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Novak, Jennifer J. Doud, Music Preferences 1980 Versus 1989 and Their 

(Music Education), August, 1994, 239 pp., 31 tables, 1 figure, bibliography, 114 titles. 

The purpose of this study was to determine differences between the same subjects' 

music preferences at the elementary and high school levels, and the relationship between 

these findings and the following variables: peer preferences, musical training, excerpt 

familiarity, grade, gender, and race. 

Subjects were 275 tenth- through twelfth-grade subjects from Louisville, 

Mississippi who participated in a related study (May, 1983) as first, second, and third 

graders. Preferences were measured via the Music Preference Reaction Index (May, 

1983) which was revised to include: stylistic labels, a familiarity index, and 

questionnaires concerning subjects' musical training, performing experience, and styles 

listened-to-most with peers and by parents/guardians. 

Results indicated: 

1. Significant negative preference ratings were found for 19 out of 24 excerpts in 

1989 versus 1980. Rank ordered responses revealed that 75% of the excerpts remained in 

the same most- or least-liked categories from 1980 to 1989. 

2. Significant training main effects were found for 10 out of 24 excerpts. 

Classical was the only style category that had all four excerpts appear as indicators of 

training. Significantly more females than males were musically-trained. 

3. Significant race main effects were found for 9 out of 24 excerpts. Gospel 

music contributed most to group differences in both 1980 and 1989. Race indicated a 

larger overall effect size difference across the musical excerpts than either grade, gender, 

or musical training. 



4. Significant gender main effects were found for 7 out of 24 excerpts. Females 

rated excerpts with "low dynamism" (May, 1983) characteristics higher than males. 

5. No significant grade level main effects were found in 1989. 

6. Significant (but low) positive correlations were found between subjects' degree 

of familiarity and preference ratings for 18 out of 24 excerpts. 

7. Significant (but low) correlations were found between subjects', peers' and 

parents' most-listened-to styles. Correlations were higher between subjects' and peers' 

than between subjects' and parents' music. 
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CHAPTER I 

INTRODUCTION 

One of the goals of music education has been to get students to become more aware 

and appreciative of diverse musical styles (Kuhn, 1980; Flowers, 1980). It has been 

assumed that such awareness and appreciation not only enriched students' lives with 

music, but also generated new consumers and patrons for the musical arts. When 

designing curricula to meet this goal, music educators have worked to capitalize on extant 

student preferences in order to better understand what musical characteristics and generic 

styles were preferred, and the ages at which the receptivity for differing generic styles 

would be most probable. 

In order to assist these educators, music researchers have sought to determine 

students' most preferred musical styles, and those stylistic characteristics which learners 

found attractive; however, such identification proved to be a complex task. Inconsistent 

findings have been reported concerning the relationship between subjects' stylistic 

preferences and the following variables: peer group preferences, musical training, excerpt 

familiarity, gender, race, and grade level. Among the possible reasons for the these 

inconsistencies were two problems of particular interest to this investigation. First, the 

conflicting results found in the literature may have been due to differing purposes, 

definitions, and methodologies employed by a wide variety of researchers. Secondly, two 

conflicting hypotheses were found in the literature concerning what musical styles subjects' 

would and would not prefer as they progressed through schooling (i.e., maturation). 

Interestingly, no studies were found that actually retested the same subjects' music 



preference responses at the elementary and high school levels, or examined the effect of 

selected variables on these responses. 

This study sought to determine what happens to the same subjects' music 

preference evaluations when tested at the beginning versus the end of public schooling. Of 

particular interest was the extent to which relationships were found to occur between 

subjects' evaluations and the following environment and listener variables: peer listening 

preferences, musical training, excerpt familiarity, gender, race, and grade level. 

Background Of The Study 

More than 60 years of research exists pertaining to music preferences and possible 

variables affecting subjects' evaluative ratings for a wide variety of musical styles. 

However, given the particular history of this field, music preference research is relatively a 

young discipline. For example, LeBlanc (1982) reported that after the 1930s and until the 

late 1960s interest in the study of music preferences declined. Very few studies during this 

time were found to incorporate music preferences particularly,"... as the central research 

problem ." (p. 28). It was not until the late 1970s that a "revival" of music preference 

research occurred (LeBlanc, 1982, p. 28). LeBlanc attributed this renewed outcome to two 

sources: (a) a review of what was known concerning attitude and preference (Wapnick, 

1976); and (b) a review of possible instrumentation for measuring attitudes (Kuhn, 1980). 

It was also during this "revival" period that LeBlanc (1980,1982) proposed and 

revised a theoretical model of the potential "Sources of Variation in Music Preferences" 

(1982, p. 30, see Figure 1). This model was important to the general field of study for 

three reasons. First, it provided a theoretical hypothesis as to how subjects may arrive at 

preference decisions from the moment of initial musical "input" to the final preference 

"judgment." Secondly, it provided a listing of potential variables that may interact and 

influence subjects' preference decisions. This listing of variables was doubly important to 
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the research field since it was not only a synthesis of the variables studied in the past, but 

included variables t ha t , " . . . could be isolated in a well-designed future study" (LeBlanc, 

1982, p. 30). Lastly, the theoretical model was important to the research field since it 

provided a framework from which researchers could test parts (or variables) of the model 

without addressing all preference phenomena. 

A synthesis of the literature indicated two overall reasons for the study of subjects' 

music preferences. Both reasons were founded in the fundamental assumption that one of 

the goals of music education is to get students to become more aware and appreciative of 

diverse musical styles (Kuhn, 1980; Flowers, 1980). The two primary reasons for 

studying subjects' music preferences were: (a) the assessment of student status prior to 

music teaching in order to develop more effective teaching strategies, and (b) the analysis 

of subjects' music preferences for the purposes of evaluating the effectiveness of this 

teaching in meeting the goal o f " . . . the expansion of understanding and appreciation for 

divergent music styles" (Kuhn, 1980, p. 2). 

The focus on assessment and evaluation and the growth of the number of music 

preference research studies during the 1980s was congruous with the increased 

accountability requirements noted in the educational reforms of the same time period. In 

particular, although many of the educational reports and proposals from the 1980s (e.g., 

Horance's Compromise: The Dilemma of the American High School, 1984; Paideia 

Proposal, 1982; Nation at Risk, 1983) acknowledged the fine arts as part of a well-rounded 

educational program, increased financial spending for academic subjects resulted in the 

discontinuation of many fine arts programs (Cosgrove, 1990). In order to justify the 

existence of fine arts programs in the public schools, it became necessary for music 

educators to speak the language of the educational reformists in promoting music courses 

as "non-frill" academic electives with specific content, concrete objectives, and measurable 

structures for determining assessment and evaluation of learning. Thus, researchers' 



resurgent interest in subjects' music preferences may have been directly related to their need 

to assess and evaluate the effectiveness of musical instruction, especially as it applied to the 

music education goal of expanding students'". . . understanding and appreciation for 

divergent music styles" (Kuhn, 1980, p. 2). 

In summary, the revival of music preference research may have been spurred not 

only by an inspiring review of literature by Wapnick, (1976), a summary of the 

methodologies for testing attitudes by Kuhn, (1980), and a theoretical model by LeBlanc 

(1982); but also by the educational reforms of the 1980s that stressed the necessity for 

documentation of music learning. Since one of the goals of music education is for students 

to become more aware and appreciative of diverse musical styles (Kuhn, 1980; Flowers, 

1980), a thorough understanding of the music preferences which students hold at the 

beginning versus the end of instruction is important to curriculum designers and teachers in 

evaluating the effectiveness of the instruction in meeting this stated goal. 

Theoretical Bases and Rationale 

Musical preferences is a crucial component in the assessment and evaluation of one 

goal in music education—subjects' awareness and appreciation for diverse musical styles. 

A basic knowledge of the manner in which differing variables might effect subjects' music 

preference decisions is imperative to the educator who not only aims to facilitate the 

introduction of divergent music styles, but also seeks to influence the liking for these styles 

as well. 

The possible multiple interactions of differing variables such as those included in 

LeBlanc's model (see Figure 1) illustrates the complexity in testing subjects' musical 

preferences. LeBlanc, himself, began testing his theoretical model by limiting the number 

of variables to three (LeBlanc, 1981); then to two variables (LeBlanc & Cote, 1983), and 

then to subgroupings of just one variable (LeBlanc & McCrary, 1983). While more 



variables then three may be effectively controlled and analyzed at one time, the study of all 

the variables and their interrelationships suggested in the model is not feasible in one study, 

and probably not do-able in one researcher's lifetime. 

Nonetheless, six variables from LeBlanc's model were included in this study due to 

their: (a) rich history (i.e., they were frequently studied in the past); (b) conflicting results 

reported concerning what may happen to subjects' responses over time (differing grade 

levels); and (c) feasibly in testing, given the specific nature of the research questions and 

methodology employed in this study. 

The six variables of interest were: peer group influence, formal music training, 

excerpt familiarity, gender, race, and grade level, which represented both the environment 

and listener categories in LeBlanc's model (see Figure 1). Although LeBlanc did not 

denote "excerpt familiarity" as a variable per se, it was assumed that this topic would fit 

under a sub-category of the listener's "memory". LeBlanc (1982) supported this 

assumption when he wrote, "The memory variable . . . refers to both cognitive and musical 

memory. . . . Keston and Pinto (1955) were probably dealing with memory when they 

studied a variable they termed 'music recognition'" (p. 38). Likewise, grade level was not 

specifically indicated in the model but was, instead, assumed to fit under LeBlanc's 

"maturation" variable. LeBlanc supported this assumption when he described maturation 

by comparing abilities of differently-aged groupings of subjects such as," . . . young 

children . . . adolescents. . . . [subjects of] advancing age . . . " (LeBlanc, 1982, pp. 37-

38). 

Thus, peer group influence, formal music training, excerpt familiarity, gender, 

race, and grade level were all variables that LeBlanc included in his model as potential 

sources in influencing subjects' music preference decisions. While several studies 

incorporated a variety of these variables (Baumann, 1958; Hardwick, 1957; May, 1983; 



Meadows, 1970/1971), no study was found that analyzed the interrelationship of all six 

variables and their influence on subjects' music style preferences. 

Therefore, a basic knowledge of the manner in which these variables may have 

influenced subjects' music preference decisions in the past was imperative to the 

development of a theoretical basis and rationale for this study. The following discussions 

pertain to the general findings or theoretical bases from which each variable stems and the 

potential conflicts reported in the literature. 

Peer group influence has been recognized as a powerful influence in all aspects of a 

typical adolescent's life. The power of the peer group may tend to be so strong that the 

subjects' evaluative responses may conform to perceived peer preferences (Finnas, 1987; 

Inglefield, 1972; Killian & Kostka, 1986; Pera, 1965). Subjects, however, may not be 

very accurate in perceiving how peers might respond. Thus, they may overestimate their 

peers' degree of liking for loud rock music and underestimate their degree of liking for 

quiet classical music (Finnas, 1987). 

Furthermore, a synthesis of the literature revealed that not all subjects conform to 

peers' preferences to the same degree. Degree of conformity was found to differ according 

to three variables. First, conformity was found to differ according to type of peer 

influence, which included the comparisons of: social versus rebel leaders (Inglefield, 

1972), and best friend versus general acquaintances (Johnstone & Katz, 1957). Secondly, 

conformity was found to differ according to the type of musical style in question, 

including: unfamiliar versus familiar styles/selections (Inglefield, 1972; Pera, 1965); and 

loud rock versus quiet classical music (Finnas, 1987). And lastly, degree of conformity 

was found to differ according to subjects' personality traits, including dependent versus 

independent characteristics (Inglefield, 1972). 
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Inglefield found that dependent subjects were more likely to adjust their degree of 

liking to peer leaders' preferences than independent subjects. Furthermore, other variables 

were cited in the literature as contributing to subjects' dependent versus independent 

preference behaviors, including: (a) age—younger versus older subjects (Boyle, 

Hosterman, & Ramsey, 1981; Killian & Kostka, 1986; May, 1983; Pera, 1965); and (b) 

degree of musical training or experience (Boyle et al., 1981). 

Depending on subjects' relative age, two conclusions were found in the related 

literature. First, younger subjects (e.g., below the second grade, May, 1983; or at the third 

grade level, Killian & Kostka, 1986) may be more independent, or conform less with 

peers' preferences than older subjects (e.g., third graders, May, 1983; or above the fifth 

graders through junior high, Killian & Kostka, 1986). Secondly, older subjects (e.g., 

11th graders, Pera, 1965; or university level, Boyle et al., 1981) may be more 

independent, or conform less with peers' preferences than younger subjects (e.g., fifth 

graders, Boyle et al., 1981; or seventh graders, Pera, 1965). Interestingly, LeBlanc, 

Colman, McCrary, Sherrill, and Malin (1988) described an age related preference trend for 

jazz music that seemingly was suggested in the above findings. Assuming that increased 

negative responses for jazz music indicated subjects' increased dependency on the 

perceived standards of the peer group, LeBlanc et al. reported that, "This study confirms 

the overall preference decline with increasing age. . . . preference was highest at the 

youngest age level (third grade), declined to a low point at about mid-adolescence (seventh 

grade), and consistently rose again to the highest age level (college)" (p. 163). 

Interestingly, only one study hinted at a possible interrelationship between musical 

experience, and independent preference behaviors. Boyle et al. (1981) reported, "The 

more music experience they [subjects] had, the less dependent they were on their friends' 

view of the selection" (p. 54). Assuming that level of musical training may be related to 

subject age (i.e., more years of experience) and increased independence from peers' 



preference responses (i.e., greater variety of styles liked), subjects' preference responses 

might reflect a wider diversity of styles, (or independent responses) at the end of public 

schooling versus the beginning of public schooling. No studies, however, were found that 

looked at this possibility. 

Conflicting evidence was found regarding the effect or influence of musical training 

on subjects' excerpt and style evaluations. Studies employing researcher-induced training 

sessions have reported both positive and negative correlations between experimental 

lessons and style evaluations (Amen, 1977; Bradley, 1971; Flowers, 1988; Yarbrough & 

Price, 1982). This finding, however, may have been due to the scope of the studies. Most 

often researchers did not describe the effects of formal musical training over time, but 

rather the effects of short lessons in an experimental design. 

To the contrary, several studies explored the effects of subjects' formal or prior 

musical training as related to music preference evaluations and these research projects most 

often were reported as having positive correlations (Baumann, 1958; Darrow, Haack, & 

Kuribayashi, 1987; Duerksen, 1968; Hardwick, 1957; Geringer, 1982). For example, 

Hardwick (1957) found that subjects who " . . . studied music privately showed higher 

preferences in all styles of 'better' music than did students who did not study privately" (p. 

51). Several studies indicated, however, that tolerance for a wider variety of styles did not 

mean that musically-trained subjects did not the like popular idioms (Baumann 1958; 

Hardwick, 1957; Rubin, 1952/1953). Not surprisingly, Schulten (1987) reported that 

musically-trained subjects preferred " . . . music they can play themselves" (p. 164). 

Given the possibility that musical training positively influences the degree of liking 

for diverse musical styles, subjects' who reported formal musical training and/or 

performing experience may have rated selections higher than non-musically-trained 
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subjects. The similarity of research results concerning the possible relationship between 

musical training and high school subjects' levels of musical tolerance for styles other than 

the popular idioms was particularly intriguing to this researcher and seemed to warrant 

further investigation. 

Excerpt Familiarity Influence 

Subjects' music preference behaviors may also be related of their levels of excerpt 

and/or stylistic familiarity (Lundin, 1967; Radocy, 1982; Radocy & Boyle, 1979). Several 

investigators supported this observation when they found that subjects' familiarity was 

highly related to positive preference responses (Bartlett, 1973; Bradley, 1971; Baumann, 

1958; Getz, 1966; Hardwick, 1957; Pantle, 1978). In fact this relationship was so evident, 

Hardwick (1957) concluded that when compared with other variables, "Familiarity with 

music was one of the strongest factors affecting musical preferences" (p. 53). Likewise, 

Radocy (1982) concluded that "In general, the more familiar the excerpt, the stronger the 

preference" (p. 93). 

Not surprisingly, several researchers reported that subjects' most preferred excerpts 

were those representing popular music (Geringer, 1982; Hardwick, 1957; May, 1983; 

Rogers, 1956; Whaley, 1949). Since popular music by its very definition means most 

familiar and liked, the above finding was not particularly surprising. Since many of the 

studies cited in the preference literature surveyed subjects' musical preferences for current 

pop or rock music along with other not-popular styles (Baumann, 1958; Greer, Dorow, & 

Randall, 1974; Greer, Dorow, Wachhaus, & White, 1973; Hardwick, 1957; Keston & 

Pinto, 1955; LeBlanc, 1979; May, 1983; Rogers, 1956), it may be questioned whether 

these studies succeeded in testing what was familiar, (or most likely to be preferred), 

versus what was not familiar, (or most likely to be disliked) (Perry & Perry, 1986). 
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Studies that employed such comparisons were criticized by Reimer, (1965, p. 165) and 

Meadows, (1970/1971, p. 3) as futile exercises. 

Since familiarity was identified by both investigators and subjects as influencing 

subjects' preference ratings (Getz, 1966; Hardwick, 1957; Radocy, 1982), then it would 

appear important to researchers in the final interpretation of music preference data to seek to 

identify the degree of biasing effects due to excerpt familiarity. 

Examination of the research literature revealed a debate as to whether gender was 

associated with the liking of particular musical styles, and/or musical characteristics. For 

example, it was reported that there were no significant differences in preferences for 

classical music among individuals grouped by gender (Fisher, 1951; Long, 1971). Similar 

findings were reported for traditional jazz music (LeBlanc & McCrary, 1983), 

contemporary art music (Bradley, 1972), and by those who compared preference responses 

across various musical styles (Johnson & Knapp, 1963; May, 1983, 1986). 

While there may have been no statistically significant gender differences in subjects' 

evaluative ratings, some descriptive data indicated that trends for particular musical 

characteristics may exist according to gender (Finnas, 1987; May, 1983, 1986). For 

example, May (1983, pp. 211-212) found that males favored music that was primarily fast, 

heavily accented with driving beats, and extreme dynamic contrasts. Females, on the other 

hand, preferred music that was slower, less dynamic and less accented than males. 

Would the above preference trends remain stable over the course of a subject's 

public schooling? No research was found that looked at the same subjects' gender-oriented 

responses over time. It was not clear, for example if May's subjects would respond 

similarly if they were retested in their high school years. 
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Interestingly, females were also found to have more positive attitudes toward, and 

higher degrees of participation in, school music programs than males (Barry, 1945; 

Broquist, 1961; Nolin, 1973; Watson, 1968). Seemingly, higher degrees of participation 

in school music programs might be related to higher levels of musical training. Females, 

therefore, would probably have higher preference levels. Nevertheless, no research was 

found that looked at the same subjects' gender-oriented responses over time, especially as 

they might have been related to training and stylistic tolerance. 

Several research studies indicated that the variable, race, may have influenced 

subjects' music evaluations for styles associated with their own ethnic group (Appleton, 

1970/1971; LeBlanc, 1982; LeBlanc & Sherrill, 1986; Madsen & Madsen, 1975; 

Meadows, 1970/1971), and same race performers (Killian, 1988; May, 1983). 

Furthermore, African-American subjects were found to be less likely than Caucasian 

subjects to prefer music that represented the other cultures' music (Appleton, 1970/1971). 

One study indicated the possibility that subjects' race-oriented preferences may not 

remain consistent over time due to changing societal influences, especially for Caucasian 

subjects. Killian (1988) reported that in the case of a particular song, Caucasian students 

were more likely to choose to emulate African-American performers' solos than vice versa. 

Killian explained this finding when she concluded, "This crossing of race lines might 

reflect the perceived success of [African-American] performers in the popular music 

industry" (p. 121). 

Given the possible influences of changing societal values, especially from the 

beginning to the ending of a subject's public schooling, racially-related musical preferences 

may be found to change over time. No research was found, however, that explored this 

possibility. 
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Assuming that the age or grade level of the subjects tested would influence the type 

of musical styles most liked, a vast number of researchers reported what musical excerpts 

and styles differently-aged subjects preferred (Baumann, 1958; Geringer & Madsen, 1987; 

Greer, et al., 1974; Hardwick, 1957; May, 1983, 1986; Pantle, 1978; Rogers, 1956; 

Meadows, 1970/1971). Given a review of these findings, however, two conflicting 

maturational hypotheses were discovered in the literature concerning what may happen to 

subjects' music listening preferences across differing grade levels (i.e., as subjects age). 

The first hypothesis assumed that with increasing age, subjects may narrow their 

range of stylistic preferences to the more popular idioms. Thus, older subjects may like 

popular music more, and other styles (especially classical music) less than they did as 

younger subjects (Geringer Madsen, 1987; Greer, et al., 1974; May, 1983, 1986; 

Pantle, 1978; Rogers, 1956). 

The second maturational hypothesis assumed that with increasing age, subjects may 

show an increased liking (or tolerance) for a greater variety of musical styles (other than the 

popular idioms). Thus, while older subjects may still like popular music, they may also 

indicate liking other styles (such as classical music) more than they did as younger subjects 

(Baumann, 1958; Hardwick, 1957; Meadows, 1970/1971; Music Journal, 1951, 1952). 

Interestingly, methodology was one of the characteristics that differentiated the 

studies represented in the above two hypotheses. The most obvious difference in 

methodologies was the way in which subjects were requested to indicate their responses to 

music: that is, forced-choice versus evaluative ratings. Furthermore, depending on which 

of these two methods was used, differing assumptions were made by the investigators 

concerning what the term "preference" was purported to mean. A further review of these 

interpretational differences is discussed later. 
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Regardless of methodology, however, one common thread prevailed throughout the 

music preference studies cited above: The majority of subjects liked styles representing the 

popular idioms best (Baumann, 1958; Geringer & Madsen, 1987; Greer et al., 1974; 

Hardwick, 1957; May, 1983, 1986; Pantle, 1978; Rogers, 1956). Interestingly, it was 

how the researcher interpreted the information regarding the styles "not liked best" that 

ultimately was the crux of the difference between the two "contrasting" maturational 

hypotheses. For example, the second hypothesis accepted that subjects would like popular 

styles best, but unlike the first hypothesis, it also focused on preference changes for styles 

"not liked best". 

The conflict between the first and second hypothesis may also have been the result 

of two very distinct problems in the literature. First, the maturational observations and 

hypotheses were the result of analyses by different researchers stemming from different 

research questions, experimental designs and different methodologies in the music 

preference field. Secondly, even though both hypotheses predicted how subjects would 

respond to various musical styles over time, no studies were found that tested the same 

subjects' music preferences for the same music at different grade levels. It may be argued 

that until the same subjects are tested using the same measurement instrument, musical 

selections, and/or generic styles, it cannot be determined if the data acquired across 

differently-aged subjects is indicative of real change or maturation. 

What would the same subjects' music preferences be when tested at the beginning 

of schooling (i.e., lst~3rd grades) versus the end of schooling (i.e., 10th~12th grades)? 

Would there be a relationship between the same subjects' music preference evaluations and 

the following variables: peer group preference, formal music training, excerpt familiarity, 

gender, race and grade level? No studies were found that analyzed the same subjects' 

musical preferences and their relationship to all of the above mentioned variables. 
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For some time there has been a summons in the music education research field for 

preference studies that a r e , " . . . extended across age levels so that important issues in the 

chronological development of music taste may be identified by systematic study" (LeBlanc, 

1979, p. 268). Clearly a need has been stated in the related literature to examine further 

subjects' music style evaluations over time and differing grade levels. 

Statement of Purpose 

The purpose of this study was to determine subjects' music preference similarities 

and differences at the beginning of schooling (i.e., elementary) versus the end of schooling 

(i.e., high school) and the relationship between these findings and selected environment 

and listener variables. To fulfill this purpose the following research questions were 

addressed: 

1. Are there statistically significant differences in subjects' preference ratings in 

1980 versus 1989 for a set of selected musical excerpts? Which preference ratings for the 

musical excerpts are significantly different? What is the direction of change in subjects' 

preference ratings from 1980 to 1989? 

2. Are there statistically significant differences in preference ratings for selected 

musical excerpts when subjects are grouped by grade, gender, or race factors? Are there 

statistically significant interaction effects? In the absence of statistically significant 

interactions, are there statistically significant main effects for the grade, gender, or race 

factors? 

3. Are there statistically significant differences in preference ratings for musical 

excerpts when subjects are grouped by levels of music training? 

4. Are there statistically significant positive correlations between subjects' music 

preference ratings for the musical excerpts and subjects' degree of excerpt familiarity? 
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5. Are there statistically significant correlations between the ratings of first-, 

second-, and third-most-listened-to styles, and the following three variables: (a) musical 

styles most-listened-to by subjects, (b) musical styles most-listened-to with peers, and (c) 

musical styles most-listened-to by parent/guardians (as reported by subjects). 

Music Preference Defined 

Due to the particular methodologies employed by researchers in assessing and 

evaluating subjects' music preferences, (e.g., paired-comparisons vs. Likert scales) 

distinctly different types of data were gathered (e.g., forced-choice responses vs. 

evaluative ratings). This, in turn, focused researchers' interpretations on differing aspects 

of subjects' preference responses: that is, better-than/worse-than decisions (Greer et al., 

1974; Greer et al., 1973; Rogers, 1956); versus gradations of like/dislike (Baumann, 1958; 

Hardwick, 1957; May, 1983, 1986; Meadows, 1970/1971). Thus, different interpretations 

of what subjects' responses were purported to indicate often lead researchers to assume 

different working definitions for the term "preference." 

Although different definitions for "preference" were often in use, most researchers 

reported their conclusions using the same basic affective terminology. The confusion 

evident from this practice lead other investigators such as Price (1986) to head a committee 

in devising a glossary of affective definitions. He summarized the Affective Response 

Special Research Interest Groups' (SRIG) concerns when he wrote, "It was felt that the 

[affective] terminology was used inconsistently or carelessly, thus contributing to difficulty 

in communication among members of the profession" (p. 151). 

The specific definition of "preference" proposed by the SRIG glossary, not only 

defined the particular usage of the term, but also qualified what type of methodological 

response would generate a preference measure. Price (1986) defined preference as, "An 

act of choosing, esteeming, or giving advantage to one thing over another . . . " and verbal 
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(written) preference as, "A choice; liking of something over something else" (pp. 154-

155). Preference, then, would be more accurately assessed through choices reflecting 

better-than or worse-than judgments. 

While better-than or worse-than judgments were found to more accurately reflect a 

preference measure, gradations of like/dislike responses were found to more accurately 

reflect an opinion measure. Price (1986) defined opinion as a: "Verbal reaction to an idea 

or a stimulus while in its presence. An evaluation . . . generally associated with the liking 

or disliking of a single phenomenon" (p. 154). Opinion, then, would be more accurately 

assessed through like/dislike responses reflecting gradations of tolerance (or acceptance). 

Since the majority of studies cited in the related literature used the word 

"preference" in its general sense, meaning "like or dislike" rather than "better or worse" 

evaluations (Price, 1986), this study did also for the purpose of eliminating any confusion 

or unnecessary explanation each time the word was employed. Therefore, subjects' 

evaluative ratings were called music preferences, and were assumed to represent differing 

tolerance (or acceptance) levels. 

Even with the clarification and definition of "preference", it should still be 

understood that subjects' evaluations may reflect a judgment process that is less than 

perfectly depicted. In this study music preference responses were assumed to represent not 

only a subject's innermost feeling, but also the influence of possible music, environment, 

and listener variables—the combination of which make the study of human behavior 

interesting. 

Definition of Terms 

1. Excerpt Familiarity-The recognition of a particular musical excerpt or stimulus 

from repeated hearings (LeBlanc, 1982). The following response, "I have heard this piece 

before." 
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2. Maturation-The words "age" and "maturation" were used interchangeably 

throughout this study. Maturation specifically refers to the increase in age, or the aging 

process and all the concomitant life experiences associated with aging. It does not, 

however, refer to some standard level of maturity or mature behavior. 

3. Musical training—Formal music lessons or ensemble participation for more than 

one year. 

4. Muzak—"Muzak style . . . refers to that type of music commonly heard in 

commercial establishments and public places (e.g., elevators, grocery stores, restaurants). 

Though this music borrows from other more established styles . . . its musical 

characteristics are recognizable as a particular style" (May, 1983, p. 84). "[Muzak] . . . 

was intended not as stimulating listening but as soothing background. The music was 

made up of agreeable standards in popular music played in subdued orchestral renditions 

. . . the music had to remain below the threshold of attention . . . " (Ewen, 1977). "The 

name Muzak refers to the Muzak Corporation. . . . While not all music in this style is 

produced by the Muzak Corporation, what which exhibits those common musical 

characteristics is generically called Muzak" (May, 1983, p. 84). 

5. Preference—relative degrees of like and dislike. 

6. Tolerance—the general level of acceptance. 

Limitations of the Study 

The results of this study described the music preferences of a sample of subjects 

from Louisville, Mississippi, tested first in 1980 and then again in 1989. Since the subject 

population was not randomly selected, and represented only one high school in a single 

community, no generalizations were made beyond the specific population. 

Results of the assessment of music preferences were interpreted in light of three 

limitations. First, subjects may have evaluated music selections differently under group 
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conditions and peer pressure, as opposed to individual testing conditions (Groff, 1950; 

Inglefield, 1972; Killian & Kostka 1986). Second, subjects' music evaluations were 

assumed to reflect not only a subjects' innermost feelings, but also the influence of possible 

music, environment, and listener variables (LeBlanc, 1982). Third, although one of the 

goals of music education was to get students to become more aware and appreciative of 

diverse musical styles (Kuhn, 1980; Flowers, 1980), the amount of exposure to these 

styles varied between individual students due to their degree of involvement in a 

functioning music program and/or a course of formal music study. Therefore, results of a 

music preference test were assumed to be dependent on: (a) the group conditions under 

which music preferences were tested, (b) the evaluation of feelings which were possibly 

influenced by music, environment, and listener variables, and (c) the amount of prior 

exposure to various musical styles. 



CHAPTER II 

REVIEW OF LITERATURE 

This chapter surveyed the research literature related to questions concerning the 

consistency of the same subjects' music preference ratings for various styles of music in 

elementary versus high school, and the relationship between these findings and selected 

environment and listener variables. Two areas of literature were reviewed: (a) the 

relationship between environment and listener variables and subjects' music preference 

evaluations, and (b) literature related to hypotheses concerning subjects' maturation (aging) 

and their music preference evaluations. 

Environment and Listener Variables and Subjects' Music Preference Evaluations 

A wide assortment of environment and listener variables and their relationship to 

subjects' stylistic preferences have been topics of study in music education research (see 

LeBlanc's model in Figure 1). Areas of investigation related to the present study include 

material about the effects of one environment variable, peer group influence; and five 

listener variables: music training influence, excerpt familiarity influence, gender, race and 

grade level. Discussions of the variable, grade level, however, was reserved for the last 

section of this chapter which focused on the relationship between "Maturational 

Hypotheses and Subjects' Stylistic Preferences." 

Peer Group Influence 

Due to the difficulty in controlling verbal and nonverbal communication between 

peers in group testing situations, peer group influences may have been the most diffuse and 

difficult-to-control variable affecting music preference outcomes in the research literature. 

20 
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The desire to conform with peer preferences influenced subjects' perceptions of styles 

most-liked by "the group." For example, Finnas (1987) studied seventh-, eighth-, and 

ninth-grade subjects' estimation of peer preferences for rock versus nonrock styles and 

found that for the more anonymous, large groups, subjects were more likely to 

overestimate group preferences for rock or loud music and underestimate group preferences 

for classical or quiet music. Finnas found that this overestimation occurred to a lesser 

degree for smaller groups with whom the subjects were more familiar. 

Interestingly, when subject responses to written questions versus aurally presented 

selections were compared for the large and small groups, subjects had a higher negative 

overestimation to the classical questions for the larger group, and a higher negative 

overestimation to the aurally-presented classical selections for the smaller, more familiar 

group. Seemingly, the aural presentation had a different effect than the questions alone, 

which was intriguing. Regardless of the degree of overestimation, it was important to note 

that the general population responded more favorably to the classical questions and 

selections than what was predicted by subjects. 

The possible consequences of the tendency to misjudge peers' music preferences 

was paramount to the formulation of preference behaviors. Finnas (1987) writes: 

An overestimation of one's peers' preference for 'tough/protesting/rock-oriented' 

music may thus cause the teenager to pay somewhat more attention to such music, 

to approach it with somewhat more positive attitudes, and to show somewhat more 

preference manifestations for it in front of one's peers', compared to what would 

otherwise have been the case. Similarly, an underestimation of one's peers' 

preference for traditional and 'quiet' music makes the teenager somewhat more 

ignorant of and more negatively disposed to such music, and makes him more 

inclined to show uninterested or contemptuous reactions towards these kinds of 

music in the presence of his peers, (p. 164) 
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Finnas cited many possible limitations to his findings, however, since not all 

classical music is quiet, one may question if different results may have been found if 

Finnas had used more lively, upbeat classical examples, or slower, quieter rock selections. 

Did subjects base their decisions on more than just rock versus classical, or loud versus 

quiet, or tough versus contemplative adjectives? 

Since two contemporary rock selections were used versus two classical (i.e., art) 

selections dating from the baroque and classical eras, did the subjects respond to the aural 

presentation of familiar versus unfamiliar? Or the "in-" versus "out-of-dateness" of the 

musical examples? If so, was the researcher setting up the subjects to respond 

accordingly? Regardless of the possibilities stemming from these questions, Finnas found 

that perceived peer preference was not very accurate within subjects, especially in large, 

more anonymous group settings. While the total impact of this finding on individual 

preference responses is not known, perceptions of the "big group's" preferences may be 

found to influence individuals to respond accordingly. 

Although Finnas' subjects were not very accurate in predicting how peer's would 

respond to certain styles, it was interesting to note that these same subjects did not 

completely align their responses to the selections as they predicted their peers would. This 

may be partly due to other factors, such as type of peer group, personality characteristics, 

or style of music in question. For example, in a carefully orchestrated study, Inglefield 

(1972) isolated the social interactions of 9th-grade subjects and their degree of music 

preference rating conformity with a peer leader. Change in subjects' music preference 

ratings for four styles (eight selections each) of: classical, jazz, folk and rock music, was 

the focus of the study. Interestingly, Inglefield found t h a t " . . . all experimental subjects 

exhibited overall conformity behavior in their musical preferences when exposed to peer 

leader influence" (pp. 63-64). 
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While all subjects were found to conform with a peer influence, degree of 

conformity differed according to: (a) the type of peer influence, (b) subjects' personality, 

and (c) the type of musical style in question. Inglefield discovered that type of peer (rebel 

versus social) determined the degree of preference conformity. Subjects conformed more 

to social versus rebel leaders. If Inglefield had taken the "type" of peer one step further, 

however, would subjects' have aligned their preference responses closer to best friends 

versus social peers? 

One set of researchers might support this hypothesis. Johnstone and Katz (1957) 

in a very loose and sketchy descriptive study found some evidence that high school girls 

aligned their musical style preferences most to those of their best friends, second to general 

friends, and least to mere acquaintances. Given the problematic design of Johnstone and 

Katzs' study, however, more carefully designed research is needed to answer the question 

of the impact of best friends on subjects' music listening preferences. 

One of the most compelling findings reported by Inglefield (1972) was that 

"dependent subjects conformed more than independent subjects" (p. 64). Unfortunately, 

what was meant by "dependent" and "independent" was not clearly defined for the reader. 

Other descriptive personality adjectives originating from the Barron Independence Scale 

(1953) helped describe aspects of the dependent versus independent polarities, such as 

"inner" versus "other-directed," and "high social" versus "low social" need. While these 

adjectives did not contribute to statistical differences between subjects' responses to peer 

preferences, the outcomes lent support to the possibility of dependent versus independent 

responses. 

Were other variables not studied by Inglefield (1972) also related to the dependence 

versus independence finding; such as the degree of subjects' musical training, and their 

stylistic familiarity? For example, Inglefield found that style of music was found to be 

highly correlated with the degree of subjects' conformity. If preferences for a style of 
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music were not completely formed, subjects may have been more likely to respond in-kind 

as their peer leaders. Music preferences that were completely formed before peer 

preferences were known, however, changed least. Was Inglefield describing the effects of 

a subject's musical training or familiarity with the styles in question? Would musically-

trained subjects be more independent of peer music preferences because of prior experience 

with styles such as classical music? 

Interestingly, Inglefield found that subjects conformed most to jazz, secondly to 

folk, thirdly to rock, and least to classical music. Inglefield (1972) concludes, "Most 

classical music responses were well established negative responses and not likely to change 

under peer group pressure" (p. 65). Were some classical responses more positive? If so, 

were these responses related to the subjects' degree of stylistic familiarity or musical 

training? 

One attribute not studied by Ingefield that may have affected subjects' degree of 

dependent versus independent responses to peer groups was, age. Interestingly several 

studies reported that peer group pressure may have affected subjects to a greater or lesser 

degree based on grade level. For example, Killian and Kostka (1986) asked third- through 

eighth-grade subjects to list six of their favorite holiday songs. Contrived peer preferences 

for a particular holiday song were then introduced and presented to subjects. Interestingly 

when subjects were asked to list their favorite holiday songs again, the top 10 selections 

included the selection introduced by the researchers. Not all subjects, however, responded 

to the contrived peer pressure to same degree. Older subjects were reported to be more 

affected than younger subjects and the trend was first identified in the fourth grade. 

Although Killian and Kostka (1986) warned that their findings may not be 

generalizable to other styles of music, it was interesting to note that the "older" subjects in 

their study were approximately the same age as both the Finnas (1987) and the Inglefield 

(1972) studies. Since all three studies showed a strong affinity for approximately the 
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same-aged subjects to respond in-kind with their peers' preferences, Killian and Kostka 

may have identified an age-related trend worth further study. 

While younger subjects (below the 4th grade) were identified by Killian and 

Kostka(1986) as not being affected by peer preferences to the same extent as older 

subjects, one might pose the question, how old is "older"? Would a similar age-related 

trend remain intact for the upper grades in high school? In answer to these questions, two 

other studies were found that employed a variety of "older" (older than 9th grade) subject 

ages in identifying the effects of peer music listening preferences. 

Boyle, Hosterman and Ramsey (1981) found that when fifth-grade through college-

aged subjects rated the influences of 11 different variables on their pop music preferences, 

the most "clear-cut grade-level difference" was attributed to peer influence (p. 53). Boyle 

et al. wr i te , " . . . peer influence was significantly more important..." in 5th, 7th, and 9th 

grades than in the 11th grade, or university levels (p. 53). Unfortunately, two problems 

with methodology may have effected the outcomes: (a) no musical examples were played, 

so it was assumed that subjects were working from the same definition of "pop music"; and 

(b) it was not clear if the term "peer influence" was understood by the younger subjects. 

No definition of peer influence was mentioned even though it was described as '"Friends 

like it" by a review in Webster and Hamilton's study (1983, p. 11). 

Interestingly Boyle et al. found that there was more "diversity of favorite songs 

among llth-grade and college students" than in the younger grades, and "The more music 

experience they [subjects] had, the less dependent they were on their friends' view of the 

selection" (p. 54). These observations, therefore, may indicate an increase of independent 

preference choices as subjects get beyond the 9th grade, or as subjects increase their music 

training experiences. 

Would subjects have responded similarity to the written questions if other styles of 

music had been tested? Would the age trend identified in Boyle et al. continue if subjects 
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were given an aural presentation of musical styles (including styles other than popular 

music)? 

Pera (1965) isolated and studied the influence of class leaders on the musical 

preferences of 7th-, 9th-, and 1 lth-grade subjects for familiar and unfamiliar classical and 

popular music. Interestingly, Pera found that peer group influence was strongest at the 

7th-grade level and less so in the 11th grade. Even so, the difference between subjects' 

musical preferences rated privately and musical preferences rated under the influence of 

class leaders was very slight. 

Although Pera's (1965) findings supported the outcomes cited in Boyle et al. 

(1981), they may have resulted from the manner in which subjects in the 11th grade were 

tested. While subjects in the 7th and 9th grades were tested in small intact classes with peer 

determined "leaders" placed in the front of the room, the 11th graders were tested in large, 

anonymous groups in an auditorium with teacher determined "leaders" placed throughout 

the room. The two testing situations, therefore, may not have been equivalent. Given the 

differences in testing situations, however, it remained possible that 11th graders were more 

independent of their peers' preferences. Pera writes, "Once the eleventh graders made a 

decision they tended to stand behind it while the other two grade levels were more likely to 

change their minds" (p. 32). 

While Pera (1965) may have found evidence that 1 lth-grade subjects were more 

independent of peer group preferences than 7th and 9th graders when rating classical and 

popular music, two other studies were located in the literature that either supported or 

debated this finding. Although these two studies only reported the effects of peer 

preferences as an ancillary finding and not as a part of the original research question, they 

were included in this review due to their high profile and often cited findings in the related 

literature. 
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In contrast to Pera's (1965) findings, Rogers (1956) studied 4th-, 7th-, 9th-, and 

12th- grade subjects' paired comparisons of three selections from each of four different 

musical styles: seriously classical, pop classical, dinner music and popular music. While 

the research question did not pertain to the effects of peer influences, Rogers surmised that 

the high level of agreement between the 12th-grade subjects was due to peer group 

conformity. He writes, 

As children grow older, they apparently fit more and more into the group pattern. 

