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Chanter 1

MUSIC CAUSES MANY ASSOCIATIONS

The emotional effect of music upon vpeople has always been a
subject of rmch discussion.

Schunmann denies that "this or that feeling, in order to be
correctly expressed in music, must be traznslated in but one especial
key.h 1

"Schubert, on the other hand, mrofesced to have found in some
keys the cheracteristic expression of some feelings." For instance, he
finds discontent, discomfort, worrying, or anxiety in the key of &
minor.?

Many exvperiments znd scientific studies Lave been conducted
to analyze the degree of emotionzl res—onse to music and the amount of
uniformity in that response.

Schoen and Gatewsod found that, generally speaking, emotions
and moods are more often revorted as a result of vocal rmsic than in-
strumental music. However, instrumental rmusic may arouse guite as def-
inite and intense emotional responses as vocal music.J

Schoen znd Gatewood in another experiment found that a given
musical selection will arouse & certzin definite reaction and will a-
rouse the same reaction on different occasions in a lzrge proportion of

the people.”

1. Schoen, Max; The Varietieg of Musicel Effects, Charter IV, »pn. 71,
The Fsychology of Music; The Fonald Fress Co., New York; 1940.

2. Ivid. vp. 71

3. Schoen, M. and Gatewood, E. L. Problems Related To The liood Effects
of Mugic, Chanter VIII, pp. 152-183; Schoen, M.; The Effects of
Music; New York, Harcourt, Brace, 1927

L. Ivid. Chapter VII, pp. 13-157
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It hes oftenrbeen stated thet music not only exwmresses emotion
but by controlling certain factors such as tempo, rhythm, melody, har-
nony, wolyohony, mode, and key, misic can be made to express a particu-
lar emotion.

Xate Hevner has exmerimented with emotionel qualities of the
major and minor modes. She found that all of the historically affirmed
mood characteristics of the two modes had been confirmed in most cases
with 2 substantizl majority of opinion.5

Dr. Hevner conducted a similar experiment with pitch and tem-
0. As a result of this experiment she concluded that pitch and tempo
show themselves to be of the_greatest importance in establishing mood,
but témpo plays the larger part of the two.6

The most commonly mentioned effect of key 1s in the realm of
color vision. The diatonic scale has been compared with the seven col-
ors of the color swectrunm.

Ketz found = rare case of association between key and color.?

A nore recent znd most thorough study in color music is re-
oorted by Karwaski and Odbert. These vnersons found no direct relationshirn
between color and msic, but certain genersl relationships were found
to recur constantly.8

Powver gives a2 detalled znalysis of the emotionzl response

5. Hevner, K., The Affective Character of the Mzjor =nd Minor Modes in
Music. A4mer. J. Esych., 1935, Vol. 47, 103-118.

6. Eevner, X., The Affective Value of Pitch =znd Temmo in Music. Amer.
J. Psych., 1937, Vol. 49, 621-630.

7. Schoen, Max; The Varieties of lfmusicel Effects, Chanter IV, pp. 72,
The Psychology of lusic; The Rinald Fress Co., New York; 1940.

8. Ibia.




that each key gives to him.9

From the conflicting opinions regarding the immortance of
key in the emotional effects of rusic, it would aovesr that further
experimentation in this subject would bring interesting data.

The problem investigzted in this thesis is the effect of
key uron ernotional res—onse to music.

These experiments test the statement vhich is often made
that a certain key will create z definite emotional response and that
different keys ¥ill each establish a different mood reaction.

Witk the above hynothesis in mind, we shall expect to find:

1. Which compositions rate the highest per cent of agreement
in this type of resnonse in each key.

2. Which mood division best fits each composition.

3. Vhat key nattern, if any, is found in each mood division.

A4, What keys rate highect in each division.

5. Vhat keys rate lowest in each division.

6. What other factors would influence the mood classifica-

tion of each comdosition.

S. Ibid.; »p». 73



Chapter II

PROCEDURE OF THE EXFERIMENTS

Two preliminary experiments were first conducted to deter~
mine the advisability and procedure of more extensive experimentation.

Being = violinist, the vwriter is naturally interested in
violin music. This explains vhy the »reliminary exreriments and the
first main exveriment were taken from the literature of the violin.

The persons who particinated in the nreliminary experiments
were nearly all greduate students in the school of rmsic of The Chio
State University. They were violinists or were very familiar with the
violin literature.

Hereafter in this thesis I will refer to the rersons who par-
ticipated in the experiments as "subjects”.

Each subject was »nresented with o sheet which contained a
list of fifty violin compositions. They were given = second sheet
vhich listed seversl different nmood classifications:

1. Dignified, majestic.

2. Sad.

3. Flaintive.

L. Lyrical.

5. Serene, restful.

6. Humorous, playful.

7. Brilliant.

8. Light, delicate.

9., Yot familiar enough with number.

10. Unclassified.



The subjects were asked to place each of the cormpositions in-
to one of the mood classifications which seemed the most anwropriate
for that composition.

Throughout the preliminary experiments znd the main exmeri-
ments each subject was told that there were no "right" or "wrong" an-
swers, but that ezch musician wes exoressing an oninion, and each per-
son had a perfect right to his own personal feeling about each compo-
sition.

In the preliminary and finsl experiments, the subjects who
filled out the cuestionnaires did so =zt their leisure and returned them
when they were completed. It would have been vossible for the subjects
to have secured the score of the commositions to have studied and played
or to have heard & phonograph recording of the compositions listed.
Most of the people did not have time to do this and were not exvected
to do so. As a result, most subjects answered the questionnaire almost
entirely from their past exveriences with the commositions.

Few of the subjects could recall 2ll of the comnositions
listed and in such instances their cuestionnaire remained blank for
these numbers.

The subjects who comrleted the preliminary blanks were asked
to 2dd any comments or suggestions wvhich ceme to their minds ag they
worked with the questionnaire. These comments and suggestions mointed
the way to further experimentation and were very helpful in nlanning
the procedure of the mein experiments.

From this first preliminary experiment three things became

apvarent:



1. The comzositions must ve of 2 more fzmiliar character
gince it wes necessary for the subjects to classify most of the compo-
sitions from menory.

2. There were too many mood claseifications listed. Most
subjects combined several of the mood classifications to establish
¢ general mood cuslity. Consecuently two or more mood classifications
were gathered into & larger and more inclusive emotionsl division.

The three divisions which were uvsed in the second =»relinmi-

nary exceriment znd the meain exmeriments were:

II. Lyrical, serene, restful.
II1. Humorous, delicate, brilliant.

3. There were some compositions which seemed difficult for
some persons to classify. A fourth classification vhich was "Formal
and classic in design" seemed to solve the difficulty.

In the second vreliminary exmeriment the subjects were =zgain
rresented with a2 list of fifty violin commositions. The compositions
which were found to be unfamiliar in the first experiment were omitted
from the second list. The second list wes completed with more femil-
iar selections.

This second experiment was conducted in a similar manner as
the first experiment vhich has been previously discussed.

The results of these two rreliminary exreriments showed that
experimentation on a larger scale would be justifiable.

The first main exveriment was next prepared. Seventy-five

violin cormositions were used for this exreriment instead of the xzre-

-6 -



vious number of fifty. This, of course, secured the rood reaction
to more commositions and yet did not make the lisi too long for the
subjects to complete.
Criteria considered in chooesing the cormwositions were:
1. Faniliarity of cormositions to the most of the subjects.
2. Veriety of commosers vhose vorks would fzll into the
class=ic, romentic, or modern weriods.
3. Variety in type of composition
a. liovenents from concertos.
b. liovements from sonatas.
c. QOther concert solos.
d. Pieces to disnlay virtuosity.

e. rieces with special technical »nroblems in bhoving or

td

left hand technic.
f. Short encore numbers.

L. Variety of accomvmeniment. Included are movements of sev-
eral solo sonatas, numbers witk »irsno accompaniment, and numbers with
orcrhestral accompeniment.

5. Variety in grade of difficulty.

6. Veriety in length of commosition.

The numbers were chosen without regard for key. Thus the
exvzeriment was entirely = feir and honest testing of the wnroblem of
the imvortance of key to mood clagsification.

A sarmle of the violin cuestionnsire is on the nage follow-

ing.



Classify the.following compositions into one of the four divisions:

I. Dignified, majestic.

IT. Lyrical, serene, restful.
ITI. Humorous, delicate, brllllant
Iv. Formal and cla351c 1n des1gn

1. Air for the G. Strlng - Bach I :
2. Prelude in E (Sonata VI.for Violin. alone) —‘Bach ,
3. Gavotte and Rondo (Sonata Vi for VlOlln alone) - Bach ,
A Chaconne (Sonata in D Mlnor for VlOlln alone) - Bach . ‘
5. Concerto in D Major, 3rd Movement, Rondo - Beethoven o
6. Romance in G —;Beethoven * . .- . .. -
7. Romance in F - Beethoven’ AN -
8. Sonata in F (Sprlng) No. 5, 1st Movement - Beethoven :
r.~.9+ Minuet~ Boccherini:. o : Do e
10. Adoration - Borowskl AT : T
11.; Concerto in:D.- 3rd:Movement (Allegro glocoso) - Brahms e
12; Concerto in. G; Mlnor~— 2nd Movement (Adaglo) - Bruch T
13. La Folia -~ Corell;~ L oY - ‘ :
14. Poeme — Chausson

b e
D TERRAL Y

lé.-Souvenlr'— Drdla‘
17, Valse'-: BIUette” 3
18. Humoresque’ No.‘.qu o
19. LaCinquantainé —'Gabrlel - Marle I
20. From the Canébrake - Gardder. "*"”“'A P LERRS

21l. Spanish’' Dancé '-"Granados “'Kreisler weiposne . sy

22. Sonata No. IV, D Major, 1st Movt. (Adagio) - Handel

23. Sonata No. IV, D Major, 2nd Movt. (Addgié) - Handel

2. Sonata No? IV, D ‘Major, 2rd-Movt: (Larghetto) - Handel

25. Sonata No.’VI” B MaJor, lst Mbvt (Adaglo) - Handel

26, Largo'- Handel S

27. Allegro-Brilliant - Ten: Have

28. Hora StaCcatO '~ Heifetyg - i

29.-Hejre Kati <~ Part I - Lento, moderato, lento - Hubay

30. Hejre Kati - Part -II--7AlYeégro, Presto - Hubay

31. Zephyr - Hubay

32, Caprice Viennois': Kreisler

33. Praeludium and.Allegro . (Style of Pugnanl) - Krelsler

34. The 0ld Refrain - Kreisler

35. Rondino (Theme by Beethoven) - Kreisler

36. Schon Rosemarie - Kreisler

37. Tambourin Chinois — Kreisler’ » '

38. Symphonie Espagnole, 5th Movement (Scherzo) - Lalo

39. Frasqulta Seranade’ - Lehar - Krelsler

40. Meditation —(Thais )- Massénet ° :

4. Concerto in E Minor, 2nd Movt. (Andante) - Mendelssohn

42, Concerto in E Mlnor, 3rd’Movt. Finale - Allegro Vivace - Mendelssohn
43. On Wings of Song - ‘Mendelssohn -~ .

