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Research and Analysis Guidelines (2019)
IMPORTANT NOTE
It is extremely important that you attend the Pre-Workshop or view the video if you are unable to attend.  In addition to answering questions, the information given during this workshop, will save you extra time and work and keep you from redoing required work during the course.

We will use and refer to:
1. Lund, Floice R. Research and Retrieval: Music Teachers Guide to Material Selection and Collection.  Westborough, MA: Canto Pro Press, 1980, Second Edition
2. Turabian, Kate L.  A Manual for Writers of Research Papers, Theses, and Dissertations: Chicago Style for students and researchers; revised by Wayne C. Booth, Gregory G Colomb, Joseph M. Williams, and the University of Chicago Press editorial staff–Ninth Edition. Chicago and London: The University of Chicago Press, 2018
3. Epstein, Mary A. and Jonathan C. Rappaport. The Kodály Teaching Weave, Volume 2: Song Analysis; Forms and Definitions. Westborough, Massachusetts: Pro Canto Press, 2011

1. Absolute Pitch Names and Solfeggio
a. When using solfa syllable short hand always use lower-case letters, this helps avoid confusion with Absolute Pitch Names.
i. s,l, drm sl d’r’m’
ii. note the use of subscript when the solfa is below the primary do and the use of superscript when it is the octave do and above.
b. When using Absolute Pitch names always use upper-case letters
i. Use absolute pitch names for CSP “comfortable starting pitch”
ii. It is important to use the correct octave for the starting pitch.  For children, the CSP, when possible, should keep the range of the music between D and D’ (D4 and D5)
iii. Middle C through B (C4 through B4) will not include a superscript nor a subscript. For the octave above middle C use a single superscript– C’ through B’ (C5 through B5).  For the octave below middle C use a single subscript– C, through B’ (C3 through B3).  Please refer to staves below.
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2. Scales – for a more thorough explanation, please refer to: Epstein, Mary A. and Jonathan C. Rappaport. The Kodály Teaching Weave, Volume 2: Song Analysis; Forms and Definitions. Westborough, Massachusetts: Pro Canto Press, 2011 
a. Pentatonic – a gapped scale of five notes, such as: drm  sl
b. Pentatonic trichord-three contiguous notes in the pentatonic system.  For example:
i. so, la,  do (re mi)
ii. la,   do re (mi  so)
c. Pentatonic tetrachord for example:
i. so, la,  do re (mi)
ii. la,  do re mi  (so)
d. Pentatonic extended – a pentatonic scale containing a pitch repeated at the octave: drm  sl d’ or l, drm sl (can also have extensions of other scales)
e. The term Hexatonic is incorrect (Epstein and Rapport page 4).  Instead use:
i. do pentatonic with fa or ti
1. if the fa or ti are passing tone
ii. do hexachord
1. six contiguous notes when fa or ti are prominent.  Example;
a. s,l,  d re mi fa
f. Diatonic – a scale of seconds usually of seven different tones, such as; drmfslt
i. This includes Trichords, Pentachords, Hexachords and the modes
g. Pentachord – a scale of contiguous notes within any scale pattern, tritonic, pentatonic or diatonic, such as: l,t,d r or drmfs
i. use of prefixes, such as; bichord–d r, trichord–rmf, tetrachord–mfsl, pentachord–drmfs, and hexachord–mfsltd’
h.  modes–diatonic scales use seven tones.  There can also be incomplete scales-
i. Ionian Mode or Major scale
	do–re–mi-fa–so–la–ti-do’
a. incomplete major example written as major scale without re
	do–(re)–mi-fa–so–la–ti-do’
ii. Dorian Mode
	re–mi-fa–so–la–ti-do’–re’
	la,–ti,-do–re–mi–fi-so–la
iii. Phrygian Mode
mi-fa–so–la–ti-do’–re’–mi’
la,-ta,–do–re–mi-fa-so-la
iv. Lydian Mode
fa–	so–la–	ti-do’–re’–mi’-fa'
do–re–mi–fi-so–	la–	ti-do’
v. Mixolydian Mode
	so,–la,–ti,-do–re–mi-fa–so
	do–re–mi-fa–so– la-ta–do’
vi. Aeolian Mode-natural minor
	la,–ti,-do–re–mi-fa–so–la
1. Aeolian Mode-“harmonic” minor
la,–ti,-do–re–mi-fa––si-la
2. Aeolian Mode “melodic” minor
	la,–ti,-do–re–mi–fi-si-la (ascending, descending is natural minor)	
vii. Locrian Mode (rarely exists)
	ti,-do–re–mi-fa–so–la–ti