When examining the preferences for the 12th grade group, one finds proportions as 

high as 87% favoring a particular type of music. Conformity, then, is apparently 

not limited to teenage dress and speech customs; even aesthetics are affected by the 

adolescent's desire to belong, (p. 113) 

Although Rogers' argument appeared to support the idea of progressive peer group 

conformity, his findings were interpreted with caution. Since peer groups were not the 

only variables manipulated in Rogers' study, the results may not have been due to the 

effects of peer group conformity. 

Other variables such the "in-" versus "out-of-dateness" of Rogers' (1956) musical 

examples and subjects' subsequent familiarity with the selections, may have actually 

polarized subjects' responses to the classical (and semi classical) versus the popular (and 

dinner music) selections. Rogers may have been describing such a situation when he 

wro te , " . . . the children studied appear[ed] to consider this a 'black or white', 'either-or' 

situation, and there [was] little compromise" (p. 113). 

In contrast to Rogers' finding concerning progressive peer conformity in high 

school-aged subjects, the following study provided some evidence for possible decreasing 

conformity, or independence from peers as subjects neared the 11th grade. LeBlanc, 

Colman, McCrary, Sherrill and Malin (1988), in a carefully designed experiment to study 

tempo preferences, had 3rd-, 5th-, 7th-, 9th- through 12th-, and university-aged subjects 
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respond to 24 selections representing the traditional jazz era. Unlike Rogers (1956), 

LeBlanc et al. found that the " . . . youngest and oldest students [were] quickest to accept a 

style of music that [was] not currently favored by the popular culture" (p. 167). If subject 

preference ratings for the traditional jazz selections indicated some degree of peer group 

conformity, then LeBlanc et al's. finding may possibly support a similar preference trend 

identified by Pera (1965), and Boyle et al. (1981). The results, however, were tentative 

due to the fact that the original experimental question concerned tempo, but the contrast 

with Rogers' finding was intriguing and worth further study. 

Finally, one other study was found that theoretically seemed to support the 

conclusion provided by: Pera (1965), Boyle et al. (1981), and LeBlanc et al. (1988); that 

the influence of peer groups on subjects' music preferences may be due to the relative age 

of the subjects studied. In designing a theoretical model for determining the sources of 

variation in subjects' musical preferences, LeBlanc (1980) hypothesized that, based on the 

relative age of the subject, peer group influences may not be more persuasive than parental 

influences. He writes: 

The relative power of these two influences often seems to vary according to the 

respondent's age, with family stronger in the early years, peer group stronger 

through teen-age and young adulthood, and the two influences later approaching a 

balance, (p. 31) 

Three conclusions were made from the above survey concerning peers' music 

listening preferences and influences on subjects' musical evaluations: 

1. Subjects may overestimate peers' degree of liking for rock or loud music, and 

underestimate degree of liking for classical or quiet music. These "incorrect" estimations 

may result in subjects' exaggerated music preference decisions. 

2. Dependent subjects may be more likely to adjust their music responses to peer 

leaders' preferences more so than independent subjects. 
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3. It was not clear whether subjects become more independent or dependent of peer 

group influences after the 9th grade. 

4. High school-aged subjects' music listening preferences may be more influenced 

by peer groups than by parents. 

Musical Training Influence 

No other variable would appear more important to music education research than 

the effect of music instruction on subjects' stylistic preferences, yet conclusions continue to 

baffle researchers. It has been assumed that musical training increases subjects' exposure 

to varying styles of music, and that this exposure breeds familiarity, therefore possibly 

influencing subjects' positive preference evaluations. This assumption, however, was not 

entirely supported in the research literature. Seemingly, two different research camps 

debated the evidence of a relationship between musical training and musical evaluations. 

This debate may be founded, however, in the different working definitions for the term, 

"musical training". 

Studies providing a mixture of evidence and no evidence for the relationship 

between musical training and preferences defined "musical training" as researcher-induced, 

or instructional units within an experimental research design (Amen, 1977; Bradley, 1971; 

Flowers, 1988; Yarbrough & Price, 1982). In comparison, studies providing the strongest 

evidence for a relationship between musical training and preferences defined "musical 

training" as formal study or private lessons (Baumann, 1958; Darrow, Haack, & 

Kuribayashi, 1987; Duerksen, 1968; Hardwick, 1957; Geringer, 1982; Geringer & 

McManus, 1979; Getz, 1966; Kelly, 1961; Keston & Pinto, 1955; Meadows, 1970/1971; 

Palmquist, 1989; Rubin-Rabson, 1940; Sopchak, 1955). In other words, the latter 

definition described "musical training" as a function of the subjects' prior experiences (i.e., 

private lessons, or music major), and not part of the experimental research design. Due to 
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the fact that formal musical training was related to the purpose of this investigation, the 

literature review focused on studies that employed the second working definition with 

subjects in the high school grades. 

Formal Musical Training 

Duerksen (1968) studied 9th-grade through university-graduate subjects' responses 

to 14 musical selections representing: rock & roll, currently popular, folk, jazz, and 

classical. The purpose was to determine if musically-trained versus untrained subjects 

could distinguish and recognize "repeated and altered themes" (p. 2). Music preference 

ratings were collected for the 14 selections, and Duerksen warned that although patterns of 

preference were found, "The data [was] not collected to investigate these patterns, and so 

may be misleading. However, the patterns seem[ed] striking enough to warrant 

discussion . . . " (pp. 5 & 6). 

Duerksen found that music preference ratings were higher overall for music majors 

than for nonmusic majors. Specifically, music majors were more likely to give more 

dislike responses to rock and roll, and neutral responses to currently popular music. While 

music majors and non-music majors responded in a similar manner to folk and jazz styles, 

Duerksen (1968) writes, " . . . the music majors (as would be expected) expressed a higher 

degree of liking for classical music" (p. 7). 

Unfortunately, Duerksen did not breakdown the preference responses of the high 

school-aged subjects by level of musical training. Would musically-trained high schoolers' 

have indicated a similar preference trend as the musically-trained university subjects' 

reponses? Would there have been a difference between musically-trained and untrained 

high school subjects' music preferences, especially for classical or art music? 

Two studies were found that may possibly support the hypothesis that musically-

trained subjects may indicate higher music preference ratings for classical or art music than 
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non-musically-trained subjects. Rubin, (1952/1953) found that when 7th-, 9th-, and 12th-

grade subjects were grouped by extensive versus little musical experience, and then given 

musical discrimination and music preference tests for 15 selections representing art, folk 

and "transient current vogue music," low correlations were found between musical 

experience and musical ability (p. 124). Not surprisingly, both the high and low musical 

experience groups liked current vogue music best, however, the high experience group's 

tolerance for art music increased slightly from 7th to 12th grade, while the low experience 

groups' tolerance fell slightly across the same grade levels (p. 152). Although Rubin 

warned that broad generalizations of his music preference findings may not be accurate for 

the general population, the following researcher also reported a similar relationship between 

level of musical training and degree of liking or tolerance for art/classical music. 

Baumann, (1958) analyzed and described the relationships between subjects' 

musical preferences and their: socio-economic status, age, gender, race, and musical 

training. Subjects, (aged 12-20 ) responded to," . . .50 best known themes . . . " (p. 109) 

which were judged to represent popular, classical and traditional styles of music. Due to 

the fact that the focus of the study was on the effect of SES levels and not solely on 

differences in levels of musical training, the results were interpreted with caution. In an 

effort to control the effects of age, gender, and musical training as they related to subjects' 

SES level, Baumann created two "balanced groups" in which the variables were matched 

between "high status" and "low status" groups (p. 80). Level and degree of musical 

training, therefore, were "balanced" between SES groups. 

Baumann (1958) found that overall, high status subjects liked popular selections 

more than low status subjects. Further observation indicated, however, that 12 popular 

selections were least-liked by the high status group, while 7 popular selections were most-

liked by the low status group. Although no group rated the classical selections very high, 
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the high status subjects,"... definitely liked the classical excerpts more than the low 

status . . . [subjects]" (p.81). 

Would SES be related to a subjects' level of musical training? Quite possibly, 

Baumann may have uncovered such a relationship even though the groups were 

"balanced". Baumann carefully described how subjects were matched for years of musical 

training, yet his original questionnaire may have introduced error in subjects' responses, 

and thus error in "matching" this variable in the low and high status groups. For example, 

in describing the instruments (including voice) studied privately by the high SES group, 

405 subjects responded while 95 subjects did not answer. In comparison, out of the low 

SES group, 195 subjects indicated which instrument they played and 305 subjects did not 

respond (p. 185). Why did 95 of the high SES and 305 of the low SES subjects not 

respond? 

Quite possibly subjects may have misinterpreted Baumann's questionnaire. For 

example, subjects responded to the following questions, "Have you had music lessons? If 

so, for how many years? On what instrument?" (p. 250). Subjects' may have mis-

interpreted the first two questions as pertaining to classroom music, thus, they may have 

responded accordingly leaving the third question blank. This possible interpretation of the 

music training questionnaire may account for the missing data. Most importantly, it might 

account for the possibility that the low SES and high SES groups were not matched for 

levels of musical training. If indeed the high SES group had more musical training (405 

instrumentalists) than the low SES group (195 instrumentalists), the outcomes may then 

support both the preference trends noted in Rubin's study, and also the music majors' 

responses in Duerksen's study. 

Would a relationship be found between musical training and high school subjects' 

music preference responses? Would there be further evidence that with training, high 

school subjects may be more likely to give higher ratings to classical or art music than 
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subjects who did not have this training? Two studies seemingly sought an answer to these 

questions. 

In a carefully designed and executed study, Meadows (1970/1971) found that when 

junior high, high school and university-aged subjects' preference responses for 30 musical 

excerpts were compared with their level of musical training, subjects who had " . . . 8 or 

more years experience . . . demonstrated the strongest preference values for classical 

music" (p. 103). Likewise, these same subjects also demonstrated the strongest 

preferences for: rock, soul, light classical, folk, and show music. Meadows, therefore, 

supported the findings cited by Rubin (1952/1953) and Baumann (1958) when he 

concluded that, "High (quantity) musical experience groups possess[ed] a greater variety 

and wider range of musical preferences than low (quantity) musical experience groups" (p. 

162). Although statistically significant chi-square correlations were found between 

preference ratings and level of musical training, Meadows also warned t ha t , " . . . the 

degree of association was 'very w e a k ' . . . " (p. 102), thus, generalizations of the findings 

were not recommended. 

Similar to Meadows' study (1970/1971), Hardwick (1957) analyzed the responses 

of 6th-, 9th-, and 12th-grade subjects to 33 aurally presented selections representing 11 

different styles of music. Subjects indicated instrument and level of study, and familiarity 

with each selection heard. Three categories were used as general descriptors of the 11 

styles of music represented. The categories were: (a) "least musical value" including 

popular, jazz, and hillbilly; (b) "'in-between' musical value" including semi-classic, 

musical comedy and folk; and (c) "'better' music" including baroque, classical, romantic, 

modern, religious (p. 51). Aside from the potential problems in generalizing results from 

"better than," "worse than" categories, these evaluative labels were only used for the 

discussion of results, therefore, subjects did not see or use these labels during testing. 
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Results indicated that subjects w h o , " . . . studied music privately showed higher 

preferences in all styles of 'better' music than did students who did not study privately" (p. 

51). Conversely, subjects who did not study privately liked the "least musical" styles more 

so than subjects who took private lessons. It was important to note, however, that even 

though musically-trained subjects liked: classical, romantic, baroque, modem and religious 

music better than subjects without training; musically-trained subjects also liked popular, 

jazz and hillbilly styles. Therefore, although musical training may have influenced 

subjects' evaluative decisions for styles not associated with the popular culture, it did not 

dissuade subjects' preference for popular styles. In fact, musically-trained subjects 

indicated higher preference ratings for "popular" music more so than "classical," but 

overall, their preference ratings for "classical" was higher than subjects without this 

training. This outcome supported Baumann's (1958) conclusion that musically-trained 

subjects preferred popular music. 

Hardwick's (1957) findings, while intriguing, were not without problems. For 

example, her results may have been the consequence of the study's design as well as the 

effect of subjects' musical training. Interestingly, Hardwick used the following sub-

categories of what is generally accepted as classical or art music: baroque, classical, 

romantic and modern styles. She did not, however, provide sub-categories for popular 

music, therefore, subjects' responses for "popular" were lumped into one category. More 

excerpts represented romantic music than any other style. In fact half of the excerpts 

subjects heard represented Hardwick's "better" (i.e., not popular) music. 

Seemingly, the over-representation of "better" music might have influenced 

subjects' preference decisions. For the musically-untrained, the preponderance of 

romantic, classical, baroque, and modern excerpts may have functioned to increase 

negative preference scores due to subjects' unfamiliarity with these styles. In contrast, 

musically-trained subjects may have had more opportunity to give positive preference 
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ratings for Hardwick's "better* music since there were more selections to be heard, thus 

more chances an excerpt was familiar. Hardwick (1957) supported this hypotheses when 

she wrote, "Familiarity with music was one of the strongest factors affecting musical 

preferences" (p. 53). 

As indicated from the review on formal music training, the similarity of research 

results concerning the possible relationship between musical training and high school 

subjects' musical tolerance for art/classical excerpts was intriguing. More research is 

needed. 

Three conclusions were made from the above survey and discussion of high school 

subjects' musical training and style evaluations: 

1. There was conflicting evidence that musical training effects subjects' excerpt and 

style evaluations. Studies employing researcher-induced training sessions reported both 

positive and negative correlations, whereas studies exploring subjects' prior musical 

training and its relationship to music preference decisions described positive correlations. 

2. Degree of musical training may be closely related to subjects' stylistic familiarity 

and level of music preference. 

3. The comparison of preference ratings for classical or art music versus popular 

styles, revealed that music majors rated classical higher than non music majors. Four other 

studies employing high school subjects with musical training may have also supported this 

finding, however, given the alternate purposes and designs of these studies, the results 

may not be generalizable, therefore, more research is needed. 

The relationship between subjects' music preference evaluations and their 

familiarity with musical excerpts/styles has been explored in the preference research 

literature for over 60 years. Numerous experimental designs were employed in studying 
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the effect of subjects' degree of familiarity when paired with radio plugging (Wiebe, 1940), 

instruction (Bradley, 1969/1970, 1971, 1972; Prince, 1972); and repetition (Bartlett, 1973; 

Farnsworth, 1926; Heingartner & Hall, 1974; Krugman, 1943). Although potentially 

conflicting data existed (Getz, 1966; Schuckert & McDonald, 1968) overall, positive 

correlations were found between subjects' high preference ratings and their familiarity with 

musical excerpts or styles (Bartlett, 1973; Bradley, 1971; Baumann, 1958; Getz, 1966; 

Hardwick, 1957; Hargreaves & Castell, 1987; Heingartner & Hall, 1974; Mull, 1957; 

Pantle, 1978; Perry & Perry, 1986; Prince, 1972; Radocy, 1982; Shehan, 1985). 

Interestingly subject familiarity was most often inferred or induced by researchers 

in the above literature. Given the design and questions posed in this investigation four 

studies (Getz, 1966; Hardwick, 1957; Pera, 1965; Radocy, 1982) were chosen for review 

based on their utilization of subject self-report measures to determine excerpt familiarity. 

Out of these four studies, however, only Hardwick (1957) and Pera (1965) employed high 

school subjects. 

Getz (1966) found that seventh-grade subjects' ratings for 40 unfamiliar classical 

works increased over time with repeated hearings. Rather than inferring that this change 

was due to increased subject familiarity with the excerpts, he had subjects indicate each of 

the 11 weeks what variables influenced their evaluative decisions. Getz reported that, 

" . . . familiarity through repetition was the reason given most often by the subjects as an 

explanation for their preferences, both as Like Reaction (41% of the subjects) and Dislike 

Reaction (24%)" (p. 190). The highest scores occurred during weeks 6 through 8, then 

dropped during weeks 9 through 11. 

Several reasons were given for the drop in ratings including: over-saturation, 

fatigue and/or boredom. Getz (1966) writes, "It [was] important to note that in each case 

the final score after eleven hearings remained higher than the original score" (p. 190). 

Preference trends such as this were supported in the research literature and were typically 
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described as following the "inverted U curve." Radocy (1982) explained this curve when 

he wrote, "As the music becomes more familiar, it usually becomes more preferred until a 

maximum is reached, after which it declines in preference and may become boring" (p. 91). 

"Familiarity" was defined as both the product of exposure through repeated 

hearings and the recognition of a musical stimulus (LeBlanc, 1982). Since familiarity was 

identified by researchers and subjects as influencing evaluative decisions (Getz, 1966; 

Hardwick, 1957; Radocy, 1982), then it would appear important to researchers to identify 

the subjects' more biased evaluations by having them indicate excerpt familiarity. Such 

was the case with the following study. 

In a carefully designed study, Radocy (1982) focused on university subjects' 

degree of perceived stimulus complexity, evaluative ratings, and degree of familiarity 

ratings for 15 classical selections. "Familiarity" was defined a s , " . . . a matter of how well 

you recogniz[ed] the music. If it [was] quite obvious what the title and composer [was], 

you should indicate high familiarity with a 5 . . . " (p. 92). It was found that subjects' 

preferred their most familiar selection, and disliked their most unfamiliar selection. The 

correlation was so strongly linear that Radocy concluded, "In general, the more familiar the 

excerpt, the stronger the preference" (p. 93). 

Would high school subjects' responses mirror the trend identified by Radocy 

(1982)? What if more styles were used than just classical? Would this familiarity trend be 

found in subjects' responses across various musical styles? Two studies were found that 

posed similar questions concerning high school subjects' excerpt familiarity and their 

subsequent preference ratings across various aurally-presented styles. 

Pera (1965) studied 7th-, 9th-, and llth-grade subjects' Likert scale ratings for 25 

excerpts representing classical and popular music, and the effects of peer preferences on 

these ratings. Interestingly, Pera predetermined two classical categories: "Unfamiliar 

Classical" and "Familiar Classical," in which he placed 10 examples in each from the same 
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time period. Five selections of popular music were included as a separate category which 

represented a variety of substyles within the idiom. Aside from predetermining familiarity 

through subjects' music teachers and music education textbooks Pera had subjects report 

level of familiarity. He writes, "They were told to mark familiar only if they were very 

certain they had heard it before and to mark unfamiliar if they had not heard it or were 

uncertain if they had heard it" (p. 28). Interestingly, five or less of the "Familiar" classical 

selections were rated familiar by 50% of the subjects in each grade level. This result, 

however, may have been due to the lumping of the "unsure if it is familiar" responses into 

the "unfamiliar" category. 

Aside from the fact that the majority of subjects may not have been familiar with the 

predetermined "Familiar Classical" excerpts, the results indicated that subjects did respond 

differently to this category than to the "Unfamiliar Classical" excerpts. Pera (1965) 

concluded, "The popular selections were preferred most by all three grade levels, the 

familiar classical excerpts were preferred next, while the unfamiliar classical numbers were 

preferred the least" (p. 56). Seemingly, this conclusion supported Radocy's (1982) 

findings t ha t , " . . . the more familiar the excerpt, the stronger the preference" (p. 93). 

Similarly, Hardwick (1957) studied 6th-, 9th-, and 12-grade subjects' Likert scale 

ratings for 33 excerpts representing 11 generic styles. Subjects answered the question, "Is 

this familiar" (p. 69), for each selection presented. Interestingly, Hardwick found that 

familiar music was rated higher than unfamiliar music by 80% of the subjects. For 9% of 

Hardwick's population, familiarity was related to lower evaluations, and for 11%, 

familiarity was related to neutral evaluations. 

Hardwick's results were interpreted to mean that while excerpt familiarity may not 

always be correlated with positive evaluations, for the majority of subjects this holds true. 

Hardwick also evaluated the influence of other variables such as: intelligence, musical 

ability, socio-economic status, musical style, gender, and home environment, but she 
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concluded, "Familiarity with music was one of the strongest factors affecting musical 

preferences" (p. 53). 

Unfortunately what Hardwick meant by "familiarity" was unknown since subjects 

were not given a precise definition. The results, therefore, must be interpreted with 

caution. For example, the most preferred and most familiar excerpts reported in Hardwick 

were those representing the popular generic style. Since popular music by its very 

definition means "most familiar and liked", the comparison of subjects' responses to 

popular music and other "not popular" styles (e.g., classical, folk) may have only tested 

what was familiar, or most likely to be preferred, versus what was not familiar, or most 

likely to be disliked (Perry & Perry, 1986). 

Seemingly, without a specific definition of "familiarity" the introduction of more 

than one style of music may have possibly confounded the research question. If subjects 

were not asked if the specific selection was familiar (e.g., "I have heard this piece before), 

their responses may have indicated familiarity for the generalized style and not for the 

specific selection. Hardwick's 91957) findings, therefore, may have been an outcome of 

different interpretations of "Is this familiar?" Even so, the possibility that subjects might 

respond favorably to specific selections across styles based on degree of familiarity, gives 

rise to the need for further research. 

Two conclusions were made from the review and discussion of subjects' excerpt 

familiarity and their subsequent musical evaluations: 

1. For the majority of subjects, excerpt familiarity was found to influence 

evaluative ratings such that familiar excerpts resulted in higher ratings than unfamiliar 

excerpts. 

2. When compared with other variables which might have influenced preference 

ratings, familiarity correlated highest with subjects' musical evaluations. 
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Gender Influences 

Two themes appeared in the research literature pertaining to gender and subjects' 

subsequent musical evaluations: (a) The early sexual maturation of females may affect 

preferences for romantic or lyrical song texts which may be apparent in particular styles of 

music; and (b) Attitudes toward school musical activities may differ between the genders, 

which may lead to more musical experiences, greater stylistic familiarity, and possibly an 

increased tolerance for a wider variety of musical styles. Due to the fact that studies 

focusing on maturation most often dealt with subjects in the late elementary and junior 

high, (which was not the focus of this investigation), the review was limited to literature 

concerning high school subjects' gender differences as they pertained to musical training, 

and tolerance for a variety of musical styles. 

The National Assessment of Educational Progress (1974) reported that 4th-, 7th-, 

1 lth-grade, and adult females participated in and enjoyed music more than their male 

counterparts. Similarly, Barry (1945) studied the musical attitudes and interests of 10th 

through 12th graders and found that 82% of the females indicated interest in participating in 

school music activities, while only 50% of the males said the same thing. Her findings 

were based on extensive questionnaires concerning: (a) the musical training of parents and 

subjects, (b) attitude assessments concerning school music, (c) general musical knowledge, 

and (d) music taste discrimination which included lists of radio programs, songs, musical 

styles, instruments and musical organizations. Interestingly, Barry found that the 

relationship between gender and musical training was mirrored at home, such that more 

mothers than fathers were musically-trained. 

Concerning the relationship between level of training and tolerance for a variety of 

musical styles, Barry (1945) found that more females than males liked classical and semi-
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classical music, and more males than females liked popular music. While this finding 

supported the hypothesis that increased training might breed stylistic familiarity and/or 

tolerance for a variety of styles other than popular music, it was important to note that 

subjects did not have an aural presentation or a definition of the 25 styles of music (15 of 

which are substyles of classical). The results, therefore, were interpreted with caution. 

The relationship between subjects' gender and level of musical training identified in 

Barry (1945) may also have been due to differing levels of encouragement received in the 

home environment. Since Barry found that more mothers than fathers participated in 

music, this trend may have been perpetuated in the home such that more females than males 

were encouraged to model their mother's participation in music. Would musical 

involvement, then, reflect possible gender bias? 

Thomas (1954) studied the musical tastes and attitudes of 5th- and 6th-grade 

subjects and found that parents of female subjects showed greater interest in school music 

activities and instrumental study than parents of same-aged males. If indeed females 

received more encouragement by parents to participate in school music, then it would not 

be surprising to find, as Kelly (1961) did, that when a group of musically-trained junior 

high and high school subjects gathered together for a summer music camp, "There [was] 

. . . a slightly higher average of music training for females than for males . . . " (p. 120). 

The relationship between gender and subjects' involvement in musical activities, (in 

the home or at school), was important since it may have been related to their accessibility 

with styles other than the popular culture idioms. Would there be a relationship between 

gender and musical training or degree of musical involvement at the high school level? 

Would there possibly be a relationship between gender, level of training, and subjects' 

greater familiarity with diverse musical styles? Would subjects' familiarity breed a greater 

tolerance and/or preference for a variety of musical styles when compared with those 

subjects who did not participate in musical activities? If indeed females participated in more 
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musical activities over time, high school females may exhibit more tolerance for a wider 

variety of styles than high school males. The following literature examined this 

hypothesis. 

Several studies were located that did not support the hypothesis that females were 

more tolerant, or liked a wider variety of musical styles than males, however, these studies 

did not include an analysis of level of musical training as it related to gender and musical 

preferences. For example, Johnson and Knapp (1963) found no gender differences 

between subjects' (e.g., 11th grade and adult male/females) and their preference ratings for 

16 aurally presented excerpts representing late Romantic and Impressionistic styles. 

Likewise, within a particular style, no significant rating differences between the genders 

were reported for traditional jazz music (LeBlanc & McCrary, 1983), classical music 

(Long, 1971), and contemporary art music (Bradley, 1972). 

One study (Kelly, 1961) was found that did analyze level of musical training as it 

related to gender. Interestingly, Kelly found that out of a group of music camp subjects, 

8th- through 12th-grade females had more musical training than males. When subjects 

were asked t o , " . . . list their ten preferences for music in general. . . [and] popular music 

favorites in particular . . . " (p. 119), males were reported to like classical, and popular 

music slightly more so than females (pp. 120-121). While these gender differences were 

apparent in the data, they were so slight that Kelly concluded tha t , " . . . there seemed to be 

no distinct relationship between preferences and [gender]. . ." (p. 124). Although these 

results seemed to contradict the hypothesis that females might display more training and 

increased levels of tolerance for a variety of musical styles (as compared to males), Kelly's 

methodology may have introduced error in interpretation of the results. 
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For example, Kelly (1961) did not present subjects with an aural presentation of the 

"musical styles in general" nor did he report the procedure of categorizing subjects' written 

responses into musical styles. Furthermore, descriptive percentages, rather than statistical 

analysis of the data was employed so unbiased interpretation of the data was difficult to 

detect. It would be interesting to know if Kelly would have found any gender preference 

differences if comparisons were drawn between subjects with training versus subjects 

without training. The fact that all of Kelly's subjects were musically-trained may have 

skewed the results concerning gender and preferences for styles other than popular music. 

Like the studies reported above, Rogers (1956) found no difference in preference 

reponses between males and females in the 4th and 12th grades. However, in studying 

4th-, 7th-, 9th-, and 12th-grade subjects' preferences for aurally presented paired-

comparisons of seriously classical, popular classical, dinner music and popular music 

selections, Rogers did discover significant gender differences in the 7th and 9th grades. 

Specifically, females rated popular music significantly higher than males. This difference 

was attributed to the physical maturity of females and their preference for love lyrics found 

in popular music. 

The similarity of responses between the genders in the 4th and 12th grades was not 

fully explained, but may have been due, in part, to the methodology which required 

subjects to make better-than/worse-than comparisons of popular selections versus "non-

popular" selections. It was not surprising then, that across the grades Rogers (1956) found 

an overwhelming judgment for popular music. Would subjects have exhibited different 

gender-oriented responses if they had rated their levels of like/dislike for selections versus 

better-than/worse-than judgments? Would subjects' responses have been differently 

interpreted if level of musical training had been isolated? 

Although Rogers (1956) reviewed the related literature concerning levels of musical 

training and preferences, he did not report the levels of musical training for his subjects. 
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Would there have been a difference in the interpretation of the data if subjects' responses 

had been compared with level of musical training? Interestingly, Rogers may have alluded 

to this possibility when he described a correlation found between socio-economic level and 

musical preference. He writes, 

SES [was] an important factor in terms of its influence on children's musical taste. 

While this factor [was] not strong enough to break the basic patterns of 

preferences, it [was] apparently strong enough to cause a considerable difference in 

the musical preferences of the children studied in this experiment, as evidenced by 

the consistently larger number of choices made in favor of classical music by the 

upper class group in comparison to the lower class group. This [was] a strong and 

steady influence which [did] not lessen even at the 12th grade level, (p. 120) 

Assuming that higher SES levels were related to higher levels of musical training, 

Rogers (1956) may have uncovered a tentative relationship between socio-economic status, 

musical training and preferences. Due to his methodology, however, it was unknown if 

Rogers' interpretation of similar gender responses was truly a complete depiction of the 

data. 

Several studies were found that described gender differences in subjects' preference 

responses at the high school level. For example, Hardwick (1957) studied the musical 

preferences of 6th-, 9th-, and 12th-grade subjects and found that overall both genders 

preferred popular music. Females in the 12th-grade, however, were the first to prefer 

semi-classical. Although Hardwick did not analyze this outcome, the 12th-grade females' 

preference for semi-classical may have been due to the romantic nature of the Blue Danube 

Waltz, or to the love lyrics included in the song, "I'll Be Seeing You" (p. 65). This finding 

supported the research provided by Rogers (1956), and Boyle et al. (1981), that descriptive 

factors such as love lyrics may influence preference decisions. Interestingly, Hardwick 

(1957) concluded that, "Gender of subjects had a definite relation to musical taste, since 
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boys showed little preference for musical styles other than popular, jazz, and hillbilly" (p. 

53). 

Likewise, Whaley (1949), and Barry (1945) reported that while males preferred 

popular music more than females, females preferred classical and semi-classical more than 

males. Similarly, Amen (1977), Farnsworth (1969), Fay and Middleton (1941), and the 

Music Journal (1951, 1952) reported that junior high, high school and university-aged 

females more than their male counterparts gave classical music higher preferential ratings. 

Aside from the different research questions posed, many problems and questions 

stem from the above findings. For example, the differences in stylistic findings (i.e., 

popular versus semi-classical and classical) may reflect not only the specific selections each 

researcher used, but also the time period in which the study was conducted. For example, 

the stylistic label "boogie-woogie" was considered popular music in the 1940s (Barry, 

1945), and a substyle of jazz at a later date (May, 1983). Hence, how the researcher 

categorized a specific selection may not have been consistent from one study to the next, or 

across differing eras. 

Gender and Descriptive Analyses of Musical Elements 

A more preferable methodology for determining gender preference differences 

might entail a descriptive analysis of the elements within a preferred selection. Preferred 

elements, rather than the generic style name, would then result in more descriptive research 

findings that would possibly retain some consistency between researchers and time/era in 

which the study was conducted. One attempt to identify a preferred musical element, 

(albeit, a subjective description), was reported in Herberger (1987). He discovered that 

15-year-old males had, " . . . a stronger affinity to rock music . . . and . . . a certain 

partiality to rhythmically exciting symphonic sounds" (p. 76). Similarly Finnas' (1987) 
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found that 7th- through 9th-grade males tended to prefer music that was 

"tough/protesting/rock-oriented" (p. 161). 

Interestingly, May (1983, 1986) went further in identifying several discriminating 

variables associated with music preferences and gender, however, his subjects were not at 

the high school level but were first through third graders. Although May was not 

concerned with music preference responses of high school-aged subjects, this particular 

study was included in the review of literature for two very important reasons. First, out of 

the 597 elementary subjects tested by May (1983), 275 of them participated in this 

investigation as 10th through 12th graders. Secondly, May analyzed subjects' preference 

responses to the same musical examples employed in this investigation by similar 

groupings of: gender, race and age/grade level. For ease of discussion, results of May's 

(1983) findings were grouped under the appropriate variable headings. 

In studying first- through third-grade subjects' music preference responses to 24 

excerpts representative of a wide variety of musical styles, May (1983) reported that the 

majority of males liked music that was primarily fast, heavily accented with driving beats, 

and extreme dynamic contrasts. He categorized selections containing these elements as 

"high dynamism" excerpts. In comparison, females were found to prefer music that was 

slower, less dynamic, less accented, less distinct periodic rhythm, legato, and child-

oriented; all of which constituted "low dynamism" excerpts (May, 1983, pp. 211-212). 

Given these preferred elements, males had higher ratings than did females for the 

following generic styles: hard rock, rock and roll, bebop and bluegrass. Likewise, 

females had higher preferential ratings than did males for: children's instrumental, 

children's vocal, Muzak, and easy listening jazz (p. 184). Amazingly, the results were 

similar in May's (1986) follow-up study even though he tested a different subject 

population in a different country. 
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Although the above preferential tendencies were identified by May (1983), 

statistically, only 8 out of the 24 examples showed a significant difference between the 

genders. Half of these significant excerpts differentiated the males from females and vice 

versa. May concluded, therefore, that since the majority of the excerpts (66%) did not 

indicate different gender responses, "Music preferences of gender groups generally were 

the same . . . " (p. 218). 

Quite possibly May's (1983) findings were limited by the particular age of the 

subjects tested. For example, May devised a pictorial scale of happy and sad faces which 

represented the 5-point Likert scale. Since subjects were too young to fully understand the 

procedure of rating their degree of liking with the traditional Likert scale, quite possibly 

they may have also misinterpreted the purpose of the faces as a preference indicator. For 

example, a first grader might have liked happier faces more than the sad faces and 

responded accordingly, thus, indicating a liking for the happier faces rather than the 

musical examples. 

How would these same subjects as high schoolers respond to May's excerpts using 

the traditional Likert scale? Would gender differences be apparent, or would subjects, 

overall, respond in a consistent manner across elementary and high school grades? Would 

there a be relationship between level of musical training and gender? 

The evidence found in the related literature indicated that there may be a relationship 

between gender, degree of musical training, greater familiarity, and increased tolerance for 

styles other than the popular idioms. Other studies described gender-oriented preference 

trends towards particular elements in music, but did find overall gender differences. Due to 

the fact that the latter studies did not look at the possible influence of levels of musical 

training, gender, and preference responses, more research is needed. 

Three conclusions were made from the above survey on gender and musical 

evaluations: 
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1. There was conflicting data concerning the potential influence of subjects' gender 

on subsequent musical evaluations. When subjects indicated preferential ratings for diverse 

musical styles, no statistically significant gender differences were reported even though 

descriptive data indicated that differences may have existed. 

2. The following discriminating variables: tempo, prominent beat, dynamics, and 

performing style were identified as potential factors in determining stereotypical preference 

trends in males and females. Males were found to like faster, heavily accented, and 

dynamic music selections, while females liked slower, less dynamic, legato, and child-

oriented music selections. 

3. Females, more so than males, were encouraged by parents to participate in 

school music. Thus females' greater musical experience may have been related to greater 

stylistic familiarity, and possibly an increased tolerance for diverse musical styles. 

Two related hypotheses are found in the research literature pertaining to subjects' 

race and subsequent musical evaluations. The first, two-part hypothesis suggested that 

subjects with a distinct racial identity would: (a) prefer musical selections that employed 

performers of the same race, and (b) prefer musical styles most often associated with the 

same race. The second hypothesis suggested that, depending on the eminence and current 

air-play of the performer, subjects would imitate a popular model regardless of racial ties. 

Very few studies were found that looked specifically at high school subjects in regard to 

race and preferential responses to musical excerpts, therefore, the review also included 

studies of elementary- and university-aged subjects. 

Based on their research findings, Appleton (1970/1971), and Madsen and Madsen 

(1975) hypothesized that styles which indicated clear associations with one particular race 
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would be preferred by subjects of that race more so than by subjects of a different race. 

LeBlanc (1982) summarized this point when he wrote: 

Ethnic group membership can influence preference decisions; this variable becomes 

more pronounced as the ethnic group becomes more active in promoting a distinct 

self-identity. Strong identification with an ethnic group will sensitize an individual 

to that group's presence in the cultural environment, and many ethnic groups are 

associated with a particular style of music, especially among the popular styles, 

(p. 37) 

In support of the above hypothesis, Killian (1988) found that when Caucasian, 

African-American and Hispanic junior high students were told to pretend they were famous 

singers and choose their three favorite solos to sing from a music video of USA for Africa: 

We Are The World, subjects more often chose solos originally sung by the same-race 

performers. When subjects chose their most preferred performer, Killian found, "There 

were more same-race choices than same-sex choices for [Caucasian] and [African-

American] students. Hispanic students were evenly divided" (p. 121). 

Although LeBlanc and Sherrill (1986) analyzed fourth- through sixth-grade 

subjects' responses to male versus female vocalists, and high versus low amounts of vocal 

vibrato across a wide variety of musical styles, they reported an ancillary finding which 

may have supported Killian's (1988) results. The conclusions, however intriguing, were 

interpreted with caution since the original research question did not seek to discover 

differences in race-oriented preference responses. LeBlanc and Sherrill (1986) described 

their observations of the subjects during the testing procedure: 

One of the most interesting findings to come from behavior observation was the 

tendency of members of one ethnic group to ridicule the music styles closely 

associated with another. [African-American] listeners made fun of [Caucasian] 

performers . . . while [Caucasians] ridiculed Ranee Allen's performance in 
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[African-American] gospel style. By the same token, these students seemed to 

especially enjoy the styles most closely identified with their own ethnic group, 

(p. 23) 

Of particular interest to this investigation, May (1983) found that then first- through 

third-grade subjects' preference reponses to 24 excerpts representing 12 musical styles 

were grouped by race, the race variable,"... exhibited a rather clearly defined linear 

composite of discriminating variables" (p. 213). Specifically, selections that were 

performed by African-American performers or associated with the African-American 

culture: gospel, reggae, and easy-listening pop, were rated significantly higher by African-

American subjects than by Caucasian subjects. Likewise, more Caucasian subjects than 

African-American subjects indicated higher ratings for selections performed by Caucasian 

performers, or selections associated with the Caucasian culture: modern country and 

western, folk, and modern art/classical. May explained the Caucasian races' preference for 

the modern classical selection, "Simple Gifts" theme from Copland's Appalachian Spring, 

as understandable since it may have been associated with a hymn sung in churches of the 

predominant Caucasian race (p. 213). 

Degree of liking for particular excerpts by subjects from one race did not mean that 

subjects' from the other race did not like it; rather, that subjects from one race seemed to 

like it better. Out of 12 styles, May found that only 6 were rated significantly different by 

subjects of the Caucasian and African-American races. Interestingly, styles that may have 

been unfamiliar, or not associated with one particular race, (e.g.., baroque, and 

nonwestern) were not rated differently between the races. May (1983) summarized this 

finding when he wrote, "Significant differences in preferential reactions among the two 

racial groups largely were attributable to differing responses elicited by excerpts featuring 

clear racial identities or associations" (p. 213). While the majority of excerpts did not 

differentiate subjects responses by racial groupings, May found that the, " . . . the 
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differences in mean values for the other discriminating variables were not as profound [as 

they were for the race variable]" (p. 179). 

Would preferences for music associated with a subjects' same ethnic group or 

same-race performers remain consistent over time (i.e., elementary vs. high school 

responses)? Would May (1983) have found a similar response pattern if his subjects were 

retested nine years later at the high school level? With increased age, would subjects 

become more aware of racial identities and music associated with their culture? If so, 

would this be reflected in subjects' preference ratings for music representing a variety of 

musical styles? Would changing societal influences impact subjects' responses when 

grouped by race? 

Two research findings hinted at the idea that changing societal influences may be 

reflected in the music preference responses of subjects across cultures, especially for 

Caucasian subjects. Returning to Killian's (1988) study, it was found that in the case of 

one popular song that contained several vocal solos, "[African-American] students chose 

predominantly [African-American]-modeled solos, while [Caucasian] students also chose 

many [African-American]-modeled solos" (p. 121). Killian explained this finding when 

she writes, "This crossing of race lines might reflect the perceived success of [African-

American] performers in the popular music industry" (p. 121). 

Similarly, Appleton (1970/1971) tested Caucasian and African-American university 

subjects' preferences for: early blues, recent blues, light soul, heavy soul, African-

American gospel, Caucasian gospel, light rock, heavy rock, early country, and recent 

country. He found that Caucasian university subjects were more likely than African-

American subjects to prefer and choose music associated with the other races' culture. In 

other words, African-American subjects had a higher degree of "ethnic orientation," in their 
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music preferences than did Caucasian subjects (p. 145). Would Appleton have discovered 

the same results if high school subjects' responses were studied? 

Evidence provided by Meadows (1970/1971) suggested that Appleton's 

(1970/1971) findings would have pertained to subjects at the high school level. For 

example, Meadows (1970/1971) found that Caucasian subjects preferred styles most often 

associated with the Caucasian race including: rock, country and western, classical, folk, 

and show music. Likewise, African-American subjects preferred styles most often 

associated with the African-American race including: jazz, blues, soul, and spirituals (pp. 

161-162). Interestingly, although significant chi-square correlations were found between 

race and all the above styles, the interpretative value differed according to the degree of 

association between these two factors. For example, soul and spirituals had higher levels 

of association (mildly strong) with the African-American race than did jazz and blues styles 

(very weak). Likewise, show and folk had higher levels of association (weak) with the 

Caucasian race than did the rock, classical and country and western styles (very weak). Of 

the two groups, then, African-American subjects' preference responses displayed stronger 

associations with the African-American race than Caucasian subjects' preference responses 

with the Caucasian race. This finding tentatively supported Appleton's (1970/1971) 

conclusions that African-American subjects would display a higher degree of "ethnic 

orientation," in their music preferences than Caucasian subjects. 

Two conclusions were made from the above survey on race and musical 

evaluations: 

1. When subject groups were distinctly aware of racial identity differences, music 

reflecting or associated with these differences were preferred more by the race represented 

in the music than by the race not represented. 

