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I -« IRTRODUCYION

. \
Summary

Tho yroblem Investirsted was how to develep undor-
standing of major twentieth contury musicsl styles and
comrositionnl technicues in junior hirh school goneral
nusic classes, Asvocts of this rroblem Included: (1) how
to use student intercst in corvemporery popuvlar music as
sn apporccentive buvo-~as 8 stepping stone to lesrning sbout
the msjor musical styles of our century, and (2) how to
errange the sequence i'or unlis-of-study on those styles,

fiection rescarch wes conducted in urbon junior high
achools over a two-yeor veriod, ‘'The resoercher obsorved
student intorest in end knowledpo sbout tventieth century
music, Sienifricont findines vore used in planning the
sgauenco for units-of-study, To c¢iemrte the units, aduition-
al procedures involved: (&) consulting end synthesizing
Jiteraturec on twenticth contury mmusic vnd recent trends in
mutsic oducation, (b) developing ceriteria for selecting
musicnl comvositions, (c) selectiny ropertory, (d) de-
vaeloping teaschine strateries, and (e6) plenning c¢lassroom
evalustion moterinits,

Yeenapors were found copable of doscribing and
analyzing the musle of their ovwn time. ‘hey could pive
Gescrirtions of the styles known as rock, soul, and pop,
Neny students were sble to doscrite Rast Indisn in-
stiuments ond weyva of plsying, Others provided dotail
sbout such jozz styles as reptire ama the Llues, Somo
students had read oxtenslvely on computor music and
syntl:osizers,

Aside from popular music--nariely rock and soule-
students vere most resnonsive to electronic wusie and
compositions which reflect the influcncs of electronice
music} many were quite receptive to nun-%estern rhythns
ard musicel concebts, hAmong thelr repertory of fevorite
songs were those which employed chanring end lrregulser
metenrs,

.1.




Sevaenth-gradors oenjoyoed engiging in "uef1ynitions”
of major twontieth century styles and conpusitiorsl) toechli-
niques, about which they had little or no knowledge, ‘rhis
served as an oxcellunt prelude to a more scerious study of
theso styles and techniouos, Similorly, interest in pro-
grossive-rock could be vsed as 8 prolude to learning sbout
eloctronic music; interest in soul could be uscd as a
prelude to lecrring about gospel sinpging,

The sacuoncoe doclded uporn, for the units-of-study,
was at follows: Tho initial units deelt with vhat teenugors
know musicelly, rock, pop, acul, eioctronic muslc and juaz,
R Unit on Africon snd non-Viestern music folloved, The next
serjos of units dealt vith aorly tvont leth contury styles
such as Improssionism, bBxpressionism, Barbarisma, ‘i'ronscor.-
dentuliam, and Dedelem--ctylos more removed from teonsgore!
percentive bechkgrounds, Novertheless, tho sugpested
spproach vwas theo same! to draw upon student experiences
vith conpositions that refloct the Intluence of tneso styles,
(For oxunmple, a recent album by the populor instrumental
ehserble 1Blood, Sweut & Years conteins s version of Brik
Satie's Gymnopédies, This is an oxcellont point of dopsrture
for studvlng Inpressionisn,)

Supgrestions were wode for eliciting student descrip-
tions of the irusicel elowents contiined in tlheir fevorito
recordings, und then wotiveting students to fnquire sbout
the beckrrounds of favorite "tunes," "beats," or "souncs,"
Puapil interest in Larimonies or orchestrations could leed
them to investinoteo music of ths vest in which & perticular
vork is rooted, or with vhich it shsres o cormmon bond,

The satudy resulted in an overviewv and ¢ulde for
teache:rs of roneral rmusic, The guide, contsining units on
twventioth contury music, Incluced objectives, rretests,
analvses, mterluls, and streterics for developins conceptual
understandine of modern auslical cowpoeitions, Additionsl
evaluation ratoriels wore included, ‘Thoe stucy soupht to
improve instructionsl vrsetice by demcnscrating the value
of comnencement with tho present, end of enmpleying rether
than disreperding student interest in current irwusice,




Backpround fo. tho Study

Modern conipolers, such es Copland, hsd often ox-
presaed concern for the limited ompliesis gpiven to tvon-
tieth ceytury music in the concort hells snd in our
schools, From time to time books hod apposrasd vhich
ecknowledsred tho need, ond contributed idons for teaching
twentioth century music snd mucicol concopts,©  Fodoral
funds, howvover, m2do possible the Yalo Soeminer, which
enphasized Lthe noed for btresdenine LyYe school music
ropertory to include more twentieth contury and non-
Wastern compositions; it alsc rrecipiteted a8 more wige-
apresd cohcern for this issue rmong wunic educotors,

Tha Yole Semirar included conterporiry composers
as well as musie cducators; they sugpestod an inereesed
presence of composers In the schocls, Soon the Contene
yorery usle projeet wos formed; it counsolideted progrems,
elrency in oexistence since 1$6Q, to placo composors=-in-
residonce in school situsitiens, Furd Foundetlon funds
and affilietion vith the j.usic Educntors lntional Con=-
fovencg feciliteted the crovtion of importent pilot mro-
Joectuy,

The pllot projects rosulted in throo valusble
docurints: tne first Ineluded ditcussion o the nced to
cquip future teacners with skillls necescary for effectively
dealing with twentielh century musicj the sccond deserived

lparon Conland, Co lend on jusice (New York: Double-
day and Cormpuny, 1460, PD.4e, 49, G7-08,

“Rons Tischler, The FPerceptive lusjic Jistener
(Englewood Cliffst Prentice ¥6ll, 1005), pr.cl-wry o6, £76,
306, 3553 QGrosvenor Gooper, Lesyniv~ tg Listen--p Landbook
of lusic (vho University of Chlcepo Fross, 19b%7); Archie
N.Jones, ed,, lusic Iduention in Letion (Bostont illyn and
Bacen Inec.. 19@7’ pp.l'c‘O, 187‘50’ 3’(2“45.

SGleude V. Falisce, ed,, Lusic in OQur Sehools«-f
Seureh for Improverent (Visshinptont U,S, Departrent of
Health, bkducstion snd telfare, uk-33033, 196%, 10.,286).,

47Le San Diegc, baltimore, Fearminrdele, Arlington,
and Benning ton pilot projects,
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recentivity encountered vhon exposing childron to modern
rusic, and othor results of oxperiments; tho third con-
teined reroroncoi to now comnositions writton expeclally
for the schoels,

One pilot project, in San Dlego, included a seminar
for its teachors, As a participant in the seminer,
Archibeque acouired concoern for the limited omphsslis given
to contemporery music in most clementary and junior high
schools, She conducted a study, and in hor report called
it imporative that music oducn&ors turn to modern music
for new nothods and materials,

Archibeoue founl that students in the seventh grude
seemed to vrefer contemporery music to that of earlior
periods, 1This finding supports the argument thut thero is
no reason why we should not usa positive resvonses to our
advantare and comrence instruction in seventh gredo musice
¢clesses with contemporery music, Yot Archibeque's con-
clusions wore bosed on a tw =part quasstionnaire for which
the roliability and validity were unknown; and only six
compositions in 8ll were played for the pilot and countrol
grouva, Perhaps aArchibeque should not have emphasized
statisticnl inference in her roport, and pgrester omphesis
should have been placed on the nature of student uixior-
standinegs and perceptions, .

Archibequo etated thet she had desirned nine
questions to determine student understanding of form,
rhythm, 1:6lody, hansony, and mood} but she did not present
nor discuss them in her report, Foreover, the questions
wore said to be appropriate for the level of seventh=
grade students and designod to prorote understending of
and appreclation tor contemporary music. ‘the availability
of such questions, through presentstion and detsiled dis-
cussion, could be & valuable contribution to the rield of

lThe Contemporsry lLusic Moject for Crestivity in
Music Bducetion, Conmprehensive Husicieashiv; Bxperiments
in Musicel Creantivity; and Conterporsry lusic for Schools
TWiashinrtont ifusic bducators lirtional Conlerehce, 196
and 1966),

2Che rleno Psullin Archivbeque, "Develoving & Taste
for Contemporary kusic," Journal of Research in Kusic
Education. Xiv, 2 (1966), 142-47.

oda



music oducation, Thaey nmirht be of interest to other
Junior hieh school teachers, vho could use them for action
resasarch 1n their own clussrooms, ‘hus other toachors
could test the quostions! abllity to promecte uidorstanding
of end appreciotion for contemporsry music,

Groater detanll on the San Diego pilot project and
the accompenying sominur for teachers--of which hArchibeque
wes a menber--is avelleble in Experiments in liusicel
Cregtivity; there 3s both en overview of twentioth century
Trends end comnositionol tochnicuos, end accompanying lists
of compositions oemploving them, But often it is not
sufficiontly corroct; the first imvortant use of rhythm as
& structurcl elemsnt may have been in Bertok's Allepro
Barbaro rather than in Stravinsky'!s Le Sacre du Printovms.l

8 not sufficently currant; in the last three yeulrs
thore have boeen many pood "rocP" compositions that do employ
unususl and cheniing zret:m',‘3 and which coula Lie at least
toemporary additions to the general music listening roper-
tory. 4And finslly, it is not dotailed enovush for a
teachar who ls insufticlently trained in twentieth century
music, or vho did not pvarticipato in a sonminsr such as the
one in Son Diepo, There are not erough oxamples uf cl&sse
room pretoests cr exmumlnttlons, althourh the Beltilrore
Froject!s Seminar provided "guidelines for ceveluntion, "3
und all tra rroject rerorts relsated infurmal, nnocdotal.
ovaluativo statcients by teachors,

Thore 1s additional nced for noro detunliled materiels
and technlques, for koybosrd exyeriencos, for worit with
easy-to=-play classroom instruments, und for work with
difficult chrildaren,

The San Diepo Frojact heport doscribed o junior high
school c¢lass~in the ri}ot project-~-as "vith a below average
sotio=~econoiric level, " aldlthourh it waa seld that "ap-
proaches need to be sdeyted to the background of thu group,”
no srecisl techniques were deseribed, Therc is nsed for sn
approsch thet le uverileularly aprropricte for urden schocls
a8 well as tho jJunlor high school sre proup in gencral,
There is a need to study actual student perceptions of
tventieth century rmusic In differsnt schools, There is a
wide ranpge of differing attitudes among children whieh
sumprle lesson plans must tske into pcoount,

IThe Contemporery Music brojesct, up, Cit.» p. 32,
glb.’.do, 9.33. élbidol p. 19. 4lbid.’ po 440



The Hornyak Study was a comprehensive investi-
pation of student atiitudes toward contocmporary Ameri-
¢an music; but perhsps it shares o common fault with
Archiboque's study. In sttempting to obtain stoetisti-
cal inference, other moro valusble tasks may have been
overlookaed, Two such tesks are the proparation of ed-
ucational materiale snd the csreful examination of
twentieth century musical concepts.l

In the Hornysk study, soversl possibly erronsous
conconts woro perpetuated or left unscrutinized, In one
such Instence 1t was concluded that confusion existed in
the minds of some students as to the dlfferenco betweon
disjunct melodic lines snd conjunct melodic linus with a
dlssonsnt hsrmonic toxture, Disjunct melodic lines can
oxist within slmmple triadic harmiry, Whet 13 the preclse
moaning of "hurmonlc texture"r \Vias homophonic taexture
mosnt? No provision was mede for chesnging concepts of
dissonanco,

This confusion of dissonsnce, harmony, and toxture
seems to Indicate the problom of insdoquate and insuffi-
cient teasching materiels desling with twentieth century
musical concepts, Student confusion awong musicel con=
ceptas mey be sttributod to the terminology within the
questionnoires that were usaed in Hornyakis investiigstlon,
Perhaps the study should not have relied so heavily on
Kate Hevnert's test items, which can stand revision and
updating,

Additional criticism of the Archidbeqgue and liornyak
studies can be ¢btained by drawing uron the thinking of
Bennett Licimer, He soeriousiy questioned the validity end
usefuiness of studies of muslcal testes, preferences, or
relationships among sttitudes, preferences, and varying
montal abilities,? B

lRobert Hornyak, An hnalysis of Student Lttltudes
Towerd Contemporary Amerlcen wmusle (WashIngton D,C.t U.S.

