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The target course for my study was TH142/Musicianship II, offered in the fall semester of 2005.  Musicianship II is the second course in a three-course sequence required of all undergraduate music majors.  Most incoming freshmen (usually 60-70%) are not ready to begin a college-level musicianship sequence and must first complete TH045/Introduction to Musicianship, a one-semester “pre-college” course.  Typically, then, most students take Musicianship II during the first semester of the sophomore year.  In the target section of this course, 34 students were enrolled—26 sophomores, 5 freshmen who had AP credit for Musicianship I, 2 juniors, and 1 graduate student who needed significant review in this area.

Musicianship II consists of three one-hour meetings per week in a traditional classroom, and the maximum enrollment for each section is 39 students.  Each section of musicianship also has three lab sections that meet for ninety minutes in an electronic keyboard classroom, and the maximum enrollment for each lab is 13 students.  Students receive four credits for the 4.5 hours of instructional time.  A fully enrolled section of musicianship accounts for 7.5 hours of an instructor’s teaching load.

All three of the core musicianship courses emphasize the acquisition of the basic musicianship skills and the theoretical knowledge needed by all musicians.  The material covered in the three musicianship courses includes music theory (harmony, form, and counterpoint), aural skills, sight singing, rhythmic performance, and keyboard harmony.  Most undergraduate music programs require specific courses in each of these areas.  Rather than courses that specialize and focus on a particular skill or body of knowledge, in the musicianship sequence we emphasize the integration of skills and concepts.


Because Musicianship II is part of a course sequence taught by all department members and the fact that most students will not have the same faculty member for all three (or four) musicianship courses, the MCHaT Department has established standards for each musicianship course.  These standards have been elaborated as “outcome goals”—specific concepts students should understand and specific skills students should have acquired by the end of each of the courses.  I have included the Department Standards for all of the musicianship courses in Appendix A; the standards for Musicianship II are on the third page of Appendix A (see page 9).

As you can see, the goals for this course are complex.  We are attempting to teach a significant amount of conceptual information and apply that information in a number of skills.  The area of the course that I address in my study is the skill of harmonic dictation.  Typically, a chord progression of six to fourteen chords is played on the piano, and the students must notate the melody, the bass line, and the chords that are played.  A typical harmonic dictation from the end of Musicianship II is shown in Appendix B (see page 11).  A completely correct student response is also shown in Appendix B, along with the evaluation criteria that I use in my class.

The skill of harmonic dictation is often difficult to teach, because when there are problems, the instructor is often unsure exactly where they occur.  The problem could be one of memory—the student is simply unable to remember the progression.  The problem could be in the “translation” from memory to paper—the student remembers the progression and understands what is occurring, but is simply unable to translate that knowledge to musical notation.  The problem could be that the student does not understand the harmonic concept, but if the harmonic concept were understood would have no difficulty translating it into musical notation.  Students might also make the task more difficult for themselves by neglecting to make a connection between the conceptual materials studied in class and the fact that the harmonic dictations contain direct aural applications of those materials.

I decided to focus my study on the last problem mentioned above.  I wanted to determine if I could develop more specific teaching strategies to emphasize the connection between the conceptual harmonic material that we were studying in class and the aural recognition of those concepts in harmonic dictation exercises.  The specific goal of my project was to improve student performance in the area of harmonic dictation through specific drills on Blackboard.  I suspected that some students were not performing well in that area because they were not consistently making connections between the written exercises completed for the class and the harmonic dictation aural drills.  I was greatly influenced by the chapter on “How Experts Differ from Novices” in the book How People Learn.
  In taking harmonic dictation, novices often think of individual chords rather than in larger harmonic “chunks.”  An expert in harmonic dictation would be considering a much smaller number of harmonic possibilities because of a familiarity with specific harmonic contexts.  In a way, my goal was to help students behave (or at least to begin to behave) as experts in the field in this particular skill.  