44. Concerto in D Major, 3rd Movt. Rondo - Mozart

45. Minuet - Paderewski - Kreisler

46. Caprice in A Minor No..24 (Variations) Paganlne

47. I Palpiti - Rossini:“ Paganini

48, La Campanella - Paganifii !~

49. Moto- Perpetuo '~ Paganini

50. Witches Dance - Paganlnl

llHl‘fH

IHH

I

I

(Over)

QUESTIONNAIRE USED.IN THE MAIN VIOLIN EXPRRIMENT -
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In order to obtain 2 variety of opinion, subjects with dif-
Tereat backgrounds and training were selected for the main expreriment.

Fifty subjects commleted the cuestionnaires in the violin

xceriment.

Fersons varticipating in the exveriment were:

1. Teachers of music:

2. Seversl college wnrofessors vho taught sprlied music
end rnusic theory courses.

b. Musicians engaged in the field of »nrivate music in-
struction.

c. Public school rmusic teachers snd suvervisors.

2. Grzduste students majoring in music vho have had extencive
teaching and playing experience. lost of these persons would also fit
into classification number one.

3. Advanced undergraduate students majoring in music.

L. Other students, nostly from Ohio State University, who had
a keen interest in rusic.

5. Professional nlayers.

6. Other interested musicians. The majority of these were
violinists or persons vho were very familiar with the violin literature.

When the early results of the violin exveriment were being
tabulated, it became awnwparent that valuable data and comparisons could
be gzined from two similar ex-eriments with orchestra and niano comro-
sitions.

The second mein experiment was then trepared. Seventy-five

orchestral cormpositions were used for this exmerinent.



Criteria considered in choosing the cormositions were:

Familiarity of compositions to the most of the subjects.

2. Varlety of composers whose works would fall into the

classie, romentic, or modern neriods.

3.

Variety in ty»e of composition:

a. Movements from symphonies.

b. Overtures.

c. Movements from suites.

d. Exercts from omera and oratorio.
e. Other symshonic works.

f. Short numbers.

In contrast to the violin experiment, these numbers were

chosen with regard to key.

Wher the key range of the violin comrositions was tabulated,

the following keys were represented:

Eb Major -~ six comrpositions

Bb Major -- two compositions
Minor -- three commositions
Major -~ two compositions
Minor -- two cormositions
Major ~- six compositions
Minor -- eight compositions
Major —- seven comwositions
Minor ~- three compositions
Major ~- twenty commositions
Minor -~ three compositions
Major -- seven compositions
Mejor —-- six commositions

HeWuouH@POQUHE@

The same keys end the ssme number of comrositions in each

key were used in both the orchestra and piano as were used in the

violin exveriment. This was done so that the results could be accur-

ately compared =nd some fazir conclusions drawn.

- 10 -



Because of this vpattern of keys previously mentioned, many
great and Tsmous compositions had to be excluded from the lists.

, Tre orchestra experiment was conducted in a sinilar manner
as the violin experiments which have been vpreviously discussed in this
tresis.

A sample of the orchestral cuestionnaire is on the vage fol-

lowing.

- 11 -



PLATE II

Class1fy the following compositions,lnto one . of the four divisions:
I, Dignified, magestic. t
II. Lyrical, serene, restful.
III. Humorous, delicate, brllllant.
:IV.:Formal and 0135510 in design.

~l."Fugue1n G Minor. (thtle) — Bach (Calliet)
2. Prelude and Fugue in'D Minor - Bach (Demarest)
34 Leonore Overture No,'3 ~ Beethoven .
* 4+ Turkish March (Ruins of Athens) — Beethoven
oo 5, First Movement Symphony No.' 3 (Erocia) - Beethoven
—— . ..6, Fourth Movement Symphony No. 3-(Erocia) - Beethoven
i T+ Fourth Movement Symphony No, 5 -~ Beethoven
8. First Movement Symphony No. 6 (Cheerful Impressions) ~ Besthoven
9. Second Movement Symphony No. 7 — Beethoven
10, Fourth Movement Symphony No. 9 — Beethoven
11, Roman Carnival Overture - Berlioz
12, Prelude to "Carmen" - Bizet.
13, First Movement Symphony No. 2 ~ Brahms
1,. Fourth Movement Symphony No. 2 ~ Brahms
15, Pizzicato ‘Polka (Sylvia) -~ Delibes
16, Valse Lente (Ballet Sylvia)'- Delibes
17. Carneval Overture - Dvorak
18, Pomp and Circumstance No. 1 - Elgar
e 19« 8alut Dt Armour - Elgar -
——_ 20. Overture to “Stradella! - Flotow
21, First Movement Symphony in D Minor - Franck
22, Third Movement Symphony in D Minor.- Franck
23, Morris Dance (Henry VIII Dances) - German
2L. Russian Sailors! Dance (Red Poppy) — Gliere
25. Overture to "Ruslan and Ludmila" - Glinka
26, Grand Waltz (Faust) ~ Gounod
27. Harvest Hymn - Grainger -
28, Morning (Peer Gynt Suite No. 1) ~ Grieg
29. Anitra‘'s Dence (Peer Gynt Suite No. 1) - Grieg
30. In the Hall of the Mountain King (Peer Gynt Suite No. 1) — Grieg
3L, Solvejg's Song (Peer Gynt Suite No. 2) - Grieg:
32, In The Village (Caucasian Sketches) - Ippolitov—Ivanov
"33, Procession of the Sardar (Caucasian Sketches) ~ Ippolitov-IvanoV
34. Argonaise (Le Cid) — Masseriet
35. Scherzo (Midsummer Night's Dream) - Mendelssohn
36, War March of the Priests (ithalia) - Mendelssolin
37, First Movement Symphony No. 3 (Scotch) - Mendelssohn
38. Coronation Marche (La-Profete) ~ Meyerbeer
*39. Overture to "Don Giovanni"’< Mozart
'40. Overture to "The Magic Flute'l — lozart
41, Overture to "The Marriage df Figaro" - szart
42. Serehade, (Eine Kleiné Nachtmusik) — Mozart
43. First Movément Symphony No, '35 (Haffnerg Mozart '
Ll. Fourth Movemeht Symphony Noi 41 (Jupiter) — Mozart
45, First Movement "Classical Symphony" - Prokofieff
L6, Bolero - Ravel : |
47. Polonaise from "Christmas Night" - leskbeorsakov
48. First Movement "Sea and Sinbads ‘Ship! (Scherazade) — Rimsky-Korsakov
L9. Second Movement "Tale of Kalendar Prince!" (Scherazade) — Rimsky-Korsakov
50. Third Movement "Young Prince and Princess" (Scherazads) - Rimsky-Korsakov
51. Flight of the Bumble Bee - Rimsky-Korsakov
52. Dance Macabre - Saint-Saens
53, First Movement Symphony No. 8 (Unfinished) - Schubert
54, Second Movement Symphony No. 8 (Unfinished) — Schubert
55. First Movement Symphony No.: 4 — Sibelius
56, Artists' Life Waltz - Strauss
57. March (Nutcracker Suite) - Tschaikowsky
58, Dance of the Candy Fairy (Nutcracker Suite) - Tschaikowsky
59. Dance arabe (Nutcracker Suite) - Tschaikowsky
60, Dance of the Militron Flutes (Nutcracker Suite) - Tschaikowsly
61, Waltz of the Flowers (Nutcracker Suite) - Tschalkowsky
62, Waltz (Screnade For Strings) ~ Tschaikowsky
63. Waltz (Sleeping Beauty) - Tschaikowsky
64+ First Movement Symphony No. 5 — Tschaikowsky
65. Second Movement Symphony No.: 5 - Tschaikowsky
66. Third Movement Symphony No,:5 — Tschaikowsky
- 67. Overture to "Euryagnthe - Von Weber
68, Overture to' "Oberon! - Von Weber: ,
69, Invitation to the Dance — Von Weber
70.. Skaters' Waltz - Waldtenfel .
71..Forest Murmurs (Slegfried) ~ Wagner
72.. Overture to "Die Melster51nger" -~ Wagner
“73. Overture to '"Rienzi" — Wagner
~—— T4. Overture to "Tannhauser! - Wagner
. 75. Prelude to Act III (ILohengrin) - Wagner

H.Hl HH IHHI

HHHHHHHI



As in the violin exveriment, fifty subjects again cornleted
the guestionnaires.

The subjects selected for this experiment were similar to
those listed on FPage 9 when discussing those vho particirated in the
violin experiment.

The subjects were not sll violinists, however, but were
vlayers on many different instruments.

The finel main exveriment wzs the vieno experiment. Seventy-
five piano commositions were used for this exveriment.

Criteria for selecting the compositions was similar to those

iscussed on Page 10.

£

Because of the pattern of teys listed on Page 10, it was dif-
ficﬁlt to find the necessary number of well known compositions in 211
of the desired keys. Many piano cormpositions have very indefinite
titles znd are identifiéd by opus number. Many of these compositions
were not included on the list because subjects could not recall the
composition sinply by an opus number.

A sample of the pisno cuestionnzire is on the page following.
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FLATE III

I
II.

11,

I

'IV,.
; 1.

2.
3e

e

5e
6.
T
8.
9.

’ lOo

11,
12.

13,
144

15,
16,

17.

18.
19,
20,
21,
22,
23.
zlh-o
254
26-

27«

28,
29.
30.
31.
32.
33.
3k
35.
364
37

39.
40.
i,
424
434
bbye
45,

47
48,
1&-90
50.
51.
52.
23
She
554
56.
57.
58,

. 59.

60.
61.
62,
63.
64,
65.