0ffice of Kducation, Final keport BR r-8288 A, Ld. 010-41;
Summery leport BR 5-8288 B, KEd, 010-~414),

®Rennett Reimer, "Effects of MHusiec Kducation: Impli-
cations From 8 Review of Resosrch,” Perspectives in music
Rducstion, Source Book 111, Bonnie C, Rowell, ed,(weshing-
ton D.C,tHusie Educetors lintional Conference, 1966}, 487,




To the kno "', e of the rescarcher thero hes been
no overview and se.uential plun, spocifically for junior
high school, almed at developing understanding of twen-
tieth contury conpositions representing the major compo-
sitional techniques &nd trends of &he contury by proceed=-
ing from the known to the unknown, There sre numeronusg
dissortations on extremely delimited aspocts of modern
music,2 Jones® preparen ¢ glossory and coston? developed
a sourcebook for college teachers, Sessions® dealt with
elementary school, Jorrett® limited his project to junior
high school but studied the development of musicelity
' rather than the understanding of specific compoaitions
end trends, MNarsh? focused on undorstanding music through
the use of contemporsry music rather then the understand-~
ing of contemporsry music itself, hlper's report8 con=-
centrated on the musically telented child rsther than on !
a genersl music situation, Glenn's project? was in the
area of high school and was not limited to twentleth cen-
tury music

1searches were conducted by "Datrix" (Xerox division
of University lilcrofilm) and the Phi Delta Kapya kesesrch
Service Center,

Helen Hewitt, "Supplement to Doctorsl Dissertations
in Musicologv,” Journal of the fAmerican iusicological
Society, 3 (Fall 1967}, pp.460-63,

Shobert Carroll Jones, A Glossary of Theoretical
Terms Used in Selccted YWritings 1n English hbout Iwentieth
Century lusic, University of Iowa, 1965,

4Fvelyn Coston,ldqtening to hodern Musict A Souwrcebook
for the Collepre l'eacher, Columbia University, 1964,

Sfoper Sessions, An Enlarred Muslc Repertory for
Kinderparten Through Grede Six (U,S.0ffice of kKducetion,
July 1964 -- December 1966),

6James L, Jarrett, A Study of the Development of husi-
celity in the Junior Hiﬂh School and the Contribution o oI
Vusicel Gomposition to this Development (U, S,0ffice of fdu-
cation, July 1965 ~- June 1967).

7Mary Val liarsh, Develoning Musicsl Understanding
Through Contemporsry Music (liimeo, A lieport to the Contempor-
ery i.usic Project, 1964},

BHerbert Alper, To Denonstrste A Type orf Teeching That
¥111 Stimulste tho Crestive Frocess in 1.usicrllx Yalentea
Children {I.imeo, A lieport on the Fsrmingdale broject, 1Y64),

9Neal ¥, Glenn, 'hoe Doevelorment of Coutont snd lL.eterials
for s imusic Litersture Course in the Senior Lip h Schoul (U.o.
OTfice of liducation, July 1965 -- AUgust 19y
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The Present Study

This study recognizes the need to desal with a
variety of twentieth century comprositions in junior
high school genersl music clesses, and agrees that
lack of emphasls on twentieth contury music as well
as Insufi'iclient teacher knowledge of it 1s a serlous
problem,

Treditionally, teachors have disreparded student
interest in current music, Instead, this intrinsic
motivation should be used ss a stepping stone to the
past, A class should proceed toward the goal of unaer-
stending twentleth century musical trends and compositions
by first listening to, describing, and analyzing the
current music that has emerged from those trends, In
junior high school, a chronologicel approach is inappro-
priate and problematical,

These problems may be reconciled by creation of
methods and meterials that spplies the principle of "from
the known to the unknown,'" &..d by creation of & gulde
contuining enalyses and tesching strategles for selected
representative twentieth century compositions,

"Disrceard for student interest in current musiec
seems incensistent with the writings of noted educational
philosopkers, Lousseau was concerned with a child-centered
school, Yestolozz®' sev education in terms of sfudent needs
and the "doctrine of interest," Froebel emphasized respect
for the child's individuality., Dewey favored the attain-
ment of ends which hsd a direct vitel appeal to the lsarner,
and emphasis on the present rsther than the future life,
Kilpatrick saw pupil purposes as the key to pupil learning,
Gores, with the recent respeci. for the world of the child,
maintained that "everybody must learn from everybody, "

The followlng srgument seems consistent wlith Bruner's
philcsorhy. ‘lhere is evidence that music of the Beatles,

_ Ykobert W, Richey, An Introduction to Education
(New York: leGraw-Hill, 190368)7 harold B, Gores, "ihe Big
Change" (An address delivered to the liew York State School

Boards Ascociation, December 1962),
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Burt Bacharach, Jim Yebb, Andre Previn, and others, is of
good quality--ca well as belng part of the teenarers!
"umediately present revlity,"l Use of Beatle and othor
such compositions woy havo value in teoching tho structure
of music, or in develoring motivation to study wusicsl
concepts; to help teech the structuro of the subject they
should be enalyued anda vrasented to students,

The purposes of this study are as follows: [{irst, to
contribute to the oexpansion of the junlor hipgh school music
curriculum and its repevtory of twentietl century com-
positions (in this resmect i¢ resowbles the San bieyo Pro-
jectts purpose of locating contemporery music suiteble
for tesching children with verving spsns of attention end
developing avoroaches for nresentinp these moterlaels in
tvplcal classroom situations); “¢ second, to exemine teecnuge
percention of contemporury music, end then using this
verception as the basis for sequential units-of-study on
ma jor twentieth century styles #nd compositionul technigues,

Lnother vurpose of this study is to exsmine recent
emphases in music educstion, 7Thoe yroblem of row to tesch
twentieth century music camot be divorced totelly from the
problen of how to teach any kind of music in the classroom,
Do you stress perforrance? Do you atress listerning? Do
you teach skllls? Or do you develop understsndings?

The reseercher had pondered s>ther guestions before
embarking upon this study: (1) Whet are the advsntages of
"exploration and discovery?" (2) How does uhe use the
"discovery method?" (3) Does a child lesrn s concept &all
at once, suddenly getting the gestalt, ur does he letrn
concepts through various experliences which msy or ey not
include discussion?

These issues arge comnon to sll music teeching.
Music educators since iursell have deglt with them, and
with the question, vhat are the eiuc of music education
and how should music Le tsught? Such issues are a back-
drop, arsinst which the more svecific problems uf teaching
twentieth century music in junior hirh school general
irusic clesses rust be viewesl,

1Jerome S, Bruner, Tre Prncess of Educsation
(Combridpge: Herverd University Pross, 1960), P.o7s

2Experiments in Musical Creativity, Op. Cit., .30,
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The procedures of this study involved consultation
of literature on twenticeth century music and on music
education, action reseurch in junior hiph schools, the
development of criteris for selecting musicel compositions,
the selection and analysis of these compositions, the
creation of teaching stretepglies, and the formulation of
evaluative devices, :

Among the books and articles consulted were those
dealing with (1) twentieth century musical trends ana
compositionasl techniques, snd (2) recent emphases in music
educetion such ss "conceptusl learning"! and "percentive
1istening, "

From the l1litereture consulted, descriptions of
major twentieth century musicel trends and compositionsl
techniques were synthesized, which were elt to be appro=-
priete rfor use with junior hirh school students, Action
research with students was also helpful in prepai‘ing these
descriptions, and in preparing definitions,

Criteria were developed for selecting twentieth
century compositions, uas follows:

'(1) representation of major twentieth century
styles such as Expres:ionism, Barbarism,
Impressionism, Neoclassicism, snd jazz,

(2) representation of mejor twentieth century
compositional techniques such as twelve-tone
or aleatoric techniques,

(3) revresentation of major twencieth century
new media such es tape, amplified instruments,
end synthesizers,

(4) representation of contemporary use of such
non=fesctern instruments cs the sitar;

lcherles L. Gary, ed., lusle in the Elementary
School-=-A Cunceptual Arprousch (Washinpton L.C.: luslic
Educators lNational Conference, 1967): “Howard Brofsky
and Jeanne Sharpiro Bsmbergor, ‘he Art of Listening:
Develovineg luunicel rerception {New York: Farper ana how,
1969),

=10~



(5) represontation of a variety of forms, nodes,
instrumentation, end rhythric conception,

(6) appropriuvteness for use in junior high school
gonerel muslce c¢lussos with 1eference to lengih,
complexity, variety of mood, and varicty of
subject netter,

(7) availlsbility of recordings or tavess

Courositions were then selected occording to the
above criteris and anslyzed as to thelr content, Par-
ticvlar emrhosis vies wlaced upon those aspects of their
content thst reflccted the uniqueness of twentieth century
music, For examrle, such lactors as chanping meters, nco-
modality, enrd parcliel rernonic motion were given particuler
attention,

Materials snd teaching strecegies for the junior
high school genorel music teacher were developed in the
areas ol listening, sinping, and noteting., Keyboerd
exporiences end vork with clessroom instruments vers slso
suggested, Vhercever possible, teaching strctogles were
related to arecific compositions, e¢nd en attempt was mede
to drew upon the perceptive background of taeenagers,

Classirvom cvaluastive materiels were developed such
as objectives und wretvests, Some scmnle esssy, matching,
short-answer, multiple-choice, and £fill-in quesations were
prepared; not for &ll the units-of-study however,

The finsl rrocedures involved the assembly of all
the teaching and evslusting meterials into an overview
and guide for teszchers in genersl music classrooms, 7the
gulde contsined units-of-study on ms jor twentieth century
musical styles, trends, and comvositional technigues, Iach
unit usually contained objectives, e pretest, discussion of
the prarticular styles or compositional technicues, & sample
gnalysis, and surpested activities for develovning under-
standing of the style or technique,

A forward was prepsred to sccompany trhe guide, that
contsined the suprested spproasch of hasrnessing students!
natural interest in the music of our time, and contusined
additionsl discussion of prepsrinec objectives for junior
high school geneval music classes,
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Some additionsl explanation of the action research
conducted 1s necessary, It was not & statistical study,
In the mein, there were no control groups or experimental
groups, no questionsires, The procedures used primarily
were ocbservation, and conllection of data lrom student
discuassions and reports,

The researcher worked in five different New York
City junior high schools and intermedinte schools, over
a two~-yocar period, One of the schools was in a "ghetto"
erea, Approximately two~thousand students in all were
worked with at various different times, including wnite,
black, and Puerto lican students,

The intelligence levels of the students were
varied, The classes--as frequently cateporized bX the
exponent designating the class, such as 7spl or
included bright, average, and dull youngsters,

Details on some minor aspects of procedure--such
as specific classwork with twentieth century music and
musical concepts, including keybosrd experiences--will
be discussed under Findings; such details will be more
meaningful when immediately followed by data,

“)lP=
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11 - FINDIRGS

There were two types of findings in thls study,
The first resulted from sction reseerch into teenage
percaeption of twentlieth century music, snd constitutes
the originsl data, 7The second type of finding resultec
from examining litersture on twentieth century music and
music eduation,

Teenape Percevntion of Twentiseth Century lusic

Working with urbsn junior high students over s two
year perlod, data were ccllected from student discussions
and reports, 'The discussions and reports were in response
to the question "How dves twentieth century music differ
from the muslc of previcus eras?" No attempt was made to
rigorously select or match students, Kather, us meny
different students &s possible were questioned in order o
obtain data that were felt to be significant,

Significsnt f{inaings fell into five mein aress:
(1) amplified, electronic, and compuler imusic, (2) Indian
music, (3) African and other non-“estern rusic, (4) rock,
rock'n' roll, ard soul, and (5) jazz.