2. African-American subjects may be less likely than Caucasian subjects to prefer 

music that is cross-ethnically oriented. 
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Maturational Hypotheses and Subjects' Stylistic Preferences 

Throughout the music preference literature there was considerable reporting of 

subjects' musical preferences and the possibility of a relationship between these responses 

and the variable, grade level or age. Assuming that the age of the subjects tested would 

influence the type of musical styles preferred, the majority of studies identified excerpts and 

styles differently-aged subjects liked most. Interestingly, two conflicting hypotheses were 

found in the literature concerning what may happen to subjects' music listening preferences 

over time. 

The first hypothesis assumed that with increasing age, subjects may narrow their 

range of stylistic preferences to the more popular idioms. Thus, older subjects may like 

popular music more, and other styles (especially classical music) less than they did as 

younger subjects. The second hypothesis assumed that with increasing age, subjects may 

show an increased liking (or tolerance) for a greater variety of musical styles (other than the 

popular idioms). Thus, while older subjects may still like popular music, they may also 

indicate liking other styles (such as classical music) more than they did as younger 

subjects. 

The conflict between the first and second hypothesis may have been the result of 

two very distinct problems in the literature. First, the maturational observations and 

hypotheses were the result of analyses by different researchers stemming from different 

research questions, experimental designs, and different methodologies in the music 

preference field. Secondly, no study was found that tested the same subjects' music 

preferences for the same music at different grade levels. This was important because 

generalizations concerning subjects' music preferences across differing grade levels, by 

necessity, was the result of researchers studying different subjects (with sometimes 

different music) at different grade levels. Generalizations such as these, then, stemmed 

from a wealth of uncontrolled variables, thus possibly introducing error. Regardless of the 
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problems inherent in the manner in which the maturational hypotheses were derived, it was 

important to understand the literature which lead to these summations. 

Hypothesis Number One—Styles Other Than Popular Idioms on the Decline 

The first hypothesis assumed that with increasing age, subjects may narrow their 

range of stylistic preferences to the more popular idioms. Thus, older subjects may like 

popular music more, and other styles (especially classical music) less than they did as 

younger subjects. Three quotes from the review of literature seemingly supported this 

idea. 

The first quote stemmed from May (1983) who tested first- through third-grade 

subjects' preference ratings for 24 musical excerpts representing 12 differing generic 

styles. He concluded, "Primary grade children, like their older counterparts, clearly 

preferred rock and country and western styles over all other styles. With advancing grade 

level, these preferences became more pronounced, thus indicating a convergence of music 

preferences toward popular styles" (p. 217). 

The second quote stemmed from Radocy and Boyle's (1979) descriptive 

summarization of the literature concerning the maturation of subjects' music stylistic 

preferences over differing elementary grade levels. Their description supported the 

observations made by May. Radocy and Boyle write: 

In visiting music classrooms, the writers have noticed that overt group musical 

preferences narrow with advancing grade level. First, second, and third graders 

generally will listen to brief excerpts of a variety of musical styles without undue 

protest. . . . In fourth grade and beyond, students will cover their ears, cringe, and 

look around to ascertain that sufficient numbers of peers are doing the same thing. 

The preferred music becomes rock. (p. 230) 
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The third quote that probably best summarized the first hypothesis was stated by 

Geringer and Madsen (1987) when they surveyed the literature and found, "Among the 

general population, preference and selection of popular rock music appealed] to increase 

with age and grade level [not defined] but, conversely, the preference for music classics 

appear[ed] to decrease" (p. 205). 

Two questions of particular interest arose from the above maturational quotes. 

First, were May (1983) and Geringer and Madsen (1987) describing the same situation? 

Did May find that the other styles decreased in level of liking even though the popular 

idioms "became more pronounced"? (p. 217). May (1983) clarifies this when he writes, 

Examination of means and standard deviations . . . revealed that preferences for all 

art music excerpts, except Art/Mod/Inst, significantly declined with advancing 

grade level. Both Jazz/Dixie/Inst and Jazz/Bebop/Inst declined significantly 

between first and second grade levels; however, preferences for both increased 

between second and third grade levels. Values for Easy Pop/Voc and 

Children's/Inst variables . . . also declined with advancing grade level even thought 

they were among the most preferred excerpts overall, (p. 181) 

Except for two of the four jazz selections, May described a decrease in level of 

liking or tolerance for all styles other than rock and country and western. This finding 

then, was in accordance with Geringer and Madsen's (1987) statement concerning the 

decrease in preference for the classics [and styles other than the popular idioms] with 

increasing grade level. May's (1983) observation of the inconsistent ratings of the four 

jazz selections, suggested that subjects may have been responding to the specific selections 

and not to the generic style, jazz. The potential problem in interpreting and generalizing 

stylistic outcomes from subjects' specific excerpt evaluations was discussed in more detail 

later. 
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The second question of interest stemming from the first maturational hypothesis 

concerned the definition of Madsen and Geringer's (1987) statement of, " . . . increases 

with age and grade l eve l . . . " (p. 205). To what "grade levels" and "ages" does the music 

preference hypothesis apply? Specifically, would the preference trend noted in the 

elementary grades by May (1983) continue into the high school grades? 

To answer these questions, a review of the literature supporting the first hypothesis 

was necessary. The two age categories of particular interest to this study included both 

elementary and high school subjects, therefore the review was broken down by the 

following categories: (a) studies employing elementary subjects, and (b) studies employing 

high school subjects. 

Studies Employing Elementary Subjects 

May (1983), tested 577 first- through third-grade subjects' level of liking for 24 

musical selections using a pictorial happy- and sad-faced 5-point Likert scale. These 

evaluations were analyzed to determine if there was a possible relationship between 

subjects' preference ratings and their aural discrimination skills. May found a very weak 

relationship between discrimination skill and preference. 

Of particular interest to this study was the finding that first-grade subjects had a 

higher tolerance (or degree of liking) for a broader range of styles than did second- and 

third-grade subjects. While there may have been more tolerance for other styles, the 

highest rated styles by the first graders were the popular idioms (rock, pop, and country 

and western) which were also the highest rated styles by the second and third graders. 

Interestingly, for all grade levels, children's music rated as high as the popular idioms. 

Although children's music, rock, pop, and country and western were liked the 

most, within these styles, specific selections were liked more or less than others. For 

example, within the rock category the following selections were ordered from most- to 
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least- liked: disco, rock and roll, hard rock, and reggae. Within the country and western 

category the most- to least-liked selections were: bluegrass, modern country and western, 

and folk. Only two excerpts represented the children's category, and for the first and 

second graders the preference order was: instrumental then vocal. For the third graders, 

the reverse was true. Unfortunately, only one selection represented the easy listening pop 

category. 

May reported that while country and western was the most-liked nonrock style; 

jazz, art, gospel, easy listening pop, Broadway show, nonwestern, march, folk, and 

Muzak did not rate as well. Within the jazz category it was found that Dixieland and swing 

faired better than bebop and easy listening jazz. Within the art category, baroque and 

modern did better than romantic. For example, the least-liked selection overall was 

Beethoven's "Ode to Joy" theme from Symphony #9 in d minor, opus 125. The 

Beethoven result, however, may have been due to the employment of a foreign language 

and an operatic sounding choir, (e.g., vibrato). Such a combination may have also 

negatively influenced LeBlanc and Sherrill's (1986) outcomes, which will be discussed 

later. 

The possibility that subjects may have been responding to the specific selection 

rather than to the generic style in question was considered by May (1983), He writes, "If 

the findings are based on the labels only without regard for the actual stimuli presented, the 

risk of over-generalization is high" (p. 93). Would subjects respond to the stylistic label in 

a similar fashion as they would to the specific selections judged to represent the style? 

How accurately would subjects' preferences be measured when evaluating style label only 

(i.e., no aural presentation of the music)? 

Novak (1989) posed these questions in a related study using high school- and 

university-subjects' evaluations of 12 style names (written only), and an aural presentation 

of 24 excerpts judged to represent the 12 style names. Interestingly, low to moderately 
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high correlations (.30 to .70) were found between high school and university subjects' 

evaluative ratings for aurally presented musical style excerpts and written style names. 

Differing correlations between style excerpts and style names within one genre was 

interpreted by Novak as indicative of subjects' responses to the specific selection rather 

than to the generic style in question. 

In an effort to determine if subjects' generalize specific excerpts to stylistic genres, 

Novak found that they correctly identified style names for the majority of selections heard. 

The inconsistency of evaluative ratings between the aurally presented, subject-categorized 

excerpts, and the written style names, however, once again indicated that subjects' may 

responded to the specific selection and not to the genre type. Novak (1989) concluded: 

Based on the particular music selections chosen to represent a generic style, and 

based on the music expectations the subject attaches to the generic style name, this 

research indicated] that subject responses to the specific selections may not, as has 

sometimes been assumed, reflect subjects' responses to that kind of music in 

general, (p. 82) 

Given May's careful analysis of the specific selections, and his warnings that 

subjects may have been responding to the uniqueness of the selections rather than to the 

style itself, his conclusions were not found to be "over-generalized". May (1983) 

concluded that if music educators want t o , " . . . influence preference development, then 

the influence likely must come before the first grade" (p. 220). While most music 

educators and researchers would have no argument with this proposed educational tactic, 

one might question whether music preference could be influenced after the third grade. Do 

musical preferences stabilize in the early elementary grades? Would such preferences 

change according to the influence of other variables such as musical training? 



59 

Kuhn (1980) offered a description of the possible maturation of subjects' musical 

selectivity and stability of preference decisions across grade levels. Unfortunately, he did 

not state at what point in time music preferences stabilized. He writes: 

We are all exposed to many music styles throughout our lives. These styles are 

available to us through a multiplicity of sources. . . . As we mature we are exposed 

to additional pieces of music and we tend to become more selective about the music 

we choose to allow into our personal environment. . . . as musical attitudes and 

tastes are developed, we both learn and exercise preference. Once established, 

these attitudes are quite stable and are not easily amenable to change, (p. 2) 

Would the musical preferences of the third graders in May's (1983) study be 

stabilized and thus, not easily amenable to change? Some evidence was given by May that 

this could be true. For example, he replicated his first study in 1986 and employed a 

different population that included first- through fourth-grade subjects from Australia. 

Interestingly, he found that even in a different country,".. . there was a general decline in 

preferences for all styles except for the Rock variables" (p. 7). Preferences, then, may 

have been stabilized by the third grade since the smallest degree of rating change happened 

between third and fourth grades. The following studies provided further evidence to 

support May's (1983, 1986) conclusions concerning the grade-related convergence of 

musical preferences for popular music in the elementary grades. 

Greer, Dorow, & Randall, 1974, studied the listening preferences of subjects' in 

nursery school and grades one through six. Using an episodic instrument, they recorded 

subjects' listening times to white noise, 8 top 20 rock selections, and 24 selections (8 each) 

of symphonic, classical piano and Broadway show music. The results indicated that 

kindergartners and first graders were more likely to listen to selections other than rock, 

while second through sixth graders did the opposite. 
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The particular methodology used by Greer et al. (1974), however, elicited 

questions concerning the reliability across stimuli. While the rock selections remained 

consistent for all grade levels, the nonrock categories were different for various grades 

(i.e., symphonic for second and third, classical piano for first, fourth, and fifth, and 

Broadway for sixth). Greer et al. did not report why the particular grade levels heard 

different nonrock selections. Seemingly, if they wanted to determine the impact of various 

nonrock styles on differently-aged subjects' listening preferences they would have used a 

cross-selection of symphonic, classical and Broadway excerpts. This finding, therefore, 

would have been more generalizable if the nonrock selections had remained consistent 

across grade levels. 

Greer et al's. (1974) finding that kindergarten- and first-grade subjects spent more 

time listening to nonrock than rock, may have been due to several factors other than their 

open-mindedness towards differing styles. Again, the methodology may have been to 

blame. While the procedure for introducing the measurement instrument to individual 

subjects was reported, it was not clear whether they were told that the music may skip 

around from one key to another. It may be possible that the youngest subjects were 

confused by the testing situation and the measurement instrument since 7 minutes per 

subject were spent listening to white noise or silence. 

Although the generalizability of rock versus nonrock preferences for differing grade 

levels may be debated, a significant decrease in nonrock listening time was reported 

between the third and fourth grades. This was particularly notable since both grades heard 

two different nonrock genres. Not surprisingly, Greer et al. (1974) found that for subjects 

at their "pivotal" years (third and fourth grades) and older, symphonic, classical piano 

music, and Broadway were not the preferred listening genres when compared to popular 

rock selections. 
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Unfortunately what Greer et al. (1974) did not determine was the magnitude of 

like/dislike reponses for the nonrock selections since the episodic instrument reinforced an 

"either-or" choice. In other words, while listening time on the episodic instrument may 

have given a true indication of preference (like best), it did not necessarily indicate degrees 

of tolerance for nonpreferred styles. 

Given the age dependent music preference trends mentioned above, Greer et al. 

(1974) reported a grade range (between third and fourth grades) in which rock listening 

preferences were found to significantly increase, and nonrock preferences to decrease. 

Greer et al. labeled these grades as, " . . . pivotal... in terms of musical taste" (p. 289). 

This finding was particularly intriguing since this grade range was also determined by 

Bloom (1964), Gordon (1965), and Petzold (1963) as a transitional stage in the acquisition 

and development of prominent behaviors: musical and/or others. 

If indeed there was a transitional stage (third though fourth grades) where subjects 

were most likely to narrow their stylistic preferences to rock, evidence found in the 

following studies suggested that for older elementary subjects, this trend may continue. 

Dorow (1977), studied the effects of teacher approval/disapproval ratios on music selection 

and concert attentiveness and found that when pretesting and posttesting fourth and fifth 

graders' listening contingencies for classical, rock and white noise, rock was 

overwhelmingly the most-listened-to style in both tests. Again, an episodic reinforcement 

instrument was used to indicate preference, so stylistic tolerance was not measured. 

Findings paralleling the above were also found in LeBlanc and Sherrill (1986) who 

studied the effect of vibrato and performer's gender on fourth- through sixth-grade 

subjects' evaluative ratings for classical versus popular selections. Not surprisingly, it was 

found that overall, subjects preferred the popular styles. This finding may have been due 

more to the inordinate number of selections from a very broad "popular music" category, 

than to any dichotomy between the two styles. 
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For example, LeBlanc and Sherrill's (1986) popular music category included 21 

selections from the following styles: pop, rock, folk, country, bluegrass, soul, disco, and 

jazz; while the classical music included 3 selections of art songs by Rossini, Schubert and 

Mahler, all performed in a foreign language. The interpretation of subjects' negative 

responses to the classical art songs included the possibility that there was not a broad 

enough representation of the style, and that subjects were responding not only to the 

vibrato but to the foreign language as well. 

Similar stylistic conclusions were found in Webster and Hamilton (1983) who 

researched the effects of peer influence, rhythmic quality and violin timbre on the music 

preferences of fourth through sixth graders. Sixteen selections representing: rock, jazz, 

classical, and folk-country, were aurally presented and subjects rated their degree of 

preference. Not surprisingly, rock music was the most-liked style when compared to 

classical, folk-country and jazz selections. Classical and jazz music, however, placed 

better overall, than did the folk-country selections. Webster and Hamilton attributed the 

classical results to," . . . the dominance of 'romantic' style in the excerpts themselves and 

to the absence of vocal selections" (p. 19). 

Exploring the potential positive effects of televised music instruction, Shehan 

(1979) found that overwhelmingly sixth-grade subjects rated rock selections highest and 

ethnic selections lowest, and that instruction did not effect preference decisions. Although 

Shehan reported studying five differing types of music, it was questionable whether the 

inclusion of orchestral and piano as a "type" of music along with folk, ethnic, and rock was 

unnecessarily confusing, especially since both the piano and orchestral selections 

represented different periods of classical music. Although mean preference scores were not 

reported, the greater proportion of classical examples (as compared to the other styles) 

might have provided interesting information regarding the consistency of subjects' ratings 

within genres. 
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Likewise, Shehan (1983) found that when fourth- and seventh-grade subjects were 

given musical examples of popular, classical and ethnic music, subjects rated both 

examples of popular music higher than all other examples. Within the classical category, 

however, one example was rated third highest overall, while the other classical example 

was ranked seventh. The inconsistency in the classical ratings supported the idea that 

subjects may have been responding to the specific selection and not to the generic style in 

question. 

Overall, fourth-grade subjects gave higher rankings to ethnic music than did 

seventh-grade subjects. This finding may suggest progressive negative ratings of mid-

adolescents for styles other than pop, rock and country and western; a trend which was 

also reported in Flowers (1988), and LeBlanc et al. (1988); two studies which will be 

discussed later. 

While the consensus of the elementary studies indicated that popular music was by 

it's very definition "most-liked" over the other styles, not all popular music was liked to the 

same degree. For example, Herberger (1987) compared 15-year-old subjects' evaluative 

ratings for 20th century music selections from the following styles: rock/pop, nonwestern, 

jazz, electronic, and early and late art music. While one rock/pop selection was ranked 

highest overall, there was an inconsistency or lower ranking in the preference scores for the 

other two rock selections. Like May's (1983) and Novak's (1989) findings, this suggested 

the possibility that subjects may have been responding to specific selections and not to the 

generic styles. 

Herberger (1987) found that the second and third highest ranked selections 

included: reggae, rock, and big band jazz; while boogie-woogie and twelve-tone music 

took fourth place. Although he did not account for all the possible variables that may have 
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influenced subjects' ratings for these selections, he concluded with the positive 

interpretation that the liking of rock/pop music did not negate the tolerance and interest in 

other musics. Herberger writes, "Students' high preference for pop music [was] 

compatible with their interests in many other styles, genres and tendencies of serious 

contemporary music" (p. 75). 

Although the above studies seemed to support the trend found in the elementary 

literature (i.e., after the pivotal years subjects will prefer popular culture music), Herberger 

(1987) added one very important element: The liking of one style of music does not 

necessarily negate the liking of another. In other words, preference responses for rock and 

nonrock music may depend more on the liking of the specific selection than on the generic 

style itself. This finding suggested that researchers should not only identify characteristics 

that are attractive to subjects (e.g., tempo, performing medium) but also adequately 

represent a particular style with more than one selection that represented such 

characteristics. 

Regarding what happens to subjects' preferences for styles other than the popular 

idioms, the following study best summarizes the first maturational hypothesis. Rogers 

(1956) studied musical preferences in relation to grade level, rural versus suburban 

schools, upper versus lower socio-economic status, and gender. He determined 4th-, 7th-, 

9th-, and 12th-grade subjects better-than/worse-than preference decisions by utilizing a 

paired-comparisons technique for the following musical categories: serious classical, 

popular classical, popular, and dinner music. Interestingly, Rogers found that, 

" . . . children increased their preferences for popular music and dinner music as they grew 

older. Conversely, their preferences for seriously classical and popular classical music 

decreased as they advanced from Grade IV to XII" (p. 434). This finding supported the 

hypothesis that subjects' preferences converge toward the popular idioms by the middle 

elementary grades, and then remain consistent throughout the high school years. 
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Two methodological problems occurred in Roger's (1956) study which may have 

effected subjects' reponses and the interpretation of the data. The first problem, concerned 

the grouping of musical selections into four categories: seriously classical, popular 

classical, dinner music, and popular music. Baumann (1958) questioned whether Rogers' 

(1956) ," . . . test [had] more than two musical idioms. . . . [since] . . . His first three 

groups [were] apt to be considered classical—at least in the minds of the children" (p. 79). 

It was not clear why Rogers did not group the excerpts by traditional stylistic labels, such 

as: classical, romantic, and popular. Regardless of label, Rogers' resulting interpretation 

may have been an over-generalization of subjects' responses to stylistic categories that were 

not so "different" in the minds of the subjects. 

Rogers' (1956) second interpretative problem stemmed from the way in which he 

had subjects respond to the musical selections. Unfortunately, he did not have subjects rate 

their degree of liking for the musical selections, therefore, it was unknown to what degree 

subjects may have been tolerant of styles other than popular. The paired-comparisons 

methodology, like the episodic reinforcement instrument discussed earlier, may have 

reinforced the notion that while certain selections were "liked best," the other selections 

were "not liked at all." This possible interpretation of the data contradicted Herberger's 

(1987) warning that tolerance for one style of music does not necessarily negate the liking 

of another musical style. 

In summary of the findings supporting the first maturational hypothesis, it was 

observed that the majority of the studies had as their methodology a "forced-choice" 

(listen/don't listen; like/don't like) comparison of popular music versus not-popular music. 

Reimer (1965) emphasized that such comparisons may be futile. He writes: 

A factor which casts grave doubt upon the validity of some studies of music 

preferred is the seemingly blind acceptance that serious music and popular music 

can be reasonably compared on the basis of which is "liked better." The 
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assumption that serious music can and should be "liked" in precisely the same way 

that popular music is "liked" is one which seems to permeate the thought of the 

entire music education profession, (p. 156) 

Given Reimer's (1965) insightful criticism, the second hypothesis may be more in 

line (than the first hypothesis) with an understanding of what might happen to subjects' 

music preferences over time. The second hypothesis assumed that popular and classical 

music need not be liked to the same degree, but that the relative degree of tolerance for 

other styles of music (including classical) may change over time. 

Hypothesis Number Two-Tolerance for Styles Other Than Popular 

The second hypothesis assumed that with increasing age, subjects may show an 

increased liking (or tolerance) for a greater variety of musical styles (other than the popular 

idioms). Thus, while older subjects may still like popular music, they may also indicate 

liking other styles (such as classical music) more than they did as younger subjects. 

Studies Employing Elementary Subjects 

Although May's (1983) findings were cited as supporting the first maturational 

hypothesis, a careful analysis of his data showed that for some styles (other than the 

popular idioms and children's music) a slight preference rating increase was found from the 

second to the third grades. Out of the seven selections that were found to increase, only 

one, Gospel/Voc, was found to have a slightly higher rating in the third than in the first 

grade. All the other selections, while showing a preference increase from the second to the 

third grades, originally had a higher preference score in the first grade. 

Interestingly, the style that appeared to indicate the most consistent increase in 

tolerance from the second to the third grades was jazz. Specifically, three out of the four 

selections of jazz had an increase in preference ratings: Jazz/Dixie/Inst, Jazz/Swing/Inst 

and Jazz/Bebop/Inst. Likewise, increases were found for Art/Romantic/Inst, Broadway 
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Show/Voc, and Muzak/Inst. One selection of art music, Art/Mod/Inst, remained stable 

(and well liked) across all three grade levels. 

Although May (1983) gave conclusive evidence that preference ratings were higher 

for more styles of music in the first grade, it was determined from the above data that 

tolerance for styles may also change across grade levels. To what degree would this 

finding be situation-specific, or a by-product of chance? What would happen if the same 

subjects were given the same music preference test in high school? Would similar grade 

related response trends be evident? Such questions were intriguing and worth further 

research. 

In support of May's (1983) finding that subjects may have been tolerant of more 

styles than just the popular idioms, LeBlanc (1979) studied the musical preferences of fifth-

graders and found that subjects may have indicated as high a tolerance for non-popular 

styles: ragtime, Dixieland, band-march, country and westera/bluegrass, and randomly 

generated electronic stimuli, as they did for rock. Unfortunately, LeBlane's findings were 

limited by the fact that only one example of each of the 16 generic styles was included on 

the listening test. Like the studies cited earlier under the first maturational hypothesis, 

subjects gave a popular style of music (easy listening pop) the highest rating. Unlike the 

studies cited earlier, however, LeBlanc ran a comparative analysis and did not find a 

statistical preference difference between pop, rock and the other five competing styles 

mentioned above. 

Studies Employing High School Subjects 

Barry (1945) studied the musical attitudes and interests of high school subjects and 

found that when 10th through 12th graders were given a check list of musical styles and 

genres, subjects preferred popular and boogie-woogie. This finding was not surprising 

since no selections were aurally presented. Subjects had to rely on their memory of what a 
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particular style sounded like, therefore, popular and boogie-woogie styles may have been 

more familiar than the following: march, waltz, overture, opera, symphony, chamber 

music, anthem, cantata, oratorio, concerto, minuet, sonata, scherzo, polonaise, sarabande, 

fox trot, rondo, etude, nocturne, polka, hillbilly songs, Latin-American songs, and 

rhapsody (p. 62). It was interesting to note that "popular" was not defined by a substyle as 

was "classical". Barry may have unknowingly initiated the response for popular versus 

classical music by her methodology. She explained the preponderance for popular music 

when she concluded: "To the average student, popular music [was] more functional in his 

social and recreational life than the classics written years ago" (pp. 41-42). 

While the above finding seemingly supported the first maturational hypothesis, 

Barry (1945) also reported that 12th-grade subjects liked "popular" less and "semi-

classical" more than 10th- or llth-grade subjects. (It was not revealed to the reader, 

however, which of the 25 styles fit under the genre "semi classical"). The fact that other 

styles were rated higher by older subjects, may indicate that preferences may not always 

remain consistently centered around the popular styles throughout maturation. Barry 

concluded that, with increasing grade level, there was a greater percentage of subjects' 

participation in school music. Would this trend of increased participation be related to 

subjects' greater stylistic familiarity? 

Like Barry (1945), Whaley (1949) surveyed the musical preferences of 10th-

through 12th-grade subjects for classical, semi-classical, and popular music labels. Unlike 

Barry, however, she included: religious, marches, folk, overtures, and novelty musical 

styles with an exemplary title for each category. No music was aurally presented. Not 

surprisingly, Whaley found that popular music such as, "I've Got My Love to Keep Me 

Warm," was the highest ranking musical style. Second and third choices were semi-

classical music including, "Old Man River" and "Danny Boy" and Marches such as, "Stars 

and Stripes Forever" (pp. 123, 132). 
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While exemplary titles helped define what was meant by the stylistic labels, it was 

possible that subjects answering the questionnaire may not have been familiar with the 

examples presented; therefore, self-report accuracy may have been affected. This may have 

been especially true for "religious music" since Whaley (1949) gave the example, "Bach 

chorales" (p. 132), rather than a specific title like she did for the other generic style labels. 

Subjects may have been more familiar with a hymn tune than a Bach chorale. Again, it was 

possible that the results may have represented subjects' preference decisions for the specific 

example and not for the generic style. 

Whaley (1949) reported that subjects' attitudes toward school music participation 

was very positive even when school organizations performed "serious music" (p. 123). 

Although it was not clear whether all of the subjects were involved in school music classes 

or performing organizations, it was interesting to note that even though classical music was 

not ranked in the top three most preferred styles, subjects did not necessarily dislike 

classical or "long-haired" music. Whaley writes, "Fifty-one percent of the students 

classified the music performed by their organizations as 'long hair' and 59.4 per cent 

indicated that they enjoyed this type of music" (p. 117). This finding supported 

Herberger's, (1987) observation that the liking of one style did not necessarily negate the 

liking of another. 

Morrison (1960) found that llth-grade subjects' attraction for learning more about 

classical music was directly related to the influence of family and peer group preferences 

for this style. Subjects responded yes/no to preference statements about titled examples 

which represented the following generic styles: gospel, popular, semi-classical, march, 

western, classical, Dixieland jazz, hillbilly, and musicals. Given that no music was aurally 

presented, and that subjects' may or may not have been familiar with the titled examples, 

the highest ranked generic styles were: rock-n-roll, Dixieland jazz and semi-classical 

music. Morrison concluded,"... [while] . . . a majority of subjects had some enjoyable 
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experiences with serious music. . . . Less than one half of the students wanted to learn 

more about classical music" (pp. 61, 62). 

In an ambitious series of musical preference articles done in 1951 and 1952 by the 

Music Journal, 3,660 fourth- through twelfth-grade subjects' musical preference 

questionnaires and auto-biographical essays revealed that popular music was more often 

cited as the preferred style over classical, semi-classical, religious, and folk styles. 

Classical music received the second highest scores for a first preference choice, then folk, 

and lastly religious music. It was not surprising that classical was the second highest 

competitor to popular music since the study was advertised as a contest for first, second 

and third place monetary prizes, and the volunteer subject population was probably skewed 

toward subjects with musical training, or extensive school music participation. 

Although subjects participating in the Music Journal survey did not fill out a 

uniform listing of their most preferred generic styles, it was interesting to note the 

relationship between subject age and stated musical preferences derived from a content 

analysis of their essays. The results indicated that while popular music decreased in 

preference over advancing age levels, classical music increased from a low point in 4th and 

5th grades to a high point in 10th through 12th grades. Again, this finding may lend 

support to the theory that tolerance changes may occur as subjects mature. The Music 

Journal (1952) concluded,"... represented in the table of the Music Journal study is no 

battle of the 'classical' and the 'popular.' It [was] completely obvious, from a careful 

analysis . . . that these youngsters have an acceptance and understanding of 'music for 

occasion' . . . " (p. 13). 

Would there exist an age range where subjects would be less willing to tolerate, or 

more verbal about disliking differing musical styles other than pop, rock and country and 

western? From the above studies, subjects in the latter years of high school and at the 
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university level appeared to be the most tolerant of styles other than the popular idioms. An 

additional study was found that supported this observation. 

LeBlanc, Colman, McCrary, Sherrill and Malin (1988) presented 24 selections 

from traditional jazz music to 3rd-, 5th-, 7th-, 9th- through 12th- and university-aged 

subjects. While the main independent variable studied was the influence of tempo on 

subjects' Likert scores, LeBlanc et al. (1988) found that overall, ratings were related to 

differing grade levels. Although the maturational trends found were dependent on tempo 

measurements and not on stylistic evaluations, the results indicated,"... that overall 

preference was highest with the youngest listeners (third grade), declined to a low point at 

the seventh grade, and rose again with increasing age up to [the] college level" (p. 166). 

If overall tolerance levels for one style of music changed from elementary to high 

school and up, would similar patterns occur for other styles of music? If the same subjects 

were tested at the elementary and high school levels would there be changes in preference 

ratings across all styles of music? Overall, would the changes be more negative or more 

positive? Would certain styles change more than others? 

Given these questions, and the seemingly contrasting hypotheses in the related 

literature, no stylistic preference study was located that used the same subjects across 

differing grade levels. In a related topic area, however, two longitudinal studies were 

located. While the findings from these studies did not actually pertain to stylistic 

preferences, the results were related to the issues of subjects' tolerance and maturation, and 

therefore, were included in the review of literature. 

Farnsworth (1939), in 1934 tested fifth-grade subjects' ratings of good and bad for 

35 harmonic progressions from the Kwalwasser Harmonic Sensitivity Test. The same 

subjects were retested three years later as eighth graders and it was determined that 

tolerance for harmonic sequences had increased, or in other words the mean rating of "bad" 

had decreased over time. Interestingly enough, Farnsworth had predicted this behavior 
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from an earlier study in 1926 when he had employed a cross-section of fifth-, eighth- and 

university-aged subjects. Likewise, in that study he found an even greater decrease in 

mean "bad" scores from the eighth grade to the university-aged subjects. 

While Farnsworth's (1926, 1939) longitudinal studies uncovered the decrease in 

mean "bad" scores over time, it also revealed that if a majority decision for "good" or "bad" 

was reached for an item by the fifth-grade, this decision was supported to an even greater 

degree three years later. In other words, something really liked, or really disliked, may not 

change over time; however, things that waver between like and dislike were found to 

change for the positive over time. The relationship between this finding and music 

preference, or tolerance change was unknown, but intriguing. The maturational trends 

(i.e., responses by subjects in the fifth through eighth grades) were explained by 

Farnsworth (1939) when he concluded, "On all counts these data appealed] to fit the 

notion that, other things being constant, increasing age with its added acquaintance with 

tonal stimuli brings tolerance" (p. 4). 

Support for the hypothesis that, tolerance may increase for diverse musical styles as 

subjects age, was found in Hardwick (1957), Baumann (1958), and Meadows 

(1970/1971). Hardwick studied 6th-, 9th-, and 12th-grade subjects' Likert scale ratings 

for the following aurally presented styles: popular, semi-classical, jazz, musical comedy, 

hillbilly, folk, religious, jazz, baroque, romantic, classic, and modern. She found that 

while popular music was the most preferred style overall by subjects, 6th graders preferred 

popular music more than 9th and 12th graders respectively. The same trend was found for 

jazz and hillbilly music. 

Overall, Hardwick (1957) found that with increasing age level, subjects became 

more interested in a wider variety of styles, such that 12th graders showed the most interest 

in: religious, baroque, romantic, classic and modern styles. She concluded, "Age of 
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subjects was considered to be somewhat influential to musical taste, since older students 

had interest in more styles of music than did younger students" (p. 53). 

Likewise, Baumann (1958) studied 1,500 sixth- through twelfth-grade subjects' 

Likert scale ratings for 50 popular, classical and "traditional" folk song items. Not 

surprisingly, he found that overall, subjects liked popular music most. Like Hardwick 

(1957), and the Music Journal studies (1951, 1952), however, Baumann found that the 

number of classical ratings increased and popular music ratings decreased as subjects 

matured. He writes: 

Age level preferences also varied significantly. They varied to a lesser and greater 

extent at different age levels and these patterns of variation in turn were different in 

high and low socio-economic groups. Younger children liked popular music better 

than older ones. The older teen-agers appreciated classical music more, with certain 

noteworthy exceptions at the 15-17 year-old level, (p. 188) 

Of Baumann's (1958) three age level groupings above, (12-14; 15-17, and 18-20), 

the 15-17 year-old level consistently rated the traditional and classical lower than the other 

two age groups. For example, depending on the SES group, the 15-17 year-olds showed 

either a decrease or a little increase in liking for the classical selections. The greatest 

increase in preference scores for classical music, however, occurred at the 18-20 year-old 

level. Were these age- related trends situation specific, or were they possibly indicative of 

preference rating changes in relation to maturation? 

Further support for Baumann's (1958) conclusions were found in the following 

study. Meadows (1970/1971) analyzed junior high, high school and university-aged 

subjects' reponses to 30 musical excerpts and found that older subjects (i.e., university) 

displayed, " . . . stronger and greater variety in the their musical preferences" (p. 163). 

Although significant chi-square correlations were found between grade level and preference 

responses, further analysis showed this relationship to be "very weak" for eight styles and 
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"weak" for two styles (p. 121). The two styles that had the highest levels of association 

(albeit weak ones) between grade level and preference responses were classical and light 

classical. Like Baumann's (1958) findings, these styles were rated highest by university-

aged subjects. 

In contrast to the above studies, Duerksen (1968) did not find a music preference 

change (positive or negative) for various styles with increased subject age. In studying the 

differences and effects, however, between the perception and enjoyment of music in high 

school- and university-aged subjects, Duerksen discovered some preference trends that the 

study was not originally designed to answer. Excerpts representing: classical, rock, 

popular, folk and jazz, were aurally presented and subjects evaluated each on a 7-point 

Likert scale. Most interesting were the neutral to positive ratings by subjects for all the 

excerpts regardless of style. Duerksen summarized his findings: 

. . . either the musical preferences of individuals [did] not change appreciably in the 

time between the ninth grade and college graduation, or changes in preference 

occurred] in opposite directions in equal proportion so they cancel[led] each other 

out when averages [were] calculated, (p. 7) 

In summary of the findings supporting the second maturational hypothesis, it was 

seen that the majority of the studies had as their methodology subjects' evaluative ratings of 

various musical styles. With evaluative ratings, information was gathered as to relative 

degree of liking or tolerance; and from several stated research findings, this tolerance was 

found to change over the course of time. But by what degree? In what direction? Across 

what style? By what age? Several questions remained unanswered. It may be argued, that 

until the same subjects are tested using the same measurement instrument, musical 

selections, and/or generic styles, it cannot be determined if the data acquired across 

differently-aged subjects is indicative of real change or maturation. 
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Three conclusions were made concerning the findings of the relationship between 

age/grade level and music preferences over time: 

1. Two hypotheses were found in the literature pertaining to what might happen to 

subjects' stylistic preferences over time. The first hypothesis assumed that with increasing 

age, subjects may narrow their range of stylistic preferences to the more popular idioms. 

Thus, older subjects may like popular music more, and other styles (especially classical 

music) less than they did as younger subjects. The second hypothesis assumed that with 

increasing age, subjects may show an increased liking (or tolerance) for a greater variety of 

musical styles (other than the popular idioms). Thus, while older subjects may still like 

popular music, they may also indicate liking other styles (such as classical music) more 

than they did as younger subjects. 

2. Regardless of methodology one common thread prevailed throughout all the 

music preference studies: The majority of subjects liked the styles which represented the 

popular idioms best. This was not surprising. How the researcher interpreted the 

information regarding the styles "not liked best" however, was the crux of the difference 

between the two "contrasting" maturational hypotheses. 

3. The two maturational hypotheses discussed in this review were not derived from 

studies employing the same subjects across different grade levels; yet they predicted how 

subjects might respond to various musical styles over time. It may be argued that until the 

same subjects are tested using the same measurement instrument, musical selections, and/or 

generic styles, it cannot be determined if the data acquired across differently-aged subjects 

is indicative of real change or maturation. More research is needed. 

Summary 

The six variables identified in chapter two was, by no means, an exhaustive list of 

the possible factors influencing subjects' evaluative decisions. The inability of researchers 
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to control or analyze all the possible combinations of variables (as illustrated in this review 

literature), indicates the complexity of testing and analyzing subjects' musical excerpt and 

style preferences. Nevertheless, analysis and evaluation are the first steps toward 

understanding how musical judgments may be made; steps which are important in 

ultimately aiding the music educator in teaching and helping to formulate (i.e., influence) 

subjects' positive associations for diverse musical styles in the classroom 

To aid the reader in synthesizing the review of related literature the following 

statements were extracted from the summaries within this chapter: 

Peer Music Preferences—Subjects may overestimate peers' degree of liking for rock 

or loud music, and underestimate degree of liking for classical or quiet music. These 

"incorrect" estimations may result in subjects' exaggerated music preference decisions. A 

relationship between "dependent" and "independent" personality characteristics and the 

possibility that a subject will follow a peer-lead preference was detected. Dependent 

subjects were more likely to adjust their degree of liking to peer leaders' preferences than 

independent subjects. Lastly, it was not clear whether subjects become more independent 

or dependent of peer group influences after the ninth grade. 

Musical Training—There was conflicting evidence that musical training was related 

to subjects' excerpt and style evaluations. Studies employing researcher-induced training 

sessions reported both positive and negative correlations, whereas studies exploring 

subjects' prior musical training and its relationship to music preference decisions, described 

positive associations. Studies that focused on high school subjects' preference responses, 

indicated that subjects with greater musical training may give higher preference ratings for a 

wider range of musical styles, than subjects without this training. 

Excerpt Familiarity-For the majority of subjects, excerpt familiarity was found to 

influence evaluative ratings such that familiar excerpts resulted in higher ratings than 
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unfamiliar excerpts. When compared with other variables which may possibly influence 

preference ratings, familiarity correlated highest with subjects' musical evaluations. 

Gender—There was conflicting data concerning the potential influence of subjects' 

gender on subsequent musical evaluations. When subjects indicated preferential ratings for 

diverse musical styles, no statistically significant gender differences were reported even 

though descriptive data indicated that differences may have existed. Discriminating 

variables including: tempo, prominent beat, dynamics, and performing style were 

identified as potential factors in determining stereotypical preference trends in males and 

females. Males were found to like faster, heavily accented, and dynamic music selections. 

Females indicated liking slower, less dynamic, legato, and child-oriented music selections. 

Lastly, females more so than males, were found to have more encouragement from parents 

to participate in school music. Females' increased musical training may possibly have been 

related to their greater stylistic familiarity, and increased tolerance for diverse musical 

styles. 

Race—When subject groups were distinctly aware of racial identity differences, 

music reflecting or associated with these differences was found to be preferred more by the 

race represented in the music than by the race not represented. Specifically, African-

American subjects were found to be less likely than Caucasian subjects to prefer music that 

was cross-ethnically oriented. Preferences, however, for music associated with subjects' 

same ethnic group or same-race performer may not remain consistent over time due to 

changing societal influences. 

Grade/Age-Two hypotheses were found in the literature pertaining to what might 

happen to subjects' stylistic preferences over time. The first hypothesis assumed that with 

increased age, subjects may narrow their range of stylistic preferences to the more popular 

idioms. Thus, older subjects may like popular music more, and other styles (especially 

classical music) less than they did as younger subjects. The second hypothesis assumed 
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that with increased age, subjects may show an increased liking (or tolerance) for a greater 

variety of musical styles (other than the popular idioms). Thus, while older subjects may 

still like popular music, they may also indicate liking other styles (such as classical music) 

more than they did as younger subjects. 

Regardless of methodology employed in each study, one common thread prevailed 

throughout all the music preference research: The majority of subjects liked the styles 

which represented the popular idioms best. How the researcher interpreted the information 

regarding the styles "not liked best" however, was the crux of the difference between the 

two "contrasting" maturational hypotheses. 

Finally, the two maturational hypotheses discussed in this review were not derived 

from studies employing the same subjects across different grade levels; yet they predicted 

how subjects might respond to various musical styles over time. It may be argued that until 

the same subjects are tested using the same measurement instrument, musical selections, 

and/or generic styles, it cannot not be determined if the data acquired across differently-

aged subjects is indicative of real change or maturation. More research is needed. 



CHAPTER III 

METHODOLOGY 

The purpose of this study was to determine the same subjects' music preference 

similarities and differences at the elementary versus high school levels, and the relationship 

between these findings and selected environment and listener variables. To fulfill this 

purpose, two objectives were sought: 

1. A comparison of the evaluative ratings for 24 musical selections made by the 

same subjects' in early elementary and high school grades. 

