2019-2020 Music Department Assessment Report
Assessment Meeting: May 27, 2020

During the 2019-2020 school year, in addition to updating our goals for student learning and the
departmental Student Assessment Plan, the Department of Music assessed LG1, which states that
students will:

“Acquire knowledge of the theoretical basis for music as practiced in Western cultures, and
develop practical competency in sight singing, aural skills, and keyboard proficiency in order
to demonstrate their understanding of theoretical concepts.”

Our assessment of LG1 involved examining student work and exams from courses such as MUSI
100, 202, 301, and 425 (direct tools of assessment), as well as a brief survey our graduating seniors
completed (indirect tool of assessment; there were two graduates this year) regarding their
experiences in developing knowledge of music theory through our departmental courses and
activities.

Student Survey

Two students graduated with music majors this year, and both completed the survey we distributed
regarding LG 1. The respondents’ answers (see next page) suggest that they felt least satisfied with
their progress in developing aural skills, an essential skill in music theory. While many higher
education institutions offer dedicated courses in aural skills that are a requirement for graduation, we
do not have such courses at Hendrix, and must therefore incorporate the teaching of aural skills into
our existing courses. Simply put, we ought to consider ways to increase the time spent on this
subtopic of music theory study. Additional remarks on this topic are included on p. 15.
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It should also be noted that, due to COVID-19 and the closing of our courses, that the aural
component of our courses was essentially forced to cease mid-semester. However, we are actively
looking into ways of incorporating aural skills (along with keyboard proficiency and sightsinging)
into our courses for the fall should online instruction continue.



Student Work from MUSI 100, 202, and 425
The examples that follow represent a range of courses in music theory, from our music introductory

courses to advanced composition courses for upper level music majors, and includes composition
assignments, analysis papers, and a final exam.

MUSI 100 — student composition assignments
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MUSI 202 — final exam
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MUSI 425 — examples of student analysis papers
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1. The first movement is basically in Sonata form with some interesting deviances. The
movement begins in D minor with an introductory section that lasts about a page.
Then the exposition starts and instead of stating a theme in D minor and then
transitioning to a second theme in a new lw;‘, ;c::a&?a'l:nk p ':‘E:f"l? ‘d:v.d.g’ st
first theme in D minor for most of the exposition. He ddes However go to F major for
a while and explores some secondary ideas as well. The exposition is repeated, and
the development begins on page 110. mdomm focuses on the main
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&ok The B section of the first A section goes to measure 22 and also states the

introductory theme from the first movement. The A* section of the first A section

lasts until the key change to D major at measure 26. The B section then states the



introductory theme again but varied from earlier in the movement and lasts until
measure 42. The A* section is in A minor and lasts until the end of the movement.
The Romanze movement has its own theme as well. The theme is distinguished by a
dotted eighth followed by a sixteenth note figure which appears three times in this
movement. The third movement is a Scherzo and begins on page 120. The structure

of this movement is in four sections: a scherzo until measure 64, a trio until measure
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112, another scherzo until measure 176, and another until the end of the
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maovement. Each of these sections follow an A B A* form like in the second
movement. Most Scherzo movements | have seen have a three-part form where
there Is one trio played in between the scherzi. This Scherzo movement Is an extra
trio part which may be there to add balance to the movement or to help with some

narrative within the piece. The scherzo sections are in D minor and do not differ
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! ’¢" the first movement was. The final movement seems almost like a continuation of the

first movement with how it uses themes from the first movement and continues to

flesh them out. finale also seems to be in Sonata form with an W
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measure 167, and then a coda until the end. The exposition starts in D major, which
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follows closely in still to that of the development in the first movement. However,
L5ea previe’ P
the finale has a recapitulation sectibn whereas the first movement did not. The
reasons for this might be because Schumann was trying to compose a narrative
throughout this piece and a recapitulation was needed to resolve the narrative. This
may be why the piece ends In D major instead of D minor.
. The opening theme is characterized by sets of eighth notes moving in mostly a
stepwise pattern throughout the introduction. | believe in the full score the theme
starts with the lower pitched instruments such as the bassoons and violas and then
gradually the higher instruments like the clarinets play the theme. In the second
movemaent, the opening theme comes back in the major mode and is in the form of
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played similar to how it was in the introduction with eighth notes. In the second trio
the theme has rests breaking up the melodic line and It is played with quarter notes
which slows it down and fragments it. In the final movement the opening theme has
a larger range than it did in the Introduction, but still follows the same general
motion of the introduction. Schumann seems to like to call back to the introductory

theme in every movement but vary certain aspects to change the mood or narration

that the theme provides.
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fourth system. In the next system, Schumann takes it to the %ollmlw of F major. In
the last system on page 110, it goes to the dominant of F-sharp, At the top of page
111, the piece goes to the neapolitan of G using A-flat. On this first page of the
development and the top of the second, Schumann seems to be taking the piece up
by halfsteps starting with E-flat and going up to G using dominant and neopolitan

where i's this
chords. On page 111, the piece stays around the dominant of E-flat for a while. On