3. Melodic Form used for level III.  The same system can be used for rhythm analysis.  However, in level III the main concern is analyzing the melodic form, which is informed by rhythm
a. Each phrase is identified with a capital letter; such as the rondo form:
i.  A B A C A D A
b. Variations, sometimes referred to as variants, are identified with a subscript “v”.  additional variations can be written “v2” etc. (i.e. A Av Av2 B Bv)
c. Sequences or changes of the 4th, 5th etc. are shown using the appropriate number as a superscript (i.e. A A5 A4 B B4) not as a variant
d. Lower case letters can be used under upper case letters or in parenthesis next to the upper-case letters to identify motifs.  This can be especially helpful in identifying variants.  i.e.: 
A	Av	B	Av
ab	ac	de	ac

OR:
A (ab) Av(ac) B(de) Av(ac)

4. Special assignments It is very important that you attend the Pre-Workshop or view the video if you are unable to attend.  During the Pre-Workshop the following assignments will be explained, and examples will be given.  Attending will help you understand what and why we do them.  Please do not use the examples given at the workshop as your own work.  You will also want to refer to the syllabi for this course.
a. Long Songs
b. African American Song Transcription
i. Not a copy of someone else’s transcription
c. Variant
i. Variant versus Variation
1. Part of the purpose of this project is to remind you that true folk music varies because it is an oral tradition.  It is one of the ways in which we check the authenticity of a song.  Check out what Floice Lund has to say on pages 10-16
2. Lyric changes often cause variations in rhythms and pitches
a. Lyrics can even cause the piece to be written in minor and still not be used as a variant for this project
3. The Variant must be related by more than the title
ii. A good resource for variants is: Sharp, Cecil J. English Folk Songs from the Southern Appalachians Volumes 1 & 2 
d. Art Music
i. Examples can be found in Appendix F in Eisen, Ann and Lamar Robertson. An American Methodology. Lake Charles, Louisiana: Sneaky Snake Publications, second edition.
ii. You are welcome and encouraged to find your own source.  Check out Julliard Repertory Library.  Cincinnati, Ohio: Canyon Press Inc., 1970
1. Note there is no author, editor or collector so this citation is listed in this manner




Completing Level III Analysis Forms

1) Ethnic origin
a) Based on source material or research
b) Leave blank if unknown
c) For composed songs, including Art Music–include composer, (dates), country, Era– Romantic, Baroque, etc.
d) For the African American Song Transcription list performer, where performed and ethnic origin
2) Metronome MM–Maelzel Metronome–tempo marking
a) PMM–performance tempo (teaching tempo could be slower)
b) SMM–source tempo
3) Starting pitches
a) CSP Comfortable Starting Pitch – the best pitch for the students-this is your idea-trying to keep the music within range between D and D’ (D4 and D5) when possible
b) SSP Source Starting Pitch – the pitch as listed on your source.  Some collections list a CSP-that is what you place here, for collection with no CSP, use the written starting pitch of the music
4) Stick Notation for all songs, and Staff Notation for any music not provided; Long Songs, Variant, Art music and African American Song Transcription
a) You may use a music writing program such as Finale or Sebelius
b) Stick notation note heads are used only for half notes and longer duration.
c) If you choose to write by hand it is recommended that you use a ruler to keep your measures equal in length, and to keep staff and bar lines straight
i) NOTE: it has been demonstrated that when you hand write stick and/or staff notation, you actually learn/memorize the music in a different, deeper way.  This is especially true since most people say the solfege/rhythms/words in their head as they write.
d) Whether you use a notation program or write by hand, the Stick and Staff Notation bar lines must line-up.  This is especially important for anacrusis (up beats).
e) Do use “actual” rest notations not a “Z”.  At this point your students will know the rest sign as seen in written music.
f) Staff Notation for any music not provided; Long Songs, Variant, Art music and African American Song Transcription
i) Long Songs, Variant (both the variant and the “original”), and Art Music 
(1) provide an original copy and a copy transposed to G Major
ii) African American Song Transcription 
(1) the key in which it was originally sung and a copy transposed to G Major
iii) Provide stick notation for all as well


