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ABSTRACT 

This s t u d y  i n v e s t i g a t e d  t h e  e f f e c t  of  t h e  Manha t t anv i l l e  

Music Curriculum Program (MMCP) on t h e  development of  musical  

c r e a t i v i t y  i n  grade e i g h t  s t u d e n t s .  More s p e c i f i c a l l y ,  t h e  

s tudy  sought  t o  d e s c r i b e  t h e  MMCP and t o  compare i t s  e f f e c t  

w i th  t h a t  o f  a conven t iona l  g e n e r a l  music program on mus ica l  

c r e a t i v i t y  s c o r e s  o f  g rade  e i g h t  s t u d e n t s  . Of secondary i n t e r e s t  

was t h e  e x t e n t  t o  which mus ica l  c r e a t i v i t y ,  musical  a p t i t u d e  

and musical  t r a i n i n g  a r e  r e l a t e d .  The hypo thes i s  was a s  fo l lows :  

t h e r e  w i l l  b e  a  g r e a t e r  development o f  mus ica l  c r e a t i v i t y  i n  

a  c l a s s  of  grade e i g h t  s t u d e n t s  which has  p a r t i c i p a t e d  i n  t h e  

MMCP than i n  a c l a s s  which h a s  fol lowed t h e  g e n e r a l  music program. 

The s tudy  employed a class o f  19 s t u d e n t s  des igna t ed  t h e  

c o n t r o l  group, and a c l a s s  o f  2 1  s t u d e n t s ,  de s igna t ed  t h e  

exper imenta l  group. Both c l a s s e s  were from t h e  same s c h o o l  

and were randomly chosen from a l l  grade e i g h t  g e n e r a l  music 

c l a s s e s  i n  t h a t  school .  The s c h o o l  w a s  randomly chosen from 

t h r e e  secondary schoo l s  which o f f e r  g e n e r a l  music a t  t h e  grade  

e i g h t  l e v e l ,  i n  a  l a r g e  s c h o o l  d i s t r i c t  i n  t h e  me t ropo l i t an  

Vancouver, B r i t i s h  Columbia a r e a .  

The d a t a  g a t h e r i n g  i n s t r u m e n t s  used were t he  Vaughan Mus- 

i c a l  C r e a t i v i t y  T e s t ,  Seashore  ' s Measures o f  Musical  T a l e n t s  

and a  musical  background q u e s t i o n n a i r e  developed by t h e  w r i t e r .  

The d a t a  were c o l l e c t e d  and ana lyzed  from September t o  December, 

19 79. The l e n g t h  of t h e  program w a s  f ou r  weeks. To determine 

the  s t a t i s t i c a l  s i g n i f i c a n c e  of  t h e  e f f e c t s  of  t h e  t r e a t m e n t s  
@ 
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upon musical creativity scores, separate 2 x 2 analyses of 

variance (treatment x pre-posttest) were carried out on each 

of the five dependent variables of the musical creativity test, 

the variables being fluency, rhythmic security, ideation, 

synthesis and total. 

Significant main effects were found for both treatment and 

period of testing on all measures. On all variables the post- 

test scores were significantly higher than pretest scores, and 

the experimental group scored significantly higher than the 

control group. However, this latter effect was present on both 

the pretest and the posttest, despite the random selection and 

assignment of classes. Thus the main effect for treatment 

cannot be attributed to the experimental curriculum. There were 

no statistically~significant treatment x pretest-posttest 

interactions. 

Pearson correlation coefficients were calculated inter- 

relating musical creativity, musical aptitude and prior musical 
Cs 

training scores. Significant correlations were found between 

musical creativity scores and Pitch and Tonal Memory scores on 

the musical aptitude test. 

It was concluded that the MMCP and the conventional general 

music program are both eaually effective in developing musical 

creativity at the grade eight level, as both programs produced 

equivalent and statistically significant increases in musical 

creativity scores. Furthermore, these differences were of edu- 

cational sTgnificance since they averaged one standard deviation 

of growth. 
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Chapter  1 

INTRODUCTION 

C r e a t i v i t y ,  f o r  c e n t u r i e s  t hough t  t o  be  an  i n e x p l i c a b l e  

p rope r ty  of gen ius ,  is  now wide ly  recognized  as b e i n g  p o t e n t i a l l y  

p r e s e n t  i n  every  human be ing .  G u i l f o r d  s t a t e s :  
I 

I t  i s  probably o n l y  t h e  layman's i d e a  t h a t  t h e  
c r e a t i v e  person i s  p e c u l i a r l y  g i f t e d  w i t h  a  c e r t a i n  q u a l i t y  
t h a t  o r d i n a r y  people  do n o t  have. This  concept ion  can 
be d i smissed  by p s y c h o l o g i s t s ,  ve ry  l i k e l y  by common 
consent.  The g e n e r a l  p s y c h o l o g i c a l  c o n v i c t i o n  s e e m s  
t o  be  t h a t  a l l  i n d i v i d u a l s  posses s  t o  some degree  a l l  
a b i l i t i e s ,  e x c e p t  f o r  t h e  occur rence  of  pa tho log ie s .  
C r e a t i v e  a c t s  can be  expec t ed ,  no m a t t e r  how f e e b l e  o r  
how i n f r e q u e n t ,  o f  a l m o s t  a l l  i n d i v i d u a l s . .  . . 1 

I n  t h e  f i e l d  o f  e d u c a t i o n ,  t h e  i n t e r e s t  l i es  i n  i d e n t i f y i n g  

and n u r t u r i n g  c r e a t i v e  t a l e n t .  A t  f i r s t ,  r e sea rch  d e a l t  wi th  

i d e n t i f y i n g  h i g h l y  c r e a t i v e  s t u d e n t s  and t h e  r e l a t i o n s h i p  between 

c r e a t i v e  t a l e n t  and s c h o o l  achievement.  More r e c e n t l y ,  however, 

s t u d i e s  have been concerned w i t h  t h e  n u r t u r i n g  of  c r e a t i v e  t a l e n t  

a t  a l l  l e v e l s .  A s  G u i l f o r d  says :  