>

page 112, the piece seems to be in the dominant of C, but then goes towards being

{;,‘J‘\ in the dominant of the home key D minor. By the end of the fourth system on page
° ’
Yais 112, the piece has moved to the dominant of F-sharp minor. On page 113, | believe

the piece moves up by fourths going from D major to G minor, G to C, and Cto F. By
the fifth system the piece modulates into E major. On page 114, the piece moves
through C-sharp to get to the dominant of A-flat and then goes back to how the
development started in the neopolitan of D minor by the end of the third system. On
page 115, the piece moves to A minor which is the minor form of the dominant of D
minor. By the end of the page, we have moved to A major.
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1. The structure of movement 1 is roughly sonata form, with some slight variation. Same with
movement 2. Movement 3 is scherzo and trio. Movement 4 is also roughly sonata form.
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2. There's a variation on pg. 110 that returns throughout the rest of the piece, and other variations

whevs ™
appeuinu\eoﬂwrmovanmfsofmepiece, like in the scherzo and trio.

3. On the 2nd half of pg. 110, there's a small scale sequence that’s repeated several times; on the
top half of pg. 111, there are 2 small scale sequences combined (last 2 measures of the first
system and st 2 measures of second system); multiple short sequences throughout pg. 112;
another short sequence is repeated for the first 4 systems on pg. 113 in the same measures. In
pgs. 110-115, the keys modulate through sequences from Eb to Ab, then back to Eb, moving then
to e minor, and moving down through minor thirds down to C then A, then up a major third to
Db. There’s a fair amount of repetition throughout this portion of the piece: the bottom half of
pg. 110 into the Ist system of pg. 111; portions of pg. 112, including the 4th system of pg. 112
repeating on pg. |14 several times.
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Assessment Meeting Discussion

Student work in MUSI 301 and 425, our upper level theory courses, consistently shows a wide
disparity in students’ comprehension of basic music theory concepts (as indicated by the examples
provided). While some students enter these courses highly prepared, many demonstrate a significant
lack of mastery of skills covered in previous courses. Those students, who represent a significant
portion of those enrolled, struggle significantly while a small number of advanced students excel. In
our meeting, we agreed that many of our students would benefit from better preparation in MUSI
100 and 202 to help facilitate the transition to upper level music. Specifically, students often struggle
to identify basic musical structures such as key signatures, types of chords, common chord
progressions, and forms (topics generally covered in MUSI 202 — see below). These topics clearly
warrant further opportunities for students to practice and demonstrate mastery in our courses.

The issue of disparity in student comprehension presents us with a difficult challenge. Helping the
less skilled students achieve some of our current course objectives will either require a significant
adjustment in our expectations and course goals (i.e., bringing the upper courses down to “their
level,” which in some cases is very minimal), or it will require sizable alterations to MUSI 100 and
202 in order to bolster their music theory learning prior to entering MUSI 301. In truth, both
approaches to solving this problem must be considered. As a department, we agree that MUSI 202 —
the only theory course placed between music fundamentals and upper level analysis courses, needs
to be better designed to help reinforce essential musical skills such as identifying key signatures in
major vs. minor, and developing some fluency in reading musical scores with varied textures and
rhythms rather than purely homophonic chorale-style examples.

In terms of the aural skills matter discussed eatlier (as indicated in the student survey), we are
increasingly in agreement that the development of aural skills needs to encompass more than a
technical approach to listening (i.e., identifying chords, melodic dictations, etc.). Students must
develop better listening habits in order to cultivate their musical curiosity and a broader
understanding of musical style and repertoire. While this more holistic description of listening as a
musical skill is not one explicitly included in LG1, we feel strongly that this is a skill our students
need to have. To that end, we are discussing the possibility of further revising LG1 to better address
this issue. We also think it would be very feasible to incorporate music listening assighments into our
theory courses to help develop these habits. As a liberal arts institution, Hendrix in a unique position
to develop a theory curriculum that focuses on critical thinking and a broad & nuanced
understanding of music, rather than a purely technical mastery of the subject. Refocusing our
approach to aural skills teaching could help reinforce this aspect of our students’ learning.

Another portion of our discussion related to improving the way we teach composition at Hendrix.
While MUSI 425 (Composition) is the only course dedicated to the topic, students need more
exposure to composing music before they reach this point in the sequence. Over the next three
semesters (MUSI 425 will be taught next in Spring 2022), we will integrate more composition topics
and assignments into all music theory courses. It may be beneficial to consider curricular changes to
MUSI 425, including the possibility of renaming the course and providing an improved description
of it in the catalog (we will be discussing this with Curriculum Committee in the fall).

Next year will also provide us with an opportunity to examine how MUSI 405 (Conducting —
offered Fall 2020) will help reinforce music theory knowledge, since much of a conductor’s



preparation synthesizes skills such as harmonic analysis, sightsinging and rhythm, determining form,
and listening.

In summary, the evidence collected and our group conversation on student progress and course
design suggests that we are meeting some aspects of LG1, but that we need to work better to ensure
that courses in our sequence are adequately preparing students for future classes.