Song Analysis
1) Tone Set: list of solfa lowest to highest-circle tonal center-often the last note
a) In the case of Rounds, Art Music and African American Song Transcription-the last pitch is often not the tonal center.  For example, the round “London’s Burning” Bolkovac, Edward and Judith Johnson. 150 Rounds for Singing and Teaching. Boosey & Hawkes, 1966. 33.
i) G = do.  But the last note is B = mi.  This round is in Major; s,  d r mf s.  It is not in Phrygian.
(1) We must not only look at the key signature but also the last note and the ending chord.  We must discover the implied harmonic structure
(2) When in doubt sing all of the music then sing what you perceive to be “home” the tonal center
b) It is vital to find the tonal center or “home”, since this will also affect your scale analysis. Since the last note in the example above is mi one could conclude that the scale would be s,  d r mf s with scale as phrygian.  When it should be s,  d r mf s with scale as major or ionian
c) Be aware that the Wichita course requires you to write your music in G Major.  This may cause you assume an inaccurate home or tonal center.  Always use your ear, not your eyes.
i) When you have to write out a song remember to place it in G major.  
(1) Some sources write the music beginning on a comfortable starting pitch.  These must be transposed to G major
(a) Example: Erdei, Ida, Faith Knowles, and Denise Bacon, editors. My Singing Bird; 150 Folk Songs from the Anglo-American, African-American, English, Scottish and Irish traditions.  The Kodály Center of America, 2002.
(2) Some sources write the music to end on G.  These must be transposed to G major.
(a) Example: Erdei, Peter, ed. and Katalin Komlos, collector.  150 American Folk Songs to Sing, Read and Play.  Boosey & Hawkes, 1974 
(b) All songs ending on G (not G Major).  “This makes it easier to compare their melodic elements, and to find similarities and difficulties.” Erdei page VII.  
2) Scale: list the scale
a) This can be more complicated in the case of Art Music
3) Form
a) These can be more complicated in the case of Art Music
i) Think Big picture
4) Rhythm list:  a list of all rhythms usually written in teaching sequence
5) Other: among other items, this may be a list of other analysis:  2 to 8-Part (voice) Canon @ 4 beats, 5 measure phrases, Tonal mirror sequence at the 5th, 1st phrase outlines a diminished chord, etc. 


Classroom use
1) Will be given to you during class.  You may not want to fill any of this in until we go over it during class.
a) The melodic list and rhythmic list that will be used for the classroom
b) Other could be time signature, sequences, anacrusis (upbeat), repeats, beauty, game, partner songs, quodlibet, etc.