Whatever t h e  n a t u r e  o f  c r e a t i v e  t a l e n t  may b e ,  t h o s e  
persons  who are recognized  as c r e a t i v e  merely have more 
o f  what a l l  o f  us have,  It i s  t h e  p r i n c i p l e  of c o n t i n u i t y  
t h a t  makes p o s s i b l e  t h e  i n v e s t i g a t i o n  o f  c r e a t i v i t y  
i n  people  who are n o t  n e c e s s a r i l y  d i s t i n g u i s h e d . 2  

 asl low's^ concept  o f  ' s e l f  a c t u a l i z a t i o n '  i s  impor t an t  

when c o n s i d e r i n g  why c r e a t i v i t y  shou ld  be  nu r tu red .  H e  b e l i e v e s  

t h a t  t he  prime mot iva t ion  o f  h e a l t h y  i n d i v i d u a l s  i s  t o  r e a l i z e  

t h e i r  p o t e n t i a l .  I t  i s  t h e  r e s p o n s i b i l i t y  of  t h e  e d u c a t o r  t o  

provide o p p o r t u n i t i e s  f o r  i n d i v i d u a l s  t o  maximize t h e i r  c r e a t i v e  

p o t e n t i a l ,  f o r  by s o  do ing ,  t h e y  a r e  h e l p i n g  each s t u d e n t  t o  
C 

achieve  s e l f - r e a l i z a t i o n  which Maslow b e l i e v e s  t o  be  a  



2 

necessary  p a r t  of p h y s i c a l  and mental  w e  11-being. 

I n  music educa t ion ,  o p p o r t u n i t i e s  f o r  c r e a t i v e  a c t i v i t i e s  

a r e  s t i l l  o f t e n  denied by many music e d u c a t o r s ,  probably because 

t r a d i t i o n a l l y  music educa t ion  has  been concerned p r i m a r i l y  

wi th  t h e  a r t  o f  performing.  High c a l i b r e  performance,  p a r t i c -  

u l a r l y  a t  t h e  h igh  schoo l  l e v e l ,  i s  f r e q u e n t l y  t h e  main o b j e c t i v e  

of t h e  music e d u c a t o r  and a l though no t r u e  music e d u c a t o r  

would deny t h e  importance o f  developing performance s k i l l s ,  

such importance shou ld  n o t  be  s o  overwhelming as t o  exc lude  

a l l  o t h e r  musical  a c t i v i t i e s .  A s  Paynte r  and Aston say :  

More o f t e n  than  n o t ,  s choo l  music h a s  concen t r a t ed  
on t h e  s k i l l s  o f  performance. Even much s o - c a l l e d  " c r e a t i v e  
music" i s  r e a l l y  on ly  an ex t ens ion  of d i r e c t e d  ensemble 
performances.  Performance i s  an e s s e n t i a l  mus ica l  a c t i v i t y  
b u t  i t  i s  n o t  t h e  whole of  music. 4 

Schafer  goes a s  f a r  a s  t o  s ay  t h a t  deve lop ing  performance 

s k i l l s  impedes mus ica l  c r e a t i v i t y .  H e  s ta tes  : 

I t  i s  t h e  du ty  of  eve ry  composer t o  be  concerned wi th  
t h e  c r e a t i v e  a b i l i t y  o f  young people .  But  h e  h a s  t o  b e  
quick t o  c a t c h .  it. For  ou r  system o f  music educa t ion  
i s  one i n  which c r e a t i v e  music i s  p r o g r e s s i v e l y  v i l i f i e d  
and choked o u t  o f  e x i s t e n c e . .  . .Any p u b l i c  s choo l  c l a s s  
w i l l  improvise  u n i n h i b i t e d l y ,  b u t  by t h e  t i m e  they  have 
reached grade 12 o r  1 3  t h i s  a b i l i t y  h a s  complete ly  soured  
i n t o  nervous l a u g h t e r  a t  t h e  p r o s p e c t  of p l a y i n g  f o u r  
n o t e s  t h a t  weren' t given t o  them,. . .5 

Music i s  a c r e a t i v e  a r t ,  and a l though  it i s  p o s s i b l e  t o  

func t ion  c r e a t i v e l y  a s  a  music ian i n  many ways, t h e  concept  

of c r e a t i v e  a c t i v i t y  i n  music i s  u s u a l l y  l i m i t e d  t o  composing. 

I t  i s  through d i s c o v e r i n g  and o r g a n i z i n g  sound and s i l e n c e j ,  

t he  two fundamental  e lements  of  music, t h a t  s t u d e n t s  come t o  

"know" music, a s  d i s t i n c t  from knowing abou t  it. On t h e  s u b j e c t  

of knowing, Sherman w r i t e s  : 

fnowing i s  a  c u l t i v a t e d  c o n d i t i o n ;  it i s  nour i shed  
by t h e  k i n d  o f  doing t h a t  bege t s  d i s cove ry .  . . I t  i s  a  
r e s u l t  o f  a l l  t h a t  may be  a s s o c i a t e d  w i t h  c r e a t i v e  a c t i v i t y .  
I n  a s e n s e ,  knowing i s  t h e  r e s u l t  of  one ' s  coming t o  g r i p s  



p e r s o n a l l y  w i t h  t h i n g s  and i d e a s  i n  ways t h a t  r e f l e c t  
i n d i v i d u a l i z e d  assessments  and d e c i s i o n s .  Within 
t h e  c o n t e x t  of  o u r  e d u c a t i o n a l  i n s  ti t u t i o n s  , w e  
cannot  t each  c r e a t i v i t y . .  . b u t  w e  can encourage it by  
e s t a b l i s h i n g  t h e  c o n d i t i o n s  under  which it may e x i s t , 6  
and w e  can s t i m u l a t e  it and t o  s o m e  degree  gu ide  it. 

During t h e  s i x t i e s ,  there w a s  an o u t b u r s t  o f  energy 

d i r e c t e d  towards music and c r e a t i v i t y .  Much o f  t h i s  energy  

can on ly  be  thought  o f  as a n  a l l  o u t  e f f o r t  t o  r e j u v e n a t e  

e x i s t i n g  methods. Composing i n  t h e  c lass room meant, f o r  

many s t u d e n t s ,  mechanica l ly  p roduc ing  mus ica l  s c o r e s  b y  

t h e  manipulat ion o f  symbols. This a c t i y i t y  Sherman l i k e n s  

t o  " t h e  i d e a  o f  p a i n t i n g  by numbers. lg7 However, v a l u a b l e  

work has ,  and is  b e i n g  c a r r i e d  o u t  i n  many p a r t s  o f  t h e  world.  

