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INTRODUCTION

The Con*>mporary Music Prcject represents an outgrowth of a project for young composers in residence
which began in 1958 under the auspices of the Ford Foundation Program in Humanities and the Arts. The
current project was authorized in 1963 under a six-year grant of $1,380.000 from the Ford Foundation
to the Music Educators National Conferencs. In addition to continuing fellowships tc young com-
posers in residence in school systems, the current project includes:

1. Seminars and workshops for music educators in cooperation with colleges and uni-
versities

2. Pilot projects in elementary and secondary schools to study methods of presenting
contemporary music and to bring about a full realization of musical talent through
creative experiences, improvisation, and composition

Itis recognized that many school systems have long emphasized creative activities &s an
integral part of the elementary school music curriculum. These experiences have included creative inter-
pretation of songs and dances. use of rhythm instruments, and composition of simple songs. The use of
contemporary music as part of these experiences has been infrequent. This undoubtedly has been due to
(1) the assumption that music can best be taught through a chronological approach, and (2) the limited
background of music teachers with respect to contemporary music.

Three Pilot Projects involving elementary and junior high school students were sponsored
by the Contemporary Music Project during the spring and summer of 1964. These Projects, considered
to be exploratory and experimental in nature, were conducted in cooperation with school systems in Baliti-
more, Maryland: San Diego, California; and Farmingdale, New York. Although the scope and content
of the three Projects included contemporary music and creative experiences in improvisation and compo-
sition, they were designed to serve somewhat different objectives.

The Projects in Baltimore and San Diego were organized to provide an in-service seminar
for music teachers in conjunction with pilot classes at selected grade levels in different types of schools. The
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seminars met each week, were conducted by a composer-consuitant, and involved the study and analysis
of contemporary music and assignments in musical composition using various contemporary techniques.
The pilot classes, taught by teachers participating in the seminar, served as labsratory groups for experi-
mentation with techniques and materials presented in the seminar. Weekly reports were made to the semi-
nar by the pilot class teachers.

The objectives of these projects were:

1. Tofind suitable approaches for the presentation of contemporary music to children at
several grade levels

2. Toexperiment with techniques for providing creative music experiences for children

3. Toidentify contemporary music suitable for use with students at the several grade
levels

4. Toprovide a new dimension in creative experiences through the use of contemporary
music

5. To provide in-service education for teachers

The Farmingdale. New York. Pilot Project represented a different approach. and was de-
signed to demonstrate two types of creative teaching. In contrast to the Projects in Baltimore and San
Diego this Project was conducted with a selected group of thirty-one musically talented children from
grades six, seven, and eight, for a six-week period during the summer of 1964.

The objectives of this project were:

1. Todemonstrate experimental techniques in musical composition using 20th-century
idioms

2. To demonstrate the development of musical resources through rhythmics, singing.
improvisation, and composition

Recent renewed interest in creativity in the entire curriculum has brought about a resur-
gence of interest in this aspect of the music education. While previous activities of this type usually have
been focused upon creative experience with traditional musical styles and materials, the emphasis oncon-
temporary music in the Pilot Projects represents a new dimension.

P T
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it should not be inferred that the resuits of these Projects present evidence that craative
experiences should necessarily begin with contemporary music. The projects were designed to explore
approaches rather than to develop curriculum sequence. While the implications suggested by these Proj-
ects are encouraging, further investigation is indicated. The hypothesis that a . uative approach to musi-
cal learning is more effective than traditional methods can be tested fully only on a longitudinal basisovera
longer period of time. The realization that children are receptive to contemporary music is only a first step.
Implementation will require further study, development, and refinement. it is hoped that this report will
provide some indication of the receptivity of children at different grade levels to contemporary music and
suggest some suitable teaching materials and approaches.

The Contemporary Music Project acknowledges its appreciation to all participants in the
seminars and Pilot Projects.

Special recognition is due to the pilot clags teachers; to John Colman, Emma Lou Diemer,
and David Ward-Steinman, who served as consultants; and to Herbert Alper, Alice Beer, and Mary Val
Marsh who were the coordinators and whose excellent reports were the major source of material for this
publication.

R. Bernard Fitzgerald
Former Director, Contemporary Music Project
June 1965
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BACKGROUND OF THE PROJECT The exploration of contemporary music, creativity, and improvi-
sation present a challenging and stimulating approach to musical growth both to the children snd those
concerned with the program of music education in the Baitimore City school system.

Contemporary music is frequently a neglected area of music study for the music teacher.
Consequently. many music teachers fail to include it in the course of study. or if it is included, it is trequently
deait with in a superficial manner. There is also the problem of identifying contemporary music suitable
for elementary school use.