66,

67-

68,

69.
70+
71.

~ 72

73
T4
7.

: Class1fy the follow1ng compos1t10ns into one of the four lelslons-

Dignified, majestic.

Lyrical, serene, réstful.
Humorous, delicate, brilliant.
Formal ,and classic in design..

Tango in D - Albeniz .

Invention No. 1 in C Major (Two Part) - Bach
Prelude No. 1 in C Major (Well Tempered Clavichord) - Bach
Prelude in D Major (Well Tempered Clavichord) — Bach
Fugue in D Major (Well Tempered Clav1chord) -~ Bach
Prelude and Fugue in A Minor - Bach

Chromatic Fantasy and Fugue - Bach-

Fur Elise - Beethoven

Second Movement, Sonata op. 2 No, 2 - Beethoven
First Movement, Sonata op. 10 No. 3 - Beethoven
First Movement, Fantésia Sonata op. 27 No. 1 — Beethoven
Minuet in G - Beethoven ,

Les Sylvians (The Fauns) — Chaminade :
Nocturne Etude in E Major op. 10 No. 3 ~ Chopin
Nocturne in E® Major op. 9 No. 2 - Ch0p1n

Grande Valse Brillante op. 18 - Chopin '

Polonaise Militaire op. 40 No. 1 - Chopin

Valse Brillante op. 34 No. 2 - Chopin

Prelude in E Minor op. 28 No. 4 - Ch0p1n

Minstrels - Debussy

Ondine — Debussy

Second Arabesque ~ Debussy

Prelude, Chorale, and Fugue — Franck.

Gavotte - Gossec

Funeral March of a Marionette - Gounod

Country Gardens - Grainger

Butterfly - Grieg

First Movement Concertaln A Mlnor - Grieg.

Elfin Dance - Grieg . = - : Ty
Nocturne No. 4 ops 54 — Grieg »
The Last Spring - Grieg ;

The White Peacock — Griffes .

The Harmonious Blacksmithi- Handel -

Gypsy Rondo - Haydn

Amaryllis - Louls XIII - Ghys

Brer Rabbit = MacDowell

Novelette ~ MacDowell

Song_(Six Seca Pieces) ~ cDowell
Starllght (Six Sea Pieces) - MacDowell )

To A Wild Rose - MacDowell °

Witches' Dance op. 17 No.. 2 — MacDowell
Consolation «~ Mendelssohn

Funeral March - Mendelssohn

Hunting Song - Mendelssohn

Spinning Song -~ Mendelssohn

Spring Song - Mendelssohn,

The Brook - Mendelssohn

Seranata -~ Moskowski

Turkish March -~ Mozart !

First Movement Sonata in C Major — Mozart
Third Movement, Sonata in C MaJor - Mozart
Minuet - Paderewskl :

‘March of the Little Tin Soldiers — Plerne

Dancing Doll - Poldini

Japanese Etude — Poldini
Prelude in G Minor - Rachmaninoff
Song Without Words -~ Rebekoff
Melody in F -~ Rubensteln } '
Romance - Schumann :
Contentedness — Schumann .
Curious Story -~ Schumann

First Movement, Concertoin A Minor ~ Schumann
Knight Rupert -~ Schumann
Slumber Song - Schumann

‘Soldiers! March — Schumann
.The Wild Horseman - Schumann

Traumerei - Schumann
Profet Bird - Schumann
Marche Militaire — Schubert
Schergo in B? Major - Schubert
A 1a Bien - Aimee -~ Schutt
Simple Aveu - Thome

Chanson Triste. - Tschalkowsky
June Barcarole - Tschaikowsky
Troika - Tschalkowsky

o



Fifty subjects =zzain completed the cuestionnaires.

The subjects selected for this experiment were all nianists
or fenilizr with viano literature. The xersons who marticipated in
this experiment fitted the ssme classifications es discussed on Page 9.

A few subjects participeted in 21l three exmeriments. A
large number warticipated in two experiments according to their rmei-
cal Imowledge.

Data cormiled from the exveriments will be discussed in the

remeinder of this thesis.
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Chapter III

SUMMARY OF DATA GAINED FROM THE EXFERIMENT

The datz compiled from the three mein exreriments will be pre-
sented in this chapter.

The pattern of key which resulted from the violin experiment
shows that mazny more commositions for violin were written in sharn keys
than flat keys. Forty-six of the comnwositions used were in the keys of
from one to four sherps. Fiftecn compositions were in the keys of one
to two flats, while fourteen compositions were in C major or A minor.

Table I shows the per cent of totazal choices of key placed in
each of the divisions for the pi=zno.

Reading this tzble from left to right you will find:

1. The key.

2. The number of compositions.

3. The per cent of persons who placed comrositions in Divi-
sion I.

L. The per cent in Division II.
5. The ver cent in Division III.
6. The ver cent in Division IV.

7. The per cent of vnersons who did not answer compositions in
ezch key.

In discussing the datz, the pisno exveriment will be discussed
first. This will be followed by = discussion of the vislin znd orches-
trz experiments beczuse the violin is more closely integrated with the

orchestra than is the pizano.
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TABIE I

THE PER CENT OF TOTAL CHOICES OF KEY
FLACED IN¥ EACH OF THE DIVISIONS FOR THE PIANO

Number of I II III Iv
Compositions Dignified ILyrical Humorous Formszl Unan-
Key In Majestic Serene Delicate & Classic swered
Each Key Restful 3Brilliant In Design
Eb Major 6 0 60 36 0 b
Bb Major 2 0 8 82 0 10
G Minor 3 10 31 L9 0 10
F Major 2 7 93 0 0 0
D Minor 2 13 0 39 34 14
C Mzjor 6 0 25 53 13 9
A Minor 8 7 13 60 12 8
G Major 7 11 33 37 10 9
E Minor 3 30 25 23 7 15
D Major 20 5 35 Lo 7 13
B Minor 3 3 29 35 19 14
A Major 7 5 ' Lo L7 1 7
E Msjor 6 2 4O 36 13 9
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Table II shows the ver cent of total choices of key placed in
each of the divisions for the violin. It contains the seme informa-

tion as was discussed before presenting Table I.
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THE PER CENT OF TOTAL CHOICES OF KEY

TABLE II

PLACED IN EACE OF THE DIVISIONS FOR TEE VIOLIN

Number of I II II1I v
Key Compo;itions ﬁigniiied gyrical gu??rozs &ngTal. qnan;
n Majestic erene elicate essic swere
Each Key Restful Brilliant In Design
Eb Mzjor 6 2 L0 L7 1 10
Bb Major 2 0 83 L 0 13
G Minor 3 1 7 59 23 10
F Mzjor 2 0 76 8 12 L
D Minor 2 10 0 5 77 8
C Major 6 20 56 18 3 3
A Minor 8 7 13 60 12 8
G Major 7 11 33 37 10 9
E Minor 3 L 5 80 6 5
D Major 20 7 22 52 12 7
B Minor 3 0 74 35 8 10
A Major 7 1 9 68 11 11
E Major 6 12 8 b1 29 10
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Table III shows the vper cent of total choices of key placed in

each of the divisions for the orchestra.
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TABLE III

THE PER CENT OF TOTAL CHOICES OF XEY
PLACED IN EACH OF THE DIVISIONS FCR THE ORCEESTRA

Tumber of I II III Iv
Rey Compositions Dignif?ed Lyrical Hum?rous Formal Unan-
In ifajestic Serene Delicate & Classic swered
Each Key Restful Brilliant In Design
Eb Major 6 28 13 L L 14
Bb Major 2 0 36 53 0 11
G Minor 3 10 7 L7 24 12
F Mzjor 2 L5 35 7 3 10
D Minor 2 L7 0 10 32 11
C Major 6 14 14 4g 10 13
A Minor 8 2 17 61 2 18
G Major 7 17 23 36 10 14
E Minor 3 21 24 31 6 18
D Major 20 10 24 Lo 6 20
B Minor 3 6 26 L3 2 21
A Major 7 1 32 50 2 15
E Major 6 17 53 14 2 14
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In analyzing these charts it is seen that Eb major rates very
low in Division I in piano and violin but higher in orchestra. Eb also
rates very low in IV.

The key of Bb mejor does not appear in either Division II or
IV in either Piano, Violin, or Orchestra. The vizno chart rates the
ey of Bb very high in Division III, while the violin rates Bb very low
in this division.

It is interesting to note that G ninor does not awzmear =t all
in Division IV in the wmizno chart but rates next to highest in this di-
vision in both the violin and the orchestra exneriments.

The orchestra tzble rates the key of F major second in Divi-
sion I, but it rates very low in the viano tsble and does not anpear in
the violin table.

D minor is not found in Division II in any of the three ta-
bles.

The key of C major is another interesting key in Division I.
It rates highest in violin, lowest in wiano, and about middle ways in
the orchestrz table.

A ninor and G mejor are consistent keys in &ll instruments.

E minor is consistent in the pizno and orchestra tablesg, but
varies greatly in violin where there is great concentration in Divi-
sion III.

D major restes low in Division I and IV.

B minor rates very high in the Unanswered Division in 2ll1 in-
struments.

A mejor is low in Division I in 211 experiments end rates low

-22 -



in Division II in the violin table.
E major shows much variztion in all three tzbles.
Table IV shows the per cent of total choices of key placed in

each of the divisions for 211 of the instruments.
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TABLE IV

THE PER CENT OF TOTAL CHOICES OF KEY
PLACED IN EACHE OF THE DIVISIONS FOR ALL OF THE INSTRUMENTS

Number of I I III Iv
Key Compositions Dignified Lyrical Hum?rous Formal. Unan-
In Majestiec Serene Delicate & Classic swered
Each Key Restful 3Brilliant In Design
Eb Major 6 10 38 L1 2 9
Bb Major 2 0 L3 L6 0 11
G Minor 3 7 14 52 16 11
F Major 2 17 68 5 5 5
D Minor 2 23 0 18 49 10
C Major 6 1 32 40 9 8
A Minor 8 L 10 62 12 12
G Major 7 13 34 35 8 10
E Minor 3 18 18 L6 6 12
D Major 20 8 27 L3 9 13
B Minor 3 3 34 38 10 15
A Mejor 7 2 27 55 5 11
E Major 6 10 34 30 14 12
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From this table it is seen that in no key is the larzest
Jjudgment to be found in Division I.

F major and E major rate higher in Division II than in any
other division.