I n  England, t h e  work carried o u t  i n  s c h o o l s  and u n i v e r s i t i e s  

by Paynte r  and Aston i s  v e r y  h i g h l y  regarded.  * Canadian 

composer Murray S c h a f e r  p rov ided  food f o r  thought  among music 

educa to r s  w i t h  h i s  r e v o l u t i o n a r y  i d e a s  on music educa t ion .  9 

A g r a n t  from t h e  Ford founda t ion  funded t h e  Contemporary 

Music P r o j e c t  i n  the Uni ted  S t a t e s  i n  t h e  s i x t i e s .  lo A 

v a r i e t y  o f  c r e a t i v e  e d u c a t i o n a l  p r o j e c t s  w e r e  sponsored i n -  

c l u d i n g  t h r e e  p i l o t  p r o j e c t s  conducted i n  ~ a l t i m o r e ,  San Diego 

and Farmingdale. Through t h e  use  o f  contemporary music a  

new dimension i n  c r e a t i v e  e x p e r i e n c e s  was provided.  Brune r ' s  

s p i r a l  cur r icu lum w a s  t h e  unde r ly ing  phi losophy f o r  t h e  

Farmingdale p r o j e c t .  The concept  p rov ides  f o r  a p a t t e r n  of 

t e a c h i n g  the  s a m e  s u b j e c t  m a t t e r  r e l e a r n e d  wi th  i n c r e a s i n g  

degrees  o f  d i f f i c u l t y  through re inforcement .  By p r e s e n t i n g  

t h e  t o o f s  and t echn iques  neces sa ry  f o r  composing music, t h e  

s t u d e n t s  could b e  led t o  mus ica l  d i s cove ry  through c r e a t i n g .  



The Manha t t anv i l l e  Music Curriculum Program (MMcP)?~ 

the  s u b j e c t  of the p r e s e n t  s tudy ,  a l s o  b a s e s  i t s  phi losophy 

upon t h a t  o f  Bruner. I t  i s  b e i n g  used i n  t h e  Uni ted S t a t e s  

a s  an a l t e r n a t i v e  t o  t h e  conven t iona l  music program. A more 

d e t a i l e d  d e s c r i p t i o n  o f  t h e  MMCP can be  found i n  c h a p t e r  t h r e e  

of this s tudy .  

The q u a l i t y  of  i n n o v a t i v e  music programs needs t o  b e  examined 

through r e s e a r c h  s t u d i e s  i n  o r d e r  t o  de te rmine  how s u c c e s s f u l  

these programs are i n  meeting t h e i r  o b j e c t i v e s .  I f  mus ica l  

c r e a t i v i t y ,  l i k e  o t h e r  k inds  o f  c r e a t i v i t y  can b e  c u l t i v a t e d  

through t h e  c r e a t i v e  approach found i n  t h e s e  programs, then  

there i s  cause  t o  hope f o r  t h e i r  implementat ion i n  o u r  s choo l  

sys  t e m .  , 

The Problem 

Sta tement  of  t h e  problem. The aim of  t h i s  i n v e s t i g a t i o n  was 

t o  a s c e r t a i n  whether  t h e  MMCP, a  c r e a t i v e  music program, would 

c o n t r i b u t e  s i g n i f i c a n t l y  t o  t h e  development of  musical  c r e a t i v i t y  

i n  s t u d e n t s  a t  the grade e i g h t  l e v e l  as measured by a  s p e c i f i c  

ins t rument ,  t h e  Vaughan Musical  C r e a t i v i t y  T e s t .  The s tudy  

a l s o  sough t  t o  d i s c o v e r  t h e  e x t e n t  of  r e l a t i o n s h i p s  between 

musical  c r e a t i v i t y  , musica l  a p t i t u d e  and mus ica l  t r a i n i n g .  

The h y p o t h e s i s  w a s  a s  fo l lows:  t h e r e  w i l l  b e  a g r e a t e r  

development of  musical  c r e a t i v i t y  i n  a  grade e i g h t  c l a s s  which 
* 

has p a r t i c i p a t e d  i n  t h e  MMCP than  i n  a  c l a s s  which h a s  fol lowed 

the  g e n e r a l  music program. 



Importance of t h e  s tudy .  A r t i c l e s  on t h e  s u b j e c t  of  

c r e a t i n g  music i n  the classrooms abound i n  music j o u r n a l s ,  

They range from d e s c r i p t i v e  r e p o r t s  o f  programs in t roduced  i n t o  

schools by i n d i v i d u a l  t e a c h e r s ,  t o  p h i l o s o p h i c a l  d i s c u s s i o n s  

and pe r sona l  v iewpoin ts  r e l a t i n g  t o  t h e  n a t u r e  and v a l u e  of  

c r e a t i v i t y  i n  music, Most show en thus i a sm towards a c r e a t i v e  

approach i n  music educa t ion .  

I t  t h e r e f o r e  seems s u r p r i s i n g  t h a t  r e sea rch  i n  music 

educat ion has  c o n t r i b u t e d  s o  l i t t l e  t o  show t h e  e f f e c t  o f  

c r e a t i v e  programs on t h e  development o f  c r e a t i v i t y  i n  music. 

~ e o n a r d  and Colwel l  w r i t e ,  " t h e  area o f  c r e a t i v i t y  which seems 

such a  f e r t i l e  f i e l d  f o r  r e s e a r c h ,  h a s  been a l l  b u t  t o t a l l y  

neg lec ted  i n  t h e  p a s t  few y e a r s .  "I2 

H i t h e r t o ,  i n t e r e s t  i n  mus ica l  c r e a t i v i t y  has  tended t o  

be conf ined  t o  t h e  a r e a  o f  t h e  e lementary  school .  The appa ren t  

lack o f  i n t e r e s t  i n  mus ica l  c r e a t i v i t y  i n  t h e  secondary schoo l  

seems t o  imply t h a t  music e d u c a t o r s  d i s r e g a r d  t h e  importance 

of n u r t u r i n g  c r e a t i v i t y  i n  o l d e r  s t u d e n t s .  Perhaps t h e  f e e l i n g  

is  t h a t  development i s  less l i k e l y  t o  occu r  i n  t h e  h i g h e r  g rades -  

The very  few secondary s c h o o l  c r e a t i v e  music programs i n  

e x i s t e n c e  i n  B r i t i s h  Columbia are o f t e n  n o t  a v a i l a b l e  t o  

s t u d e n t s  a t  t h e  j u n i o r  h igh  l e v e l .  