For many years music teachers in the Baltimore City Schools have experimented with
creative approaches to music education. The creative interpretation of songs, dances, and instrumental
selections is a part of the music program in most elementary classrooms. Creativity has been evidenc..d
in the use of rhythm and accompanying instruments. For at least the past fifteen years, both music and class-
room teachers have encuuraged the composition of simple scngs as part of classroom music experiences.
However. the methodology and ensuing resuits frequently have been of questionable musical value.

Improvisation rarely haes been encouraged within the school program of music education.
Yet, almost without exception, successful composers and musicians were and are skilled in the art of
improvisation. It is tenable to assume. then, that improvisation could become an important means
of identifying and fostering creative and musical talent.

TR, TR e o P e




8 BALTIMORE PROJECT

ORGANIZATIONS
1.

A seminar each week for the elementary music staff, con-
ducted by the composer-consultant.

Classroom implementation of ideas presented in the seminar.

(1) Music staff members enrolled in the ssminar were en-
couraged to experiment with materials and techniques
in elementary classes

(2) Four pilot schools. with two pilot classes in each school,
were selected for special emphasis

THE SEMINAR The purposes of the seminar were as follows:

1.

To study and analyze contemporary music through listening,
singing. playing. moving, composing, and improvising

To develop the music teacher’s skill in hearing and under-
standing contemporary music

Toidentify ways of presenting contemporary music to children
through an understanding of rhythm. melody, harmony. and
form

To identify specific compositions for listening and perform-
ance. which will contribute to a2 sequential growth in under-
standing of the contemporary sound in music

Since the effectiveness of the teacher is a crucial factor in any

learning situation, a brief resume of the background and experience of the seminar

participants is pertinent.
The 30 elementary music resource teachers in the seminar rep-
resented a wide range of ability and training in music. Approximately half of these

teachers had completed a master’s degree or an equivalent number of credits. About
half of the group had taught for twenty years or more. The majority of the remain-
ing group had taught from five to ten years, and three were first-year teachers. A few
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members of the group were former classroom teachers. who had taken additional
work to become certified as music teacners.

Four of the teachers expressed an unusual interest in contempo-
rary music as the resuit of previous study. Four others expressed a special interest in
improvisation and creativity because of their own ability and the results they have
been able to achieve in teaching children. Eleven participants volunteered for special
assignments with pilot classes.

The four music teachers assigned to the pilot classes represented
8 wide range of experience and tenure.

The backgrounds and attitudes of the seminar participants have
particular relevance, since the interest uf teachers not trained in the techniques of
contemporary music might be questioned.

The seminars sonducted by the composer-consuitant developed
the following pattern. Examples of representative styles in contemporary music
were discussed and heard through illustrations at the piano and recordings. The semi-
nar participants were given assignments using the techniques and ideas that had
been presented. At subsequent meetings of the seminar, each teacher’'s composi-
tion was performed for or by the group, followed by discussion and evaluation.

The seminars were planned to emphasize the basic elements of
music: melody, harmony, er rhythm, presented in the following sequence.

1. w™eLoDY 2. HARMONY 3.  RHYTHM

Scales: Bitonality irregular meters
modal Triads plus major or minor thirds Changing meters
whole tone Added 9ths and 11ths Unusual use of accent
pentatonic Added 6ths Polyrhythms
artificial Polychords Syncopation

Tone rows Use of 2nds

Other sound sources Chords of 4ths
(electronic music) Clusters

At the outset, musical examples selected for analysis were cho-
sen from sources that were familiar and available for us3 in the school system. The
following list of contemporary songs is from the Music for Living Series, published by
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10 BALTIMORE PROJECT

the Silver Burdett Company, and is annotated to identify the contemporary tech-
niques employed.

Book 1

Book 2

Book 3

Book 4

Book 6

Grade 1

57
80
86

16
18

60

106

78

95
106

28

124
134

in the Farmyard
Bell Buoys
Pounding Waves

Leaky Faucet

Firefly
Bouncing Rabbits

The Foghorn

Stars

Africa

Our History Sings
Freight Boats

Wheat Fields
Rain in Autumn

Viking Song
Night Journey

chromaticism, change of note values
harmonic surprise near end. does not end on tonic
interesting accompaniment, natural minor scale

conventional—with sound effects

some harmonic surprises

use of rests, ostinato accompaniment
delaying of tonic to end

modai acco:npaniment
dissonant, atmospheric accompaniment
elongated final note of phrase, easy melody

good accompaniment—chord clusters

melody uses major and minor, short-short-long rhythm
modal
good rhiythm and harmonization

modal, interesting harmony
changing meter. occasional raised 2nd

interesting accompaniment. natural minor melody
mcodal, changing meter. dissonant accompaniment

A similar procedure was followed with reference to contemporary
music included in the RCA Adventures in Music Series of recordings, which was acces-
sible for use in the schools. Recorded examples used in the seminar are starred(*®).