Eb major, Bb major, G minor, C major, A major, G major, E
minor, D major, B minor, and A minor rate higher in Division III than
in any other division.

Only D minor rates higher in Division IV than in any other

From this it is evident that the total of compositions placed
in Division III was rmuch greater then in any of the other divisions.

In the following discussion, the same key will avvear in two
different classifications if the wer cent is the szame.

The keys of Bb major, G minor, A minor, D major, B minor, A
major, and E mejor rate lower in Division I than &any other division.

D minor rates lowest in Division II.

F major rates its lowest in Division III.

The keys of Eb major, Bb major, F mejor, C major, G major,
and B ninor rate lower in Division IV than in any other division.

In the unanswered division, F major rates the lowest ner cent
while B minor rates the highest per cent. Thus, compositions in the
key of B minor were the least familiar in character to the most of the
subjects.

Table V shows the vner cent of times that each key was nlaced

in Division I in piano, violin, and orchestra resmectively.
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TAELE V

PER CENT OF TIMES EACH KEY VWAS PLACED IN DIVISION I
(Dignified, HMejestie)

FIANO VIOLIN ORCEESTRA
Xey Per Cent Xey Fer Cent Xey Per Cent
Eb Major 0 Eb Major 2 Eb Major 28
Bb Major 0 Bb Major 0 Bb M= jor 0
G Minor 10 G Minor 1 G Minor 10
F Major 7 F Major 0 F Major L5
D Minor 13 D Minor 10 D Minor L7
C Major 0 ¢ Major 20 C Major 14
A Minor 7 A Minor L A Minor 2
G Major 11 G Major 12 G Major 17
E Minor 30 E Minor L E Minor 21
D Major 5 D Major 7 D Mzjor 10
B Minor 3 B Minor 0 B Minor 6
A Major 5 A Major 1 A Major 1
E Major 2 E Major 12 E Major 17
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In discussing this and the following tebles, it will be noted
that a key can rate from first place to thirteenth place.

If two or more keys tie for 2 nosition, both of the keys will
be referred to, for exarmple, as 4-5 or 11-12-13.

In this table it is seen that in the »izno divisior E nminor
retes first; this key rates fourth in orchestrs and sixth-seventh in
violin.

C major rates first in violin, seventh in orchestra, and
eleventh~-twelfth-thirteenth in piano.

D minor rates first in orchestra, second in wpiano, and
fourth in violin.

Thus D minor is the best key for Division I.

The keys of Eb major, Bb major, and C major rate no per cent
in the pizno experiment. The keys of Bb major, F mejor, and B minor
rate no ver cent in the violin experiment and Bb major rates no ver
cent in orchestra.

More subjects placed orchestrsl music in Division I than
viano end violin music. Sixteen ver cent of 211 orchestral music was
vlaced in this division while eight ver cent of the piano. music and

seven per cent of the violin music is in Division I.
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TABLE VI

PER CENT OF TIMES FACH ¥XEY WAS PLACED IN DIVISION II
(Lyrical, Serene, Restful)

PIANO VIQLIN ORCEESTRA
Key Per Cent Key Per Cent Key Fer Cent
Eb Major 50 Eb Major Lo Eb Major 13
Bb Mejor 8 Bb Major &3 Bb Major 36
G Minor 31 G Minor 7 G Minor 7
F Major 93 F Major 76 F Major 35
D Minor 0 D Minor 0 D Minor 0
¢ Major 25 C Major 56 ¢ Major 14
A Minor 13 A Minor L A Minor 17
G Major 33 G Major 47 G Major 23
E Minor 25 E Minor 5 E Minor 24
D Major 35 D Major 22 D Major 24
B Minor 29 B Minor L7 B Minor 26
A Major Lo A Major 9 A Major 32
E Major L0 E Major 8 E Major 53



This table shows the per cent of times that esch key was
vlaced in Division II in the piano, violin, and orchestra experiments.

An analysis of this table shows that F major rates first in
the piano experiment, second in violin, and third in orchestra.

Eb major rates first in violin, second in orchestra and
twelfth in piano.

E major rates first in orchestra, third-fourth in piano, and
eighth-ninth in violin.

Thus F major is the best key for Division II.

D minor rates the lowest in piano, violin, and orchestra.

Thirty-three ver cent »nlaced viano music in Division II;
thirty per cent placed violin music in Division II; and twenty-three
per cent of the subjects nlaced the orchestra music in Division II.

From this data, it is seen that more pizno rusic was placed

in Division II than violin or orchestra mmsic.
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TABLE VII

PER CENT OF TIMES RACH KEY WAS PLACED IN DIVISION III
{Burmorous, Delicate, Brilliant)

PIANO VIQCLIN ORCHESTRA
Key Per Cent Key FPer Cent Key Per Cent
Eb Major 36 Eb Major L Eb Major L1
Bb Major 82 Bb Major L Bb Major 53
G bMinor L9 G Minor 59 G Minor L7
F Major 0 F Major 8 F Major 7
D Minor 39 D Minor 5 D Minor 10
C Major 53 C Major 18 C Major L9
A Minor 60 A Minor 63 A Minor 61
G Major 37 G Major 32 G Major 36
E Minor 23 E Minor 80 E Minor 31
D Major Lo D Major 52 D Major 40
B Minor 35 B Minor 35 B Minor Lg
A Major L7 A Major 68 A Major 50
E Major 36 E Major 41 E Major 14
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This teble similarly shovs the per cent of times each key
was placed in Division III in the piano, violin, and orchestra experi-~
ments.

From this tzble we see that Bb major rates first in viano,
second in orchestra, and thirteenth in vinlin.

E minor rztes first in violin, tenth in orchestra, twelfth
in piano.

A minor is first in orchestra, second in »iano, and third in
orchestra. A minor, therefore, is the best kev for Division III.

F major rates lowest in botk viano and violin in Divieion
III while Bb major rates the lowest in orchestra.

Forty-one ver cent of the subjects placed the viano composi-
tions in Division III; thirty—ﬁine ver cent placed violin music in Di-
vision III, end thirty-eight per cent vlaced orchestral rmsic in Di-
vision III.

The piano rates the highest ver cent in Division III 28 it

also did in Division II.
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TABLE VIII

FER CENT OF TIMES EACH XEY VWAS PLACED IN DIVISION IV
(Formal and Classic in Design)

PIANO VIQLIN ORCEESTRA
Key Per Cent KXey Per Cent Key Per Cent
Eb Major 0 Eb Major 1 Eb Major L
Bb Major 0 Bb Major 0 Bb Major o]
G Minor 0 G Minor 23 G Minor 2L
F Major 0 F Major 12 F Major 3
D Minor 34 D Minor 77 D Minor 32
C Major 13 C Major 3 C Major 10
A Minor 12 A Minor 20 A Minor 2
G M=jor 10 G Major 5 G Major 10
E Minor 7 E Minor 6 E Minor 6
D Major 7 D HMajor 12 D Major “ 6
B Minor 19 B Hinor 8 B Minor 2
A Major 1 A Major 11 A Major 2
E Major 13 E Major 29 E Major 2

- 32 -



This table in like manner shows the per cent of times that
each key was placed in Division IV in the »piano, violin, and orchestra
experiments.

It is interesting to note that the key of D minor rates first
in piano, violin, and orchestra.

The key of F najor rates lowest in viano; Bb major is lowest
in both violin and orchestra in Division IV.

Division IV rated highest in the violin experiment with six-
teen per cent of the compositions in that division; nine mer cent of
pilano music and eight per cent of the orchestrzl music was plzced in

Division IV.
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TABLE IX

FER CEST OF TIMES EACH EEY WAS FLACED I THE UNANSWERED DIVISION

FIAXO VIOLIN ORCHESTRA
Xey Fer Cent Key Fer Cent Key Per Cent
Eb Major L Eb Major 10 Eb Major 14
Bb Major 10 Bb Mejor 13 Bb Major 11
G Minor 10 G Minor 10 G Minor 12
F Major 0 F Major L F Major 10
D Minor 14 D Minor 8 D Minor 11
C Major 9 C Major 3 C Major 13
A Minor 8 A Minor 8 A Minor 18
G M=jor 9 G Major 9 G Hajor 14
E Minor 15 E Minor 5 E Minor 18
D Major | 13 D Major 7 D Major 20
B Minor 14 B Minor 10 B Minor 21
A Major 7 A Major 11 A Major 15
E Major 9 E Major 10 E Major 14
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Table IX shows the per cent of timeg that ezch key was
placed in the Unanswered Division in thke piano, violin, and orchestra
experiments.

An analysis of this table shows that fifteen vper cent of thre
subjects did not answer compositions in E minor, which was the highest
per cent not answered in the piano division.

Bb major had the highest ver cent in the violin exveriment,
which was thirteen per cent.

B minor rated the highest per cent in the orchestra experi-
ment with twenty-one per cent of the subjects not answering cormosi-
tions in this key.

The key of F major rates lowest in the viano experiment of
the unanswered division. C major rated the lowest per cent in the
violin, and Bb mejor and D ninor rated lowest in the orchestral exmper-
iment.

In previous tables it was found that the ey of D minor
rated first in both Divisions I and IV. In the Unanswered Division

‘it rates seventh when all instruments are totzled.

F major appeared as the best key in Division II and it to-
tals thirteenth (lowest) in the Unanswered Division.

A minor rated highest in Division IYI and, like D minor, it
totals seventh in the Unanswered Division.

From fhis, we see that fewer subjects were unable to respond
to the key of F major than to any other key.

Fifteen ver cent of the orchestral cormositions found their

way into the Unanswered Division; nine per cent of miano compositions
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rere unanswered; and only eight per cent of violin were placed in this
division.

One rezson that the violin has the lowest pmer cent of unan-
swered compositions is because a larger nrovortion of the subjects se-
lected for this exveriment had more extensive training and exmerience.

It is significent to note that ten mer cent of subjects
nlaced corpositions in Division I.

Twenty-nine per cent of all compositions fell into Division
II.

Thirty-nine ver cent of all cormositions were nlaced in Di-
vision III, which is the highest per cent.

Eleven per cent of cormositions were in Division IV and
eleven per cent of ell comnositions were unanswered.

These per cents show that more subjects classified their com-
positions in Division III than in any other division and fewer suﬁjects

classified their compositions in Division I than ir any other division.
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In order to approach the subject in a different way, the fol-

lowing tables have been nrepared.