Music e d u c a t o r s  shou ld  r ecogn ize  t h e  e x t e n t  t o  which 

c r e a t i v e  music programs and mus ica l  p r o c e s s e s  encourage 

c r e a t i v e  development i n  s tudents  of a l l  ages .  I t  would t h e r e f o r e  

seem neces sa ry  f o r  music e d u c a t o r s  t o  know more about  t h e  e f f e c t s  

of such programs upon mus ica l  c r e a t i v i t y  than  they do a t  t h e  

P re sen t  time, 



~ e f i n i  t i o n  o f  Terms 

A number o f  r e l e v a n t  t e r m s  a r e  d e f i n e d  below. S ince  

' c r e a t i v i t y '  is  c e n t r a l  t o  t h e  t h e s i s ,  an  e x t e n s i v e  d i s c u s s i o n  

of some of  t h e  more impor tan t  c r e a t i v i t y  t h e o r i e s  is  warranted.  

C r e a t i v i t y .  I n  o r d e r  t o  n u r t u r e  c r e a t i v i t y ,  i t  i s  

necessary t o  unde r s t and  what i t  is .  D e f i n i t i o n s  a r e  as d i v e r s e  

a s  they are numerous, perhaps  because o f  t h e  d i v e r s i t y  o f  purpose 

and method found i n  e x i s t i n g  s t u d i e s .  

Many a u t h o r s  i n c l u d i n g  Freud, Jung,  Wallas, K r i s  and Kubie 

b e l i e v e  c r e a t i v i t y  t o  be  r e l a t e d  t o  t h e  Unconscious. wallas13 

d iv ides  t h e  c r e a t i v e  process  i n t o  f o u r  s t a g e s ,  namely, the 

p repa ra t ion  s t a g e  du r ing  which t h e r e  i s  a thorough i n v e s t i g a t i o n  

of t h e  problem; t h e  s t a g e  of i n c u b a t i o n ,  when t h e r e  i s  no  

conscious t hough t  about  t h e  problem; t h e  i l l u m i n a t i o n  s t a g e ,  

when t h e  i d e a  i s  bo rn ,  and f i n a l l y ,  t h e  v e r i f i c a t i o n  s t a g e ,  when 

the  c r e a t e d  p r o d u c t  i s  t e s t e d .  K r i s ' s  l4 t h e o r y ,  based  on t h e  

term " r e g r e s s i o n  i n  t h e  s e r v i c e  of t!e ego" d e a l s  w i t h  t h e  

appearance o f  p reconsc ious  and unconscious m a t e r i a l  i n  t h e  

c r e a t o r ' s  mind. Kubie, l5 on t h e  o t h e r  hand,  b e l i e v e s  t h a t  

only p reconsc ious  m a t e r i a l  i s  used. 

Other  i n v e s t i g a t o r s  b e l i e v e  c r e a t i v i t y  t o  be  a  consc ious  

problem s o l v i n g  p roces s .  ~ u i l f o r d ' ~  r e f e r s  t o  t h e  consc ious  

f a c t o r s  o f  c r e a t i v e  t h i n k i n g  a s  " d i v e r g e n t  p roduc t ion .  " H e  

d iscovered t h e s e  c r e a t i v i t y  t r a i t s  by f a c t o r  a n a l y s i s  and 

po in ted  o u t  the importance of  i n v e s t i g a t i n g  them a s  p r o p e r t i e s  
* 

of i n d i v i d u a l s  whereby i n d i v i d u a l  d i  f f e r e n c e s  a r e  emphasized. 

The f i v e  f a c t o r s  a r e  f luency ,  f l e x i b i l i t y  , o r i g i n a l i t y ,  



t o  problems and  r e d e f i n i t i o n .  Mednick17 r e f e r s  

t o  t h e s e  consc ious  f a c t o r s  as t h e  combination of  remote 

assoc ia t ions ,  

For  M a y 1 8  the c r e a t i v e  i s  an enoounter  w i t h  an 

i d e a  which may occur  e i t h e r  a t  t h e  h e i g h t  of consc iousness  o r  

at t h e  unconscious l e v e l ,  b u t  i n  e i t h e r  ca se  t h e  person  must 

be i n t e n s e l y  committed t o  h i s  consc ious  l i v i n g .  H e  d e f i n e s  

c r e a t i v i t y  thus :  " C r e a t i v i t y  i s  t h e  encoun te r  o f  t h e  i n t e n s e l y  

conscious human b e i n g  w i t h  h i s  world.  1119 

Rogers d e f i n e s  c r e a t i v i t y  as " t h e  emergence i n  a c t i o n  o f  

the  novel  r e l a t i o n a l  p r o d u c t  growing o u t  o f  t h e  i n d i v i d u a l  on 

the  one hand, and t h e  m a t e r i a l s ,  e v e n t s ,  people  and c i rcumstances  

of h i s  l i f e  on t h e  o t h e r .  "20 H e  makes no d i s t i n c t i o n  between 

good and bad c r e a t i v i t y  as t h i s  i s  a va lue  judgement, b u t  Rogers 

mainta ins  t h a t  i f  an i n d i v i d u a l  remains open t o  a l l  a s p e c t s  

of h i s  expe r i ence ,  then  t h e  p r o d u c t s  he  c r e a t e s  w i l l  b e  cons t ruc t -  

ive .  Denial  t o  h i s  awareness  o f  a r e a s  o f  h i s  expe r i ence  may 

r e s u l t  i n  a  p a t h o l o g i c a l l y  o r  s o c i a l l y  e v i l  product .  This  

"openness t o  expe r i ence"  i s  c o n s i d e r e d  n o t  on ly  by Rogers b u t  

by many o t h e r  s c h o l a r s  t o  b e  an  impor t an t  c o n d i t i o n  o f  c o n s t r u c t -  

i v e  c r e a t i v i t y ,  a long  w i t h  t h e  a b i l i t y  t o  be  a b l e  t o  t o y  wi th  

elements and concepts  and t o  b e  able t o  e v a l u a t e  i n t e r n a l l y .  

Roger ' s  broad d e f i n i t i o n  o f  c r e a t i v i t y  is  i n  keep ing  

with  Maslow's i d e a s  on t h e  s u b j e c t .  Maslow rega rds  s e l f -  

a c t u a l i  z ing  c r e a t i v i t y  t o  b e  a lmos t  synonymous wi th  h e a l t h  it- 

s e l f .  I n  a t t empt ing  t o  d e f i n e  t h i s  type o f  c r e a t i v i t y ,  he  w r i t e s :  

... A nd s i n c e  s e l f - a c t u a l i z a t i o n  o r  h e a l t h  must u l t i m a t e l y  



be  d e f i n e d  a s  t h e  coming t o  pas s  of the f u l l e s t  humanness, 
o r  a s  t h e  "Being" o f  the person ,  it i s  as i f  self- 
a c t u a l i z i n g  c r e a t i v i t y  were a lmost  synonymous w i t h ,  
o r  a s i n e  qua non a s p e c t  o f ,  o r  a d e f i n i n g  c h a r a c t e r i s t i c  
o f ,  e s s e n t i a l  humanness. 2 1  

Maslow t a l k s  of a c h i l d l i k e  q u a l i t y  i n  c r e a t i v e  people  which 

t h e  innocence and s p o n t a n e i t y  i n  which a c h i l d  w i l l  

c r e a t e  a song ,  poem, p a i n t i n g  o r  dance. However, the n a i v e t e  

of c h i l d r e n  had been combined wi th  s o p h i s t i c a t i o n  i n  h i s  

a d u l t  s u b j e c t s .  