47 Kabelevsky. “Pantomime™*®
from The Comedians

ostinato in bass,
chromatic succession

Prokofiev, “March”

from Summer Day Suite
Thomson, “Walking Song”

from Arcadian Songs and Dances




Grade 2

Grade 3, Vol. 2

Grade 4, Vol. 2

Grade 4, Vol. 1

Grade 5, Vo!. 1

Grade 5. Vo!. 2

Grade 8, Vo!. 1

Grade 6, Vol. 2

44

12

12

78

37

22

70

12
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Milhaud, “Laranjeires”*
from Saudades do Brazil

Bartdk, “Jack-in-the-Box"
from Mikrokosmos Suite No. 2

Barték, “Bear Dance”*
from Hungarian Sketches

Thomson, “The Alligator and the Coon”
from Arcadian Songs and Dances

Milhaud. “Copacabana”*
from Saudades do Brazil

Kodaly, “Entrance of the Emperor and His Court”
from Hary Janos Suite

Menotti. “Shepherds Dance”
from Amahl and the Night Visitors

Ginastera, “Wheat Dance”*
from Estancia

Gould, American Salute

Copland. “Hoe-Down"*
from Rodeo

Bartok. “Ar, Evening in the Village”*
from Hu.garian Sketches

Copland, “Street in a Frontier Town”*
from Billy the Kid

Walton, “Vaise”
from Facade Suite
Guarnieri, ““Brazilisn Dance”*
from Three Dances for Orchestra

repeated rhythms, dissonance,
harmonization interest,
unusual ending. bitonality

repesated note, chords—
dissonant to repeated note
percussive

rhythms, tango. maxixe

bi-tonality

dissonance—chords moving
away from each other

interesting rhythmic effect—
shifting accent

accent on off-beat
kind of ostinato
sudden change of tonality

rhythmic patterns—

several occurring simultaneously
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SEMINAR ASSIGNMENTS Composition assignments were made in the fol-

Compose a modal melody, sstting a short poem.

Experiment with original rhythm scores for classroom percus-
sion instruments.

Experiment with harmonization of a familiar folk tune, using
contemporary techniques.

Experimentwithothersound sources(kitchen utensils, glasses,
homemads instruments).

Compose and perform tone-row compositions for classroom
instruments.

Compose and improvise using irregular compound meter.

Compose a song (with accompaniment, employing musical
ideas explored during the semester).

Throughout the seminars the topic of improvisation was men-
tioned in connection with nearly every idea discussed. The music teachers found
the following suggestions to be helpful:

The music teacher or a student may conduct several players
in a session of improvisation.

Ee+ablish a basic beat played by a percussion instrument as
background fo: improvisation by one or more members of
the class.

introduce a repeated rhythmic pattern as a background for
improvisation.

Initial impruvisations employing pitch msy be limited to an
artificial scale, pentatonic scale, whole-tone scale, etc.

e
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5.

9.
10.

Insist upon the children listening to and evaluating their ef-

fort.

Suggest that the instruments “have a conversation.”

Aczk children to “’play your instrument when you have some-

thing to say.”

Avoid monotony by adding and subtracting instruments.

Create interest by changing meter.

Use a variety of means to introduce the element of surprise.

An opaque projector was utilized in the seminar to observe musi-
cal scores and compositions. Its uss also enabled members of the group to perform
and study each other’s original composit:ons. Tape recorders were used extensively
in recording original compositions and improvisations by teachers and pupils.

PILOT CLASSES

1.

Four schools representing a cross-section of types in the
community were chosen as sites for pilot classes. A brief description of each will
serve to indicate the range and scope of the schools which were involved.

An inner city school. located in a crowded
section of the city, with a low socio-eco-
nomic level

A school, located in an old section of the
city. with an average socio-economic
level

A school, located in a residential area,
with an above-average socio-econurnic
level

A suburban area-type school, with a high
socio-economic level

Pilot classes: Kindergarten and first
grade

Pilot classes: A first-grade class and a
combination first- and second-grade
class

Pilot classes: Third and fourth grades

Pilot classes: Fifth and sixth grades

NS
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The two pilot classes in each schooi were selected by the music
teacher and the principal. Although no attempt was made to choose classes that
were academically or musically gifted. evidence of a favorable climate for creativity
was an important consideration. None of the classroom teachers involved professed
any technical skill or knowledge of music: however, all were dedicated teachers and
indicated an interest in music.

