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The study described through content analysis the general music

course in the secondary school as perceived in selected curricular sources

from the 1960's and 1970's. As various writers of curricular sources

developed their own content and methodologies, a vast amount of data be-

came available which seemed unmanageable because of the particular philo-

sophical goals chosen for the course. The study organized in a systematic

manner the content and methodologies of the.course by means of eighteen

categories. Categories of high frequency inclusion in the general music

sources were shown to be the elements of music, music vocabulary as a

specific area for learning, the predominant choice of classical Western/

art music, the use of listening and creative activities and the discussion

of psychological learning principles.
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CHAPTER I

INTRODUCTION

The general music course should be considered the common ground for

music education of the universal high school population. By its very na-

ture, the general music course is addressed to all the students and in-

cludes their specific educational and aesthetic needs. When the course

is pursued with well-planned intent, students gain impetus in their in-

dividual quest for meaning in music, Because general music may encompass

a diversity of educational goals and methods, it allows for flexibility

when attempting to shape the course of a highly divergent group of stu-

dents; however, this same flexibility historically has contributed to

many problems for music educators.

General music has many broad meanings which impede concise and effi-

cient discussion. However, the Music Educators National Conference has

attempted to define the parameters of the term.

The term "general music" is used..,to refer to the cur-
ricular offerings that are:
1. Intended for the general student population.
2. Distinguished from the specialized electives dependent
upon particular interests or talents.
3. Broad in scope and content so that no more specific des-
criptive term is applicable. 1

The relationship of general music to other specialized courses is clari-

fied in the same publication:

The School Music Program: Description and Standards (Reston, VA,
Music Mdiuc-atr's-NationaTC~nference, 1974)

1



2

It should be noted that many of the experiences included
under the rubric of general music also serve as the bases for
specialized courses and that many of the experiences typical
of the specialized courses are also included in general music.
The general music course is analogous to a survey course, while
each specialized course gives the student an opportunity to pur-
sue in greater depth a practical type of experience to which he
has probably already been exposed in general music.2

The continuity of music education should not only be examined from the

perspective of the umbrella general music course and its tangential spe-

cializations, but from the broad overview of the student studying music

from the elementary through the secondary years. This consideration is

highlighted by Bessom, Tatarunis and Forcucci when they speak of general

music in the irodern curriculum.

The course in general music long associated with the
junior high school, has now been broadened in scope, content,
and philosophy to become the central part of a continuous,
developmental music program that begins in the elementary
school, continues in the middle school, and extends through
the junior high school or, for some students, even beyond.3

Though this position of the general music course in the school cur-

riculum may prevail in some schools, its absence or neglect may be more

common place. A brief review of the state of general music in the 1960's

highlights this conjecture. Bennett Reimer, in his two-year-curriculum

in general music, indicated that prior to 1967, no curriculum suitable to

the junior high school students existed. Reimer says that the "song-

singing" approach used in elementary school continued into the senior

high school, often with disdainful results. Music educators gave only

slight attention to the course in their method books. Reimer makes these

points.

2bid., p.8.
3.Malcolm E. Bessom, Alphonse M. Tatarunis and Samuel L. Forcucci,

Teaching Music in Today's Secondary School (New York, 1974), p.53.
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4With the single exception of Music in General Education , this
writer cannot find, in the standardTiterature of music edu.-
cation, a treatment of junior high school general music which
raises the possibility of using singing activities in a comple,
mentary role and of presenting music through discussions of the
nature of art, the nature of the art of music, how music is made
and how it has changed through history, what great music consists
of and what are examples of great music, why some music is con-
sidered to be great and some not great, how one can understand
and enjoy great music, etc., with rich experiences in listening,
analyzing, discussing, reading, as the major activities of the
class. This kind of approach is directly relevant for the great
majority of students who will not be performers of music, but
who will be, hopefully, intelligent consumers of music through-
out their lives, 5

A similar evaluation of the state of general music in the 1960's is

provided by Samuel Forcucci when he stated that singing and musical per-

formance dominated as the normal classroom activity while the under-

standing of musical concepts and elements received no particular emphasis.

The principal activities of general music have centered around
the development of skills in singing and listening to music
with intellectualization as a casual by-product. The large
majority of musical activities which are conducted in general
music classes are those involving musical performance with
little or no attention directed toward the constituent ele-
ments of music 6

Textbooks may be helpful in attempting to describe the content and

methodology of the general music class in the 1960's. Textbooks do not,

however, indicate that the content was taught effectively. Forcucci en-

lightened the subject by supplying evidence about printed texts which

Music in General Education, Karl D. Ernst and Charles Gary, editors,
(JKashinT'n,71TC sic Educators National Conference, 1965).

5Bennett Reimer, "Development and Trial in a Junior and Senior High
School of a Two-Year Curriculum in General Music," project report for the
U.S. Department of Health, Education and Welfare, Washington, DC, 1967, p.4.

6Samuel L. Forcucci, "General Music in Junior High School-An Over-
view and Guide for the Improvement of Instruction," unpublished doctoral
dissertation, Columbia University, New York, 1966, p.9,
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he apparently found limiting, impeding more desirable objectives.

Two types of books are now being used rather exclusively in our
general music classes. One is the basal music book, which is
primarily a singing book with some added material about music
and musicians. The other is a workbook. By themselves, these
books cannot provide adequate instructional materials which em-
brace music in breadth and depth. They are neither books in
which assignments can be given for class preparation, nor are
they books with ample factual information to serve as a foun"
dation for learning.7

Though the general music course seemed the most likely setting in

which to implement reforms aimed at changing the situation observed by

Reimer and Forcucci, the 'trend away from general music as a central part

of the music curriculum continued. The Rockefeller report on American

arts education, Coming to Our Senses,8 stated that a mere 4.5 percent of

high school students were enrolled in general music in 1972-73. This

percentage, however, does not speak to the availability of the general

music course. During the same period, choral and band activities flour-

ished in a majority of schools, but met the needs of only a small portion

of the school population. The report stated that 85-90 percent of Amer-

ican high schools offered band and chorus as major performance activities.

Many schools chose to offer only performance activities at the secondary

level. Reimer gives an overview based on statistical data collected by

the National Education Association:

The number of students enrolled in any kind of music activity
or class falls sharply from the almost total involvement inelementary schools to about half of junior high school stu-
dents and less than one quarter of senior high school students.

Ibid.0 p.12.

N 8 Comingto )ur Senses, A panel report, David Rockefeller, chairman,(New Yo6rk, l977)',511lM27
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Since instrumental and choral activities account for most of
the enrollment at the junior and senior high school levels,
it is apparent that an overwhelming majority of American pub-
lic school students graduate from junior and senior high school
with no oppor unity for formal classroom instruction in the
art of music.

While the efforts expended for the performance of music in bands,

choruses and orchestras at the secondary level are laudable, the assumption

that the performance program meets the present and future needs of the

universal school population presumes too much. Not only should the notion

be considered that the majority of students never participate in performing

organizations, but any performance in the fine arts motivated solely or

partially by competition should be held suspect. This point of view is

forcefully stated by Hubert Brown in his method for teaching listening

skills.

Performance has been and still seems to be the major criterion
for judging success in music education, both of individuals
and of total programs. State music contests and the abundance
of performing groups at music conventions witness this fact.
How this success is measured and how it contributes to the
musical growth of students is ill-defined. Does membership
in a prize-winning band affect the attitude of the student so
that he will seek out positive responses to music (Mager, 1962)?
Does participation in a band or an orchestra that demands
strict adherence to the director's wishes .constitute a crea-
tive environment? Does playing the second cornet part in a
marching or concert band develop .skills in listening that
will be applicable in out-of-school listening situations?
Haack (1969), in his study of the development of music lis-
tening skills of secondary school students, not only questioned
the efficacy of performing groups in developing listening
skills, he also stated, regarding his own study, that "it
appears that extended instrumental experience as it gen-
erally exists at the secondary level may tend to create a men-
tal block against the development of the type of musical per-
ception and understanding which this study purported to carry
forward" (p.194). Colwell (1966) also questioned the ability
of performing groups to meet the needs of every child in at-
taning an aesthetic enjoyment of music. Again, with only a

9Reimer, op.cit., p.2.
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small minority of the total school population participating in
performing groups, and with doubt being raised as to the valid-
ity of performance as a primary aim of music education, it 10
seems time for a change in curricular offerings and methods.

Michael L. Mark arrived at the same conclusions when stating the

historical foundations of music education in public schools. He pointed

to a dichotomous situation in which school music and the music of people

after their formalized education showed little convergence.

The students' performance itself was often considered to be the.
educational product. But it is a fact that most music students
do not continue to perform after graduation from school and do
not have the elevated musical taste that classical music demands.
Since the beginning of school music education, school music has
not affected the lives of the great majority of students, and
it is common now to distinguish between "school music" and "music".

The existence of a general music course in the curriculum in each

school and the required attendance by students does not signify equivalent-

ly that the goals of music education are achieved or achievable with

each student. The mere implementation of structures need not be inter-

preted as absolute security that all's well in the schools. Dialog in

the 1970's tended to recognize the need for courses but cautioned compla-

cency with established structures. Scott Thompson, panel witness of the

Rockefeller report, has placed the argument in a clearer light when he

stated:

We still have to fight this tendency in the American culture to
formalize, to categorize, to segment, and to specialize the arts.
This tendency towards compartmentalization breeds the outlook,

10Hubert Brown, Jr., "A Comparison of the Use of 'Popular" and
'Serious' Music in an Audio-Visual Programmed Method for Teaching Lis-
tening Skills," unpublished doctoral dissertation, University of Kansas,
1971, pp.2-3.

11Michael L. Mark, Contemporary Music Education (New York, 1978), p.9.
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"Yes, we have an art class," instead of "Yes, we have the arts
in our school." This is a terribly important difference.12

This broader view of the arts, and music education in particular,

parallels developments that are taking place in the restructuring of the

total curriculum. The focus is changing from specialization in one or

another skill in music to a comprehensiveness which helps the student to

control many aspects of the art. Mark makes some of these changes more

explicit:

Music educators are beginning to view the music curriculum as
a microcosm of the ideal integrated general curriculum. The
old concept of compartmentalization within the music program
is beginning to give way to a broader view of music as a sub-
ject of study. The areas of music performance, theory, his-
tory, and composition are being viewed by increasing numbers
of music educators as a single subject, rather than as indi-
vidual and independent curricular areas within the music
program.13

Will the broad approach to music for all students be of service to

any of them because of its all inclusiveness? A critic of the univer-

salist approach, Marian Scheiflele has said: "There is nothing so unequal

as the equal treatment of youth of unequal ability."14  Though the point

is well made, schools have always required a core curriculum for all

students regardless of their background, previous education or performing

abilities. At the present moment, no other music course in the generally

accepted curriculum can serve the broad population of young music listeners

as well as the general music class. Students without the opportunity to

12Coming to Our Senses, op.cit., p.100.

13Mark, p.cit., p.20.

14Marian Scheiflele, "The Gifted Child in the Regular Classroom,"
unpublished doctoral dissertation, New York Teachers College, Columbia
University,, 1953, p.44.
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study general music are deprived of the aesthetic and cultural enrichment

essential to a broad, liberal arts education. A. Theodore Tellstrom em-

phasizes this point of view:

Music must stress a generative rather than a vocational program.
Terminal thinking has no place in the new scheme of things.
While participation in performance groups can be a worthy en-
terprise, the majority of students will not become musicians.
There must be something for all.15

Since the 1960's, an increasing number of curricular sources have

been devised to promote new insights in general music courses; however,

authoritative agreement regarding the scope and content has not been

reached. As a result, the courses of study and materials cover a wide

variety of emphases, philosophical underpinnings, concepts and goals.

Confusion in the field has been a net result. John Culkin, panel wit-

ness of the Rockefeller study, enriches the discussion with his contem-

porary point of view:

The word curriculum was pretty much based on a presupposition
that there was a certain body of knowledge that everybody should
have and that there were certain points at which it would be
good to have that knowledge. And also, that the student entering
the educational system would not be bringing a heck of a- lot withher or him. On that basis we used to say, that's a seventh
grade subject16 Well, there are no seventh grade subjects in the
electric age.

