, however, that none of the 

previously started are ever oompleted or dis

oontinued. It must be emphasized that each new song presented "l 
,1 

,Iolass should be prepared by seleoting appropriate " 

.peeoh patterns, rhythmic ostinati, and melodic ostinati. 
"! 

<IIIII. STUDIES IN FORM AND IMPROVISATION , 

Additional aotivities which are a part of the Orff :1 
n, 

h 
system are those inoluded in the Pentatonic book in the il 

seotion titled, "Studies in Form and Improvisation." These 

actiVities inolude the followings echo clapPing8 and plaYing, 

rhythmic and melodic canons, rhythmio and melodic phrase 

bUilding, and rhyth~ic and melodic rondos. Much less time 

was devoted to these ~ctiV1ties because most of them required 

too much tirre for individual response which left the other" 

BEcho olapping has been previously disoussed on pages
55 and 56. This was necessary for an understanding of the 
material whioh followed. 

11111 



eo 
-nine class members wei t1n~ an unreasonable a.r:"ount ')f
 

~tor their turns. If the class had only had eighteen

ii, 
'ttftty-two members. these types or activit1es would have 
[~, 

'~~enet1e1al. In the exper1menta1. s1tuat1on, however, 

case. The threatened breakdown of dtsc1pl1ne 

loh could eas11y nave been caused by ~usttftanle o0renoln 

'and the re~ultant development of a ne~ati ve atti tud.e t0~1ard 

worth the possible benefits involved. 
':i1IU 
I'I"I~ 
,.I~III 

:,.11111 

II'II~Clapping and Playing ::. 
Echo clapping can easily be developed in the classroom ::1 

,,111,11 
1,1,' 

"",:1 

because it is an activity in which all the children can par ':!III 
"',I 

tioipate 1n unison at the same time. This is not true of '11-1'1 

echo play1n~. which is a logical outgrowth or echo clapping. 
id 

Only three tones (G, E. and A) are used. The teacher first 

plays a simple pattern on the xylophone or glockenspiel using 

any or all of the three tones. 'rhen, one child at a ttme 

echoes the pattern. Even though this actiVity was pursued 

only a few minutes a day, and taking only a few children each 

day, by the time each of the thirty children had taken a 

turn, the class and the investigator had lost interest in 

continuing this activity to a point of proftciency. 
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Rhythmlc canons grow qUlte naturally out of
 
echo-clapplng. It would be a mlstake to practlce
 
the constltuent phrases of such canons one by one
 
and to comblne them later on, the canonlc lmlta

tlon must not lose the character of spontaneous
 
reaotion. As ln eoho-olapplng, attentlon must be
 
pald to tone quallty, and partloularly to the
 
oontrasts one obtalnes ~d1 by uslng the flat
 
or the hollow of the han~
 

The rhythml0 oanons lnoluded ln Pentatonlc are, ln 

oases, slmple olapplng exerclses elght measures long. 

To perform the oanons, the olass was dlvlded lnto two groups. 1I1~ 

I'll'~
" 
h"11 

::1The seoond group started olapplng the same rhythmlc pattern 
IIII 

'" 
,:iione measure after the flrst group had begun. Thls aotlvlty 
'" 

:11 
'IIwas enjoyed by the ohlldren and presented no partloular dlf
,II 

.;11 

flcultles. The ohlldren had had slmllar experlenoes ln the 
~1I1 

"'~ 

speech oanons exoept that the laok of a text to ald ln maln
"'1 

talnlng the pattern oalled for lncreased ooncentratlon. 

Wlth very young ohlldren, the flrst experlenoes properlY 

would be rote ones, but slnoe thiS experlment was belng con

ducted at the fourth grade level, the chlldren were dlrected 

to tollow the notatlon ln thelr books. 

Melodio Canons 

Melodl0 oanons are preoeded by echo-playlng
 
or slnglng. Here agaln, the melody to be canonl

oally lmltated, must not be praotlced slngly and
 

90r tt and Keetman, Pentatonl0, ~. ~., p. 82. 
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laboriously, not to destroy the immediacy of the
 
response. Inst~ental exercises should first be
 
prepared vocally. 0
 

The experimental class did very little work with 

aelodlc oanons. Their lack of sufficient experienoes in the 

area of echo playing left them inadequately prepared for 

..lod! c canons. 

Bhlthmio Phrase Building 

Rhythmioal phrases, olapped by the teaoher, 
,!I<,<\II are oontinued and oonoluded by the children in a ""I,11:11, 
'i,I' 
l'i~I'variety of ways ••• At first, the initial 

phrase will consist of four bars only, later on :I~ 
['!;ft 

it may be extenitd to six, eight and even six :: ~ 

:1teen bars • • • 
~ 'i'i~ 
1',,1Hall, in disoussing rhythmio phrase building, stated: "I 

This is the first step towards imprOVisation. •
 
•• The ohildren should be very oomfortable With
 
eoho clapping before being enoouraged to make
 
their own rhythms. The transition from imitation
 
to invention will be smoother when the teacher
 
explains that eaoh indiVidual Will have the oppor

tunity of oompleting a two bar phrase which will
 
be improvised for every child. Extend the length
 
of the phrases corresponding to the progress of
 
eaoh person. 12
 

Adequate time was devoted to rhythmic phrase building, 

even though it involved individual response which entailed 

the problem of "wait1ng for a turn." Most of the work was 

done With short two-measure phrases. This enabled the 

10 11 4Ibid., p. 83. ~., p. 8 •
 

12 4
Hall, ~. cit., p. 2 • 
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g1ve every oh1ld a turn (1n a short per10d of 

"fee11ng" for phrase length had been estab

The peer-level or1t101sm of, "Johnn1e's was too 

or "Jim's was too long," or "But she just olapped 

That's just oopy1n'," and s1m1lar remarks 
[
,were oheerfully aooepted by members of the olass and proved 
k 

~,U1te helpful 1n shap1ng and develop1ng ab1l1t1es 1n th1s 

'I 
'I 
:1 
,;Building 
:1 
"Melod10 phrase bu1ld1ng 1nvolved a short melod10 :::".

,<,ii 

wh10h was to be played by the teaoher and then oon

and oompleted by 1nd1v1dual oh1ldren. only three tones 

(G, E, and A) were used. Th1s aot1Vity met w1th l1ttle 

luooess 1n the exper1mental olas. (1n wh10h the enrollment 

had reaohed a high of th1rty-three pup1ls). By th1s t1me 1n 

the sohool year, the self-d1so1p11ne of the oh1ldren had been 

leverely taxed by several of the aot1Vit1es wh10h have been 

disoussed preViously. In short, melod1c phrase bu1ld1ng was 

aborted after the f1rst day 1t was attempted. 

A group of ten ch1ldren,1) hereafter oalled "the 

demonstrat10n group," d1d pursue melod10 phrase bUild1ng 

13Thls group, made up of the ten team captalns, was
 
organ1zed as the result of a request for a demonstrat10n of
 
the Orff method. Add1t10nal 1nformat10n about th1s group
 
may be found ln Append1x C, p. 158.
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with muoh suooess. The important faotor in this 

the small size of the demonstration group, 

any personal attributes or abilities of the 

involved. The children in this group simply did 

to wait as long for a turn as the ohi1dren in the 

experimental olass. 

Bh.ythmio Improv1sation N.!d RhYthm10 Rondos 

Rhythmio phrase building, in whioh ohi1dren improVise 
"Ilil 

'I'I'~""I'
the last half ot a phrase started by the teaoher, is followed :::1 

~~:i" 
1,",111

by rhythmio 1mprovisation, a term used by Hall. She stated ,'.
" ,~ 
"ill 

that rhythmio improvisation n ••• grows naturally out of ;111' 

phrase building and olapping, stamping, finger snapping and 

patschen should be used as added interest. n14 This rhythmio 

improVisation leads into and beoomes a part ot rhythmio 

rondos. An explanation and example of the rhythmio rondo is 

presented in Figure 16. 

The ohi1dren enjoyed the rhythmio rondos more than 

the preparatory work of rhythmio phrase building. The prob

able reason for this was that the rondo aotivity involved 

the entire olass on every ! seotion, thus eliminating the 

longer periods of listening and waiting involved in the 

phrase building aotiVity. This favorable attitude made it 

14Ha1l , sm.. ill.• p. 25. 
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ssible to advance in the skills ,of rhythmic improvisation 

relatively short period of time. 