Amplified, Electronic, snd Computer Music

When asked about ways in which twentieth century
muslic differs from thet of nrevious eras, many students
cited amnlification, electronics, or tape, One of the
more outstanding essays submitted was by a ninth-grade
youngster in a Farlem junlor high school, It was entitled
"The Difference Between Psychedeiic, Computer, and Aupli-
fied Nusic," Desplte obvious grammstical errors, the
essey provided valusble insipght into how some students
perceive contemporary music,

The "sound of today," for example, vas described as
"easily distinpuished by veing similer in a way the music
is made from mostly electric power," Within an elsborcte

discussion, psychedelic music was chsrescterized as '"peing
more than just emplified," "capable of being the loudest
sounds you ever heard," snd "music in which the peat is
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constantly chongine from slow to flowing, to moderste, to
fast," Comnuter muslc was in vert described £s not nade by
any Instrument; having its own melody, harmony, and rhythn;
havinpg its own effccts like echos or vitrstlons overlapping
the sound; and whet the "today" sound will be in the twonty-
first century,

Indion liusic

Meny students discussed Indlan music as a recent
influence upon rock and pop {see Table 1), The students
mesnt the mwusic of Indla, snd did not confuse it with
American Indisn music, as stuaents used te, In their dis-
cussions, students vere able to identify the sitar, the
dilrubs, the table, snd othor Indian instruments, Detuils
about the sitsr, the students reloted, were avsilable to
them on record jackets &nd in their favorite magszines,

They described the sitar's shape, tonal qualivy, and number
of strings; they discussed the difficulty for some liesterners
to appreclate it because of it.sounding off-~key or off-pitch
to them, Some students knew what a rapgs was; others
described the influence of such Indisn rusicians as Kavi
Shankar and Alla kakha,

Table 1, Sinpging Groups, Performers, snd Fopular
Recoriines V'hich Used Tndien Instruments,

Group Performer Recorad Instrument
The Beotles Georece Rubber Soul Sltar
Harrison
The kolling Brian Jonecs Paint it Black Sitar
Stones
The Lemon Grecn Sitay snd
Pirers lambourine, & Tabla
Jelly Junrle
The Box Tops Vincent Rell Cry Like a Electric
Baoy Sitar
The Rascels Orece Upon & Sitar, ‘rabla
Dreo:n, & and Tauibour

vattva
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Africen end non-tioestern Music

In sdadltion to the custern Indisn influence, meny
students were keenly awure of Africun end other nun-
Viestern influences upon current popular muslc end jazz,
Nemes frequently mentioned were vletunjl, Hervie lisnn, and
ongo Sentemaria, | Some yovungsters linew tpet Lerbie ksnn
pleyed assorted flutes from Africa and South hmericas; still
others discussed the cuabined /[ Iricsn and Central huericsn
influences on longo Sentamsria,

One girl discussed end deseribed the Kusslan
bslalaika, As she did not know of perticuler "pop" re-
cordings which employed thls instrument, she and the re-
searcher talked ebout how 1t could be used in contemporary
populer or "folk-like music, This, of course, was before
the Beatlesa' hit recording Those Yere the Days.

Fock ™' Roll, Rock, and Soul

Among the more frequent answers to the gquestion of
how twentieth century music differs from music of previous
cars were: (a) the "rock" best; (b) "we have rock'n! roll';
eand (c) our rmusic is more "soulful,"

Different kinds of rock were described, such as
psychedelic~rock, acid-rock, progressive rock, philosophy-
rock, Jezz-rock, ond folk-rock, 'fhe common denominator of
the ebove was saild to be "the beat," So-called "latin"
music was often included as part of '"soul.," And rock 'n!
roll was often used as a catch-all phrsse for pop, rock,
and soul--even though there are differences,

Soul~-according to some students--includéd "tlack-
music,” rhythmm' blues,"” "rock'n' roll," some gospel
singing, and even soms lstin-American music, Feny stucents
sald that "in soul the beat 1is heavier"--the expression

"heavier" being a recent slang term for anything believed
to have a lot of feeling,

Anything which has & lot of feelins, provided it
has the right kind of feeling, was said to be "soulful,"
One pupil interviewed ssid that: "1t is music which gets
next to you, that's what soul is,” Soul, explained
another youngster, was "a sonpg at a pace which makes s
person feel like they are (sic) at the studio in which the



rocord is being played; it makes a porson feel cool and
relaxed.”" Other studeuts, however, sald the opposite; that
"soulful" records "work you up" and bring out your feelings,

There is "white-soul" too, rovealed some of the
students--ard rocords which have the approved-of iIntonsity
and warmth of feeling are seid to be made by "blue-eyed~-
soul-brothers," In less sophisticeted terms, these per-
formers weroc said to feocl more deeply, so0 s to equal the
ebility to "feel' which black peovple in the United States
have,

Rock was said to differ from other tvpes of "pop" in:
{(a) the strength of thec "beat"; (b) the volume at which the
music 1s performed; (c) the use of noise sna "fuzz"; (d) the
frequont use of electronics and different (meaning exotic)
instruments; and (e} the torics of the scnes, whichi often
deal with protest as well as with love,

Jazz

Several bright stuaents, in &n eighth-grade class in
one junior high school, trsaced the history of jazz--Crom
ragtime and the blues, through complex compousitions by Dave
Brubeck-~using recorded examples of Scott Joplin, Bessie
Smith, Loule aArmstrong, Duke Lllinrton, Dizzle Gillespils,
and Stan Getz, They even discussed recent releases by Cecil
Teylor and Charlie iingus,

Other students, in a different junior high school,
were perticularly intercsted in verformance of jazz~--and
more specifically in the "swing'" ora, "The idol of -
student clarinet plaver was Bennile Goodmen; but he also
knew about WWoodie Herman and Artie Shaw, esnd could play
some of the songs which they msde famous, He even knew
ﬁbout tne Fletcher Fenderson band ani the beginnings of

ewing,

In contrast to this clsrinet pleyer was a boy who
pleyed the twolve-string guiter--a very bright youngster wvho
freely talked sbout the recent revival of interest in "blus-
grass music," and who disliked both rock and jazz,
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Additlional Actlon Rescarch FPindings

Data were also collectod on more sctive involvement
with twentieth century music, After particivating in the
Fastrman Sewminarl the resesrcher worked with junior high
school students in learning the "atsia" rhythm of West
Africa; improvising on "the blues"; and playing hexachords
and tone-clusters at the piano,

Other findings included student reactions to
electronic e¢nd electronic-influenced compositions, student
interest in compositions having changin or irrepular
meters, and student knowledpge of recordings which reflect
the influence of musique concrdte,

Resctions to a Co.uposition
Influenced by Electronic liusic

Of compositions (other than rock, pop, and soul)
which were played for various groups of students, the most
consistently positive responses were elicited by iiicheel
Colgrass's As Quiet As, Although the composition uses no
eleoctronic sounds, it is doubtful whether it could have
been writien vrevious to the age of electronic music,

After listening to As Quiet As, some students
identified the tonal resources such as bells, chires,and
glass; others re-named the commwosition celling it "be-
dazzled," "rain in the forest," "2 rainy day," "sunrise,"
"universe,'" and "galexies"; still others comrared it with
Simon and Garfunkle's Scarborough Failr, and with electronic
music used in the television program Ster Trek and the
movie Flanet of the hpes.

1Seminar in Comprehensive Musicianship at The
Fastmen School of lusic, June 1960, sponsorea by The
Contemporary lMuslc Project for Creativity in iwusic
Educatlon, and administered by the llusic Educetors
Hational Conference under a grant from the Ford Foundation,



Student Interest in Compositions
Which Fmploy Changing ifeters

The resesnrcher often asked studorlis whet Lhey wanted
him to play on the eclarinet or plano, Arong the composi-
tions freaquontly asked for werci: {(a) the theme rusic for
the telovision sories ilssion Impossible, by Lelo Schiffrin
--8 musical selection Which Is Ir 5/7% nmeter; (b) the title
song; from the movle Velloy of the Dolls, by hndre Provin--
the first thrco measvics veling 4/4, 3 74 snd 2/4 moters ro-
spectively; and (c¢) tho song I Suy a Little Prayer, by Burt
Fachargsch--which as on inferoatjwy construction (7, 7, 3,
3, 3, 3,), uses 2/4 meter in the Tifth messure, end employs
an altbrnatino 4/4, 3/%, 4/4 scheme throughout the fifteenth
throueh thentv-third measures,

The Influence of "Husioue Concréte"

Often students wore ssked to "guess-at" terms and
concepts they didn't know anything about,l This pro-
cedure led to an unexrvected development: "dsffynitions" of
twentie’h ceuturv rmusic, Two such daffynitions of nusiaue
concrédte were "unbreskuble records," and "people walk on
concrete and the noise they maeke is cslled musivue cone-
crdte." The inguiry followine, however, generated intersst
in what tre term reelly meant,

Glven the meaning of musicue concréte, numerous
students rrovided examples of 1ts influence on popular
roecordings, Table 2 is a partial listing of those ex-
amples, including names of records, performing groups,
and sounds used other than the human voice or instruments
(althcuph distorted voices snd instrumental sounds were
used in musique concréte slso),

1’I‘he assumption wveas thet in a non-penelizing
sitvation, a feeling of ignorsnce about big words will
generate curlosity,
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Table 2
The Influence of "Musique Concrdto" an Populsr Hecords:
Examples Provided by Students of liccordings Which Use

Bveryday Sounds

Sounds Used

.ﬁig.

Rocord Group
Leader of Shangrillas motorcyclos
the pack
Good The rooster, other
Horning Boatles farm animals
Ebb Tide the sea and

‘ son gulls
Yollow ‘iheo clinking glasses,
Submarine Beatles and wat:r
Hoy . The dog
Bulldog Beatlon :
Walking in Shangrllas sen'gﬁlls
Raita Doey Purple rain
Sarah Allan tho
Jockman Shorman - telephone
Lonoly Julle . poats
Gothord Androws
Coptailn keys
Kangaroo
Ya)king in Ronnetts thundex



Table 2 (conttd)
The Influence of "Husique Conecrste" on Popular Kecorda:
Examples Provided by Students of Kecordingas Which Use

Everyday Sounds

Record Group Sounds Useqd
Hitceh-hiker Leonard car

Nimoy
Piaces, The . the loog
Kquarius, Monkoys synthoaizor,
CaprIcorn, : train-
wnd Jones Ltd, whistles
Bonnie ' ‘ gun,
and Clyde _ orashing noicas
Batman punches
Hush - | . eoynts
Tho Lattoer Box Tops an airplene
My Vorld & beby crying
Svwitched the Moog synthesizer
on Bacn
And the podas toilet
Fado Tove .
Crosstown ‘ the sounds
Traffic of traffic




The Atsia kbythm

On several occasions, the resesrcher attomptod to
appraise whather atuuents would be reccptive to the Africen
"at.sia" rhythm, snd how quickly tney could learn it, A
sixth-prade clsas in a new "middle school", was ospecially
roceptive to this rhythm in 12/6 metor, &3 fJ Jd I N} «
Thev wore able to clab it nfter seversl hearings; they wore
2180 eble to mele corroections eftor the rhythm was pur-
posely chenged, end to distingulsh 1ts notation from anong
thorze of other rhytivma; and they vere eble to sustain the
rhytim even whon the roscorcher improvised upon snd sub-
divided the beats,

The sbove class of thirty students wes an inteograted
class in which ebout twenty percent of tho students were
bleck, Upon individual l'earinrs there were no sharp dif-
ferences, alons rsciul iinos, of ability to apprehend tho
beats snd the rhythn,

The Blues Prorressicn

Kumerous children listen co ropular nmusic fnd jfazz
withoul Xnoving that thoe blues is ¢ twolvo nctsure "form'
and & vopulsy chord progression, bBut stteumpts to convey
this knowledge vrou~ht poor resvonse. iiven whon the ro-
sesrcher was using fevorite recordings, the chilcren simply
did not care what the structure was--at letst not in lis-
toning exveriences containing no activity,

Children did want to be eble to play the blues
chord nrorreseion (which wes fundementel to so many of
their fevorite records). Thus, enthusiusii wos rneouencly
genereted by finding s studcnt vl:o rleved & pulitsar, and
askine him to vley I X1 I 17, Iv, 3v, I, I, VIVI 1 in
severnl different keys,