Attention must be directed not only to new contemporary insights

about curricula but, even more importantly, to the focal center of edu-

cation in any classroom, the teacher. The inexperienced teacher of today

or the teacher newly assigned to the general music course is often

1.55A Theodore Tellstrom, Music in American Education (New York, 1971),
p.255.

16CofflingAo'Our'SenSes, op.cit., p.55.



9

frustrated by the broad spectrum of choices when deciding what is to be

taught and how it is to be taught. While most educators agree that a

clearly defined set of objectives are critical for successful teaching,

the new teacher is overwhelmed by too many philosophies from which to

choose. The new teacher, thus, is caught between the need for a viable

general music curriculum and the concurrent lack of agreement in this

regard among those who have published materials professing to meet that

need. What seems desirable is a teacher who is cognizant of the many

varieties of content to be taught and what methodologies will help fo-

cus the educational experience. Such training as to content and method-

ology will normally take place at the university level with general mu-

sic as the specific orientation, a recommendation of the National Edu-

cation Association and the Music Educators National Conference in 1960.17

Today's general music teacher is confronted with the past which

dictated that the general music course should reflect the Western musi-

cal tradition, namely the classical art music of time-honored and res-

pected composers. A number of curricula tend in this direction, among

them the Reimer curriculum already cited. More recent curricula contend

that general music should reflect all musical developments, including

ethnic musics and non-Western styles, as well as Western. The Tanglewood

Declaration recommended that the program of music education include;

17Music...for the Academically Talented Student in the SecondarySchoolWilliam C. Ftsorn, chairman, Washington, DC National Education
Association and the Music Educators National Conference, 1960, p.84.
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Music of all periods, styles, forms and cultures...The musicalrepertory should be expanded to involve music of our time inits rich variety, including currently popular teenage musicand avant-garde music, American folk music, and the music ofother cultures. 18

Still others argue that looking at the past is only important when im-

pacting on the future, and thus, they would emphasize the creation and

understanding of new music in the general music class.

Methodologically, some teachers have taught general music by lec-

turing while the students participated passively in the process. When
these students acknowledged acquisition of the teacher's concepts, then
the goals of general music were considered accomplished. Others have

proceeded in diverse ways. For example, the teacher invites the students

to a greater sensitization of sound, and the mutual discovery of how

sound can be organized. This procedure often seeks to lead students to

a subjective awareness and appreciation of the content and a commitment
to continue self-initiated discovery. This latter kind of methodology is
highlighted by Bessom, Tatarunis and Forcucci:

(The teacher) must be cognizant of the plurality of music tastes,values, and needs that exist in our society. To dogmatically es-tablish one set of absolute goals and objectives, to fence themoff by one concept of quality, learning, and fulfillment, andthen to expect each man to consummate his particular need isabsurd...Many music educators -must abandon the missionary rolethey have assumed regarding man and his music. They must placethemselves in the center of society, and instead of hoping toshow 4 few souls the glories of a limited veil of "great music,"turn instead to helping all men find their responsive places inthe totality of musical expression.! 9

18Allen Britton, Arnold Broido and Charles Gary, "The TanglewoodDeclaration,"Documentary Report of the Tanglewood Symosium, Robert A.Chote, editor, Washington, DC, NgiiiFTducators Nationa Conference, 1968,

19, es oI Ta aru is and Fo cuc i, op it19p441Bessom, Tataruni Is and Forcucci,'2p.ci., p.44,
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Given this variety of choices, how is the teacher to determine which

content and method to embrace? This need for some systematic approach in

organizing available curricular sources in general forms the basis for

the present study. The purpose of this study is thus to review curricular

sources in the general music course. A representative comparison of cur-

ricular sources will afford an overall view of the current state of gen-

eral music curricula available for secondary schools today. The review

will help determine the trends and scope which impel the horizons of mu-

sic education forward.

The methodology of comparison involves the tool known as content

analysis, a vehicle for gaining control over a vast and "unequal" body of

material in which exact scientific comparison is difficult. Basically,

the method proposes a list of criteria which serves as the points of

comparison. The content to be analyzed is then subjected to the criteria,

A list of criteria will also be devised in analyzing various methodologies

currently suggested for use in general music classes.

Will the effort expended be of any use to educators and the music

education field in particular? The teacher on the front line of class

preparation and delivery has no time to analyze, synthesize and digest

all of the different approaches available, Equally imperative is the

notion that each class of students has an educational corporate personality

unto itself, and what may work effectively with one class of students may

spell disaster with the next class. Thus an analysis of contemporary

curricular sources will allow for greater flexibility for the teacher

trying to tailor content and methods to a particular class. The benefits

from such an investigation may be summed up in the following manner:

. 1. 1 O*AW , i , - AN W-0 -
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1) The general music teacher who has information garnered from the con-

tent analysis process may be better prepared to meet a diversity of edu-

cational needs and situations.

2) The choice of curricula, texts and materials can be better informed

because the teacher knows what criteria receive emphasis.

3) The study of methodologies should yield a greater awareness of ap-

proaches to meeting similar objectives.

Research Questions

The study thus proposed to describe and evaluate through content

analysis the present state of the general music class as perceived in

selected curricular sources. In doing so, the following specific questions

were answered.

1) What is the suggested content of the general music course as presently

found in curricular sources?

2) What innovative topics in the last two decades have arisen giving new

focus to the course?

3) What methodologies have continually appeared in curricular sources?

4) What unconventional inethodologies have been explored as a means of

breaking new ground?

Definitions and Delimitations

1) In recent times, much confusion has arisen regarding the meaning of

the term "secondary school." The creation of the middle school, junior

high school, mid-high school, senior high school and other administrative

grade level structures have obscured the distinction between the elemen-

tary and the secondary school. The present study reviewed sources
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designed for students from seventh through twelfth grades, and therefore,

secondary school was defined as schools inclusive of those grades.

2) The study did not attempt to analyze every source related to the

general music course, but merely sought to review a representative sample

of sources. Curricular sources exist in a variety of forms: curricular

guides and textbooks for teachers, textbooks for students and experimental

courses as found in dissertations. All sources included in the study were

nationally available. Thus a teacher using the information of this study

would have access to the sources. Specifically excluded were curricula

produced under the restraints of commercial publishing companies. These

latter curricula have educational as well as commercial objectives in mind.
The researcher chose those sources which had no immediate commercial pur-

pose. Other resources, such as locally produced curricula by individual

school districts, were known to exist but not readily available to the
general researcher and therefore were not included.

The outcome of the study should be the establishment of increased

justification for a well-planned and resource-filled general music course.

To continue to treat the general music area as a curricular step-child can

do nothing more than perpetuate a blatant mediocrity in its preparation

and execution. The students of today' secondary schools can only benefit

from a well-crafted and ingeniously cr ative program.

- - - .- ,: ., - -.- -, I I - , - -- -, www ,k,, 1



CHAPTER II

RELATED LITERATURE

The present chapter describes the process preliminary to the con-
tent analysis itself. First, it was necessary to fird foundational
curricular sources in general music. Contemporary literature in general
music on the market today did not just appear as in a vacuum. What were
the roots of the present literature? Cursory investigation of the sources
revealed convergence and divergence such that the materials could be
organized categorically. Secondly, preliminary investigation needed to
be done so as to better define content analysis, its goals and method-
ology. Research in other disciplines was also helpful in demonstrating
content analysis to be a purposeful investigative tool. And thirdly,
it was necessary to research documentary evidence that had attempted a
content analysis type of study in the field of music education. If no
specific study could be found that corresponded exactly to the present
study, at least, correlated studies would be helpful in establishing
guidelines. The first area of the process involving foundational

curricular sources will now be discussed.

Foundational Curricular Sources

Music educators such as Reimer, Gingrich, Feinberg and Schafer
in the 1960's and 1970's who committed themselves to general music
found that available curricular sources were inadequate for their pur-
poses considering the advances in the psychology of learning, the

14
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sophistication and educational level of students who belonged to the

audio-visual generation and the more concerted effort to develop the

total comprehensive music program. Such inadequacies were the genesis

of new curricula and programs being developed. Preliminary investigation

of the sources revealed convergence and divergence such that the material

began to fall into a categorical organization. The following categories

were chosen to aid a comprehensive overview of the foundational liter-

ature:

1) Curricular sources that defined a specific content and set forth a

requisite pedagogy which would elicit a behavioral response from the

student;

2) Curricular sources that organized learning around a unifying concept

found in the various kinds of content;

3) Curricular sources that stressed psychological methodology;

4) Curricular sources that were open-ended, creative and flexible

allowing student interest to generate the flow of educational events.

The attempt to categorize contemporary curricular sources recognizes

that these vehicles of learning may not adequately be described under

only one category. A multiplicity of objectives may be set forth

in sources which makes strict categorization undesirable. Any

generalization of characteristics will not define adequately all the

sources under consideration. Conversely, no attempt at generalization

leaves the mass of educational materials in an uncontrollable fashion.

Content and Pedagogy Eliciting a Behavioral Response

In the mid 1960's, individual music educators researched the area

of general music and drew up their own curricula and corresponding
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philosophies. The works of Reimer , Gilmore2, Fitzpatrick3, Pearman4

Saltzer5, Forcucci6 and Motycka7 are typical of the genre established

as the general music course. These curricula were founded on philo-

sophical principles which gave direction to the course and justified

many of the choices which have to be made in creating any curriculum.

The content of the course of study was stated specifically along with

a methodology that, in the author's opinion, would best transmit the

content. The choice of music in each of these documents centered on

the Western/art music tradition.

1Bennett Reimer, "Development and Trial in a Junior and Senior High
School of a Two-Year Curriculum in General Music," project report for
the U.S. Department of Health, Education and Welfare, Washington, DC, 1967.

2Lee Lemmar Gilmore, "Musicianship in Junior High General Music: A
Guide for Teachers," unpublished doctoral dissertation, Columbia Univer-
sity, 1968.

3James Bernard Fitzpatrick, "The Development and Evaluation of a
Curriculum in Music Listening Skills on the Seventh Grade Level," un-
published doctoral dissertation, University of Iowa, 1968.

4Martha Pearman, "A Theoretical Framework with Adaptable Instruc-
tional Material for General Music Classes at the Secondary Level,"
unpublished doctoral dissertation, University of Illinois, 1964.

5Rudolph Ben Saltzer, Musical Content: The Basis of High School
Music Teaching," unpublished doctoral dissertation, University of
Southern California, 1964.

6Samuel L. Forcucci, "General Music in Junior High School--An
Overview and Guide for the Improvement of Instruction," unpublished
doctoral dissertation, Columbia University, 1966.

7Arthur Motycka, "A Report on the Results of an Experimental Course
of Study in General Music," unpublished doctoral dissertation,
University of Illinois, 1965.
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In general, the lecture served as the teaching vehicle for the com-

munication of factual data. Students acknowledged their acquisition of

the materials by giving the same factual data back on examinations. Some

curricula established changes in behavioral patterns as the specific

goal of the course but measurement of those changes remained the object

of conjecture if not skepticism.

The study by Bennett Reimer8 in 1967 merits special consideration

because of its scope and its representativeness in regards to the first

categorization of curricular sources. The project was vast, not only

in terms of the document produced but in terms of the involvement of

other teachers. The project was administered by Reimer and two assist-

ants, in three school systems; fifty teachers of general music from

across the nation supplied information; ten university professors

served as consultants; the curriculum comprised 437 pages.

The study 1) researched the current status of general music courses

and means for improving them, 2) set forth an aesthetic position about

the nature and value of music, 3) suggested relevant principles of

course construction and pedagogy from the curriculum reform movement in

American education, and 4) synthesizing the above points, constructed a

curriculum consonant with present needs.

In reference to the status of general music in the 1960's, Reimer

reiterated the view that only a very small percentage of students studied

music at the secondary level, most of them in performance groups. Lack

of attention was also noted in textbooks designed for teacher education,

8Reimer, op.cit.
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with only a few pages given to general music. Curriculum design for

secondary schools was viewed as a continuation of the basic format used

in the elementary school. However, national and regional music associ-

ations were beginning to call for new curricula with the intent of

raising music to the status of an academic discipline.

Reimer's outstanding contribution to the renaissance of interest in

general music is his aesthetic foundation about the nature and value of

music. Reimer conceives aesthetic education as an intangible, capable

of being taught; but because of its non-discursive nature, it does not

fit into the patterns of verbal discourse. The experience begins with

perception and leads to a response of the feelings.