Rhythmic Rondo 
The rhythmic rondo, page 861tan be introduced very easily after the children
 

have become adept at echo clapping, phrase building and rhythmic improvi

sation, Consisting of a recurring refrain, or A section, with episodes in between
 
this instrumental form lends itself admirably to our purpose since the A section
 
can be established and performed by the whole group and the episode impro

vised by the individual.
 

Give the children a simple A section such as: 

ClAp II: J J I J J J I J J' I J J ~ :11 
51ADlP J J J: J J J 

Tell them that this will be the chorus in which they will all join. Encourage 
"III

each child to improvise one section in between every chorus and when a rondo 1"'.".;'Iri! 
IU,~has been thus successfully accomplished discuss it from a form point of view 
:~il

with the group. ** 
I"i~ 
I"~ 

:i; 
I"m-"This refers to page 86 in the book, Pentatonic. It is not 

reproduced in this thesis. 

**This illustration is 
Hall, Teacher's Manual, 

THE 

Melodic Rondos 

:il 

a Xerox reproduction from the book by 
p. 25. 

FIGURE 16 

RHYTID1IC RONDO 

Melodic rondos, in which each child created a four

measure epis.ode between repetitions of a four-measure 

composed A section,15 were much better received than the 

earlier work'of melodic phrase bUilding. Again, the involve

ment of the class in the frequent A section was the probable 

reason for a more positive attitude toward the rondos, 

15The A section used for the rondo was very similar 
to the simple-ostinato patterns shown in Figure 15, p. 78. 
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~Jather than the phrase-building aotiVities. The researcher 

'ftS not satisfied With the results of this aotiVity, even 

,ooDsider1ng the ohildren's desire to engage in it. The lack 

iOf adequate preparation, which would have been proT1ded in 

'Iufficient melodic phrase-building experiences, severely 

limited the progress of the 01a8s in this actiT1ty. 

The ohildren in the small demonstration group, who did 

adequate training in melodic phrase-building actiVities, 

enjoyed a fair degree of sucoess in the melodic-rondo type 
""I

;1 

;'111 
1'"1 
~:;1I1 

of improvisation. '"II 



!

CHAPTER VI 

DATA 

Th1s ohapter presents an analysis of the test results 

investigation. In addition, the results of a ques

tionnaire oonoerning the musioal background of the students 

involved in the experiment will be discussed. 

The five tests,l Kwalwasser Musio Talent ~, 

Att1tude ~uestionnaire, L1sten1ng Test, Readins Themes !!!t. ",I 

'1111""I,,'~I 

111'111 

and Music Symbols ~, were administered to the control and i'l
1'1 
~ I~ 

"HI 

experimental classes. rh1s was done intermittently over a iiil 

period of three weeks, ooth at the beg1nn1ng and at the end 

of the sohool year. The purpose of the test1ng program was 

to determine what apt1tudes, sk1lls, and knowledge were 

possessed by the ch1ldren at the start of the investigat10n. 

It also prov1ded a means of oomparing the similarities of 

the classes at the start of the researoh and a means by 

whioh 1t was possible to evaluate the similarities and differ

ences between the classes at the end of the exper1ment. 

A questionnaire concerning contacts the children had 

had with musio outside their sohool exper1enoes was sent to 

1A disouss10n and desor1ption of these tests may be 
found in Chapter III, pp. 37-48. The blank test forms may 
be found in AppendiX A, pp. 133-153. 
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eaoh child's home to be filled out by the parents. 2 After 

the results of this questionnaire have been presented, this 

Will oontinue With an explanation of the methods 

the statistical oalculations involved in reporting 

the test results. The pretest and posttest results Will be 

reported and discussed, as well as the improvement shown by 

eaoh olass at the end of the year. After the oorrelations 

between the tests have been presented, the ohapter will 

be summarized. 
III~ 

I. BACKGROUND QUESTIONNAIRE RESULTS 

The purpose of this questionnaire was to evaluate 

each ohild's musical background and to determine Whether or 

not the ohildren in the two classes had had similar contaots 

With music. Forty-four (approximately 85 per cent) of the 

possible fifty-two questionnaires were returned. 'rhey were 

equally diVided between the two olasses With twenty-two 

returned in each. 

Responses to general information questions revealed 

that the mean average age of children in the control class 

was nine years and ten months, while the mean average age of 

ohildren in the experimental olass was nine years and seven 

2See AppendiX A, pp. 154-155, for a blank background
questionnaire. 

11111 
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The average family size (including parents) of the 

class children was 6.32 and the average family size 

experimental class children was 5.91. 

The remainder of the data gathered by the baokground 

Cluestionnaire is shown in 'I8.ble II. 

In item number thirteen, Table II, concerning the 

programs on television, most families 

indioated that they watohed two or three musioal programs 

a week. Of course, "musioal program" means many things to 

d1fferent people. 'ro some, the term implies the type of 

program presented by the musio department of Wiohita State 

University, Wichita, Kansas, which oonsists of musio performed 

by the University ohoir, orohestra, band, and smaller instru

mental and vocal ensembles. To other fam1lies, the term 

"musioal program" means a light, variety-type program, such 

as Andy Williams or Perry Como--one family even mentioned 

Ed Sullivan's show. The two shows most frequently mentioned 

were "The Bell Telephone Hour" (listed by five oontrol class 

and four experimental class families) and "S1ng Along With 

Mitoh" (listed by eight control olass and six experimental 

class families). The only statement whioh oan be made, 

therefore, is that twenty families in eaoh class watched 

musical programs of various types on an average of two or 

three times a week, and that there was no essential difference 

between the classes as to the type of program watohed. 
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Item number fourteen pertalns to the possesslon of a 

phonograph. In the questlonna1re, the parents were also 

1lst the type (or types) of musl0 whloh thelr faml1y 

or to 1lst some of the1r favorlte reoords. Their 

responses lndloated that a wlde varlety of musl0 was enjoyed, 

but that there was a general preferenoe for "llghter" musl0, 

than more "serious" mus10. Often, musloa1 tastes 

Tar1ed oonslderab1y With1n a family. It oan be stated, ln 

general, that there was no essential dlfferenoe ln the pre

ferenoes of the fami1les of the two olasses. 

In ltem number flfteen, whloh 1nvo1ves lnforma1 

11~lng ln the home, some parents desorlbed the faml1y slnglng 

together, some lndloated "housework" or "shower" slnging as 

lndlvldua1s, and some desorlbed only the ohl1dren s1nglng, 

but most responses lndloated that several or all the above 

types of singlng were oommon, every-day ooourrenoes ln thelr 

home. In every questlonnalre returned by a Mexloan faml1y, 

group singlng as a faml1y ln the evenlngs was ment10ned and, 

ln most of these lnstanoes, aooompan1ment was proVided by a 

gultar, or gultars and perouss10n lnstruments. 

In ltem number slxteen almost all faml1les ownlng a 

plano or organ lndioated that the lnstrument was used daily. 

In summarlz1ng the results of the baokground questlon

nalre, lt may be sald that eaoh of the two olasses lnvo1ved 
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in the study oonsisted of children whose oolleotive musioal 

backgrounds were essentially similar. Although it would be 

impossible, to prove anything (in the 

Itatistioal sense of "proof") from the results of this 

tuestionnaire, if it were assumed that the questionnaire was 

• "rating soale of musioal baokground" and that the numbers 

involved oould be oonsidered unweighted points on this hypo

thetioal "soale," then the numbers involved in items two 

through sixteen (pages 90-91) oould be added to produoe a 

-musical background soore" of 141 for the oontrol olass and 

142 for the experimental olass. This foregoing disoussion 

oo~oerns a purely hypothetioal measure of evaluation and is 

not intended to be taken as a serious, valid statistio. 

It was pointed out only to demonstrate that even though there 

were minor differenoes between the olasses as indioated in 

the responses to individual items in the questionnaire, these 

minor differenoes had a strong tendenoy to "balanoe out" or 

oanoel out eaoh other, yielding a total response for eaoh 

class whioh implies a remarkably similar "amount" of musioal 

background. 