My twenty-five years of teaching harmonic dictation gave me some good information about the types of mistakes students typically make and where those mistakes occur.  In order to acquire more specific information about the class the target class, I analyzed the types of mistakes in two collected harmonic dictation drills.  Both of these drills and the data collected can be found in Appendix C (see pages 12-13).  In the first drill, given on October 28, 2005, I collected data for four different harmonic “chunks”—the opening gesture (chords 1-3), the half cadence in measure 2 (chords 5-7), the mid-phrase deceptive resolution of the dominant (chords 8-10), and the final cadence (chords 12-14).  I have indicated in Appendix C some of the types of incorrect responses, and for my own use, I tried to distinguish between incorrect responses that indicated correct thinking and incorrect responses that indicated misconceptions.

Based on the collected data, I designed four harmonic dictation drills posted on Blackboard; students had two weeks to complete these drills, each one taking no more than 15 minutes to complete.  Each drill consisted of seven or eight questions.  The first three or four questions in each drill addressed a particular harmonic “chunk” through questions about harmonic concepts, but without any sound.  The final three or four questions connected the theoretical concept addressed in the first set of questions with aural stimuli.  In the first two harmonic dictation drills, the aural stimuli were limited to the three-chord “chunks” addressed in the questions.  The focus of these two drills was phrase beginning harmonic gestures.  In the third and fourth harmonic dictation drills, the aural stimuli began with the three chord “chunks” and then lead to hearing those (and previous) three chord “chunks” in a larger harmonic context.  The focus of the last two drills was phrase ending harmonic gestures. 

In the design of these problems, one of most important classroom assessment techniques (CATs) was the Misconception/Preconception Check.
  The first three or four short multiple-choice questions were designed to enable me to see if the student understood a particular harmonic concept.  The several short aural exercises that address the application of the specific harmonic concept were designed to allow me to determine if calling the student’s attention to that concept improved the ability to hear it.  Once the student completed all of the questions, she received detailed results, which included her answers, the correct answers, feedback for the questions, and the final score.  The student received feedback for each question, whether the given answer was right or wrong.  If the answer was correct the feedback elaborated on why the answer was correct.  If the answer was incorrect, the feedback explained why the answer was wrong and why the correct answer was a better choice.  My goal was to attempt to correct any student misconceptions and reinforce all student correct thinking.

Harmonic Dictation Drill #1:  Opening harmonic gesture involving a tonic prolongation with soprano and bass voice exchange.  The goal is for the students to limit their choice for the second chord to V@ or viiø­ and practice in distinguishing between the two.

Harmonic Dictation Drill #2:  Opening harmonic gesture involving a tonic prolongation with the bass moving down by leaps (do-la-mi).  The goal is for the students to limit their choice for the second chord to IV­ or vi and practice in distinguishing between the two.

Harmonic Dictation Drill #3:  Cadential harmonic gesture involving a bass moving from a repeated dominant pitch to the tonic.  The goal is for the students to limit their choice for the first two chords to V@~! or V°——‡ and practice in distinguishing between the two.

Harmonic Dictation Drill #4:  Cadential harmonic gesture involving the bass motion fa-sol-do.  The goal is for the students to limit their choice for the first chord to IV or ii­ (or perhaps ii#) and practice in distinguishing between the various choices.

I have included some statistics for the BRIDGE target course in Appendix D (see page 14).  There seemed to be a positive student reaction to the drills; 80% of the students completed all four of them.  Six students attempted none of the drills; those six included the three students who failed the course.  In both groups, those who completed the Blackboard exercises and those who did not, some students’ grades improved and some did not.  Disregarding the unusual cases, there did not seem to be a significant difference in the two groups.  I decided to compare this class to a previous Musicianship II class.  Looking over my records for the Musicianship II class that I taught in the fall semester of 2003 enabled me to compare the harmonic dictation progress of the two groups.  In 2003, I had collected five harmonic dictation grades, so I compared the averages of the first three with the averages of the second three.  The comparison of the results in these two classes can be found in Appendix E (see page 15).  As you can see, the harmonic dictation progress is very similar between the two groups, suggesting that the Blackboard exercises had little effect.