It did not metter whether or not the student could
pley the blues rropgression in different kevs on the gultar;
rludents were Shovn that they could do 1t easilv with the
sutoharp., The mild competition generated interest; the
students were lesrning nusic conceptuslly--through ex-
perlenco,



qup-Clusters and ﬁexachords

The roesearcher found thst meny chilaren, when left
free to experiment, do ono of two thines: oither they play
a8 groat many "dissorancos" (i,e, from the acoustical stand-
point); or they play in purallel motion, 'ho resesrchor
also found that untrained teenapers ofton did not use their
thumb; what wes cesiest for them to co was to use the
second, third, end fourth fingerq cf their hand (either
separately or together),

Some students wore observed using this three-finger
position when pleying triads in parallel motion; othors
usod 1t whenplavine tha I « IV « V ~« IV chord-progrossion,
8s in a "montuno" or the "bugaloo," This obsorvetion was
employed wvhen trying to gulde kevboerd experiencos,; and
untrained cuildren_resporded best to that wnich did not
"tax their thumdb,"

It was also found that the teacher could capitallze
on this two-three-four, or four-three=-two position for ths
purpose of teaching the whole=tous sceloe ¢ hexachords,
Hexachord. such as D E I Fff G4 A# could Le played in the
following manner, D E F F# G# Af#f., ‘ihe whole tone scalo

4322 3 4
C D & F# GF A could Lo taught by using the swire fingering,
14322 6 4
as shown above,

It was found thet youngsters could be teught tone-
clusters very oasily, All they have to do is stert with
the basic three~finpger-position and then add the thumb
and pinky when thsy 1eel comfortabls, end vhen they could
do it with ease,

Conclusions and lImplicntions

Teonepers are capable of, and enjoy descriptive
resesrch into the nmusic of thelr own times, Among the
c¢hildren's repertory of favorite songs are interesting
sones which employ changing and irregulsr meters. Children
in junior high school are receptive to, and capable of

1Asking them to bend the thumb under as with the
C major scale,



learning non-Y'estern rhythims and concepts such as the
African "antsia", Aside from pop, rock, and soul re-

cords, children are most resnonsive to electronic musie,

¢r compositions which reflect the influence of electronic
music, Junior hipgh school students (especially sceventhe
gradors) enjoy engaging in "deffynitions" of twentieth
century styles or compositionsl technigues--and this serves
as an excellent motivetion or prelude toward studying these
styles more soriouzly, Untrained teenapers cen essily
loarn puraellel chord progressiors, hexcchor.ls, and tone
clusters at the plano,

The implicstions of thosv findings scem tuv be as
follows!?

(1) interest in pop, rcck, and soul can be used to
genarate intorest in eerlier twentieth century musiec,

(2) intorest in the loog synthesizer and in
psychedolic-rock can be used a3 8 stevping stono toward
learning about the R,C,A, synthesizer snd the esarly
pioneers of electronic music,

(3) interest in populsr records which use distorted
sounds can bo seized upon a8 a stepping stons toward
learning sbout the "futurists" or the Itelien "brujtisimo
achool," tho Plerre Schaeffer "musiquo concréte school,"
and John Cage's "prepared pisno,"

(4) interest in non-VWestern influenced jezz cun be
used as a starting point for learning sbout the "atsia"
rhythm or thoe "metronomic impulse,"

(b) interest in persllel snd modal hermonies mey be

used for instruction desling vith the rusic of Liadov,
Moussorgsy, Debussy, and Dellus,
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Rocent Literature on Twentiet!: Gontuiy lusic

There is a rrowing body of books, articles, und mate-
rials on twentieth contury music, Hecent beouks by Salzinan
Deri, Faehlis, Stuchkenschimidt, end Lrossky and Bambergsr
groutly helped tlio rosenrcher reoxemine ideas asbout nmusical
styles und the mea vho shcpad them, In this study, a lorge
number of sources vere consulted in an &tteiipt to prepare
sinple, but essentinlly correct derinitions of wmsjor twen-
tieth centuryv musicel styles end concapts, Deta vere obe-
tained which chellon~es certain widely belleved idoes,

Improssionism In musie, for exsmple, secms to have
been more of a kussiin-Fronch tred¢ltion then strictly a
Franch coatribution, Some wusic cducantors have greatly
exaaporstad Dobussy'e rols as an innmovator: Jorcuccl seys
of Debussy, "lie introduced & new sound in nusic vhich was
it 1ing witl this trend cnlled 'Impressionise'" (Iislics
mine) ;¢ Costun says thet "Claucde Debnusev wus the chier
composer of the lmmressionistic movement, his rusic vas 6
dirsct revctlon to the graidlose, herolc mantier of the
Viapnerian horsntics" (Itolics mine).¥ Such statoments are
oversimplifications and shoulo no lomnzer e wsde, in the
1i:ht of recent thourht regariding composers auch as Satle,
Youssorgsky, &nd Larfomlzhsky,

The terins "chenco music" amd "alesturic tusic"
shculd not be used Interchanzobly, Cage wes structuring
compositions based on pure chesnce long tefore the tern
"aleatoric" csme into wide use as & result of boulez's now
femous 10568 srticle., Althourh "alee" meors dice, alertoric
music is not couplete chance wusie, snd Boulez criticized
Cage for bVeling domineted Ly chance eleirents retler than
being able to Ynecorvorete them into his rusic, Boulez's
Third Pirno Sonsts 18 aleetoric in sovare) wavs--such a3
permitting the porformer to pliy the rmoverents in &ny
order he chouscs==wherers Ceager 4'33" of silence is pure
chance, sand doroEds upon whatever noiscs the sudiernce
happens to :sske,

1
Brofsky end Bemberger, 'The Art of Listening, pp.222,

2Forcucci, General kusic, p,298,

3
Coston, }odern kusie, p,21,

Yrierre Boulez, "Alea," Darmstadter Beitrece, cited
in H,H, Stuckenschiidt, Trenticth Century lusic (1ne Vorld
University Library, 1969), uvp,217-21,




The stetement that "The first important use of
rhythm as & structurel olement wes In Strevingky's The
Ikite of Syrrdng" may Le an oversimplificetion,l Bartok,
Influenced by his folk-sung resesrches starting in 1905,
wroto cormmonitions in which rhythm vwas en im.ortent
structursl fact: his fifth pance in Bulgurian hhythm
for exsmple, snd certuinly his Lllopgro )erosro which vaus
written more than a year before Stravinskyls ‘ihe itite of

Sprine,

Arnold Schienbely iIs ususlly credited for in-
venting the "twelve-tone method" or "twelve-noto teoch-
nique," Actually, other comrosers wore exporimenting with
the notion either slishtly bLefore, or about the ssie tiwe
as Schoenbverp!s final rormlstion of the rethod in 1925,
The Viz2rnese comvoser Josefl Weltips Heuer (1E3-19009) wrote
in 1920, in his oook On Lhe iiature of lusic, "ihe .Jaw or
'nomos' of atonsl music 18 that sl1l twelve rotes of the
temporament ere to be repontod over and over ssain,"l
Thus, three vepirs before SchoenLerg, wno is often sivon
ervdit for the first twelve-~tone pleces, lauer not only
hac been writing purely stonsl melodies, but also forinulated
e "law" cf composing with all twelve notes of tho temperod
acale, .

1Experimonts in Vusleel Crestivity, op. cit, p.32,

2Stuckenschmidt, fventieth Centurv lLiusic, op, cit,,
hp. 91‘920
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Recent Iinpheses in Jiusic XEducation

In recent yoars, the vriwmory sim of music education
has bacome rusicelity or nmusicinnship; nusic educgtion hes
been rascued from becoming en acsdemic diseinlinel and .
steered back to its propor pleco in the realm of acstheticsid
and kruner's influence hus resulted in concern for teaching
tho structure of the subjoct or tho nature of the dis-
cipline, Other emphases have included using the discovery
method and develceninc understandine, as woll as plecing
grester emphasis on using more twentieth century music,

The Alms of Lusic Lducadion

musicelity und Iveiclisnshiv: Mursell viewed music
oducotion 8 port of the LiIonhacr process of eosthiotic
educetion,® Yet Kursell burnod a new reth and cuntra~
dicted this approach in one of his wmany oxplenations of
musical growth: "Surely it (musicsl growth) could only
mean growth in human responsiveness to the essential
values and intimations, oand meanings of tho art itsﬁlf.
It could only mean the process of beconing musicol, "4

This interest in the totel rroucess of becoming
rusical mode en indellible sterp upon the thinking of music
educetors, One csh toe its influence in the Yalo hoport's
statement thet "tho -development of musieality is “le pri-
mery elim of music educettion from kinderperten to the
twelfth grade,"® Jts influonce is a8lso menifested in tho
concept of "ecombrehensive musicianship," the title of one
of tne futlications of the Contemporary lusic Iroject,6

Y11111em Hartshorn, "fhe Study of Music es en
Academic Discirline,” lusic Educstors Journal (Januery 1463),
P25,

2Bennott Relmer, "The Development of fteosthetic
Sensitivity,”" Fusie Educators Journal (Jenusry 1965), p,33,

5Jemes Mursell, kducotion for Kusicsl Grov.th {(New
York: Ginn and Conpeny, 1948), p,v,

Y114, bClaude V. Feliscs, op. cit.s PG,

61he Contenporury iuste Frojeat For Crestivity in
kusic Education, or., cit,
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llursell!s gims, however--'onjoyment," "succoss,"
"discipline," "sociol dovelopmnont,'" and "widening cultural
horizons"--st111 reflect the Seven Cardingl Fkrinciples,l
As such, they ere nonmusical aiwms, In recont yosrs, iusic
odvucators such as Wilson Lave objlected to emphasizing
music!'s oxtrinsic worth,” “The primery aim of music ed-
ucation has becuine musicality or musiclunship,

Leonhard felt thot the most sipnificent develupment
in music education, in tho last ten vears, ras been a cone-
sencus that the purnose of music teaching iy to develop
musicianship., He falt that tho task of delining musicien-
ship vwas not complete, and his first "emphusis for the
future" was on_teaching the behaviors that constitute
musicienship,"d

Comprehensive musiclanship includes e£kills of
writin~, composing, enalyzing, and listening,t It also
includes musical understanding, which liitchell defined
as the obility to discern musicsel relationships of all
kinds and to make criticel judgements about them,® Thus,
thore are Loth cognitive and affective compononts, as well
as psycho-m>tor skills,®

Develovning rusicul undorstending, Forcucel doscribed
how thie development o0& rusicel understsnding had often _beon
neplected in junior high school genersl nmusic classes,”

1James llursell, Music kducsation: Principles and
Progrens (Morristown: Silver rurdett, 1956}, pp,a7-60,

?Harry V/ilson, "husic Bducation, Quo Vedis?" Lusic
Educators Journel (Februsry-March 1965), p,b7,

SCherles lLeonherd, "The Noxt Ten Yesrs," Music
Educators Journsl ('ieptember 1968), p,48,

Yome Contemporery kusic ¥Froject, op, cit.