2. A descriptive analysis concerning the influence of: peer group preferences, 

formal music training, excerpt familiarity, gender, race, and grade level variables on high 

school subjects' evaluations for the same 24 selections. 

The prelude to this study began in 1980 when May (1983) tested 577 elementary 

subjects' ratings for 24 musical excerpts on an instrument he devised~the Music Preference 

Reaction Index or MPRI. In order to compare these elementary subjects' responses to their 

responses made as high school students, it was necessary to utilize the MPRI in 1989. It 

was felt, however, that since subjects would be older (i.e., high school), and more likely to 

supply answers to pertinent questions that were unasked at the elementary level, 

information could also be gained through additions to the MPRI. The additions included: 

(a) a subject questionnaire, (b) a reaction index to style names only, and (c) subjects' style 

categorization, preference, and familiarity responses to selections heard. The culmination 

of the MPRI and the above questionnaires resulted in an instrument referred to as the 

revised Music Preference Reaction Index or MPRI-2. 

79 



80 

The Music Preference Reaction Index (MPRI) was developed by May in 1980 to 

assess first-, second-, and third-grade subjects' evaluations for 24 musical selections 

representative of 12 generic styles including: art, country and western, children's, easy 

pop, folk, gospel, jazz, march, Muzak, nonwestern, rock, and Broadway show. Thirty-

two judges including university music faculty, graduate music majors, and non-music 

majors categorized the excerpts under generic style names, and rated their degree of stylistic 

"typicality." "Excerpts were recorded at uniform dynamic levels, and ranged in length 

from 22 to 41 seconds . . . " (May, 1983, p. 85). Selections were randomly ordered with 

5 seconds between each presentation. Subjects rated each selection with a happy-to-sad-

faced pictographic response form that functioned as a 5-point Likert scale. Subjects were 

tested for an average of 21 minutes in their normal classrooms. The instrument went 

through one revision and the final MPRI (see Table 1), was tested in the Spring of 1980. 

The MPRI was determined to have content validity through factor analysis and internal 

reliability was estimated at .84 using Cronbach's coefficient alpha (p. 135). May's MPRI 

was retested using a different population in 1986 and content validity remained consistent. 

Pilot Study 

A pilot study was conducted in 1989 for the duel purposes of development and 

evaluation of the revised MPRI-2. Three additions were appended to the original MPRI: 

(a) a subject questionnaire, (b) Generic Style Reaction Index (GSRI), and (c) a style 

categorization task. These indices and questionnaires were assembled into a three-part test 

booklet which resulted in the revised MPRI-2 (see Appendix A). 

The subject questionnaire was represented in section one and included a brief 

biographical and musical experience survey. Section two was divided into two parts. The 

first part, or the Generic Style Reaction Index (GSRI) utilized 5-point Likert scales for the 
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Table 1 

Music Preference Reaction Index 

Styles Excerpts 

March/Inst 

Jazz/Bebop/Inst 

Art/Mod/Inst 

C&W/Mod/Voc 

Show/Voc 

Children/Inst 

Gospel/Voc 

Art/Rom/Voc 

Art/Bar/Inst 

Jazz/Swing/Inst 

Rock/Hard/Inst 

Jazz/Easy/Inst 

"Liberty Bell March" (Sousa) by Eastman Wind Ensemble, Sound 
Off!. Mercury SR90264. 

"Koko" (Parker) by Charlie Parker, The Smithsonian Collection of 
Classic Jazzr Columbia Special Products P6 11891. 

Simple Gifts theme from Appalachian Spring (Copland), The Story 
of Great Music: The Music of Today, Time-Life Records STL 145. 

"There's Power In Our Love" by George Jones and Tammy 
Wynette, The World of Popular Music: Folk and Country, Follett 
Publishing Co. P12627. 

"Hello Dolly" (Herman) by male chorus from Hello Dolly cast 
album, RCA Victor LSOP-1087. 

"Instrumental Piece" (Orff-Keetman) from Music for Children by 
Carl Orff and Gunild Keetman, Angel 3582-B. 

"I'll Wait on Jesus" (Biggham), James Cleveland and the Charles 
Ford Singers, Volume 2T Savoy SGL-7038. 

125 (Beethoven), Bruno Walter and the Columbia Symphony 
Orchestra, Columbia M2S 608. 

"Suite in D major (Water Music)" (Handel) by the Bach Festival 
Orchestra, The Story of Great Music: The Baroque Era, Time-Life 
Records STL 144. 

"Take the A Train" (Ellington) by Duke Ellington Orchestra, 
Greatest Hits, Reprise S-6234. 

Guitar solo from "I Ain't The One" (Rossington & VanZandt) by 
Lynard Skynard, One More for the Road, MCA 2-6001. 

"My One and Only" (Wood & Mellin) by Oscar Peterson Trio, We 
a. Verve 68606. 
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Styles Excerpts 

Art/Electronic 

Children/Voc 

Art/Rom/Inst 

Nonwest/Inst 

Easy Pop/Voc 

C&W/Blugrs/Inst 

Muzak/Inst 

Rock/Disco/Inst 

Rock/R&R/Voc 

Folk/Voc 

Rock/Reggae/V oc 

Jazz/Dixie/Inst 

"Ensembles for Synthesizer, Part 1" (Babbitt), 
Music: The Music of Today, Time-Life Records STL 145. 

"Smile" (Banov & Cook) by children from the Agape Force Prep 
School, The Music Machine, Birdwing Records BWR-2004. 

Rondo Capriccioso from "Introduction and Rondo Capriccioso" 
(Saint Saens) by the Hollywood Bowl Orchestra, The Story of 
Great Music: The Opulent Era. Time-Life Records STL 142. 

"Dhun Kafi" by Ravi Shankar, Ravi Shankar, World-Pacific 1430. 

"Living Together, Growing Together" (Bacharach & David) by the 
Fifth Dimension, Living Together, Growing Together, Bell Records 
1116. 

"Lonesome Road Blues" (Scruggs) by Lester Flatt and Earl 
Scruggs, Flatt and Scruggs, Columbia GP30. 

Selection #3 from, 
Corporation. 

), Muzak 

"Salsa" (Ramirez) by Louis Ramirez Orchestra, Disco Hustle, TVP 
Records TVP-1019-KO. 

"Rock and Roll Soul" (Farmer) by Grand Funk Railroad, Grand 
Funk Hits, Capitol ST-11579. 

"Jehosephat" (Raskin & Gottlieb) by the Limelighters, Sing Out?, 
RCA Victor LSP-2445. 

"So Much Trouble" (Marley) by Bob Marley and the Wailers, 
Survival, Island ILPS 9542. 

"Bourbon Street Parade" (Barbarin) by A1 Hirt, 
Gras, RCA Victor LPM 2497. 

Note. The above was cited from May, 1983, pp. 133-134. 
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purpose of rating subjects' preferences for generic style names-only. The second part was 

a questionnaire pertaining to generic styles subjects' listened to and preferred in specific 

situations. Section three contained the combination of the original MPRI with a style 

categorization task. The purpose of this was to not only assess subjects' generic style 

preferences, but to also: (a) determine the agreement between researcher and subjects in 

categorizing the excerpts by stylistic labels, and (b) determine the consistency of subjects' 

responses to the style name only (GSRI) versus an aural representation of that style. 

Subjects were 70 high school choir students attending John B. Reagan and Stephen 

F. Austin High Schools in Austin, Texas, and 76 non-music majors at the University of 

Texas at Austin. Subjects were tested in their regularly scheduled music classrooms in 

groups of 10-25 during class hours. Taped instructions, an overhead projector, and a 

three-part test booklet, were used to help subjects follow directions in filling out their 

responses to test questions. 

For the MPRI-2, subjects were told that the music was at least 10 years old and that 

the researcher was interested in their individual responses. Excerpts were played on 

stereos available in the music classrooms. The testing procedure took approximately 30 

minutes which was considered to be within the maximum amount of time subjects would 

be able to concentrate (LeBlanc & McCrary, 1983). A detailed procedural analysis of each 

section of the test booklet was described below, beginning with section one, or the subject 

questionnaire. 

Based on the review of related literature concerning the effect of: gender, race, 

grade, formal music training, and excerpt familiarity on music evaluations (see Chapter II); 

the questionnaire was designed to obtain two types of data: (a) biographical data, (e.g., 
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grade, gender and race); and (b), descriptive data concerning subjects' musical history 

(e.g., formal music training, ensemble performing experience, and generic styles 

performed). Subjects had no problem answering the biographical questions. 

The high school population included subjects in grades 9 through 12. The majority 

(or 57%) of which, were either in the 9th (31%) or 10th grades (26%). Seventy-nine 

percent of the high school population was female, and 48% of this population was 

Caucasian. Other races represented were: African-American (34%), Hispanic (17%) and 

Asian (1%). 

Although subjects had no problems responding to the biographical questions, there 

were some procedural and formatting problems in obtaining a history of subjects' musical 

experiences. The biggest problem was that not all subjects followed the written directions. 

Although subjects were given a check list and directions on how to check their three-most-

often-studied generic styles, (see Appendix A), some subjects just checked one style, while 

others rated all 12 styles either a 1, 2, or 3. Since all subjects gave at least a "first" 

response, this information was used in the descriptive analysis. 

Surprisingly, the majority (or 69%) of subjects were engaged in self-instruction or 

private music lessons. Aside from the error inherent in subjects' different responding 

modes described above, the results indicated that the most-often-studied generic style of 

music was classical (31%), and the second most-often-studied styles were gospel (17%) 

and rock (17%). These responses were not surprising since the related literature linked 

formal music training (i.e., implied stylistic familiarity) to subjects' preferences for 

classical music (Baumann, 1958; Geringer, 1982; Kelly, 1961). In order to decrease 

response error in the future, it was determined that the main study directions would be 

reworded and reformatted for clarity and emphasis. 

The second problem that occurred in obtaining a history of subjects' musical 

experiences was that subjects did not necessarily know the meanings of the style names 
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included in check list of music studied (see Appendix A). Although definitions were 

included in the GSRI, they were located in section two which was on another page of the 

test. Subjects were allowed to ask questions during the testing procedure, however, to 

save time and facilitate the procedure, it was determined that the test order would be revised 

so that subjects would know stylistic definitions before answering questions pertaining to 

style. 

The third problem that occurred in obtaining a history of subjects' musical 

experiences was that the definition of "band" was unclear (See Appendix A). While "band" 

was meant to represent school or community orchestral band, understandably, some 

subjects thought it meant "rock band". It was determined that band type would be 

explained in the main study. 

Although 100% of the subjects participated in choir, the majority of subjects did not 

participate in band, orchestra, and/or other ensembles. More subjects, however, 

participated in band (39%), and their own group or ensemble (26%), then they did in 

orchestra (14%). The fourth problem that occurred in obtaining a history of subjects' 

musical experiences was that subjects did not consistently report styles performed by their 

ensembles, which resulted in missing data in the analysis. It was observed during the 

testing procedure that subjects either skipped this question, or took too long writing out 

their answers. In order to decrease the amount of missing data in the future, it was 

determined that a check list of styles by each question would remind subjects to respond, 

and facilitate the answering process. 

Although missing data was determined to be critical to the accuracy of the results, 

an overview of the responses showed that for the subjects who did respond, the top three 

reported styles performed in ensembles were unexceptional. Out of the 20 subjects who 

were in band: 31% reported studying marching music, 23% reported studying jazz, and 

12% reported studying classical. Out of the 70 subjects who were in choir: 27% reported 
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studying gospel, 14% reported studying classical, and 10% reported studying Broadway 

show music. Out of the 10 subjects who were in orchestra: 70% reported studying 

classical, 20% reported studying folk and children's music. Out of the 18 subjects who 

were in their own group or ensemble: 78% reported studying gospel and rock, and 15% 

reported studying pop, jazz, and classical. 

Section Two: Generic Style Reaction Index and Questionnaire 

The Generic Style Reaction Index (GSRI) was developed to assess subjects' 

preferences for 12 generic styles identified by name and definition only, including: 

Broadway show, children's music, classical, computer, country and western, easy 

listening/Muzak, folk, gospel, jazz, march, nonwestern, and rock (for working definitions 

see Appendix A). The purpose of the stylistic questionnaire was to augment the GSRI data 

with subjects' situation-specific preferences for musical styles including: favorite overall 

style, styles listened-to-most with friends, styles listened-to-most by parents or guardians, 

and unfamiliar generic style names. 

Responses to the GSRI were easily obtained through subjects' Likert scale ratings 

for 12 generic style names. (These generic styles later were represented by the 24 excerpts 

on the MPRI). Not surprisingly, it was found that 64% of the subjects indicated a 5 or 

"Really Like" for rock. Styles with the second and third highest percentages of 5's were 

gospel (34%) and classical (22%). Interestingly, the least-liked style name was country 

and western with 29% of the subjects indicating a 1 or "Really Dislike." Styles with the 

second and third highest percentages of l's were easy listening/Muzak (21%) and folk 

(11%). 

It was somewhat surprising to see country and western ranked so low since it was 

hypothesized in the related literature to be one of the popular culture styles, and thus, liked 

by a greater number of people (LeBlanc, 1981; May, 1983). Furthermore, quite a few 
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researchers found that subjects' tended to narrow their liking of various styles of music to 

the popular idioms after approximately grade four (Castell, 1982; Greer, Dorow, & 

Randall, 1974; LeBlanc, 1979; May, 1983, 1986; Rogers, 1956). 

In contrast, it was surprising to find that gospel music had the second highest 

percentage of "5's" since no literature was found to predict this outcome. Likewise, 

classical was not expected to be given the third highest percentage of "5's" since the first 

maturational hypothesis suggested that subjects' decreased their liking for classical music 

with age (Geringer, 1982; Pantel, 1978). This finding therefore, tentatively supported the 

second maturational hypothesis which assumed that with increased age, subjects would be 

more tolerant of styles other than the popular idioms (Baumann, 1958; Hardwick, 1957; 

Meadows, 1970/1971; Music Journal, 1951, 1952). 

One possible explanation for the high ratings for gospel and classical music was 

that subjects reported these as the first and second most-often-studied styles in choir and 

private music lessons. Since 100% of the subjects participated in choir, and 69% were 

involved with private instruction (formal, or self-taught) the majority of subjects indicated 

familiarity with these styles. Support for this conclusion was found in the review of 

literature—specifically, the positive relationship between stylistic familiarity and subjects' 

stylistic preferences (Baumann, 1958; Getz, 1966; Hardwick, 1957; Radocy, 1982). 

The second half of section two contained the style questionnaire which posed more 

procedural and analytical problems than the GSRI. The first problem in assessing subjects' 

style responses was that not all subjects followed the written directions. Although the first 

question asked for just one checked response (see Appendix A), many subjects responded 

with more than one answer. Since multiple responses were not rank-ordered, it was 

determined that the discrimination of "favorite" was futile and only increased error in the 

data. To decrease the possibility of error in the main study, it was determined that response 
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procedures would incorporate the ranking of first, second, and third favorite styles. This 

way subjects could give more than one answer but still indicate their overall favorite style. 

The second problem in assessing subjects' style responses was that the second and 

third questions were unclear in their overall purpose and requested response procedures. 

Since subjects were not given a rating system or a limit on the number of check marks they 

could make regarding styles most-listened-to by parents and with friends, the data became 

overly difficult to interpret. One subject ranked ordered the responses which helped identify 

the most heavily listened-to styles. It was decided that for the main study, the purpose of 

these questions was to determine if a relationship existed between the first, second, and 

third most-listened-to styles by subjects, styles listened to with peers, and styles listened to 

by parents (as reported by subjects). Response procedures were revised to incorporate the 

ranking of first, second, and third favorite styles. 

The third problem in assessing subjects' style responses concerned the response 

options available to indicate stylistic unfamiliarity. No option was included on the test for 

subjects to indicate that they were familiar with all of the styles. This was particularly 

problematic since a "no response" was interpreted either as a skipped question, or a 

subject's familiarity with all of the musical styles listed. 

Interestingly, jazz and rock were the only two styles reported as being familiar to 

every subject. It was somewhat surprising that styles such as: country and western, 

classical, and gospel, were reported as being unfamiliar to some subjects. This finding 

elicited suspicion that subjects may have misinterpreted the question. It was decided that in 

the main study "unfamiliar" would be spelled out "not familiar," and the response option, "I 

am familiar with all of the styles listed", would be included as a possible response. 

Overall, a few subjects requested further explanation of the following stylistic labels: 

children's, country and western, folk, gospel, jazz, and nonwestern music. The original 

definitions were adapted from stylistic descriptions by May (p. 92), however, since May 
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never intended that subjects see these labels, the following definitions were revised for the 

main study: 

1. Children's music was defined by the inclusion of grade school songs as well as 

children's instrumental. 

2. Country and western was defined by the inclusion of progressive country as well 

as bluegrass styles. 

3. Folk music was defined by the inclusion of mountain ballads and patriotic songs. 

4. Gospel music was defined by the inclusion of contemporary gospel as well as 

spirituals. 

5. Jazz was defined by the inclusion of Dixieland and bebop styles. 

6. Nonwestern was defined by the inclusion of music from Japan, China, and 

India. 

Section Three - Music Preference Reaction Index and Style Categorization Task 

The purpose of the original Music Preference Reaction Index (MPRI), developed 

by May (1983), was to assess subjects' preference ratings for 24 musical excerpts. The 

purpose of the MPRI-2 in 1989 remained the same, however, a style categorization task 

was appended to the instrument which required some modifications of the stylistic labels 

used by May. Since the stylistic labels were only used in reporting subjects' responses in 

1980, label modifications did not pose a threat to the MPRI test-retest reliability. Very few 

stylistic label modifications were made, and these were only for the purposes of ensuring 

successful categorization of excerpts by subjects not necessarily trained in music. The 

purpose of the style categorization task was twofold: (a) to determine the agreement 

between researcher and subjects in categorizing the excerpts by stylistic labels; and (b) to 

determine subjects' responses to written style names versus their responses to aurally-

presented excerpts representative of these same style names. 
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The first modification made to May's MPRI labels concerned the generic style 

classification "art" music. An informal survey of 10 university subjects (non-music 

majors) attending the University of Texas in Austin was conducted. Subjects listened to 

four art excerpts from the MPRI (Art/Bar/Inst, Art/Rom/Inst, Art/Rom/Voc, Art/Mod/Inst) 

and were asked to name the overall generic style of music that they thought was represented 

by the four excerpts. Ninety-nine percent of the subjects classified these excerpts as 

representing "classical" music. It was hypothesized that the classical label would be used 

by high school subjects as well, therefore, the generic style classification "art music" was 

renamed "classical." In support of this name change, it was found that quite a number of 

researchers in the review of literature used the label "classical" versus "art" as a generic 

style classification (Baumann, 1958; Duerksen, 1968; LeBlanc & Sherrill, 1986; Morrison, 

1960; Rogers, 1956; Shehan, 1983; Webster & Hamilton, 1983; Whaley, 1949). 

The second modification made to May's MPRI labels was the reclassification of the 

Babbitt selection (see Table 1) as "computer" music rather than "art" or "classical." This 

label change was not to be interpreted as meaning Babbitt's music was not "art." The label 

was changed only for the purposes of ensuring successful categorization of this excerpt 

across subjects who most likely were not trained in 20th-century art music. Given the rise 

of computer generated musical instruments, it was hypothesized that subjects would not 

associate electronic timbres with "art" or "classical" music, therefore the new label, 

computer, was devised to help subjects' categorize this particular selection. 

The last modification made to May's MPRI labels was the combination of the easy 

listening pop and Muzak labels into one style category called easy listening/Muzak. The 

purpose behind this was to condense two selections into one category due to the often 

occurring pop tunes in "Muzak-like" music, sometimes referred to as "elevator music". 

Modifications in the original MPRI tape and response sheet were necessary given 

the maturity level of the high school subjects. Specifically, the stimulus tape was 
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remastered due to the child-oriented vocal presentation of May's announcer and his 

references to the subjects' pictorial answer sheets. The tape was remastered on a Studer 

B67 recorder and mixed by the ADM Mixing ST 200II Mixing Console. A recording of 

the new, more mature directions, was made by an experienced public speaker (see 

Appendix B). Although the taped directions were modified, the order and duration of the 

original MPRI excerpts did not change. The original MPRI practice excerpts, however, 

were deleted due to time restrictions. A verbal and visual walk-through of how to complete 

the answer form was demonstrated, and subjects were allotted time to ask questions. 

Several changes in the answer sheet were necessary given the maturity of the 

population and the complexity of the stylistic categorization task. First, the original 

pictographic response form was changed to a traditional 5-point Likert scale with the 

following definitions. 

1. Really like—means you like it a lot = (5 points). 

2. Like—means you think it is pretty good, or it is O.K. = (4 points). 

3. Neutral-means you can not decide whether you like it or not = (3 points). 

4. Dislike—means you do not care much for it = (2 points). 

5. Really Dislike—means you do not like it at all = (1 point). 

Second, a check list of the 12 styles represented in the MPRI were included after each 

excerpt. Subjects rated their degree of like/dislike for each excerpt then checked the generic 

style they thought the excerpt represented. The check list included the following styles in 

alphabetical order: Broadway show, children's, classical, computer, country and western, 

easy listeningrMuzak," folk, gospel, jazz, march, nonwestern, and rock (see Appendix 

A). 

Overall, subjects' responses to the MPRI and style categorization task were 

positive. The results of the style categorization task (see Table 2) indicated that for 21 out 

of 24 excerpts, the majority of subjects' (51% or better) agreed with the researcher 
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Table 2 

MPRI Excerpts and Styles Compared to Subject-Generated Generic Style Names; Pilot 

Study 

Excerpts S style name C.C.#1 C.C.#2 -

"Liberty Bell" 
(March/lnst) 

"Koko" 
(Jazz/Bebop/Inst) 

"Simple Gifts" 
(Class/Mod/Inst) 

"Power In Our Love" 
(C&W/Voc) 

"Hello Dolly" 
(Bshow/Voc) 

"Instrumental Piece" 
(Child/Inst) 

"I'll Wait on Jesus" 
(Gospel/Voc) 

"Ode to Joy" 
(Class/Rom/Voc) 

"Water Music" 
(Class/Bar/Inst) 

"Take the A Train" 
(Jazz/Swing/Inst) 

"I Ain't The One" 
(Rock/Hard/Inst) 

"My One and Only" 
(Jazz/Easy/Inst) 

"Ensembles for Synthesizer" 
(Computer/Inst) 

March 99% 

Jazz 99% 

Class 70% 

C&W 94% 

Bshow 97% 

Child 48% 

Gospel 99% 

Class 77% 

Class 76% 

Jazz 59% 

Rock 100% 

Muzak 69% 

Compt 87% 

Bshow 1% — — 

Class 3% — — 

Bshow 11% March 9% 

Folk 3% 

Class 3% 

Muzak 9% 

Rock 1% 

Compt 15% Muzak 15% 

Rock 1% 

NonW 10% Muzak 

Folk 6% 

Bshow 17% Muzak 15% 

Jazz 21% Class 3% 

Child 6% Muzak 3% 
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Excerpts S style name - C.C.#1 - C.C.#2 

"Smile" 
(Child/Voc) 

"Rondo Capriccioso" 
(Class/Rom/Inst) 

"Dhun Kafi" 
(Nonwest/Inst) 

"Living Together . . . " 
(Easy Listening/Muzak/Inst) 

"Lonesome Road Blues" 
(C&W/Bluegrass) 

Selection #3 
(Easy Listening/Muzak/Inst) 

"Salsa" 
(Rock/Disco/Inst) 

"Rock and Roll Soul" 
(Rock/R&R/Voc) 

Jehosephat" 
(Folk/Voc) 

"So Much Trouble" 
(Rock/Reggae/Inst) 

"Bourbon Street Parade" 
(Jazz/Dixie/Inst) 

Child 

Class 77% 

NonW 83% 

Folk 31% 

C&W 93% 

Muzak 80% 

Rock 76% 

Rock 

Folk 75% 

Rock 83% 

Jazz 84% 

Bshow 3% 

Folk 6% 

Class 6% 

Gospel 1 % 

C&W 9% 

NonW 7% 

Bshow 1 

Class 1 % 

NonW 13% Folk 9% 

Muzak 3% 

Muzak 30% Child 27% 

Folk 7% 

NonW 4% 

Muzak 10% Jazz 6% 

NonW 1% 

NonW 7% 

Jazz 8% 

March 4% 

Note. "S Style Name" stands for the style name used by the majority of subjects in 

categorizing each selection. C.C. stands for critical competitor, or the second and third 

style choices by the majority of subjects. (—) = no critical competitor. Bshow = 

Broadway show music. Class = classical music. Compt = computer music. NonW = 

nonwestern music. 
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designated style names. Hard rock was the only excerpt that was correctly identified by 

100% of the subjects. 

A few subjects had problems generalizing excerpts to styles which was evidenced 

by the fact that most selections had at least two stylistic competitors. For example, one 

selection, Children/Inst, had the appropriate generic style label, but less than a 51% 

majority vote. In this case, 48% of the subjects thought the excerpt was a representation of 

children's music, while the remaining subjects were divided between the other 11 generic 

styles. The critical competitors, or second and third most-agreed-upon styles for the 

Children/Inst selection were computer music and Muzak. May, also found discrepancy in 

this excerpts' factorial loadings such that Children/Inst cross-loaded with the Art (classical) 

and Children's factors in both the pilot (p. 106) and main study (p. 154). 

Interestingly, two selections, Jazz/Easy/Inst, and Easy Listening/Muzak, were 

categorized as representing totally different generic musical styles. Jazz/Easy/Inst had the 

majority of subjects (69%) vote that it represented the Muzak style, whereas, Easy 

Listening/Muzak was categorized by 31% of the subjects as representing folk music. For 

both the Easy Listening/Muzak and Jazz/Easy/Inst examples, however, the second most-

agreed-upon stylistic label for each of these excerpts was the researcher designated style 

name. 

The disagreement in categorizing the Jazz/Easy/Inst excerpt as jazz, was alluded to 

by May when he reported that this particular selection loaded with the art (classical) factor 

in the factorial analysis in both the pilot (p. 106) and main study (p. 154). Interestingly, 

subjects in this study confused this excerpt most often with the generic style, Muzak. Quite 

possibly subjects associated it with "background music" which was part of the Muzak 

definition provided in the GSRI. 

The confusion evident in categorizing the Easy Listening/Muzak excerpt may have 

been caused by the renaming of May's two generic styles "easy listening pop" and 
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"Muzak" into one generic classification. In support of this hypotheses, several subjects 

wrote in "pop music" next to this selection. It was determined that in the main study, 

classification of these two styles would return to May's original designation. 

Although subjects had no problem categorizing the Babbitt selection as a 

representative of computer music, it was decided that for the main study the Babbitt 

selection would be reclassified as "electronic" music rather than "computer". This change 

was made upon further research which showed that the related literature defined 

"electronic" as a genre name and "computer" as an electronic instrument (Apel, 1972; 

Kennedy, 1988; Salzman, 1974). 

Upon observing subjects' responses to the MPRI and style categorization task, it 

appeared that some were familiar with a few of the excerpts. Questions concerning degree 

of familiarity and subjects' preference ratings lead to further research of the related 

literature. A positive correlation between degree of liking and degree of familiarity was 

cited in the related literature (Hardwick, 1957; Radocy, 1982), which gave impetus to the 

development of familiarity scale for the main study. Due to the already complex answer 

sheet in section three, it was determined that the familiarity response procedure required 

simplicity. For each of the 24 excerpts, subjects were asked to circle one of three 

responses: "No, Yes, Unsure," to the following statement, "I have heard this piece 

before." (see Appendix E). Definitions for this scale were as follows: 

1. No~I do not think I have heard this piece before. 

2. Unsure—Whether or not I have heard this piece before. 

3. Yes~I have heard this piece before. 

The development of the Familiarity Reaction Index was a direct outcome of the pilot study 

and due to it's aural requirements, it was appended to the MPRI and style categorization 

task in the main study. 
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Subjects gave some negative responses to the taped directions on, "How not to 

bother your neighbor," during the listening session (see Appendix B). Since these 

directions were taken directly from May's (1983) example, it was determined that they also 

would have to be altered in the main study to fit the more mature audience. Two 

observations were made that would impact the testing environment in the main study. 

First, subjects needed to be placed at least one chair away from each other in order to 

encourage independent answers. Second, the researcher would supply pencils with 

erasures for the main study. 

To summarize, a pilot test was conducted for the purposes of development, 

revision, and evaluation of the MPRI-2 instrument. One index (GSRI) and two 

questionnaires (subject questionnaire, style categorization task) were developed and 

appended to the original MPRI. Upon observation and analysis of the pilot study, 

modifications and revisions were made in the stimulus tape and stylistic labels. A new 

answer sheet was developed and revised for the main study; and subjects' response 

behaviors lead to the development of the Familiarity Reaction Index (FRI) for the main 

study. Thus, the pilot test was considered successful in pinpointing questions and 

problems for the development and revision of the instrument and testing procedures. 

Main Study 

The main study was conducted in April, 1989. Although this study replicated the 

Music Preference Reaction Index test developed and conducted by May (1983), the 

purpose of this research was not purely replication. New questions were introduced and 

researched concerning the consistency of the same subjects' evaluative ratings for musical 

excerpts in the elementary versus high school grades; and the influence of the following 

variables: peer group preferences, formal music training, excerpt familiarity, gender, race, 

and grade level on high school subjects' music preference evaluations. 
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Data was gathered to provide answers to the following research questions: 

1. Are there statistically significant differences in subjects' preference ratings in 

1980 versus 1989 for a set of selected musical excerpts? Which preference ratings for the 

musical excerpts are significantly different? What is the direction of change in subjects' 

preference ratings from 1980 to 1989? 

2. Are there statistically significant differences in preference ratings for selected 

musical excerpts when subjects are grouped by grade, gender, or race factors? Are there 

statistically significant interaction effects? In the absence of statistically significant 

interactions, are there statistically significant main effects for the grade, gender, or race 

factors? 

3. Are there statistically significant differences in preference ratings for musical 

excerpts when subjects are grouped by levels of music training? 

4. Are there statistically significant positive correlations between subjects' music 

preference ratings for the musical excerpts and subjects' degree of excerpt familiarity? 

5. Are there statistically significant correlations between the ratings of first-, 

second-, and third-most-listened-to styles, and the following three variables: (a) musical 

styles most-listened-to by subjects, (b) musical styles most-listened-to with peers, and (c) 

musical styles most-listened-to by parent/guardians (as reported by subjects). 

Subjects for the main study were 275 tenth- through twelfth-grade students from 

Louisville, Mississippi. These subjects were selected because they had participated in 

May's Music Preference Reaction Index (MPRI) study in 1980. The selection process was 

aided by knowledge of last names and first initials of the original subjects, along with race, 

gender, age and grade level identifiers. Permission was granted by the superintendent of 

public schools in Louisville, Mississippi (see Appendix C) to proceed with the study and to 
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contact the principal of Louisville High School. The Louisville High School principal 

consented to assist with the study (see Appendix D) and sent the Fail 1988 attendance 

records for the 10th through 12th grades. These records were used to determined if there 

were enough of May's original subjects still residing in Louisville to warrant doing the 

study. The school records showed that 361 of the original subjects were still in Louisville, 

which was three times the number anticipated. Approval was granted by the University of 

North Texas Institutional Review Board on Human Subjects provided that the subjects 

remained anonymous. 

Test Instrument: MPRI-2 

Five additions were appended to the original MPRI: (a) subject questionnaire, (b) 

styles and ensemble questionnaire, (c) Generic Style Reaction Index (GSRI), (d) style 

categorization task, and (e) Familiarity Reaction Index (FRI). These indices and 

questionnaires were assembled into a three-part test booklet which resulted in the new 

MPRI-2 test instrument (see Appendix E). 

The subject questionnaire was represented in section one and included a brief 

biographical and music experience survey. Section two was divided into two parts. The 

first part, or GSRI, utilized 5-point Likert scales for the purpose of rating subjects' 

preferences for generic style names-only. The second part was a questionnaire pertaining 

to generic styles subjects' listened to and preferred in specific situations, and music 

ensemble experience. Section three contained the combination of the original MPRI, style 

categorization task, and FRI. 

Section One. Subject Questionnaire 

The original subject questionnaire was divided between section one and section two 

in the main study due to the required response procedures. The subject questionnaire 

remaining in section one was designed to obtain two types of data: (a) biographical data, 



99 

(e.g., grade, gender and race); and (b) descriptive data on subjects' musical environment 

and formal music training. Since subjects had no problem answering the biographical 

questions in the pilot study, these questions were unchanged. 

Section Two: Generic Style Reaction Index, Style and Ensemble Questionnaire 

The Generic Style Reaction Index (GSRI) was developed in the pilot study to 

achieve two objectives. First, to assess subjects' preferences for 12 generic styles 

identified by name and definition including: Broadway show, children's, classical, 

computer, country and western, easy listening/Muzak, folk, gospel, jazz, march, 

nonwestern, and rock (for working definitions see Appendix A). Second, to familiarize 

subjects with a working definition of stylistic labels to help them answer questions in the 

style and ensemble questionnaire. 

The style questionnaire was devised to augment subjects' stylistic label preferences 

identified on the GSRI. Specifically, this questionnaire was concerned with subjects' 

favorite overall style, styles listened-to-most with friends, styles listened-to-most by 

parents or guardians, and unfamiliar generic style names. Questions concerning subjects' 

participation in musical ensembles and the styles of music studied were devised to augment 

subjects' musical background as well as identify familiarity with styles performed. 

Given the problems outlined in the pilot study, the following changes were made to 

the GSRI (see Appendix E): 

1. The number of generic styles to be rated by subjects was changed from 12 to 13 

due to the reclassification of one style label, easy listening/Muzak, into two separate style 

names: easy listening pop, and Muzak. 

2. The Babbitt selection was reclassified "electronic" music rather than "computer". 
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3. Based on subjects' want for further explanation of the stylistic definitions in the 

pilot study, children's music, country and western, folk, gospel, jazz, and nonwestern 

music definitions were revised to provide more specific examples. 

4. In order to insure that all subjects had familiarized themselves with the stylistic 

definitions, the taped instructions for the GSRI were revised and the narrator read each 

stylistic definition aloud (see Appendix F). 

Given the problems outlined in the pilot study, the following changes were made to 

the style and ensemble questionnaire (see Appendix E): 

1. A check list of generic styles was included with every question pertaining to 

styles studied, or performed, to remind subjects to respond and to facilitate the answering 

process. 

2. The response format for all questions (except excerpt unfamiliarity) was altered. 

Subjects were requested to give three responses ranked first, second, and third, which 

allowed subjects to give more than one answer but still indicate degree of importance or 

preference. 

3. Questions pertaining to styles studied in ensembles, private and/or self-taught 

lessons were moved from the front to the middle of the test booklet to ensure that subjects 

would have the opportunity to read the definitions of the style names before answering. 

4. "Band" was defined as "school band". 

5. "Unfamiliar" was reworded "not familiar". 

6. An alternate response option, "I am familiar with all of the styles listed," was 

included in the "styles you are not familiar with" question. 
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Section Three: Music Preference Reaction Index. Stvle Categorization Task, and 

Familiarity Reaction Index 

The purpose of the original Music Preference Reaction Index (MPRI) developed by 

May (1983) was to assess subjects' preference ratings for 24 musical excerpts. The 

purpose of the MPRI-2 remained the same, however, a style categorization task was 

appended to the instrument which required some modifications in the stylistic labels used 

by May. Since the stylistic labels were only used in reporting subjects' responses in 1980, 

label modifications did not pose a threat to the MPRI test-retest reliability. Very few 

stylistic label modifications were made, and these were only for the purposes of ensuring 

successful categorization of excerpts by subjects not necessarily trained in music. The 

purpose of the style categorization task was to determine the agreement between researcher 

and subjects in categorizing the excerpts by stylistic labels. Along with the style 

categorization task, a Familiarity Reaction Index (FRI) was appended to the MPRI. The 

purpose of this index was to help determine possible relationships between subjects' degree 

of preference on the MPRI and their degree of excerpt familiarity. 

Given the behavioral problems described in the pilot study, directives on the 

stimulus tape for the MPRI were rerecorded by the same narrator (see Appendix F), 

otherwise, the MPRI remained unchanged in the main study. Likewise, since the stylistic 

check list was the same for the categorization task as it was for the style and ensemble 

questionnaires found in section two, the revisions were identical. Thus, the stylistic check 

list included the following genres: Broadway show, children's, classical, country and 

western, easy listening pop, electronic, Muzak, folk, gospel, jazz, march, nonwestera, and 

rock (for working definitions see Appendix E). 

Overall, the following modifications were made in the answer sheets: 

1. Questions were numbered to facilitate subjects' direction following during the 

test. 
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2. Directions were reworded and reformatted on the page for added emphasis (see 

Appendix E). 

General Testing Procedures 

Due to the time allowance offered by the principal, all subjects were tested at 8:00 

a.m. Monday, April 3,1989, in the school auditorium. Before subjects arrived, the test 

booklets, and new, sharpened pencils were strategically distributed so that there was at 

least one empty seat between subjects. Equipment included a Bell and Howell reel-to-reel 

tape player; MPRI-2 Pancake Ampex 406 stimulus tape; two, 4-foot Kilk stereo speakers; 

microphone; overhead projector; large overhead screen; overhead transparencies, and 

overhead pen. 

Before the MPRI excerpts were heard, subjects were told that the music was at least 

10 years old and that the researcher was interested in their degree of liking for each of the 

selections. Late subjects were able catch up with the group since the first two sections of 

the test did not require aurally-presented musical examples, and these parts of the test were 

fairly self-explanatory. Subjects were allowed to ask questions, and general behavioral 

observations were made by the researcher and two proctors during the test. The procedure 

took approximately 30 minutes. 

Due to the complexity of the questions and response modes, an electronically-read 

bubble sheet was not utilized. Responses to the three-part answer booklet were entered 

manually onto a computerized spread sheet and data entry error was controlled by double 

checking the entries with a volunteer. The Statistical Package for Social Sciences 

(SPSS/PC+) was used to run the data analyses for each of the five research questions, the 

results of which are reported in Chapter IV. 



CHAPTER IV 

DATA ANALYSIS 

Data for this study was obtained from responses of 275 tenth- through twelfth-

grade subjects to a three-part questionnaire concerning their musical history and performing 

experience, musical styles listened-to-most with peers and by parents/guardians, and music 

preference and familiarity ratings for 24 excerpts. Respondents were high-school students 

from Louisville, Mississippi who participated in a similar study (May, 1983), as first, 

second and third graders. 

The data was gathered to provide answers to the following research questions: 

1. Are there statistically significant differences in subjects' preference ratings in 

1980 versus 1989 for a set of selected musical excerpts? Which preference ratings for the 

musical excerpts are significantly different? What is the direction of change in subjects' 

preference ratings from 1980 to 1989? 

2. Are there statistically significant differences in preference ratings for selected 

musical excerpts when subjects are grouped by grade, gender, or race factors? Are there 

statistically significant interaction effects? In the absence of statistically significant 

interactions, are there statistically significant main effects for the grade, gender, or race 

factors? 

3. Are there statistically significant differences in preference ratings for musical 

excerpts when subjects are grouped by levels of music training? 

4. Are there statistically significant positive correlations between subjects' music 

preference ratings for the musical excerpts and subjects' degree of excerpt familiarity? 

103 
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5. Are there statistically significant correlations between the ratings of first-, 

second-, and third-most-listened-to styles, and the following three variables: (a) musical 

styles most-listened-to by subjects, (b) musical styles most-listened-to with peers, and (c) 

musical styles most-listened-to by parent/guardians (as reported by subjects). 

Before the research question outcomes were analyzed, comparisons of the 

instrumentation and demographic characteristics between the 1980 (May, 1983) and 1989 

data were made. These comparisons verified the reliability and validity measures for the 

revised Music Preference Reaction Index (MPRI-2). 

Demographic characteristics for 1980 (N = 577) and 1989 (N = 275) were grouped 

in Table 3. Between gender and grade variables, cell representation was approximately 

equal. Likewise, within these variables, cell size discrepancies were minimal. The 

percentage figures for gender, for example, were so slight that the change was not 

considered meaningful. The representation of grade levels was closer in number between 

the three cells in 1989 than they were in 1980, however, this difference was so slight it was 

not considered a significant analytical problem. 

Within the race variable, the 1989 cell sizes were approximately half the value they 

were in 1980. This finding was not considered problematic since no factorial designs were 

employed which would require equal cell sizes (Kerlinger & Pedhazur, 1973). The 

proportional representation of African-Americans and Caucasians shifted slightly in 1989 

versus 1980. While the percentage of Caucasian subjects decreased from 38% in 1980 to 

33% in 1989; the percentage of African-Americans increased from 62% in 1980 to 67% in 

1989. These percentage shifts were slight and therefore, not considered problematic in the 

interpretation and comparison of the data from 1980 to 1989. 