The table at the bottom of Appendix D (see page 14) shows the results of specific passages found in the last two harmonic dictation exercises that I collected.  In harmonic dictation #5, there were four three-chord passages that were directly related to the Blackboard drills.  In harmonic dictation #6, there were two three-chord passages that were directly related to the Blackboard drills.  That table shows that a very high percentage of the students who completed the Blackboard exercises notated those passages correctly or made minor “logical” errors as opposed to making errors in those passages.  Since I have never kept this type of detailed log of errors in previous classes, I have, at this point, no way of knowing if this improvement is normal.  But based on the two harmonic dictation exercises that I analyzed for types of errors students typically made and the final two harmonic dictations collected, student responses in these passages improved dramatically.


Based on my analysis of the students’ work and the student response to the drills, I think that they did make a difference—both in student performance and, more importantly, in the way students approached harmonic dictations exercises.  I suspect that dramatic changes in numbers did not appear because changes in the approach students have in a skill such as this take time to develop.  My next goal is to refine the drills I wrote during my BRIDGE project and to extend these types of Blackboard drills for Musicianship I and Musicianship III.

APPENDIX A:

Music Composition, History, and Theory Department

Westminster Choir College of Rider University

Musicianship Courses:  Department Standards

TH045/Introduction to Musicianship

Concepts 
By the conclusion of the course, students should be able to:

Identify and construct any major or minor key signature.

Identify and construct any major scale and any minor scale (in any form).

Notate with correct beaming rhythms in simple and compound meters with the eighth note or the dotted eighth as the unit of beat.

Identify and construct any simple or compound interval.

Identify and construct any triad in any inversion given either the root or the bass.


Skill Topics
By the conclusion of the course, students should be able to:

Sing primarily step-wise diatonic major & minor melodies notated in treble and bass clefs with some chordal skips within the tonic and dominant triads.  Sing a major scale and all three forms of the minor scale.

Perform rhythms in simple or compound meter with the quarter note or dotted quarter note as the unit of beat employing note values up to the sixteenth note, but excluding the use of the dotted eighth note

Perform at the keyboard:

· any pitch in the correct octave

· any major or minor scale (all three forms of the minor scale)

· any interval

· any major, minor, diminished, or augmented triad in root position, first inversion, or second inversion

Identify aurally:

· major or minor scale (all three forms)

· intervals

· triads in root position

Take down in dictation melodies similar to those being sung

TH141/Musicianship I

Concepts 
By the conclusion of the course, students should be able to:

Complete part-writing and analysis exercises using the following triads:

· I (i):  root position, first inversion, and passing @
· ii (iiø):  root position (only ii), first inversion, and passing @
· IV (iv):  root position, first inversion, and pedal @
· V:  root position, first inversion, 

passing @, and approached by the cadential @
· vi (VI):  root position only

· viiø:  first inversion only

Complete part-writing and analysis exercises using the following seventh chords:

· ii¶  (ii¶Ø):  root position and first inversion

· IV¶  (iv¶ ):  root position only

· V¶ :  root position and all inversions

· vi¶  (VI¶ ):  root position only

Identify and construct:

· diatonic cadences (perfect authentic, imperfect authentic, deceptive, half, & plagal)

· phrase relationships (period and phrase groups—parallel vs. contrasting and symmetrical vs. asymmetrical)


Skill Topics
By the conclusion of the course, students should be able to:

Sing diatonic major & minor melodies notated in treble, bass, or alto clefs with chordal skips from any diatonic triad.

Perform rhythms in simple or compound meter with the quarter note or dotted quarter note as the unit of beat

· employing note values up to the sixteenth note

· employing borrowed beat divisions (triplets in simple meter and duplets in compound meter)

Perform at the keyboard:

· prepared diatonic progressions involving the following chords:  I, (i), ii (iiø), IV (iv), V, & viiø, for example:

I Å IV@ Å I  Å vii§ø Å I§ Å ii§ Å V@~! Å I

· prepared score reading exercises involving:

· three or four parts with treble, alto, and bass clefs (such as a string quartet)

· pairs of voices from an orchestral score with the same clefs as above and transposing instruments

Take down in dictation (from both keyboard and recordings of literature)

· harmonic progressions similar to those played at the keyboard

· melodies similar to those being sung

· non-modulating phrase relationships and cadences

TH142/Musicianship II

Concepts 
By the conclusion of the course, students should be able to:

Complete part-writing and analysis exercises using:

· all diatonic triads and seventh chords

· all secondary dominant function chords (secondary dominant triads, secondary dominant seventh chords, and secondary leading tone triads and seventh chords)

· chromatic chords created via modal mixture

· all augmented sixth chords (in their most typical use as approaching the dominant)

· the Neapolitan triad (in its most typical use as approaching the dominant)

Identify and construct:

· cadences in keys other than the tonic

· modulating phrases

Complete part-writing and analysis exercises using the following forms:

· binary form

· ternary form

· rounded binary form

Complete part-writing and analysis exercises involving modulations to closely related keys.


Skill Topics
By the conclusion of the course, students should be able to:

Sing chromatic major & minor melodies notated in treble, bass, alto, or tenor clefs with chordal skips from any chromatic chord studied.

Perform rhythms in simple or compound meter with the eighth note, dotted eighth note, quarter note, dotted quarter note, half note, or dotted half note as the unit of beat

· employing note values up to the subdivision of the beat

· employing borrowed beat subdivisions (sextuplets in simple meter and quadruplets in compound meter)

Perform at the keyboard:

· prepared progressions involving all diatonic chords (such as the descending fifth progression) and selected chromatic chords (secondary dominants, augmented sixth chords, and the Neapolitan triad)

· prepared progressions demonstrating modulations to the dominant of a major key and the relative major of a minor key

· prepared student-composed periods

· prepared score reading exercises involving:

· four parts with treble, alto, tenor, and bass clefs (such as a string quartet)

· two to four instruments from an orchestral score with the same clefs as above and transposing instruments

Take down in dictation (from both keyboard and recordings of literature):

· harmonic progressions similar to those played at the keyboard

· melodies similar to those being sung

· modulating phrases and cadences in another key

· forms of pieces in binary, ternary, and rounded binary form

TH241/Musicianship III

Concepts 
By the conclusion of the course, students should be able to:

Complete part-writing and analysis exercises using:

· all chords from previous Musicianship courses

· chromatic embellishing chords (such as the common-tone diminished seventh chord) 

· diatonic alterations of the dominant chord (Vsub6 and V‡sub6) 

· chromatic alterations of the dominant chord (V±, V¬‡Š , and VÐ‡Š )

· later nineteenth century use of

· modal mixture

· augmented sixth chords

· the Neapolitan triad

Complete analysis exercises using the following forms:

· sonata form

· rondo form

· theme and variations

Complete part-writing and analysis exercises involving modulations to distant keys.

Understand the following contrapuntal techniques:

· canon (of various types)

· invention

· fugue

· real vs. tonal answers

· stretto

· motivic manipulations

· augmentation

· diminution

· contrary motion (inversion)

· retrograde


Skill Topics
By the conclusion of the course, students should be able to:

Sing chromatic major & minor melodies notated in treble, bass, alto, or tenor clefs with chordal skips from any chromatic chord studied and non-chordal skips.  Emphasis should be placed on melodies from both vocal and instrumental literature.

Perform rhythms:

· in asymmetrical meters combining eighth note with dotted eighth note beats, quarter note with dotted quarter note beats, and half note with or dotted half note beats

· involving changing meters

Perform at the keyboard:

· prepared melody harmonizations involving both student harmonized melodies and lead-sheet-type harmonizations

· prepared score reading exercises involving excerpts from orchestral scores with multiple clefs and transposing instruments

Take down in dictation (from both keyboard and recordings of literature):

· harmonic progressions involving more chromatic harmonies

· melodies similar to those being sung

· modulating phrase relationships and cadences

More emphasis is placed on:

· aural recognition of larger forms (sonata and rondo)

· aural responses to harmony, melody, and form of examples from literature

APPENDIX B:

Typical Harmonic Dictation Exercise at the End of Musicianship II

The student hears:
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The correct student response:
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Evaluation Criteria:
Evaluation criteria for each chord:

· Is the soprano pitch correctly notated?  [1 point each]

· Is the bass pitch correctly notated?  [1 point each]

· Is the chord correctly identified (both Roman numeral and inversion symbol)?  [3 points each]

Additional evaluation criteria:

· Partial credit is awarded for the correct chord in an incorrect inversion.