Some s c h o l a r s  do n o t  a c c e p t  t h a t  c r e a t i v i t y  i s  p o t e n t i a l l y  

p r e s e n t  i n  everyone.  Maddi b e l i e v e s  that  i f  this w e r e  s o ,  

c r e a t i v i t y  would then l o s e  i t s  importance,  becoming l i t t l e  

more than commonplace. H e  d i s a g r e e s  w i th  t h o s e  who s a y  t h a t  

a  p l a y f u l  and r e l a x e d  a t t i t u d e  i s  d e s i r a b l e  i n  o r d e r  f o r  

c r e a t i v i t y  t o  t a k e  p l ace .  Maslow's " c h i l d l i k e "  q u a l i t y  i n  

c r e a t i v e  people  becomes f o r  Maddi a d i s p a r a g i n g  " c h i l d i s h n e s s  . " 
He a s s o c i a t e s  terms l i k e  " l i v e  spontaneously" ,  " t r u s t  o n e ' s  

organism" and "openness t o  exper ience"  wi th  an aimless k ind  

of c r e a t i v i t y  which i s  o f  l i t t l e  importance.  I t  seems t h a t  

Maddi i s  concerned more w i t h  the type  o f  c r e a t i v i t y  w e  have 

come t o  a s s o c i a t e  w i th  gen ius  o r ,  a t  l e a s t ,  w i t h  s p e c i a l  t a l e n t .  

He w r i t e s  : 

. . . W e  shou ld  keep i n  mind t h a t  John Bunyan began P i l g r i m ' s  
Progress  i n  t h e  h u m i l i a t i n g  and r i g i d l y  r e g u l a t e d  environ-  
ment o f  a p r i s o n ,  and t h a t  C h r i s t  developed and preached 
h i s  new i d e a s  i n  a s o c i e t a l  c o n t e x t  t h a t  had become 
o p p r e s s i v e l y  s t r u c t u r e d ,  t o  say  no th ing  of  t h e  dangers  
he encountered.  "** 

When d i s c u s s i n g  whether  o r  n o t  f r u s t r a t i o n  and torment  i n h i b i t s  

C r e a t i v i t y ,  h e  t a l k s  abou t  t h e  c r e a t i v e  l i f e  o f  Dante who w a s  

tormented by love  f o r  a woman; o f  G a l i l e o  and h i s  economic 

f r u s t r a t i o n s  and o f  Toulouse-Lautrec and V a n  Gogh w i t h  t h e i r  



seve re  p h y s i c a l  and mental  s u f f e r i n g .  I t  would seem t h a t  

~ a d d i ' s  r a t h e r  "romant icn concep t  of  t h e  a r t i s  t - c r e a t o r  

cannot  be  a p p l i e d  t o  c r e a t i v e  people  g e n e r a l l y .  I t  i s  sugges t ed  

t h a t  many c o n s c i e n t i o u s  c r e a t i v e  people  f i n d  t h a t  s t r e s s f u l  

s i t u a t i o n s  i n h i b i t  t h e i r  work. Many c r e a t i v e  people  p r e f e r  

a  p l a y f u l  approach t o  work. Fo r  them, t h e  a b i l i t y  t o  toy  e a s i l y  

wi th  i d e a s  and be f l e x i b l e  i n  t h e i r  d e c i s i o n  making, i s  

e s s e n t i a l  t o  t h e  c r e a t i v e  p r o c e s s .  Th i s  approach i s  c e r t a i n l y  

no t  cons ide red  t o  be  an aimless and un impor tan t  p u r s u i t .  Ra the r ,  

it i s  f e l t  t o  make an i m p o r t a n t  c o n t r i b u t i o n  t o  t h e  f r u i t i o n  

of t h e i r  i d e a s .  I n  t h e  same ar t ic le ,  however, Maddi does p o i n t  

o u t  t h a t  c e r t a i n  people  i n c l u d i n g  c h i l d r e n ,  are vu lne rab le  

t o  p r e s s u r e  and a  s t r u c t u r e d  environment.  H e  s ays :  

. . . I t  is  f a i r l y  t y p i c a l  f o r  c h i l d r e n  and a d o l e s c e n t s  
t o  be  t h i s  vu lne rab le  because  t h e i r  p e r s o n a l i t i e s  a r e  
as y e t  t o o  unformed and t h e i r  s t o r e  o f  expe r i ence  t o o  
l i m i t e d  t o  pe rmi t  much independence o f  environmental  
con tex t s .  Indeed,  growing up i n  a  f r e e  and uneva lua t ive  
sur rounding  may w e l l  b e  impor t an t  t o  t h e  k ind  of v igorous  
development t h a t  cou ld  u n d e r l i e  l a t e r  c r e a t i v i t y .  But 
t h e  a d u l t  who needs such  a  ben ign  environment i s  a l r e a d y  
t o o  c h r o n i c a l l y  v u l n e r a b l e  t o  b e  s t r o n g l y  and c o n s i s t e n t l y  
c r e a t i v e ,  r e g a r d l e s s  o f  t h e  s u p e r i o r i t y  o f  h i s  n a t u r a l  
endowment. '23 

For Sidney Parnes ,  c r e a t i v i t y  i s  " a  f u n c t i o n  o f  knowledge, 

imaginat ion and e v a l u a t i o n .  " 2 4  H e  l i k e n s  the mind t o  a  

ka le idoscope ,  where the b i t s  and p i e c e s  of knowledge can be  

manipulated i n t o  new p a t t e r n s  and i d e a s  by t h e  use  o f  t h e  

imaginat ion.  These i d e a s  can  i n  t u r n  be  e v a l u a t e d  and developed.  