Table 3 

1989 and 1980 Descriptive Variables: Gender. Grade. 
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Variables 1980 (Na = 577) 

a % of Ma 

1989 (Nb = 275) 1989 

n % of Mb % of tt 

Gender 

Female 

Male 

283 

294 

49 

51 

140 

135 

51 

49 

Race 

Grade 

African-American 356 

females 

males 

Caucasian 221 

females 

males 

(1st) 10th 182 

(2nd) 11th 200 

(3rd) 12th 195 

62 

38 

31.5 

37 

34 

184 

98 

86 

91 

42 

49 

93 

92 

90 

67 

36 

31 

33 

15 

18 

34 

33.5 

33 

53 

47 

46 

54 

Musical Training 

Training 

females 

males 

No training 

females 

males 

94 

57 

38 

181 

83 

97 

34 

21 

14 

66 

30 

35 

60 

40 

46 

54 

aN = number of subjects in prior study, May (1983). 
bN = number of subjects in main study, which was a subgroup of Na. 
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In order to establish reliability between May's (1983, p. 160) original subjects' 

music preference responses (N = 577) and responses of a smaller subgrouping of his 

sample (M = 275), a dependent samples t-test between these populations' mean responses 

for the 24 musical excerpts was conducted. No significant differences were found at the 

p < .001, therefore, May's original population was reliably represented in the N = 275 

subgroup. All 1980 data reported herewithin, (unless stated otherwise), stemmed from the 

reanalysis of May's population using the sample size, N = 275. 

Reliability and validity of the Music Preference Reaction Index (MPRI) was 

determined and cited by May (1983, p. 147 & p. 156). Using the Cronbach's (1970) 

coefficient alpha to determine within a measure t h e , " . . . maximum likelihood estimate of 

internal consistency based on a combination of all possible split-half configurations" (p. 

147), May found that the reliability coefficients ranged from .753 to .850. May concluded 

that these coefficients were considered by Leonhard and House (1972, p. 398), 

" . . . adequate to highly satisfactory for group measurement..." (p. 147). 

Construct validity for the MPRI was determined by factor analysis. May reasoned 

that, "If the constructs delineated by factor analysis of a group of items [were] consistent 

with the dimensions . . . the researcher [sought to] measure, then the measure [would] be 

considered valid." (p. 149). Five factors were identified that statistically supported the 

musical style dimensions he was testing. The five factors were: Jazz, Rock, Children, 

C&W, and Art music. May concluded, "Thus, because the factors exhibited constituent 

parts related as to musical style and because item ambiguity seemed minimal, the index was 

considered a valid measure of preference for differing musical styles" (p. 156). 

Given the advanced age of the high school subjects in this study (as compared to 

May's study), an additional analysis of item ambiguity was conducted which required 

subjects to categorize each of the 24 musical excerpts by a generic style label. It was 

reasoned that since each selection was predetermined by judges to represent a generic style 
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(May, p. 85), subjects' ability to categorize the selections "correctly" would indicate further 

the degree of item ambiguity, and thus item validity. Upon hearing each selection, subjects 

checked from a list of 13 style names the generic style they thought the excerpt represented. 

The check list included the following styles in alphabetical order: Broadway show, 

children's, classical, country and western, electronic, folk, gospel, jazz, march, Muzak, 

nonwestern, pop, and rock. 

The results of the style categorization task (see Table 4) indicated that for 19 out of 

the 24 excerpts, the majority of subjects (51% or better) agreed with each of the researcher 

designated style names. Children/Voc was the only excerpt that was correctly labeled by 

100% of the subjects. A few subjects had problems generalizing excerpts to style 

categories which was evidenced by the fact that most selections had at least two stylistic 

competitors. For example, two excerpts: Children/Inst, and Muzak/Inst, had more 

subjects agree (than not) as to the appropriate generic style label, but there was less than a 

51% majority vote for these style names. 

Interestingly, three selections: Rock/Disco/Inst, Easy/Pop/Voc, and Jazz/Easy/Inst, 

were categorized as representing totally different generic musical styles. Rock/Disco/Inst 

was categorized by the majority (or 65%) of the subjects as representing pop music. This 

outcome was probably the result of the "out-of-date" sound of this particular rock sub-

style. Easy/Pop/Voc was categorized by 41% of the subjects as representing children's 

music; which may have been the result of the child-like words, "Living together, growing 

together . . . ". For both the Rock/Disco/Inst and Easy/Pop/Voc examples, however, the 

second-most-agreed-upon stylistic label for each of these excerpts was the researcher 

designated style name. 

Only one excerpt, Jazz/Easy/Inst, completely stumped subjects to the point that 

even the second- and third-most-agreed-upon style name choices did not match the 

researcher determined style label. Thirty-nine percent of the subjects thought that the 
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Table 4 

MPRI-2 Excerpts and Styles Compared to Subject-Generated Generic Stvle Names: Main 

Sludy 

Excerpts S style name - C.C.#1 - % C.C.#2 -

"Liberty Bell" 
(March/Inst) 

"Koko" 
(Jazz/Bebop/Inst) 

"Simple Gifts" 
(Class/Mod/Inst) 

"Power In Our Love" 
(C&W/Voc) 

"Hello Dolly" 
(Bshow/Voc) 

"Instrumental Piece" 
(Child/Inst) 

"I'll Wait on Jesus" 
(Gospel/Voc) 

"Ode to Joy" 
(Class/Rom/Voc) 

"Water Music" 
(Class/Bar/Inst) 

"Take the A Train" 
(Jazz/Swing/Inst) 

"I Ain't The One" 
(Rock/Hard/I nst) 

"My One and Only" 
(Jazz/Easy/Inst) 

"Ensembles for Synthesizer" 
(Electronic/Inst) 

March 81% 

Jazz 99% 

Class 60% 

C&W 96% 

Bshow 85% 

Child 36% 

Gospel 95% 

Class 59% 

Class 61% 

Jazz 69% 

Rock 91% 

Muzak 39% 

Beet 77% 

Class 8% 

Class 1 % 

Bshow 8% 

Bshow 15% March 8% 

Gospel 2% 

Folk 6% Class 2% 

Elect 27% NonW 11% 

Pop 2% Folk 1% 

Gospel 15% Folk 10% 

Folk 41% Muzak 12% 

Bshow 16% Pop 

Pop 5% Jazz 3% 

Class 22% Pop 10% 

NonW 9% Muzak 4% 
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Table 4 Continued 

Excerpts S style name - % C.C.#1 - % C.C.#2 - % 

"Smile" 
(Child/Voc) 

Child 100% — — — — 

"Rondo Capriccioso" 
(Class/Rom/Inst) 

Class 76% Muzak 7% Bshow 6% 

"Dhun Kafi" 
(Nonwest/Inst) 

NonW 86% Muzak 7% Folk 2% 

"Living Together . . . " 
(Easy/Pop/Voc) 

Child 41% Pop 39% Folk 11% 

"Lonesome Road Blues" 
(C&W/Blugrs/Inst) 

C&W 76% Folk 19% Jazz 3% 

Selection #3 
(Muzak/Inst) 

Muzak 31% Bshow 20% Class 20% 

"Salsa" 
(Rock/Disco/Inst) 

Pop 65% Rock 15% Muzak 5% 

"Rock and Roll Soul" 
(Rock/R&R/Voc) 

Rock 86% Pop 8% Folk 1% 

Jehosephat" 
(Folk/Voc) 

Folk 67% C&W 18% Gospel 4% 

"So Much Trouble" 
(Rock/Reggae/Inst) 

Rock 62% Pop 30% NonW 3% 

"Bourbon Street Parade" 
(Jazz/Dixie/Inst) 

Jazz 79% Bshow 11% March 5% 

Note. "S Style Name" = style name used by the majority of subjects in categorizing each 

selection. C.C. = critical competitor, or the second- and third-most-agreed-upon style. 

Bshow = Broadway show music; Class = classical music; Elect = electronic music; 

NonW = nonwestern music; (—) = no critical competitor. 
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Jazz/Easy/Inst excerpt represented Muzak; 22% labeled it classical, and 10% labeled it pop 

music. May alluded to this excerpts' ambiguity when he reported that this particular 

selection loaded with the art (classical) factor in the factor analysis in both the pilot (p. 106) 

and main study (p. 154). Interestingly 69% of the subjects in the pilot study also 

associated this excerpt with the generic style Muzak, however, unlike the main study, the 

second-most-often categorization was Jazz (21%). 

Overall, the agreement between subject and researcher determined style names for 

each of the excerpts was very high. Only one excerpt was found to be completely 

ambiguous, and as such, was not a good example of the stylistic genre it was supposed to 

represent. Four excerpts were found to be slightly ambiguous, meaning that even though 

the most-agreed-upon style name was "incorrect", the second-most-agreed-upon style name 

was the researcher determined label. 

Item ambiguity, therefore, was found to be low as cited by May (p. 156), and the 

majority of the 24 musical excerpts were found to be a valid indicator of the designated 

stylistic names. Given the reliability and validity of the MPRI, and the assurance that the 

subgroup (N = 275) reliability represented May's original population (N = 577), the 

research questions concerning music preference ratings by: grade, gender, race, formal 

music training, and excerpt familiarity were addressed. 

Question 1; 1980 Versus 1989 Music Preference Responses 

Subjects rated their degree of liking on a 5-point scale for the same 24 musical 

selections as elementary (1980) and high school students (1989). The question of interest 

was whether there were any statistically significant differences in subjects' preference 

ratings in elementary versus high school for the 24 musical selections; and if differences 

were found, which selections were significant. 
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Table 5 

Dependent t-test for 24 Musical Preference Ratings; 1980 Versus 1989 (N = 275) 

Excerpts 1980 1989 

M S M S La>b 

Children/lnst 4.20 1.10 2.44 1.13 21.10 

Easy/Pop/Voc 4.37 1.06 2.52 1.08 20.73 

Children/Voc 4.23 1.13 2.77 1.09 17.36 

C&W/Mod/Voc 3.92 1.41 2.08 1.10 17.06 

Rock/Disco/Inst 4.63 .88 3.12 1.18 16.69 

C&W/Blugrs/Inst 3.97 1.41 2.17 1.12 16.39 

Rock/R&R/Voc 4.08 1.36 2.48 1.21 14.77 

Folk/Voc 3.18 1.54 2.01 .88 11.08 

Class/Bar/Inst 3.24 1.37 2.12 1.11 10.62 

Rock/Hard/Inst 3.92 1.49 2.80 1.29 9.33 

Class/Mod/Inst 3.44 1.50 2.56 1.10 8.25 

Jazz/Bebop/Inst 2.45 1.50 3.31 1.05 -8.16 

March/Inst 3.53 1.38 2.72 1.11 7.82 

Electronic/Inst 2.69 1.53 2.02 .99 6.24 

Jazz/Dixie/Inst 3.41 1.56 2.89 1.09 4.40 

Muzak/Inst 2.63 1.39 2.23 1.02 4.14 

Nonwest/Inst 2.54 1.44 2.11 1.11 3.93 

Class/Rom/Voc 2.28 1.33 1.91 1.07 3.62 

Rock/Reggae/V oc 3.74 1.42 3.35 1.17 3.51 



Table 5 Continued 

112 

Excerpts 1980 1989 

M S M S j^a,b 

Class/Rom/I nst 2.32 1.33 2.03 1.06 3.18 

Gospel/Voc 3.74 1.65 3.99 1.18 -2.75* 

Jazz/Easy/Inst 2.28 1.33 2.18 1.09 1.09* 

Jazz/Swing/Inst 2.80 1.54 2.87 1.14 -.57* 

Show/Voc 2.21 1.47 2.24 1.06 I o *
 

Note. Variables were arranged in order of significant t-values. 

a tcv = 3.09; Dunn-Bonferoni adjustment: .05/24; df = 274; p < .002 (Hays, 1988, 

p. 932). 

significant positive 1-value indicated a higher 1980 musical preference. A significant 

negative 1-value indicated a higher 1989 musical preference. 

Non-significant p value. 
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Using a dependent samples 1-test, the data was analyzed and the conservative Dunn-

Bonferoni adjustment (which permitted smaller variances so differences noted would be 

meaningful) was employed to control for sample size effects (see Table 5). Statistically 

significant differences were found in subjects' preference ratings in 1980 versus 1989. In 

fact, 20 out of the 24 musical examples were rated significantly different by subjects in the 

elementary grades versus the high school grades. 

Given the significant rating differences, the direction of change in subjects' 

preference ratings was pertinent to the interpretation of the data. From 1980 to 1989 the 

majority of subjects' preference ratings (20 out of the 24 excerpts) decreased in degree of 

liking. A significant positive t-value indicated a higher 1980 musical preference, whereas, 

a significant negative t-value indicated a higher 1989 musical preference. For 19 out of the 

24 selections there was a significantly lower 1989 rating. The 10 highest 1-values (i.e., 

excerpts most-liked by subjects at the elementary level) were primarily represented by 

selections from the children, country and western, and rock factors identified by May 

(1983, p. 154). 

In contrast, an increased preference rating (i.e., negative t-value) was found for 

four excerpts in 1989: Jazz/Bebop/Inst (-8.16), Gospel/Voc (-2.75), Jazz/Swing/Inst 

(-.57) and Show/Voc (-.30). Only one excerpt, Jazz/Bebop/Inst, however, indicated a 

significantly higher rating (p < .002) by subjects at the high school versus the elementary 

school level. 

While 20 out of the 24 musical selections were rated lower by high school subjects, 

a rank order comparison of the mean responses across elementary and high school grades 

indicated a surprising consistency of selections most- and least-liked (see Table 6). Out of 

the bottom 12 most-disliked excerpts in 1980, nine (or 75%) were still ranked in the bottom 

12 nine years later (see Table 6). Likewise, nine (or 75%) of the top 12 (most-liked) 

excerpts in 1980 remained in the top 12 in 1989. Furthermore, when specific rank order 
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Excerpts 1980 Excerpts 1989 

M M 

1. Rock/Disco/Inst 4.63 1. Gospel/Voc 3.99 

2. Easy/Pop/Voc 4.37 2. Rock/Reggae/V oc 3.35 

3. Children/Voc 4.23 3. Jazz/Bebop/Inst 3.31 

4. Children/Inst 4.20 4. Rock/Disco/Inst 3.12 

5. Rock/R&R/Voc 4.08 5. Jazz/Dixie/Inst 2.89 

6. C&W/Biugrs/Inst 3.97 6. Jazz/Swing/Inst 2.87 

7. C&W/Mod/Voc 3.92 7. Rock/Hard/Inst 2.80 

8. Rock/Hard/Inst 3.92 8. Children/Voc 2.77 

9. Rock/Reggae/Voc 3.74 9. March/Inst 2.72 

10. Gospel/Voc 3.74 10. Class/Mod/Inst 2.56 

11. March/Inst 3.53 11. Easy/Pop/Voc 2.52 

12. Class/Mod/Inst 3.44 12. Rock/R&R/Voc 2.48 

13. Jazz/Dixie/Inst 3.41 13. Children/Inst 2.44 

14. Class/Bar/Inst 3.24 14. Show/Voc 2.24 

15. Folk/Voc 3.18 15. Muzak/Inst 2.23 

16. Jazz/Swing/Inst 2.80 16. Jazz/Easy/Inst 2.18 

17. Electronic/Inst 2.69 17. C&W/Blugrs/Inst 2.17 

18. Muzak/Inst 2.63 18. Class/Bar/Inst 2.12 

19. Nonwest/Inst 2.54 19. Nonwest/Inst 2.11 

20. Jazz/Bebop/Inst 2.45 20. C&W/Mod/Voc 2.08 

21. Ciass/Rom/Inst 2.32 21. Class/Rom/Inst 2.03 

22. Class/Rom/Voc 2.28 22. Electronic/Inst 2.02 

23. Jazz/Easy/Inst 2.28 23. Folk/Voc 2.01 

24. Show/Voc 2.21 24. Class/Rom/Voc 1.91 

aWilcoxon Matched-pairs Signed-rank test was not significant (Z = .11, p = .91). 
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of the 24 excerpts was compared between subjects' mean scores in 1980 and 1989, a 

Wilcoxon Matched-pairs Signed-rank test indicated a nonsignificant difference. Therefore, 

while specific excerpts were rated significantly lower by subjects in high school than in 

elementary school, the specific rank ordering of the excerpts indicated that subjects' 

responses were very much alike over time. 

In analyzing his data May found that, "Rock, children's, easy listening pop, and 

country and western styles tended to cluster at the higher end of the scale and were 

generally liked by the subjects while art [classical], Broadway show, and jazz excerpts 

tended to occupy the lower end and were in the dislike range" (pp. 159 & 161). Further 

observation within stylistic labels reveled that from 1980 to 1989 part of May's finding 

remained true. For example, all four selections of rock, and one easy listening pop excerpt 

remained in the top 12 in 1989. Similarly, one selection of Broadway show music 

remained in the bottom 12, while all four classical excerpts remained in their top and 

bottom placements (three were in the bottom 12, and one was in the top 12). 

The 1989 data differed from May's findings in that two children's music excerpts 

once rated in the top 12, were split between the top and bottom 12 in 1989. The greatest 

surprise, however, occurred within two stylistic categories: country and western, and jazz. 

Two selections of country and western fell from the top 12 in 1980 to the bottom 12 in 

1989. In contrast, three of the four jazz excerpts moved from the bottom 12 in 1980 to the 

top 12 in 1989. 

The shift in preference rankings for jazz and country and western excerpts was 

partially explained by subjects' responses to the Generic Style Reaction Index (GSRI, see 

Table 7). This index depicted subjects' Likert scale ratings for 13 generic styles which 

were represented by name and definition only (these styles were later represented by the 24 

aurally-presented excerpts on the revised Music Preference Reaction Index, or MPRI-2). 

Not surprisingly, when all levels of "Like" were combined (i.e., "Like" plus "Really 
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Table 7 

1989 Generic Style Reaction Index: Style Names Only (N = 275)a 

Style Likert score frequency count Composite %of 

1 2 3 4 5 Like Dislike 

(4+5) (1+2) 

Gospel 8 13 23 98 132 84 8 

Pop* 14 11 24 93 131 82 9 

Rock 20 16 26 76 136 77 13 

Jazz* 17 38 75 97 45 52 20 

Electronic 24 38 84 101 27 47 23 

Children's 30 70 89 82 3 31 36 

March 43 56 94 68 13 30 36 

C&W 115 62 44 47 6 19 65 

Folk 79 98 57 39 1 15 65 

Classical 114 76 43 35 6 15 69 

Bshow 58 104 73 39 0 14 59 

Muzak* 98 82 68 22 3 9 66 

NonW* 113 84 58 13 5 7 72 

Note. Excerpts were arranged in descending Like % order. 

a274 subjects responded unless otherwise indicated. 

*273 subjects responded. 
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Like"), the following styles were liked-most by the majority of subjects: gospel (84%), 

pop (81%), rock (77%) and jazz (51%). 

Likewise, when all levels of "Dislike" were combined (i.e., "Dislike" plus "Really 

Dislike"), the following styles were least-liked by the majority of subjects: classical (69%), 

Muzak (65%), nonwestern (65%), country and western (64%), folk (64%), and Broadway 

show (59%). Therefore, high school subjects generally liked jazz and disliked country and 

western styles; a trend which was evidenced by the shift in preference ranks for these styles 

in the 1989 data. 

To summarize, subjects rated 19 out of the 24 selections significantly lower as high 

school students than they did as elementary students. Given these differences, however, a 

rank order comparison showed that 75% of the least-liked and most-liked selections in 

1980 remained so in 1989. Out of the five stylistic categories that had more than one 

representative excerpt (jazz, country and western, children's, rock, classical) only rock and 

classical kept the same overall top and bottom rank placement from 1980 to 1989. The 

stylistic categories that had the most obvious change in overall rank placement from 1980 to 

1989 were country and western and jazz. 

Question 2: Music Preference Ratings by Grade, Gender, and Race 

While subjects' music preference ratings as elementary and high school students 

were found to change, it was of interest to determine if variables such as grade level, 

gender, and race, may or may not have been related to these responses. Data on these 

variables was initially reported in May (1983), however, the related literature posed further 

questions concerning the relationship of grade level, gender and race on music preference 

responses; particularity as subjects aged or matured. Therefore, grade level, gender and 

race variables were included in the analysis of high school subjects' preference responses. 
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The question of interest was: Are there statistically significant differences in 

preference ratings for selected musical excerpts when subjects are grouped by grade, 

gender, or race factors? If so, are there statistically significant interaction effects? In the 

absence of statistically significant interactions, are there statistically significant main effects 

for the grade, gender, or race factors? 

A multivariate analysis of variance (MANOVA) on 24 music preference ratings by 

gender, grade and race was conducted on the 1989 music preference data (see Table 8). 

No significant interactions were found, therefore, each main effect was separately analyzed 

for mean differences in the 24 music preference scores. 

The analysis of each main effect included not only a multivariate analysis of 

variance to determine which variables contributed to the differences between groups' 

responses, but also an analysis of effect size to determine the overall magnitude of 

differences noted between mean scores for each variable. This procedure was followed 

due to the potential problems inherent in significance testing alone: that is, the dependence 

of results on sample size. For example, large sample sizes may result in small significant 

differences, therefore, effect size (A) helps to determine the magnitude of difference 

between subjects' responses. Cohen (1969) explained the need for a measurement such as 

effect size, when he wrote, "We need a 'pure' number, one free of our original 

measurement unit, with which to index what can be alternately called the degree of 

departure from the null hypothesis or the alternate hypothesis . . . " (p. 18). 

Canonical variables with larger effect sizes, therefore, were interpreted as indicating 

greater differences in overall mean scores between groups than variables with smaller effect 

sizes. Given the data procedure outlined above, each main effect was separately analyzed 

for mean differences in the 24 music preference scores, the results of which were reported 

below. 
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Table 8 

1989 MANOVA on 24 Music Preference Ratings for Gender, Grade, and Race (N = 275) 

Effects Wilks Lambda P 

Gender x Grade x Race .79 .11 

Grade x Racea .75 .01 

Gender x Race*5 .87 .06 

Gender x Grade .83 .58 

Gender .70 .0001 

Grade .75 .01 

Race .28 .001 

aOnly Class/Rom/Voc was significant out of 24 univariate E tests (E = 6.74, p < .001). 

^Only C&W/Blugrs/Inst was significant out of 24 univariate E tests (E = 11.75, p < .001). 
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Music Preference 

Subjects' music preference scores were grouped by three grade levels: 10th, 11th, 

and 12th. Main effects were tested for music preference mean scores by grade level and no 

significant differences were found. Thus, while significant main effects were found by 

grade level in 1980 (May, 1983, p. 164), no significant main effects were found by grade 

level in 1989 (see Table 9). 

Music Preference Ratings by Gender 

A significant main effect was found for the gender variable, (p < .001), which was 

also reported by May in 1983 (p. 164). A multivariate analysis of variance (MANOVA) for 

gender was conducted and the results indicated seven significant univariate E values with a 

fairly high effect size (A = .68, see Table 10). Thus, in 1989, seven variables were 

identified as significantly contributing to gender rating differences at p < .001, with the 

relative weight of this finding being .68 (comparisons of effect sizes for gender, grade, 

race are discussed later). 

Interestingly, females rated all seven excerpts higher than males. The seven 

variables in descending E score order were: Children/Voc (57.78), Show/Voc (25.14), 

Children/Inst (23.81), March/Inst (15.79), Jazz/Swing/Inst (14.33), Jazz/Easy/Inst 

(13.28), and Muzak/Inst (12.68). Similarly, in 1980 (1983, p. 173) May found six 

variables that significantly contributed to gender rating differences, however, four of these 

variables were rated higher by females, and two variables were rated higher by males. The 

four variables in common in 1989 and 1980 were: Children/Voc, Children/Inst, 

Muzak/Inst, and Jazz/Easy/Inst; all rated higher by females. 

Observations of the seven significant excerpts in 1989 revealed that females 

appeared to prefer selections, to a greater extent than males, which constituted: " . . . less 

dynamic, more legato, less accented excerpts with slower tempi, less distinct periodic 
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Table 9 

Excerpts 10th 11th 12th Structure 
/""N

 
1! IS

 

(a = 92) (n = 90) coefficients0 

M M M Eb P 

C&W/Blugrs/lnst 1.99 2.03 2.50 6.00 .003 -.50 

Class/Mod/Inst 2.27 2.77 2.64 5.39 .005 -.04 

Show/Voc 2.00 2.30 2.42 3.94 .02 -.24 

Rock/Disco/Inst 2.88 3.20 3.30 3.20 .04 -.21 

C&W/Mod/Voc 1.89 2.07 2.28 2.83 .06 -.28 

March/Inst 2.53 2.91 2.73 2.83 .06 .05 

Electronic/Inst 1.83 2.11 2.13 2.77 .06 -.14 

Class/Bar/Inst 1.97 2.33 2.06 2.64 .07 .16 

Jazz/Easy/Inst 2.10 2.37 2.07 2.19 .11 .22 

Folk/Voc 1.86 2.07 2.11 2.13 .12 -.15 

Easy/Pop/Voc 2.34 2.60 2.63 2.00 .14 -.13 

Muzak/Inst 2.08 2.27 2.33 1.62 .20 -.14 

Children/Inst 2.40 2.60 2.31 1.55 .21 .22 

Rock/R&R/Voc 2.35 2.43 2.66 1.52 .22 -.24 

Rock/Reggae/V oc 3.30 3.24 3.52 1.45 .23 -.26 

Rock/Hard/Inst 2.70 2.73 2.98 1.28 .28 -.23 

Jazz/Dixie/Inst 2.75 2.98 2.94 1.16 .31 -.04 

Jazz/Bebop/Inst 3.19 3.37 3.38 .90 .41 -.07 

Nonwest/Inst 2.00 2.22 2.11 .89 •41 .03 
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Excerpts 10th 11th 12th Structure 

(n = 93) (n = 92) (n = 90) coefficients0 

M M M Eb 
P 

Jazz/Swing/Inst 2.74 2.93 2.92 .83 .44 -.05 

Children/Voc 2.68 2.77 2.88 .77 .46 -.14 

Class/Rom/I nst 1.96 2.11 2.02 .47 .62 .04 

Class/Rom/Voc 1.84 1.91 1.98 .39 .68 -.10 

Gospel/Voc 3.94 4.03 4.01 .17 .84 -.01 

Note. E values were arranged in descending order of significance. 

Multivariate test was not significant; Eigenvalues = .17 and .10; Canon Cor. = .38 and 

.30; Wilks = .78; df = 48,498; p = .06. 

''Univariate Ecv = 7.32; df = 2, 273 (Winer, 1971, p. 869); p < .001 (Dunn-Bonferoni 

adjustment: .025/24). 

CA = .19 and .38. 
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1989 MANOVA on 24 Music Preference Ratings for Gender (N = 275)a 
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Excerpts Female Male Structure 

(n = 140) (n = 135) coefficients4^ 

M M Eb P 

Children/Voc 3.22 2.31 57.78 .0001* .68 

Show/Voc 2.54 1.93 25.14 .0001* .45 

Children/Inst 2.75 2.11 23.81 .0001* .44 

March/Inst 2.98 2.46 15.79 .0001* .36 

Jazz/Swing/Inst 3.11 2.61 14.33 .0001* .34 

Jazz/Easy/Inst 2.41 1.94 13.28 .0001* .33 

Muzak/Inst 2.44 2.01 12.68 .0001* .32 

Easy/Pop/Voc 2.71 2.33 9.24 .003 .27 

Class/Mod/I nst 2.74 2.38 7.44 .007 .24 

Class/Rom/Inst 2.17 1.88 5.22 .02 .20 

Rock/Hard/Inst 2.63 2.98 5.11 .03 -.20 

Jazz/Dixie/Inst 3.03 2.75 4.65 .03 .19 

Rock/Disco/Inst 3.27 2.97 4.55 .03 .19 

Rock/R&R/Voc 2.35 2.61 3.34 .07 -.16 

Nonwest/Inst 2.21 2.00 2.58 .11 .14 

Class/Rom/Voc 2.00 1.81 2.09 .15 .13 

Class/Bar/I nst 2.21 2.02 1.91 .17 .12 

Gospel/Voc 4.09 3.90 1.79 .18 .12 

C&W/Mod/Voc 2.01 2.14 .90 .34 -.09 



Table 10 Continued 

124 

Excerpts Female Male Structure 

(n = 140) (n = 135) coefficients0 

M M Eb 
P 

Folk/Voc 2.06 1.96 .78 .38 .08 

Rock/Reggae/V oc 3.40 3.30 .46 .50 .06 

Electronic/Inst 2.06 1.99 .37 .55 .05 

C&W/Blugrs/Inst 2.14 2.20 .18 .67 -.04 

Jazz/Bebop/I nst 3.34 3.29 .14 .71 .03 

Note. E values were arranged in descending order of significance. 

Multivariate test was significant; Eigenvalue = .46; Canon Cor = .56; Wilks = .68; 

df = 24, 250; p = .0001. 

^Univariate Ecv = 11-38; df = 1, 273 (Winer, 1971, p. 869); p < .001 (Dunn-Bonferoni 

adjustment: .025/24). 

'"Significant univariate E values. 

CA = .68. 
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rhythm, and clear child orientations" (May, 1983, p. 211). Excerpts fitting this description 

were: children's vocal and instrumental, Muzak, and easy jazz. Females also appeared to 

prefer selections to a greater extent than males that likely were associated with the school 

choir and band music ensembles, including: march, show, and swing. 

Due to their higher overall music preference values, females, to a greater extent than 

males, were found to like a wider variety of musical styles (see Table 10). Interestingly 

four excerpts: Rock/Hard/Inst, Rock R&R/Voc, C&W/Blugrs/Inst, and C&W/Mod/Voc 

were rated higher by males than females. Out of these four excerpts, the two rock 

selections were significant indicators of male preference in 1980, but not in 1989. 

Although these four examples were given "higher" mean score ratings by males than 

females, they did not constitute a significant difference between the genders in 1989. 

Higher ratings were not synonymous with "liking". For example, the higher 

ratings by females for the seven significant excerpts examples fell into the Neutral to 

Dislike category (see Table 10). Overall, males had a primarily negative response range to 

the 24 excerpts (i.e., Really Dislike-Neutral), such that the majority of their responses 

were in the Dislike category. In contrast, females had a slightly more positive response 

range (i.e., Dislike—Like), but the majority of their ratings, like the males fell into the 

Dislike category (see Table 10). For both males and females, the highest rated selection 

was Gospel/Voc. The second and third place selections were: Rock/Reggae/Voc and 

Jazz/Bebop/Inst (see Table 11). The lowest rated selection for both genders was 

Class/Rom/Voc. 

A comparison of subjects' preference scores when placed in rank order (i.e., the 

general top and bottom 12 most- and least-liked categories) revealed a 75% degree of 

consistency between like-genders (e.g., females vs. females, see Tables 12-13) in 1980 

versus 1989. Furthermore, specific rank order placement of the excerpts was compared 

between like-genders in 1980 versus 1989. Insignificant findings stemming from 
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Table 11 

1989 Male and Female Music Preference Ratings in Descending 

Excerpts Male (n = 135) 

M 

Excerpts Female (n = 140) 

M 

1. Gospel/Voc 3.90 1. Gospel/Voc 4.09 

2. Rock/Reggae/V oc 3.30 2. Rock/Reggae/V oc 3.40 

3. Jazz/Bebop/Inst 3.29 3. Jazz/Bebop/Inst 3.34 

4. Rock/Hard/Inst 2.98 4. Rock/Disco/Inst 3.27 

5. Rock/Disco/Inst 2.97 5. Children/Voc 3.22 

6. Jazz/Dixie/Inst 2.75 6. Jazz/Swing/Inst 3.11 

7. Jazz/Swing/Inst 2.61 7. Jazz/Dixie/Inst 3.03 

8. Rock/R&R/Voc 2.61 8. March/Inst 2.98 

9. March/Inst 2.46 9. Children/Inst 2.75 

10. Class/Mod/Inst 2.38 10. Class/Mod/Inst 2.74 

11. Easy/Pop/Voc 2.33 11. Easy/Pop/Voc 2.71 

12. Children/Voc 2.31 12. Rock/Hard/Inst 2.63 

13. C&W/Blugrs/Inst 2.20 13. Show/Voc 2.54 

14. C&W/Mod/Voc 2.14 14. Muzak/Inst 2.44 

15. Children/Inst 2.11 15. Jazz/Easy/Inst 2.41 

16. Class/Bar/Inst 2.02 16. Rock/R&R/Voc 2.35 

17. Muzak/Inst 2.01 17. Class/Bar/Inst 2.21 

18. Nonwest/Inst 2.00 18. Nonwest/Inst 2.21 

19. Electronic/Inst 1.99 19. Class/Rom/Inst 2.17 

20. Folk/Voc 1.96 20. C&W/Blugrs/Inst 2.14 

21. Jazz/Easy/Inst 1.94 21. Folk/Voc 2.06 

22. Show/Voc 1.93 22. Electronic/Inst 2.06 

23. Class/Rom/Inst 1.88 23. C&W/Mod/Voc 2.01 

24. Class/Rom/Voc 1.81 24. Class/Rom/Voc 2.00 

aMann-Whitney II test was significant; II = 192; Z = -1.99; p < .05. 
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Table 12 

Female Music Preference Ratings in Descending Order: 1980 and 1989a (n = 140) 

Excerpts 1980 Excerpts 1989 

M M 

1. Rock/Disco/Inst 4.69 1. Gospel/Voc 4.09 

2. Children/Inst 4.46 2. Rock/Reggae/V oc 3.40 

3. Children/Voc 4.46 3. Jazz/Bebop/Inst 3.34 

4. Easy/Pop/Voc 4.44 4. Rock/Disco/Inst 3.27 

5. C&W/Mod/Voc 3.97 5. Children/Voc 3.22 

6. Rock/R&R/Voc 3.89 6. Jazz/Swing/Inst 3.11 

7. C&W/Blugrs/Inst 3.79 7. Jazz/Dixie/Inst 3.03 

8. Gospel/Voc 3.77 8. March/Inst 2.98 

9. Rock/Hard/Inst 3.76 9. Children/Inst 2.75 

10. Rock/Reggae/Voc 3.69 10. Class/Mod/Inst 2.74 

11. March/Inst 3.56 11. Easy/Pop/Voc 2.71 

12. Class/Mod/Inst 3.43 12. Rock/Hard/Inst 2.63 

13. Class/Bar/Inst 3.41 13. Show/Voc 2.54 

14. Jazz/Dixie/Inst 3.30 14. Muzak/Inst 2.44 

15. Folk/Voc 3.14 15. Jazz/Easy/Inst 2.41 

16. Muzak/Inst 2.76 16. Rock/R&R/Voc 2.35 

17. Jazz/Swing/Inst 2.65 17. Class/Bar/Inst 2.21 

18. Electronic/Inst 2.59 18. Nonwest/Inst 2.21 

19. Nonwest/Inst 2.49 19. Class/Rom/Inst 2.17 

20. Jazz/Easy/Inst 2.46 20. C&W/Blugrs/Inst 2.14 

21. Class/Rom/Inst 2.36 21. Folk/Voc 2.06 

22. Class/Rom/Voc 2.27 22. Electronic/Inst 2.06 

23. Show/Voc 2.26 23. C&W/Mod/Voc 2.01 

24. Jazz/Bebop/Inst 2.22 24. Class/Rom/Voc 2.00 

aWilcoxon Matched-pairs Signed-rank test was not significant (Z = -.10, p = .92). 
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Table 13 

Male Music Preference Ratings in Descending Order: 1980 and 1989s (n = 135) 

Excerpts 1980 Excerpts 1989 

M M 

1. Rock/Disco/Inst 4.57 1. Gospel/Voc 3.90 

2. Easy/Pop/Voc 4.30 2. Rock/Reggae/V oc 3.30 

3. Rock/R&R/Voc 4.29 3. Jazz/Bebop/Inst 3.29 

4. C&W/Blugrs/Inst 4.16 4. Rock/Hard/Inst 2.98 

5. Rock/Hard/Inst 4.09 5. Rock/Disco/Inst 2.97 

6. Children/Voc 3.98 6. Jazz/Dixie/Inst 2.75 

7. Children/Inst 3.92 7. Jazz/Swing/Inst 2.61 

8. C&W/Mod/Voc 3.87 8. Rock/R&R/Voc 2.61 

9. Rock/Reggae/Voc 3.80 9. March/Inst 2.46 

10. Gospel /Voc 3.71 10. Class/Mod/Inst 2.38 

11. Jazz/Dixie/Inst 3.52 11. Easy/Pop/Voc 2.33 

12. Mairch/Inst 3.51 12. Children/Voc 2.31 

13. Class/Mod/Inst 3.45 13. C&W/Blugrs/Inst 2.20 

14. Folk/Voc 3.23 14. C&W/Mod/Voc 2.14 

15. Class/Bar/Inst 3.07 15. Children/Inst 2.11 

16. Jazz/Swing/Inst 2.96 16. Class/Bar/Inst 2.02 

17. Electronic/Inst 2.80 17. Muzak/Inst 2.01 

18. Jazz/Bebop/Inst 2.68 18. Nonwest/Inst 2.00 

19. Nonwest/Inst 2.59 19. Electronic/Inst 1.99 

20. Muzak/Inst 2.50 20. Folk/Voc 1.96 

21. Class/Rom/Voc 2.30 21. Jazz/Easy/Inst 1.94 

22. Class/Rom/Inst 2.27 22. Show/Voc 1.93 

23. Show/Voc 2.10 23. Class/Rom/Inst 1.88 

24. Jazz/Easy/Inst 2.10 24. Class/Rom/Voc 1.81 

aWilcoxon Matched-pairs Signed-rank test was not significant (Z = -.19, p = .85). 
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Wilcoxon Matched-pairs Signed-rank analyses indicated that the specific rank order of the 

excerpts was more alike than different over time (i.e., elementary vs. high school). 

Lastly, a comparison of subjects' preference scores when placed in rank order (i.e., 

the general top and bottom 12 most- and least-liked categories) revealed a 92% agreement 

between males and females in 1989 (see Table 11). However, a Mann-Whitney U test 

analysis indicated a significant difference in specific rank order placement between the 

genders, thus, the particular rank ordering of the excerpts was more different than alike at 

the high school level. 

To summarize, seven variables were identified as significantly contributing to 

gender rating differences, specifically female. Out of the seven variables, four were 

identified by May in 1980. Likewise, across 17 of the 24 musical excerpts, no significant 

gender differences were found, therefore, for 71% of the excerpts males and females were 

found to respond alike. Since these 17 excerpts represented a wide variety of musical 

styles, May's conclusion still held t r ue , " . . . gender differences were limited to a relatively 

small group of discriminating variables" (p. 176). Lastly, although males and females 

were found to rate and rank specific selections differently, overall patterns of like-gender 

responses were found to be very much alike over time (i.e., elementary vs. high school). 

Music Preference Ratings by Race 

A significant main effect was found for the variable race (p < .001), which was also 

reported by May in 1983, (p. 164). A multivariate analysis of variance (MANOVA) for 

race was conducted and the results indicated nine significant univariate E values with a very 

high effect size (A = 1.69, see Table 14). Since effect size indicates magnitude of 

difference in mean scores between groups, subjects grouped by race demonstrated a greater 

difference in their overall responses (i.e., African-American vs. Caucasian) than when they 

were grouped by gender or grade level variables. The nine significant variables in 
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1989 MANQVA on 24 Music Preference Ratings for! 
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Excerpts African-American Caucasian Structure 

(n = 184) (n = 91) coefficients0 

M M Eb 
P 

Gospel/Vex; 4.58 2.80 284.13 .0001* .64 

C&W/Mod/Voc 1.72 2.80 74.73 .0001* -.33 

C&W/Blugrs/Inst 1.88 2.77 44.87 .0001* -.26 

Rock/R&R/Voc 2.18 3.08 37.78 .0001* -.23 

Rock/Hard/Inst 2.51 3.40 32.30 .0001* -.22 

Jazz/Bebop/Inst 3.53 2.87 26.57 .0001* .20 

Class/Rom/Voc 1.71 2.32 21.64 .0001* -.18 

March/lnst 2.53 3.11 17.38 .0001* -.16 

Class/Bar/I nst 1.95 2.46 13.74 .0001* -.14 

Children/Voc 2.92 2.47 10.80 .001 .13 

Jazz/Easy/Inst 2.33 1.88 10.71 .001 .12 

Class/Mod/I nst 2.42 2.84 8.75 .003 -.11 

Folk/Voc 1.90 2.23 8.70 .003 -.11 

Muzak/Inst 2.14 2.41 4.36 .04 -.08 

Show/Voc 2.16 2.41 3.36 .07 -.07 

Rock/Disco/Inst 3.21 2.95 3.15 .08 .07 

Nonwest/Inst 2.18 1.97 2.24 .14 .06 

Jazz/Dixie/Inst 2.83 3.02 1.99 .16 -.05 

Children/Inst 2.48 2.35 .76 .38 .03 
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Excerpts African-American Caucasian Structure 

(n = 184) (n = 91) coefficients0 

M M Eb 
P 

Class/Rom/Inst 1.99 2.10 .59 .44 -.03 

Rock/Reggae/Inst 3.39 3.29 .44 .51 .03 

Jazz/Swing/Inst 2.89 2.81 .29 .59 .02 

Easy/Pop/Voc 2.51 2.55 .08 .78 -.01 

Electronic/Inst 2.03 2.01 .02 .90 .01 

Note. E values were arranged in descending order of significance. 

Multivariate test was significant; Eigenvalue = 2.53; Canon Cor. = .85; Wilks = .28; 

d£ = 24, 250; p = .0001. 

^Univariate Ecv = 11.38; d£ = 1, 273 (Winer, 1971, p. 869); p < .001 (Dunn-Bonferoni 

adjustment: .025/24). 

Significant univariate E values. 