Pilot Class Activities Each pilot class was introduced to contemporary mu-
sic from the Music for Living Series and the RCA Adventures in Music. During
the semester. children in each pilot class demonstrated an increasing interest and a
noticeable development of skills in aural discrimination. performance, and music
reading.

Music teachers enrolled in the seminar stimulated creativity in
children in a variety of ways. Some teachers isolated rhythmic patterns used in con-
temporary compositions and encouraged children 1o interpolate them in their own
percussion compositions. Some teachers composed a melody and encouraged the
children to improvise an accompaniment. Others composed songs for which the
children developed suitable dances. Many teachers experimented with improvisation
using some of the suggestions presented in the seminar. Several teachers impro-
vised piano accompaniments for original percussion compositions by the children.

The following summary of activities of the pilot classes during the
project serves to indicate the nature rather than the extent of their involvement,
since only one class period per week was usually devoted to the study of contem-
porary music.

1. Kindergarten and first grade The children in these
classes were provided many opportunities to respond to contemporary music
through movement. Class projects included composing several songs. experiment-
ing with irregular meters through compositions for percussion instruments, perform-
ing songs written in contemporary idioms. and some improvisation. Their story com-
positions with sound effects were their most original and distinctive contribution.
Their enthusiasm and convincing performance was evident to audiences and ob-
servers.
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The interest and support of the school administration is indicated
by the following quotation frorn a report prepared by tha vice-principal who main-
tained close contact with the classes throughout the semester.

"Acting creatively comes naturally with most children whether they
are reliving an earlier experience, or experimanting with ideas, or attempting
to find meaning in a particular situation, or relisving tensions. Inasmuch as crea-
tivity is developed rather than taught, the arts lend themsaslves well to this type
of development in children.

“Not only was development noticed in the creative abilities of the
children, but there was evidence of growth in oral language skills and reading.
" The project resuited in:

1. The purchasing of story records for children by their parents.
2. Improvement in Oral expression

3. Extension of the pupils’ speaking vocabulary

4

An interest in creative activities in music in other classes

n

Closer relationships with parents who visited the school to in-
quire about the music program

8. Opportunities for the children to appear in large audiencs situ-
ations and on television

7. Thedevelcpment of a greater interest in music on th> part of
other teachers.”

2. First and second grades These classes sang songs writ-
ten in & contemporary style, composed songs. employed percussion instruments
in a variety of creative experiences. experimented with Musique Concréte, and ex-
plored nearly all of the ideas discussed in the seminar. However, their experiences
with creative rhythmic movement and dances was their most original and distinc-
tive contribution. The music teacher made extensive use of drawings and charts il-
lustrating line and color in music. From this approach. the children developed an
understanding and feeling for contrast in music such as long-short. high-low, smooth-
jerky. Freedom and creativity were nurtured and developed to the extent that chil-
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dren who appeared inhibited and reserved at first, later responded freely and expres-
sively to music of our times.

3. Third grade It was difficuit to reconcile the extra-
ordinary growth in musical understanding with the fact that the majority of the
students were only eight years old. They improvised with enthusiasm. improved in
singing. and listened to longer and more complex compositions. They experimented
with Musique Concréte; and when they played their composition for percussion on
the large variety of objects brought from home, they discovered that plucked rub-
ber bands could not be heard without a resonating chamber and that the rattle of
cellophane being crushed did not have enough sonority to be included in their com-
position. The exploration of the 12-tone row held the greatest appeal to this group.
They took pride in one of their tone rows; and, when it was played in the rhythm of a
familiar folk song, it became one of their favorite compositions.

4. Fifth and sixth grades This group was a constant
source of inspiration to those associated with the project. There seemed to be no
limitation regarding the amcunt of information this group could absorb and use.
They not only sang. played, and listened to the music presented but also developed
skill in identifying those characteristics in the music which contribute to a contem-
porary sound.

These classes composed melodies using church modes, and learned
how these scales differ from major and minor scales. Folk songs were transposed
and adapted to various modes. Their knowledge of music theory and skill in playing
classroom instruments enabled them to harmonize folk songs bitonally with con-
siderable ease. The children vied for the opportunity to improvise. Self-evaluation
and criticism provided additional depth to these learning experiences. Although
these classes included some experience with 12-tone coraposition, it was evident
that some of them felt this style of composition was too restrictive.