II. METHODS OF STATISTICAL CALCULATION 

The nature of the experiment reqUired that only test 

soores of pupils who had been enrolled in the two olasses for 
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the entire school year be used in the statistical 

As has been mentioned in Chapter III, the 

olass enrollments varied from a low of twenty-six to a high 

of thirty-three during the experiment. Fortunately, for 

Itatistioa1 purposes, eaoh olass oontained twenty-six 

ohildren who were enrolled throughout the length of the 

study. All of the statistios presented in the remainder of 

this ohapter are based on these fifty-two ohildren. 

All tests and questionnaires were soored by the 

researcher, who also oa1ou1ated the amount of differenoe 

between the pretest and posttest soores for eaoh child. All 

soores were represented as peroentage-oorreot soores for the 

purpose of oorre1ations between tests to be made later. 

All other oa1culations presented in this chapter were 

made by means of an electrio oomputer and the faoilities of 

the Data Processing Center of Kansas State Teachers College, 

Emporia, Kansas. Mr. Joe Bowman, statistician for the 

oenter,3 direoted the computations and assisted the researcher 

in making valid interpretations of the results. 

)Although ~r. nowman was statistician for the Data 
Processing Center at the time the computations were made, 
he is not e~nloyed there at the present time. 
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The t test was used to evaluate the signifioance of 

test results. For one test, the L1stening Test, an 

analysis of oovarianoe was neoessary. 

The computations revealed that one test, the Read1ng 

Themes ~, was not a reliable test, and that the soores 

obtained could easily be the result of "guess-work" on the 

part of the children. The results of this test, therefore, 

are not presented in the tables contained in this ohapter. 

III. PRETEST RESULTS 

Test results of the experimental and control classes 

at. the beginning of the experiment are presented in Table III. 

Table III shows that on the pretest of the Kwalwasser Music 

Talent ~ the mean score for the control olass was 54.19 

and the standard deViation was 25.36; the experimental class 

had a mean score of 63.19 and a standard deViation of 22.23. 

The remainder of the table may be read in the same manner. 

The ~ test was used to test the null hypothesis that there 

was no significant difference between the populations of the 

control and experimental classes. In three tests, the 

Kwalwasser Music Talent !!!i, the Attitude Questionnaire, and 

the Musio Symbols ~, it was found that the null hypothesis 

could be accepted and that there was no significant differ

ence between the two classes in regard to abilities, 
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attitudes, and knowledge measured by the tests. In the case 

of the Listening l!!l, the ! test revealed that the null 

hypothes1s must be rejeoted and that there was a sign1f1cant 

d1fference between the olasses at the .01 level of confidence. 

Because this 1ndicated that there was only one chance in one 

hundred that the two classes were equal 1n the abi11t1es 

measured by the Listening I!!!, this data was subjected to 

an analys1s of oovar1anoe in order to determine the s1gnif1

oance of the improvement shown at the end of the year. 

These results are d1soussed on pages 101-102, and are shown 

1n Tables VI, page 102 and Table VII, page 103. 

IV. POSTTEST RESULTS 

Test results of the experimental and control classes 

at the end of the experiment are presented in Table IV. 

Table IV shows that on the posttest of the Kwalwasser Musio 

Talent !!!! the mean soore for the control class was 66.46 

and the standard dev1at1on was 24.391 the mean score for the 

experimental olass was 72.30 and the standard deviat10n was 

23.73. The remainder of the table may be read in the same 

manner. The results of the! test 1nd1cated that the null 

hypothesis could be aocepted for all four tests, and that 

there was no sign1f1cant differenoe between the control class 

and the experimental class in the areas which were measured 

by the tests. 
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v.	 SIGNIFICANCE OF THE AMOUNT OF IHFROVENENT 

SHOWN BY EACH CLASS DURING THE YEAR 

The difference between pretest means (Table III, 

96) and posttest means (Table IV, page 98) and the 

significanoe of the differenoe between these differenoes is 

presented in Table V. The Listenins 'rest data are not pre

.ented in Table V beoause the signifioant difference between 

classes on the pretest4 neoessitated an analysis of oovari

ance to determine the signifioance of the improvement shown 

during the year. This analysis of oovariance is presented 

in Table VI, page 102, and Table VII, page 103. and disoussed 

on pages 101-102. 

Table V. page 100, shows that the difference in pre

test and posttest means for the oontrol class on the Kwalwasser 

Music Talent ~ was 12.27 and that the standard deviation 

of these differences was 32.09; the differenoe in pretest and 

posttest means for the experimental olass was 9.11 and the 

standard deviation of these differenoes was 24.29. The 

remainder of the table may be read 1n the same manner. The 

results of the! test indioated that the null hypothesis 

could be aooepted for three tests. the Kwalwaeser Musio Talent 

!!!1, the Attitude Quest1onnaire. and the Mus10 Symbols 1!!!. 

4See	 Table III. p. 96. 
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significant difference between the 

oontrol class and the experimental class in the areas which 

were evaluated by the tests. 

VI.	 ANALYSIS OF COVARIANCE FOR THE 

LISTENING ~ 

The fact that a significant difference eXisted 

between the control class and the experimental olass in the 

pretest results of the Listening Test5 required that data on 

this test be submitted to an analysis of oovariance in order 

to evaluate the significanoe of the amount of improvement 

s~own by the classes at the end of the study. 

The adjusted oriterion means for the Listening !!!! 

are presented in Table VI. Table VII, page 103, presents a 

summary table of the analysis of covarianoe for thiS test. 

The results indioated no signifioant difference at the .01 

level of confidenoe.The null hypothesis that there was no 

significant difference between the classes in the amount of 

improvement shown during the year may be accepted. Although 

the control class did make greater gains than the experi

mental olass as eVidenced by the fact that there was a signif

icant differenoe between the olasses at the start of the 

58ee Table III, p. 96. 
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Ixperiment and no signifioant difference between the classes 

at the end of the experiment, this gain was not great enough 

to be statistioally significant in this study. It would 

indioate, however, that if the population in the study had 

been larger (possibly with three oontrol and three experi

mental classes), it might be expeoted that the oontrol 

olasses would show a statistically signifioant degree of 

improvement over the experimental olasses. 

TABLE VI
 

ADJUSTED CRITERION r£ANS FOR LISTENING ~ SCORES
 

Group 
Unadjusted 

mean 
Adjusted 

mean 

Control 

Experimental 

Differenoe 

63.923 

65.462 

1.539 

66.020 

63.363 

2.657 

VII. CORRELATIONS BETWEEN TESTS 

The combined soores of both classes were used to 

oompute coeffioients of oorrelation between the tests admin

istrated at the beginning of the experiment and also at the 

end of the experiment. In addition, oorrelations between the 

pretest and posttest scores for eaoh test were determined. 



103 

TABLE VII 

SUMMARY TABLE OF THE ANALYSIS OF COVARIANCE 
FOR THE LISTENING ~ 

Source SS ~ MS F Significanoe 

Teaohing
Methods 80.337 1 80.337 1.321 Not significant 

Withins 2,979.690 49 60.810 

Total 3,060.027 50 

SS • sum of squares; ~. degrees at treedoma 
MS • mean squaresl F • F test 
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fretest Correlations 

Table VIII shows the results of oorrelations between 

tests at the beginning of the experiment for oombined olasses. 

Pour oorrelations proved to be signifioant at the .01 level. 

These four oorrelations were, (1) Xwal.asser Musio Talent 

~ to Music Symbols ~t (2) Attitude Questionnaire to 

Listening~, (3) Attitude Questionnaire to Musio Symbols 

~t and (4) Listening Test to Music Symbols!!tt. The two 

other correlations shown in Table VIII were not signifioant, 

even at the .05 level. 

TABLE VIII
 

CORRELATIONS BETWEEN TESTS AT THE BEGINNING OF 'rHE
 
EXPERIMENT FOR COMBINED GROUPS
 

Attitude Listerng MUSiT Symbols
Questionnaire Tes ~-

X.al.asser Musio 
.:.Ta=l=en::.::t~ ~ .155 .241 .360 

Attitude 
Questionna1re .456 .536 

L~stening !!.!.i .598 

Correlation ooeffioients above .273 are signifioant at the 
.05 level; those above .354 are signifioant at the .01 level. 
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Posttest Correlations 

The results of correlations between tests at the end 

of the experiment for combined classes are shown in Table IX. 