Although t h e  n a t u r e  o f  t h i s  s tudy  does  n o t  p e r m i t  an 

exhaus t ive  $ i scuss ion  o f  c r e a t i v i t y ,  t h e r e  i s  one i d e a  which i s  

Common t o  a l l  d e f i n i t i o n s  and t h a t  i s  the b r i n g i n g  i n t o  b e i n g  



of  something t h a t  i s  new and va luab le .  C r e a t i v i t y ,  t h e n ,  

f o r  the purpose o f  t h i s  s t u d y ,  i s  d e f i n e d  as t h e  d e c i s i o n  

making p r o c e s s  which i s  prompted by t h e  need t o  s o l v e  a 

problem which w i l l  r e s u l t  i n  t h e  p roduc t ion  o f  something 

which i s  new and o f  va lue  t o  t h e  i n d i v i d u a l .  

Musical  C r e a t i v i t y .  For the purpose o f  t h i s  s t u d y  mus ica l  

c r e a t i v i t y  i s  t h e  b r i n g i n g  i n t o  b e i n g  o f  a mus ica l  composi t ion 

a s  a r e s u l t  o f  t h e  p roces s  of  d e c i s i o n  making i n  t h e  o r g a n i z a t i o n  

of p i t c h ,  rhythm, dynamics, form and t imbre  i n  a d d i t i o n  t o  

spontaneous i m p r o v i s a t i o n  on musical  i n s t rumen t s  i n c l u d i n g  t h e  

human voice .  The t e r m  does n o t  app ly  t o  s k i l l  d r i l l s  i n  

n o t a t i o n a l  formulae.  O p e r a t i o n a l l y ,  t h e  t e r m  i s  used t o  denote  

. s c o r e s  o b t a i n e d  on t h e  Vaughan Musical C r e a t i v i t y  t es t .  

Fu r the r  i n fo rma t ion  o n  t h e  tes t  i s  found i n  Chapter  t h r e e  o f  

t h i s  s tudy .  

Musical Ap t i t ude .  This  i s  unders tood as be ing  a p roduc t  

of i n h e r i t e d  p o t e n t i a l  and envi ronmenta l  i n f l u e n c e s  . The t e r m  

is  used t o  d e s c r i b e  s c o r e s  o b t a i n e d  on the p i t c h ,  rhythm and 

t o n a l  memory t e s t s  found i n  t h e  Seashore  Measuresl o f  Musical  

T a l e n t s .  

Musical  T r a i n i n g  i s  de f ined  f o r  t h e  purpose o f  t h i s  - 

s tudy  a s  one y e a r  o r  more o f  p r i v a t e  l e s s o n s  on a  musical  in-  

s t rument  and i s  measured on a  f i v e  p o i n t  s c a l e .  

The remainder  o f  t h e  s tudy  i s  con ta ined  i n  t h r e e  c h a p t e r s .  



Chapter  two p r e s e n t s  a review o f  t h e  l i t e r a t u r e  on music and 

c r e a t i v e  t h i n k i n g ,  mus ica l  c r e a t i v i t y ,  and the MMCP and o t h e r  

c r e a t i v e  music programs. Chapter  t h r e e  is  concerned w i t h  the 

des ign  of t h e  s t u d y ,  and c h a p t e r  f o u r  c o n t a i n s  t h e  a n a l y s i s  

of t h e  d a t a ,  and t h e  conc lus ions  and recommendations o f  t h e  

s tudy  . 
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Chapter 2 

REVIEW O F  RELATED LITERATURE 

Scholar ly  r e sea rch  i n t o  c r e a t i v i t y  can be s a i d  t o  da te  

from 1950 when J .P .  Gui l ford  gave h i s  p r e s i d e n t i a l  address  t o  

the  American Psychological  Associat ion.  H i s  speech a t t r a c t e d  

wide a t t e n t i o n  with r e s p e c t  t o  h i s  thoughts on c r e a t i v i t y  

and i n t e l l i g e n c e .  H e  s a i d :  

When w e  look i n t o  t h e  na tu re  of  i n t e l l i g e n c e  tests, 
we encounter  many doubts concerning t h e i r  coverage of  
c r e a t i v e  a b i l i t i e s .  I t  should be remenibered t h a t  from t h e  
t i m e  of B ine t  t o  t h e  p r e s e n t ,  t h e  ch ie f  p r a c t i c a l  c r i t -  
e r i o n  used i n  t h e  v a l i d a t i o n  of tests o f  i n t e l l e c t  has  
been achievement i n  school.  For c h i l d r e n ,  t h i s  has  
meant l a r g e l y  achievement i n  reading and a r i t h m e t i c . .  . 
These s u b j e c t s  a r e  n o t  conspicously demanding of 
c r e a t i v e  t a l e n t .  Examination of the  c o n t e n t  o f  i n t e l l i ~  
gence t e s t s  r e v e a l s  very l i t t l e  t h a t  i s  of  an obviously 
c r e a t i v e  na ture .  . . , ................ .... ............*.........**.*.*....... . . . . I f  t h e  c o r r e l a t i o n s  between i n t e l l i g e n c e -  t e s t  sco res  
and many types  of  c r e a t i v e  performance a r e  only moderately 
low, and I p r e d i c t  t h a t  such c o r r e l a t i o n s  w i l l  be found, 
it is  because t h e  primary a b i l i t i e s  r ep resen ted  i n  those  
tests a r e  n o t  a l l  important  f o r  c r e a t i v e  behaviour.  I t  
i s  a l s o  because some of the  primary a b i l i t i e s  important  
f o r  c r e a t i v e  behaviour a r e  n o t  represented  i n  t h e  test  
a t  a l l . .  . I n  o t h e r  words, we must look w e l l  beyond t h e  
boundaries  of  I Q  i f  we a r e  t o  fathom t h e  domain of 
c r e a t i v i t y .  

Since t h a t  t ime, many i n v e s t i g a t i o n s  concerned with c r e a t -  

i v i t y  have been undertaken i n  a number of d i f f e r e n t  d i s c i p l i n e s ,  

b u t  i n  t h e  a r e a  of musical c r e a t i v i t y  t h e r e  seems t o  be a pauc i ty  

of research.  Study h a s  been hindered by what ~ a z i k ~  has c a l l e d  

"conceptual b locks , "  t h e  g r e a t e s t  one bGiiig t h e  l ack  of r e l i a b l e  

measuring i n s  trurnents. There seems t o  be only  one ' s tandardized '  
* 

t e s t  of musical c r e a t i v i t y  i n  North America and t h a t  i s  t h e  



Vaughan Musical  C r e a t i v i t y  T e s t  and t h i s  i s  a s  y e t  unpublished.  