CA = 1.69. 
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descending E score significance were: Gospel/Voc (284.13), C&W/Mod/Voc (74.73), 

C&W/Blugrs/Inst (44.87), Rock/R&R/Voc (37.78), Rock/Hard/Inst (32.30), 

Jazz/Bebop/Inst (26.57), Class/Rom/Voc (21.64), March/Inst (17.38), and Class/Bar/Inst 

(13.74). 

Seven of the nine significant variables identified Caucasian rating preferences: hard 

rock, march, rock and roll, modern and blue-grass country and western, baroque 

instrumental, and art vocal romantic. Aside from the rock and roll excerpt (which was 

performed by members of the African-American race), the other excerpts were either: 

(a) performed by Caucasian vocalists, or (b) represented by styles most often associated 

with the Caucasian subculture. While these seven variables identified excerpts that were 

rated significantly higher by Caucasians than African-Americans, these selections did not 

necessarily constitute Caucasians' most-liked excerpts. Hard rock and march music, 

however, represented the first- and third-most liked selections by this race. 

Two of the nine significant variables identified African-American rating preferences: 

gospel and jazz (bebop). Interestingly, both of these selections not only were associated 

with the African-American subculture, but also held the highest E scores and mean scores, 

and also represented African-Americans' first- and second-most-liked excerpts. Thus, 

African-Americans' responses to gospel and jazz (bebop) were much stronger than 

Caucasian responses to the other seven significant variables. 

Out of the nine significant variables identified in this study, only three were 

identified by May (1983): Gospel/Voc, C&W/Mod/Voc, and Class/Rom/Voc. Even so, 

the overall race-related preference trends outlined by May were still apparent—particularly 

the discovery that the Gospel/Voc excerpt remained the most important contributor to group 

differences in 1980 and 1989. May writes concerning his 1980 data, "Dramatic differences 

existed in responses to the Gospel/Voc example. Unlike the gender differences in which 
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varying degrees of like (or dislike) were exhibited by both groups, the differences on 

Gospel/Voc crossed preferential response class boundaries" (pp. 176 & 179). 

May's observation was supported in the 1989 data such that the Gospel/Voc excerpt 

was rated within the "Like" range for African-American subjects and the "Dislike" range for 

Caucasian subjects. This observation was not typical. Out of 24 variables, Caucasian 

subjects gave higher ratings to more excerpts (14) than did African-American subjects (10, 

see Table 14); and the ratings were also in closer proximity for each excerpt than they were 

for the Gospel/Voc selection. 

When excerpts were ranked by mean scores in 1989, (see Table 15) the most-

liked, and least-liked excerpts differed between the two groups. African-American subjects 

rated Gospel/Voc (4.58) the highest and Class/Rom/Voc (1.71) the lowest, while 

Caucasian subjects rated Rock/Hard/Inst (3.40) highest, and Jazz/Easy/Inst (1.88) lowest. 

Although no excerpts held the same rank between groups, the majority of selections (75%) 

were found in the same top and bottom most- and least-liked categories. 

In contrast to the above, preference responses between African-American and 

Caucasians indicated that when excerpts were ranked by mean scores in 1980, (see Table 

16) the most-liked selection, Rock/Disco/Inst, was the same for both groups. The least-

liked excerpt, however, differed between the two groups. Caucasian subjects rated 

Show/Voc (1.89) lowest, while African-American subjects, (like the data reported in 

1989), rated Class/Rom/Voc (2.14) lowest. This finding indicated that although preference 

ratings were different, the ranking of specific selections was more similar between the races 

in the elementary grades than in the high school grades. 

When excerpts were compared by race (i.e., 1980 vs. 1989, see Tables 17-18) and 

ranked into the general top and bottom 12, most- and least-liked categories, it was 

discovered that Caucasians replaced more excerpts in their top 12 than did African-

Americans. Interestingly, the new selections that appeared in the Caucasians' top 12 
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Table 15 

1989 Rank Ordering of African-American and Caucasian Music Preference Ratingsa 

Excerpts African-American (n = 184) 

M 

Excerpts Caucasian (n = 91) 

M 

1. Gospel/Voc 4.58 1. Rock/Hard/Inst 3.40 

2. Jazz/Bebop/Inst 3.53 2. Rock/Reggae/Inst 3.29 

3. Rock/Reggae/Inst 3.39 3. March/Inst 3.11 

4. Rock/Disco/Inst 3.21 4. Rock/R&R/Voc 3.08 

5. Children/Voc 2.92 5. Jazz/Dixie/Inst 2.95 

6. Jazz/Swing/Inst 2.89 6. Rock/Disco/Inst 2.95 

7. Jazz/Dixie/Inst 2.83 7. Jazz/Bebop/Inst 2.87 

8. March/Inst 2.53 8. Class/Mod/Inst 2.84 

9. Easy/Pop/Voc 2.51 9. Jazz/Swing/Inst 2.81 

10. Rock/Hard/Inst 2.51 10. Gospel/Voc 2.80 

11. Children/Inst 2.48 11. C&W/Mod/Voc 2.80 

12. Class/Mod/Inst 2.42 12. C&W/Blugrs/Inst 2.77 

13. Jazz/Easy/Inst 2.33 13. Easy/Pop/Voc 2.55 

14. Rock/R&R/Voc 2.18 14. Children/Voc 2.47 

15. Nonwest/Inst 2.18 15. Class/Bar/Inst 2.46 

16. Show/Voc 2.16 16. Muzak/Inst 2.41 

17. Muzak/Inst 2.14 17. Show/Voc 2.41 

18. Electronic/Inst 2.03 18. Children/Inst 2.35 

19. Class/Rom/Inst 1.99 19. Class/Rom/Voc 2.32 

20. Class/Bar/Inst 1.95 20. Folk/Voc 2.23 

21. Folk/Voc 1.90 21. Class/Rom/Inst 2.10 

22. C&W/Blugrs/Inst 1.88 22. Electronic/Inst 2.01 

23. C&W/Mod/Voc 1.72 23. Nonwest/Inst 1.97 

24. Class/Rom/Voc 1.71 24. Jazz/Easy/Inst 1.88 

aMann-Whitney II test was not significant; II = 228; Z = -1.25; p < .21. 
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Table 16 

1980 Rank Ordering of African-American and Caucasian Music Preference Ratingsa 

Excerpts African-American (n = 184) 

M 

Excerpts Caucasian (n = 91) 

M 

1. Rock/Disco/Inst 4.65 1. Rock/Disco/Inst 4.58 

2. Easy/Pop/Voc 4.53 2. C&W/Mod/Voc 4.15 

3. Gospel/Voc 4.39 3. Easy/Pop/Voc 4.07 

4. Children/Voc 4.34 4. C&W/Blugrs/Inst 4.01 

5. Chiidren/Inst 4.31 5. Children/Voc 4.00 

6. Rock/R&R/Voc 4.14 6. Rock/R&R/Voc 3.98 

7. Rock/Hard/Inst 4.06 7. Children/Inst 3.97 

8. C&W/Blugrs/Inst 3.95 8. Class/Mod/Inst 3.77 

9. Rock/Reggae/Inst 3.91 9. March/Inst 3.74 

10. C&W/Mod/Voc 3.81 10. Rock/Hard/Inst 3.65 

11. Jazz/Dixie/Inst 3.48 11. Folk/Voc 3.42 

12. March/Inst 3.43 12. Rock/Reggae/Inst 3.41 

13. Class/Mod/Inst 3.28 13. Class/Bar/Inst 3.40 

14. Class/Bar/Inst 3.16 14. Jazz/Dixie/Inst 3.26 

15. Folk/Voc 3.07 15. Muzak/Inst 2.70 

16. Jazz/Swing/Inst 2.88 16. Jazz/Swing/Inst 2.65 

17. Electronic/Inst 2.74 17. Electronic/Inst 2.60 

18. Muzak/Inst 2.60 18. Class/Rom/Voc 2.58 

19. Jazz/Bebop/Inst 2.58 19. Nonwest/Inst 2.47 

20. Nonwest/Inst 2.57 20. Gospel/Voc 2.43 

21. Show/Voc 2.36 21. Class/Rom/Inst 2.31 

22. Class/Rom/Inst 2.33 22. Jazz/Easy/Inst 2.34 

23. Jazz/Easy/Inst 2.26 23. Jazz/Bebop/Inst 2.19 

24. Class/Rom/Voc 2.14 24. Show/Voc 1.89 

aMann«Whitney 11 test was not significant; 11 = 257; Z = • -.639; p < .52. 
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Table 17 

African-American Preference Ratings in Descending Order: 1980 and 1989s (n = 184) 

Excerpts 1980 Excerpts 1989 

M M 

1. Rock/Disco/Inst 4.65 1. Gospel/Voc 4.58 

2. Easy/Pop/Voc 4.53 2. Jazz/Bebop/Inst 3.53 

3. Gospel/Voc 4.39 3. Rock/Reggae/Inst 3.39 

4. Children/Voc 4.34 4. Rock/Disco/Inst 3.21 

5. Children/Inst 4.31 5. Children/Voc 2.92 

6. Rock/R&R/Voc 4.14 6. Jazz/Swing/Inst 2.89 

7. Rock/Hard/Inst 4.06 7. Jazz/Dixie/Inst 2.83 

8. C&W/Blugrs/Inst 3.95 8. March/Inst 2.53 

9. Rock/Reggae/Inst 3.91 9. Rock/Hard/Inst 2.51 

10. C&W/Mod/Voc 3.81 10. Easy/Pop/Voc 2.51 

11. Jazz/Dixie/Inst 3.48 11. Children/Inst 2.48 

12. March/Inst 3.43 12. Class/Mod/Inst 2.42 

13. Class/Mod/Inst 3.28 13. Jazz/Easy/Inst 2.33 

14. Class/Bar/Inst 3.16 14. Rock/R&R/Voc 2.18 

15. Folk/Voc 3.07 15. Nonwest/Inst 2.18 

16. Jazz/Swing/Inst 2.88 16. Show/Voc 2.16 

17. Electronic/Inst 2.74 17. Muzak/Inst 2.14 

18. Muzak/Inst 2.60 18. Electronic/Inst 2.03 

19. Jazz/Bebop/Inst 2.58 19. Class/Rom/Inst 1.99 

20. Nonwest/Inst 2.57 20. Class/Bar/Inst 1.95 

21. Show/Voc 2.36 21. Folk/Voc 1.90 

22. Class/Rom/Inst 2.33 22. C&W/Blugrs/Inst 1.88 

23. Jazz/Easy/Inst 2.26 23. C&W/Mod/Voc 1.72 

24. Class/Rom/Voc 2.14 24. Class/Rom/Voc 1.71 

aWilcoxon Matched-pairs Signed-rank test was not significant (Z = -.05, p = .96). 
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Caucasian Preference Ratings in Descending Order: 1980 and 
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Excerpts 1980 Excerpts 1989 

M M 

1. Rock/Disco/Inst 4.58 1. Rock/Hard/Inst 3.40 

2. C&W/Mod/Voc 4.15 2. Rock/Reggae/Inst 3.29 

3. Easy/Pop/Voc 4.07 3. March/Inst 3.11 

4. C&W/Blugrs/Inst 4.01 4. Rock/R&R/Voc 3.08 

5. Children/Voc 4.00 5. Jazz/Dixie/Inst 3.02 

6. Rock/R&R/Voc 3.98 6. Rock/Disco/Inst 2.95 

7. Children/Inst 3.97 7. Jazz/Bebop/Inst 2.87 

8. Class/Mod/Inst 3.77 8. Class/Mod/Inst 2.84 

9. March/Inst 3.74 9. Jazz/Swing/Inst 2.81 

10. Rock/Hard/Inst 3.65 10. Gospel/Voc 2.80 

11. Folk/Voc 3.42 11. C&W/Mod/Voc 2.80 

12. Rock/Reggae/Inst 3.41 12. C&W/Blugrs/Inst 2.77 

13. Class/Bar/Inst 3.40 13. Easy/Pop/Voc 2.55 

14. Jazz/Dixie/Inst 3.26 14. Children/Voc 2.47 

15. Muzak/Inst 2.70 15. Class/Bar/Inst 2.46 

16. Jazz/Swing/Inst 2.65 16. Show/Voc 2.41 

17. Electronic/Inst 2.60 17. Muzak/Inst 2.41 

18. Class/Rom/Voc 2.58 18. Children/Inst 2.35 

19. Nonwest/Inst 2.47 19. Class/Rom/Voc 2.32 

20. Gospel/Voc 2.43 20. Folk/Voc 2.23 

21. Class/Rom/Inst 2.31 21. Class/Rom/Inst 2.10 

22. Jazz/Easy/Inst 2.34 22. Electronic/Inst 2.01 

23. Jazz/Bebop/Inst 2.19 23. Nonwest/Inst 1.97 

24. Show/Voc 1.89 24. Jazz/Easy/Inst 1.88 

aWilcoxon Matched-pairs Signed-rank test was not significant (Z = -.08, p = .94). 
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represented African-American performers and/or sub-styles associated with the African-

American race. Likewise, between the two races, Caucasians were the first to give an 

excerpt representing the other cultures' music a high rating and rank. 

A comparison of subjects' preference scores when placed in rank order (i.e., the 

general top and bottom 12 most- and least-liked categories) revealed a 67% agreement 

between Caucasians in 1980 and 1989, and a 58% agreement between African-Americans 

in 1980 and 1989. Furthermore, specific rank order placement of the excerpts was 

compared between like-races in 1980 versus 1989. Insignificant findings stemming from 

Wilcoxon Matched-pairs Signed-rank analyses indicated that the specific rank order of the 

excerpts was more alike than different over time (i.e., elementary vs. high school). 

Lastly, a comparison of subjects' preference scores when placed in rank order (i.e., 

the general top and bottom 12 most- and least-liked categories) revealed a 75% agreement 

between African-Americans and Caucasians in 1989 (see Table 15). Moreover, a Mann-

Whitney LI analysis did not indicated a significant difference in the specific rank order 

across the 24 excerpts, thus, the particular rank ordering of the excerpts was more alike 

than different between the races. 

To summarize, nine variables were identified as significantly contributing to race 

rating differences: two for African-American, and seven for Caucasian subjects. 

However, for the majority of the excerpts (63%), no significant differences were found 

between the races. Race indicated a larger effect size difference across the 24 musical 

selections overall, than either grade or gender. While only three of the nine significant 

excerpts differentiated both elementary (May, 1983) and high school (1989) subjects' 

responses by race, it was concluded that nine significant excerpts identified in the 1989 data 

still h e ld , " . . . clear racial identities or associations" (May, 1980, p. 213). As in 1980 

(May, 1983), the Gospel/Voc selection was the most important contributor to group 

differences in 1989. 
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Out of the two races represented in the population, Caucasians were the first to give 

high ratings to music associated with the other races' culture. Lastly, even though 

significant race differences were found between responses to specific excerpts, when the 

1989 data was ranked and compared, Caucasians' and African-Americans' responses were 

found to be more alike than different. 

Since there were statistically significant differences in subjects' music preference 

ratings by race and by gender, the third question of interest focused on the possibility that 

differences in subjects' preference ratings may have been related to their level of musical 

training. Specifically the question asked: Are there statistically significant differences in 

preference ratings for musical excerpts when subjects are grouped by levels of music 

training? 

Four questions pertaining to musical training were employed to gain insight into the 

background of the subjects. The questions were: 

1. Do you play a musical instrument? 

2. Have you had private lessons? 

3. Do you play in the school band (or one like it)? 

4. Do you sing in a choir? 

Orchestral questions were not included due to the fact that subjects did not have access to a 

school or community orchestra. 

IV N/fiî iral Training Rnrk 

Musical training descriptive frequencies stemming from the four music training 

questions were grouped in Tables 19-26. Out of 275 subjects, over half (or 52%) reported 

that they did not play a musical instrument whether formally taught, or self-taught (see 

Table 19). Likewise, 59% of the population indicated that they had not taken private 

lessons at any time (see Table 20). The term "Private lessons" was defined on and during 



140 

the test as "extracurricular" instruction. Of those 132 subjects (48% of population) who 

reported playing an instrument, 86% indicated that they were involved or had once 

participated in private lessons. Across grade levels, the number of instrumentalists taking 

private lessons remained stable, with fewer subjects quitting (36%) than those who 

continued to take lessons (50%). 

Although 132 subjects (48% of population) reported they were instrumentalists, 

only one third (43 subjects, or 33%) indicated that they were currently participating in the 

school band or one like it (see Table 21). Interestingly, a greater number of subjects had 

quit band (45% of the 132 instrumentalists) than those who remained active. This attrition 

rate was further illustrated in Table 22 as the percentages of subject participation dropped 

from grade 10 through grade 12. 

Choir held the greatest number of active and previously active participants; 179 

subjects or 65% of the population (see Table 23). Across grade level, choir participation 

remained relatively stable with fewer subjects quitting (22%) than remaining active (43%). 

The number of subjects involved or once involved with voice lessons, however, was a low 

6% of the population (see Table 24). This meant that out of the 118 subjects involved in 

choir, 92% did not report taking voice lessons. 

Private Lessons Participation: Vocal 

Further observation of the data indicated that nine subjects took voice lessons, eight 

of which were female (see Table 24). Out of the eight females who took voice lessons, 

four were Caucasian and four were African-American. Given the different numbers in the 

race sub-populations, however, there was a greater representation of Caucasian females 

(10%) who took voice lessons than African-American females (4%). A rank ordering of 

the proportional representation between the gender and races for voice lessons was: 
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Table 19 

1989 Descriptive Frequencies: Subjects Who Played an Instrument (N = 275) 

Grade Female (a = 140) Male (n = 135) Grade Grade 

CF AAF CM AAM total % 

n = 42 n = 98 n = 49 n = 86 

10th (n = 93) 13 10 11 41 44% 

11th (n = 92) 14 12 12 8 46 50% 

12th (n = 90) 13 14 11 45 50% 

Total 

Race/gender 

34 39 

81% 40% 

33 26 

67% 30% 

Total gender 

Gender % 

73 

52% 

59 = 132 subjects (48% of N) 

44% 

Note. CF, CM, AAF and AAM were abbreviations for Caucasian Female, Caucasian 

Male, African-American Female, and African-American Male. 
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Table 20 

1989 Descriptive Frequencies: Subjects Who Took Private Instrumental Lessons8 

CN = ns\ 

Grade Female (a = 140) 

CF AAF 

n = 42 n = 98 

Male (n = 135) Grade 

CM AAM total 

n = 49 n = 86 

Grade 

10th (n = 93) 

11th (n = 92) 

12th (n = 90) 

5 10 

6 8 

8 7 

4 

7 

4 

3 

1 

3 

22 

22 

22 

24% 

24% 

24% 

Total 

Race/gender % 

Total gender'' 

Gender % 

19 

45% 

25 

26% 

44 

31% 

15 

31% 

22 66 subjects (24% of N) 

Total gender0 

Gender % 

23 

16% 

25 

19% 

48 subjects (17% of N) 

TOTAL GENDERd 

GENDER 

67 

48% 

47 

35% 

114 subjects (41% of N) 

Note. CF, CM, AAF and AAM were abbreviations for Caucasian Female, Caucasian 

Male, African-American Female, and African-American Male. 

aPrivate lessons was defined as "extracurricular" lessons. 

^Total gender who took private lessons. 

Total gender who used to take private lessons (see Table 25). 

^Total gender who took or used to take private lessons. 
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Grade Female (n = 140) Male (n = : 135) Grade Grade 

CF AAF CM AAM total % 

a = 42 n = 98 n = 49 n = 86 

10th (n = 93) 5 5 4 3 17 18% 

11th (n = 92) 2 7 4 2 15 16% 

12th (n = 90) 4 1 3 3 11 12% 

Total 11 13 11 8 

Race/gender % 26% 13% 22% 9% 

Total gender*3 24 + 19 = 43 subjects (16% of N) 

Gender % 17% 14% 

Total gender0 28 + 32 = 60 subjects (22% of N) 

Gender % 20% 24% 

TOTAL GENDERd 52 + 51 = 103 subjects (37% of N) 

GENDER % 37% 38% 

Note. CF, CM, AAF and AAM were abbreviations for Caucasian Female, Caucasian 

Male, African-American Female, and African-American Male. 

aBand was defined as "school band". 

^Total gender who played in the band. 

CTotal gender who used to play in the band (see Table 22). 

^Total gender who played or used to play in the band. 
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Table 22 

1989 Descriptive Frequencies: Subjects Who Used to Plav in the Band^N = 275) 

Grade Female (n = 140) Male (n = 135) Grade Grade 

CF AAF CM AAM total % 

n = 42 n = 98 n = 49 n = 86 

10th (n = 93) 16 17% 

11th (n = 92) 6 21 23% 

12th (n = 90) 8 23 26% 

Total 

Race/gender % 

17 11 

40% 11% 

19 13 

39% 15% 

Total gender 

Gender % 

28 

20% 

32 

24% 

60 subjects (22% of N) 

Note. CF, CM, AAF and AAM were abbreviations for Caucasian Female, Caucasian 

Male, African-American Female, and African-American Male. 

aBand was defined as "school band". 
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Table 23 

1989 Descriptive Frequencies: Subjects Who Sang in a1 

Grade Female (n = 140) Male (n = : 135) Grade Grade 

CF AAF CM AAM total % 

a = 42 n = 98 63
 II $ n = 86 

10th (n = 93) 5 17 3 14 39 42% 

11th (n = 92) 7 19 3 10 39 42% 

12th (n = 90) 7 21 3 9 40 44% 

Total 19 57 9 33 

Race/gender % 45% 58% 18% 38% 

Total gender^ 76 + 42 = 118 subjects (43% of N) 

Gender % 54% 31% 

Total gender0 36 + 25 = 61 subjects (22% of N) 

Gender % 26% 19% 

TOTAL CiENDERd 112 + 67 = 179 subjects (65% of N) 

GENDER % 80% 50% 

Note. CF, CM, AAF and AAM were abbreviations for Caucasian Female, Caucasian 

Male, African-American Female, and African-American Male. 

^ho i r was defined as "any choir". 

^Total gender who sang in a choir. 

cTotal gender who used to sing in a choir (see Table 26). 

^Total gender who sang or used to sing in a choir. 



Table 24 

1989 Descriptive Frequencies; Subjects Who Took Private Voice 
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Grade Female (n = 140) 

CF AAF 

n = 42 n = 98 

Male (n = 135) Grade 

CM AAM total 

n - 49 n = 86 

Grade 

10th (n = 93) 

11th (n = 92) 

12th (n = 90) 

1 

2 

1 

0 

4 

0 

0 

0 

0 

1 

0 

0 

2 

6 

1 

2% 

7% 

1% 

Total 

Race/gender % 

Total gender*5 

Gender % 

4 

10% 

4 

4% 

1 

1% 

9 subjects (3% of N) 

Total gender0 

Gender % 

TOTAL GENDERd 

GENDER % 

5 

4% 

13 

2 

1% 

3 

2% 

7 subjects (3% of N) 

16 subjects (6% of N) 

Note. CF, CM, AAF and AAM were abbreviations for Caucasian Female, Caucasian 

Male, African-American Female, and African-American Male. 

aPrivate lessons was defined as "extracurricular" lessons. 

^Total gender who took private voice lessons. 

'Total gender who used to take private voice lessons (11th grade: 3 CF; 12th grade: 2 CF, 

1 CM, 1 AAM ). 

^Total gender who took or used to take private voice lessons. 
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Caucasian female (10%), African-American female (4%), African-American male (1%) and 

Caucasian male (0%). 

Seven other subjects indicated that they used to take voice lessons. Out of these 

seven, five were Caucasian females, one was a Caucasian male, and one was an African-

American male. The most stable group (fewest number to quit) was African-American 

females. A rank ordering of the proportional representation between the gender and races 

for quitting voice lessons was: Caucasian female (12%), Caucasian male (2%), African-

American male (1%), and African-American female (0%). 

Private Lessons Participation: Instrumental 

Out of the 132 subjects who indicated playing an instrument, the majority were 

females (73 females or 55%, see Table 19). Out of these 73 females, 53% were African-

American, however, given the different numbers in the race sub-populations, 

proportionally, there was a greater representation of Caucasian females (79%) who played 

an instrument than African-American females (40%). 

Although the male population was in the minority concerning the overall number of 

subjects who played an instrument, proportionally, there was a greater representation of 

Caucasian males (69%) who played an instrument than African-American males (30%). 

Furthermore, there was a greater proportion of Caucasian males (69%) who played an 

instrument than African-American females (40%). A rank ordering of the proportional 

representation between the gender and races for instrument playing was: Caucasian female 

(79%), Caucasian male (69%), African-American female (40%), and African-American 

male (30%). 

Out of 275 subjects, 24% took private instrumental lessons (see Table 20). Out of 

the 66 subjects who indicated taking private instrumental lessons 44 subjects (or 67%) 

were female. Out of these 44 females, 57% were African-American, however, given the 
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different numbers in the race sub-populations, proportionally there was a greater 

representation of Caucasian females (45%) who took private lessons than African-

American females (26%). 

Although the male population was in the minority concerning the overall number of 

subjects who took private instrumental lessons, proportionally, there was a greater 

representation of Caucasian males (31%) who took lessons than African-American males 

(8%). Furthermore, there was a greater proportion of Caucasian males (31%) who took 

private lessons than African-American females (26%). A rank ordering of the proportional 

representation between the gender and races for instrumental lessons was: Caucasian 

female (45%), Caucasian male (31%), African-American female (26%), and African-

American male (8%). 

More females than males were involved in taking private instrumental lessons (see 

Table 19), and more males (52%) than females quit (see Table 25). Overall, the attrition 

rate was higher for Caucasians than for African-Americans, with the most stable group 

(fewest number to quit) being African-American females. A rank ordering of the 

proportional representation between the gender and races for quitting instrumental lessons 

was: Caucasian male (33%), Caucasian female (33%), African-American male (10%), and 

African-American female (9%). 

School Band Participation 

Out of 275 subjects, 84% did not participate in the school band (or one like it, see 

Table 21). Out of the 43 subjects who indicated participating in the band, 24 subjects (or 

56%) were female. Out of these 24 females, 54% were African-American, however, given 

the different numbers in the race sub-populations, proportionally there was a greater 

representation of Caucasian females (26%) who were band members than African-

American females (13%). 
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Table 25 

1989 Descriptive Frequencies: Subjects Who Used to Take Private Instrumental Lessons^ 

Grade Female (n = 140) Male (n = 135) Grade Grade 

CF AAF CM AAM total % 

n = 42 n = 98 n = 49 n = 86 

10th (n = 93) 1 12 13% 

11th (n = 92) 8 19 21% 

12th (n = 90) 17 19% 

Total 

Race/gender % 

14 9 16 9 

33% 9% 33% 10% 

Total gender 

Gender % 

23 

16% 

25 

19% 

48 subjects (17% of N) 

Note. CF, CM, AAF and AAM were abbreviations for Caucasian Female, Caucasian 

Male, African-American Female, and African-American Male. 

aPrivate lessons was defined as "extracurricular" lessons. 
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Although the male population was in the minority concerning the overall number of 

subjects who were in the band, proportionally, there was a greater representation of 

Caucasian males (22%) that were band members than African-American males (9%). 

Furthermore, there was a greater proportion of Caucasian males (22%) who were in the 

band than African-American females (13%). A rank ordering of the proportional 

representation between the gender and races for band membership was: Caucasian female 

(26%), Caucasian male (22%), African-American female (13%), and African-American 

male (9%). 

More females than males indicated current participation in the band (see Table 21), 

and more males (54%) than females quit (see Table 22). Overall, the attrition rate was 

higher for Caucasians than for African-Americans, with the most stable group (fewest 

number to quit) being African-American females. A slightly greater proportion of 

Caucasian females quit band than Caucasian males. A rank ordering of the proportional 

representation between the gender and races for quitting band was: Caucasian female 

(40%), Caucasian male (39%), African-American male (15%) and African-American 

female (11%). 

Out of 275 subjects, 57% did not sing in a choir (see Table 23). Out of the 118 

subjects who indicated participating in the choir, 76 subjects (or 64%) were female. Out of 

these 76 females, 75% were African-American. Given the different numbers in the race 

sub-populations, there was still a greater representation of African-American females (58%) 

who were choir members than Caucasian females (45%). 

Although the male population was in the minority concerning the overall number of 

subjects who were in choir, proportionally, there was a greater representation of African-

American males (38%) than Caucasian males (18%). Overall, there was a greater 
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proportion of Caucasian females (45%) who were in the choir than African-American males 

(38%). A rank ordering of the proportional representation between the gender and races 

for choir membership was: African-American female (58%), Caucasian female (45%), 

African-American male (38%), and Caucasian male (18%). 

While more females than males indicated current participation in the choir (see Table 

23), more females (36 subjects or 59%) than males quit (see Table 26). Overall, the 

attrition rate was higher for African-Americans than for Caucasians, with the most stable 

group (fewest number to quit) being Caucasian males. A greater proportion of African-

American females quit choir than African-American males. A rank ordering of the 

proportional representation between the gender and races for quitting choir was: African-

American female (29%), African-American male (21%), Caucasian female (19%), and 

Caucasian male (14%). 

To summarize, more females than males played an instrument, took private 

instrumental and voice lessons, played in the band, and sang in the choir. Numerically 

speaking, more African-American females than Caucasian females were involved in the 

above musical activities; however, proportionally speaking, Caucasian females had a higher 

representation in all activities except for choir. 

Although fewer males were found to: (a) play an instrument, (b) take private 

instrumental and voice lessons, (c) play in the band, and (d) sing in the choir; 

proportionally, Caucasian males had a higher representation than African-American females 

in all activities but voice lessons and choir. Likewise Caucasian males had a higher 

representation than African-American males in all activities but voice lessons and choir. 

More males than females dropped out of instrumental lessons and band. In contrast, more 

females than males dropped out of voice lessons and choir. Aside from choir, African-

American females were the least likely group to quit a musical activity or ensemble. 
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Table 26 

1989 Descriptive Frequencies: Subjects Who Used to Sing in a Choii^ (N = 275) 

Grade Female (n = 140) Male (n = 135) Grade Grade 

CF AAF CM AAM total % 

n = 42 n = 98 n = 49 n = 86 

10th (n = 93) 10 0 6 18 19% 

11th (n = 92) 10 20 22% 

12th (n = 90) 8 8 23 26% 

Total 

Race/gender 

8 28 

19% 29% 

7 18 

14% 21% 

Total gender 

Gender % 

36 

26% 

25 

19% 

61 subjects (22% of N) 

Note. CF, CM, AAF and AAM were abbreviations for Caucasian Female, Caucasian 

Male, African-American Female, and African-American Male. 

^ho i r was defined as "any choir". 
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Question 3: Music Preference Ratings by Music Training 

Given the musical training background of the 275 subjects, the question of interest 

was: Are there statistically significant differences in preference ratings for musical excerpts 

when subjects were grouped by levels of music training? Two groups, "Training" and "No 

Training," were identified using composite scores from subjects' responses to four music 

training variables: 

1. Band participation (yes = 3, used to = 2, and no = 1) 

2. Choir participation (yes = 3, used to = 2, and no = 1) 

3. Voice lessons (yes = 3, used to = 2, and no = 1) 

4. Instrumental lessons (yes = 3, used to = 2, and no = 1) 

The composite score for "Training" was between 7 and 12, ("yes" and "used to" 

exceeded the number of "no's") which meant that there was predominately some training 

across the four variables. The composite score for "No training" was between 4 and 6 

("no's" matched or exceeded the number of "used to" and "yeses") which meant that there 

was predominately no, or very little training across the four variables. The majority of 

subjects placed in the No Training group (n = 181), while 35% of the population placed in 

the Training Group (n = 94). 

A multivariate analysis of variance (MANOVA) on 24 music preference ratings by 

training was conducted, and the results indicated 10 significant univariate E values (p < 

.001) with a fairly high effect size (A = .61, see Table 27). Thus, 10 variables were 

identified as significantly contributing to the preferential rating differences between training 

groups. All 10 excerpts were rated higher by the Training group than by the No Training 

group. The ten variables in descending E scores were: March/Inst (44.04), Jazz/Dixie/Inst 

(24.11), Class/Mod/Inst (21.08), Show/Voc (19.12), Class/Rom/Inst (17.94), 

Jazz/Swing/Inst (16.81), Class/Bar/Inst (16.02), Muzak/Inst (15.59), C&W/Blugrs/Inst 

(15.57), and Class/Rom/Voc (14.90). 



Table 27 

1989 MANOVA on 24 Music Preference Ratings for Training (N = 275)a 
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Excerpts No training'5 Training0 Structure 

(n= 181) (n = 94) coefficient 

M M P 

March/Inst 2.43 3.30 44.04 .0001* -.70 

Jazz/Dixie/Inst 2.67 3.32 24.11 .0001* -.51 

Class/Mod/Inst 2.35 2.97 21.08 .0001* -.48 

Show/Voc 2.04 2.62 19.12 .0001* -.46 

Class/Rom/Inst 1.84 2.39 17.94 .0001* -.44 

Jazz/Swing/Inst 2.67 3.24 16.81 .0001* -.43 

Class/Bar/Inst 1.93 2.48 16.02 .0001* -.42 

Muzak/Inst 2.06 2.55 15.59 .0001* -.41 

C&W/Blugrs/Inst 1.98 2.53 15.57 .0001* -.41 

Class/Rom/Voc 1.73 2.24 14.90 .0001* -.40 

Gospel/Voc 4.16 3.67 11.17 .001 .35 

Jazz/Easy/Inst 2.03 2.46 9.77 .002 -.33 

Rock/Reggae/Inst 3.20 3.64 8.71 .003 -.31 

Rock/R&R/Voc 2.33 2.77 8.24 .004 -.30 

Nonwest/Inst 1.98 2.35 6.95 .009 -.28 

Folk/Vctc 1.92 2.19 6.10 .01 -.26 

Electronic/Inst 1.92 2.21 5.45 .02 -.24 
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Excerpts No training^ Training0 Structure 

(n= 181) (n = 94) coefficients6 

M M gd P 

C&W/Mod/Voc 1.98 2.26 3.80 .05 -.20 

Jazz/Bebop/Inst 3.23 3.48 3.59 .06 -.20 

Children/Inst 2.36 2.57 2.14 .14 -.15 

Children/Voc 2.71 2.89 1.71 .19 -.14 

Easy/Pop/Voc 2.46 2.64 1.63 .20 -.13 

Rock/Disco/Inst 3.07 3.23 1.26 .26 -.12 

Rock/Hard/Inst 2.75 2.90 .93 .34 -.10 

Note. E values were arranged in descending order of significance. 

Significant univariate E values. 

Multivariate test was significant; Eigenvalue = .34; Canon Cor. = .50; Wilks = .75; 

df = 24, 250; p = .0001. 

^No Training was defined as: Composite score of 4-6 across four music training variables, 

draining was defined as: Composite score of 7-12 across four music training variables. 

dUnivariate Ecv = 1138; d£ = 1, 273 (Winer, 1971, p. 869); p < .001 (Dunn-Bonferoni 

adjustment. .025/24). 

eA = .61. 
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Of the musical style categories that had more than two representative selections on 

the test (e.g., classical, jazz, and rock), classical, was the only category that had all four 

selections appear as significant variables in helping discriminate between Training and No 

Training groups. Interestingly, the rock category had no examples appear as significant 

discriminators. 

Overall, the Training group rated 23 out of 24 excerpts higher than the No Training 

group. The one selection rated higher by the No Training group was Gospel/Voc (4.16), 

furthermore, this selection was the highest rated excerpt out of all the mean scores for both 

groups (see Table 28). Agreement was also found between both groups for the second-

and third-highest ranking selections: Rock/Reggae/Voc and Jazz/Bebop/Inst. 

The lowest rated selection for the No Training group was Class/Rom/Voc and for 

the Training group it was Folk/Voc. Interestingly, while both groups did not agree on the 

rank ordering of all 24 selections, 11 or 92% of the same excerpts appeared in both groups' 

top 12 list (see Table 28). Given that a high percentage of Training and No Training 

groups' responses appeared in agreement when scores were ranked, (i.e., placement of 

excerpts into the top and bottom 12 most- and lest-liked categories), a Mann-Whitney LI 

test was conducted to determine if there was a rank order difference between the two 

groups (see Table 28). A significant difference (p < .006) was detected in the rank 

ordering of the excerpts, therefore, the Training and No Training populations' rank 

ordering of the 24 musical selections were found to be more different than alike. 

A descriptive analysis of the members of the Training group (n = 95) showed that 

57 of the subjects were female and 38 were male. Given this observation, a Pearson 

product-moment correlation between gender and music training was conducted. Results 

indicated a significant positive relationship (p < .01) between gender (i.e., female) and high 

level of music training (i.e., Training group). Interestingly, out of these 57 females, 31 

were African-American, and 26 were Caucasian. However, out of the total number of 
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Table 28 

1989 Music Preference Ratings in Descending Order: No Training Versus Training5 

(N = 275) 

Excerpts No training (n = 181) Excerpts Training (n = 94; 

M M 

1. Gospel /Voc 4.16 1. Gospel/Voc 3.67 

2. Jazz/Bebop/Inst 3.23 2. Rock/Reggae/Voc 3.64 

3. Rock/Reggae/Voc 3.20 3. Jazz/Bebop/Inst 3.48 

4. Rock/Disco/Inst 3.07 4. Jazz/Dixie/Inst 3.32 

5. Rock/Hard/Inst 2.75 5. March/Inst 3.30 

6. Children/Voc 2.71 6. Jazz/Swing/Inst 3.24 

7. Jazz/Swing/Inst 2.67 7. Rock/Disco/Inst 3.23 

8. Jazz/Dixie/Inst 2.67 8. Class/Mod/Inst 2.97 

9. Easy/Pop/Voc 2.46 9. Rock/Hard/Inst 2.90 

10. March/Inst 2.43 10. Children/Voc 2.89 

11. Children/Inst 2.36 11. Rock/R&R/Voc 2.77 

12. Class/Mod/Inst 2.35 12. Easy/Pop/Voc 2.64 

13. Rock/R&R/Voc 2.33 13. Show/Voc 2.62 

14. Muzak/Inst 2.06 14. Children/Inst 2.57 

15. Show/Voc 2.04 15. Muzak/Inst 2.55 

16. Jazz/Easy/Inst 2.03 16. C&W/Blugrs/Inst 2.53 

17. C&W/Mod/Voc 1.98 17. Class/Bar/Inst 2.48 

18. C&W/Blugrs/Inst 1.98 18. Jazz/Easy/Inst 2.46 

19, Nonwest/lnst 1.98 19. Class/Rom/Inst 2.39 

20. Class/Bar/Inst 1.93 20. Nonwest/lnst 2.35 

21. Electronic/Inst 1.92 21. C&W/Mod/Voc 2.26 

22. Folk/Voc 1.92 22. Class/Rom/Voc 2.24 

23. Class/Rom/Inst 1.84 23. Electronic/Inst 2.21 

24. Class/Rom/Voc 1.73 24. Folk/Voc 2.19 

aMann-Whitney LI test was significant; l i = 153; Z = -2.77; p < .006. 
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females in the population (n = 140; i.e., African-American = 98, Caucasian = 42), the 

proportion of African-American and Caucasian females represented in the Training group 

was 62% Caucasian, and 32% African-American. Furthermore, only 2 subjects out of the 

57 musically-trained females held the highest composite score, which equaled 12. Both of 

these subjects were in the 11th grade and were African-American. 

Out of the 38 males in the Training group, 21 were Caucasian and 17 were African-

American. Given the total number of males in the population (n = 135; i.e., African-

American = 86, Caucasian = 49), the proportion of African-American and Caucasian males 

represented in the Training group was 43% Caucasian, and 20% African-American. The 

highest composite score earned by a male was a 10, and four African-American and four 

Caucasian males across the three grade levels represented this level of training. 

To summarize, 10 variables were identified as significantly contributing to music 

training rating differences, specifically for the Training group. Out of the 24 excerpts, only 

Gospel/Voc was rated higher by the No Training group than by the Training group. Of the 

musical style categories that had more than two representative selections on the test, 

classical, was the only category that had all four excerpts appear as significant variables in 

helping discriminate between Training and No Training groups. Interestingly, not one of 

the four rock category selections appeared as a significant discriminator between groups. 

Significantly more females than males were involved in music, (i.e., Training 

group) and proportionally, more of those females were Caucasian then African-American. 

However, Caucasian females and males had a higher representation in the Training group 

than did African-American subjects. 

Since there were statistically significant differences in subjects' music preference 

ratings by music training, the fourth research question concerned the possibility of a 

relationship between preference ratings and subjects' degree of familiarity with the selected 

musical excerpts. Specifically the question asked: Are there statistically significant positive 



159 

correlations between subjects' music preference ratings for the musical excerpts and 

subjects' degree of excerpt familiarity? 

Question 4: Music Preference Ratings by Excerpt Familiarity 

Subjects were asked during the test to indicate for each music selection their degree 

of familiarity (see Appendix E). Familiarity was defined as "I have heard this particular 

selection before". This definition functioned somewhat as a control in interpreting 

subjects" responses since they had heard the same 24 excerpts in 1980. Subjects were not 

told they took the test nine years earlier, and because subjects did not indicate that they had 

heard every piece before, familiarity ratings were judged to be indicative of having heard 

the particular selection more than one time. Three levels of familiarity with their respective 

scoring rubric were defined as: 

1. "Yes, I have heard this piece before" (3 points) 

2. "I am Unsure if I have heard this piece before" (2 points) 

3. "No, I have not heard this piece before" (1 point) 

Pearson product-moment correlations between subjects' preference ratings (i.e., 

total group) and their degree of familiarity for the 24 music excerpts were computed for the 

total sample (see Table 29). Significant positive correlations (p < .001) were found for 18 

out of the 24 excerpts. This meant that subjects with a high preference rating were more 

likely to have a high familiarity score and subjects with a low preference rating were more 

likely to have a low familiarity score. 