Tables X, XI, XII, and XIII show the ver ceant of choices

nlaced in each division in each key.

Reading the tables from left to right you will find:

1.

The key.
The number of compositions in that key.

The per cent of that key in the niano experiment.

- The per cent of that key in the violin exneriment.

The per cent of that key in the orchestrsl exneriment.

. The sverage of the total.
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TABLE X

PER CENT OF CHOICES PLACED IN DIVISION I

(Dignified, Majestic)

Rumber of
Key Compo;itions Piano Violin Orchestra Total

Each Key
Eb Major 6 0 3 32 11
Bb Major 2 0 0 0 0
G Minor 3 11 2 11 8
F Major 2 7 0 50 18
D Minor 2 15 11 53 26
C Major 6 0 21 16 12
A Minor 8 7 L 2 5
G Major 7 11 12 19 14
E Minor 3 35 L 26 21
D Major 20 6 8 14 9
B Minor 3 L 0 8 L
A Major 7 6 1 1 3
E Major 6 3 14 20 12
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TABLE XI

PER CENT OF CHOICES PLACED IN DIVISION II
(Lyrical, Serene, Restful)

’ Number of
Key Gompo;itions Piano Violin Orchestra Total
Each Key
Eb Major 6 62 Ly 5 N
Bb Ma,j&r 2 10 - 95 40 b8
G Minor 3 34 7 8 16
¥ Major 2 93 80 - 38 71
D Minor 2 0 L0 0 0
C Major 6 28 - 58 - 16 35
A Minor- . 8 - 1k 5 21 13
¢ Major ¢ 7 37 49 27 38
E Minor 3 29 6 , 29 20
D Major | 20 40 23 29 31
B Minor 3 34 53 34 Lo
A Major | 7 ' 43 o 38 30
B Major 6 Ly 9 62 38
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TABLE XI11

PER CENT OF CEQICES PLACED IN DIVISION III
(Fumorous, Delicate, Brilliant)

Mumber of
Key uompoiztlons Piano Violin Orchestra Total

Each Key
Eb Major 6 38 51 L8 L6
Bb Major 2 90 5 60 52
G Minor 3 55 65 53 58
F Major 2 0 8 9, 6
D Minor 2 45 5 11 20
C Major 6 56 18 56 L3
A Minor 8 65 69 74 69
G Major 7 L1 33 L2 39
E Minor 3 28 8l 37 51
D Major 20 L6 56 50 51
B Minor 3 Lo 38 56 L5
A Major 7 50 76 59 62
E Major 6 39 L6 16 34



TABIE XIII

PER CENT OF CHOICES PLACED IN DIVISION IV

(Formal and Classic In Design)

Number of
Key Compo;itions Piano Violin Orchestra Total

Each Key
Eb Major 6 0 2 5 2
Bb Major 2 0 0 0 0
G Minor 3 0 26 28 18
F Major 2 0 12 3 5
D Minor 2 L0 8L 36 5k
C Major 6 16 3 12 10
A Minor 8 14 22 3 13
G Major 7 11 6 12 9
E Minor 3 8 6 8 8
D Major 20 8 13 7 9
B Minor 3 22 9 2 11
A Major 7 1 13 2 5
E Major 6 14 31 2 16
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In order to ascertain the per cent of the total choices for
each key, the compositions which were not ansvered were subtracted from
the data when figuring the per cent.

It was seen previously that D minor rated highest in Divisions
I and IV;.F major rated highest in Division II, and A minor rated high-
est in Division III.

Table XIV shows the razting of these keys in the other divi-

sions.

TABLE XIV

THE PLACE OF TEE THREE KEYS
DETERMINED BY PER CENT OF CHOICES IN EACH OF THEE FOUR DIVISIONS

Key I II III IV
D Minor 1 13 12 1
¥ Major 3 1 13 10~-11
A Minor &-9 12 1 L

This enalysis shows that thése keys which rate highest in one
or more classifications also rate very low in one or more classifica-
tions.

Table XV shows the keys arranged in the order of their high-

est nmer cents when pileno, violin and orchestra are zll considered.
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TABLE XV

TEE FEYS ARRANGED IN TEE ORDER OF THEIR HIGHEST PER CENT OF CHOICES
I THE TOTAL OF THEE THREE EXPERIMENTS

DIVISION I DIVISION II DIVISIOQON III DIVISICN IV
Key  Per Cent Key  Fer Cent ey Per Cent Key Fer Cent

D Hinor 26 T Major 71 A Minor £9 D Minor sl
E Minor 21 Bb Major 48 A Major 62 G Minor 18
F Major 18 Eb Major 41 G Minor 58 E Mejor 16
G Major 14 B Minor 40 Bb Major 52 A Miror 13
C Major 12 G Mzjor 38 E Minor 51 B Minor 1l
E Major 12 E Major 38 D Major £l © G Major 10
Eb Major 11 C Msjor 35 Eb Major 46 G Mzjor 9
D Major 9 D Major 31 B Minor 45 D Major 9
A Minor 9 A Major 30 C Major 43 E Minor 8
G Minor 8 E Minor 20 G Major 39 F Mejor 5
B Minor L G Minor 16 E Major 34 A Major 5
A Major 3 A HMinor 13 D Minor 20 Eb Major 2
Bb Major 0 D Minor 0 ¥ Major 6 Bb Major ¢
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Table XVI shows the »nlace of each key, determined by the ver
cent of choices in each of the four divisions.

Some keys are consistent in their distribution zmong the di-
visions.

D Major is the most evenly distributed of all of the keys;
G major and C major are =lso quite consistent.

This indicates that mood effects some keys more strongly

then others.
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TABLE XVI

THE PLACE (DETERMINED BY PER CENT OF CEOICE) OF TACH KEY

IN FACE OF THE FOUR DIVISIONS

Xey I I1 III Iv
Eb Major 5=6 3 7 12
Bb Major 13 2 4 13
G Minor 10 11 3 2
F Major 3 1 13 10-11
D Minor 1l 13 12 1
c Majo? 5-6 7 9 6
A Minor 8~9 12 1 L
G Major L 5-6 10 7-8
E Minor 2 10 5-6 9
D Major 8-9 8 5-6 7-8
B Minor 11 L 8 5
A Major 12 S 2 11
E Major 5-6 5-6 12 3
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Table XVII shows the mer cent of each of the four divisions
in each key for the three experiments.

This chart shows =z complete analysis of each key. The divi-
sions are arranged in order of their highest mer cent in the column of
totals.

From this tzble of totals it is seen that Division rates high-
est in F major and E lajor.

Most keys rated highest in Division III. The keys were Eb
najor, Bb major, G minor, C major, A minor, G major, E minor, D major,

B minor and A major.

Division IV rates highest in the key of D minor.



TABLE XVII

PER CENT OF CHOICES IN EACH KEY PLACED IN DIVISIONS I, II, III, IV

umber of
Compositions
Xey In Divisions = Piano Violin Orchestra .Total
Each ey

Eb Major 6 III 38 51 L8 L6
II 62 L, 15 Ly

I 0 3 32 11

Iv 0 2 5 2

By Major 2 I1I 20 5 60 52
II 10 Qo5 Lo L3

I 0 0 0 0

I 0 0 0 0

G Minor 3 : III 55 65 53 58
IV 0 26 28 18

II 34 7 8 16

I 11 2 11 8

F Major 2 - 1T 93 80 38 71
I 7 0 50 18

111 0 8 9 6

IV 0 12 3 5

D Minor 2 | Iy Lo 8l 36 5l
' I 15 11 53 26

I1I Ly 5 11 20

I1 -0 0 0 0

C Major 6 II1I 56 18 56 L3
11 28 58 16 35

I 0 21 16 12

Iv 16 3 12 10

A Minor 8 II1 65 69 7L 69
II 14 5 21 13

Iv 14 22 3 13

I 7 L 2 5

G Major 7 I11 hi 33 L2 39
11 37 L9 27 38

I 11 12 19 14

Iv 11 6

12 g
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TABLE XVII

(Continued)
Tumber of
Key Compo;;tlons Divisions Piano Violin Orchestra Total
Each Key

E Minor 3 III 28 8L 37 5
I 35 L 26 21

II 29 6 29 20

IV 8 6 8 8

D Major 20 III L6 56 50 51
II 40 23 29 31

I 6 8 14 9

Iv 8 13 7 9

B Minor 3 III Lo 38 56 L5
II 34 53 34 L0

IV 22 9 2 11

I L 0 8 L

A Hejor 7 III 50 . 76 59 62
II L3 11 38 30

IV 1 13 2 5

I 6 1 1 3

E Major 6 11 Lo 9 62 38
III 39 L6 16 34

IV 14 31 2 16

I 3 14 20 12
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Chapter IV

SIGNIFICANCE OF DATA REGARDING KEY

The conclusions discussed in this chapter zre drawn from the
tables presented in the preceding chapter. In this chapter the key
differences will be discussed.

All of the compositions used in the three experiments re-
ceived a fifty per cent or above agreement in the mood classification.
Therefore, music does wroduce a uniform mood response to many people.

The four mood divisions used seemed to be adequate to enzatle
the subjects to claseify adequately the cormositions. If fewer divi-
sions had been used, there would have been a more concentrated result,
and if more moods had been used, there would have been a less concen-
trated result.

In each of the three experiments, more subjects classified
compositions into Division III than into any other division. Perhaps
in another experiment, Division III might be subdivided.

Fewer subjects clascified compositions into Division I than
into any other division. Since every effort was made to secure compo-
sitions of all moods, this indicates that rmeic which is dignified and
majestic is rather rare. Per haps this is representative of music in
general.

All thirteen keys rated a2 higher per cent in the other divi-
sions than in Division I, and 211 keys except one rated higher in Divi-
sions II and III than in Divieion IV. Furthermore, the classifications

which sttracted fewer choices also had a2 less variety of keys revresented.
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The key of D minor rated highest in both DPivisions I and IV;
F major rated highest in Division II; and A minor rated highest in Divi-
sion III. Therefore, the keys which rated first were in the keys of
one flat or no flats or sharps. The most uniform response was from keys
with few sharps or flats in the signature.

Division I had the smallest spread of key of the four divi-
sions. The top three keys in that division ranged from one flat to one
sharp.

The three top key choices for Division II were =211 flat keys.
These keys ranged from one to three flats.