Svi114em J. Mitchell, "The Kole of Klusle history
and Literature in the Development of Nusicel Urderstanding,"
Conprehensive jusicienship, op, cit., p.Gl,

GBenjamin S. Bloom (ed.), ZLoronomy of Educstions)
Objectives, Hondbtook I: Cognitive Iowelin (Longmen's Green
and Co,, 1956),

vForcucci. op. ¢cit., pr.2, 63, 311,




Ernst pointed out thet in rccont yoars, whon educators
begon to ovseluste the outcomes of music educetion, even
.those studonts who wore sctive in performonce groups--
though tcehnicelly woll-trained--were frequontly dof'iciont
in usic undorstanding, 1l jciurrsy felt thet ve connot roly
upon instruction in performunce skills per s¢ oe 8 meens
to full understending of musical contentjthut to tesch

- soensitivity to sesthetic content we must rely upon _othor
educatlionul experionces than those of performence,

Colwell thought it eunsiecr to develop understunding in a
genersl music class than ‘throvph o group reheursal; thut
knowledpres end skills of'- listening arc more ceisily toupht
when unencumbered by probloms °§ performonce such &8 toch-
nique, intonation, ond balonece, Vloodworth wua concerncd
that the study of music litersture should include listen-
“Ing e8s woll as performing, snd listening which was ective
and disciplined, not pessive,

Thero 1s additionsl support for Forcucclits position
thet excossive emphosis has often bLoen placed upon sctivi-
ties which develop porformunce skills, rather then experi=-
ences which develop musicsl understonding, Kelmer msin-
tained thet junior hipgh school students hecve become rewdy
to study the orts systomaticslly and riporously from tho
appreciative point of view yuthor then primerily by pere
formence.d Kurel ssked tho question, "Is it better for =
student to spend six yeers training to tsko his plscc on
the nusical ussembly iine, or to spend the some amount of
time leurning how to listen snd understsnd?" Karel strongly
rejocted the empyhusis often given to upplied music--with
countless hours spent on rcheersing for periormsnce--and
folt thet music theory, analysis, literuture, and composi-
tion could 811 be tsught in the time it takes thoe student
to learn the tachniques of his instrument,

Ikarl Ernst (ed.), Fusic in Gonersl Fducstion
(\aﬁhinpton D,C.! Music Kducators Netionml Conference, 1965),
p.11,

ZFoster Kelurrsy, “Prapmatism in liusic EBducttion,"
Basic Concepts in lusic Kduestion, ed, Nelson B, Henry, pp.30-

SRichard Colwell, "Nusle: Both e Pexforming Art end a
Listening Art," Music Educators Journel (Jenusry 1966), p.45.

4G, Wallsco “oodworth, "The FPlace of kKusic in the
Curriculum," Music Educettors Journtl (February 1965), p.d48,

5heimer, op.cit., p.33,

61e0n ¢. Kurel, "7The rusicsl Assembly Line," hLusic
Educetors Jowrnel (Januury 196¢), p.85,
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Concoptusl Lenrning

. Reflocting Bruner's thinking thut oven young
children ¢nn loarn thoe "strycture" of # subject, and

the nature of s discipline,* music eauontors have con-
corned themsoelvesa with tesnching musical concopts, Gory,
for exumple, traced tho develonment of n musicel concopt
through the progessos of perception, porsormance, asnalysis,
and discussion,“ Karel proclaimed thet '"the new job, for
aesthotic education is the truining of porcoption,"

Reimer undoiscored "the improvament of porception"” as the
koy to tho dovelopment of aesthetio sensitivity. Among,
his thrue catogorios of methods which impreve "venthutic
perceptivity" he insluded the "dovelopment of concopts and
faotusl knowledge,"

Untid recently, excopt for thst of Nusaell.5 most
of the work done in studying concept formntlion hos not
been in music, In 1064, it was atill felt thut tho niture
of congepts, and thoir relation to the things of which
they ere tho concepts, and the minds which use or contom-
plato them.awere among, the most rotly disputed subjects in
philosorhy,

llawkins pointed out thut signifiocant concepts oreo
not communicntod in tho first instsnces and thus csnnot dbe
taupht; that they prow ea stopping plnces and intorsections
along neths of _exparionoo, which relstive to them nre
preconceptunl.7 But what does preconceptusl mewn, and how
is it relatod to & percert or perception?

ljerome Bruner, fhe Process of Education (Cumdbridge:
Harverd University Pross, 1960),

eaary, 220_0_.1_9_0 ’ l"P.Q-9.
Skerel, op.eit,
‘keimor. "The Dovelopment of Aesthietic Hensitivity,"

®pavid M. Kussell, Children's Thinking (New York:
Ginn end Comjuny, 10566),

6Julius Gould and William L, Kolb (eds,), Dictionary
of the Socinrl Sclences (New Yorki:ihe Froe Press of Glencue,
1961), pn,120, 491,

vD. Huwitine, "Lesrning the Unteuchable," Lewrulng
by Discovery: L Criticel Appruisel, L.5. Shulmen ond b.tk,
elalor eda, (Chlcero: hbh& l.chully and Comueny, 1u66).
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L vercejt occupies an interrnediary rlece boetweon
undifferentiated sensory oxporicnces and concenis, ler-
coption also denvtes censory experience which has auvined
meaning or sipgnificence, Vhen uss o result of loarning
exnoriences, one understands the relstionships of ol jocts
vhich proviously were raw, undiffercntiated sensory oex-
poriecnces, he 1s suda to perceive those objects, The
non-sensory oxyorionce involves the dovcluhmeTt of con-
copts or idecas about the senscry experiencos,

Gary oxplaincd thet a concept msy bLe thougrht of as
that which remcins in the mind of the leerncr following a
given learmine exverionce,,..& vepue notion,...s clcer une
dorstan.iing, ., .8 mental irace,, . 8 mewory of on su sl oex-
perience,,..s rercrelizition,...or o very sveeific bit of
learning thet vltinately will be rurt of s wuch Liotder
concsrt, Developing A musicel concept involves (1) listten-
ing to, or dircet percoption of the music, which is tYe
roforrent of tha concept) (2) verformance in vhich the
plover or singer also listens in such a woy &8 to know
precisely hov it sounds as music; (3) enalysis of whet has
veen porceived, which may invcelve recopnition by eye or
ear, idzntification by nene, or differentistion among the
components of what hes been‘hcﬁrd; ond (4) discussion or
verbalination of the concents,

Onry end members of the Elerentary lusic study
Comrissicn developed busic corcents &bout rhythe, melody,
herrony, Lora, tempo, dynamies, e¢nd tone color, liext,
they supgested "experiences which may leed to the de-
velop aent of the concept," Finelly, they proviued musicel
examples, A typical puge in this velusble document 1ouks
sowmathing like this:

CONCEPTUAL DEVHYLUFZNHT Ikt KLY1HM

Nusical
Bxarples

Concepts Exveriences thet mey lend to

the developient of the concept

® ® ® » ®» ® »
® ® ® ®o ® ® o

1gould end Kolv, op, eit., pp.120, 491,
“asry, op. eit. pp.o-4,
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Other music educators, such as Tipton,l uso a
similur format, But the somewhot unwioldy term "expe-
riences which may lesd to the developmeont of Lhe concept"”
has been shortened to "menipulstive devices," Among those
"menipuletive devices" are clapping, tapring, marching,
and employving hand levels to desirn the shaepe of the
melody.. Other devices csll for using the keyboerd or
classrocm instruments,

Explorstion and Diccovery

Are children's natural desire to discover meanings
for themselves usuuslly suppressed by the education pro-
coss? Glasser deelt with this issue and differentisted be-
tween "learning by discovery" and "tesching to discover,"
He maintained that "teachins to discover" involves "in-
ducsion," the procedure of giving exemplars of a more
genexral case, which permits the student to induce the gen-
eral prowosition Involved, Assessment of sttainment is
accomplished by testing whether the student has inauced
the general provosition involved, by getting him to ver-
balize it, by petting him to apply it to certein exemplars
in a way that indicates he knows the general proposition,
or by getting the student to generalize additional
exemplars,

- In 8 more unpuided exploration and discovery situ-
atioi, the imposition of a structured instructional
sequence is minimized in order to provide 8 relatively un-
guided sequence-~~-onto which the individusl imposes his own
structure, This 1is purposefully errorful lesrning, Glasser
explained, and there quite naturslly are many blind alleys
and wrong moves, But perhsps unpuided exvloragion and
discovery results ir more meoningful concepts.

Olson pointed out that discovery methods have been
used in other areas then nusic--as in the above exemple--
vherein vroblem=-solving and hypothesis tesving procedures
could be used, he applied the discovery method to the
teaching of musical concepts, Using it in the sense of '"s
systematic procedure to give direction snd focus to the
exploration, while at the ssae time retsining snontaneity,

lDr. Gladys ‘fipton, FProfessor of lMusic, Teachers
Ccllepe, Columbia University, and the author of Adventurec:
in Jusic,

ZRovert Glasser, "Varisbles in Discoery Lesrning,"
in Shulman end Keisler, or, cit,

“Ibta,
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ho was opuosed Lo unpulded trisl-and-error, He [oelt that
if childron were morely freolto exporiment, they were
also free not to experimont,-

Olson's article contains the following points:
(1) the problem to be solved should pertain to a child's
expericnce with s musicsl composition, (2) the problem
should be¢ solved by & musical process, (3) the teecher
should provide "clues" ruther than toll "right' or "wrong"
answers, (4) reinforcement occurs through presentation of
the same concent in other musicel settings, (5) terms and
symbols relsting to musical concepts are recorded &s they
sre discovered, and orgenized for leter systemstic reviow,
and (6) for review, students should be gulded to respond
to terms or symbols, not with memorized definitions, but
-rather by recalling the musical exomples wherein they
heard the concopt, snd by describing its sound,

Olson did not want inquiry to veer from the music
itself, and become exclusively concerned with informstion
about the plsce of origin, the attendant socisd) customs of
the peoprle, and similsr background materisl, Rsther, he
advocated focusing on raining understanding of concepts
expressed by the tonal content of the music; such under-
standing, he thought, could only be developed through
exploring the music itself,

Congistent with his interest in the music itsolf,
Olson was equally interested in musicality and iusicsal
resyonses., Any snswer which shows that the child has
used his muslcal experiences in & musicel way, and which
leads to further inquiry, he stated, is 2 good enswer,
Some answers, he thought, may be expressed boest by a rhythmic
movement,

The Content of Nuslc

Among the eleven "contont ereas" in one reference
sre: (1) "elements of music,' embracing rhythm, melody,
hermony, and timbre; (2) "form or design in music," includ-
ing aspects of unity, contrast, texture, and the develop-
ment of a musgicsl concept; and (3) "the interpretive espats
of music." ‘The other content sreas include the sclence of

sound, the musicsl score, snd types of musicel performnnces.2

lRees G. Olson, "Teachinpg Musical Concepts by the
Discovery Kethod," Nusic:YXducstors Journasl (September 1267),
p.5l.

2Ernst, ov.cit., pp.1l7-63,
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Dihocco called for troating music as & tonsl entity,
for de-smphasizing "assoclautioral intcrpretstion," Sle dis-
cussed tha uniguonoss of tone, ond vanted music ecducsoors
to esteblish a roletionship between sound sna c¢hild, rether
thon between sound end story, sound ana pelnting, or sound
and emotion, She deplored the type of "assocletionel In-
terprotation" whercinu overy oboe was & duck, every tyspuni
roll a storm, and eveaery snaredrum a nunshot.l

Woodworth called for "active and snelyticel lis-
tenine" bssaed on content srees such es "the qualities of
orchestrel instruments and choirs," "tho texture of chamber
music," and '"the menipulstion end development of musicel
1dees," Ye nlso felt stronsly sbout the intrinsic worth of
repertoryv end the typs of rereriory chosen. He did not went
the music terchrer to be afroid of lsrpge works, lie thourht
thet the dremetlic orgenization of' & symphony could actually
enpare the mind and emotions of a growing chila, better
than little exomples of binery and ternery form, and simple
song forms end exercises, ‘'‘he repertory re suggested in-
cluded large twentieth century works: works of Stresvinsky,
Copland, and Honepgger.

Broudy also wantea masterpieces to be used, &nd
thoupht of the abllity to apprecliuate musterpleces as an
excellent test of nusical prowth, Commenting f{urther on
choice of repertory, Broudy referred to modern jazz as
music vhich would motivate students to listen: '"Here is a
kind of muslc thet, perhaps, lends itself to serious study,
angd yet,_its popular nature tends to spesk to the young in
heert, "°

The content of instruction, larrely determined by
choice of renertory, will determine the musical cocncents that
are learned, Choice of repertory will also determine meny
of the classsroom activities based upon the content of the
music, The "experiences thet may lead to the development of

1Sister Theresa Dikocco, "The Child ané the fLes-
thetics of Music," Nusic Educetors Journsl Vol, 55 Lo, 8
(Arril 196¢), p,.35.