Significant positive correlations (p < .01, p < .001) between subjects' preference 

ratings and their degree of familiarity for the 24 music excerpts were also found when 

subjects' responses were grouped by gender (see Table 29). Females had more significant 

positive correlations between preference ratings and degree of familiarity than did males. 
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Table 29 

1989 Pearson Correlations of Subjects' Preference Ratings With Degree of Familiarity for 

24 Musical Excerpts: Males, Females, and Total (N = 275) 

Musical Males Females Total 

Excerpts (n = 135) (n = 140) 

r r 

Show/Voc .27** 3 4 * * 38** 

Gospel/Voc .33** .42** .38** 

Class/Bar/Inst .38** .28** .33** 

Class/Mod/I nst .38** .27** .32** 

Rock/Reggae/V oc .36** .27** 32** 

Class/Rom/Voc .24* .36** .31** 

Class/Rom/Inst .28** .28** .28** 

Easy/Pop/Voc .30** .23* .28** 

Rock/Disco/Inst .29** .25* .28** 

Jazz/Swing/Inst .27** .26** .26** 

Rock/R&R/Inst .36** .10 .26** 

Jazz/Easy/Inst .13 .30** .24** 

Jazz/Dixie/Inst .15 .30** .24** 

Nonwest/Inst .19 .25* 23** 

Children/Voc .21* .15 .23** 

Rock/Hard/Inst .29** .17 .23** 

March/Inst .12 .26** .22** 

Children/Inst .14 .18 .19** 
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Table 29 Continued 

Musical Males Females Total 

Excerpts (n = 135) (n = 140) 

r r ja 

Electronic/Inst .14 .22* .18* 

Muzak/Inst .12 .20* .18* 

C&W/Blugrs/Inst .06 29** .17* 

Jazz/Bebop/Inst .14 .19 .17* 

Folk/Voc .09 .16 .13 

C&W/Mod/Voc .04 .13 .08 

Note, r values were arranged in descending order of significance by total group. 

aPearson lev = 19; d£ = 273; p < .001, (Dunn-Bonferoni adjustment: .025/24), one-tail 

probability. The lev was extrapolated between r values of .20 and .18 for populations of 

250-300 (Glass & Hopkins, 1984, p. 549). 

*p < .01. **p < .001. 
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Further observation of the data revealed that females gave more "familiar" ratings across the 

excerpts than did males. 

Overall, excerpts receiving the greatest number of "familiar" ratings across the total 

population (i.e., N = 275) were (in descending order): Rock/Hard, Rock/Disco, 

March/Inst, and Gospel/Voc. In contrast, excerpts receiving the least number of "familiar" 

ratings were (in descending order): Child/Inst, Jazz/Easy, Folk/Voc, and Electronic/Inst. 

Interestingly, the most familiar excerpt (Rock/Hard/Inst) was the most-liked excerpt by 

Caucasian subjects only. The least familiar excerpt (Electronic/Inst) was the least-liked 

excerpt by lOth-grade subjects only. 

In a separate analysis, significant positive correlations (p < .01, p < .001) were 

found between subjects' degree familiarity and their music preference scores when 

responses were grouped by musical training (see Table 30). The No Training group had 

more significant positive correlations between preference ratings and degree of familiarity 

than did the Training group. Since positive correlations represented either high levels of 

preference with high levels of familiarity; or low levels of preference with low levels of 

familiarity, crosstabulations were employed to help further interpret the data. 

Inspection of the crosstabulated data revealed that overall, the majority of the 

positive correlations for both groups represented low levels of preference with low levels 

of familiarity. More correlations representing high levels of preference with high levels of 

familiarity, however, were found for the Training group than for the No Training group. 

In a separate analysis, the frequency count of the number of familiar ratings across 

the 24 excerpts revealed that more familiar ratings were given by subjects in the No 

Training group than by subjects in the Training group. This anomaly might have occurred 

because several subjects in the No Training group indicated familiarity for almost every 

excerpt. None of the subjects in the Training group, however, responded in this manner. 

Thus, level of training may have influenced subjects' ability to discriminate. 
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Table 30 

1989 Pearson Correlations of Subjects' Preference Ratings With Degree of Familiarity for 

No Training, and 

Musical Training No Training Total 

Excerpts (n = 94) (n = 181) 

E r ra 

Show/Voc .43** .30** .38** 

Gospel/Voc 43** .33** .38** 

Class/Bar/Inst .14 .42** .33** 

Class/Mod/I nst .45** .19* 32** 

Rock/Reggae/V oc .35** 32** .32** 

Class/Rom/Voc 42** .16 .31** 

Class/Rom/Inst .11 37** 28** 

Easy/Pop/Voc .31** 28** 28** 

Rock/Disco/Inst .23 .29** .28** 

Jazz/Swing/I nst .35** 23** .26** 

Rock/R&R/Inst .41** .19* 26** 

Jazz/Easy/Inst .25* .22** .24** 

Jazz/Dixie/Inst .26* .23** 24** 

Nonwest/Inst .21 24** 23** 

Children/Voc .33 .22* 23** 

Rock/Hard/Inst .42** .15 23** 

March/Inst .17 .17 .22** 

Children/Inst .18 .20* 29** 
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Table 30 Continued 

Musical Training No Training Total 

Excerpts 9s 1! (n = 181) 

r E ja 

Electronic/Inst .08 .22* .18* 

Muzak/Inst .31* .12 .18* 

C&W/Blugrs/Inst .28* .17 .17* 

Jazz/Bebop/Inst .20 .19* .17* 

Folk/Voc .08 .17 .13 

C&W/Mod/Voc .24 .02 .08 

Note, r values were arranged in descending order of significance by total group. 

aPearson lev = -19; df = 273; p < .001, (Dunn-Bonferoni adjustment: .025/24), one-tail 

probability. The icy was extrapolated between r values of .20 and .18 for populations of 

250-300 (Glass & Hopkins, 1984, p. 549). 

*p < .01. **p < .001. 
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In contrast to the above, musically-trained subjects, (more so than musically-

untrained subjects) gave a greater number of familiarity ratings to excerpts that represented 

styles performed-most in private lessons and ensembles. Not surprisingly, subjects' listing 

of the styles "performed-most" varied depending on their participation in the particular 

music activity (e.g., private lessons, band, choir, own group). For example, out of the 

103 subjects who were in band or used to be in band: 9% reported march music as the 

first-, and 33% reported jazz as the second-most-often performed styles (followed by a 

15% vote for classical and folk). Out of the 179 subjects who were in choir or used to be 

in choir: 94% reported gospel as the first-, and 15% reported children's music as the 

second-most-often performed styles (followed closely by a 13% vote for pop). Out of the 

29 subjects who were in their own group or used to be members of a group: 34% reported 

rock as the first-, and 31% reported gospel music as the second- most-often performed 

styles (followed by a 28% vote for pop). Finally, out of the 115 subjects who took private 

lessons or who used to take private lessons: 19% reported gospel as the first-, and 16% 

reported pop music as the second-most-often performed styles (followed by a 10% vote for 

classical). 

Since the most often performed excerpts were reported to be: march, gospel and 

rock, it was not surprising to find that excerpts which represented these styles were also 

given the greatest number of "familiar" ratings by musically-trained subjects. Interestingly, 

excerpts which received the least number of "familiar" ratings included children's and jazz 

selections which were reported as the second-most often performed styles. 

The least "familiar" finding above, was explained two ways. First, only two 

excerpts (Child/Inst, and Jazz/Easy/Inst) out of a possible six from the children's and jazz 

styles fell into the "least familiar" category. Likewise, these same two excerpts were given 

lower preference ratings than the other four excerpts representing these styles. Therefore, 

subjects' responses to these two selections may not have been indicative of their level of 
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familiarity and or preference within these styles. Secondly, the two "least-familiar" 

excerpts, (Child/Inst, and Jazz/Easy/Inst) were not judged by the majority (51% or more) 

of subjects as representative of children's music and jazz styles (see Table 4). Therefore, 

subjects may have been responding to the competing style categorizations for these excerpts 

which were: Muzak (39%), classical (22%), and electronic (27%), nonwestem (11%), and 

pop (10%). Aside from the pop category, none of the above styles were reported as being 

performed in private lessons or by ensembles, thus, these styles may not have been as 

familiar or as well liked as the more typical examples of children's music and jazz. 

To summarize, significant positive corrections (p < .001) between degree of 

like/dislike and degree of familiarity for the total sample were found for 18 out of the 24 

excerpts. When the total sample was further analyzed by groupings of gender and training 

the following relationships were found: (a) Females had more significant positive 

correlations between preference ratings and degree of familiarity than did males; and (b) 

More correlations representing high levels of preference with high levels of familiarity, 

were found for the Training group than for the No Training group. 

Although fewer familiar (i.e., "3") ratings were given across the 24 excerpts by the 

Training versus the No Training groups, musically-trained subjects' most- and least-

familiar excerpts may have been related to their exposure to styles from private lessons 

and/or from ensemble participation. Interestingly, females gave more "familiar" ratings 

across the excerpts than did males. Since more females than males were in the Training 

group, this finding seemingly contradicted the music training results reported above. This 

outcome, however, was explained by the fact that several females in the No Training group 

indicated familiarity for almost every example. No musically-trained females responded in 

the same manner, thus, females in the Training group may have exercised more 

discrimination in their familiarity responses. Likewise, similar response patterns were 

repeated by the males in both the No Training and Training groups. Thus, subjects with 
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musical training, (as compared to subjects without), may have exercised more 

discrimination in their determination of excerpt familiarity. 

Given the above observations, it was of interest to note whether levels of stylistic 

familiarity might have been derived by other means. For example, would there be any 

indication of a relationship between: (a) styles subjects' like, (b) styles heard in the home, 

and (c) styles subjects' listen to with their peers? The last research question posed the 

following: Are there statistically significant correlations between the ratings of first-, 

second-, and third-most-listened-to styles and the following three variables: (a) musical 

styles most-listened-to by subjects, (b) musical styles most-listened-to with peers, and (c) 

musical styles most-listened-to by parent/guardians (as reported by subjects). 

Question 5: Music Preference Ratings by Family and Peer Group 

Pearson product-moment correlations between subjects, peers, and families' first-, 

second-, and third-most-listened-to styles were computed (see Table 31). Not 

surprisingly, significant correlations (p < .01, p < .001) were found between the styles 

most-liked by subjects and the styles most-listened-to with their peer groups on all three 

tests. Although these correlations were significant, they were not considered very 

meaningful since they represented little variance (25%, 30%, 29%). 

A significant correlation (p < .001), was found between styles third-most-liked by 

subjects and third-most-listened-to by family members. Likewise, a weaker, but 

significant correlation (p < .01) was found between styles second-most-liked by subjects 

and the styles second most-listened-to by family members. Both of these correlations, 

however, were not considered meaningful since they represented only 12% and 3% 

variance. 

Interestingly, correlations were higher between subjects' most-liked styles and 

styles-most-listened-to by peers than they for subjects' and parents' music. Styles listened-
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Table 31 

1989 Correlations of First-, Second-, and Third-Most-Listened-To Styles by Subjects, 

Subjects Peers Family 

First 

Subjects 1.0 

Peers .50** 1.0 

Family .06 .04 1.0 

Second 

Subjects 1.0 

Peers .55** 1.0 

Family .17* .12 1.0 

Third 

Subjects 1.0 

Peers .54** 1.0 

Family .34** .14 1.0 

Note. Styles most-listened-to by parents was reported under the heading, "family." 

aAs reported by subjects. 

p c . O l . p < .001. 
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to-most by subjects were: rock (40%), pop (29%), and gospel (21%). Similarly, styles 

listened-to-most with peers were: rock (44%), pop (33%), gospel (5%) and electronic 

(4%). Styles listened-to-most by parents or guardians (as indicated by subjects) were: 

gospel (45%), country and western (20%), pop (12%), and rock (11%). 

The indication that country and western was listened to frequently by parents was 

most interesting since 65% of the subjects indicated Dislike or Really Dislike responses to 

this style when present by name only (see Table 7). The other styles listened-to-most by 

parents were in accordance with the styles listened-to-most by subjects. 

The inclusion of electronic music, as a style most-listened-to with peers, elicited 

suspicion that subjects' interpreted this style name as another form of rock or "new age" 

music rather than "electronic art music", as it was defined on the test. This particular 

interpretation was understandable given subjects' musical background and the elusive 

definition of "art music" as it applied to "computer " or "electronic" generated sounds. 

To summarize, significant Pearson product-moment correlations were found 

between subjects', and peers' first-, second-, and third-most-listened-to styles. Likewise, 

significant correlations were found between subjects' and parents' second-, and third-most-

listened-to styles. Correlations were higher between subjects' most-liked styles and styles-

most-listened-to with peers than they for subjects' and parents' music. Although 

correlations were significant, the outcomes were not considered extremely meaningful since 

they represented little variance. 

Further observation of the data indicated that the biggest discrepancy between 

groups' most-listened-to styles occurred between subjects' and parents' music which was 

centered primarily around one style: country and western. This was particularly interesting 

since the country and western style name was rated by 65% of the subjects as "not liked". 

Since subjects' indicated parents' most-often-listened-to styles, however, it was unknown 

the degree to which the responses were accurate. 
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Summary 

Significant differences in subjects' music preference scores were attributed to the 

effects of maturation (i.e., subject age in 1980 vs. 1989), gender, race, musical training, 

excerpt familiarity, and influences of styles listened to with peers. No significant 

differences were attributed to subjects' responses when grouped by grade level. Although 

significant differences were associated with the above variables they did not, however, 

account for the majority of subjects' responses, therefore, the variability in subjects' 

evaluations may have been associated with variables or the combinations of variables other 

than those explored in this study. 



CHAPTER V 

CONCLUSIONS AND DISCUSSION 

Problems and Procedures 

The purpose of this study was to determine the similarities and differences 

between the same subjects' music preferences when tested at the elementary versus the 

high school levels, and the relationship between these findings and selected environment 

and listener variables. To fulfill this purpose, three objectives were sought. First, a 

comparison was made between the same subjects' evaluative ratings for 24 musical 

selections as elementary (grades 1-3) and high school students (grades 10-12). Secondly, 

a comparative analysis was conducted concerning the influence of: gender, race, and 

grade level variables on subjects' responses as elementary and high school students. 

Lastly, a descriptive analysis was obtained concerning the possible relationships between: 

peer group preferences, musical training, and excerpt familiarity variables, and high 

school subjects' preference responses. 

A pilot test was conducted to refine testing procedures and augment the 

measurement tool—MPRI or Music Preference Reaction Index devised by May (1983). 

Outcomes from the pilot test were considered successful and included the revision of the 

MPRI for the main study. The revised instrument, MPRI-2, included stylistic labels and a 

familiarity index for each of the 24 excerpts. A three-part questionnaire was also devised 

and appended to the MPRI-2. The questionnaire was concerned with subjects' formal 

musical training, school music ensembles and performing experience, and musical styles 

listened-to-most with peers and by parents or guardians. Data for the main study was 

obtained from responses of 275 tenth- through twelfth-grade subjects from Louisville, 
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Mississippi who had participated in a similar study (May, 1983) as first, second, and third 

graders. 

The data was gathered to provide answers to the following research questions: 

1. Are there statistically significant differences in subjects' preference ratings in 

1980 versus 1989 for a set of selected musical excerpts? Which preference ratings for the 

musical excerpts are significantly different? What is the direction of change in subjects' 

preference ratings from 1980 to 1989? 

2. Are there statistically significant differences in preference ratings for selected 

musical excerpts when subjects are grouped by grade, gender, or race factors? Are there 

statistically significant interaction effects? In the absence of statistically significant 

interactions, are there statistically significant main effects for the grade, gender, or race 

factors? 

3. Are there statistically significant differences in preference ratings for musical 

excerpts when subjects are grouped by levels of music training? 

4. Are there statistically significant positive correlations between subjects' music 

preference ratings for the musical excerpts and subjects' degree of excerpt familiarity? 

5. Are there statistically significant correlations between the ratings of first-, 

second-, and third-most-listened-to styles, and the following three variables: (a) musical 

styles most-listened-to by subjects, (b) musical styles most-listened-to with peers, and (c) 

musical styles most-listened-to by parent/guardians (as reported by subjects). 

Conclusions 

Subjects taken as an overall group, (i.e., without the grouping distinctions of 

gender, grade, race, or musical training), rated 20 out of the 24 excerpts lower in 1989 

than in 1980; 19 of which represented significantly lower ratings. Only four excerpts had 
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an increase in degree of liking: Jazz/Bebop/Inst, Gospel/Voc, Jazz/Swing/Inst, and 

Show/Voc. Out of these four excerpts only one, Jazz/Bebop/Inst, was rated significantly 

higher in 1989. 

High school subjects' decrease in preference ratings for all styles of music, 

including popular idioms, helped to clarify some contradictory information extant in the 

literature. Two opposing maturational hypotheses in the literature suggested that subjects 

would either: (a) give lower ratings to styles other than the popular idioms with increased 

age (Geringer & Madsen, 1987; Rogers, 1956); or (b) maintain high preference for 

popular idioms, but also give increased ratings to styles other than popular with increased 

age (Baumann, 1958; Hardwick, 1957, Meadows, 1970/1971). 

The current study appeared to indicate that high school subjects' increase in 

preference scores for four selections representing styles other than the popular idioms 

seemingly supported the second hypothesis, however, it was surprising to find that the 

preference ratings for the popular idioms decreased also. Likewise, decrease in 

preference ratings for the popular idioms was an outcome of the pilot test and therefore, 

may probably have been a result of the particular "out-of-date" rock and pop excerpts 

used. In support of this theory, it was found that when subjects' indicated preference 

values for styles represented by names only (i.e., no music was heard), the most preferred 

styles by 51% (or more) of subjects were: gospel, pop, rock and jazz (see Table 7). 

Therefore, the discrepancy in subjects' evaluative ratings for the MPRI styles when 

presented by written name-only versus an aural presentation indicated that subjects' may 

have based their preference responses on the specific selection and not on the genre type. 

This conclusion was supported in the related literature (Herberger, 1987; May, 1983; 

Novak, 1989). 

Four excerpts out of the 24 were given higher preference ratings by high school 

subjects in 1989. Interestingly, two of the four selections represented the stylistic 
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category, jazz. The jazz category, however, was represented by four excerpts, so only 

half of the excerpts showed an increase in preference ratings. The fact that not all jazz 

excerpts were rated higher in 1989 indicated, once again, that subjects may have 

responded to the specific excerpt and not necessarily to the generic style in question. 

Nonetheless, it was interesting to note the rise in tolerance for two of the jazz excerpts in 

the high school data. A similar rise in tolerance for jazz selections by high school 

subjects was found in LeBlanc et al. (1988). 

The highest preference rating by high school subjects was given to the 

Gospel/Voc excerpt. This was not surprising since high school subjects on the pilot test 

responded similarly. The popularity of the gospel selection may partially be explained by 

it's use of tempo, prominent beat, and instrumentation that resembled components of 

rock. This observation was further verified by May's finding that the Gospel/Voc 

selection loaded with the rock factor in the 1980 factor analysis (May, 1983, p. 154). As 

intriguing as this correlation with rock was, it was also found that when subjects were not 

given an aural presentation, but a written style name only, they rated gospel music 

"Liked" or "Really Liked" more so than any other style name. The fact that high 

preference ratings were given to the written style name, therefore, indicated that subjects 

liked gospel music without hearing the particular rock-like components evident in the 

Gospel/Voc excerpt. Another explanation for the popularity of the gospel excerpt may 

have been subjects' association of this style with the African-American race; which was 

represented by the majority of subjects in the testing population. 

Although subjects in 1989 gave lower ratings to the majority of excerpts, the rank 

ordering of the selections by mean scores allowed for further comparison with the 1980 

data. Interestingly, the rank ordering of the excerpts into the top and bottom 12 most-

and least-liked selections portrayed a somewhat different picture of subjects' responses 

than just the comparison of preference scores alone. Selections in the overall top and 
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bottom 12, showed a 75% consistency between elementary and high school responses. 

Not all selections, however, remained in their original top and bottom 12 

designation over time. For example, in 1980 May reported that, "Rock, children's, easy 

listening pop, and country and western styles tended to cluster at the higher end of the 

scale and were generally liked by the subjects . . . 11 (p. 159). May's observation was 

found to be partly true in 1989. All four selections of rock, and one selection of easy 

listening pop remained in the top 12 in 1989. Likewise, one of the two most-liked 

children's excerpts in 1980 remained in the top 12 in 1989. The positive designation of 

one of the children's selections by high school subjects was particularly surprising and not 

documented in related studies. The possibility that subjects may have been responding to 

the associations or reminiscent value of the Children/Voc selection was intriguing, and 

suggested in the literature (Radocy & Boyle, 1979). 

The stylistic category that had the most obvious change in subjects' evaluative 

ratings and rank order placement (as compared to May's findings), was country and 

western. Both selections of country and western fell from the top 12 in 1980 to the 

bottom 12 in 1989. This finding was unexpected since the country and western style had 

been grouped in the literature as a component of popular music, and thus, most-likely to 

be preferred by subjects (LeBlanc, 1981; May, 1983); and particularly by subjects at the 

high school level (Meadows, 1970/1971). 

While country and western fell from the original top 12 designation, the greatest 

shift in ranks occurred when three of the four selections of jazz moved from the bottom 

12 in 1980 to the top 12 in 1989. The consistency of subjects' rankings for the popular 

idioms excluding country and western, (i.e., rock and pop), and the positive shift in 

rankings for jazz (a style other than a popular idiom) tentatively supported the second 

hypothesis found in the related literature. This hypothesis assumed that with increased 

age, subjects would possibly indicate an increased liking (or tolerance) for a greater 
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variety of musical styles other than the popular idioms (Baumann, 1958; Hardwick, 1957; 

Meadows, 1970/1971). 

A further analysis of the specific rank order placement between 1980 and 1989 

responses was conducted using a Wilcoxon Matched-pairs Signed-rank test. 

Interestingly, no significant differences were found between the rank order of the 24 

excerpts by subjects at the elementary and high school levels. Thus, while specific 

excerpts were rated significantly lower by subjects in 1989 than in 1980, the specific rank 

ordering of the excerpts indicated that subjects' responses were very much alike over 

time. This finding was supported by Farnsworth (1926, 1939) who discovered that 

subjects were relatively consistent in their preference ratings of "really liked" and "really 

disliked" over time. 

To summarize, subjects rated 19 out of the 24 selections significantly lower as 

high school students than they did as elementary students. While preference ratings were 

generally found to decrease across all styles, the specific ranking of excerpts by mean 

scores indicated that subjects were relatively consistent in their designation of most- and 

least-liked categories over time. Even so, two very obvious stylistic shifts in ranks 

occurred from 1980 to 1989: (a) Two previously liked country and western selections fell 

to the bottom 12 (i.e., least-liked category) in 1989; and (b) Three out of four jazz 

excerpts moved from the bottom 12 in 1980 to the top 12 (most-liked category) in 1989. 

The consistency of subjects' rankings for the popular idioms and the increased 

level of tolerance for jazz tentatively supported the second maturational hypothesis that 

suggested: While subjects may still prefer popular music, they may show an increased 

liking for a greater variety of musical styles over time (Baumann, 1958; Hardwick, 1957; 

Meadows, 1970/1971). Finally, a discrepancy was found between subjects' evaluative 

ratings for the aurally presented selections and written representative style names. This 

supported the hypothesis that subjects' probably based their preference responses on the 
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specific selection and not on the genre style in question (Herberger, 1987; May, 1983; 

Novak, 1989). 

A multivariate analysis of variance of subjects' preference responses for 24 music 

excerpts by grade, gender, and race was conducted. No significant interactions were 

found, therefore, each variable was analyzed for significant main effects, the results of 

which, are reported below. 

No statistically significant differences were found in subjects' preference ratings 

for 24 musical selections by grade level. Although there were significant main effects 

found for grades 1 through 3 in 1980 (May, 1983), no significant main effects were found 

for grades 10 through 12 in 1989. 

Statistically significant differences were found in subjects' preference ratings for 7 

out 24 musical selections by gender, however, for the majority of the excerpts (71%) no 

significant differences were found. The seven significant variables identified female 

rating preferences, four of which were identified by May (1983). While these variables 

identified excerpts that were rated significantly higher by females than males, it was 

important to remember that these selections did not constitute females' most-liked 

excerpts, In fact, the top three most-liked excerpts by both males and females were: 

Gospel/Voc, Rock/Reggae/Voc, and Jazz/Bebop/Inst. 

Observations of the seven significant excerpts revealed that females appeared to 

prefer selections, to a greater extent than males, which constituted: (a) " . . . less 

dynamic, more legato, less accented excerpts with slower tempi, less distinct periodic 
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rhythm, and clear child orientations" (May, 1983, p. 211; i.e., children's vocal and 

instrumental, Muzak, and easy jazz); and (b) excerpts which likely were associated with 

the school choir and band music ensembles (i.e., march, show, and swing). The latter 

observation was supported in the related literature and may have been related to levels of 

stylistic familiarity (Meadows, 1970/1971; Schulten, 1987) and/or performing medium 

familiarity (Getz, 1966) since an overwhelming number of females versus males were 

found to participate in these ensembles (Barry, 1945; Kelly, 1961). 

Due to their higher overall music preference values, females, to a greater extent 

than males, were found to like a wider variety of musical styles. Although this finding 

was not supported by May (1983), who concluded t h a t " . . . in both the pilot and main 

studies, males reported higher overall music preference values than females" (p. 212); it 

was supported by other studies in the related literature (Baumann, 1958; Barry, 1945; 

Hardwick, 1957; Whaley, 1949). 

A comparison of subjects' preference scores when placed in rank order (i.e., the 

general top and bottom 12 most- and least-liked categories) revealed a 75% degree of 

consistency between like-genders (e.g., females vs. females) in 1980 versus 1989. 

Furthermore, the specific rank order placement of the excerpts was compared between 

like-genders in 1980 versus 1989. Insignificant findings stemming from Wilcoxon 

Matched-pairs Signed-rank analyses indicated that the specific rank order of the excerpts 

was more alike than different over time (i.e., elementary vs. high school). 

Lastly, a comparison of subjects' preference scores when placed in rank order 

(i.e., the general top and bottom 12 most- and least-liked categories) revealed a 92% 

agreement between males and females in 1989. However, a Mann-Whitney II test 

analysis indicated a significant difference in specific rank order placement between the 

genders, thus, the particular rank ordering of the excerpts was found to be more different 

than alike at the high school level. 
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To summarize, statistically significant differences were found in subjects' 

preference ratings for 7 out 24 musical selections by gender, however, for the majority of 

the excerpts (71%), males and females responded alike. While males and females were 

found to rate and rank specific selections differently, overall patterns of like-gender 

responses were found to be very much alike over time (i.e., elementary vs. high school). 

Whether these findings were related only to the specific population studied is unknown, 

thus more research is needed using a larger population. 

Statistically significant differences were found in subjects' preference ratings for 9 

out of 24 musical selections by race, however, for the majority of the excerpts (63%), no 

significant differences were found. Interestingly, race indicated a larger effect size 

difference across the 24 musical selections overall, than either grade, gender, or musical 

training. 

Seven of the nine significant variables identified Caucasian rating preferences: 

hard rock, march, rock and roll, modern and blue-grass country and western, baroque 

instrumental, and art vocal romantic. Aside from the rock and roll excerpt (which was 

performed by members of the African-American race), the other excerpts, more or less, 

were associated with the Caucasian subculture, or performers. While these seven 

variables identified excerpts that were rated significantly higher by Caucasians than 

African-Americans, these selections did not necessarily constitute Caucasians' most-liked 

excerpts. Hard rock and march music, however, represented the first- and third-most 

liked selections by this race. 

Two of the nine significant variables identified African-American rating 

preferences: gospel and bebop. Interestingly, both of these selections not only were 

associated with the African-American subculture, but also held the highest E scores and 
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mean scores, and also represented African-Americans' first- and second-most-liked 

excerpts. Thus, it was concluded that African-Americans' responses to gospel and jazz 

(bebop) were much stronger than Caucasians' responses to the other seven significant 

variables. This finding may possibly reflect a greater "ethnic orientation" by the African-

American subjects for musical styles associated with their culture which was also 

suggested in the related literature (Appleton, 1970/1971; Meadows, 1970/1971). 

Out of the nine significant variables identified in this study, only three were 

identified by May' (1983): Gospel/Voc, C&W/Mod/Voc, and Class/Rom/Voc. Even so, 

the overall race-related preference trends outlined by May were still apparent— 

particularly the discovery that the Gospel/Voc excerpt was the most important contributor 

to group differences in both 1980 and 1989. Thus, it was concluded that excerpts which 

differentiated the race-related responses were still distinguished by, " . . . clear racial 

identities or associations" (May, 1983, p. 213). This finding was also supported by the 

related literature (Appleton, 1970/1971; Madsen & Madsen, 1975; Meadows, 

1970/1971). 

When excerpts were compared by race (i.e., 1980 vs. 1989) and ranked into the 

general top and bottom 12, most- and least-liked categories, it was discovered that 

Caucasians replaced more excerpts in their top 12 than did African-Americans. 

Interestingly, the new selections that appeared in the Caucasians' top 12 represented 

African-American performers and/or sub-styles associated with the African-American 

race. Likewise, between the two races, Caucasians were the first to give an excerpt 

representing the other cultures' music a high rating and rank. The tendency of Caucasians 

to be more accepting of music associated with the African-American race, rather than 

vice-versa, was suggested in the related literature (Appleton, 1970/1971; Killian, 1988). 

A comparison of subjects' preference scores when placed in rank order (i.e., the 

general top and bottom 12 most- and least-liked categories) revealed a 67% agreement 
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between Caucasians in 1980 and 1989, and a 58% agreement between African-Americans 

in 1980 and 1989. Furthermore, specific rank order placement of the excerpts was 

compared between like-races in 1980 versus 1989. Insignificant findings stemming from 

Wilcoxon Matched-pairs Signed-rank analyses indicated that the specific rank order of 

the excerpts was more alike than different over time (i.e., elementary vs. high school). 

Lastly, a comparison of subjects' preference scores when placed in rank order 

(i.e., the general top and bottom 12 most- and least-liked categories) revealed a 75% 

agreement between African-Americans and Caucasians in 1989. Moreover, a Mann-

Whitney li analysis did not indicated a significant difference in the specific rank order 

across the 24 excerpts, thus, the particular rank ordering of the excerpts was more alike 

than different between the races. Thus, these outcomes confirmed May's finding that, 

subjects' responses generally,"... were the same" (p. 218). 

To summarize, although statistically significant differences were found in 

subjects' preference ratings for 9 out 24 musical selections by race, for the majority of the 

excerpts (63%), no significant differences were found. Race indicated a larger effect size 

difference in subjects' responses overall, than either grade, gender or musical training. 

While only three of the nine significant excerpts differentiated both elementary (May, 

1983) and high school (1989) subjects' responses by race, it was concluded that these nine 

excerpts represented styles often associated with the African-American and Caucasian 

subcultures. 

Out of the two races, African-Americans demonstrated a higher degree of "ethnic 

orientation", or preference for styles representing their culture (Appleton, 1970/1971, p. 

145). Lastly, even though significant race differences were found between responses to 

specific excerpts, when the 1989 data was compared by specific rank order placement, 

Caucasians' and African-Americans' ordering of the 24 musical selections was more alike 
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than different in two ways: (a) between like-races (i.e., Caucasian-Caucasian) from 1980 

to 1989; and (b) between both races in 1989. 

Question 3: Music Preference Ratings by Formal Music Training 

Statistically significant differences were found in subjects' preference ratings for 

10 out of 24 musical selections when grouped by level of training ("Training", "No 

Training") however, for the majority of the excerpts (58%), no significant differences 

were found. All 10 significant excerpts were rated higher by the Training group than by 

the No Training group, and included the following excerpts: March/Inst, Jazz/Dixie/Inst, 

Class/Mod/Inst, Show/Voc, Class/Rom/Inst, Jazz/Swing/Inst, Class/Bar/Inst, Muzak/Inst, 

C&W/Blugrs/Inst, and Class/Rom/Voc. 

Interestingly, classical was the only style category that had all four representative 

selections appear as significant variables in helping to discriminate between Training and 

No Training groups. The assumption that musically-trained subjects would give higher 

ratings to classical or art music than non-musically-trained subjects was suggested by the 

findings in the related literature (Duerksen, 1968; Hardwick, 1957; Meadows, 1970/1971; 

Rubin, 1952/1953). 

While the above variables identified excerpts that were rated significantly higher 

by the Training group, these selections did not constitute this groups' most-liked excerpts. 

In fact, the top three-most-liked excerpts by both Training and No Training groups were: 

Gospel/Voc, Rock/Reggae/Voc, and Jazz/Bebop/Inst. The similar responses between the 

Training and No Training groups were explained two ways. First, these excerpts were 

preferred to a greater extent by African-Americans than by Caucasians. Since a greater 

number of subjects were African-American, and were represented in both the Training 

and No Training groups, these excerpts were liked to the same extent by the two levels of 

training. 
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A second reason Gospel/Voc, Rock/Reggae/Voc, and Jazz/Bebop/Inst excerpts 

may have been preferred by both Training and No training groups, was the common 

musical elements evident in each: such as, fast tempo, prominent beat, and 

instrumentation. Since these elements were found in "popular" styles and were, 

therefore, "attractive", preferences for the above three styles may tentatively support the 

observation that subjects, regardless of level of musical training, will prefer excerpts that 

represent popular or "current vogue music" (Baumann, 1958; Rubin, 1952/1953). 

Further observation indicated that all but 1 of the 24 excerpts were rated higher by 

the Training versus the No Training group. While 14 of the excerpts did not significantly 

differentiate between the two groups (i.e., outcomes were attributed to chance) it was 

interesting to note that no other variable studied portrayed such a contrast in rating scales 

between groups. Likewise, no other variable (e.g., grade, gender, race) had as many 

significant excerpts with such stylistic diversity as the training variable outcomes. 

Therefore, these observations seemed to tentatively support the hypothesis found in the 

literature, that the effects of training may increase subjects' level of preference or 

tolerance across a wider variety of styles of music than subjects with no training 

(Baumann, 1958; Meadows, 1970/1971; Rubin, 1952/1953). 

Lastly, a comparison of subjects' preference scores when placed in rank order 

(i.e., the general top and bottom 12 most- and least-liked categories) revealed a 92% 

agreement between Training and No Training groups. Furthermore, a Mann-Whitney l i 

test was conducted to determine if there was a difference in the specific rank order of the 

24 excerpts between the two groups. Interestingly, a significant difference was found in 

the rank ordering of the excerpts, therefore, the Training and No Training populations' 

rank ordering of the 24 musical selections was more different than alike. 

An analysis of the characteristics comprising the Training versus the No Training 

groups revealed that more females than males were represented in the Training group. 
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This observation was statistically supported through a Pearson product-moment 

correlation which indicated that gender (i.e., female) and Training were positively related. 

This relationship was further observed in the overall similarity between females' and 

Training groups' rating trends: that is, the positive evaluations of a wider variety of 

musical styles than the responses of either the males or the No Training groups. A 

possible relationship, therefore, may exist between level of music training, gender, and 

tolerance for a wider variety of musical styles; however, given that the majority of these 

groups' responses to the 24 excerpts were due to chance variation, more research is 

needed. 

Finally, although more African-American than Caucasian females were 

represented in the Training group; proportionately more Caucasian females and 

Caucasian males were in the Training group than African-American subjects. This 

finding elicited some suspicion as to the possibility of a relationship between race, 

gender, and economic means in providing formal music training. A similar relationship 

between socio-economic status (SES), formal music training, and tolerance for a variety 

of musical styles may also have been indicated by Baumann's (1958) results, however, 

since this finding was not actually reported by Baumann, or analyzed in this study, more 

research is needed in this area. 

To summarize, statistically significant differences were found in subjects' 

preference ratings for 10 out of 24 musical selections by level of training, however, for 

the majority of the excerpts (58%) no significant differences were found. Classical was 

the only style category that had all four excerpts appear as significant variables in helping 

discriminate between Training and No Training groups. A greater number of significant 

variables were found to differentiate between subjects' reponses when grouped by 

musical training, than when responses were grouped by either grade, gender or race. 

Lastly, the significant differences between subjects' responses when grouped by Training 



185 

and No Training groups were further supported by a significant difference in these 

groups' specific rank order placement of the 24 musical excerpts. Therefore, subjects' 

responses to the excerpts, when grouped by Training and No Training distinctions, were 

more different than alike. 

Although the above findings are encouraging to the music educator, it is unknown 

whether they are related only to the specific population studied, thus more research is 

needed which: (a) employs a more diverse population; (b) employs a more detailed 

analysis of musical training; and (c) analyzes subjects' preference responses for various 

styles according to gender, race, and SES levels. 

Question 4: Music Preference Responses by Excerpt Familiarity 

Statistically significant positive correlations for the total sample were found 

between subjects' degree of familiarity and their music preference ratings for 18 out of 

the 24 musical selections. All correlations were positive, meaning excerpts with high 

preference ratings were more likely to have had high familiarity scores, and conversely, 

excerpts with low preference ratings were more likely to have had low familiarity scores. 

The positive correlation between subjects' familiarity and preference responses was 

supported in the related literature (Getz, 1966; Hardwick, 1957; Pera, 1965; Radocy, 

1982). 

When the total sample was further analyzed by groupings training more 

correlations representing high levels of preference with high levels of familiarity, were 

found for the Training group than for the No Training group. Since positive correlations 

represented either high levels of preference with high levels of familiarity; or low levels 

of preference with low levels of familiarity, crosstabulations were employed to help 

further interpret the data. Interestingly, the crosstabulated data revealed that overall, the 

majority of the positive correlations for both groups represented low levels of preference 
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with low levels of familiarity. However, more correlations representing high levels of 

preference with high levels of familiarity were found for the Training group than for the 

No Training group. 

When the total sample was further analyzed by groupings of gender, females had 

more significant positive correlations between preference ratings and degree of 

familiarity than did males. Furthermore a separate analysis of the data revealed that 

females gave more "familiar" ratings across the excerpts than did males. Likewise, more 

"3's" or familiar ratings were given across the 24 excerpts by subjects in the No Training 

group than by subjects in the Training group. Since more females then males were in the 

Training group these findings seemingly contradicted each other. This outcome, 

however, was explained by the observation that several females in the No Training group 

indicated familiarity for almost every excerpt. In contrast, no musically-trained females 

responded in the same manner, thus, females in the Training group may have exercised 

more discrimination in their familiarity responses. A similar trend was also noted for the 

males, therefore, musically-trained subjects may have interpret the "familiarity" question 

differently than musically-untrained subjects . 

For example, musically-untrained subjects may not have been familiar with each 

specific excerpt, but may have recognized a particular style which each excerpt 

represented, thus, they responded with a familiar rating. In contrast, musically-trained 

subjects may have had more experience with particular excerpts within differing styles, 

thus, if a style was familiar, but the excerpt was not, they may have indicated (as the test 

directions instructed) that the excerpt was unfamiliar. The possibility that musically-

trained subjects may have responded to musical excerpts with a more discriminating, 

critical ear (i.e., from past experience) than musically-untrained subjects, was inferred in 

the literature (Hedden, 1973; Meyer, 1956). 



187 

Musically-trained subjects, (more so than musically-untrained subjects) gave a 

greater number of familiarity ratings to excerpts that represented styles performed-most 

in private lessons and ensembles. Not surprisingly, subjects' listing of the styles 

"performed-most" varied depending on their participation in the particular music activity 

(e.g., private lessons, band, choir, own group). Results of the styles performed-most were 

unexceptional, and included the following genres listed in order of first- through third-

most performed styles: (a) March, jazz, classical and folk music were the styles most-

often performed by band subjects (classical and folk were tied for the third-most 

performed style); (b) Gospel, children's, and pop music were the styles most-often 

performed by choir subjects; (c) Rock, gospel, and pop music were the styles performed 

most by subjects who were in their own group; and (d) Gospel, pop, and classical music 

were the most-often performed styles by subjects taking private lessons. 

Since the most-often performed excerpts were reported to be: march, gospel and 

rock, it was not surprising to find that excerpts which represented these styles were also 

given the greatest number of 3"s or "familiar" ratings by musically-trained subjects. 

Interestingly, excerpts which received the least number of "3's" or "familiar" ratings 

included children's and jazz selections which were reported by subjects as the second-

most-often performed styles. Since the most familiar excerpts were also those which 

were represented by the most-often performed styles; subjects' familiarity ratings may 

have been influenced by their exposure to styles from private lessons and/or from 

ensemble participation. 

Statistically significant positive correlations were found between subjects' first-, 

second-, and third-most-listened-to styles and styles most-listened-to with peers. 

Likewise, statistically significant positive correlations were found between subjects' and 
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parents' second-, and third-most-listened-to styles. Although these correlations were 

significant on both tests, they were low and accounted for very little variance. 

Correlations were higher between subjects' most-liked styles and styles-most -

listened-to with peers than they for subjects' and parents' music. Subjects indicated that 

parents frequently listened to country and western which was particularly interesting 

since the country and western style name was rated by 65% of the subjects as "not liked" 

in 1989. Interestingly, at the elementary school level, subjects' preference ratings for 

country and western excerpts were found to be in the top 12 most-liked category in 1980. 