The aesthetic experience of the work of art involves 1) the
perception of the system of interactive events, and 2) the
feelingful response to the tensions and relaxa ions which
the events generate through their interaction.

He makes more explicit the goal of teaching for greater aesthetic

sensitivity.

The only reason for improving sensitivity to works of art is
that the quality of the aesthetic experience is completely
and utterly dependent on the quality of one's perception of
art. It is simply impossible to get from a great work of art
all the rich and varied insights it contains if the per-
ception of the work is imperfect and superficial. If one
perceives only the obvious in a work of art --only the sur-
face and not the subtleties --then the meanings one gets
from the work will be obvious and shallow. Great works of
art contain insights which plumb the very depths of our con-
sciousness of life and reality. The quality which sets the
human being apart from his animal brothers is his conscious-
ness of being alive, and his ability to contemplate and sym-
bolize the life itself and the basic conditions and qualities
of life...When we perceive an art-work deeply, and react feel-
ingfully to its content --when we are aesthetically sensitive
--we are participating, more immediately and more fully than

9Ibid., p.9



19

is possible thro h any other means, in the basic stuff and
process of life.

Reimer holds that the goal of general music should be to heighten the

perception of an individual. This improvement of perception is the key to

developing an aesthetic sensitivity. Any attempt to control or manipulate

the feelings of an individual as he responds to the work of art would be

to reduce the process to the level of communication. Thus, the feelingful

response must be personal and creative. Reimer does not attempt to mea-

sure in a scientific way the feelingful response of the student.

The content of Reimer's curriculum relies heavily on Western/classical

art music. The choice of musical selections follows the trend of previous

curricula in general music while the pedagogy breaks new ground by its

philosophical foundation. Reimer's methodology involves three kinds of

activities: 1) talking about art; 2) making art; and 3) analyzing art.

The author takes to task those who verbalize about art in terms of inter-

preting the work of art. What the work of art means in a discursive

sense is irrelevant. The learning of great amounts of factual information

about composers, dates or anecdotes can also dissuade the perceiver from

getting into the work of art itself. Reimer criticizes teaching which

places obstacles in the path of heightened perception.

Relating to course construction and pedagogy from the curriculum

reform movement in American education, Reimer would hold that the nature

of the subject will determine the way it should be organized for pre-

sentation. He suggests great latitude not only in course content but the

pedagogy used to further educational goals.

10Ibid., p.10
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Just as the course content is chosen on the basis of the na-
ture of the subject, so the course organization is based on
the organization of the discipline itself as this organization
is perceived by those most deeply and fully acquainted with
the discipline. Rather than organizing the topical sequence
around pedagogical principles (such as "simple to complex")
or psychological principles (such as "from the known to the
unknown"), there is a strong feeling that each subject has an
internal organization which determines its very nature, and
that if one is to understand the subject's nature one must
follow the structure suggested by the subject itself, using
pedagogical and psychological principles within this structure.
It is a real mistake, some project directors believe, to im-
pose on the subject an order which has little, if anything, 11
to do with the underlying order characteristic of the subject.

The preceding quotation gives evidence that Reimer's approach would be

to arrange the presentation of topics into a step-by-step, meaningful

sequence such that the internal organization of the works themselves and

the psychological principles of learning flow into a harmonious whole.

Every step of the learning process is, thus, a necessary step, leading to

a deeper understanding of the subject's nature.

The curriculum constructed by Reimer was tri-partite: Synthesis,

Analysis, and re-Synthesis. The outline12 is as follows:

I. What Does Music Do:

A. The Composer
B. The Performer and Conductor
C. The Listener

II. How Does Music Do What It Does?

A. Tone Color
B. Rhythm.
C. Melody
D. Harmony
E. Texture
F. Form

11Reimer, op.cit., p.15
12Ibid., p.41
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III. How Has Music Done What It Does?

A. Baroque Style
B. Classical Style
C. Romantic Style
D. Our Music: The Modern Style

With the convictions in place that general music needed a firm philo-

sophical foundation and that the course be conceived as an academic subject,

the curricular sources of the first category may be said, in general to

have espoused the following characteristics: 1) greater emphasis on lis-

tening in a perceptive manner; 2) a concerted effort to teach the consti-

tuent elements of music (melody, rhythm, harmony, form, etc.) so that per-

ception had a conceptual basis; 3) less attention to performance especially

singing and movement as previously fostered in the elementary school;

4) greater sophistication in the choice of musical content; 5) attention

to problem-solving and discovery as challenging methods of arousing and

sustaining interest; 6) flexibility in the use of popular music and jazz

as appealing vehicles for educating teenagers; 7) the conviction that

general music was no longer an adjunct to other areas in the total com-

prehensive program but was at the heart of such a program.

Content Organized Around a Unifying Concept

A curriculum that organizes learning around a unifying concept found

in various kinds of content, representative of the second category of

curricular sources, is that of Donald Gingrich. Gingrich based his cur-

riculum13 on the philosophical concept of unity and directed his efforts

to the academically and musically talented high school student. He stated

13Donald Spencer Gingrich, "Unity in Music: A Course of Study in Music
Appreciation for Academically and Musically Talented High School Students,"
unpublished doctoral dissertation, University of Colorado, 1971.



22

that his curriculum goes beyond what the average, untrained student can

assimilate in a practical sense, but his research is worth considering

from the unconventional standpoint that a concept and not a compositional

element (melody, harmony, rhythm, etc.) nor a chronological survey serves

as the basis for his course of study.

Unity as a concept is the focus of Gingrich's study. Unity contrasts

with variety in the curriculum and is held to be the more important ele-

ment. The student experiences the elements of music in various expres-

sions of unity, for example, a theme in its statements, its repetitions

and variations, a rhythmic figure reoccurring, the statement and repetition

of the same harmonic development. The student begins to perceive a major

problem of the composer, explicitated by Gingrich:

What the listener can absorb is the key to the problem of organ-
ization in music. Logical order and structure in a composition
are the result of the composer's skill in meeting these two re-
quirements of the listener's memory:
1) sufficient repetition to create a sense of unity. 142) sufficient change to satisfy the need for variety.

Four principal procedures of unity are discovered by the student in

Unit I:

1) holding musical elements stable through a composition (stable
elements are those appearing in the first measure, or the
first few measures).

2) planning the reappearance of musical elements.
3) basing the reappearance of musical elements.
4) repeating musical elements.15

Gingrich's well-thought out plan of attack exemplifies the very unity

he proposes in his curriculum. In contrast are the more numerous curricula

14Ibid., p.3.

15Ibid., p.iv.
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which introduce topical ideas (melody, rhythms harmony, etc.) and chrono-

logical styles (baroque, classical, romantic, etc.) but do not attempt

a synthesis of the constituent elements. Gingrich set forth certain

principles:

1) The course should provide for adequate repetition of musi-
cal examples, with the repetition spaced over extended
periods of time to provide for maximum effectiveness.

2) Musical examples should be limited in number to make pos-
sible a thorough study of most compositions.

3) Concepts should be introduced in simple form which the
student can easily grasp, opportunity should then be pro-
vided to experience these concepts in ever-increasing com-
plexity.

4) Concepts should be formed and generalizations made only
after varied experiences with music.

5) Emphasis should be placed on both the intellectual and
aesthetic response to music.

6) The burden of exploration and discovery should be placed
on the student.1

Gingrich's course of study is limited to the exploration of musical

elements used to achieve unity. Examples are limited to Western art and

folk music. Popular music is not used in the study because Gingrich con-

siders it transitory in nature. Historical continuity was not considered

a prime consideration, although music from all historical periods was in-

cluded.

Gingrich employs the discovery method, with students suggesting

their own compositional solutions to problems. The method invites the

initiative and creativity of the students. In one unit of the course,

for example, the students are asked to expand a four measure phrase into

a sixteen measure song. The problem of unity (and variety) has signifi-

cant impact as the students make the following suggestions:

16Ibid., p.22.
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1) repeat the phrase four times; 2) add three new contrasting phrases

to the original; 3) add one or two new phrases while the original

phrase is repeated.

In designing his own curriculum, Gingrich proposed to correct weak-

nesses which he considered all too prevalent in more traditional curri-

cula. By catering to the average student, according to the author, most

texts and curricula eliminate analysis, performance and creativity. Ex-

cept for a few chronological surveys, most curricula neglect ancient and

modern music and also fail to consider more recent research in music ap-

preciation, areas which Gingrich hopes to correct by his endeavors.

Gingrich states that many curricula do not reflect newer understandings of

the psychology of learning. Too many compositions are introduced, thus

no in-depth study of particular compositions becomes normative. He also

believes that no extraordinary attempt is made in most curricula to show

musical relationships in different stylistic periods, thus adding weight

to his contention that unity in music is an adequate response to many of

these weaknesses.

Content Stressing Psychological Methodology

Curricular sources that include psychological methodology, the third

category of our study, reveal the decision that, for some educators, the

teaching of information is not enough. These educators propose that the

student must be psychologically disposed to learning if lasting education

is to result. They also concern themselves with the process of inter-

nalization of the musical content: how it happens, what can legitimately

be stated about the integration of percept, concept and aesthetic response.
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This decision to cope with the psychological disposition of the student

as perceiver and activator of his own learning has lead a growing number

of educators to devise programs intended to enhance a more profound

commitment to learning. Writers in this area would include: Feinberg7

Evn 18  19 20 21 .22 2Evans 8,Hieronymous , Madsen2, Barra2, Freedman and Regelski23

The works of Feinberg and Regelski are especially representative of the

third category of general music literature.

Feinberg proposed in his curriculum a correlation between the goals

of self-actualization in a problem-solving format and the goals of per-

ceptive listening for high school students in the music literature class.

He contends that educational systems today do not foster creative thinking

and thus fail the student in self-actualization. Cognitive abilities

17Saul Feinberg, "A Creative Problem-Solving Approach to the Develop-
ment of Perceptive Music Listening in the Secondary School Music Litera-
ture Class," unpublished doctoral dissertation, Temple University, 1973.

18Jesse Gillette Evans, Jr., "The Effect of Especially Designed
Music Listening Experiences on Junior High School Students' Attitudes
Towards Music," unpublished doctoral dissertation, Indiana University, 1965.

19Nora Gretchen Hieronymous, "Meaningful Reception Learning and Sec-
ondary School General Music," unpublished doctoral dissertation, Univer-
sity of Illinois, 1967.

20Cornelia May Bates Madsen, "Creativity and Music Education: Com-
paring Two Methods of Teaching Junior High School General Music," un-
published doctoral dissertation, University of Utah, 1977.

21Donald Paul Barra, "Listening and The Aesthetic Experience," un-
published doctoral dissertation, Columbia University 1975.

22Albert Morton Freedman, "Implications with Suggested Applications
of Selected Educational Theories and Taxonomic Models for the Development
of Productive Thinking in the General Music Class in the Secondary School,"
unpublished doctoral dissertation, Indiana University, 1972.

23Thomas A. Regelski, Teaching General Music, (New York, 1981).
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which are not fostered in the schools would include: hypothesizing, ela-

borating, transforming, discriminating and evaluating. Affective quali-

ties which likewise are neglected would include: openness, curiosity,

sensitivity, commitment and valuation. These affective qualities are

traits psychologists generally tend to identify with creative problem-

solving. Feinberg would hold that "music, with its natural affiliation

with the creative process, should be a key discipline in providing such

insights.,24

According to Feinberg, education does not enhance the self-actuali-

zation of a person when either or both the cognitive and affective di-

mensions are missing. Music education rightly will delve into the psy-

chological areas so that genuine and lasting education may develop.

This belief that attitudinal as well as intellectual behaviors
should be dealt with in the listening lesson is based on the
rationale that unless the student is willing to attend, receive,
react and value what is presented, little growR in aesthetic
perceptiveness and responsiveness is possible.

The student gains listening skills while being asked to solve a pro-

blem at the same time. The creative problem-solving schema has three

stages:

1) Input-Preparational stage in which a problem is identified and pre-

pared to be solved.

2) Exploratory-Transformative stage in which possible solutions are ex-

plored, analyzed and gradually transformed into a creative solution.