2Woodworth, "The Flace of Music in the Curriculum,"
po480

5Harry Broudy, "Educational Theory snd the Cur-
riculum,” Music Educators Journsl (liovember-becember 1964),
p.32,
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the concopt” are based upon the musical oxemples thet are
chosen, as well as the abstrsct concept itsolf,

The ultimte worth of repertory is its cepucity to
contain snd highlipht musical osncepts, Children must ex-
perience music in ordor to perccive its content, and this
perception is an importent first step toward developing a
concept,2 Yhe more exporience children have in listening
to a variety of compositions which manifest perticular com-
positional techniques, the greater is the likelihood that
concepts of these teclmioues will formn,

Activities ard Experiences in Nusic

Leonherd called for a change from an activities
oriented propgram to en "experientisl' propram, He admitted
that the "fiveflold activities concept" hes served us well
in making music other then simply singing; but hs felt that
merely participating in sctivities does not insure a change
of behavior, The change of behevior he wented was in the
direction of increased musicianship: improved abilities in
the beheviors that constitute musiei anship.’

Leonhard differentiated between the activities ap-
proach end the experience approach. &4n experience orien-
tation, he maintained, lmplies a greater degree of involve-
ment of mind end imagination -~ as well as movement of the

~ vocal chords and the feet, What he envisioned was & mind
"actively engaged in the discovery of musical mesning, and
the solving of musical problems, as well as making value
judgements,"

Leonhard enumerated five types of behavior in re-
lation to music -- knowing, feeling, hrearing, diseriminating,
and performing -~ and maintained thst each type of behavior

.]-Gary’ ._O_E. Cit.

2Leonhard, "Phe Next Ten Years,'" pp.48-50,
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involves a different kind of lesrning, Learning to '"know,"
for example, lnvolves the process of percention e¢nd the form-
.stion ot concepts, fYhe teachor hos the task of orpanizing
“experiences to restructure students' cognitive ficlds, Leon-
hard predicted that music educatiors vwould turn to lesrning
theorists ~- such as Bruner, Piapet, and Ausubel ~- for idcaus
on vhat experiences to use in developing other aspects of
musical behavior,l ‘

Woodworth jrsised the teachinr of music in elementary
schools, in which music is often listened to with action
such as walking, skieping, end dancing., If 1{stening must
be done in Zsolation, he wanted active snd enalytical lis-
tening.2 finalytic listening -- sons yeors earlier -=- way
viewed as evolving: becoming more m ture, intonsive, and
specific, and merging into ear-treining, Fursell) wanted
ear-trasining to grow out of analytic listening, and did not
want ear-training to deel with abstract tonal drills, lioro-
over, he wanted the ectivity or experience of analytic lis-
tening to center on the content, form, end structure of the
masic itself,

Mursell was opposed to the classifying of musical
activities as "creative," "performance," and "apprecistion"
~- preferring to substitute the terms "production," 're-
production,' and "enjoyment." In recent years, however,
creative activities have received increasing emphasis,

Some music educators, for example, have msintsined that
musical understanding can be st be developed through creative
. activities,%

Crestive experiences 1nélude imitation, analysis,
synthesls, and reproduction, ‘They are not limited to those
aspects ol creativity which involve total originality or

1peonherd, ov, Cit, ZWoodworth, Op. Cit.

5Mursell, Principals and Proprams, p,296.

4Jarrett, Op. Cit.,, and Mersh, Op. Cit.
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uniquenaess, The teachor'!s roie in guiding creative oxper-
iences, therefore, may lnvolve providing models; it may
involve creative solutions to probloms -~ croative p{oblem
solving; it way involve "meaningful verbal learning'+ as
opposed to preater use of nhon-verbal devices 1in a quest for
musicality snd musical responsiveness; or f'inully, it may
involve structuring experiencus to proviae for groater con-
trast and compsrison of musical mssterpisces,

Both Arnheim< and Piaget3 noted that thinking and
problem solving does not require language. Froblew s0lving,
Arnheim rointed out, can be done by animals, Thinking ALrn-
heiin asserted, csn be sald to take place in mental lmages -~
visual, kinesthetic, tactile, suditory. This 1s not to dis-
count the importance of total creation, originality, or
uniqueness of course; but actual "composing' -~ or what is
most often thourht of as nmusical creativitv -- is an advan-~
ced skill, e synthesis of meny elemsnts, Crestivity can
mean vutting new words to well Xnown songs, or meking up a
new “tune” to a well known sct of lyrics, Creativity can
mean sugpesting a different .orchestration for a song or
musical composition, Creativity can mean judging the worth
or significsnce of 8 muslcal composition -~ whether it should
be of greater or lesser length,

The Outcorme s of liusic

Drawing upon lursell's conception of "aesthetic
responsiveness," Reimez called for the dsvelopment of
aesthetic sensitivity, Gary end the members of the
Elementsry lusic Study Commission spoke in terms of "the
development of a sense of besuty snd of positive respon-
siveness to it" as a "msjor obligstion of educution,"®

1D.P. Ausubel, The Psychology of Meaningful Verbal
Learning, (New York: Grune and Stratten, 1963).

2Rudolf Arnheim, Vislon and Thought, Perspectives in
Education, Vol,2 No,l, Fall 1968 pZ20,

3Lectures in the Horace Mann Auditorium, Teschers
Collepe Columbia University. Notes tsken by writer,

4

Reimer, Op. Cit, Sary, op. Cit.
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Woodworth celled the music class '"the gymnesium in which
youih excercises itself in the habitusl experionce of
besuty,"l Othor writers were concerned with the importance
of sesthetic education In a world threastened with the
possibility of annihilsiion, ssking the qguestion: "Wh
survive 1f we crnnot lesd & life of taste and grace?"e

But oirer music educators, regarding the outcomes
of music educstlion, returned to the tim of musicslity,
Broudy defined musicelity as "the ebility to respond to
music in terms of its musical proyperties,"® HRe spoke in
terms of connoisseurship:

Nusical experiences whon cultivated by
training g#ives ise to a spacisl type of
interest and enjoyment, similar to thst
engendered by connoisseurship in any field
of humen enaesavor,%

Teenage Cavaclty To Learn Absiract lusical Concepts

Having discussed recent emphasls regard the eims,
content, ectivitles, end intended outcomes of music, the
question still remains whether teenapers are carable of
dealine with abstract muslcel concepts. This issue is
important in dealing with twentleth century music, be-
csuse there is incressing complexity to comtemporary
compositions, Children may respond well to contempurary
sounds, but how much will they wind up knowing sbout them?

Elkind stated that adolescents are capable of
"combinatorial logic," and can desl with problems in which
many factors operste at the same timme, Ee also stated that
adolescerts, for the first time in thelr lives, have the

1Woodworth,__p. cit,

Ole Sand, "Schools for the Seventies," lusic Ed-
ucators Journal (June 1986), p.40,

SBroudy, Op., Cit., p.36.
H1hid, p.143.




folloving abilities: (1). they can utilize a second symbol
system for another sct of aymbols, (2) words carry much
more meaniny, and (3) tRe future {s nov as much of &
reslity as the present,

Goodenough and Tyler cited Flagel's conclusion that
"adolescence produces the stage at which real abstract
thinking 1s possible, thinking that involves the munipu-
lation of hierh ovder abstract concepts,,.," They felt thst
there are importent lmplicutions to "the fect that this
(edolescence) is the perioca in which reel abstract Lhinking
is possible for the majority of boys &ndé girls,,.."=

Reimer thought that at the junior high school level,
material can be presented in & systematic fachion; that
Junior high school students have become reudy to study tho
arts systoematically and rigor—ously.S Leonhard sugpested
that beginning in the junior ligh school, greater emphasis
could be pluced on "reception lesrning” in which new
material is incorporsted in the existing copgnlitive struc-
ture through & process of progressive differentiction,
"New material enters the cognitive fiold, interacts with,
and 13 subsumed urder a relevent and more inclusive con-
ceptual system, "4

lpavia Elkind, "Cognicive Structure and Adolescent
Experience," fdolescence Vol,I1 No,18 (Winter 1967), 427-35,

“Jean Piaget, ‘lhe Psychology of Intellirence
(London: Koutledye end Regan Peul, 1950), in Florence L,
Goodenough ancd Leona K, fi'yler, Developmental Fsychology,
3rd ed,, (New York: Appleton Century Crofts, 1959), 394-95,

5Reimer, op., cit,

40narles Lecnhard, “Learning Theory and Kusic
Teaching," Comprehensive Musicisnship (Washington: D.C,:
Music Educstors National Conference, 1965), p,56,




III - CORCLUSIONS

"his study has ylelded primtry data on how teenagers
think about and respond tu verious types of twentleth cen-
tury music, f7hese data, and other findings fron secondary
sourcss, have been used (o prepare unite-of-study, Seamples
from these units--objectivos, pretests, analyses, and
teaching strate-ries--are included in the Appendix of this
report,

A larpe amount of additlongl materiasl for each unit
has been omitted, This neterial reflects countless hours of
consultation of recent litercture un twentleth century music
--and contsins descriviions of twentieth century musicel
styles, trends, aend compositional techniques that asre &p-
propriate for use in junior high school, FKkater lengthy,
it will be aveileble soon in 8 dissertstion encitled
Developine Undorstandinz of Twentlieth Contury Comnositions
In"Junior kigh School General lusiec Clussos,

Tho dissertatior. scon to be availsble contains
sdditional enslyses of compositions and teaching strategios
for developine understsnding of them, as well es appendixes
such as e chronology of nusiocue conerdte,

One &im of this study, in particuvler, was not
sccornlished: (applicotion of the most recent findings in
learning treory to ruslec educetion,) The resesrcher had
intended to accept Leomnhard's chellenge that music educatlion
has been inmmersed in a field theury orientstion tor the past
twenty five years, end thus the possibilities for apnlying
learnin; theory to nusic educetion sre great but essenticlly
untarred, The researcher read widely about recent trends
in music education, about the nsture of concepts &nd psr-
ceots, and about teenage cepscity to learn sbstrect con-
cepts, but was not sble to gpply Ausubel!s "Subsumption
Theory of lesningful Verbal Lesrning and hetention" to
music education,

lcharles Leonherd, "Lesrnine Theory end lusic
Teaching," p,56,
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Recommendations

(1) There 1s a need for further study on teenage
perceptions of twenticth century music and how these por-
ceptions cen be employed, While the action research con~
ducted in this study has certain adventepges over in-
vestipations with more formal designs, it also has certain
disadventuages, One never knows whether othor students in
other schools mirh{ react in totelly different wuys, There
18 need for quantification of data,

(2) Drawing upon the recent ermphases in music
education--as discussed in the preceding section--the
following is designed e&s & synthesls of ideas to be con-
sldered when croating a curriculum in general music:

(a) The primary aim of music education toaay is
musicality or musicianship, HNonmusicel seims such as
"health" or "citizenship" should not be formulated,

(b) Emphasis should be given to developing music-
al understanding, In the general music clessroom,
without the pressures and deadlines of performing
groups, the development of musi cal understanding can
take place best, This is done through a diversity of
listening, pcrforming, discursive, and creative ex-
periences, Teachers shovld foster a .conceptual.
understanding of music, nemely through guided ex-
ploration of the content of music, aimed at permitting
students to discover musical concepts for themselves,
Conceptual lesrning can lead not only to an under-
standing of musical concepts, but also to an under-
standing of the entire "structure" of musical thought,
The development of a musical concept includes lis-
tening to, or direct percevtion of the musie, The
other steps or processes of conceptual lesrning ere
analysis, performance or reinforcement, and ver-
balization of the concept,

Two important aspects of conceptual leerning
are chosing appropriste musicel examples which con-
tain the concepts to be learned, end planning ex-
periences~~or manipuletive devices--which will lead
to the development of the concept. A variety of
physical movements, singing, exploratory, and
creative activities should be planned, The voice,
the body, classroom instruments, and visual stimuli
should all be employed,



(c) The content of music instruction is the
music itself: the counstituent snd expressive
elements of music, Assocliational interpretation
should be minimized. ‘he unique aspect of music
is tone, and Junior hipgh school students are
capable of learning abstract musical concepts,
Repertory may be chosen which contain signifi.
cant musical concepts, and need not be program-
matic, Large works may be used, including those
of twentieth century masters such as Stravinsky
and Honeggsar,

(d) The new focus on "experiences,'" rather
than just "activities," is for the purpose of
fostering the '"behaviors that constitute musician-
ship," The new "experionces" imply gpeater
involvement of the mind and imegination, a mind
more actively engaged in discovering musical
meaning, solving musical problems, and meking
value judgenments,

(e) Creativity manifests itself in many ways:
in imitation, analysis, sythesis, end reproduction,
as well as total originslity., ‘he teacher should
promote creativity by providing models, urging
creative solutions to problems, using non-verbal
devices, and structuring experiemnces to permit
contrast and comparison of musical masterpleces,
Reflecting the phllosophy that anything can be
taught to any child in some way that 1is meaningful,
simple creative-acts--such as putting new words to
a well-known song or making up a new "tune" to a
well-known set of lyrics--can be taught to children,

(£) The outcomes of music should include greater
musical insight, awareness, initistive, discrim-
ination, and skill, They should also include the
ability to be lifelong perceptive listeners, and
intellipgent consumers of music¢c, Children may not
perform for the rest of their lives, but they will
listen to music, They should have some basis for
chosing what they listen to,
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I,
11,
III1,
1v,

V.
Vi,
VII,

APPENDIX A: TITLES FOK
UNITS-OF-S1ULY

Rock, Pop, and Soul .