· Partial credit is awarded for an incorrect chord, but a correctly identified harmonic function.

· No partial credit is awarded for incorrect pitches unless the dictation involves a modulation and the student notates the correct outer voice relationship in the wrong second key.
APPENDIX C:

Harmonic Dictations Used to Collect Data

Preliminary Data:  Below are the two collected (and graded) harmonic dictation drills given in the target class.  I used these dictation drills to collect some preliminary data about some of the specific problems students frequently encounter in such drills.  The first drill was given on October 28, 2005, and 26 students attended class that day.  I collected data for four different harmonic “chunks”—the opening gesture (chords 1-3), the half cadence in measure 2 (chords 5-7), the mid-phrase deceptive resolution of the dominant (chords 8-10), and the final cadence (chords 12-14).
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The Opening Gesture (chords 1-3):  The first three chords strongly suggest an opening tonic prolongation through a voice exchange beginning on a root-position tonic triad and ending on a first-inversion tonic triad.  The expert listener would focus on the middle chord to determine if it was a first-inversion leading tone triad (as in the example) or a second-inversion dominant triad.  The student responses can be summarized as follows:

viiø­ (correct)


4

V@  (correct thinking)

9

V$  (almost correct thinking)
2

viiø!; V!; V­ (some confusion)
3

ii  (incorrect thinking)

5

other wrong answers

3

The Half Cadence (chords 5-7):  The repeated subdominant pitch followed by the dominant pitch in the bass and the rhythm of measure two strongly suggests a half cadence.  The chromatic f-natural in the second chord (formed by modal mixture) made this passage slightly more difficult.  The student responses were as follows:

correct response
s

8

incorrect responses

18

The Mid-phrase Deceptive Resolution of the Dominant (chords 8-10):  The bass motion from the dominant pitch up by step strongly suggests a deceptive resolution to the submediant triad.  The chromatic f-natural in the third chord (formed by modal mixture) made this chord progession slightly more difficult.  The student responses were as follows:

completely correct

6

vi rather than ßVI (correct

thinking; detail missed)
3

missed I or V
4

other mistakes
13

The Final Cadence (chords12-14):  The final bass motion of the dominant pitch descending to the tonic pitch strongly suggests a final authentic cadence (V--I).  The chromatic d-sharp (rather than the diatonic d-natural) in the first chord (and the secondary dominant implied by this pitch) made this passage slightly more difficult.  The student responses were as follows:

completely correct response
5

function correct
 (indicating

correct thinking)

6

incorrect response

15

The second drill was given on November 14, 2005, and 29 students attended class that day.  I collected data for three different harmonic “chunks”—the opening gesture (chords 1-3), the deceptive cadence in measure 2 (chords 5-7), and the final cadence (chords 9-11).
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The Opening Gesture (chords 1-3):  The first three chords strongly suggest an opening tonic prolongation beginning on a root-position tonic triad and ending on a first-inversion tonic triad.  The expert listener would focus on the middle chord to determine if it was a first-inversion subdominant triad (as in the example) or a root-position submediant triad (which the soprano pitch indicates is impossible).  The student responses can be summarized as follows:

completely correct responses

14

incorrect responses


15

i V‡ i

4

i  ii$  i­

2
i  V‡/iii iii

1

i  iv  viiø/V

1
i  viiø­  i­

1

i  ii$  N­

1

i  iv­  V

2

i  viiø@  i­

1

i  ii@  i­

1
i  ( )  i­

1

The Deceptive Cadence (chords 5-7), and the Final Cadence (chords 9-11):  Because both of these cadences involve the cadential @ chord moving to the dominant triad before its resolution to either the submediant triad (in measure 2) or the tonic triad (in measure 4), I wanted to compare how individual students performed on both cadences.  The student responses were as follows:

both cadences completely correct
17

first cadence partially wrong; 

second cadence correct

6

first cadence completely correct;

second cadence partially wrong
1

first cadence completely wrong;

second cadence completely correct
5

APPENDIX D:

Some Preliminary Statistics

· Of the 34 students who began the semester:
· 4 students withdrew from the class.
· 30 students completed the class, with the following grade distribution:
· A/A-
7
· B+/B/B-
11
· C+/C/C-
7
· D
2
· F
3
· Of the 30 students who completed the class:
· 24 (80%) attempted all four Blackboard drills.
· 6 (20%) attempted none of the Blackboard drills.
· Of the 24 students who attempted all four Blackboard drills
:
· 10 students had harmonic dictation averages increase by 4.6 points.
· 14 students had harmonic dictation averages decrease by 7.5 points.
· Of the 6 students who attempted none of the Blackboard drills1:

· 2 students had harmonic dictation averages increase by 18.4 points.

(Ignoring the one unusual case, the increase was 5.2 points.
)

· 4 students had harmonic dictation averages decrease by 31 points.

(Ignoring the one unusual case, the decrease was 8.33 points.
)

· 3 students had harmonic dictation averages above 96%.  These students may have assumed they did not need the additional drills.

· Results of the last two collected Harmonic Dictation Exercises comparing the students who completed the Blackboard drills (BB) and those who did not (BB) in the harmonic “chunks” that relate directly to specific Blackboard drills:

	
	Harmonic Dictation #5
	Harmonic Dictation #6

	
	BB Drill #2
	BB Drill #3
	BB Drill #1
	BB Drill #3
	BB Drill #1
	BB Drill #3

	
	BB
	BB
	BB
	BB
	BB
	BB
	BB
	BB
	BB
	BB
	BB
	BB

	Perfect
	8
	1
	7
	2
	10
	2
	20
	4
	12
	2
	11
	2

	Logical error
	2
	0
	13
	1
	4
	2
	2
	0
	6
	2
	12
	2

	Wrong
	12
	3
	2
	1
	8
	1
	0
	0
	5
	0
	0
	0

	Missing
	2
	2
	2
	2
	2
	2
	2
	2
	1
	2
	1
	2


APPENDIX E:

BRIDGE Target Musicianship II Class (Fall 2005)

Compared to a Previous Musicianship II Class (Fall 2003)

BRIDGE Class (Fall 2005)

· Of the 34 students who began the class:

· 4 students withdrew.
· 30 students completed the class, with the grade distribution:

· A/A-
7
· B+/B/B-
11
· C+/C/C-
7
· D
2
· F
3

· Of the 30 students completing the course:

· 2 (7.6%) students had insufficient or unusual data
· 11 (36.7%) students had harmonic dictation averages increase by 4.3 points.
· 17 (56.7%) students had harmonic dictation averages decrease by 7.65 points.


Previous Class (Fall 2003)
· Of the 39 students who began the class:
· 7 students withdrew.
· 32 students completed the class, with the grade distribution:
· A/A-
6
· B+/B/B-
8
· C+/C/C-
10
· D
6
· F
2
· Of the latter 32 students completing the course:
· 3 (9.5%) students had insufficient or unusual data
· 12 (37.5%) students had harmonic dictation averages increase by 6.9 points.
· 17 (53%) students had harmonic dictation averages decrease by 9.5 points.
� John D. Bransford, Ann L. Brown, and Rodney R. Cocking, editors, How People Learn: Brain, Mind, Experience, and School, Washington, DC: National Academy Press, 1999: 19-38.


� Thomas A. Angelo and K. Patricia Cross, Classroom Assessment Techniques: A Handbook for College Teachers, 2nd ed., San Francisco:  Jossey-Bass Publishers, 1993: 132-137.


� The averages of the first four collected dictation exercises were compared to the averages of the last two collected dictation exercises.  For students who did not complete all of dictation exercises, the average is that of the completed exercises.  (For the purposes of determining the harmonic dictation average for the student’s course grade, any missed harmonic dictation exercise would have received a grade of 0.)


� The unusual case:  Student average increased from 56.5% to 88%.  The first average was based on two dictations—18% and 95%.  The first score resulted from the student arriving to class late and missing several hearings of the dictation.  If the first score is deleted, the student’s average actually decreased by 7 points.


� The unusual case:  Student average decreased from 99% to 0% because the student was not in class for the final two dictations.





PAGE  