'our correlations proved to be significant at the .01 level. 

These four correlations were: (1) KwalwasseI Musio Talent 

~ to Listening ~, (2) Kwalwasser Music Talent ~ to 

Music Symbols ~, (J) Attitude Questionnaire to Listening 

~, and (4) Listening !!!t to Music Symbols~. Correl

ation between the Kwalwasser Mus10 Talent ~ and the 

Attitude Questionnaire proved to be si~niricant at the 

.05 level. The oorrelation between the Attitude Question

naire and the Musio Symbols ~ proved to be insignifioant. 

TABLE IX 

CORRELATIONS BETWEEN TESTS AT THE END OF THE 
EXPERIMENT FOR COMBINED GROUPS 

Attitude Listening Music Symbols 
~ue.tionnaire Test Test 

Kwalwasser Music 
...'fa..l;;..-en:.:;t.~ .328 .463 .409 

Attitude 
QuestiOnnaire .436 .149 

Listening !!.!! .448 

Correlation ooefficients above .273 are significant at the 
.05 levell those above .354 are signifioant at the .01 level. 



106 

Correlations Between Each Pretest and Its Post test 

The results of correlations between each pretest and 

its posttest are shown in Table X. Correlation between the 

pretest and posttest results of the Kwalwasser Musi~ falent 

~ proved to be significant at the .05 level, but not at 

the .01 level. The correlations between each pretest and 

its posttest of the other three tests (Attitude Question

naire, Listening Test, and Music Symbols ~) all proved to 

be well above the .01 level of significanoe. 

TABLE X
 

CORRELATIONS BETWEEN EACH PRETEST AND ITS POSTTEST
 

Correlation 
Test coefficient 

Kwalwasser Musio 
Talent Test .3099-
Attitude Questionnaire .5677 

Listening !.!ll .5805 

Musio Symbols ~ .6772 

Correlation ooefficients above .273 are signifioant at the 
.05 level; those above .354 are significant at the .01 level. 

According to Dr. Dal H. Cass, 

Exoept to a degree that the ohildren had been
 
influenced by instructional techniques, the high
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oorrelatlon between pre- and posttests oan be 
lnterpretgd as lndloatlng that the tests are 
rellable. 

~, 
It should be noted that of the tests used ln thls study, the 

K.al.-sser Musl0 Talent ~ proved to have the lowest 

oorrelatlon between pre- and posttest soores. Thls ls, 

lndeed, unexpeoted, for the Kwalwasser test purports to 

measure musloal aptltude whloh ls understood by the researoher 

to lntlmate certaln lnborn talents or skl11s not partlcularly 

subject to change as the result of teaohlng methods. The 

results of thls study would lndlcate that the rellabl1lty 

and valldlty of the Kwalwasser Musl0 Talent !!!t are questlon

able, at least at the fourth grade level. 

VIII. SUMMARY 

The results of a Background Questlonna1re whlch was 

answered by the parents of the ohildren lnvolved ln the study 

lndloated that the oontrol olass and the experlmental olass 

were oomposed of ohl1dren who had had slml1ar contacts wlth 

muslc outslde thelr sohool experlenoes. Thls ls not meant 

to lmply that eaoh ohl1d lnvolved ln the study had a slml1ar 

muslcal background, but rather that the total musloal baok

ground of eaoh class was quite s1ml1ar. 

6nr• Dal H. Cass, actlng head of the Bureau of Tests 
and Measurements of Kansas State Teachers College, Emporla,
ln a personal lntervlew, August, 1966. Permlsslon to 
quote secured. 
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Four tests were administered at the first of the 

lahool year as pretests. They were repeated at the end ot 

the experiment as posttests. The purpose of the tests was 

to determine the equality, or inequality, of the two classes 

involved in the study and to evaluate any differenaes between 

the aontrol class and the experimental class at the end of 

the study as a result of the teaching methods used. 

The pretest results indieated that there was no sig

nificant difference between the classes except for a 

significant difference in listening abilities. The posttest 

results indicated that there was no significant difterenae 

between the alasses in any of the areas evaluated by the 

tests. There was no signifiaant difference between the 

alasses in the amount of improvement made during the study. 

This was indioated by application of the t test to the data 

of three tests, and an analysis of oovarianoe for the 

Listening !!!!. 
This total data would indiaate that there was no 

significant differenae in the amount of improvement between 

the aontrol a1ass and the experimental a1ass in the knOWledge, 

abilities, and skills measured by the tests. It should be 

noted, however, that in the results of all three tests pre

sented in Table V, page 100, the aontrol alass showed a 

greater differenoe (or amount of improvement) between pretest 
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and posttest means than did the experimental class. It 

should also be noted that although there was a significant 

differenoe between olasses in abilities measured by the 

Listening ~on the pretest soores (Table III, page 96), 

the posttest results indioated that by the end of the year 

there was no signifioant difference between the classes 

(Table IV, page 98). ThiS, also, would indicate that the 

oontrol class made a greater degree of improvement than the 

experimental class during the study. Even though the dif

ferences between the olasses in the amount of improvement 

are not statistically signifioant in this particular study, 

the trend for the control class to show a higher degree of 

improvement does make it pOSSible to make the valid statement 

that if the experiment had been oonduoted on a larger Beale 

(e.g., possibly with three control and three experimental 

classes), it might be expeoted that the control olasses would 

show a statistioally signifioant degree of improvement over 

the experimental classes. 

Correlations between tests were oomputed, both on 

pretest and on posttest data. The tests were found to be 

reliable when oorrelations were made between eaoh pretest 

and its posttest; however, some doubt was oast on the validity 

and reliability of the Kwalwasser Musi0 Talent ~. 



CHAPTER VII 

OBSERVATIONS, RECOMMENDATIONS, A.ND SUMMARY 

Personal observations of the researoher and 

reoommendat1ons for the use of MUI10 !2I. Children in 

Amer10an musio eduoat1on will be presented in this ohapter. 

Following this, there will be a brief summary of the entire 

.tudy. 

I. OBSERVATIONS 

It might be expected, as a result of the data 

presented in Chapter VI, that in a study of this nature 

involTing a larger number of children, the tests would 1n

d10ate that the oontrol 01al8 had made s1gn1f1oantly larger 

gains in musical learningl. This might imply that in a 

study of a larger scop., the Orff method would prove to b. 

less adequate than more conventional teaoh1ng methods, but 

this is not an .nt1rely aoourate 1mpr.ss1on. Many of the 

learnings of both cIa•••• conoerned ar.as of a subj.ct1v. 

nature and, th.r.for., w.re d1ff1oult to evaluate by 

objeotiv. testing. 

In the opinion of the researoher, the children in the 

exp.rim.ntal class aoh1.ved a growth in musioal1ty which was 

not attained by the ohildren of the oontrol olass. 
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Orff's philosophy assumes that every ohild ~ a musioian. 

lVen if at a rather primitive level. His method. by drawing 

ttsm the ohild. rather than pushing something ~ the child. 

does succeed in developing a higher level of kinesthetic 

feeling and emotional response toward musio than the methods 

used by the researoher in the control olass. 

The experimental olass showed greater progress than 

the oontrol class in developing a sense of phrase length. 

Although the control class ohildren could accurately "oount 

out" a four-measure phrase, the experimental class children 

"felt" the length of the phrase. This caused the phrasing 

of the experimental class children to be more meaningful and 

musical--an expression of feeling, rather than a problem in 

arithmetio. 

The children following the ortf system developed a 

higher feeling, or sense, of meter. If the ohildren in both 

classes had been asked to complete a written exeroise in whioh 

they were to insert measure bars on a staff to oomplete a 

musical excerpt, undoubtedly the oontrol olass would have 

shown a greater ability--but is not this, in reality, a 

mathematioal exeroise and not a musical one? 