3) Output-Synthetic stage in which the solution is evaluated and inter-

nalized for future learning tasks.

24j
Feinberg, op.cit., p.4.

25Ibid., p.6.
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Each of the stages involves experiences called listening episodes in

which the attention is focused on a particular problem. The ten episodes

of Feinberg's course of study include the following problems to be solved26:

Preparational Phase of Course

Listening Episode No.1: To identify what kinds of abilities and
understandings are involved in perceptive music listening.

Listening Episode No.2: To identify attitudes and conditions needed
to develop perceptive listening abilities and understandings.

Exploratory-Transformative Phase of Course

Listening Episode No.3: To study a complete work or movement in
terms of its musical elements.

Listening Episode No.4: To focus in on the elements of rhythm,
melody, harmony, dynaiimics, tone-color and form.

Listening Episode No.5: To expand such listening abilities as aural
fluency, aural flexibility, and aural elaboration in the study of a
complete work or movement.

Listening Episode No.6: To explore stylistic elements in a variety
of musical periods.

Listening Episode No.7: To study a complete work in terms of its
stylistic elements.

Listening Episode No.8: To develop elaborative listening abilities
in the identification of musical processes involved in a variety of
contemporary styles.

Synthetic Phase of Course

Listening Episode No.9: To prepare an original listening guide of
a complete musical work or movement.

Listening Episode No.10: To summarize those basic understandings,
skills, and attitudes needed to become a perceptive music listener
and to review those major works experienced throughout the course.

The problem-solving curriculum of Feinberg would propose goals which

he deems as essential to greater self-actualization:

26Ibid., p.151
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1) previously unrelated ideas are restructured into new relationships.

2) fundamental content is learned/acquired.

3) discovery, openness, curiosity and flexibility lead the student in

the direction of self-initiated learning.

4) self-generated learning and growth further the individual needs for

self-actualization.

Feinberg's approach places the burden of learning on the student.

The student is invited to engage in a problem-solving strategy, a method-

ology which necessitates his active, creative participation. The activi-

ties involve checking items on an "Aural Awareness Sheet", a more sophis-

ticated tool the "Aural Focusing Sheet", the "Melodic Analysis Worksheet",

and "Perceptive Listening Guides" devised pictorally for specific compo-

sitions. In one instance of how musical themes are perceived, the student

is asked to examine thematic materials in light of the following composi-

tional techniques: modification, magnification, minification, substitution,

rearrangement, reversing, combination, and so forth. The teacher continu-

ally evokes responses from the students by posing questions to be solved,

specifically, comparative judgments regarding rhythm, melody, harmony,

dynamics and tone-color. The dynamic flows from perception to comparison

to judgment. As the student progresses in these abilities, he becomes

equipped to deal with more and more complex compositions.

The work of Thomas Regelski and his development of Action Learning

is especially representative of this psychological approach to music

education in the 1980's. His philosophical foundation suggests person-

alization and activity of the mind as requisites for true learning:
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...knowing and learning are actions whereby the mind reaches
out and acts on the music in coming to know it. In such
actions, the mind personalizes what is known. This personal-
ization provides a motivation toward subsequent action with
or on what has come to be known. Future behavior with regard
to this learning, thus, is not a matter of passively being
acted upon by, in our case, music. Instead it is a matter
of actively seeking future practical (actual) uses of such
learning and of actually creating one's own responses to and
uses of music.27

Regelski's contributions center on the unifying of music education

and real-life experiences. Music education must be future-oriented with

a student's musical maturation in mind. The goals of Action Learning

are made explicit:

General music...

1) seeks to inspire an actively positive attitude toward the
benefits of musical involvement during and after the school
years.
2) provides the learning and skills needed to most produc-
tively benefit from such present and future involvements with
music.
3) uses the kind of teaching/learning activities that are
closely modeled on the musical realities life has to offer the
ordinary citizen who is not considered to be a "trained" mu-
sician 8but who is nonetheless gratified by musical experi-
ences.

Once the position is accepted that music is a personal event, the

wedding of subject and object becomes a matter of prime importance. For

Regelski, music exists in what is called a phenomenological field. Many

factors arise in the situation of the perceiver, called the "field", which

foster or inhibit music from becoming a personal event. Such factors

might include: the perception of an individual, the environment of the

music ("live" or recorded music, nature and size of the room, presence of

27Regelski, op.cit., p.16.

28Ibid., p.17
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an audience, etc.), the personal history of the individual who experiences

the music, and so forth. Regarded as a phenomenon, music is not the

stimulus; it is not the sounds themselves. Music is the response of the

human person. It is the experience of the stimulus as perceived by the

individual. Music education, thus, will strive to sharpen or focus an

individual's perceptual faculties such that the various factors come to-

gether in an intelligent manner. Meaning is to result from the experience,

the meaning may well be non-verbal or verbal depending on the goals pro-

posed by the activator of the learning experience.

Regelski poses several axioms which help define his philosophy in

more cogent terms:

Music education is

1) the semiformal attempt to facilitate positive, broad musi-
cal growth through contact with music as a phenomenon.
2) the invention and establishment of musical and pedagogical
environments, situations, and events for the purpose of inducing
fruitful musical actions.
3) a process of building upon the natural foundation of musi-
cal interest that every child seems to have.
4) the action of building upon the psychological, physiologi-
cal, and physical bases of the human organism's natural re-
sponse to the forces of music.
5) the development and use of the students' full sensory ap-
paratus for the perception of musical events relatable or rel-
evant to their present and future lives.

Music education is not

1) simply performing music by playing instruments or singing.
2) lecturing on facts and information about music, or other
such ways of "giving" musical concepts abstractly.
3) the breeding of failure by establishing circumstances that
emphasize absolutes.
4) the employment of a "method".
5) anything that will cause a child to love music less because
of the manner in which musical instruction is implemented.29

29Ibid., p.33ff.
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Regelski acknowledges his indebtedness to the Manhattanville Music

Curriculum Project in coming to his own individual insights about music

education. He outlines four curricular styles which prevail in the

music education arena of the 1980's.30

1) A basic skills curriculum which stresses performance skills, music

reading and musical information. This type of curriculum usually in-

volves observational learning and best suits those students who take music

as an elective: the universal school population generally is not suffic-

iently motivated to sustain interest throughout such a curricular style.

2) A cultural heritage curriculum which emphasizes a content which re-

mains objective. The methodology is basically a verbalization about

music: lectures, lecture-demonstrations, research, library reports and so

forth. Most music appreciation and general music courses fall into this

style.

3) Essentialism as a curricular style recognizes that a "well-educated"

person know something about music in general. Music is an essential of

a thorough education. The content here is teacher-oriented and may have

little to do with the maturational level or the goals of the student.

4) Action is "one variety of humanistic-existential-progressive curricu-

lar orientation". The student relies on self-motivation as the persua-

sive force in fostering educational growth. The teacher proposes a vari-

ety of options or the student may create his own options, but both ini-

tiatives spring from the inner need of the student. The educational milieu

is one of relevance to the present life of the student and his future.

30
Ibid .,Ip.393.



32

Sources that stressed psychological methodology, the third category

of investigation, may be said to demonstrate the following characteristics:

1) The student is the center of educational endeavor, thus the subjec-

tive inner needs of the student are of primary concern.

2) Curricula and educational plans which do not enter into the personal

subjectivity nor motivation of the student are irrelevant.

3) Education can no longer be conceived only as the communication of

content; words such as "covering a specific amount of content" have little

to do with radical educational growth or change.

4) The affective and intellectual dimensions of learning must correlate

if true educational growth is to result.

5) Verbal meaning is only one mode of behavioral response; the student's

creativity may produce music which indicates musical growth and maturity

far beyond any verbal essay attempting to demonstrate learning.

6) Musical meaning rises out of a cognitive process of the mind acting

upon the sounds, giving relational value to the sounds such that some

type of personal commitment or valuation is normative.

Content Allowing Student Interest to Generate
the Flow oTEducational Eve-nts

The Action Learning stance taken by Reglski bridges the third and

fourth categories of curricular sources. The fourth category does not,

in general, explicitate such an elaborate philosophical or psychological

position. The attitude of experimentation rules the environment of this

final category, such attempts being characterized by openendedness,

creativity and flexibility. A sense of pragmatism also prevails: if it

works, it should be pursued; if it doesn't work, a more efficient method
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should be attempted. An awareness exists that the teacher has joined

ranks with the students in furthering objectives together. The teacher

projects the role of being a learner too: students are invited to

share the journey of discovery. Innovators in this fourth category

would include Schafer31  Brown32 and Tatarunis

The work of R. Murray Schafer, a Canadian music educator, stands

out conspicuously as an innovative approach for renewed interest in con-

tent and methodology in music education. Unlike most of the educational

curricula, textbooks and materials of our time, Schafer poses new in-

ductive methods of exploration and creativity for students in unconven-

tional ways that threaten traditional tenets and modes of educational

strategy. Typical of Schafer's stance about learning is the teacher-

student rapport which presumes that the teacher is also a learning pilgrim

and is more apt to win adherents to the search for meaning, truth and

beauty if the invitation goes out loudly and clearly that all investi-

gators in the same classroom have much to contribute and that personal

observations are equally valid. Steeped in the Socratic method, Schafer

revives classical norms of inquiry which sustain lively dialog between

teacher and students.

R. Murray Schafer, The Composer in the Classroom (Toronto, 1969);
----------------- Y-r Cleaning TThito, 1969);
----------------- The&New Soundscape (Toronto, 1969);
----------------- Wh~5n~Wrds Sing (Toronto, 1969).

32Hubert Brown, "A Comparison of the Use of 'Popular' and 'Serious'
Music in an Audio-Visual Programmed Method for Teaching Listening Skills,"
unpublished doctoral dissertation, University of Kansas, 1971.

33Alphonse Michael Tatarunis, "The Effect of Two Teaching Methods
Utilizing Popular Music on the Ability of Seventh Grade Students to Per-
ceive Aurally and Identify Musical Concepts," unpublished doctoral dis-
sertation, Boston University, 1975.
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Schafer heralds a newness in educational strategy when he ventures

out into the real world of the sound environment:

Today all sounds belong to a continuous field of possibilitieslying within the comprehensive dominion of music.

Behold the new orchestra: the sonic universe!

And the new musicians: anyone and anything that sounds!

There is a shattering corollary to this for all music educa-tors.

For music educators are the custodians of the theory andpractice of music.

And the whole nature of this theory and practice is now goingto have to be completely reconsidered.34

Schafer roots his evolutionary approach in vocabularies so diverse
and unprecedented as to warrant assiduous attention to his words and
treatment of them. While conventional educators rely on Italian term-
inology such as melodia, ritmo, armonia, le note, allegro, moderato and
so forth, Schafer engages in a serious quest for a more adequate ex-
pression in terminology such as: preparation, attack, stationary sound,
decay, reverberation, death and memory, sound morphology, the society of
sound, etc.. Perception of sounds and reflection on those perceptions leads
Schafer to hypothesize about the total sound environment he calls the

"soundscape". His contention about "soundscapes" that electrical current
and the internal combustion engine control the hearing of modern urbanities
is well illustrated in this passage on motors:

Motors are the dominant sounds of the world soundscape. All mo-tors share one important feature: they are low-information, highredundancy sounds. That is to say, despite the intensity of

34Schafer, The New Soundscape (Toronto, Canada, 1969).
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their voices, the messages they speak are repetitive and ulti-
mately boring. There is a hypnotic suggestibility about mo-
tors that makes one wonder whether, as they invade our lives
totally, they may not mask out all other sounds, reducing us
in the process to acquiescent and dopey bipeds indolently
fumbling about in a mute hypnotic trance.

Just as the sewing maching gave us the long line in clothes,
so the motor has given us the flat line in sound.35

Schafer probes the environment in distinguishing noise and musical

sounds. Provocative in his explorations, the author offers the following

topics for consideration.