The in s t rumen t s  used i n  the s m a l l  number o f  s t u d i e s  which 

i n v e s t i g a t e  c r e a t i v i t y  i n  music s e e m  t o  have been c o n s t r u c t e d  

s p e c i a l l y  f o r  t he  s tudy .  

There have been a  f e w  r e s e a r c h  s t u d i e s  concerned 

d i r e c t l y  w i th  t h e  e f f e c t  o f  music on c r e a t i v e  t h ink ing .  Roderick 4 

i n v e s t i g a t e d  the  r e l a t i o n s h i p s  among c r e a t i v e  t h i n k i n g  a b i l i t y  , 

musica l  a b i l i t y  and s c h o l a s t i c  a b i l i t y  o f  music majors i n  a 

t e a c h e r  t r a i n i n g  program, comparing their c r e a t i v e  t h i n k i n g  

a b i l i t y  w i t h  t h a t  o f  s t u d e n t s  i n  o t h e r  f i e l d s  and a s s e s s i n g  

t h e  e f f e c t  o f  one academic y e a r  o f  music c o u r s e s  on t h e  

competency o f  music majors  t o  t h i n k  c r e a t i v e l y .  C r i t e r i o n  

measures w e r e  t h e  Wing T e s t s ,  t h e  A l i f e r i s  ~ e s t s ~  and the 

Torrance Tes t s .  ' The r e s u l t s  o f  t h e  s t u d y  showed a p o s i t i v e  

b u t  low r e l a t i o n s h i p  between c r e a t i v e  t h i n k i n g  a b i l i t y  and 

mus ica l  a b i l i t y  b u t  no o t h e r  r e l a t i o n s h i p s  were found t o  e x i s t .  

Roderick concluded t h a t  t h e  e f f e c t  o f  music cou r se s  on t h e  

c r e a t i v e  t h i n k i n g  a b i l i t y  t es t  s c o r e s  w a s  n e i t h e r  p o s i t i v e  

nor  nega t ive .  

simpsons examined a  number o f  d i f f e r e n t  music cou r se s  

t o  de te rmine  which w a s  t h e  most conducive t o  growth i n  g e n e r a l  

c r e a t i v i t y .  The s tudy  was conducted i n  a  m u l t i - r a c i a l ,  inner -  

c i t y  s c h o o l  w i t h  an e x p e r i m e n t a l  group o f  170 s u b j e c t s  and 

a c o n t r o l  group of  4 5  s u b j e c t s ,  The expe r imen ta l  c l a s s e s  were: 

Band, Choir ,  Beginning Ensemble, Beginning Ins t rumen t s ,  Harmony, 
f 

Music Apprec ia t ion ,  Piano,  Music H i s  t o r y  and J a z z  Workshop. 
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The c o n t r o l  group r e c e i v e d  no music. Both groups w e r e  t e s t e d  

and then r e - t e s t e d  a f t e r  one semester, u s i n g  a s i x  f a c t o r  

Gu i l fo rd  tes t  measuring word f luency ,  d i v e r g e n t  p roduc t ion  o f  

f i g u r a l  s y s  tern, e l a b o r a t i o n ,  spontaneous f l e x i b i l i t y  , 

i d e a t i o n a l  f l uency  and o r i g i n a l i t y .  Based on t h e  r e s u l t s  

t h a t  s i g n i f i c a n t  g a i n s  on t h e  f a c t o r s  of  word f luency ,  e lab-  

o r a t i o n  and spontaneous f l e x i b i l i t y  w e r e  made i n  t h e  expe r imen ta l  

c l a s s e s ,  t e n t a t i v e  g e n e r a l i z a t i o n s  were made t h a t  mus ica l  s t u d i e s  

can be conducive t o  growth i n  g e n e r a l  c r e a t i v e  p o t e n t i a l .  The 

v a r i a b l e s  o f  s e x ,  IQ, grade  l e v e l  and mus ica l  a p t i t u d e  w e r e  

found t o  have l i t t l e  o r  no e f f e c t  upon t h e  r e s u l t s ,  The 

au tho r  e x e r c i s e d  c a u t i o n  i n  g e n e r a l i z i n g  s i n c e  many v a r i a b l e s  

w e r e  n o t  t aken  i n t o  account ,  such a s  t e a c h e r s ,  methods used 

and t h e  f a c t  t h a t  t h e  s t u d y  took p l a c e  i n  a m u l t i - r a c i a l  school .  

I t  was a l s o  concluded t h a t  i t  i s  n o t  neces sa ry  t o  consc ious ly  

c u l t i v a t e  c r e a t i v i t y  i n  o r d e r  t o  s t i m u l a t e  growth i n  c r e a t i v e  

th ink ing .  

The only s t u d i e s  which d e a l  d i r e c t l y  w i t h  t h e  growth o f  

musical  c r e a t i v i t y  seem t o  be  t hose  o f  Vaughan. The Vaughan 

Musical  C r e a t i v i t y  T e s t ,  t h e  i n s t rumen t  used i n  t h e  p r e s e n t  

s t u d y ,  had i t s  o r i g i n s  i n  the Vaughan-Myers T e s t  o f  Musical  

C r e a t i v i t y ,  a  one i t e m  t e s t  used by t h e  a u t h o r s  i n  a s tudy  o f  

the  r e l a t i o n s h i p  between mus ica l  p roces ses  and c r e a t i v e  

th inking. '  The tes t  was g iven  t o  a  c o n t r o l  and an expe r imen ta l  

group of  f o u r t h  and f i f t h  grade s t u d e n t s ,  a t  t h e  end o f  a 

s h o r t  music *program which l a s t e d  t h r e e  months. The Torrance 

~ e s t s l '  (p re -  and p o s t t e s t s )  and t h e  Bent ley ~ e s t s ' l  were 



a l s o  adminis tered.  S inging ,  e a r  t r a i n i n g  and l i s t e n i n g  t o  

c o n c e r t  music w e r e  t h e  main a c t i v i t i e s  o f  t h e  c o n t r o l  group 

whi l e  t h e  exper imenta l  group w a s  i nvo lved  i n  var ious  c r e a t i v e  

a c t i v i t i e s  i n c l u d i n g  improvis ing on c lass room ins t ruments  

and s t r u c t u r e d  l i s t e n i n g  with  an emphasis on twent ie th  cen tu ry  

music. S i g n i f i c a n t  ga ins  w e r e  made i n  t h e  exper imenta l  group 

on the f a c t o r  o f  f luency i n  t h e  Torrance tests. No r e l a t i o n s h i p  

was found between musical  a p t i t u d e  and c r e a t i v e  th inking .  The 

exper imenta l  group surpassed  the c o n t r o l  group a t  t h e  - 0 1  l e v e l  

of s i g n i f i c a n c e  on the Vaughan-Myers T e s t  o f  Musical C r e a t i v i t y  , 

which c o n s i s t e d  of a  s h o r t  musical  ph rase  p layed  by t h e  tester 

on t h e  b l ack  keys of a  se t  of  b e l l s  which must be answered wi th  
I 

a response which i s  i n  keeping w i t h  t h e  s t e m .  The s t u d e n t  i s  

given a  s e p a r a t e  se t  of b e l l s  on which t o  answer. There was 

no r e l a t i o n s h i p  between musical  a p t i t u d e  and musical  c r e a t i v i t y .  