Although form was studied and understood by the 

ohildren in the control olass, the children in the experi

mental 01as8 showed a greater feeling, or senSitiVity, 
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tor form. Both olasses seemed equal in the ability to 

analyze a oompos1t1on in regard to form as an 1nte11eotual 

aot1Vity; but the experimental olass also peroe1ved form as 

an emotional, feeling exper1enoe. This was a result of the 

faot that the learning and performanoe of a nursery rhyme or 

song with its instrumental ensemble aocompan1ment from the 

Orff books demands an understanding of how eaoh indiVidual 

seot1on is related to the whole oompos1t1on. By learning 

the songs first and then adding 1ntroduot1ons and oodas, the 

experimental olass -lived- form I the oontro1 olass merely 

observed it. 

Group singing is, naturally, a type of ensemble 

exper1enoe. Other ensemble exper1enoes of the oontro1 olass 

oons1sted of playing the tonette, a few rhythm band exper

1enoes. and using rhythm10 instruments to add simple aooom

pan1ments to songs. This does not begin to oompare With the 

ensemble experiences of the experimental class. The Orff 

method develops an awareness of the interplay of parts and 

demands indiVidual responsibility for a partl oonsequent1Y, 

oh11dren exposed to this method of mus10 education develop a 

more aoourate understanding of the indiVidual oontr1but1on 

of a part to the whole, as in a band or orohestra. Two years 

after the oonolus1on of the teaoh1ng portion of this study, 

the instrumental teaohers who had reoe1ved these ohildren 
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were able to note a better feeling for ensemble on the part 

of the experimental class children. 

They work together better. They're not as
 
totally wrapped up with their own part as most
 
kids. They've got an idea of what everyonr else
 
is doing, and their rhythm is much better.
 

It has been stated earlier that the tonette training 

was identical in both classes; however, as a result of daily 

work With instruments and the constant use of the letter 

names of notation, the researcher did expect to see a more 

rapid growth in tonette ability on the part of the children 

using the Orff system. Although a slight difference between 

the classes was observed, it was so small that no conclusions 

could be drawn. 

The control class definitely showed greater gains in 

singing ability and in the ability to "stay on a part" in 

two-part songs. The melody to be sung is rarely played on 

an instrument in the orchestrations of Orff. This does tend 

to improve singing ability and is far superior to the fre

quent practice of alWays playing the piano when children are 

singing; however, it does not develop accurate singing ability 

nearly as well as ~ cappella singing, which was almost a 

daily occurrence in the control class. 

l Mr • George Wolf, instrumental instructor in the 
tnysses Grade Sohoo1s, Ulysses, Kansas, in a discussion With 
the researcher, May, 1966. Permission to quote secured. 
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It can oe said, in general, that although the Orff 

method may not develop as muoh teohnical, intelleotual know

ledge about music as the methods more customarily used in 

America, it does seem superior in developing an emotional, 

kinesthetic, and aesthetio feeling for music. The control 

olass was better able to "parrot" facts, but the experimental 

class demonstrated a deeper feeling of musicality. 

II. RECOMMENDATIONS 

Further research along the general lines of this study 

is needed. A larger study involving several schools, several 

teachers (inoluding teaohers trained in the methods of Orff), 

and many more olasses and ohildren over a period of several 

years would yield muoh more oonolusive data. ThiS, in turn, 

would result in a more aoourate evaluation of the effeotive

ness of the Orff method and lead to more definitive 

reoommendations. A comparison of students in their first 

year of study in the Orff system With students in their fourth 

year of study in the methods of the researoher does not yield 

unequivocal information strong enough to use as the basis 

for speoifio prediotions and recommendations. It is unfortun

ate that the ourrent project in Bellflower, Ca11fornis,2 does 

2D1souss1on of th1s project may be found in Chapter II, 
p. 24. 
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not have a oontrol group 1nvolved 1n the study to a1d 1n a 

more object1ve and aoourate evaluat10n of the results of 

the projeot. 

On the bas1s of th1S study, the researoher does not 

feel that the Orrr method has proved 1tself so super10r to 

other methods that 1t should be totally adopted to the ex

clus10n of other methods. On the other hand, the system 

does have mer1t and some strengths wh1ch are not 1n eVidenoe 

1n other methods. Therefore, 1t would seem w1sest to glean 

the stronger aspeots of the Orff method and the1r ensu1ng 

benef1ts and add them to the already eoleot10 teach1ng pro

cedures 1n common usage at present. 

One of the b1ggest problems 1n teaoh1ng the Orff 

method 1s to keep all the members of the olass oonstruct1vely 

ocoup1ed wh1le help and 1nstruot1on 1s be1ng g1ven to an 

1nd1v1dual. Th1s led the researoher to oons1d.er the system 

as poss1bly a very effect1ve method to be used 1n team

teaoh1ng aot1v1t1es. Wh1le one or several teaohers m1ght 

be engaged 1n help1ng an 1nd1v1dual or small ensemble at the 

1nstruments, another teacher, or teaohers, m1ght be work1ng 

w1th a larger group 1n learn1ng speeoh patterns, new songs, 

or patsohen and rhythm10 ost1nato act1Vit1es. Although it 

is not known as a def1n1te fact, some of the mater1als used 

in the research involved 1n th1s study 1nd1cate that, in some 
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cases at least, several teachers have been used to work with 

a olass. 

ThiS team-teaching approach should have re1evence to 

the music supervisor who might be inclined to say, "Yes, but 

I only see my pupils once or tWice a week. That's just not 

enough time to pursue the Orff approach, and some of the 

classroom teachers I work With don't have the musical train

ing, interest, or imagination to make this type of training 

sucoessfu1.") It would seem probable that classroom teachers 

oould successfully teach such activities a8 speech patterns, 

echo olapping, rhythmiO phrase building, patschen and rhythmio 

ostinato, rhythmic canons, rhythmic rondos, and oreating 

poetry to be used later as texts for songs. All these above 

activities require no instruments, or even a knowledge of 

the musical staff. Only a knowledge of rhythmio notation 

and an understanding of the aotivity involved (along With 

one Musio !2t Children book) would be required. The music 

supervisor could then assist in the aotivities requiring 

instruments and the "ensemble feeling." Such a posSibility 

should be oonsidered before rejeoting the system as impos

sible beoause the supervisor does not work on a daily basis 

wi th ohi1dren. 

JThiS is not an aotua1 quotation, but this type of 
thinking has been quite eVident in many oonversations the 
researoher has had With many musio supervisors. 
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As stated ln Chapter I, tralnlng ln the methods of 

Orff for in-servlce teaahers ln Amerlca ls not readily avall

able at the present tlme. More opportunltles and loaatlons 

for tralnlng should be made avallable. Three school years 

have elapsed slnce the teaching portlon of thls study was 

completed, and yet the researcher ls stlll developlng new 

lnslghts concernlng the method. Some problems involved ln 

the teachlng of the method are stlll unresolved ln the under

standlng of the researcher. The method has been mlsunderstood 

by many teaohers who laoked lnsight or were unwllllng to devote 

the necessary tlme and effort requlred to study the system 

thoroughly. Th1s has led to unwarrented orltlclsm of the 

method. Wlthout the beneflt of the speclalized tralnlng, 

a teacher deslrlng to teaoh MuslC ~ Chlldren wlth some 

degree of suocess must be prepared to spend many hours of 

study and reflect1ve thlnklng and to learn from "trlal and 

error" teach1ng experlences. 

The problem of grasping the Orff approaah ls partly 

due to the poor organlzatlon ot the books ln the serles. 

Any teachlng methods book whlch expects a teacher to start 

the class wlth actlvltles presented near the mlddle of the 

book, rather than the flrst aatlvltles shown, wlthout 

speclflc dlreotlons to do so. ls almost lnsurlng that lt 

wlll be misunderstood and mlsused. Yet, thls ls exactly 
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what is expeoted of the teaoher in the first volume, 

lentatonic, of Musio !2t Children. 

The chance for sucoessful understanding and teaching 

of Musio !2£ Chtldren in Amerioa would be greatly improved 

If the material were reorganlzed along the llnes of the many 

muslc series textbooks now available ln this country. Most 

of the muslc serles provide a teaoher's book whioh inoludes 

a sequence of activlties and definite teaohing prooedures, 

preparatory aotivities, related and alternate aotiVitles, 

and other suggestlons for eaoh song or actiVity in the book. 

It ls hoped that the Bellflower project4 may result ln a 

text of this type. 