The Musician is an Architect of Sounds
First Sound
Voices of the Sea
The Transformation of Water: Frozen Water
Wind and Rain
Apocalyptic Sounds
Clairaudience
The Rural Soundscape
The Hi-Fi and Lo-Fi Soundscape
Muscle Sounds 1: The Industrial Revolution
Muscle Sounds 11: The Internal Combustion Engine
Schizophonia
Towards the Integrity of Inner Space
Prime Unity or Tonal Centre
Sound Walls
Signals in the City: Church Bells and Police Sirens
Sound Symbolism
The Acoustic Community
Acoustic Design 1: Analysis
Acoustic Design 11: The Module
Acoustic Design 111: Quiet Groves and Times
The Recovery of Positive Silence

The content of Schafer's creativity gives added impetus to those edu-

cators who are teaching students who will live the majority of their lives

in the twenty-first century. Schafer also decidedly favors the dictum of

his fellow countryman, Marshall McLuhan: "The medium is the message".

35Ibid., p.58.

36Schafer, The Music of the Environment (Toronto, Canada, 1969)
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Students will find meaning in music only when they begin to explore their

own worlds of sound. Schafer foments active student participation through

free discussion, experimentation, improvisation and objective analysis of

the elements of music. Conclusions are not acceptable until they have

been tested in the realm of personal experience.

The productivity, both intellectual and material, of our fourth cate-

gory stems from a democratization in the classroom: teacher and students

are equals in the common pursuit of knowledge. The experiences of both

teacher and students are valid, the teacher generally serving as the

catalyst for a more reflective and far-reaching exploration. An open-

endedness prevails such that musical maturation is encouraged for a life-

time; no musical absolutes will suffice for the teenager. The world is a

sound environment waiting to be discovered; some of those sounds may be

music.

Foundations of Content Analysis

Once the foundational literature of general music had been investi-

gated, problems began to arise as to how verbal content from a variety of

documents could be meaningfully compared and analyzed. Isn't comparison

of "unequal" entities a fruitless endeavor by its very attempt? Is the

inclusion of Beethoven and the exclusion of the Beatles indicative of the

established criteria in curricular design, attitudinal bias on the part of

the teacher, or merely a grave oversight in music history? Such questions

call for an objective methodology which can more adequately evaluate the

"unequal" inclusion of a wide variety of compositions, composers, styles

and other elements. For this purpose, social philosophers, linguists,
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historians and other related researchers have experimented with varying

degrees of success with content analysis.

Content analysis is the systematic study of the constituent elements

of any body of knowledge. Retrospective in character, content analysis

looks back to sources which provide the substance for intellectual study.

With the radical significance of those sources as a foundation, the study

then looks at contemporary sources with comparative analysis as its goal.

Scientific research of this sort seeks to unify existing knowledge and

heighten an awareness of its purpose. Just as historians have attempted

to give an overview of the course of human events from the perspectives of

culture, social background, economy, politics and so forth, other re-

searchers strive to unify existing knowledge such that it become manage-

able and useful.

The manner of investigation may take a great variety of forms, but

by and large, the predominant method of proceeding involves the analysis

of documentary evidence. It is in the printed word or symbol that meaning

is most efficiently unified. And thus, most scientific studies of an

analytical nature delve into the literature and documents of an area of

knowledge to try to bring them within the grasp of human comprehensibility.

Content analysis may take a variety of forms, depending on the sub-

ject matter and the specific goals intended. The following statements

reveal something of its intent:

Content analysis is a research technique for the objective, sys-
tematic and quantitative description of the manifest content of
communication. (Berelson, 1952, p.18)

Content analysis is the statistical semantics of political dis-
course. (Kaplan, 1943, p.230)
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The term "content analysis" is used to here mean the scientific
analysis of communication messages. The method is broadly
speaking the "scientific method", and while being catholic in
nature, it requires that the analysis be rigorous and systematic.
(Barcus, 1959, p.8)

Content analysis refers to any procedure for assessing the rel-
ative extent to which specific references, attitudes or themes
permeate a given message or document. (Stone, 1964)$7

Content analysis seeks to include the widely accepted characteris-

tics of objectivity, system and generality. In its objectivity, the

method seeks to yield the same results were two or more independent re-

searchers to do the same analysis. In its systematic treatment, the in-

clusion or exclusion of specified criteria is consistent thus not yielding

in the researcher's bias or in the favor of preconceived hypotheses. In

its generality, the method attempts to yield theoretical relevance so

that relationships with other content, or relationships between sender

and receiver appear to have bearing on the content.

In describing the characteristics of content analysis, Holsti states

that the "what" of the investigation concerns itself with the attributes

of the content and does not strive to establish the validity of the con-

tent. The data already present in the content respond to questions

being researched.

Content analysis has been used most frequently for research prob-
lems in which the question can be answered directly from a des-
scription of the attributes of content. In such studies the in-
vestigator is in large part freed from problems of validity, ex-
cept to the extent that validity is related to sampling and

37Ole R. Holsti, "Content Analysis," The Handbook of Social Psychology,edited by Gardner Lindzey and Elliot Aronsin~ (Reading,~MAVoT.III,1968),
p. 597.
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reliability; the content data serve as a direct answer to the
research question, rather than as an indi ctor from which
other characteristics are to be inferred. A1

Content Analysis in Propaganda Materials

The highlighting of attributes in literature, songs and textbooks

has served as the focus for various studies, most of them in the area of

political science, with special emphasis on war-time propaganda. Holsti

describes two studies of literature and songs intended for Nazi Youth

groups and the American Boy Scouts.

Two studies compared the literature and songs of youth groups
in Nazi Germany and the United States. Youth literature in the
two countries yielded nearly one thousand expressions of various
organizational goals (Lewin, 1947). By frequency count, the
German literature placed significantly greater stress on na-
tional loyalty, national identification, and determination, where
as American Boy Scout materials emphasized altruism, religion,
and creativity. A parallel study of children's songbooks
yielded similar results (Sebald, 1962). German sources
stressed national loyalty, obedience, and heroic death, and
paid less attention to the beauty of nature, play and Chris-
tianity. Content analysis of such materials can reveal im-
portant national differences at a specified point in time,
but further inferences, unsupported by independent data, are
often open to question. A case in point is Sebald's general-
ization, based solely on Nazi songbooks issued in 1940, that
the modal character of Germans is basically authoritarian.39

Content Analysis in History Texts

Studies have used the philosophical understanding of content analysis

without identifying the method as such. Among them is a study entitled

School Histories At War40 which treats the subject of wars as exemplified
in the secondary school history books of the United States and those of

38Ibid., p.610.

39Ibid., p.617.

40Arthur Walworth, School Histories At War, (Cambridge, MA, 1938).
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its former enemies. The author contrasts parallel treatments of past

wars with the avowed purpose of directing lay and professional attention

to the extremes of national prejudice to which the youth of the world are

being exposed. The author attempts to show that while the historical

treatment of war may begin as a manifestation of one's own national pride

and vanity, a similar presentation from the enemy's point of view cannot

help but reinforce inaccuracy and the roots of national prejudice.

Content Analysis in Music Education

With the broad understanding of content analysis in mind, a need for

specific models of content analysis in music education became more apparent.

Such a model was provided in the dissertation by Esther Landon41 dealing

with the instructional content in seventeenth and eighteenth English and

Colonial American music texts. Landon traced the development of beginning

music instruction with its first goal of teaching note-reading for con-

gregational singing. The need for a method of teaching music reading

skills arose from the social and political events of the time, namely,

the break of the English Church from the Roman Church and the closing of

monastery schools. Calvinist congregations were committed to psalm singing;

and with the absence of schools for teaching music reading, the psalm book

itself with instructional content became the tool for such a purpose.

Landon studied both the music texts of England and Colonial America

deriving premises that would sLupport further investigation. Both content

and methodology were considered. Once the criteria for investigation were

41Esther Abrams Landon, "Seventeenth and Eighteenth Century English
and Colonial American Music Texts: An Analysis of Instructional Content,"
unpublished doctoral dissertation, University of California, Los Angeles, 1977.
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established, Landon wrote a verbal analysis of each text giving an evalu-

ation which demonstrated its impact on American music education. The in-

vestigation of the texts revealed five general areas which served as the

basis for content analysis:

1) An Apologia in which an author stated his particular pur-
pose and his goals...
2) An exposition of the gamut which usually included an ex-
planation of fasola and transposition. (Fasola was an English
pedagogical offshoot from Guidonian solmization.-ed.note)
3) An explication of the proportions and modes of time, in
some cases with instructions on how to beat time.
4) Musical symbols other than those for pitch and time,
called "characters"...
5) Singing exercises which were part of the course of in-
struction...42

The importance of Landon's study rests on the comparative analysis of

primary sources, the establishing of criteria which helped to define the

content of the sources and the author's evaluation of how content and

methodology in these early texts helped to determine the future course

of music education in America.

Inez Stricklen43 made a comparative study of music appreciation

texts for use in junior and senior high schools as an aid for textbook

selection. The stated imperative of the study centered on much the same

idea as the present investigation: "a teacher should regard it a

definite and important professional obligation to familiarize himself with

the printed material available in the field."44

42Ibid., pp. viii-ix.

43Inez Stricklen, "An Analysis and Comparison of Music Appreciation
Books for Junior High School and High School," unpublished master's
thesis, North Texas State University, 1950.

44Ibid., pp.1-2.
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The importance of Stricklen's study rests on the use of primary

sources, the choice of criteria which would serve for evaluation purposes

and the general overview of music appreciation courses as taught at the

time. The criteria listed below were those chosen by the author:

1) Author (reputation, other works)

2) Publisher (name, place, date)

3) Format (size and shape, number of pages, paper)

4) Purpose (aims of author, publisher)

5) Plan (contents, whether the text covered the field of music appreci-

ation adequately)

6) Criticism (positive and negative evaluation regarding content and

methodology)

While the investigation of Stricklen demonstrated a worthy attempt to

give direction to textbook selection, the methodology chosen for the

study diminished its objectivity. The "criticism" area in particular

needed an objective treatment, with norms other than the researcher's own

personal bias serving as the evaluative criteria. Stricklen's professional

background and experience may have justified many of the criticisms made

of the texts, but numerous evaluative statements rested on personal sub-

jectivity alone, weakening the total effect of the investigation.

A study of parallel interest is that of Walter Jones45 who analyzed

the evolution of music textbooks used in the American schools before 1900.

He divided his analysis into four areas:

1) the aims stated in early music textbooks

45Walter R. Jones, "An Analysis of School Music Textbooks Before 1900,"
unpublished doctoral dissertation, University of Pittsburg, 1954.

phamm"s
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2) the song content in early music textbooks

3) the methods used in early music textbooks

4) the mechanics used in early music textbooks

Since the present study deals specifically with content and methodology,

attention will be focused on these two areas. After Jones had made a pre-

liminary study of eighteen textbooks dated 1830-1900, he formulated the

following verbal content classifications: baby and childhood, home,, moral,

nature, occupational, patriotic, religious, school, seasonal and sports.

The study involved a large number of documents, so the author decided to

simplify the findings by showing trends. The solution was to state the

amount of material in the various classifications in percentages of the

whole book. Thus the emphasis placed on any particular classification

would be determined by the relative number of songs devoted to that

classification.

Concerning methodology, Jones organized his data by responding to the

following questions:

1) What type of part writing was used in the textbooks?

2) How much time and what type of instruction was given to the funda-

mentals of music?

3) Were the textbooks written in such a manner that only a music special-

ist could use them?

4) Did the textbooks contain teacher instruction?

5) What kinds of teacher aids, such as charts and pictures, were used in

the textbooks?

The importance of Jones' project rests on his use of primary sources al-

lowing the categories of analytical comparison to arise after preliminary



investigation. He relied on statistical treatment of his data so as to

more accurately show the trends in music education in the designated

period. Since his sources were "unequal" in terms of length, verbal con-

tent and methodology, he chose to demonstrate the patterns of convergence

and divergence with a priori norms which relied on preliminary evidence

for their objectivity.

Another model of content analysis was the study of Stephen Kai-Nin
46

Yik concerned with the curriculum materials used in music classes in
the primary and secondary schools of Taiwan. Yik's investigation took

the survey approach commenting generally on the contents of specific areas.