Division III had a spread in its top three keys of from two
flats to three sharps. Thus, Division III, which is the largest divi~
sion, also shows more diversity of key.

| The widest key spread in the top three keys was in Division
IV. These keys ranged from two flats to four sharps.

Therefore it is apparent that fewer sharps or flats tend to
give a majestic feeling and that composers wishing to express this mood
use these keys.

Flat keys are the best for compositions which are lyrical,
serene, and restful.

We find more diversity of key in compositions which are hum~
orous, delicate or brilliant in character.

The most diversity of key is found in compositions which are
formal and classic in design. Thus, commosers writing in this style
give little thought to the key of their compositions.

In the three top keys of Divisions I, III, znd IV, two of the
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¥eys were minor and one wvas major. Therefore the minor mode is not a
determining factor in mood classification.

The top keys in Division II are sll major. The minor keys
rate very low. Therefore it is logical to assume that misic which is
lyrical, serene, or restful is not as affective in minor as in the me-
Jor mode.

Keys which rated highest in one or more divisions also rated
very low in one or more divisions. Thus these keys do show mood ten-

dencies. In this group were:

Bb major
G minor
F major
D minor
A minor
A major
E major

QOther keys were very consistent in their distribtution and

shoved no significant mood tendency. 1In this group were:

Eb major
C major
D major
B minor
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Chapter V
CHARACTERISTICS OF THE MUSIC OTHER THAN KEY
WEICH DETERMINED THE CLASSIFICATION

No one would think that key was the only factor which influ-
enced the classification of the compositions. The results suggest many
other factors.

For example, some of the factors which are outstanding in com-
positions classified as dignified and majestic (Division I) are as fol-
lows:

The melodic line is generally of a singable character. The
melody is often of a rather low pitch and the melodic line is often as-
cending in character. It generally does not have an extremely wide
range.

Rhythm in this division contains a firm, precise, and often
heavy accent which give the numbers the stability and dignity which
they contain.

The harmonic progressions in compositions of this division
are generally of a conservative and often rather simple nature.

Polyphony is very evident in many of these compositions but
almost totally absent in others. Strict imitation gives many of the
compositions a part of the dignity which they possess.

The tempo in selections of this division is usually of o
slow, deliberate, and stately character.

Dynamics vary in these commositions. Most of these composi-
tions are rather loud in character to add to a mood of depth and full-

ness.
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Full orchestration but no unusual devices is evident in
compositions of this division. When the music is triumphant in char-
acter, the brass section is often outstanding.

The style and variety of bowing is very important to mood
classification. Some bowings most common to this division are:

1. Detache -- a detached stroke of the bow.

2. Grand Datache -- broad, sweeping, detached stroke.

3. Martelg -- hammered, detached stroke.

L. Slurred -- two or more notes played on one bow.

Similarly in the compositions classified as lyrical, serene,
and restful (Division II) some of the outstanding factors are:

The melodic line is singable in character. The melody has
neither sn extremely wide range nor many wide skips.

Rhythm patterns in compositions of Division II are often of
a complicated character. However, the difficult patterns sound smooth
and help to establish the flowing character of compositions of this
division. Heavy accents are generally avoided in these compositions.

The harmonic progressions of this division are usually rather
complex in character. In compositions of a later period, more unusual
harmonies are evident.

Polyphony varies greatly in amount in compositions of this
division.

The tempo is moderate in character.

There is usually little dynamic contrast in compositions which

are lyrical, etc. The dynamics are vrimarily of a soft and rather sub-
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dued character.

Orchestration of these compositions generzlly does not in-
clude an zbundance of brass or other heavy instruments. The string
and woodwind sections of the orchestre zre very prominent in composi-
tions of this division.

Bowings most common to this division are:

1. Legato -- singing stroke without any audible break in the

flow of tone.
2. Slurred -- two or more notes to one bow.
3. Portato -- several notes to one bow with each note gent-

ly divided.

Division III (humorous, delicate, and brilliant), which em-
braced the largest per cent of the compositions has some outstanding
factors.

The melody is of a less singable nature. To a large degree,
the melodic line is often woven from scale, chord, or =zrpeggio figures.
It also covers a much wider range.than found in the previous divisionms.

The rhythm of this division often contains similar patterns
and has an abundance of sixteenth notes. It 2lso has many dotted fig-
ures and uneven rhythms, but these flow easily and the rhythm vatterns
of this division aid in the execution of the technical difficulties.

Harmony, vpolyvhony, and dynamics vary greatly in compositions
of this division and thus are not constant or determining factors.

Tempo is an immortant factor. Compositions of this division
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generally have a rapid tempo.

This rusic generally makes heavy demands upon the technical
equipment of the verformer. Often technic is used to show sheer virtu-
osity.

Almost all of the instruments of the orchestra are used in
compositions of this division. TUnusual orchestral effects, such as
harmonics and pizzicato in the violin,are often used.

Many unusual bow effects often appear in compositions which
are humorous, delicate, or brilliant.

Among the standard bowings common to this division are:

1. Detache ~- detached stroke of the bow, often rarid in
character.

2. Staccato -~ an abrupt stop of the bow.

3. Down bow staccato.

L. Up bow staccato.

5. Spiccato -- bouncing, soringing bow.

6. Saltando or saltato -- a free rebound of the bow. This
is often referred to as a thrown bow, esvecially when passing over sev-

eral strings in rapid succession.

Fewer factors were as decided in the fourth division, which
was formal and classic in design gg ere discussed in the three preced-
ing divisions.

The melodic line of cormmositions in this division is less

singable than Divisions I and II. The melody is generally made up of
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small figures or motives which are woven and developed in the formal
style.

These motives are generally counterruntal in character and
often derived from the scale or chord line.

The complexity of the rhythm patterns differ in these compo-
sitions. BRhythmic figures and motives, like the melodic figures and
motives, aid in the development of the form of these compositions.

In earlier works of this division, the harmony is generally
of a simple nature. In works of the later meriods it becomes more com-
plex.

Polyphony is an outstanding factor in this division. Most
of the compositions are polyphonic in character. Strict imitation es-
tablishes the form as a whole.

Tempo, dynamics, and orchestration vary in compositions of
this division and thus show no central tendencies to be determining
factors.

These compositions are ususlly technically difficult to ex-
ecute because of the precise intervretation which they demand. Thus,
they make heavy technical demands upon the verformer, but technic is
not used as an end in itself but as a means to a more artistic inter-
nretation of the composition.

More conservative bowings are used in compositions of this
division. Leading the list are:

1. Detache -~ detached stroke of the bow.

2. Martele —- hammered, detached stroke.
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Chapter VI

GENERAL SUMMARY

Although this experiment was planned to discover the effect
of key uvon mood in rusic, actually rmch more information was gained
regarding other factors which influenced the listener.

So far as key is concerned it was found that:

1. Some keys showed mood tendency while other keys showed no
significant results.

2. The keys which rated highest in the four divisions were:

D minor -- Division I, Dignified, Majestic
Division IV, Formal and Classic in Design.

F major -~ Division II, Lyrical, Serene, Restful.
A ninor -- Division III, Humorous, Delicate, Brilliant.

3. Key tendency of compositions which were dignified and ma-
jestic was towards fewer sharps or flats in the signature.

L. Key tendency of comwositions which were lyrical, serene,
and restful was towards flats in the signature.

5. Compositions which were humorous, delicate, and brilliant
showed more diversity of key than was found in the wnrevious two divi-
sions.

6. The greatest diversity of key vas found in compositions
which were classified as formal and classic in design.

7. Minor keys rated high in Divisions I, III, and IV but
rated very low in Division II. Thus mode seems of little significance

in determining mood.

Characteristics of music other than key were found to be
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nore immortant factors in determining the classification of the compo-
sitions. These factors were:
1. Tempo.
2. Melody.
. Rhythm.

3

L. Harmony.
5. Folyphony.
6

. Orchestration.

7. Bowing.
8. Technic.
9. Dynemics.

Similar experimentation with some of the factors mentioned
above should bring forth interesting and valuable dsta.

Special compositions could be selected to show a more direct
relation of key to mood, but I feel that another impartial exXperiment

would bring substantially the same results as in this study.
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AFPPENDIX

The following tables show the complete analysis of the clas-
gification of each composition in each of the three experiments.
The compositions are arranged in the order of the highest
per cent of agreement in the division of their fifst choice.
Reading these tazbles from left to right you will find:
1. The key of the composition. Major keys will be indicated
by a capital letter and minor keys will be indicated by small letters.
2. The name of the comwosition.
3. The composer.
L. The division into which the highest ver cent of the sub-
jects classified the composition.
5. The per cent of the subjects who vlaced the composition
into the division of the first choice.
6. The division which rated the second choice.
7. The per cent of tkhe subjects who vlaced the compositions
into the division of the second choice.
8. The division which rated the third choice.
9. The per cent of the subjects who placed the compositions
into the division of the third choice.
10. The division which rated the fourth choice.
11. The ﬁer cent of the subjects who placed the compositions
into the divisions of the fourth choice.
12. The per cent of the subjects who did not answer the com-

positions.
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ANALYSIS OF TEE CLASSIFICATION OF

TABLE XVIII

THE PIANO COMPOSITIONS

1st 2nd 3rd Lth Unan-
Key Choice (Choice Choice Choice swered
DIV. % DIV. % DIV. $ DIV. %
1 Eb Slumber Song Schumann 2 100
2 D Dancing Doll Poldini 3 98 2 2
3 Eb Country Gardens Grainger 3 98 2 2
L A To A Wild Rose MacDowell 2 96 3 4
5 C Spinning Song Mendelssohn 3 94 2 6
6 F Melody in F Rubinstein 2 94 1 6
7 a The Wild Horse-~ Schumann 3 9% 1 2 L
mann
8 P Traumerei Schumann 2 62 1 8
9 A Soring Song Mendelssohn 2 8 3 12 2
10 G Minuet Paderewski 3 86 2 14
11 Eb Romance Schumann 2 86 13 8 6
12 A Starlight MacDowell 2 84 3 L 12
(Sea Pieces)
13 A Butterfly Grieg 3 84 2 6 10
14 E Consolation Mendelssohn 2 8 3 L 1 2 10
15 D Simple Aveu Thome 2 8 3 4 12
16 E Troika Tschaikowsky 3 8 1 6 2 4 6
17 Bb March of the FPierne 3 8 2 10 8
Little Tin
Soldiers
18 D Contentedness Schumann 2 82 3 6 12
19 Bb Scherzo in Bb Schubert 3 8 2 6 12