Summary and Implications  The cuimination of the project was a Contemporary

Music Festival at the end of the semester. This program was presentad by classes
from twelve elementary schools to an audience of 1900 elementary school children
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from 29 schools. The program was planned to demonstrate the scope and sequence
of the project and included original compositions, creative rhythmic interpretations

' of contemporary compositions, original dances, and improvisations. Performance me-
dia included singing. playing classroom rhythm and percussion instruments, autoharp,
belis, and xylophone.

The final compositions on the program, composed for the occasion
by the composer-consultant, Emma Lou Diemer, combined singing. classroom in-
struments, and piano. “A Little Song of Life” and “"Seven Limericks” were per-
formed by a fifth- and sixth-grade chorus.

This presentation was attended by many administrators from the
Baltimore Public Schools and guests from the surrounding area. The following ex-
cerpts from letters commenting on the program are representative of the interest
and enthusiasm resulting from this event.

“As group after group of pupils (some of them seemed barely past the baby
stage) performed intricate dance steps or musical compositions my astonish-
ment grew. The improvisations were particularly amazing.”

"It was an amazing exhibition of the use of children’s creative ability. Certainly
this posed a real challenge to all of us for if this can be done in the area of music,
why not in other areas of curriculum?”

I truly wish all of our elementary music teachers could have had the opportuni-
ty to see the presentation. It was rea/ music, and truly an inspiration.”

The impetus provided by the project led to consideration of ways
in which ideas and practices could be continued and expanded to involve many ad-
ditional schools. Most music teachers enrolled in the seminar indicated their in-
terest in continuing to explore creative approaches and in introducing children to
contemporary music. However, the classroom teacher has the major responsibility
for the music program on a day-to-day basis, with the music teachers serving as
resource consultants. Therefore, it was necessary to identify goals and procedures
that could be implemented successfully by classroom teachers. The following is a

description of the extension and further development which occurred during the
1964-1965 school year.

et L e




18 BALTIMORE PROJECT

In the spring of 1964 several principals indicated an interest in a
faculty study as a result of a report of the Project presented to a meeting of Elemen-
tary Principals, Vice-Principals and Supervisors. Plans were immediately formulated
to use faculty meetings for saminars on creativity within those schools during the
1964-1965 school year. Two entire school-faculty groups devoted one meeting each
month to this study. In numerous other schools, interested teachers met with mem-
bers of the music staff during the ncon hour. In several areas of the city, interested
teachers from schools in the neighborhood met informally with members of the
music staff. It is estimated that between two and three hundred classroom teachers
were involved to some extent in these meetings. In addition, music teachers in many

schools worked individually with classroom teachers.

CONTENT OF THE SEMINARS ON CREATIVITY  Three topics were studied
in these seminars: “Sounds Arcund Us,” “Creative Interpretation of Contemporary
Music.” and “Improvisation and Composition.” Because classroom teachers fre-
quently indicate a feeling of inadequacy with the technical aspect of music. “Sounds
Around Us” seenied to be an appropriate point of departure. The important pur-
pose in selecting this topic was to try to open the ears of children and teachers to

sounds that contemporary composers are utilizing and to stimulate children’s crea-
tive self-expression through the use of sounds. Many teachers had heard the popu-
lar rhythm instrument accompaniment of “Hickory Dickory Dock™ (rhythm sticks
and tone blocks for tick tock; glissando for mouse running up and down; triangle
for clock striking). Without identifying the title of the nursery rhyme, this accom-
paniment was played with the suggestion that teachers in the group determine what
nursery rhyme the instruments were representing. This illustration was followed by
reference to ways in which composers of the past had used instruments to rep-
resent an object. a picture, or a story. e.g.. Haydn’s use of pizzicato for ticking in the

A

“Clock” Symphony. Beethoven's use of percussion in the Sixth Symphony to repre-
sent a storm. It was pointed out that composers have frequently toild stories or
painted pictures through sound. To illustrate a contemporary composition of this
type. one of Gunther Schuller’s studies on themes of Paul Klee. The Twittering Ma-
chine, and Henry Cowell's Conversation in a Chinese Laundry were heard. The use of
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other sound sources by composers such as Tchaikovsky (the cannon in Overture
1812) and Respighi (nightingale’s song in Pines of Rome) was discussed. Electronic
music was also introduce Sriefly. The two important purposes of these sessions
were to focus participants’ attention on all kinds of sounds and to stimulate their in-
terest in contemporary music. Spirited discussion ensued concerning some of the
sounds heard and the meaning of the words music and composition. It was at this
point that evaluative criteria prepared by the consuitant were introduced and dis-
cussed.