The basic areas of the study included:

1) Analysis of the reading skill instructional materials

2) Analysis of the vocal skill instructional materials

3) Analysis of the music instrument study materials

4) Analysis of the creative activity materials

5) Analysis of the appreciation programs and historical study materials

6) Analysis of the sources, types and styles of the songs

7) Analysis of the skills required in the singing of the songs

8) Analysis of the texts of the songs

As no general overview of music education had been made in recent

Taiwanese history, Yik chose to organize his study under the above topics

by a brief summary of the basic content of each area. No statistical

evidence was supplied. He researched the current textbooks, visited

46Stephen Kai-Nin Yik, "A Study of the Curriculum Materials Used inMusic Classes in the Primary and Secondary Schools in Taiwan from 1950 to1973," unpublished doctoral dissertation, Washington University, 1976.
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music classes and held interviews to ascertain what content in textbooks

was actually being taught in the classroom. The importance of the study

rests on the fact that it was an "in the field" study; after arriving at

a comprehensive overview of what the textbooks directed, he came to his

own conclusions by personal observation whether those goals were being

achieved.

Content analysis, as represented in the theoretical literature of

social psychology and the applied literature of music education, has

proven itself a viable method of systematic investigation. As with all

methodologies, its efficiency as an investigative tool has much to do

with the initial expectation placed on it. Thus specific limitations

must be built into the study to give thrust and direction as to what is

intended. The chapter on method will concretize this intent.



CHAPTER III

METHOD

For the stated purposes of this study, the curricular sources under

consideration will be analyzed in two categories: content and methodology.

Content refers to the subject matter being communicated, that information

which is objectifiable, capable of being expressed in a conceptual man-

ner. Methodology refers to the way in which the content is communicated,

how transmission between sender and receiver should take place.

One manner of proceeding with content analysis involves a trichoto-

mous choice of two opposites, high frequency of occurrence and low fre-

quency of occurrence and a neutral position. Though the data remains as

verbal entities, the process is considered quantitative since the com-

parison of criteria, the presence or absence of the criteria, is made

through identification of proportional content. In the present application

of this procedure, proportions were enumerated as topical units such as

classical/Western art music, ethnic/folk music and electronic music. The

citing of the topical unit indicates, in general, a full treatment of the

area, i.e., much more than a passing reference. The study indicates a

quantitative presence and says nothing about the qualitative aspects of

the topical unit. The relative emphases of the various topical units are

indicated by time/space approximations, for example, the percentage of

space given to classical/Western music or the amount of time a designer

of a curriculum specifies for a particular activity or the percentage of
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space dedicated to a psychological learning principle in a curricular

source.

The content data in this study is being compared to a priori stan-

dards. Admittedly, the weakness in such a comparison stems from the

absence of a clearly defined objective basis for judgment. Who is to

decide what standards are adequate or normative when a priori norms are

applied? What standards prove adequate or normative? One solution, and

the one chosen in this study, is to make comparisons against other sources,

allowing norms to surface as they will inductively. All criteria for the

content analysis appear in some of the sources. The very choice of the
criteria indicates that they were prevalent in a significant number of

sources. Had the suggested criteria for this study not appeared in any

of the sources, their inclusion would be meaningless. In effect, the

choice of the criteria is warranted by the appearance and repeated ap-

pearance of such data,

In the following categorization, the "source" refers to the curri-

cular source under analysis. The criteria that identify the content of

a particular source of the study are the following,

1) The source includes music vocabulary as a specific area for learning.

2) The source includes the elements of music.

3) The source includes content according to genre.

4) The source includes the classical Western/art music tradition.

5) The source includes the ethnic/folk music tradition.

6) The source includes popular music.

7) The source includes jazz -music.

8) The source includes electronic music.
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9) The source includes environmental sounds.

The criteria that identify the methodology of a particular source

of the study are the following:

1) The source includes

2) The source

3) The source

4) The source

5) The source

6) The source

7) The source

8) The source

9) The source

prehension.

The above

includes

includes

includes,

includes

includes

includes

includes

includes

a song-singing approach.

listening activities.

teacher-centered activities.

student-oriented activities.

creativity as a learning activity.

psychological learning principles.

content presented in chronological development.

content presented in spiral development.

non-verbal or partly verbal aids for aural com-

categories, while not totally inclusive of all the aspects
of content and methodology in the general music area, comprise the most

prevalent and decisive criteria found in the curricular sources chosen

for this study. A brief description of each category will help define

and delimit the content to be analyzed.

Categories of Content

The source includes music vocabulary as a specific area for learning.(STMy)

The content is comprised of words of the musical language. These

words are both traditional, basically Italian terminology, and contem-

porary, dealing with musical concepts since the discovery of electricity

and the exploration of environmental studies. At most, the words are an

approximation of a description of the musical sounds themselves but never
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substitute wholly for the sounds. The words identify ideas and allow for

the communication of concepts. The learning of music vocabulary enables

the possibility of dialog about the sounds.

2) The source includes the elements of music. (SIEM)

The content embodies a conceptual understanding of all the components

of music, such as rhythm, melody, harmony, form, dynamics, timbre and so

forth. The teaching and learning of the concepts involving the elements

of music aids the aural understanding, what the ear is actually hearing.

At times, the intellect will understand the concept without being able

to perceive the sounds. Growth in aural perception will reinforce the

conceptual understanding of the elements of music.

3) The source includes content according to genre. (SICG)

The content comprises the forms of musical structure, such as sonata-

allegro form, the fugue, the symphony, the twelve-tone row, ABA song form,

sequential form in computer music and so forth. The chief concern is

architectural genre extending the understanding of the elements of music

to formal structures which allow for aesthetic valuation. Logical pat-

tern or purposeful lack of pattern figures highly in generic content.

4) The source includes the classical Western/art rusic tradition. (SICW)

The content embodies the heritage of European art music, relying on

Western tonality, scale patterns, the development and evolution of instru-

ments, ensembles, styles, notation and so forth, It is the most prevalent

and foundational style of music chosen for the general music class. The

art music tradition reflects much about the upper class of European so-

ciety for the last two hundred years, though its manifestations continue

into American art music of the twentieth- century,



5) The source includes the ethnic/folk music tradition. (SIEF)

The content centers on the music of specific groups of people, using

socio-cultural characteristics as the modus of delineation. Generally

considered the music of common people, the content concentrates on highly

individualized styles of singing and performing on instruments. The in-

vention of the magnetic tape recorder and subsequent production of phono-

graph records have helped to'document the authentic sounds themselves, many

of which would be impossible to document by means of a notational system.

6) The source includes popular music. (SIPM)

The content comprises music generally considered contemporary and
"of the people". In American culture, popular music is described as "con-

sumer music", music heard through the media, bought and sold in record

stores, -music performed in concerts and nightclubs. In terms of today's

teenagers, popular music is the -most highly preferred form of music. Rock

music especially has gained a prominence among the young such that cultural

descriptions of this age group are not complete without reference to its

social influence, The present-day level of composition, intent, orches-

tration, dissemination and overall creativity is remarkably high.

7) The source includes jazz music. (SIJM)

Jazz music, the most prevalent style of American music, originated in
black society at the turn of the century and has since become an acceptable

style for all social strata. Both an instrumental and vocal style, jazz

relies on the highly refined performance skills of its practitioners, many

who learned the art form without academic training. Education in jazz has
now entered the universities and conservatories, and jazz studies has taken

its place with the major stylistic disciplines. As jazz becomes more
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academically acceptable, its entrance and continuance in the general music

course appear inevitable. The historical development of American music

requires special treatment of this unique and culturally authentic art

form.

8) The source includes electronic music. (SIEL)

The content is comprised of art music generated by electricity, re-

lying on technology since World War II. The category does not include

popular forms of music generated by electricity. Initially, the musical

sounds duplicated existing acoustical sounds. With the invention of the

synthesizer and other music recording equipment including digital and

laser techniques, the field has expanded into the full gamut of sound

production The fusion of electronic and acoustical sounds has become a

peryasiye field of experimentation and creativity.

9) The source includes environmental sounds. (SIES)

The content embodies the sound experiences of the listener, sounds

generally retrieved spontaneously rather than by calculation, While pro-

gram music has attempted to duplicate environmental sounds especially in

art music, a newer approach allows the environmental sounds to exist in

their pure state, the random "organization" of the sounds being left to

chance (aleatoric), At times, environmental sounds are combined with

art and popular music, fusing artistic and environmental creativity. The

student is invited to explore the sound environment as a source of musical

compositi on.

Content analysis concerns itself also with the methodology of pre-

sentation, A brief description of each category dealing with methodology

will help define and delimit the areas chosen for this study.
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Categories of Methodology

1) The source includes a song-singing approach. (SISS)

The song-singing approach remains as the core activity of the ele-

mentary school general music program. By means of the singing activity,

the teacher attempts to elicit a behavioral response which demonstrates

that the student is capable of reproducing pitch, rhythm, harmony and the

other elements of the musical process. Generally considered the most im-

portant of musical activities for the young child, song-singing instills

a sense of musicality and aesthetics not easily achieved by any other ac-

tivity. Students who receive good training in singing generally pursue

further musical development. Though included in the high school general

music curriculum singing has a less prominent position than other acti-

vities.

2) The source includes listening activities. (SILA)

Listening as a musical activity begins in the elementary school pro-

gram and reaches a critical level of involvement in the junior and senior

high school programs. As the student matures physically, intellectually

and aesthetically, the singing capabilities of the student do not suffice

for the complexity and sophistication desired in a broader experience of

music. It is in the listening activity that the student is invited to

musical maturity, presuming that the skills of intellectual abstraction

and conceptualization have been developed and are continuing to be de-

veloped. Listening may take the form of live concerts or recorded music,

the important factor being that the aural attention is focused on the

sounds with meaning as an essential goal.



3) The source includes teacher-centered activities. (SITC)

A methodology dominated by the teacher as the center of activity

relies on the lecture as the principal means of communication. The tea-

cher determines the input for consideration, sets limits to the parameters

of reflection and generally draws conclusions based on the knowledge and

experience the teacher has of the subject. Communication may be viewed

vertically, in the first place, the teacher communicating to the students,

and in the second, the students demonstrating acquisition of the teacher's

concepts by repeating them on examinations. The teacher-centered activity

presumes that the teacher is the most knowledgeable person in the class-

room, and the activity is known for its efficiency of delivery and objec-

tivity of response.

4) The source includes student-oriented activities. (SISO)

The methodology that places the student as the center of inquiry em-

phasizes a more horizontal view of learning. .'The student explores and

shares with his peers in a democratic manner such that all inquiry is held

suspect until various viewpoints are presented so that the greater truth

of the matter may result. Inevitably, the student's initial insights are

tempered or compromised by the sharing that develops. In viewing the to-

tal process, the student becomes the responsible agent for learning; the

teacher may or may not serve as the catalyst for the activity. A more in-

ductive method is common in student-oriented activities, especially as the

student attempts to relate and synthesize the data under consideration.

5) The source includes creativity as a learning activity. (SICL)

The methodology that emphasizes creativity as a learning activity re-

lies on the innate ability of the student to transform knowledge learned
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inductively or deductively into new forms of expression. In general, the
teacher will pose a problem for the student to solve. The student in-
tuitively integrates the realm of the imagination and the skills neces-
sary for communication. The outcome must be viewed as the unique creation
of the student. Whether or not the new work created has universal value
is of secondary importance. The act of creating serves as the means for
learning, a process that involves the active participation of the learner.
6) The source includes psychological learning principles. (SIPL)

The category concerned with psychological learning principles stres-
ses the "how" of learning and is not interested with just the "what." A
philosophical foundation for learning will generally be explicitated with
definite procedures for achieving the intended goals. New information or
experience is provided by the teacher promoting the learner's personal
discovery or construction of meaning. Successful teaching moves from the
known to the unknown and takes into consideration the student's antici-
pation of success or failure, the relevance of what is being taught, the
challenge the materials presents and the personal need the student has
for learning.

7) The source includes content presented in chronological development.(SICD)

The methodology based on chronological development views history as
the organizing force. Historical evidence based on the sciences of ar-
chaeology, anthropology, ethnomusicology and so forth surfaces as the
means for leading a student logically through the course of human exis-
tence. The chronological approach continues in some music appreciation
courses but is less prevalent in general music courses. Its consideration
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in this study is warranted by the educational stance which such an ap-

proach represents: the music of the present is ultimately grounded in

the music of the past.

8) The source includes content presented in spiral development. (SISD)

Spiral development in general music is concerned with the unifying

and interaction of musical factors, as contrasted with unitary develop-

ment in which the factors of music are treated as separate entities.