The investlgator's reoommendations are summarlzed by 

the following statementsl 

1. Additional researoh involving the effeotiveness 

of the Orff method is needed. 

2. Some aotiVitles, unlque to the Orfr method, whlch 

better develop certaln aspects of a muslcal educatlon should 

be added to the actiVities Which are already a part of the 

oustomary teaohlng procedures used ln Amerlca. 

3. Investlgatlon as to the erfeotive use of the 

method in team-teachlng sltuations should be considered. 

4For additional lnformation and disoussion, see 
Chapter II, p. 24, and Chapter VII, p. 114. 
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4. Musio supervisors should seriously consider the 

possibilities of effective use of the Orff method in cooper

ation with the classroom teaohers. 

5. Additional opportunities for the training of in

service teaohers and students in teacher-training programs 

need to be made available. 

6. ExtenSive revision of the Orff books is desirable, 

including additional suggestions and procedures for the 

teacher. 

III. SUMMARY 

It was the purpose of this study to compare the 

effectiveness of the method, Music ~ Children by Carl Orff, 

with more conventional teaching procedures presently being 

used in America. It was learned that a teacher with minimal 

training in the method can achieve a oertain degree of 

suooess, but that some misconoeptions and errors in judgment 

~ay be expeoted. 

The investigation was limited to children in the 

fourth grade for the period of one school year. A control 

class learning through the ecleotic teaching procedures of 

the researoher and an experimental class learning through the 

methods of Carl Orff were compared by means of the parallel 

group teohnique. 
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~8tB were oonstructed and were adm1n1stered at the
 

ng and at the end of the exper1ment. These were ob-


in nature and were used to determine the degree of
 

.ltJ' between the c1.asses at the start of the experiment, 

1 as to measure the amount of 1mprovement shown by eaoh 

at the end of the year. The analys1s of this test data 

conolus1on of the experiment 1nd1oated that the slight 

'~ce8 between the achievement of the c~asses were not 

loant enough stat1stioally to prove the super1or1ty of 

methods 1nvolved 1n the study. 

It was felt that the two methods under oonsiderat1on 

in different tYpes, or k1nds of learn1ng; and that 

the 1mportant po1nt indioated by the study, rather 

one ~ethod was superior to the other. 

recommended, then, that the stronger aspects of the 

the other customary teaoh1ng 
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INFORMATION AND PROCEDURES FOR THE LISTENING TEST 

Information 

All records used for the Listening ~ were from RCA 

Viotor's Adventures !n Music series. All reoordings were 

re-recorded on a tape recorder to eliminate looking for the 

correct music and to save time. If a musical selection was 

played two or three times in the test, it was recorded the 

proper number of times, in succession, on the tape recorder. 

This eliminated wasted time rewinding and searching for the 

beginning of the musioal composition involved. This test 

was not a reading test, therefore, muoh time was taken to 

thoroughly read, explain, and disouss each item in the test 

with the ohildren. The pre- and posttests were each given 

in three sittings. The children were not told the name of 

the compositions. The musical selections used in the test 

were not studied during the year. The various aspects of 

listening were developed by a study of other compositions. 

Testing Procedures 

The oral instructions to be given to the children when 

taking the L1sten1ng !!!l were composed in advance and 

written down to insure that the conditions for taking the 

pretest and posttest were similar. Test instructions are 

shown on pages 135-138. 
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SELECTION 1: "Dagger Dance" trom "Natoma" by Victor Herbert. 

ORAL INSTRUCTIONS. 

You are going to hear a selection played two times • 
.~rst, we will read the sentences about this selection to
gether. Then, as you listen to the selection, circle the 
letter that tells the best way to finish each sentence. 
Don't try to finish all of the sentences the first time you
listen to the musio. You will have two chances to 11sten. 
If you change your mind after you have circled one, erase 
it and circle the other one you do want. Try to finish 
some sentences each time the recording is played. 

Look at your paper where it says "SELECTION 1." 
There are seven sentences about this selection. Below 
number seven it says, "STOPI Your teacher will tell you 
when to go on to the next part." Do you all find this? 
Now, let's read about the things we should listen for as 
we listen to this selection. 

After reading through all of the test items conoern-

Ing the first selection, all the questions of the oh1ldren 

were answered, except that the piccolo was not d1scussed. 

The first test sentence was placed on the blackboard and 

each of the three poss1ble responses was circled to insure 

that the children understood how to mark the test blank. 

ORAL INSTRUCTIONS' 

Now, let's start. Remember we will listen to this 
music tWice; so if you don't get all the sentences fInished 
the first time, you will have another chance. If you 
finish quickly, think about your sentences again and ~ake 

sure they say what you want them to say. 
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SELECTION 2s "Air Ga1" from "Iphlgenie 1n Aul1s" by Gluck. 

ORAL INSTRUCTIONSs 

Th1s mus1c w1ll be played two t1mes. Be sure you
understand what you are to listen for. Th1s mus1c has three 
b1g parts. The f1rst part and the last part are a11ke, but 
the m1ddle part 1s d1fferent. Be ready to f1n1sh the 
sentenoes tel11ng

.. 
how the m1ddle part 1s d1fferent •-

1. Sentences and poss1ble responses were read. 

2. Ch1ldren's quest10ns were answered. 

3.	 Ch1ldren were rem1nded that they would hear the 
mus10 tW1oe. 

4. ~us10 was played tw1oe. 

SELECTION 3s "Parade" from "D1vert1ssement" by Ibert. 

1. Sentences and. responses were read. 

2. Ch1ldren's quest10ns were answered. 

3.	 The olass was told that they would hear the mus1c only 
onoe and that they must t1n1sh all the sentenoes 
the f1rst t1me. 

4. Mus10 was played onoe. 

SELECTION 4s "C1rcus Mus1o" from "The Red Pony" by Copland. 

1. Sentenoes and responses were read. 

2. Ch11~ren's quest10ns were answered. 

3.	 The class was told that they would hear the mus10 three 
t1mes and that they d1d not have to f1n1sh all the 
sentences the f1rst t1me they heard the mus1c. 

4. Mus10 was played three t1mes. 
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S?:LECTIOJo.? 5: "March Fast or the Xi tchen Utensils" from 
"The Wasps" by Vaughan Williams. 

1. Sentences and responses were read. 

2.	 Children's questions were answered, except that the 
meaning or the terms staccato and le5ato were not 
explained. 

3.	 The class was told that they would hear the music only 
once and that they must finish all the sentences 
the first time. 

4. Musio was played once. 

SELECTION 6: "Pantomime" from "The Comedians" by Kabalevsky. 

1. Sentences and responses were read. 

2.	 Children's questions were answered, but the rhythms in 
test item number thirty-three were not clapped. 

3. The class was told that they would hear the music twice. 

4. Music was played tWice. 

SELECTION 7: "Pizzicato Folka" from "Ballet Suite No.1" 
by ShostakoVich. 

1. Sentences and responses were read. 

2. Children's questions were answered. 

3. The 01as8 was told that they would hear the musio twice. 

4. M.us1c was played twice. 
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SELECTION 81 "Leap Frog" from "Ch11dren's Games" by B1zet. 

1. Sentences and responses were read. 

2. Ch11dren's quest10ns were answered. 

3. The class 
only on

was told that they would hear the mus1c 
oe. 

4. Mus1c was played once. 

SELECTION 91 "Waltz" from "Les Pat1neurs" by Mayerbeer. 

1. Sentenoes and responses were read. 

2. Ch11dren's quest10ns were answered. 

3. The 01as8 was told that they would hear the mus10 tW1ce. 

4. Mus10 was played tw1ce. 
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Score. _ 

LISTENING TEST 

Your Name ~eacherls Name __ 

SELECTION 11 Cirole the letter for the best way to finish 
each sentence. 

1. This music is about: (a) Fai ri es • 
(b) Indians. 
(0) Babies. 

2. This musio moves in: (a) 3's. 
(b) 4·s. 
(0) 5's. 

:3 • The drum plays all 
its notes: 

(a) loudly. 
(b) softly. 
(0) some loudly and some softly. 

4. The instruments most 
plainly heard playing
the melody are: 

(a) Brass. 
(b) String. 
(0) WoodWind. 