Major

- 60 -



TABLE XVIII

(Continued)
let 2nd 3rd 4th Unan-
Xey Choice Choice Choice Choice swered
DIV. % DIV. % DIV. % DIV. % %
20 D Aba-Bien-Aimee  Schutt 2 & =2 8 10
21 D Fugue in D Major Bach 4 82 3 8 1 2 8
(wTC)
22 A Japanese Etude Poldini 3 8 2 L L 4 10
23 ¢ Minuet in G Beethoven 2 8 3 20
24 B Amaryllis Louis XIII- 3 80 2 10 L 2 8
Ghyrs
25 Eb Nocturne in Eb  Chopin 2 8 3 14 6
Major, Op. 9
26 b Witches! Dance MacDowell 3 8 4 4L 2 2 14
27 a TFur Elise Beethoven 2 80 3 12 4L 2 6
28 D Song Without Rebekoff 2 80 3 4 L 2 14
Words
29 D Curious Story Schumann 3 80 2 12 8
30 & ZKnight Rupert Schumann 3 80 1 14 6
31 g Chanson Triste Tschaikowsky 2 80 3 10 1 2 8
32 b Tune Barcarole Tscheikowsky 2 80 3 10 1 2 8
33 a Valse Bril- Chopin 3 78 2 6 16
lante, Op. 34
34 D Serenata Moskowski 2 78 3 6 16
35 Eb Grande Valse Chorin 3 76 2 12 12
Brillante,
Op. 18
36 e Funeral March Mendelssohn 1 76 L 16 8
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TABLE XVITI

(Continued)
1st 2nd 3rd Lth Unan-
Key Choice Choice Choice Choice swered
DIV. $ DIV. % DIV. $ DIV. % %
37 a Concerto A Min- Schumann 3 76 2 14 4 2 8
or, lst Movt.
3¢ D Tango in D Albeniz 3 74 2 8 4 2 16
39 E Nocturne Etude Chovin 2 74 3 8 L 4 14
E Major, 0p.10
LO G The Last Spring Grieg 2 74 3 14 12
41 a Prelude & Fugue Bach L 72 1 10 3 6 12
in A Minor
L2 G Second Arabesque Debussy 3 72 2 6 L 2 20
43 D Brer Rabbit MacDowell 3 72 2 10 L 2 16
Ly D Song (Sea MacDowell 2 72 3 14 14
Pieces)
L5 A Hunting Song Mendelssohn 3 72 1 6 2 4 18
46 D The Brook Mendelssohn 2 72 3 14 14
47 ¢ Sonate in ¢ Ma- Mozart 3 72 4 14 1y
jor, 3rd Movt.
L8 G Soldiers March  Schumann 1 72 3 20 L4 2 6
L9 D Marche Militaire Schubert 3 72 1 26 2
50 C Prelude No. 1, Bach 2 10 4 20 13 2 8
C Major (WIC)
51 D Les Sylvians Chaminade 3 70 2 10 1 2 18
52 A Polonaige Mili- Chopin 3 70 1 30
taire
53 E The Harmonious Handel L 70 3 16 2 10 1 2 2

Blacksmith
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TABLE XVIII

(Continued)
1ist 2nd. 3rd Lth Unan-
Xey Choice Choice (Choice Choice swered
DIV. % DIV. % DIV. $ DIV. % %
54 a Turkish March Mozart 3 70 L 16 1 8 6
55 g Profet Bird Schumann 3 70 2 12 18
56 ¢ Invention No. 1, Bach 3 68 4 20 12
C Major
57 D TKovelette MecDowell 3 68 2 1¢ 22
58 C Sonata in C Ma~ Mozart 3 68 L 16 2 8 8
jor, lst Movt.
59 D Prelude in D Ma- Bach 1 66 4 16 3 12 2 2 n
jor (WTC)
60 a Concerto in A Grieg 3 66 1 18 L4 8 2 2 6
Minor, lst Movt.
61 e Elfin Dance Grieg 3 66 2 10 4 6 1 2 16
62 C Nocturne, No. 4 Grieg 2 66 3 12 4 8 14
63 g Prelude in G Rachmaninoff 3 66 1 14 6
Minor '
64 e Prelude in B Mi- Chorin 2 64 1 12 3 4 20
nor, Cp. 28
65 D Gavotte Gossec 3 64 4 16 2 2 18
66 & TFuneral March of Gounod 3 64 1 14 4 8 14
Marionette
67 ¢ Gypsy Rondo Haydn L 64 3 18 2 4 1 2 12
68 D Sonata Op. 2 Beethoven 2 62 1 12 3 8 4 4 14
2nd Movt.
69 D Sonata, Op. 10 Beethoven 3 62 2 12 4 8 18

let Movt.
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TABLE XVIII

(Continued)
1st 2nd 3rd Lth Unan-
Key Choice (Choice (Choice (hoice swered
DIV. $ DIV. % DIV. % DIV. ¢ %
70 & Chromatic Fan~ Bach L 60 3 14 1 12 1y
tasy & Fugue
71 Eb Fantasia Sonata 3Beethoven 3 60 2 16 4 6 18
Op. 22,
1st Movt.
72 E The White Pea- Griffes 2 60 3 20 1 4 16
cock
73 D Ondine Debussey 3 54 2 12 4 8 26
74 b Prelude, Chor- Franck L s4 3 16 1 8 2 6 16
ale, Fugue
75 G Minstrels Debussy 2 52 3 26 22
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TABLE XIX

ANATYSIS OF TEE CLASSIFICATION OF THE VIOLIN COMPOSITIONS

lst 2nd 3rd Lth Unan-
Key Choice Choice Choice Choice swered
DIV. % DIV. % DIV. % DIV. % %
1 D Concerto in D Wieniawski 3 100
Minor, 3rd
Mowt.
2 Eb Hora Staccato Heifetz 3 98 4 2
3 & Svanish Dance DeFalla- 3 9% 4 2 L
No. 1 Kreisler
L' E Concerto in B Mendelssohn 3 94 4 L 2
Minor, 3rd
Movt.
5 e The Bee Francois 3 94 2 2 L
Schubert
6 A Polonaise Bril- Wieniawski 3 94 6
liante NWo. 2
7 A Tarentelle Vieuxtemps 3 92 4 2 6
8 ¢ Moto Perpetuo Paganini 3 92 4 L L
9 C The 0ld Refrain Kreisler 2 92 3 4 L 2 2
10 g Tambourin Chin- Kreisler 3 90 2 4 6
ois
11 a Gypsy Airs Sarasate 3 9 1 4 2 2 L
12 g Scherzo-Taren- Wieniawski 3 8 L4 6 2 4 2
telle
13 Bb Concerto in D Wieniawski 2 88 3 6 6
Minor, 2nd
Movt.
14 A Rondo Cappric- Saint-Saens 3 88 12
ioso
15 D Dancing Doll Poldini 3 88 2 10 2

- 65 -



TABLE XIX

(Continued)
1st 2nd 3rd Lth Unan-~
Key Choice Choice (Choice Choice swered
DIV. $ DIV. ¢ DIV. % DIV. % %
16 D Allegro Bril- Hare 86 1 2 12
liant
17 Eb Zevhyr Hubay 86 2 2 12
18 ¢ The Swan Saint-Saens 8 3 6 4 2 6
19 D Witches' Dance Paganini 8y 4 2 14
20 a Caprice in A Paganini 84y 4 4 12
Minor
21 F Romance in F Beethoven 8y 4 10 6
22 D On Wings of Song Mendelssohn 84 3 16
23 G Romance in G Beethoven 82 4 8 10
24 D Meditation Massenet 82 1 18
(Thais)
25 b La Campanella Paganini 82 2 4 14
26 D Concerto in D Tschiakowsky 82 1 4 14
Major, 3rd
Movt.
27 C Prize Song (Die Wagner- 82 3 10 1 6 2
Meistersinger) Wilhelm
28 D Concerto in D Beethoven 80 2 8 1 2 10
Mejor, 3rd
Movt.
29 D Concerto in D Brakms 80 4 10 1 4 6
Major, 3rd
Movt.
30 Eb Concerto in G Bruch 80 1 8 3 4 4 2 6

Minor, 2nd
Movt.
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TABLE XIX

(Continued)
1st 2nd 3rd Lth Unan-
Key Choice Choice GChoice (Choice swered
DIvV. DIV. % DIV. % DIvV. %
31 e Spanish Dance Granados- 3 80 iy 1 2 L
Kreisler

32 E Heire Kati Hubay 3 80 6 14
Part II

33 A I Palpiti Rossini- 3 80 4 2 18

Paganini

34 D Andante Canta~ Tschaikowsky 2 80 8 1 6 4 4 2
bile (Quartet)

35 a Caprice in A Wieniawski 3 80 6 4 2 12
Minor

36 & Chaconne (Sona- 3Bach L 78 12 10
ta in D Minor)

37 Eb Poeme Chausson 2 78 6 1 4 12

38 @ Schon Rosemarie Kreisler 3 78 20 2

39 D Symphonie Espag- Lalo 3 78 6 1 4 4 1 10
nole, 5th Mvt.

LO D Concerto in D Mozart 3 78 L 10 12
Major, 3rd
Movt.