Jazz, Third Stresm, and the Nev Thing

Tapey Synthesizers, and Computers

Chence and Aleatoric hiusic

African and Non-Viestern Nusic
Impressionism, Expressionism, and Bsrbsrism

Transcendentalism and other Americen iiusic

VIII,Dadsism, iieoclassicism, and Gebrauchmusik

IX,

X,

Dodecaphony, Serjel Tochnique, and Totsl Control

Neonetionalism, Neo-tonality, Neoromanticlsm,
and KEclecticism
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APPERDIX B: SAMFPLE OBJECTIVES, PRETESTS
AND SUGGESTED ACTIVITIES

. .

Unit I
Rock, Pop, and Soul

Ob joctives

1)

3)

4)

5)

6)

")

8)

9)

Children explain %he "blues" or the "blues progrossion'
gnd provide dotail reparding thoe twelve bar fornm {or
tvolve measure form);

Chtldren notate and/or play the blues chord progression,
I 1117V iIvIiIIVIVI i, onthe piano or on the
autoharp;

Children reecall and list favorite records winlch usc the
bluos proyression, such s8 The Beetlos' CGot DLack or A
linrd Day's Light = or VWips Qut (not by Tho ho pouties);

Childien peoint vut )elntionchips of tho blues, "rhythm
snd blues,” and modern “soul"y ;

Children differentisto between “soul," "rock," &nd "pop"
and nlso how they differ or are similar to Jozz end folk
music;

Children con glve oxnmp]oe of ench style, such as
records by The Jetfierson Airylans or 1he Livthers of
Invention (%hich nro "rock ') — or records by “James
Brown (wnich are "soul");

- n_

Children notate rhythms of "rock" such as, 2{.

- H‘fin’lr‘)

te b @ .

ey
' -

Children describe the mellsmatic nature of some "soul"
records, such as those by Arctha Franklin or karvin
Uaye;

Children ldentify "pop" as music which mai have soms
slements of rock or soul, but which is tallored for

the widost possible audienca«- and whiich may Lo simpler
or mny contain mony "clich€s” whieh have proved to bte
popular with previocus songs;

L . .

. wd3a



10)

11)

12)

13)

14)

15)

16)

17)

18)

19)

20)

21)

22)

Children discuss the role of the guliter in "rock"
and how it cnables quarter or microtones - and why
they bogan to bo amplified;

Children i1llustrate the freer intonation posalble
with o« pultar than with instruments of nmure fixed
pltch;

Children polnt out tha non-Wostern influences on
this frecer intonation, such as the Hawalln guitar,
thoe Indian sitar, the Japanese hoto, South Amorican
flutos, Caribhean stesl drums, asnd African drunms
which play different pitchos;

Children coupsre this freer intonation and relato
it to thoe "blue notes" of the bluos;

Children give reasons for the usc of "fuzz," "noiso,"
and "feedback" in rock;

Children provide exsmplos of records vhich refloct
the Influence of '"musique concroéte" end John Capge;

Children provido exempies of records viliich refloct
the influenco of electronic music snd which incor-
porate eloments of olectroric music)

Children provide examples of records which use tho
lloog Syntliesizer;

Children 1llustrate the "back to Bachi" moveriont as
reflocted in popular music, such as recordings by
Tho Swingle Singors or reocordings such es Switcred
on Baghj}

Somo children attend concorts and write reports on
groups such as Ars Nova or Tte lew York lLoclt end
holl Enaemble -« grouyps which consider rock as a
serious ort rorm, or as capeble of Vedng a serious
ort form;

Children spcculste upon and predict future devolop-
ments in rock, pop, end soul}

Children ereato thelr own tunes as the tecocher plays
a modal progresalon such as, x™ 1 /g™ ¢ lﬂt""'ITt"

“Slowoer" children Lagen to call the "tune" the melody
and the "beal" the rhythm and/or the meter;



23) Children rccognize "medal" propressions upon
hearing them in thelr fovorite recordings;

24) Children play siwmploe modsl propgrossions on tho
piano or on the sutohorp - proprossions such
as Im bVII bVI V (e.r, A G P )3 or Cmm Bb Ab G)
or sny ascending propgression of minor, minor,
major, major such as lLm, Fim, G, A or Cm, Dm,
Eb, I';

25) Children recognize irrepulsr meters such eos
5 in Iiission Impossibie or in Tako Pive a jaze
4
nunbor which became so "vopular" that many
ch!ldren still know it}

26) Children recognizo chonging meters in their
favorite recordings, such as those in Vallgy .
of the Dolls or fhe Fool on the Hillj;

noto!

TEACHERS and SUUDENYS CAl CHELTE VAMY ADDLSTOUAL
OBJUCITVES} 1T LIST IS BY 10 JIEALS EXHAUSTED,
EANY OF i B ORJECWIVES LUSTSED FELE ALE & JesSUL®
OF ACTION RESSALGE DON3 BY wif “RITH i VARTOUS
DIFFUEEET JUNIOR FIGE SCHOOLS. S0i% STURZTS RILL
BY CATABLE OF LUSS TIANL VHAT IS EXPLCYLD HEREIN
KD OTHERS WILL BE CAFABLE OF iJEE! K THLCHik
MAY BE VEKY PLMASANTLY SURPRISHED BY UhaT STUDENTS

OF DDAY KNOW, IF KB OR SHE IS WIILING P9 ELICIT
THE STUDIHITS TETShESYS RATRTH TRAL TRYING T
SUPTRIIPISE TASTE, UE ARE PORTUEATS WEAT THELE AKE
EANY TALEMTED LD WELL TRATNRD COL'YISTHS "INV
NS PAPUTAE NUSIC OF TODAY - THEKE3Y FREQUE.TLY
IEYROVING THE GUALITY AdD ALSO TiTLODUCTHLO SURTLE
"AND SOPHISTICATED COLPISITIOIAL T-CENIQUES INTO
TI% "GEAEE" OF SUYLES THAT ALK AFPRECIATED BY THE
STUDENTS WI'OL Vid AKE TEACEING,

The folluwing Fre-Test may soom to ovurlap
with many of tho ebove objectives, hLovever, it 1is
dosigned for inmmediato uso by the leoss oxperienced
teacher vho coannot ouslly convert ststements of

objactivos into pre-tests or exsminstions,

.45.



Pre-tost

1) Name & song in which the metex (or time sign)
changes

—

possible answers: Vallcy of tho Dolls;
Promises, Promisos;
Fool on tho Hill}
I Say a Little Frayer;
Spinning Vheel

2) Name a song vhich uses tho sound of an airpleno

poasible ansvor: o Lettor

3) Name 8 song or a record album which uses the sound
of a rooster, and other sound effocts

possible answor: "Gord Morning" snd/or
Serpaant Poppor's Lonely
Hearts Club Band

4) Name a song that is "modol"

possible answera: Light My Firo;
MNonday, londay;
Tighten Up;
Sculful Strut

5) Nemec a song that usos tho zltar

> -

possible ansvwors: Cry Like a Beby

6) Nemo o player of tho sitar

-

possible answers: havl Shankar;
Georpge Harrison

7) Heme o record albwn that used the loog Synthesizer

possible answor: Switchad on Bach

.46.




8) Name threc different typos or styles of '"rock"

posalble answers: Acld Rock; Hard Rock;
: Psychedelic Rock;
*hilosuphy Rock;
Folk Kook; Jazz Rock;
Country Rock;

8) Name two forerunnors of "rock" and "soul"

a)
b)

possible answers: Kecck 'n' Roll;
: khythm and Blues;
- Gospel Sinpdng;
Spirituals; Bluos;
Country and Viestorn;
Hi11lbilly '

10) Name & soug influenced by Africen nusic

- e s S W W S @ e

possibly enswers: Oh Bla Di, Oh Bla Do;
- The Click Song

.47.




UNIT IX

DODECAPHONY, ' SERTAL TECHNIQUE and POYAL CuNTRUL

Ubjdectivaus

1.

2,

S
4.

5.
6.

7.
8.

Childron expluin that o tuno-row usos sll twelvo
tones of tho vctave bofore ropeuting a tone,

Children state the other principlos of twelve-
tone compositions, .

Children recognize the socund of twelvo-tune muslo,

Children identify twelve«tune muuie from smong
soveral differont stylos,

Children conttruct o tone-rov with melody bvolls,

Children employ the cuncept of retroprede when
uskaed what could boe done vwith the tonee=row,

Chiluren write snd notute the rowe they cunstruct,

Children oxplein that an inversicn is 1liko a
wirror lmege snd druvw a plcture of the ouncept,

or "twelve~tone tecknique™ - in Burope sometimes
oalled "twelve-note technique”

~48e



Suppested fietivities

1, ' Children EXIMOIE the 12-tone and whole-tone
scales on the rosonator-bells and the plano,
See i1f tho children can DISCOVIER that:
THE 12<T0RE AND WHOLE-1D%E (or six,tone) SCLLES
ARE NUCH EASTER 40 LEALRL THAY ARK GYE LAJORN AND
MINOKt (or diutonic) SCALES

Write tre above on the chalkboard, after the
children have explored the l2-tone and whole-tone
scales, If necessury, vwrite the following on the
board ss & clue:
MY 12-T0il% OR CHIOVAIC cCI. ¥ EAS TRELVE LOUAL
STIPS, EACH SWRY IS 4 LAY STLT BY LLPIuJJIJh.

BACH OF THESE 12 EALF STRIS 15 ALS) GALILD h
EINDh SLCHD,

™HE VHOIE<TORYE SCLL1E
TESE SIX STPS 1S ﬁ
FAGCYH OF THESYE STX V)i
NAJOK SNCOMD,

3Y DEPIHITION,

LS SI
FOLY
S IS LLSO CALILD A

I X KQUAL STLPS, BACL OF
" STHP 1
AF B v¥

R T
5%

If tre concept is not yet sufficiently formed
for the chiidren to bepin develorment of skills

with these scules, draw this diagram on tl.e Loard;

12
THE CHIDPATIC OR 11 45K YHOLE SUKE
TYBLVE-TOUE SCALE 10 Ol SIX-1Vilk 5
9 SCALY
8 4
67
. 3
4 2
3
2
1 1
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APPENDIC C: SAKPLE ANALYSES
AND TEACHING STHATEGIES

¥bony Concerto, for solo
clarinct und jsvzz band

Igor Stravinsky
(1882 - )

1) Listen to the first theme of Stravinsky's

Ebony Concerto, and then play it on a bongo.

Lbony Concerto: first wovement, first thems,

2) Now sing it}

8) Now swing 4tll - the waey a 1935 jezz
musiclan would - using nonsense syllables known as

"scatting." e.g.,

> > > >

4
230N T T O I s T A A
scu-bses du, bee du, scu-bee du-~bee bee du

4) Now try to make up new melodies, using

this rhythm (sbove) the visy 8 jazz nusiclan does, &.g.