5. Piccolos are used: (a) at the beginning
(b) in the middle 
(0) near the end of the song. 

6. The rhythm of the drum: (a) changes during the pieoe. 
(b) always stays the same. 

7. The first melody 
of the piece: 

(a) 
(b) 

is repeated several times. 
is only heard onoe. 

STOP I I Your teaoher will tell you When to go on to the 
next part. 
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SELECTION 2: C1rcle the letter for the best way to f1nlsh 
each sentence. 

~. Thls mus1c moves lns (a) 2' s 
(b) 3' s 
(0) S's. 

9.	 The flute has the (a) the f1rst part
 
melody 1nl (b) the m1ddle part
 

(0) the last part. 

10.	 The viol1ns have the (a) the flrst part 
melody 1n: (b) the middle part 

(0) not at all. 

11- The m1ddle part isr (a) louder 
(b) softer 
(0) just the same. 

12. ~rhe middle part lSI (a) faster 
(b) slower 
(c) just the same. 

13.	 The melody for the (a) hlgher
m1ddle part 1ss (b) lower 

(0) just the same. 

STOP" Your teacher w11l tell you when to go on to the 
next part. 

SELECTION 31 C1rcle the letter for the best way to f1nish 
each sentence. 

14. Th1s mus1c moves 1nl (a) 3's 
(b) 4' s 
(c) 5's. 

15. Th1s music 1s abouts (a) a merry-go-round 
(b) an	 elephant 
(0) a	 parade. 

16.rhe three big parte (a) loud - soft - loud 
of this music go: (b) soft - loud - soft 

(c) soft - soft - loud 
(d) loud - loud - soft. 

STOPI. Your teacher wlll tell you when to go on to the 
next part. 
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SELECTION 4s Circle the letter for the best way to finish 
each sentence. 

17.	 The main instrument 
that has the f1rst 
melody is thes 

18. This music i8 abouts 

19. This music moves ins 

20.	 This music makes 
me feel: 

21.	 This music is 
d1vided 1nto three 
big parts. Two of 
these parts are 
alike and the 
third one is dif
ferent. The two 
parts that are 
alike ares 

22. The middle part iSt 

2;. The middle part 1st 

24. The middle part is: 

(a) trumpet 
(b) violin 
(c) tuba. 

(a) school 
(b) church 
(c) a	 circus. 

(a) 2' s 
(b) ;'s 
(c) 4'8. 

(a) happy
(b) sad 
(c)	 doesn't make me feel 

anything. 

(a) 1st part and last part
(b) 1st part and 2nd part
(c) 2nd part and last part. 

(a) higher
(b) lower 
(0) about the same. 

(a) faster 
(b) slower 
(c) just the same. 

(a) louder 
(b) softer 
(c) about the same. 

STOPII Your teacher will tell you when to go on to the 
next part. 
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SELECTION 5: Circle the letter tor the best way to tinish 
each sentence. 

25. This music is fors (a) a march 
(b) a lullaby
(c) a wa1tz. 

26. This music moves ins (a) ,'s
(b) 's 
(c) 5's. 

2? The instrument that (a) oboe 
plays the first (b) trumpet
melody over and (c) cello. 
over is thea 

28.	 Most of the time the (a) staccato 
instruments are (b) legato.
playings 

29.	 This music is (a) 2 big parts
diVided into: (b) :3 big parts

(c) 4 big parts. 

STOP II Your teacher will tell you When to go on to the 
next part. 
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SELECTION 6s Clrele the letter for the best way to flnlsh 
each sentence. 

30.	 At the very beglnnlng, (a) plccolo 
one of the most (b) oboe 
lmportant lnstru- (c) snare drum. 
ments ls thea 

31. Thls muslc moves lns (a) 2' 8 

(b) 3' II 
(c) 5'8. 

32.	 Most of the tlme, (a) long, long, short, short, long
the rhythm says s (b) short, short, long, long, short. 

33. 'lbe rhythm of the 
flrst part moves (a) J JIJ~JIJ·
 
llke thlss
 

(b) J	 J I)) J I 
(c) JJ; IJJ; 1 

34. As the record plays, itt (a) gradually gets louder 
(b) gradually gets softer 
(c) stays the same. 

35. Thls muslc hass	 (a) 2 blg parts 
(b) 3 blg parts 
(e) four blg parts. 

STOP I I Your teacher wlll tell you when to go on to the 
next part. 
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SELECTION 7: Clrole the letter for the best way to flnlsh 
eaoh sentence. 

36.rhls muslc ls about: 

37.	 If I were walklng to 
thls muslc, I woulds 

38. Thls musl0 moves In: 

39.	 rrhe speed of thls 
musl0 goes: 

40.	 The loudness of thlS 
muslc goes: 

41.	 The mlddle part of 
thls muslc ls 
dlfferent because 
lt ls: 

(a) Falrles 
(b) Glants 
(0) Indlans. 

(8) drag my feet along the floor 
(b) walk on tlptoe 
(0) walk very heavl1y. 

(a) 3' s 
(b) 4' s 
(0) 5's. 

(a) the same all the tlme 
(b) slower, faster. slower 
(c) faster, slower, faster 

(a) louder, softer, louder 
(b) the same all the tlme 
(0) softer, louder, softer. 

(a) louder and faster 
(b) softer and slower 
(0) louder and slower 
(d) softer and faster. 

STOP,t Your teaoher wlll tell you When to go on to the 
next part. 

SELECTION 81 Circle the letter for the best wa.y to flnlsh 
each sentence. 

42. The flrst melody ln 
thls muslcs 

(a) 

(b) 
(c) 

starts ln the mlddle and 
then goes up and down. 
starts hlgh and goes lower. 
starts low and goes higher. 

43. This muslc moves In: (a) 
(b) 
(c) 

3's 
4's 
5's. 

STOPt, Your teacher wl1l tell you when to go on to the 
next part. 
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SELECTION 9: Circle the letter for the best way to finish 
each sentence. 

44.	 The first melody is 
played by the: 

45. This music moves in: 

46.	 This music makes me 
want to: 

47.	 If I were moving 
to this music, I 
would make my 
movements: 

48.	 In the middle part, 
the music is: 

49.	 In the middle part,
the music: 

50.	 I would call 
this musio: 

(a) trumpets
(b) Violins 
(c) tubas. 

(a) 2' s 
(b) 3' s 
(c) 4's. 

(a) maroh 
(b) rock baok and forth 
(c) go	 to sleep. 

(a) small 
(b) middle-sized 
(c) big. 

(a) faster 
(b) slower 
(c) just the same. 

(a) is	 all loud 
(b) is	 all soft 
(0) goes lOUd, soft, loud, soft 
(d) 

(a) 
(b) 
(0) 

goes soft, loud, soft, loud. 

a march 
a lullaby 
a waltz. 
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ATTITUDE QUESTIONNAIRE 

Teacher's Name	 Your Name

DIRECTIONS' Read eaoh sentenoe below. If you feel the 
sentence 1s true for you, put an X under~. If you feel 
that the sentence is false for you, put an X under FALSE. 
If you are not sure, or oan not make up your mind, put an 
X under HQI §.Y!l!. There is no grade for this paper, so take 
time to think and answer as honestlz as you can. 

~ .lli2I ~ FALSE 

1. I	 like to go to musio class. 

l. Musio olass is tun. 

3. Music class is too long. -
4. Musio olass should be longer. 

5.	 I think I have learned a lot
 
about musio this year.*
 

6.	 If I had to give up one reoess
 
a day so that I could have
 
music olass, I wouldn't do it.
 

7.	 Learning to listen to good

musio will help me later in
 
life.
 

8.	 It bothers me for someone to
 
be making noise When I am
 
listening to music.
 

9.	 I don't like to listen
 
to music.
 

10.	 Listening to music is easier 
for me When I know the story
of the composer. 

*On the pretest, this statement read as followsa "I think I 
learned a lot about music last year." 
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24.	 I don't 11ke to slng because I 
don't do lt very well. 