GUIDELINES FOR EVALUATION

Does it carry out the intent of the composer?

Does the material create interest?

Does it have an interesting beginning?

Does it have a decisive ending?

Does it have unity? (re-occurring pattern—melodic, rhythmic. harmonic)

Does it have contrast? (is new material introduced for interest?)

Does it have a fesling of tension and release? (tempo-dynamics, pitch,
instrumentation)

Does the melody line have direction or does it wander aimiessly?

Is there climax?

The second idea, “Creative Interpretation of Contemporary Music,”
was next explored with the faculty groups. Taachers discussed the variety of ways in
which children could express themselves creatively: through oral and written Eng-
lish. through the use of some art media. through bodily movement including panto-
mime, and by playing an instrument or singing. Maeting time was devoted to listen-
ing to contemporary music and to simple analysis. They discussed mood, story and
picture music. and structure. Such compositions as Bartok’'s Sonata for Two Pianos
and Percussion, excerpts from Stravinsky’s The Firebird, and excerpts from Virgil
Thomson’s Arcadian Sketches. were well received by classroom teachers.

The third topic. “Improvisation and Composition.” was explored
in a variety of ways. One of the most popular was to start with one known element
of music and then to make various additions and changes in it. For example the
folksong, “Little Liza Jane.” is made up of three rhythmic ideas:

Dy
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(1) ﬁ—ﬂ-ﬂ-’—ﬂ-l—l ) S—M—J—‘ 3) Z—J—L'—J—J-—'

These ideas are arranged as follows in the folk song:

(1) 2 (1) (2)
(3) (2) (3) (2)

Iin the seminars teachers raarranged the rhythmic patterns in various sequences.
| orchestrated them with a variety of instruments, and sometimes incorporated them
: @ in an original tone row. This same idea was sometimes applied to instrumental i
selections such as Virgil Thomson's The Alligator and the Coon. '

Some teachers experimented with different ways in which musical
instruments could carry on a conversation. could suggest the names of children or
birds. or could reproduce the rhythm of television commercials. Sometimes a steady
4/4.2/4. or 3/4 meter was used as a unifying element for free improvisation. In a
few instances. irregular and changing meters were introduced through the use of
Brubeck's Three To Get Ready and The Unsquare Dance. For example, teachers
could hear and see the rhythmic ideas more readily when charted simply. as fol-

lows:

Three To Get Ready

Sl &0 & &
ade B e Db
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CLASSROOM ACTIVITIES A wide variety of activities has resulted from
this emphasis on contemporary music and creativity. Classroom teachers tried many
of the approaches described above. Some classes set poetry to music. attempting
to illustrate characteristics of contemporary music. One class studied Japanese mu-
sic as a part of a social studies unit on Japan, and as a result, composed music in the
style of the Japanese. Sometimes an abstract musical idea was used as a point of
departure. For example, after a discussion of some of the means composers u.2
to build a climax in music, one ten-year-old boy composed a piece for percussion,
illustrating a way in which he achieved a climax in his composition.

Classes were encouraged to share their efforts with others as fre-
quently as possible. This tended to help children refine and clarify communication
and stimulated ideas and thought. On numerous occasions classes spontaneously
shared creative endeavor with other classes and individuals. In some schools parents
were invited to visit classes and to see auditorium programs designed to acquaint
them with this program of music education. Inter-School Sharing Festivals were
popular. Three television programs were presented as a public service by the NBC
outlet in Baitimore, WBAL-TV.

Attemptsatevaluationwere constantly made by children, teachers,
administrators, and music staff members. Sometimes three criteria were employed:

1. Does it carry out our intent?
2. Does it have unity?
3. Does it have variety or interest?

Children and classroom teachers often asked music staff members for assistance
in their evaluation and requested suggestions for next steps.
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Sometimes there was no attempt at formal evaluation, but pupils
made choices through trial and error that gave them greater satisfaction in their
work. Many teachers mentioned improvement in children’s selection and use of the
classroom instruments.