Source
g) Listing the source-the Citation
(1) Source Book citation/reference–use Kate Turabian, A Manual for Writers of Research Papers, Theses, and Dissertations.  We will use our book sources as collections, rather than as anthologies, so refer to Turabian: Citation Practices, Chapter 15; Citation Specifics, Chapter 17
h) Basics-Turabian 16.1
(1) Author last name, first.  Title of book: Subtitle of Book. (underline in place of italics). Place of publication: Publisher’s Name, Date of Publication or Copyright. Page number(s)
(2) Two or more authors: Author last name, first and Author first name last name, and first name last name. Title of book: Subtitle of Book. (underline in place of italics). Place of publication: Publisher’s Name, Date of Publication or Copyright. Page number(s)
(3) One source quoted in another, for example An American Methodology lists sources.  Cite as “quoted in”.  Example for the song “When I Was a Young Girl”
(a) Erdei, Peter and Katalin Komlos. 150 American Folk Songs to Sing, Read and Play.  New York, NY: Boosey & Hawkes, 1973. 82.  Quoted in Eisen, Ann and Lamar Robertson.  An American Methodology. Lake Charles, Louisiana: Sneaky Snake Publications, second edition. 404
(b) This is only an example.  In this case, your correctors would not accept this as your final answer, since the 150 American Folk Songs to Sing, Read and Play, is available to you, you would be expected to find the song in the original source and cite it as a source.  
i) Primary Sources (three listed below)-this is what would be the best source-note we will continue to use the basics listed above for these listings
i) Live informant or performer
(1) List performer’s name. approximate age. date of contact or performance, place of performance, where learned song
ii)  Recorded–Archive of Folk Culture of the Library of Congress is a good source
(1) List performer’s name, approximate age, date of contact or performance, place of performance, where learned song
(2) Recording number.  If known; record label, web site, any information that would help you or someone else find the recording.
(3) Cite the web address as well-see below
iii) A book that says something like; as sung by Jean Ritchie in Hazard, Kentucky in 1949 recorded by Alan Lomax.  For Example:
(1) Sharp, Cecil J. English Folk Songs from the Southern Appalachians Volumes 1 & 2
j) Secondary Source–remember these are book sources
(1) Sources that do not indicate any source for the song, but are written by a respected collector/editor
(a) Often these are method books for teaching.  Such as:
(i) Choksy, Lois.  The Kodály Method 
(ii) Edward Bolkovac and Judith Johnson. 150 Rounds For Singing and Teaching.  Boosey & Hawkes.
1. This has proven to be a reliable resource.  The bibliography is a list of the sources used for gathering the material.
(b) Citing these sources is better than no source
(2) Another type of source lists a specific source for each song that was gathered which may be a primary source.  For example:
(a) Erdei, Ida, Faith Knowles, and Denise Bacon. My Singing Bird: 150 Folk songs from the Anglo-American, African-American, English, Scottish and Irish Traditions.  The Kodály Center of America, Inc.  2002
(i) Each individual song is cited in the Bibliography.
(b) Eisen, Ann and Lamar Robertson, An American Methodology. Lake Charles, Louisiana: Sneaky Snake Publications, second edition.
(i) With 490 folk songs and 35 Art music listed, it is certainly an excellent resource in which to begin your search even though there are a few errors in the list of sources. By the way when you find an error please let us know so that the author can write an Errata. 
(3) Sometimes you can only find a source for your song that has variations.  This is better than no source, just remember to list the type and measures of the variations after your citation on the source line
(4) Sometimes you can only find a source for your song that is a variant, keep looking, and “still searching”.  Although you may wish to list the source somewhere in case you wish to have a variant.
k) Sometimes you are unable to find a source, however a friend or classmate, instructor may have a source, use it but after the citation list from “so and so” or from HNU and “still searching”
l) Website
i) List complete website so that others can also find cited materials-use Turabian for style: Chapter 17.5.
ii) Example “Weevily Wheat #1” this is interesting since it lists the book (no page) and the performer.
(1) Chase, Richard. Old Songs and Singing Games.  New York: Dover Publications, 1972.  As performed by J. H. Chisholm and Victoria Morris.  Albemarle County VA. Quoted on Kodaly.hnu.edu
iii) Example “All Night, All Day”
(1) Kersey, Robert E. Just Five: A Collection of Pentatonic Songs.  Melville, N. Y: Belwin-Mills. 1972.  Quoted on Kodaly.hnu.edu
iv) Example “Weevily Wheat”
(1) Brown, Frank C., collector and Norman White, ed.  Frank C. Brown Collection of North Carolina Folk Lore; the folklore of North Carolina.  Durham N.C: Duke University Press.  Volume 5. 521. As performed by Miss Beulah Walton (no place, no date) Quoted on babel. https://catalog.hathitrust.org/Record/001276410. Full view v. 5 (original from University of Michigan)
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