25.	 Everyone can learn to be a better 
slnger than they are rlght now. 

26.	 I 11ke to learn things about how 
to read muslc. 

27.	 I don't see why I need to learn 
to read muslc. I'd rather just
slng and 11sten to records. 

28.	 MOlt musl0 classes are pleasant
and lnterestlng. 

29.	 I llke to plaY' rhythm band 
lnstruments. 

30.	 To me. MUsl0 sounds all pretty
much the same. 

31.	 Hearing music ls part of every
day 11re. 

32.	 I'd llke to llsten to reoords, 
but they are usually too long. 

33.	 I wlsh we oould give more tlme to 
sports and less to musio. 

34. I	 want to learn more about llUf!lc. 

35.	 I llke to slng Bongs I have 
learned at sohool on the 
waY' home. 

36.	 I don't slng songs I have learned 
at school any plaoe else. 

37.	 Sometimes I sing songs I have 
learned at sohool for my parents. 

38.	 Some musio makes me thlnk or 
plotures ln my mlnd. 

TRUE NOT SURE FALSE 

-

-


-
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I!!1l!.
39.	 Some musio doesn't really make 

me think ot anything. 

40. I	 like moving around to music. 

41.	 I would llke to have more ohances 
to make up my own patterns to 
move to musio. 

42. I	 like to make up my own songs. 

43.	 I would like to learn more about 
how to make up my own songs. 

44.	 I like musio and I want to play 
in a band. 

45.	 I know all that I want to 
about musio. 

46.	 I would llke to take part ot our 
time tor musio olass away and 
add lt to reoess time. 

47.	 Moving to music helps me "teel" 
the musio better. 

48.	 I think moving to musio is silly 
and I don't like it. 

49.	 I get embarrassed when we move 
to music. 

50.	 I like "rook and roll" and "twist" 
musio better than the musio we 
have at sohool. 

51.	 "Rook and roll" and "tWist" musio 
is not as good as mUsic we learn 
about in sohool. 

52.	 I think tonettes have been 
interesting and tun.* 

53.	 I think tonettes have helped me 
learn more about music. 

54.	 I don't see why we have to have ton
ettes instead of regular music 
class. 

55.	 I lied when I answered some ot these 
questions beoause I didn't think 
you would like my answers. 

~~ ;;:.;:FAL:.:;:;;,;:;S_E 

-

*On the pretest, this statement read as tollowss "I think 
tonettes Will be interesting and tun." 
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MUSIC SYMBOLS TEST 

Teacher's Name Your Name--------- 
In front of each sign, put the letter which has its correct 

name. 

1.	 ~ A. Eighth Note 

2. ) B. Quarter Note 

3• .....- C. Half Note 

I
4. ~	 D. Whole Note 

5. 1;\	 E. Eighth Rest 

6. J	 F. Quarter Rest 

G. Half Rest7.	 ~ 
8.0	 H. Whole Rest 

2 
l. Bird's Eye9•	 .tt

10.	 ~ J. Treble Clef Sign 

11.	 K. Meter Sign--
12. i	 L. Staff 
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lJ. Which is faster, an eighth not~ or a quarter note? 

14. What is the longest note we have studied? 

Under each note below, write its correct letter name. 
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READING THEMES TEST 

Your Name Teacher's Name -- __ 

Look at the staffs below. Decide which of the followi~g 

songs each one is and write the correct letter in the box 
at the beginning of each staff. 

A. America D. Away in a Manger 

B. Silent Night E. Pop Goes the Weasel 

c. Row, Row, Row Your Boat 

ANSlIJER 

-D'
61Di~~~~\ I ~--r---i3Ji4) 7 ~:; I 

o J\J~~:::;::C::::-;'j~ ~8=j 

D~ .. ~, fflii rRtl~~_~...L-J--....-J;)~ 

o P=Jj I~F" IF § 

o tam) J~?J:-4tDJ MB-H
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BACKGROUND QUESTIONNAIRE 

May 22, 1964 

Dear Parent: 

During this school year, I have been doing research 
on methods of teaching music to fourth graders. It will 
help me evaluate each child's learning if I have the follow
ing information concerning your child's musical background
and his contact with mus10 outside the sohool. It is 
important that I have information on all of my fourth grade
oh1ldren. Thank you. 

Sincerely, 

,q/ J ' 
~"pi-I l f. (. r/"' .. (.<""nr

)j 1/ 

Mr. Va1'1ce Young, Mus10 
Teaoher 

Fourth Grade Child's Name His Age__ 

Teacher's Name 

He (She) has gone to school in Ulysses _ in Kindergarten, 
_ in 1st grade, in 2nd grade, _ in third grade, 
_ only in 4th grade. 

He (She) has taken music lessons on for 
years. (instrument) 

The instrument (s) the child's father plays (or has played)
is (are): 

The instrument (s) the child's mother plays (or has played)
is (are): 

His brothers and sisters play (or have played): 

Including parents, there are in our family. 

Did you sing in a oho1r when you were in high sohool or oollege?
Mother: Yes_ No_ Father: Yes_ No_ 

Does anyone in your family sing in a oho1r now? (Church,
high school, or college) 
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Do you have a T.V. at home? _ Do you ever listen to 
musioal programs on T.V.? Whioh ones?

About how often? _ 

Do you have a reoord player at home? What are some of 
the reoords (or types of reoords) your family enjoys? 

Does anyone in your family sing around the house? (Housework 
or "Shower" singing, singing songs together, etc.) 

Do you have a piano (or organ in your home? Who plays 
it? How often is it used? How is it 
used? (piano music, with singing, ohildren taking lessons, 
playing "by ear," etc.) 

Any additional remarks you feel I might be interested in 
knowing about oontaots your ohild has with musio. Use 
other side if needed. 

THANK YOU 



g XIClN~ddV 
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.1, (lrIJ-IT1itrurrumf!;;
 

From iiIWl)l; left: Timpani .- So,duti. - Xyl.:::tp!1.D!U~ _. •h..'Ietdcp'ho7l.;l _. f:i:;ws drH1?! -- Gl:}{*('r;~pids
 

v'VI,.')oa IJ!odc .- CyrrdJl;J!5 - liNgles or slid!.> - 'Triangle -~ 7'ambc;.;riH~' -- Sm.1.il dnofl,; "'6(
 

*This illustration is a Xerox reproduction from the book by 
Doreen Hall, Teacher's Manual, p. 33. 

"C\~,." iT"""" 17
~.I..~vl1..£.r 

THE ORFF INSTRUfirENTS 



::> XIGN:llddV 
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THE DEMONSTRATION GROUP 

The demonstrat10n group, made up of the ten team 

oapta1ns, was organ1zed as the result of a request made by 

the Mus10al ~~ of Ulysses, Kansas (where th1s researoh 

was oonduoted). The olub 1s made up of looal 'Women ot 

var10us ocoupat1ons who enjoy mus10 and des1re to further 

the1r knowledge and share the1r 1nterests. When the olub 

learned that an eduoat10nal exper1ment 1n mus10 was be1ng 

oonduoted 1n the sohools, they requested that the 1nvest1

gator prov1de a program to expla1n the Ortf method. The 

demonstrat10n group was then formed and praot10ed outs1de 

of olass t1me to prepare a program. 

The faot that a demonstrat10n group had been organ1zed 

and that a prepared program was ava1lable led to other re

quests for s1m1lar programs. The performances of the 

demonstrat10n group were as follows: 

Organizat10n Looat1on Date-
i-1us1cal Arts Club Ulysses, Kansas February, 1964 

Kansas State Teachers 
College Empor1a, Kansas April, 1964 

Rotary Club Ulysses, Kansas May, 1964 

Kansas f1usio Educators 
Assooiation held 1n 
oonjunction With the 
div1sional meet1ng 
ot the Kansas State 
Teaohers Assoo1ation Garden City,

Kansas 
November, 1964 

Parent-Teacher Assooiat1on Ulysses, Kansas April, 1965 
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Th1s demonstrat1on group was not a part of the 

1ntended study. The 1earn1ng results of th1s group were not 

used 1n the data compar1ng the control class and the exper1

mental class because the group was much smaller than e1ther 

of the classes and because the ch11dren 1n the demonstrat1on 

group had rece1ved many add1t1ona1 hours of 1nstruct1on and 

help. The demonstrat1on group, however, d1d prov1de the 

1nvest1gator w1th 1nva1uab1e 1nformat1on conoern1ng the 

effect1veness of the Orr! method when used 1n a smaller group 

than the rather large exper1mental olass. 