LOOKING TO THE FUTURE There is little doubt that these ideas will spread
and become an integral part of the music curriculum. Dedicated classroom teachers
are interested in fostering creativity in children. Most of them are accepting the
contemporary sound in music. Two main ideas will be explored during the 1965-
1966 school year. First, children will be encouraged to compose in a free style,
‘with the role of the teacher being that of a guide to help children discover their own
need for additional music skill, and their need for a better understanding of how
composers have worked in the past. The second idea wiill be to pursue ways in which
children can take one given element of the music and rearrange or change it in some
way to compose a satisfying piece of music. in both of these approaches to musical
creativity, the importance of the student’s search for knowledge of how composers
of all ages have worked and created will be stressed. Music of today for today’s
children will be studied. but not to the exclusion of other periods and styles. Every
attempt will be made to foster the musical creativity of each child.
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RECORDINGS RECOMMENDED FOR CLASSROOM USE AND FOR PRIVATE STUDY

COMPOSER TITLE NUMBER

Rhythm

Barber Commando March Mercury MG 50079
Bartok Dance Suite Mercury MG 50183
Bartok Roumanian Dances Mercury MG 50132
Bernstein Candide Overture Austin 6240
Bernstein Fancy Free (Danzon) Columbia CL 920
Bernstein Waest Side Story Columbia OL 5230
Copland El Sal6bn México RCA Victor LM 1928
Hanson Merry Mount Suite (Children’s Dancs) Mercury MG 50175
Honesgger Pacific 231 London LL 9119
Khachaturian Masquerade Capitol P 8530
Khachaturian Sabre Dance Capitol P 8530
Milhaud Creaticn of the Earth Columbia CL 920
Milhaud Saudades cv Brazil Vanguard 1023
Persichetti Divertimento Mercury MG 50079
Stravinsky The Firebird (Infernal Dance) Columbia ML 5728
Stravinsky The Rite of Spring Columbia ML 5719
Villa-Lobos The Little Train of the Caipira Columbia CL 798

(Cage. Cowall, stc.)

Concert Percussion for Orchestra
Music of Bali

Time 58000
Period SPL 1613

Brubeck Time Qut Columbia CL 1397
Brubeack Time Further Out Columbia CL 1690
Melody

Barber Adagio for Strings Philips 500001
Bartok Concerto for Orchestra Columbia ML 5471
Britten Young Person’s Guide to the Orchestra Columbia ML 5183
Hanson Merry Mount Suite Mercury MG 50175
Hindemith Mathis der Maler Columbia ML 4816
Orff Carmina Burana Angel 35415

Music of Bali

Period SPL 1613
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Long Meladic Lines

Barber
Bart6k
Hindemith
Shostakovich
Viila-Lobos

Harmony

Bartok
Schuller
Shostakovich
Stravinsky
Villa-Lobos

Form

Bart6k

Bloch

Britten
Hindemith
Kabalevsky
Khachaturian
Milhaud
Milhaud

Percussion

Antheil
Bartok

{Cage, Cowaell, etc.)

Iimprovisations

Brubeck
Foss

Adagio for Strings
Concerto for Orchestra
Mathis der Maler
Symphony No. 5
Bachianas Brasileiras

Sonata for Two Pianos and Percussion
Seven § dies after Paul Klee
Symphony No. 5

Octet for Winds

Bachisnas Brasileiras No. 2

Concerto for Orchestra

Concerto Grosco For String Orchestra with Piano Obbligato

Young Person’s Guide to the Orchestra
Mathis der Maler

The Comedians

Masquerade

Suite Frangaise

Suite Provengale

Ballet Mécanique

Sonata for Two Pianos and Percussion
Concert Percussion for Orchestra
Music of Bali

Dialogues for Jazz Combo and Orchestra
Time Cycle (Soprano and improvisstion ensemble)

Philips 5600001
Columbia ML 5471
Columbia ML 4816
Everest 6010
Capitol L 8043

Vox 9600

Mercury MG 50282
Everest 6010
Columbia ML 4964
Capitol L 8043

Columbia ML 5471
Mercury MG 50223
Columbia ML 5180
Columbia ML 4816
Capitol P 8530
Capitol P 8530
Mercury MG 50173
RCA Victor LD 2625

Columbia ML 4956
Vox 9600

Time 58000

Period SPL 1613

Columbia CL 1466
Columbia ML 5680

e o
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Twelve-Tone
Berg. Schoenberg. Piano music (Glenn Gould, pianist)
Krenek
Berg. Schoenberg. Orchestra works
Webern
Waebern The Complete Music (Robert Craft, conductor)

Electronic Music and Musique Concréte

Powell Electronic Setting
Stockhausen Gesang der liinglinge
Ussachevsky Piece for Tape Recorder
Varése Poéme Electronique

(Babbitt, Luening, etc.) Columbis-Princeton Electronic Music Center
(Cage. Cowaell, etc.) Sounds of New Music

Columbia ML 5336

Columbia ML 5616

Columbia K4L 232

Son Nova 1
Deutsche Grammo-
phon 138811

CRI 112

Columbia ML 5478
Columbia ML 5966
Folkways FX 6160
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BACKGROUND OF THE PROJECT The development of this Project was prompted by concern re-
garding the limited emphasis given to contemporary music as part of the music curriculum in most elemen-
1ary and junior high schools. Teachers of music with whom the topic was discussed were usually vague in
regard to suitable materials and teaching techniques that might be appropriate in presenting 20-century
music to younger children. A few expressed the opinion that children should become familiar with the
“traditional” or “standard’’ repertory before being introduced to newer compositions whose merit may as
yet be unproven.