The sequence of information is ordered according to the observed logic

of the student. For example, the concepts of melody, rhythm or harmony

are presented at all stages of maturational and educational development

with the understanding that the student is capable of comprehending and

integrating only a part of the whole. As the student progresses through

the "cycles", a more extensive level of musical understanding and greater

complexity and r finement in the use of musical elements and concepts is

proposed.

9) The source includes non-verbal or partly verbal aids for aural com-
prehension. (SIMV)

The approac which fosters aural comprehension through non-verbal or

partly verbal aids uses such means as pictographs, diagrams of acoustic

phenomena, visual demonstrations by means of electronic computers, light

shows, choreographic movement and so forth. This type of methodology rec-

ognizes the distinct advantage of the eye in receiving stimuli which pos-

sibly can be interpreted in an aural context. The approach frees the

intellect from attempting to conceptualize the sounds in words which will

never carry the full burden of meaning. The integration of images, move-

ment and sounds fosters a synthesis of various forms of art and demonstrates
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how the aesthetic achieves meaning in a variety of expression.

Content Analysis Method

As previously stated, the inclusion of these eighteen categories in

the present study is warranted by their consistent appearance in the lit-

erature under consideration. All categories did not appear in all or even

one of the sources, as might be expected. In other words, no source

could be expected to carry the complete burden of universality. An exam-

ple may suffice. A curriculum which espouses a teacher-centered method-

ology as its most frequent mode of presentation would not then be expec-

ted to also espouse a student-oriented methodology. Both might exist in

the same curriculum but not as the most frequent mode of presentation.

As the categories became more evident in the preliminary study of

sources, so also did the need for giving some evaluation to the weight a

particular category might have. The emphasis of each category in the

various curricular sources is obviously not the same. The trichotomous

division chosen for this study affords a general but understandable

method of proceeding. The divisions represented below demonstrate either

numerical items or the percentages of time/space considerations as found

in the literature itself. The weighting of the divisions is based on an

internal comparison of the sources. The percentages or numerical quanti-

fication is representative of the more inclusive types of curricular

sources.

In rating the individual sources, the terms "high,' "medium," and

"low" were used. These terms apply to the frequency of the topical unit.

The terms do not indicate that the author favored or did not favor the

topical unit from an evaluative point of view. The rating speaks to the
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presence or absence of the topical unit. The percentages as indicated

in the various categories below do not represent one hundred percent of

content in each source, but serve as approximations of high, medium and

low frequency.

It should also be noted that generalizations of their nature do not

take into account every specific detail which might be included for the

sake of completeness. In creating the categories of content and method-

ology, the researcher made several decisions about details of lesser

significance which might be judged arbitrary or unscientific. For

instance, in cases where implicit evidence was contained in a source but

not explicitly demonstrated, the researcher yielded in favor of the over-

all philosophy of the author. Also, the rounding off of percentages to

the closest approximation seemed standard in most general studies. The

intent of the researcher was to provide objective evidence such that any

independent researcher carrying out the same type of study would reach

similar conclusions.

The categories of content will now be presented in terms of the tri-

chotomous division which makes analysis meaningful:

CONTENT

1) The source includes music vocabulary as a specific area for learning.
(SIWV)

High: 51-100 musical terms or more

Medium: 26-50 musical terms

Low- 0-25 musical terms



2) The source includes the elem nts of music. (SIEM)
High: 50% of content

Medium: 25% of content

Low: 0-10% of content

3) The source includes content according to genre. (SICG)

High: 50% of content

Medium: 25% of content

Low: 0-10% of content

4) The source includes the classical Western/art music tradition. (SICW)
High: 75% of music examples

Medium: 50% of music examples

Low: 25% of music examples

5) The source includes the ethnic/folk music tradition. (SIEF)
High- 25% of music examples

Medium: 10% of music examples

Low: 0% of music examples

6) The source includes popular music. (SIPM)

High: 50% of music examples

Medium: 25% of music examples

Low, 0-10% of music examples

7) The source includes jazz music. (SIJM)

High: 25% of music examples

Medium: 10% of music examples

Low. 0% of music examples
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8) The source includes electronic music. (SIEL)

High: 25% of music examples

Medium: 10% of music examples

Low: 0% of music examples

9) The source includes environmental sounds. (SIES)

High: 25% of curricular aural experience

Medium: 10% of curricular aural experience

Low: 0% of curricular aural experience

The categories of methodology will now be presented in terms of the

trichotomous division which makes analysis meaningful:

METHODOLOGY

1) The source

High:

Medium:

Low:

2) The source

High:

Medium:

Low:

3) The source

High:

Medium:

Low:

4) The source

High#A

-Medium:

Low:

includes

50% of

25% of

0,10%.

includes

50% of

25% of

0-10%

includes

50% of

25% of

0-10%

includes

50% of

25% of

0-10%

a song-singing approach. (SISS)

class time

class time

of class time

listening activities. (SILA)

class time

class time

of class time

teacher-oriented activities. (SITC)

class time

class time

of class time

student-oriented activities. (SISO)

class time

class time

of class time
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5) The source

High:

Medium:

Low:

6) The source

High:

Medi urn;

Low:

7) The source
(S [CD)

includes

25% of

10% of

0% of

includes

25% of

10% of

0% of

includes

creativity as a learning activity. (SICL)

student assignments

student assignments

student assignments

psychological learning principles. (SIPL)

total document

total document

total document

content presented in chronological development.

High: 50% of total document

Medium: 25% of total document

Low: 0% of total document

8) The source includes content presented in spiral development. (SISD)
High: 50% of total document

Medium: 25% of total document

Low: 0% of total document

9) The source includes non-verbal or partly verbal aids for aural com-prehension. (SINY)

High: 25% of musical examples

Medium; 10% of musical examples

Low; 0% of musical examples

The preceding categories define and delimit the methodology of con-
tent analysis. With the analytical structure in place, the study now pro-

ceeds to the reporting of the data as found in curricular sources.



CHAPTER IV

CONTENT ANALYSIS

In the preliminary investigation of curricular sources, the liter-

ature tended to exhibit characteristics which helped to organize it into

comprehensible categories. The four categories previously stated also

served as the organizing structure for the content analysis itself. The

categories will now be presented with the specific sources whose content

was investigated for the purposes of the study.

Content and Pedagogy Eliciting a Behavioral Response (see Table I)

Bennett Reimer, "Development and Trial in a Junior and Senior HighSchool of a Two-Year Curriculum in General Music," project report for theU.S. Department of Health, Education and Welfare, Washington, DC, 1967.

Lee Lemmar Gilmore, "Musicianship in Junior High General Music: AGuide for Teachers," unpublished doctoral dissertation, Columbia Univer-
sity, 1968.

James Bernard Fitzpatrick, "The Development and Evaluation of a Cur-riculum in Music Listening Skills on the Seventh Grade Level," unpublisheddoctoral dissertation, University of Iowa, 1968.

Martha Pearman, "A Theoretical Framework with Adaptable Instruc-tional Material for General Music Classes at the Secondary Level," unpub-lished doctoral dissertation, University of Illinois, 1964.

Samuel L. Forcucci, "General Music in Junior High School--An Over-view and Guide for the Improvement of Instruction," unpublished doctoraldissertation, Columbia University, 1966.

Arthur Motycka, "A Report on the Results of an Experimental Courseof Study in General Music," unpublished doctoral dissertation, University
of Illinois, 1965.

Manhattanville Music Curriculum Program Synthesis, United States Of-fice of Education, USOE V-86-1999, Washington, DC, 1970.
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Music, Dallas Independent School District, Dallas, TX, 1975.

Content Organized Around a Unifying Concept (see Table II)

Donald Spencer Gingrich, "Unity in Music: A Course of Study in MusicAppreciation for Academically and Musically Talented High School Students,"unpublished doctoral dissertation, University of Colorado, 1971.

Content Stressing Psychological Methodology (see Table III)

Saul Feinberg, "A Creative Problem-Solving Approach to the Develop-ment of Perceptive Music Listening in the Secondary School Music Litera-ture Class," unpublished doctoral dissertation, Temple University, 1973.

Jesse Gillette Evans, Jr., "The Effect of Especially Designed Mu-sic Listening Experiences on Junior High School Students' Attitudes TowardsMusic," unpublished doctoral dissertation, Indiana University, 1965.

Nora Gretchen Hieronymous, "Meaningful Reception Learning and Sec-ondary School General Music," unpublished doctoral dissertation, Univer-sity of Illinois, 1967.

Cornelia May Bates Madsen, "Creativity and Music Education: Com-paring Two Methods of Teaching Junior High School General Music," unpub-lished doctoral dissertation, University of Utah, 1977.

Donald Paul Barra, "Listening and The Aesthetic Experience," unpub-lished doctoral dissertation, Columbia University, 1975.

Albert Morton Freedman, "Implications with Suggested Applications ofSelected Educational Theories and Taxonomic Models for the Development ofProductive Thinking in the General Music Class in the Secondary School,"unpublished doctoral dissertation, Indiana University, 1972.
Richard R. Armstrong, "An Experiment to Determine the Effectivenessof a Program for Improvement of Listening Skills Within the TraditionalHigh School Music Program," unpublished doctoral dissertation, Universityof Southern Mississippi, 1974.

Thomas A. Regelski, Teaching General Music (New York, 1981).

Content Allowing Student Interest to Generate
the Flow of Educational Events (see Table IV)

R. Murray Schafer, The Composer in the Classroom. Ear Cleaning.-------- Th New Soundscape. When Words Sing.
Ff5oronto, Canada, 969). .-
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Hubert Brown, "A Comparison of the Use of 'Popular' and 'Serious'Music in an Audio-Visual Programmed Method for Teaching Listening Skills,"unpublished doctoral dissertation, University of Kansas, 1971.

Alphonse Michael Tatarunis, "The Effect of Two Teaching MethodsUtilizing Popular Music on the Ability of Seventh Grade Students to Per-ceive Aurally and Identify Musical Concepts," unpublished doctoral dis-sertation, Boston University, 1975.

In order to report the data, the literature comprising the study will
be presented in tables showing the correspondence of each source to the
eighteen categories chosen for content analysis. Neumonic letters will
be used to simplify the categories. The categories of content are the

following:

Categories of Content

1) SIMV - The source includes music vocabulary as a specific area forlearning.

2) STEM - The source includes the elements of music.

3) SICG - The source includes content according to genre.
4) SICW - The source includes the classical Western/art music tradition.
5) SIEF - The source includes the ethnic/folk music tradition.
6) SIPM The source includes popular music.

7) SIdM - The source includes jazz music.

8) SIEL - The source includes electronic music.

9) SIES - The source includes environmental sounds.

The categories of methodology are the following:

Categories of Methodology

1) SISS - The source includes a song-singing approach.

2) SILA - The source includes listening activities.

3) SITC - The source includes teacher-centered activities.
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4) SISO - The source includes

5) SICL - The source includes-

6) SIPL - The source includes

7) SICD - The source includes
opment.

8) SISD - The source includes

9) SINV - The source includes
comprehension,

student-oriented activities.

creativity as a learning activity.

psychological learning principles.

content presented in chronological devel-

content presented in spiral development.

non-verbal or partly verbal aids for aural

The findings of the study are presented now in tabular form. An

asterick assigned to the ratings "high", "medium" and "low" refers as

previously stated, to the frequency of the topical unit.
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CHAPTER V

SUMMARY, CONCLUSIONS AND RECOMMENDATIONS

The present study proposed to describe through content analysis the

state of the general music class in the secondary school as perceived in

selected curricular sources. The need for the study was highlighted by

means of a brief account of the course as presented in the 1960's and

1970's. As various teachers and writers of curricular sources developed

their own content and inethodologies, a vast amount of data became avail-

able which seemed unmanageable because of the particular philosophical

goals chosen for the course. The study attempted to organize in a sys-

tematic way the content and methodologies of the general music course by

means of eighteen categories. The categories arose from a preliminary

study of the sources. While not inclusive of every dimension of the gen-

eral -music course, the categories demonstrated by their appearance and

reappearance in the sources that these contents and methodologies were

the prominent constituents of the course.

Four specific questions were proposed which gave direction to the

study.

1) What is the suggested content of the general music course as presently

found in curricular sources?