T RN R

ML VT *




Sample Annlysis

Dizzie Gillesplet Salt Peanuts

As an example of the "rebvop," "bebop"
or just plain "bop" style, listen to Halt

Peanuts by Dlzzie Gillespile,

In thia composition there are two words .
~ that are spoken, sung or intoned - at the
end of most phrases ( or musical sentences },
Those words are '“salt peanuts'; sand they -'

ars usually repeated twice in this rhythm:

n )
Satd .1 :'Z:v... e - g A .i\\\ e e
feanuts 4 Ny P._.. R N ..:.“-.‘.-..-~ RN
ehythem S0 Bt s e St Ao
\] Y ?u.mh. St les-nats

Clap this rhythm; sing this rhythm,
"Do the following: sliernate stomping your foot

and clapping your honds 1like this:

N
14 I A A S
A R

Aftar you have stomped your fool and clapped
your hands twelve timss, sing the above "salt

peanuts rhythm,"

!__‘.u \k |,~‘i.~||_. [} ’

5l




"Pango of the BFercl:nlds Daughter"

-

by Velter Piston

Drav upon the cl ildren's experdonce with the woll-

knovin Theme rom iission Impogsible — the recently pop-

ulexr 1.V, scir-less

et fesm
ll:s'u:..\
=2l
Tngesslote

L

or upon their knowledpe of Duve Lrubeck's Toke Five:

Tron 1lsten to the "tongo" from Piston's 'ihe

——

Incredible Flutist:

Naliegds

'S
\
[N ] ‘.
L |r‘ ‘e U‘(us\t

~,

‘ho ever heard of a tengo in 5 meter? Discuss
2]

the use of §rregulsr maters in tuwentieth centur& musioc,

Compere this "tanpo" with that in Stravinsky's L'lilstoire

du Soldat (The Svldier's 4Wnle),

«52a




APPENDIX D: SAMPLE EVALULTION IFATERIALS

Katching ¢uiz

Place the letter of thie correct unswer after the
number on the left-hund side, There can be lotters
which are used mmore thuan once,

1, __ The tone-row a, Dehussy

2, __ Allepro Barbaro b, Bortnk

3, __ 'The whole-tone ¢. Schoenberg
' scale

‘. 7 lodality d., Stravinsky
5. __ Sprochstlinme e..Prokofiev
G, __ Rite of Suvring f, lussorgsky
7. __. DBoris Godunoff ¢, Lisdoff

8. Early hussian h., Berg

Impressionist
1. Schocubery,

9, __ Pierrot Luneire Berg and
Yiebern
10, Afternoon of 8
Faun J. Sotie
11, Seythien Suite k. Scriebin
12, _ German express-
fonists

13, __  Chords bullt on
fourths

14, Atonality

o

.

Ansvers: l-c (i snd d nlso accepted); 2-b; 3-a or £
4-ull Lut ¢,h,and i Se-c,hyend i3 G-d; 7-f; 8-g or I}
9-¢; 10-a; 1ll-&: 12-1; 13-all1 but g; 14-¢,h, and i,
but all Jletters could bve accepted




- , e |
T R S ety

F111-Tn Quiz /

Tupressiondsm, Bxpressionism, and Brrbaerism

. B e et

1, IS a compouition usos moedaldlty, a wholo-tono scale, o
ptrallel 9th, 1lth, and Y3th chorde, wo may say the the _ p
" solection fs .. nmusic on on

PRt GRS B s v S e bt el e wew g

oxonplo or ' o

.
U OWE eN e e | s Gwe B WS She set e

2., If a worlt uscos sprochstinme (song-speeeh), 18 in Gernan,
seoms 0 Lo atonul; ond scens to refloct strong: doep
emotionn, wo may soy tho worl is an oxemple of

inmsle,

S pE R e et e BEUS e s B MR e awe

3, If 2 plecos seoms vory dynamic, rhythmic, or synbollic of
pirimitive feolings, 1t moy be on oxample of the style .o

known ag .

G o B e et WA A e

4o IL & muslcel composition scems pointilistic like a
kalodldescopo, and in which cach lnstrument only plays
one note at a time, %there ls & good chanco that the

composivion was written by _ _e+ These 1lipht,

I A

airy ploces are often called lusicol .

— A ma S et ey e e M e

Boacause of tho wide melodic skips we say that the melody

is highly _ _ e

o e D et i

=54~




APPENDIX E: RERERENCES

Alper, Herbert. "To Demonstrate A Type of Leaching That
Will Stimulate the Croeative Process in Fuslically
Talented Cnhildren.,' Limeo, A report on the Farming-
dale Project, 1964,

Archibeque, Charlene P, '"Developing a Taste for Contem-
porary Music,." Journal of Rescsrch in Music
Fducation, XIV, 2 (1966),, 142-47,

‘Arnheim, Rudolf., "Vision ond Thoupht," Perspectives in
FEducation, Vol, 2 No¢ 1, Fall, 1968,

Ausubel, D,P, "The Psycholoprv of Meaningful Verbal Learn-
ing", New York: Grune snd Stretten, 1963,

Bloom Benjemin S. (ed,). "Taxonomy of Educational Objectives,"”

Handbook I: Cognitive Domain, Tongmaen's Green and Co,,
1966,

Boulez, Pierre., "Alea," Darmstadter Beitrage.' cited in
H.H, Stuckenschmidt. "Twentieth Century kusic." New
York: World University Library, 1969,

Brofsky, Howard, and J.B. Bamberger. "The Art of Listening.
New York: Harper & Kow: 1869,

Broudy, Harry, "Educational Theory and the Curriculum,”
Musi.c Educators Journal, (November-December, 1964),

32,

Bruner, Jerome, "The Process of Education," Cambriage:
Hervard University Press, 1960,

Colwell, Richsrd, "Music! Both a Performing Art and a

Listening Art," Music Educators Jcurnal, (Janhuaryy
1966), 45,

Copland, Aaron, "Copland on Music" New York: Doubleday
and Company, 1960,

Coston, Evelyn, "Listening to Modern NMusic: A Sourcebook
for the College Teauger. New York: Columbla University,
1964,

DiRocco, Sister Theresa, "The Child and the Aesthetics of
Music," Music Educators Journal Vol, 55 No, 8 (April,
1969), 35.

Elkind, David, "Cognitive Structure and Adolescent Exper-
ience." Adolescence, Vol, II No, 18 (Winter, 196%7),
427-35,

-55— 0




Ernst Karl (ed.), "Music in General Education," Washing-
. tony D.C.: Mpsic Bducators National Conference,; 1965,

Forcuccl, Samuel, "Gensral Music in Junior High School. An
Overview and Guide for the Improverent of Instruction,
(Ed.D, Music, Columblia University, 10667,

Gary, Charles L. (ed,). "Music in the Elementary School--
A Conceptusl Approach," Washington, D.C.: Music
Baucators Netional Conference, 1967,

Glasser, Robert, "Varisbles in Discovery Learning" in 1.8,

Shulmen and E,R, Keisler (eds,).'Learning By Discovery:
A Critical Apprailssl, Chicago: Kand licNally & Co.,, 1966,

‘Glenn, Neel E, "The Development of Content end Materisls
for a Music Literature Course in the Senior Liph
School,™ U,S, Office of Educatlon, July, 1965--August,
1966,

Gould, Julius and Williem L, Kolb (eds,), Dictionary of
the Social Sciences,'" New York: The Free Press of
Glencoe, 1964,

Hartshorn, William, "The Stuay of Music as an Academic
Discipline," Music Educators Journal, (January,
1963), 25, '

Hawkins, D, "Learning the Unteachable," "Learning by
Discovery: A Critical Appraissl,'" L.3, Shulman and
E.R, Keisler (eds.)., Chicsgo: Rand lMcNally and
Company, 19866,

Hewitt, Helen, "Supplement to Doc.oral Dissertations in
Musicology." Journal of the aAmerican Musicological
Society., XX-3, (Fail, 1967), 460-G3, )

Hornysek, Robert., "An Anslysis of Studant Attitudes Toward
Contemporery Americen Music,"” Viashington D.C.: U.S,
Offico of Education, Final Report BR r-8288 A, Ed,
010-413; Summary Report BR 5-8288 B, Ed, 010-414.

Jarrett, James L., "A Study of the Development of Musicalit
in the Jumior Hirh Bchool end the ContributIon of
Muslicel ComposItion to thnis Development," U.S. Olfice
of Education, (July, 19865 - June,-1967).

Karel, Leon C, "The Musical Assembly Line.," Music
Educators Journsl, (January, 1963), 85,

-56" ]




Leonherd, Charles.E, "Learning Theory and kusic Teaching.,"
Comprehensive Musicianship, Washington: D,C.: Music
Educutors Netional Conference, 1965, p, 7.

Leonhard, Charles E, "The Next Ten Years." Music Nducators
Journal, Vol,55 Ne¢ 1, (September, 1968),

McMurrey, Foster. "Pragmatism in Kusic Educetion," Basic
Concepts in Music Education., (ed,)., Nelson B, Henry,
Pp.30 ‘E-‘G‘I.

Marsh, Mary V., "Developing Musicsl Understanding Through
Contemporary NMusic, Mimeo, A KHeport to the Contemporary
Music Project, 1964,

Mitchell, William J, "The Role of NMusic History and Literature
in the Development of Musical Understanding." Compre-
hensive lusicisnsliip.p.61s '

Mursell, Jemes, "Education for lusical Growth.'" New York:
Ginn and Compeny, 1948,

Mursell, James, "Music Fducation; Principles and Programs,"
Morristown: Silver Burdeti, 1956,

Olson, Rees G, '"Teaching Musicel Concepts by the Discovery '
Method," Music Educators Journal, (September, 1967), 51,

‘Piaget, Jean, "The Psycholopgy of Intelligence.” London: Rout-
ledge and Kegan Paul, 19560, in Fiorence L. Goodenough
and Leona E, Tyler, Developmentel Psychologry, 3rd ed.,
New York: Appleton Century Crofts, 1%59.

Reimer, Bennett, "Effacts of MNusic Education: Implications
From a Review of Kesearch," Perspectives in luslc Ed-
ucation, Source Book IIT, Bomnie G, Kowell (ed.,)
Vlashinton D,C,: Music Educators Nationsl Conferenca,
1966, 4

Reimer, Bennett. "The Development of Aesthetic Sensitivity,"
Nusic Educstors Journal, (January, 1965), 48,

Richey, Robert W, "An Introduction to Education." New
York: McGraw Hill, 1968; Herold B, Gores, ''The Big
Chenge," (An address delivered to the New York State
School Bosrds Association, December, 1962),

Sand, 0le, "Schools for the Seventies," lusic Educators
’ Journal; (June, 1966), 40,

Sessions, Ropger., "An Enlarped Music Repertory for Kinder-
garten Throuph Grade Six," (U.,S, Uffice of Education,
July, 1965--June, 1967,

. -5'7-




Stuckenschmidt, II,H, "Twentieth Century Music.," New York:
World University Library, 1069,

The Contemporary Music Project for Creativity in Nusic
Education, Comprehensive Musiciunship; Experinents
in Musicul Creativity; and Contemporery lusic for
Schools (Washington: lusic Educators National Con-
ference, 1265 and 1966),

Tischler. Hans., "The Perceptive lusic Listener," Englewood
Cliffs: Prentice Hall, 19855,.:.

Wilson, Harry, "Music Educetion, Quo Vedis?" Music
Educators Journal, (February-March 1965), b7,

Woodworth, Wallace G, '"The Place of Music in the
Curriculum." Music Educators Journal, (Februsry 1965),
48, -

Cooper, Grosvenor, "Learning to Listen—-A Haridbook of
Music." Chicago: The University of Chlcapo Press,
1987,

Jones, Archie N, (ed,). "Music Education in Action,"
Boston: Allyn and Bacon Inc,, 1960,

Palisca, Claude V, (ed,),'"Music in Our Schools--A Search
for Improvement, Washington: U,S, Department of
gealth, Education and Welfare, 0E-33033, No. 28,

964,

Russell, David H, "Children's Thinking." New York: Gimn
and Company, 1956, ;
"

. =58~