Thus there appeared to be considerable justification for a Project that would explore
the desirability of and methods for teaching contemporary music to children at various grade levels in
the elementary and junior high school. The project was based on the following hypothesis:

1. Children are entitled to a well-balanced education in music. including a representa-
tive sampling of music literature. The difficulty af determining a “basic” repertory for children is ~ompli-
cated by the vast amount of music available. Since it is not possible to present as much music as might
be desirable within the limitations of the school schedule, it is logical to assume that the selection of ma-
terials should be representative of many periods and styles, including music in the contemporary idiom.

2. Research suggests that children are most receptive to new sounds before the age
of eight years. Authorities in the field of verbal communication report that after this age it is almost im-
possible for a child to assimilate the “native” inflection of a language other than his own. Thus it would
seem that the young child, exposed to the sounds of contemporary music, would be more receptive and
likely to accept them as “normal” rather than reject them as “strange” should this exposure occur later
in life.

3. Children are a part of their contemporary world. Today’s children accept innovations
in travel, science. mathematics, and medicine as commonplace, and such innovations are continually being
incorporated in the school curricula on a nation-wide basis. Children are also entitled to learn about con-
temporary thought and creative accomplishment in music.
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PURPOSE The broad basis for the nroject was “to explore possibilities for
teaching contemporary music in the elementary and junior high school.”
Specific objectives were:

1. Toprovide an opportunity for a selected group of music edu-
cators to broaden and deepen their understanding of con-
temporary music. under the leadership of a specialist in this
field

2. Toinvestigate aspects of contemporary music that might be

mostinteresting and significant to children at various age lev-
els, and to test these materials in selected classroom situations

3. To locate and select contemporary music Suitable for teach-

ing children, considering varying levels of interest and length
of attention span

4. To develop techniques and approaches for presenting these
materials in typical classroom situations

ORGANIZATION |
1. A two hour seminar each week for the teachers enrolled. }
conducted by the composer-consultant
2. Classroom implementation of the seminar in three pilot

classes in the San Diego Schools ;

THE SEMINAR  Twenty-eight music supervisors and classroom teachers from
the San Diego City and County school systems participated in the seminar. The
seminars were conducted in a lecture-demonstration format by the composer-
consultant. Reports of the activities of the pilot classes during the previous week
were presented to the seminar each week by the pilot-class teachers.
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The seminar content was organized to focus on the elements of
rhythm, melody. and harmony as used by contemporary composers. The formal struc-
ture of music was considered in relation to the compositions being studied. The fol-
lowing outline indicates the general sequence of topics and materials presented,

and includes a list of most of the musical examples that were used.

General Survey and Seminar Outline
1. Representational music
2. Non-representational music

3. Musical form

Development of New Sound Sources

1. The sound sources of an age,
broadly speaking. help establish
the styles of music of the period,
and vice versa.

2. The history of instrumental de-
velopment from primitive times to
the 19th-century orchestra sup-
ports this thesis.

3. The responsibility of teachers is
to open minds (and ears) to accept
the idea of new sounds in music.

4. Contemporary composers may Gershwin, An American in Paris

simulate or use literal sounds. Respighi. The Pines of Rome
Rogers. Leaves from the Tale of

Pinocchio

6. Contemporary composers may Bartok, Mikrokosmos.Vol. IV. No.
create entirely new sound sources. 102

taxi horns

recorded nightingale

serpent’s tail—sandpaper on bass
drum

harmonics
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Rhythm in Contemporary Music

1.

The first important use of thythm
as a structural element was in
Stravinsky s The Rite of Spring.

Syncopation

1. Syncopation is achieved
through a variety of tech-
niques: change of accent.
change of meter, etc.

Cage. Amores

Cage. Dance

Chavez. Toccata for Percussion
Copland. Piano Variations

Cowaell. The Aeolian Harp

Cowell. Banshee

Debussy, Sirénes

Foss, Time Cycle for Soprano and
Orchestra

Harrison, Suite for Violin, Piano,
and Small QG-chestra
Milhaud. Les Chodphores

Milhaud. Concerto for Percussion
and Small Orchestra

Partch, Plectra and Percussion
Jances

Partch. The Wayward (U.S. High-
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