2) What innovative topics in the last two decades have arisen giving new

focus to the course?

3) What methodologies have continually appeared in curricular sources?
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4) What unconventional methodologies have been explored as a means of
breaking new ground?

In response to these questions, a table is presented which compares

by percentile the sources from the 1960's and 1970's. Following the table

will be a discussion of the categories of content demonstrating points of
emphasis, significant changes during the two decades under investigation

and other data of unusual note. The 1970's include Regelski.

TABLE V

COMPARISON BY PERCENTILE OF THE SOURCES
FROM THE 1960'S AND 1970'S

CONTENT 1960's 1970's
T-Th Med Low High Medium Low

1) SIMV 66 22 11

2) SIEM 66 11 22

3) SICG 0 11 88
4) SICW 66 22 11

5) SIEF 11 33 55

6) SIPM 11 11 77
7) SIJM 11 33 55
8) SIEL 22 22 55

9) SIES 22 22 55

METHODOLOGY

1) SISS 33 22 44

2) SILA 88 11 0'
3) SITC 22 77 0
4) SISO 11 77 11

5) SICL 44 22 33
6) SIPL 66 0 33

7) SICD 22 11 66
8) SISD 33 0 66

36 9 55

73 9 18

9 0 91
45 9 45

18 9 73
9 18 73

9 9 82

0 27 73
0 27 73

0

91

0

45

55

64

0

0

45

45

0

18

100

9

55

9

45

18

9 0 91
27 0 73

9) SINV 22 33 44 36 18 45
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Categories of Content

1) The source includes music vocabulary as a specific area for learning,

The study reveals a 66% high frequency of music vocabulary as a spec"

ific area for learning in the 1960's using lists of terms or glossaries.

A 36% high frequency in the 1970's showed less specified interest in vo-
cabulary learning. These latter sources tended to take for granted the

learning of vocabulary, most often viewing musical terms as an integral

part of the discussion about music. While the definition of terms in the
earlier period was viewed as fixed, the latter period conceived of vocab-

ulary learning as an on-going process of spiral development.

2) The source includes the elements of music.

The inclusion of the elements of music appears as a 66%.high fre-
quency in the 1960's and a 73% high frequency in the 1970's. Taught as
separate lessons in the earlier source material, the emphasis in the 1970's
was to view the elements of music together in light of the total fabric

of a whole musical composition, This integration of all the elements of
music heard aurally as a total composite appears as a significant change

in the thrust of general music.

3) The source includes content according to genre.

The study of music from a generic point of view was an 88% low fre-
quency inclusion in the 1960's and a 91% low frequency inclusion in the
1970's. While this category tends to fare well as a pedagogical method-

ology in some music appreciation courses1, educators and writers on gen-
eral -music tend to afford it little importance.

Joseph Machlis The Enjoyment of Music (New York, 1971)
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4) The source includes the classical Western/art music tradition.

The inclusion of classical music is a 66% high frequency item in the
1960's but falls to a 45% high frequency level in the 1970's. The general
music course is thus changing from a predominantly classical Western/art
music tradition to include popular, jazz, ethnic/folk and electronic mu-
sics. While slight obeisance to these latter styles of music was made in
the 1960's, the sources demonstrated that educators and writers in the
1970's were quite comfortable with the inclusion of these latter styles,
While a large percentage of selections in the general music curriculum
remains in the classical music tradition, a composite of 36% in the popu-
14,r jazz, ethnic/folk and electronic idioms recognizes a convergence of
thinking about the elements of music as homogenous building blocks for
compositions possessing great stylistic diversity.

5) The source includes the ethnic/folk tradition.

The inclusion of the ethnic/folk music tradition was a 11% high fre-
quency item in the 1960's and gained only slightly in the 1970's as an 18%
high inclusion. Of special note is the addition of lists of discography
with unconventional examples of ethnic and folk music in some curricula
and textbooks. Such an addition demonstrated that more effort was being
expended to enrich this area of marginal interest.

6) The source includes popular music,

The choice of popular music in the general music curriculum remained
about the same during the two decades under investigation, 11% high in-
clusion in the 1960's and 9% in the 1970's. Some sources in both decades
tended to disregard popular music entirely with no specific choices in-
dicated. At the same time, these same sources espoused a more open
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attitude to the inclusion of this style. Two sources in the 1970's pro,
posed programs using popular music as a major vehicle for teaching music
listening skills and musical concepts. In both cases, the choices of
popular music were made by the teacher, a factor which may or may not
contribute to the receptivity by the students.

7) The source includes jazz music,

The inclusion of jazz music remained about the same during the two
decades, 11% high frequency in the 1960's and 9% high frequency in the
1970's. Passing reference was made to jazz in some instances as an Amer,
ican contribution to the world of music, but no full treatment of the

origins of jazz, its historical evolution and its place in contemporary

musical life was offered. At most, a few isolated examples of jazz music

were offered with no attempt to integrate this style into the more perva-
sive picture of music as a whole.

8) The source includes electronic music.

Sources from the 1960's included electronic music with a 22% high fre-
quency while the style was virtually disregarded altogether in the 1970's.

Only two curricula afforded this style a high rating of inclusion.

Sources that did include some listening examples gave no full treatment

of electronic music as a permanent .style of contemporary musical life.

9) The source includes environmental sounds.

The inclusion of environmental sounds into the general music course

was a 22% high frequency item in the 1960's due in part to the pioneering
efforts of R. Murray Schafer. The item was ignored in the 1970's. This
area, more than most, seemed to rely on a philosophical foundation which
implied great flexibility on the part of the teacher and the interest of
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the students to explore their sound environment.

As a response to the research questions which guided the study, the

categories of methodology will now be considered from the content analysis

which demonstrates points of emphasis, significant changes during the two

decades under investigation and other data of unusual note,

Categories of Methodology

1) The source includes a song-singing approach.

Song-singing as a learning activity was accorded a 33% high frequency

rating in the 1960's but was disregarded altogether in the 1970's. Two

factors were highlighted as the causes of this significant change; 1) lis-

tening to music became the primary activity of the general music class in

the secondary school, and 2) the students' singing ability did not suf-

fice as a performing medium when greater sophistication in music was

being developed.

2) The source includes listening activities.

Listening activities obtained an 88% high frequency rating in the

1960's and moved even higher to a 91% rating in the 1970's. Most cur-

ricular sources in both the 1960's and 1970's stressed listening as the

fundamental activity of the general music class. Innovative techniques

to focus listening were developed such as call charts (a listing of mu-

sical events in terms of seconds and minutes), non-verbal diagrams which

pictorally represented the musical events, the use of thematic guides

which focused conceptual awareness o the sounds and other kinds of mu-

sical maps which attempted to direct aural attention.

3) The source includes teacher-centered activities,

The teacher as center of the learning experience had greater

,.i .11, 'O"INJOWN111W -,I I R; - 4w-mw lw.
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prominence in the 1960's with a 22% high frequency inclusion, gradually
giving way to a less important role as the 1970's progressed with no
source espousing such a position, Factors contributing to this change
of focus were! 1) democratization in the classroom, 2) the philosophical
emphasis on personal, aesthetic and educational growth within the stu-
dent, and 3) the development of creativity and discovery as valid methods
for educational goals.

4) The source includes student-oriented activities.

Student-oriented activities doubled in importance during the decades
investigated, with an 11% high frequency inclusion in the 1960's increasing
to a 45% high frequency inclusion in the 1970's. This particular educa-
tional change would be anticipated in light of the behaviorists' attitudes
regarding the necessity of student response and the psychological view of
values being internalized in the student during the educational process.
5) The source includes creativity as a learning activity.

Creativity as a learning activity appeared as a 44% high frequency
item in the 1960's and increased to a 55% high frequency item in the 1970's.
Although the option for creative activities centered around the philoso-
phical stance taken by the teacher or writer of the sources, the increase
in this frequency item may best be viewed as parallel to the increase in
student-oriented activities.

6) The source includes psychological learning principles.

While the 1960's and 1970's accorded psychological learning prin-
ciples high frequency ratings, respectively 66% and 64%, the important
change in this area was that approximately 50% of the low frequency rating
in the 1960's had shifted to the medium frequency rating by the 1970's.
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Sources from the 1960's stressed behavioral response on the part of the

student as a means of identifying educational growth. As might be ex-

pected, the writers of the 1970's had the advantage of new insights from

the field of psychology in creating their own specific psychological goals

in general music. The development of positive attitudes, receptive

learning, the phenomenological approach to music and creative problem-

solving are representative areas of contemporary interest.

7) The source includes content presented in chronological development.

While the 1960's accorded this category a 22% high frequency rating,

the area lost ground in the 1970's with a 9% high frequency rating. While

reference was often inade to the historical evolution of musical style,
authors in general chose not to organize their sources from this point

of view.

8) The source includes content presented in spiral development.

While the presumption might be made that spiral development would

become a significant methodology with the publication of the Manhattanville

Music Curriculum in 1970, the high frequency rating actually decreased

from 33% in the 1960's to 27% in the 1970's. The Manhattanville Music

Curriculum stands as the inost singular explicit exponent of educational

spiral development, the majority of sources of both decades did not in-

clude this methodology as a priority item.

9) The source includes non-verbal or partly verbal aids for aural com-
prehension.

The use of non-verbal or partly non-verbal aids in teaching general
music was about equally divided among the three ratings in both decades.
Thematic notation outlines and score reading served as the most preyalent



79

use of non-verbal materials. Call charts, pictoral diagrams, conducting

patterns and other forms of movement were designed into the various cur-

ricular sources as further aids to aural comprehension.

Other conclusions not falling into specific categories of content

and methodology but important to the present study were:

1) Research in the present study demonstrated that no one model of the

general music course had been accepted by a majority of educators.

2) Interest in the general music area was accelerating as a growing num-

ber of authors and educators created their own curricula and source ma-
terials. The recent text by Regelski solely dedicated to general music

in the middle and secondary school demonstrated this new interest.

3) Several sources in the present study did not attempt to create an

albinclusive type of curriculum but centered on one particular dimension

of the course for example, the works of Barra, Freedman, Armstrong,

Brown and Tatarunis, The implication should not be made that these

source materials did not compare adequately with the more inclusive type

of curricula.

4) The second category of sources dealing with content organized around

a unifying concept was deficient by the inclusion of only one source. No

other sources were available, thus comparison with other sources using

the same concept became an impossibility.

The study proposed to describe through content analysis the present

state of the general music course as perceived in curricular sources.

Did it achieve its purpose? A positive response relies on the study itT

self, the attempt to objectively discover by means of a systematic method
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what content and methodologies were actually contained in the sources

available. The eighteen categories arising from the sources, their in-

clusion or exclusion in each source on an individual basis, the priori-

tizing of these categories in the 1960's and 1970's, the attempt to show
the trend from one decade to the next so as to focus future developments

-all of these efforts speak to the research questions raised at the be-
ginning of this study. The end of the study is its beginning as new
questions can now be raised to focus new awarenesses and propose more
distant horizons.

The benefits of the present study first should accrue to general
music teachers who are striving to organize the abundant source material
into a cohesive whole, In helping the general music teacher to see the
broad view of the course through content analysis, that view may now be
communicated in a systematic and comprehensible manner. The students
of general music are then the next beneficiaries of the present research.
Other recipients of the knowledge and information obtained in the study

might include;

1) Music supervisors who are attempting to organize and coordinate ef-
forts in the general music area.

2) College professors who are striving to communicate the content and
methodologies of the general music course to prospective teachers.
3) Secondary teachers in the performance areas who are seeking out ma-
terfals and methods to broaden the musical training of their students.
4) School administrators who are attempting course offerings for the
general school population in which performing abilities will not be a

requirement.
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The present research has been limited, as in all studies, by time
considerations and the availability of source materials. Numerous cur-
ricular sources are still awaiting a systematic study of inquiry, The
following suggestions propose areas of further investigation:

1) A study which researches teacher preparation at the university level
in light of the general Ilmusic course.
2) A study whjch proposes ideas about bridging the general music program

from the elementary to the secondary school.

3) A study which proposes suggestions for the teachers in the performance

areas who desire a broader general music approach to their particular ob-
jectiyes.

4) A study which researches the stylistic preferences of the students
so as to integrate the goals of relevancy and contemporaneity.

WAN-Wawa
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