This finding tentatively supported the hypothesis that younger subjects (i.e., elementary) 

may align their preferences with styles heard in the home more so than older, high school 

subjects (LeBlanc, 1980). 

Since subjects' indicated parents most-often-listened-to styles, it was unknown the 

degree to which the responses were accurate. More research is needed using responses 

generated by family members and peer groups. 

Discussion 

Since this study was based on the particular subjects and previous findings by 

May (1983), it served a dual purpose in expanding what was known in the related 

literature concerning music preferences. First, this study examined the unique and 

important elements of consistency (i.e., replication) by observing the relationship of the 

same variables (grade level, gender, race) to subjects' preference responses. Second, it 

augmented May's original investigation by including an examination of the relationship 

between subjects' preference responses and other variables cited in the related literature 

including: peer group listening preferences, musical training, and excerpt familiarity. 

While the results of this study were based on a select group of subjects and 

therefore, not generalizable to the total population, the findings fulfilled a particular need 
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in the literature: Namely, the investigation of the relationship between maturation (i.e., 

grade level) and the same subjects' music preference evaluations over time. Two 

contrasting maturational hypotheses were found in the literature which projected subjects' 

fluctuation and/or consistency of music preferences over time. While findings from this 

study did not support either maturational projection completely, the results indicated 

more support for the second hypothesis which assumed that: As subjects aged they 

would show an increased liking or tolerance for a greater variety of musical styles (other 

than just the popular idioms such as rock, pop, and country and western). Thus, while 

older subjects would indicate liking popular music, they would also indicate increased 

tolerance, or liking for other styles more so than they did as younger subjects (Baumann, 

1958; Hardwick, 1957; Meadows, 1970/1971; Music Journal, 1951, 1952). 

As hypothesized from the review of literature, a relationship between gender and 

level of musical training was evident in the data from this study. Specifically, females 

were found to have had significantly more musical training than males. The series of 

assumptions which lead to this hypothesis were also found to be true: (a) Level of 

musical training may be related to subjects' greater familiarity with a variety of styles; (b) 

Subjects' excerpt familiarity may be positively correlated with their preference 

evaluations; and (c) Females, more so than males, may indicated more positive 

evaluations, or higher tolerance levels for styles other than the popular idioms. Thus, this 

study added to the body of research some information concerning not only the same 

subjects' gender-oriented responses over time, but also a possible relationship between 

gender, musical training and stylistic tolerance. However, given that subjects' 

preferential ratings for the majority of excerpts were not significantly different between 

the genders in this study, a more in-depth analysis of this relationship was not 

undertaken, thus, more research is needed. 
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Of particular interest was the indication that although subjects gave more positive 

ratings to excerpts at the elementary versus the high school levels, the rank order 

placement of the excerpts into the top and bottom 12 most- and least-liked categories 

remained consistent between groups. This supported the previous longitudinal findings 

by Farnsworth (1926, 1939) that something really liked and really disliked was less likely 

to change over time. 

Quite possibly the positive relationship found between musical training and high 

school subjects' preference responses was the most important discovery in this study for 

music educators. This finding not only suggested that training throughout the public 

school years may positively influence subjects' music preference evaluations; but the 

study overall, provided some additional information as to specific audience 

characteristics (e.g., gender, race, stylistic familiarity) that may be targeted by the music 

educator for the purpose of increasing subjects' tolerance for a wider variety of musical 

style. 

Suggestions For Future Research 

In view of the particular problems inherent in this study, the following 

suggestions were made for future research: 

1. Future studies should not only look at the same subjects over time, but also 

employ wider, more diverse populations including different geographical locations, and 

socio-economic backgrounds. 

2. The design of future studies should include the testing of the same subjects, not 

only in elementary and high school, but also at the junior high and if possible, post-high-

school levels. This would produce the much needed longitudinal research and thereby 

possibly refute or support the "preference rebound" trend noted by LeBlanc et al. (1988). 
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3. More research is needed to further document possible correlations between 

subjects' most-liked styles and styles-most-listened-to with peers, versus subjects' and 

parents' most-liked-styles. Specifically, responses should not only be generated by the 

subjects themselves but also by parents and peer group friends. 

4. An expanded familiarity scale (i.e., more than three categories) is needed due 

to the confusing interpretation of the following response: "Unsure if I have heard this 

piece before." When looking at the data, it appeared that subjects were pretty definite as 

to whether or not they had heard a particular excerpt before, thus, when an "unsure" 

answer appeared it was difficult to assume that it meant "not familiar." Similar 

interpretative problems were reported by Pera (1965). 

5. A more in-depth analysis of subjects' musical training and/or musical 

experiences with particular styles of music would be helpful in determining possible 

relationships between their level of training, stylistic familiarity, and music preference 

evaluations. 

6. More research is needed to further document possible correlations between 

subjects' preference responses for various styles according to gender, race, socio-

economic levels, and musical training. 

7. More research is needed to further document possible correlations and/or 

interactions between subjects' gender-oriented responses, levels of musical training and 

stylistic tolerance. 

8. Finally, further analyses of the 24 excerpts' musical components via subjects' 

interpretation of the music stimulus (LeBlanc, 1982) is needed to determine if variables 

such as, subjects' perception of tempo and prominence of beat, is correlated with their 

preference evaluations across and within styles. 
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School 

Age 

SECTION 1 

Grade level 

Male/Female 

Race: (circle) American Indian Asian 

White/Caucasian Other 

African-American Hispanic 

What instrument(s) do you play? 

Self-taught? Yes No Used to 

Private lessons? Yes No Used to Number of years of private lessons 

Whether you were self-taught or have had private lessons, what kinds of music did you 
study? 

(Rank in order the top 3 musical styles studied, marking #1 - for the study studied 
most, #2 - second most studied, etc.) 

BROADWAY SHOW MUSIC 

CHILDREN'S MUSIC 

CLASSICAL MUSIC 

COMPUTER MUSIC 

COUNTRY & WESTERN MUSIC 

EASY LISTENING OR "MUZAK" 

FOLK MUSIC 

GOSPEL MUSIC 

JAZZ MUSIC 

MARCH MUSIC 

NONWESTERN MUSIC 

ROCK MUSIC 

About how long? Participate in a band? Yes No Used to 

What kind of music did you perform most with this band? (Use above list of musical 

styles) 

Participate in a choir? Yes No Used to About how long? 

What kind of music did you perform most with this band? (Use above list of musical 

styles) 

Participate in an orchestra? Yes No Used to About how long? 

What kind of music did you perform most with this band? (Use above list of musical 

styles) 

Do you participate in your 
own music group? Yes No Used to About how long? 

What kind of music did you perform most with this band? (Use above list of musical 

styles) 
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S E C T I O N 2 

MUSICAL STYLES RATING SCALE 

BROADWAY SHOW MUSIC 
(e.g., musicals) 

Dislike Neutral Like Really Like 

CHILDREN'S MUSIC 
(includes children's instrumental) 

Dislike Neutral Like 

CLASSICAL MUSIC 
(e.g., symphony, opera) 

Dislike Neutral Like 

COMPUTER MUSIC 
(e.g., synthesizer) 

Dislike Neutral Like 

COUNTRY & WESTERN MUSIC 
(includes Bluegrass) 

Dislike Neutral Like Really Like 

EASY LISTENING OR "MUZAK" Really Dislike Dislike Neutral Like Really Like 
(e.g., background, elevator music) 

FOLK MUSIC 
(e.g., common music of a people) 

Dislike Neutral Like 

GOSPEL MUSIC 
(e.g., spirituals) 

Dislike Neutral Like 

JAZZ MUSIC 
(e.g., jazz bands, soloists) 

Dislike Neutral Like 

MARCH MUSIC 
(e.g., marching band) 

Dislike Neutral Like 

NONWESTERN MUSIC 
(e.g., music of other countries) 

Dislike Neutral Like Really Like 

ROCK MUSIC 
(e.g., soft & hard rock, Reggae) 

Dislike Neutral Like 
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Overall, I think that my favorite style of music is: (Check one) 

Broadway Show Music Folk Music 

Children's Music Gospel Music 

Classical Music Jazz Music 

Computer Music March Music 

Country & Western Music Nonwestern Music 

Easy Listening -"Muzak" Rock Music 

The music style I most often listen to with my friends are: (Check) 

Broadway Show Music Folk Music 

Children's Music Gospel Music 

Classical Music Jazz Music 

Computer Music March Music 

Country & Western Music Non western Music 

Easy Listening -"Muzak" Rock Music 

The music styles I most often hear my parent(s) or guardian(s) listen to are: (Check) 

Broadway Show Music Folk Music 

Children's Music Gospel Music 

Classical Music Jazz Music 

Computer Music March Music 

Country & Western Music Nonwestern Music 

Easy Listening -"Muzak" Rock Music 

Of the musical styles listed in Section 2,1 did not know what was, so I answered 
the best I could. Check the unfamiliar style(s). 

Broadway Show Music Folk Music 

Children's Music Gospel Music 

Classical Music Jazz Music 

Computer Music March Music 

Country & Western Music Nonwestern Music 

Easy Listening -"Muzak" Rock Music 
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:D Dislike Neutral Like 

Broadway Show Music 

Children's Music 

Classical Music 

Computer Music 

Country & Western Music 

Easy Listening -"Muzak" 

. Folk Music 

. Gospel Music 

. Jazz Music 

. March Music 

. Nonwestern Music 

Rock Music 

2) Dislike Neutral Like Really Like 

Broadway Show Music 

. Children's Music 

Classical Music 

Computer Music 

Country & Western Music 

Easy Listening -"Muzak" 

Folk Music 

, Gospel Music 

Jazz Music 

March Music 

Nonwestern Music 

Rock Music 

3) Really Dislike Dislike Neutral Like 

Broadway Show Music 

Children's Music 

Classical Music 

Computer Music 

Country & Western Music 

Easy Listening -"Muzak" 

Folk Music 

Gospel Music 

Jazz Music 

March Music 

Nonwestern Music 

Rock Music 

^Questions 4-24 continue in the same manner. 
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Section 1 

Test Administrator's Instructions to be Read Aloud 

Please get out a pencil and clear your desk. This test is to find out how much you 

like or dislike musical styles and specific music pieces and it should take no more than 40 

minutes of your time. Your answer booklet (which I'm about to pass out to you) is 

comprised of three sections. Please work only on the section requested and stop work and 

wait quietly when you are finished. If you should not know an answer to a question 

during any section of the test, please guess and then place a question mark near the answer. 

Section one contains a few questions concerning you and your musical experiences. 

When you are finished with section 1 please turn the booklet over so I'll know that you are 

ready to go on to section two. I'll now pass out the books, and you may begin section 

one. 

Section 2 

Please turn to section two. Sections two and three have taped instructions. You 

will need to listen carefully. (TURN ON OVERHEAD AND TAPE - USE THE 

FOLLOWING SCALE TRANSPARENCY) 

Really Dislike - means you don't like it at all 

Dislike - means you don't care much for it 

Neutral - means you can't decide whether you like it or not 

Like - means you think it's pretty good, or it's O.K. 

- means you like it a lot 

*ALL CAPS INDICATES INSTRUCTIONS FOR TEST ADMINISTRATOR 
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Please notice on your answer sheet the names of musical styles in bold print and the 

underlined words following each name. These underlined words are your rating scale. 

"Really like" means that you like it a lot. "Like" means you think it's pretty good, or it's 

O.K. "Neutral" means you can't decide whether you like it or not. "Dislike" means you 

don't care much for it. And "Really Dislike" means you don't like it at all. After you 

decide how much you like or dislike a musical style, circle one of these words. 

At the end of section two there are four other questions for you to answer. After 

you are through, wait quietly for further instructions. You may begin. 

Section 3 

(USE THE FOLLOWING SCALE TRANSPARENCY - POINT TO PARTS AS THEY 

ARE INTRODUCED BY NARRATOR) 

1) Dislike Neutral Like 

Broadway Show Music 

Children's Music 

Classical Music 

Computer Music 

Country & Western Music 

Easy Listening -"Muzak" 

Folk Music 

Gospel Music 

Jazz Music 

March Music 

. Nonwestern Music 

Rock Music 

Please turn to section three. I want to find out how much you like or dislike each 

one of the pieces I am about to play for you. Listen quietly to the entire piece. While 
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listening, check the box of the musical style you think this piece represents. After the piece 

is over, circle the underlined word that best shows how you felt about the music. The list 

of styles to choose from will be the same for each question. They are: 

Broadway Show Music 

Children's Music 

Classical Music 

Computer Music 

Country and Western Music 

Easy Listening "Muzak" 

Folk Music 

Gospel Music 

Jazz Music 

March Music 

Nonwestern Music 

and Rock music. 

I'll do an example for you how to mark your answer sheets. (For the sake of time, 

I won't play any music). First I'll listen to the entire piece. (Pause). While I'm listening, 

I'll mark the style of music that I think it is. (MARK TRANSPARENCY). I checked 

Gospel music, because that is the kind of music I thought this piece sounded like. After the 

music ends, I circle one of the underlined words to show how much I like or dislike it. 

(CIRCLE "REALLY LIKE"). I circled "really like" because I liked the music a lot. 

Remember that there are no right or wrong answers, and I am interested in your opinion 

and what you think. (STOP TAPE—ASK FOR QUESTIONS THEN TURN TAPE BACK 

ON). Please remember to be courteous to your neighbor by not talking, moving, tapping, 

or clapping. 
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(PUT THE FOLLOWING TRANSPARENCY BACK ON OVERHEAD). 

Really Dislike - means you dont like it at all 

Dislike - means you don't care much for it 

Neutral - means you can't decide whether you like it or not 

Like - means you think it's pretty good, or it's O.K. 

Really Like - means you like it a lot 

Narrator's Script Continn^ 

Find number 1 on your answer sheet. 

Ready . . . Begin. 

Number 1: 

Number 2: 

Number 3: (Continue in like manner through Number 24) 

I appreciate each and every one of you for helping me understand what kinds of 

music you like and dislike. Thank you for your participation. 

(TURN TAPE AND OVERHEAD OFF. COLLECT TEST BOOKLETS.) 
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June 7, 1988 

Jennifer J. Novak 
3357-C Lake Austin Blvd. 
Austin, Texas, 78703 
(512) 322-9703 

Dr. Fred Perkins 
Superintendent of Louisville Public Schools 
200 Ivy Avenue 
Louisville, Mississippi 39339 

Dear Dr. Perkins, 

I currently am working on a research project concerning the "Consistency of Students' 

Music Preferences Over Time," and I am writing to you to seek assistance with this study. 

I plan to conduct the second and concluding part of a music preference study initiated by 

Dr. William V. May, "Musical Style Preferences and Aural Discrimination Skills of 

Primary Grade School Children." Several hundred subjects (first, second, and third 

graders) from Louisville Elementary School were tested by Dr. May in 1980. I am 

interested in gathering further data on possible long-term changes in music preferences by 

retesting as many of the original subjects used in Dr. May's dissertation as possible. I ask 

your permission and assistance in locating and briefly testing the same subjects, who will 

be tenth, eleventh and twelfth graders in the 1988-1989 academic school year. 

Since Dr. May recorded the last names and first initials of his original subjects from 1980, 

only four sets of records are needed to complete this study: 1) the 1979-1980 music class 

rolls of Betty Charlton (if still available) for grades first, second and third; 2) the 1987-

1988 general class rolls of the ninth, tenth and eleventh graders enrolled in the Louisville 

High School; 3) the Fall 1988-1989 general class rolls of the tenth, eleventh and twelfth 

grades, and 4) the Fall 1988-1989 music class/organization rolls in the Louisville High 

School. Numbers 2, 3, and 4 will be checked against Dr. May's records and the 1979-

1980 class roll to determine which of the original subjects are still available for testing. 
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The instrumentation used in testing will be a modified and expanded Music Preference 

Reaction Index (MPRI) originally designed and employed by Dr. May. If permission is 

granted to retest, I would only need the students for one 50 minute period during the 

Spring semester of 1989. If it is impossible to have the students together at one time, I 

would be glad to test small groups during hours convenient to your school. 

Due to the specificity of Dr. May's research, the students he tested in the Louisville school 

system are the only group with which I can follow-up his initial research. I truly hope that 

you will be as excited to participate in the conclusion of the first longitudinal study of 

musical preferences as I am. Should you have any questions, I will follow-up this letter 

with a phone call to you within the week. Thank you very much. 

Sincerely, 

Jennifer J. Novak 
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November 28, 1988 

Jennifer J. Novak 
3357-C Lake Austin Blvd. 
Austin, Texas, 78703 
(512) 322-9703 

Dr. Fred Perkins 
Superintendent of Louisville Public Schools 
200 Ivy Avenue 
Louisville, Mississippi 39339 

Dear Dr. Perkins, 

I want to thank you for your support and oral consent to conduct my music preference 

research study at Louisville High School. Could you please send me a letter indicating the 

same in writing, such as your official consent to test the Louisville High School students 

(tenth, eleventh, and twelfth graders) during the Spring semester 1989? The University of 

North Texas, where I am doing my dissertation research, requires that I have this 

information in writing prior to any contact with the students. 

Thanks again for your support! I look forward to meeting you, Dr. Edwards (who has 

also been a great help), and the students this Spring. 

Sincerely, 

Jennifer J. Novak 
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Louisv i l le Munic ipal School D i s t r i c t 
FRED PERKMS, EdO.. SUPERINTENDENT 

200 IVY AVENUE 

LOUISVLLE. MISSISSIPPI 39339 

HARRY KEMP (601)773-3411 MARIE SHAW 
ASSISTANT SUPERINTENDENT ADMINISTRATIVE ASSISTANT 

GLADYS TAYLOR 1 February 1989 WHLIEDISMUKE 
ADMINISTRATIVE ASSISTANT ADMINISTRATIVE ASSISTANT 

RANDAL LIVINGSTON PHYLUSGRCNEWOLD 
TRANSPORTATION SUPERVISOR BUSINESS MANAGER 

Ms. Jennifer J. Novak 
3357-C Lake Austin Blvd. 
Austin, Texas 78703 

Dear Ms. Novak: 

The Louisville Municipal School District is 
happy to cooperate with you in the completion 
of your study. It is my understanding that 
the students you will be using for the 
follow-up study are in grades 10, 11, and 
12 at Louisville High School. Please 
contact Mr. J. B. Edwards, Principal at 
Louisville High School. His telephone 
number is 601/773-3431. 

Sincerely, 

Fred Perkins, Ed. 
Superintedent 

copy to: J. B. Edwards 
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April 10, 1989 

Jennifer J. Novak 
3357-C Lake Austin Blvd. 
Austin, Texas, 78703 
(512) 322-9703 

Dr. Fred Perkins 
Superintendent of Louisville Public Schools 
200 Ivy Avenue 
Louisville, Mississippi 39339 

Dear Dr. Perkins, 

I wanted to tell you how impressed I was when I visited Louisville High School and met 

your student body last Monday, April 3, 1989. I tested 293 of the original 577 subjects, 

and I was very pleased with the students' response to the testing experience. They were 

very cooperative and several indicated interest in seeing the final results. 

I greatly appreciated Mr. Edwards' preparation of the students for the study. He was a 

terrific help to me in setting up the equipment, and showing me around the school. I only 

wish I could have stayed longer to observe the band rehearsals! I told Mr. Edwards that 

when completed, I would send him a summary of the research results and a copy of the 

dissertation. 

Again, I thank you for your support of this study. I thoroughly enjoyed my visit to 

Louisville. 

Sincerely, 

Jennifer J. Novak 
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September 16, 1988 

Jennifer J. Novak 
3357-C Lake Austin Blvd. 
Austin, Texas, 78703 
(512) 322-9703 

Mr. John B. Edwards 
Principal, Louisville Public Schools 
200 Ivy Avenue 
Louisville, Mississippi 39339 

Dear Mr. Edwards, 

I have been granted permission by Dr. Fred Perkins to pursue a research project at the 

Louisville Public High School concerning the "Consistency of Students' Music Preference 

Over Time," and I am writing to seek your assistance with this study. 

This will be the second and concluding part of a music preference study initiated by Dr. 

William V. May in 1980 on the "Musical Style Preferences and Aural Discrimination Skills 

of Primary Grade School Children." Dr. May tested several hundred subjects (first, 

second and third graders) from the Louisville Elementary School, and I am interested in 

gathering data on long-term changes in music preferences by retesting as many of the 

original subjects as possible. 

I ask for your assistance in locating and briefly testing the same subjects, who will be 

tenth, eleventh and twelfth graders during the 1988-1989 academic year. Would you 

please send me the Fall 1988-1989 school enrollment records for grades tenth, eleventh and 

twelfth, and the 1988-1989 school band enrollment records for the same grades. I realize 

that there are some expenses in duplicating these records so please bill me for any costs you 

may have. After I determine the number of Dr. May's subjects who are currently attending 

the high school, I would like to administer a brief musical preference test at a date and time 

convenient to your school. 
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Thank you so much for your help! I will call later this week to see if there is anyway I can 

be of further assistance. 

Sincerely, 

Jennifer J. Novak 
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Louisville High School 
200 IVY AVE 

LOUISVILLE, MISSISSIPPI 39339 
PHONE (601) 773-3431 

JUDY SANDERS John B. Edwards, Jr. HAROLD HUDSON 
Guidance Counselor Principal Asa't Principal 

Mr. John B. Edwards 
200 Ivy Ave. 
Louisville, MS 39339 

Mrs. Jennifer J. Novak 
3357-C Lake Austin Blvd. 
Austin, Texas 78703 

Dear Ms. Novak, 

Enclosed is the information requested by your letter of September 16, 1988, 
I am willing to assist you with this study. Please communicate directly 
with me at my enclosed address. 

Sincerely, 

John B. Edwards, Jr. 
Principal 

JBE/ec 
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November 21, 1988 

Jennifer J. Novak 
3357-C Lake Austin Blvd. 
Austin, Texas, 78703 
(512) 322-9703 

Mr. John B. Edwards 
Principal, Louisville Public Schools 
200 Ivy Avenue 
Louisville, Mississippi 39339 

Dear Mr. Edwards, 

I want to thank you for your prompt response to my request to secure the names of the 

current tenth, eleventh, and twelfth graders attending your high school. I was encouraged 

that so many of the original subjects in Dr. May's 1980 study were still living in Louisville. 

The Louisville High School is so important to my research. I am looking forward to 

visiting you and your school sometime during the Spring, 1989 semester. 

I would like to test the tenth, eleventh and twelfth graders, and would greatly appreciate 

your suggestions for the most convenient way to accomplish this task. The test will be 50 

minutes in length, and I can administer the test to one large group or several smaller 

groups, which ever you choose. I can test only one day, or two, or more. I am flexible, 

and wish to work with you to accomplish this research. I will use an overhead projector 

and screen, and a reel-to-reel stereo recorder system. If your school can furnish these 

items I would be most grateful. If not, I will bring the equipment with me from Texas. 

Given your permission, I would like to give the listening test to your students during either 

the months of March, April or May. I would appreciate it if you would please decide what 

day, or days you would intend for me to visit your school. I will arrange my schedule to 

fit yours. I look forward to meeting you. 

Sincerely, 

Jennifer J. Novak 
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January 30, 1989 

Jennifer J. Novak 
3357-C Lake Austin Blvd. 
Austin, Texas, 78703 
(512) 322-9703 

Mr. John B. Edwards 
Principal, Louisville Public Schools 
200 Ivy Avenue 
Louisville, Mississippi 39339 

Dear Mr. Edwards, 

I am writing in reference to my letter of November 21, 1988, which discussed visiting 

Louisville to test the musical preferences of your tenth, eleventh, and twelfth grade 

students. Since December, I have streamlined the test and it now takes approximately 35 

minutes to administer. The test has been pilot-tested on Austin area high school subjects 

who told me they enjoyed the non-threatening, "fun," experience. 

To make the testing as quick and convenient as possible, I can administer the test to any 

sized group or groups, provided that there is enough room to have one empty chair 

between students. I will use an overhead projector and screen, and a reel-to-reel stereo 

recorder system. If your school can furnish these items, I would be most grateful. If not, 

I will bring the equipment with me from Texas. 

Given your permission, I would like to come to your school sometime during March or 

April. Could you please send me written confirmation indicating what day, or days you 

would prefer for me to test at the high school? I will call Monday, February 6, to confirm 

the date. Again, thank you for your participation in this research. I look forward to 

meeting you. 

Sincerely, 

Jennifer J. Novak 
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Louisville High School 
200 IVY AVE 

L0U6V11E M6SISSPPI39939 
PHONE (601)773-3431 

JUDY SANDERS 
Quidinoi Counselor 

JOHN B. EDWARDS, JR HAROLD HUDSON 
AMI. Principal 

February 9, 1989 

Ms. Jennifer J. Novak 
3357-C Lake Austin Blvd. 
Austin, Texas 78703 

Ms. Novak, 

This letter is to serve as verification that we are expecting you to be at 
Louisville High School on March 20, 1989 to complete your follow—up testing 
on those students participating in your research. 

I look forward to meeting you at this time. 

Sincerely, 

John B. Edwards, Jr. 
Principal 
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February 24, 1989 

Jennifer J. Novak 
3357-C Lake Austin Blvd. 
Austin, Texas, 78703 
(512) 322-9703 

Mr. John B. Edwards 
Principal, Louisville Public Schools 
200 Ivy Avenue 
Louisville, Mississippi 39339 

Dear Mr. Edwards, 

Enclosed are the names of the tenth, eleventh, and twelfth graders who I would like to test 

on March 27, 1989 at 8:00 a.m. I plan to be at the Louisville High School auditorium 

around 7:30 a.m. to set up my audio equipment. I will wait (for late comers) until 

approximately 8:10 before I pass out the test booklets, and the test will be completed by 

around 8:40. 

I appreciate your willingness in allowing me to use one of your overhead projectors and 

screens. Thank you so much for your time and effort in helping me complete this research 

project. I look forward to meeting you on March 27th. 

Sincerely, 

Jennifer J. Novak 
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April 10, 1989 

Jennifer J. Novak 
3357-C Lake Austin Blvd. 
Austin, Texas, 78703 
(512) 322-9703 

Mr. John B. Edwards 
Principal, Louisville Public Schools 
200 Ivy Avenue 
Louisville, Mississippi 39339 

Dear Mr. Edwards, 

I wanted to tell you how impressed I was when I visited Louisville High School and met 

you and your student body last Monday, April 3, 1989. Two hundred and ninety-three of 

the original 577 subjects were tested, and I was very pleased with the students' response to 

the testing experience. They were very cooperative and several indicated interest in seeing 

the final results. When completed, I will send you a summary of the findings and a copy 

of the dissertation. 

I appreciate your time and efforts in preparing the students, helping me set up the 

equipment, showing me around the school and introducing me to your band instructor. I 

only wish I could have stayed longer to observe the band rehearsal! 

Again, I thank you for your support of this study. I thoroughly enjoyed my visit to 

Louisville. 

Sincerely, 

Jennifer J. Novak 
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Name (Please Print Neatly) 

SECTION 1 

218 

First 

Male/Female 

Middle 

Grade 

Last 

Age. 

Have you always gone to school in Louisville? 

If not, what grade were you in when you moved to Louisville? 

Race: (Circle) Asian 

Other 

INSTRUMENTS/VOICE: 

1. Do members of your family sing? 

Everyone Sings No one sings Some members sing 

2. Do you sing? Yes No 

Have you had private voice lessons? Yes No 

Are you self-taught? Yes No Used to 

Used to 

3. Do members of your family play a musical instrument? 

Everyone plays an instrument 

No one plays an instrument 

Some members play an instrument 

4. Do you play a musical instrument? Yes No 

Have you had private lessons? Yes No Used to 

Are you self-taught? Yes No Used to 

STOP HERE AND WAIT FOR FURTHER INSTRUCTIONS 
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S E C T I O N 2 

BROADWAY SHOW MUSIC 
(Musicals) 

CHILDREN'S MUSIC 
(Grade school songs 
and children's instrumental) 

CLASSICAL MUSIC 
(Symphony, Opera) 

COUNTRY & WESTERN 
(Bluegrass, Progressive 
Country) 

ELECTRONIC MUSIC 
(Computer music, 
electronic art music) 

FOLK MUSIC 
(Mountain Ballads, 
Patriotic Songs) 

GOSPEL MUSIC 
(Spirituals, 
Contemporary Gospel) 

JAZZ MUSIC 
(Dixieland, Bebop) 

MARCH MUSIC 
(Marching band) 

MUZAK 
(Elevator or 
background music) 

NONWESTERN MUSIC 
(Music from Japan, 
China, India) 

POP MUSIC 
(Easy listening, Soft rock) 

ROCK MUSIC 
(Hard rock, Reggae, R & B) 

Dislike Neutral Like 

Really Dislike Dislike Neutral Like 

Dislike Neutral Like Really Like 

Dislike Neutral Like Really Like 

Dislike Neutral Like Really Like 

Dislike Neutral Like 

Dislike Neutral Like 

Dislike Neutral Like 

Dislike Neutral Like Really Like 

Really Dislike Dislike Neutral Like Really Like 

Really Dislike Dislike Neutral Like Really Like 

Really Dislike Dislike Neutral Like 

Dislike Neutral Like 
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1. Place a number by the 3 musical styles you like most: #1 - your favorite style 
#2 - second favorite style 
#3 - third favorite style 

Broadway Show Music 
. Children's Music 
Classical Music 

. Country & Western Music 
Electronic Music 

Folk Music 
. Gospel Music 
. Jazz Music 
March Music 

Muzak 
Nonwestera Music 
Pop Music 
Rock Music 

2. Place a number by the 3 musical styles that you listen to with your friends: 

#1 - for the style listened to most 
#2 - second style listened to 
#3 - third style listened to 

. Broadway Show Music 

. Children's Music 
, Classical Music 
. Country & Western Music 
Electronic Music 

. Folk Music 

. Gospel Music 

. Jazz Music 
March Music 

Muzak 
. Nonwestern Music 
Pop Music 
Rock Music 

3. Place a number by the 3 musical styles your parents or guardians listen to most: 

#1 • for the style listened to most 
#2 - second style listened to 
#3 - third style listened to 

Broadway Show Music 
Children's Music 
Classical Music 
Country & Western Music 
Electronic Music 

Folk Music 
. Gospel Music 
Jazz Music 
March Music 

Muzak 
Nonwestern Music 
Pop Music 
Rock Music 

4. Check the styles that you are not familiar with: 

. Broadway Show Music 
, Children's Music 
Classical Music 
Country & Western Music 
Electronic Music 

Folk Music 
Gospel Music 
Jazz Music 
March Music 

I am familiar with all of the styles listed 

Muzak 
Nonwestern Music 
Pop Music 
Rock Music 

STOP HERE AND WAIT FOR FURTHER INSTRUCTIONS 

3 
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5. Do you play in the school band (or one like it?) Yes No Used to. 

How long? 

Place a number by the 2 musical styles performed most: #1 - style performed most 
#2 - style performed second most 

Broadway Show Music 

. Children's Music 

Classical Music 

. Country & Western Music 

Electronic Music 

Folk Music 

. Gospel Music 

. Jazz Music 

March Music 

Muzak 

Nonwestern Music 

Pop Music 

Rock Music 

6. Do you sing in a choir? Yes 

How long? 

No Used to 

Place a number by the 2 musical styles performed most: #1 - style performed most 
#2 - style performed second most 

Broadway Show Music 

. Children's Music 

Classical Music 

Country & Western Music 

Electronic Music 

Folk Music 

. Gospel Music 

Jazz Music 

March Music 

Muzak 

Nonwestern Music 

Pop Music 

Rock Music 

7. Do you participate in your own music group? Yes 

How long? 

No Used to 

Place a number by the 2 musical styles performed most: #1 - style performed most 
#2 - style performed second most 

. Broadway Show Music 

. Children's Music 

Classical Music 

. Country & Western Music 

Electronic Music 

, Folk Music 

. Gospel Music 

Jazz Music 

March Music 

Muzak 

Nonwestern Music 

Pop Music 

Rock Music 
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8. If you have not had private instrument or voice lessons, 

SKIP THIS QUESTION 

Choose the instrument or voice you've studied the longest and answer the following 

question: How long have you studied privately? 

Place a number by the 2 musical styles performed most: #1 - style performed most 
#2 - style performed second most 

Broadway Show Music 

. Children's Music 

Classical Music 

Country & Western Music 

Electronic Music 

Folk Music 

. Gospel Music 

, Jazz Music 

March Music 

Muzak 

. Nonwestern Music 

Pop Music 

Rock Music 

9. If you have not taught yourself to play an instrument, 

SKIP THIS QUESTION 

Choose the instrument you've worked on the longest and answer the following 

question: How long have you worked on this instrument? 

Place a number by the 2 musical styles performed most: #1 - style performed most 
#2 - style performed second most 

Broadway Show Music 

. Children's Music 

Classical Music 

Country & Western Music 

Electronic Music 

. Folk Music 

. Gospel Music 

. Jazz Music 

March Music 

Muzak 

Nonwestern Music 

Pop Music 

Rock Music 

STOP HERE AND WAIT FOR FURTHER INSTRUCTIONS 
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SD Dislike 

Broadway Show Music 

. Children's Music 

Classical Music 

Country & Western Music 

Electronic Music 

I have heard this piece before: 

Neutral Like Really Like 

Muzak 

Nonwestern Music 

Pop Music 

Rock Music 

. Folk Music 

. Gospel Music 

Jazz Music 

. March Music 

No Yes Unsure 

2) Dislike Neutral Like 

. Broadway Show Music 

. Children's Music 

. Classical Music 

. Country & Western Music 

Electronic Music 

I have heard this piece before: No Yes 

Folk Music 

. Gospel Music 

, Jazz Music 

. March Music 

Muzak 

Nonwestern Music 

Pop Music 

Rock Music 

Unsure 

3) Dislike 

. Broadway Show Music 

. Children's Music 

. Classical Music 

. Country & Western Music 

. Electronic Music 

I have heard this piece before: 

Like 

. Folk Music 

. Gospel Music 

. Jazz Music 

. March Music 

No Yes 

Muzak 

Nonwestern Music 

Pop Music 

Rock Music 

Unsure 

* Questions 4-24 continued in the same manner. 
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Section 1—Subject Questionnaire 

This test is to find out how much you like or dislike musical styles and specific 

musical selections and it should take no more than 40 minutes of your time. Your answer 

booklet is comprised of three sections. Please work only on the section requested and stop 

work and wait quietly when you are finished. If you should not know an answer to a 

question during any section of the test, please guess and then place a question mark near 

the answer. 

Section one contains a few questions concerning you and your musical experiences. 

When you are finished with section one please turn the booklet over so I'll know that you 

are ready to go on to section two. I'll now pass out the books, and you may begin section 

one. (*WAIT FOR APPROXIMATELY 7 MINUTES. TAKE HAND COUNT OF 

THOSE WHO NEED MORE TIME). 

Section 2--GSRI 

Please turn to the next page. The rest of the test will have taped instructions. You 

will need to listen carefully. (TURN TAPE ON). 

*ALL CAPS INDICATE INSTRUCTIONS FOR TEST ADMINISTRATOR 
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Narrator's Script for Tape 

Please notice on your answer sheet the names of musical styles in bold print and the 

examples in parentheses underneath each style. These examples are included to give you 

an idea as to what the style name means, but they are not the only examples possible within 

the style. Please follow along on your answer sheet as I read the styles in the left hand 

column. 

The list includes: 

Broadway Show Music--(an example is: Musicals) 

Children's Music~(examples are : Grade school songs, or children's instruments) 

Classical Music—(examples are: Symphony, or opera) 

Country and Western Music~(examples are: Bluegrass, or Progressive Country) 

Electronic Music—(examples are: Computer-sounding music, or electronic art 
music) 

Folk Music—(examples are: Mountain ballads, or patriotic songs) 

Gospel Music—(examples are: Spirituals, or Contemporary Gospel) 

Jazz Music—(examples are: Dixieland, or Bebop) 

March Music—(an example is: Music played by marching bands) 

Muzak~(examples are: Elevator music, or background music heard in shopping 
malls) 

Nonwestern Music—(examples are: Music from Japan, China, or India) 

Pop Music—(examples are: Easy listening, or Soft rock) 

Rock Music—(examples are: Hard rock, Reggae, or Rhythm and Blues) 
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(TURN ON OVERHEAD PROJECTOR. USE THE FOLLOWING SCALE 

TRANSPARENCY AND POINT TO PARTS AS THEY ARE INTRODUCED BY 

NARRATOR). 

Really Dislike - means you don't like it at all 

Dislike - means you don't care much for it 

Neutral - means you can't decide whether you like it or not 

Like - means you think it's pretty good, or it's O.K. 

Really Like - means you like it a lot 

Narrator's Script Continued 

Beside each of the musical styles there are the words, "Really Dislike," "Dislike," 

"Neutral," "Like," and "Really Like." These words are your rating scale. 

Really Dislike—means you don't like it at all 

Dislike—means you don't care much for it 

Neutral—means you can't decide whether you like it or not 

Like—means you think it's pretty good, or it's OK 

Really Like—means you like it a lot 

After you decide how much you like or dislike a musical style, circle ONE of these 

words. You will hear no music at this time. There are four other questions for you to 

answer on page three. After you are through with page three, wait quietly for further 

instructions. You may begin. 

(WAIT APPROXIMATELY 10 MINUTES. TAKE HAND COUNT OF THOSE WHO 

NEED MORE TIME). 
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(GET OUT THE FOLLOWING TRANSPARENCY FOR QUESTION 5). 

5. Do you play in the school band (or one like it?) Yes No Used to. How long? 

Place a number by the 2 musical styles performed most: #1 - style performed most 
#2 - style performed second most 

Broadway Show Music 

. Children's Music 

Classical Music 

. Country & Western Music 

Electronic Music 

Folk Music 

. Gospel Music 

. Jazz Music 

March Music 

Muzak 

Nonwestern Music 

Pop Music 

Rock Music 

Now look at page four. Questions 5 though 10 ask you about your experiences 

with music. Please look at question number 5. It reads, "Do you participate in the school 

band (or one just like it?). Watch how I fill this out: (Pause). 

(READ QUESTION SILENTLY AND THEN CIRCLE "USED TO"). 

I circled "Used to" because I don't play in a band now, but I did when I was in 9th grade. 

(WRITE IN 1 YEAR). 

I wrote in "1 year" because that's about how long I played in the band. 

(PLACE A NUMBER 1 and 2 BY MARCH AND JAZZ). 

And I placed a number 1 beside March Music and a number 2 by Jazz Music because those 

are the styles I remember playing in my band the most. 

Remember that this is ONLY an example, and that your answers will probably look 

different than mine. 

If you did not play in the band circle "No" and continue on to the next question. 
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Questions 5 through 10 look like a lot of writing, but as you can see they are pretty simple 

to answer. 

(STOP AND ASK FOR QUESTIONS, THEN CONTINUE TAPE). 

When you are through with page 5 please wait for further instructions. You may begin. 

(TURN OFF TAPE. GET OUT THE FOLLOWING TRANSPARENCY FOR 

SECTION 3). 

!D Dislike Neutral Like 

. Broadway Show Music 

. Children's Music 

Classical Music 

Country & Western Music 

Electronic Music 

I have heard this piece before: No Yes 

. Folk Music 

. Gospel Music 

. Jazz Music 

March Music 

Muzak 

Nonwestern Music 

Pop Music 

Rock Music 

Unsure 

Section 3--MPRI2 

Please turn to page 6. I want to find out how much you like or dislike each one of 

the pieces I am about to play for you. Listen quietly to the entire piece. While listening, 

check one of the musical styles you think this piece represents. After the piece is over, 

circle the underlined word that best shows how you felt about the music, and indicate 

whether you have heard this piece before.... I'll do an example for you how to mark your 

answer sheets. (For the sake of time, I won't play any music). 

First I'll listen to the entire piece. (Pause). While I'm listening, I'll mark the style 

of music that I think it is. (MARK TRANSPARENCY-GOSPEL). 
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I checked Gospel music, because that is the kind of music I thought this piece 

sounded like. After the music ends, I'll circle one of the underlined words to show how 

much I like or dislike it. (CIRCLE "REALLY LIKE"), and... 

I'll indicate whether I think I've heard this piece before (CIRCLE "NO"). 

I circled "really like" because I liked the music a lot, and I circled "No" because I 

don't think that I have heard this particular piece before... 

There are no right or wrong answers. It does not matter how your friends answer 

these questions, I am only interested in your opinion and what you think. Should you not 

know what style a piece is , write a questions mark in the margin and then just guess 

(ILLUSTRATE PROCEDURE ON TRANSPARENCY). 

Every piece should have only one answer. Leave no questions unanswered. 

Please be courteous to your neighbors by not talking. 

(PUT THE FOLLOWING TRANSPARENCY BACK ON OVERHEAD). 

Really Dislike - means you don't like it at all 

Dislike - means you don't care much for it 

Neutral - means you can't decide whether you like it or not 

Like - means you think it's pretty good, or it's O.K. 

means you like it a lot 
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Narrator's Script Continued 

Find question number one on your answer sheet. Ready...begin. 

Number 1: 

Number 2: 

Number 3: 

Number 4: (etc. through Number 24) 

I appreciate each and every one of you for helping me understand what kinds of 

music you like and dislike. Thank you for your participation. 

(TELL STUDENTS THEY MAY KEEP THEIR PENCILS. COLLECT TEST 

BOOKLETS). 
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