41 Bb Concerto in D Sibelius 2 78 2 20
Minor, 2nd
Movt.

L2 A Zepadeado (Shoe- Sarasate 3 78 L 1 2 16
maker Dance)

43 & La Folia Corelli L 76 3 10 1 8 )

LI G Humoresque Dvorak 3 76 24

L5 D From the Cane- Gardner 3 76 8 L 4 12

break
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TABLE XIX

(Continued)
1st 2nd 3rd 4th Unan-
Key Choice (Choice Choice Choice swered
DIV. % DIV. % DIV. % DIV. % %
L6 C Concerto in E Mendelssohn 2 76 1 10 4 6 8
Minor, 2nd
Movt.
L7 A Fugue in A Major Tartini- L 74 3 8 1 4 14
Kreisler
L8 G Pavane Ravel 2 74 1 10 3 L 4 2 10
L9 b Caprice Viennois Kreisler 2 74 3 20 6
50 E Sonata No. VI, Handel L 74 1 6 3 4 2 2 14
E Major, 1lst
Movt.
51 D Valse-Bluette Drigo-Auer 3 74 2 24 2
52 0 Air For The G Bach 1 72 2 22 4 6
String
53 E Prelude in E Bach 4 72 2 18 1 2 8
(Sonata VI)
54 D Souvenir Drdla 3 72 2 28
55 D Sonata No. IV Handel L 72 1 16 2 2 10
D Major, 1lst
Movt.
56 D Cavatina Raff 2 72 1 16 4 4 13 2 6
57 A Caprice in Eb Wieniawski 3 72 2 14 1 2 12
Major
58 a Concerto in A Vivaldi 3 70 4 14 2 4 1 2 10
Minor, 3rd
Movt.
59 G Largo Handel 1 70 L 16 2 14
60 E Gavotte and Ron- Bach 3 70 4 18 2 6 6

do (Sonata VI)
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TABLE XIX

(Continued)
1st 2nd 3rd Lth Unan-
Xey Choice Choice Choice Choice swered
DIV. %4 DIV. % DIV. % DIV. % %
61 F Sonata in F Beethoven 2 68 3 16 L 14 2
1st Movt.
62 D Sonata No. IV Handel L 68 1 10 2 8 13 6 8
D Major, 2nd
Movt.
63 Eb Rondino (Theme Xreisler 2 68 3 14 4 4 14
Beethoven)
64 C Ave Maria Schubert- 2 68 1 32
Wilhelm
65 a Concerto in A Viotti L 68 1 10 3 8 2 2 12
Minor, 1lst
Movt.
66 e Praeludium and Xreisler 3 66 4 18 1 8 8
Allegro
67 E Hejre Kati, Hubay l 66 2 16 4 2 16
Part I
68 a Concerto in A Viveldi L 62 3 1 1 12 12
Minor, 1lst
Movt.
69 g Chaconne Vitali L 62 3 12 2 10 16
70 b Sonata No. IV, Handel 2 62 4 26 3 2 10
D Major, 3rd
Movt.
71 a La Cinquantaine Gabriel-Marie 3 62 2 76 L4 12 10
72 A Minuet Boecherini 2 62 3 34 4 2 2
73 D Prasquita Sera- Lehar-Kreisler 2 60 3 34 4 2 L
nade
7L G Minuet Paderewski- 3 60 2 30 4 8 2
Xreisler
75 D Adoration Borowski 1 58 2 42
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TABLE XX

ANATYSIS OF THE CLASSIFICATION OF THE ORCHESTRA COMPOSITIOQNS

1st 2nd 3rd bth Unan-
Xey Choice Choice (Choice (Choice swered
DIV. % DIV. % DIV. % DIV. % %
1 Eb Pizzicato Polka Delibes 3 100
(Sylvia)
2 Bb Scherzo (Midsum- Mendelssohn 3 100
mer Night's
Dream)
3 a Flight of the Rimsky- 3 98 4 2
Bumble Bee Korsakov
L A Prelude to Bizet 3 94 2 2 L
"Carmen'
5 § 3Bolero Ravel 3 92 L 2 6
6 D Overture "Mar- Mozart 3 92 4 4 L
riage of Fi-
garo¥
7 Bb Coronation March Megerbeer 1 90 4 L 6
(La Profete)
8 B Salut D'Amour Elgar 2 90 1 2 8
9 F War March of Mendelssohn 1 90 &4 6 L
the Priests
10 a Morris Dance Gernan 3 82 18
(Eenry VIII)
11 D Symphony No. 5 Tschaikowsky 2 82 18
2nd Movt.
12 A Skater's Waltz Waldtenfel 2 8 13 10 8
13 E Overture to "Tann- Wagner 1 8 4 12 3 2 L
hauser"
14 A Romen Carnival Berlioz 3 80 2 6 4 4 10
Overture
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TABLE XX

(Continued)
1st 2nd 3rd L4th Unan-
Xey Choice Choice (Choice (Choice swered
DIV. $ DIV. % DIV. %4 DIV. % %
15 A Carneval Over- Dvorak 3 80 2 4 16
ture
16 D FPomp and Circum- Elgar 1 80 3 1% 2¢ 2 L
stance No. 1
17 a Russian Sailors' Gliere 3 80 1 4 16
Dance (Red
Fopoy)
18 E Morning (Peer Grieg 2 80 13 6 14
Gynt No. 1)
19 a Anita's Dance Grieg 3 80 2 8 12
(Peer Gynt
¥o. 1)
20 D Overture "Don Mozart 3 80 4 6 1 2 12
Giovanni®
21 ¢ Argonaise (Le Massenet 3 76 2 4 20
cid)
22 D 1Invitation to Von Weber 3 76 2 16 8
the Dance
23 @ March (Nut- Tschaikowsky 3 74 1 12 L4 4 10
cracker Suite)
24 e Dance of the Tschaikowsky 3 74 2 12 14
Candy Fairy
25 E Forest Murmurs Wagner 2 7% 3 14 12
(Siegfried)
26 G Young Prince and Rimsky- 2 774 3 8 L 2 16
Princess Xorsakov
27 Bb Waltz (Sleep- Tschaikowsky 2 72 3 6 22

ing Beauty
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TABLE XX

(Continued)
1st 2nd 3rd Lth Unan-
Key Choice Choice GChoice Choice swered
DIV. 4 DIV. 4 DIV. 4 DIV. %4 4

28 D Dance of the Tschaikowsky 3 72 2 8 4 2 18
Militron Flutes

28 C Artists! Life Strauss 3 72 2 18 10
Waltz

30 b Symohony No. 8, Schubert 2 72 4L 6 3 4 18
lst Movt.

31 g Fugue in G Mi~ Bach L 70 1 14 3 12 L
nor (Little)

32 F Symphony No. 6 Beethoven 2 70 3 14 16
1st Movt.

33 D Valse lente Delibes 2 70 3 8 1 2 20
(Ballet Sylvia)

34 G Serenade (Eine Mozart 2 70 3 6 1 2 22
Kleine Nachs-
misik)

35 E Symphony No. 8 Schubert 2 70 1 6 3 2 22
2nd Movt.

36 G Prelude to Act Wagner 1 70 3 18 4 10 2
III (Logengrin)

37 a Solvejg's Song Grieg 2 68 3 10 1 6 12
(Peer Gynt
No. 2)

38 D Waltz of the Tschaikowsky 2 68 3 26 6
Flowers

39 G Waltz (Serenade Tschaikowsky 3 68 2 14 4 2 16
for Strings)

LO Eb Overture to "The Mozart 3 68 2 8 4 6 18

Magic Flute"
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(Continued)
1st 2nd 3rd Lth Unan-
Xey Choice (Choice Choice Choice swered
DIV. % DIV. ¢ DIV. 4 DIV. %

b1 C Overture to "Die Wagner 1 68 4 20 12
Meistersinger®

42 D Overture to Wagner 3 66 4 12 1 4 18
"Rienzi®

L3 g Dance Macabre Saint-Saens 3 66 1 8 2 6 4 18

Lt C Symphony No. 5, Beethoven 3 66 4L 8 1 6 2 16
Lth Movt.

L5 d Symphony in D ‘Franck 1 66 3 16 18
Minor, 1lst
Hovt.

46 a Symphony No. 3, Mendelssohn 3 64 4 6 1 2 28
1st Movt.

L7 A Grand Waltz Gounod 2 64 3 18 1 2 16
(Faust)

L8 D Symohony No. 9, Beethoven 1 64 4 6 2 4 3 2L
Lth Movt.

L9 d Prelude and Bach L 64 1 28 3 4 L
Fugue in D
Minor

50 b Tale of Kalendar Rimsky- 2 64 3 8 4 4 24
Prince Korsakov

51 e Symphony No. 5 Tschaikowsky 1 64 4 10 3 6 18
1st Movt.

52 D OQOverture to Von Weber 3 62 2 14 1 4 20
"Oberon!

53 A Sympkony No. 5, Tschaikowsky 3 62 4 8 2 6 24

3rd Movt.
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(Continued)
. 1lst 2nd 3rd Lth Unan-
Xey Choice Choice Choice (Choice swered
DIV. % DIV. % DIV. % DIV. 4 &

54 g Dance Arabe Tschaikowsky 3 62 2 14 1 8 16
(Muteracker)

55 b In the Hall of Grieg 3 62 1 10 2 8 20
the Mountsain
King

56 A In the Village Ippolitov- 2 60 3 10 1 4 26

Ivanov

57 B Procession of Ipnolitov- 3 60 1 10 2 4 26
the Sardar Ivanov

58 D Symphony No. 2  Brahnms 2 60 4 6 3 4 1 2 28
Lth Movt.

59 a Symphony No. 7 Beethoven 2 60 3 14 1 4 22
2nd Movt.

60 Eb Symphony No. 3 Beethoven 1 60 4 10 2 8 3 4 18
1st Movt.

61 C Leonore QOver- Beethoven 2 60 3 10 4 8 1 4 18
ture Wo. 3

62 D Symphony No. 35 Mozart L 60 1 10 3 6 24
1st Movt.

63 D Classical Sym- Prokofieff 3 60 4 8 32
vhony, lst
Movt.

64 e Sea and Sin- Rimslky- 2 60 3 10 4 8 22
bad's Ship Korsakov

65 Eb Overture to Von Weber 2 60 3 18 1 6 16
"Buryanthe"

66 a Symphony No. 4  Sibelius 3 58 4 10 2 2 30

1st Movt.
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(Continued)
R 1st 2nd 3rd Lth Unan-
Key Choice (Choice (Choice (Cholce swered
DIV. 4 DIV. % DIV. 4 DIV. 3 %

67 Eb Symphony No. 3 Beethoven 3 58 1 10 L &L 28
L4th Movt.

68 D Symphony in D Franck 3 58 2 1% 4 4 1 2 22
Minor, 3rd
Movt.

69 D Overture to Glinka 3 56 2 6 1 L4 L 2 32
"Ruslan and
Iudmik"

70 D Overture to Flotow 3 5 2 10 1 6 28
"Stradellal ‘

71 D Symphony No. 2  Brahms 2 56 1 6 3 4 4 2 32
1st Movt.

72 D Polonaise Rimsky- 3 5 2 8 4 2 34
"Christmas Korsakov
Night"

73 ¢ Symphony No. 41 Mozart 3 54 4 26 1 4 16
Lth Movt.

74 @ Turkish March Beethoven L s4 1 32 3 4 10
(Ruins Athens)

75 D Harvest Eymn Grainger 2 54 1 16 30
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