The au thor s  suggested t h a t  a more comprehensive measure should 

be devised  and Vaughan poin ted  o u t  that t h e  s tudy  was rudimentary,  

s e r v i n g  a s  an i n t r o d u c t i o n  t o  more e l a b o r a t e  f u t u r e  s t u d i e s .  

Vaughan pursued t h e  argument t h a t  musical  p rocesses  and cre- 

a t i v e  t h i n k i n g  are analogous,  and c o n s t r u c t e d  a  t e s t  of musical  

c r e a t i v i t y  which was based on t h e  p r i n c i p l e s  of  prev ious  c r e a t -  

i v i t y  t e s t i n g .  D e t a i l s  o f  t h e s e  p r i n c i p l e s  can be found i n  

Chapter t h r e e  of  t h i s  s tudy.  Using t h i s  t e s t ,  t h e  Torrance tests 

and t h e  Bent ley Tes t s  as c r i t e r i o n  measures, t h e  au thor  t e s t e d  

t h e  hypo thes i s  t h a t  musical  c r e a t i v i t y  i s  s i g n i f i c a n t l y  r e l a t e d  

t o  gene ra l  c k e a t i v i t y .  l2 This  hypo thes i s  was supported.  Musical 



c r e a t i v i t y  and mus ica l  a p t i t u d e  w e r e  a l s o  found t o  b e  s i g -  

n i f i c a n t l y  c o r r e l a t e d ,  which w a s  anomolous t o  t h e  r e s u l t s  o f  

the  p r e v i o u s l y  r e p o r t e d  s tudy  . 
Vaughan sugges t ed  t h a t  t h e  s c o r i n g  procedure  shou ld  be  

r e v i s e d  t o  e l i m i n a t e  t h e  h igh  degree  o f  d isagreement  amongst 

t h e  judges. She a l s o  s t a t e d  t h a t  t h e  f a c t o r  a n a l y s i s  r evea l ed  

t h a t  t h e  rhythm and i d e a t i o n  s c o r e s  w e r e  n o t  s e p a r a t e d  and 

t h a t  no d i s c r i m i n a t i o n  between them w a s  made by t h e  judges. 

Because o f  the s m a l l  sample (n  = 47) used i n  t h e  s t u d y ,  

Vaughan r e p e a t e d  it t h e  fo l lowing  y e a r  and t h e  same tests w e r e  

adminis te red  t o  2 1 3  e lementary schoo l  c h i l d r e n ,  106 b e i n g  a t  

the  grade t h r e e  l e v e l  and 107 a t  t h e  grade  s i x  l eve l . .  There 

13 were 115 males and 98 females.  This  s t u d y ,  the main purpose 

of which was t o  v a l i d a t e  f u r t h e r  t h e  Vaughan Musical  C r e a t i v i t y  

Tes t ,  a l s o  i n v e s t i g a t e d  t h e  r e l a t i o n s h i p  between mus ica l  and 

f i g u r a l  c r e a t i v i t y ,  t h e  e f f e c t  of  age and s e x  on t h e s e  v a r i a b l e s  

and t h e  e x t e n t  t o  which musical  c r e a t i v i t y  and mus ica l  a p t i t u d e  

may be c o n s i d e r e d  as s e p a r a t e  f a c u l t i e s .  

Kuder-Richardson 20 i n t e r -  judge r e l i a b i l i t y  c o e f f i c i e n t s  

were found t o  be  h i g h e r  than  i n  t h e  prev ious  s tudy  r ang ing  

from .78  t o  .88 on i n d i v i d u a l  i t e m s  w i th  a  t o t a l  s c o r e  o f  .90. 

I n  t h e  p rev ious  s t u d y  t h e  c o e f f i c i e n t s  had ranged from .67 

t o  .79. Musical  c r e a t i v i t y  and mus ica l  a p t i t u d e  were found 

t o  be s i g n i f i c a n t l y  c o r r e l a t e d ,  t he  s i g n i f i c a n c e  l e v e l s  ranging 

from .05 t o  - 0 1  on t h i r t e e n  o u t  of s i x t e e n  v a r i a b l e s .  These 

c o r r e l a t i o n S  ranged from .19 t o  .36. Musical  and f i g u r a l  

c r e a t i v i t y  were found t o  be r e l a t e d  i n  p a r t  and s i g n i f i c a n c e  

l e v e l s  o f  .05 w e r e  o b t a i n e d  on s i x  of t he  s i x t e e n  v a r i a b l e s .  
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The o l d e r  s u b j e c t s  w e r e  s i g n i f i c a n t l y  s u p e r i o r  on a l l  b u t  

the Torrance measures o f  f l uency ,  f l e x i b i l i t y  and o r i g i n a l i t y ,  

~ i g h e r  s c o r e s  on t h e  Bent ley rhythm tes t  and t h e  Torrance 

o r i g i n a l i t y  measure w e r e  o b t a i n e d  by t h e  boys. The i n t e r a c t i o n  

of age and s e x  showed the  g i r l s  t o  have h i g h e r  s c o r e s  f o r  

f luency and i d e a t i o n  on t h e  Vaughan Musical  C r e a t i v i t y  T e s t .  

The a u t h o r  concluded t h a t  a l t hough  mus ica l  c r e a t i v i t y  and 

musical  a p t i t u d e  w e r e  found t o  be  s i g n i f i c a n t l y  c o r r e l a t e d ,  

the  h i g h e s t  c o r r e l a t i o n  w a s  o n l y  -36  and such a c o r r e l a t i o n  

would s e e m  t o  i n d i c a t e  t h a t  mus ica l  c r e a t i v i t y  and mus ica l  

a p t i t u d e  are s e p a r a b l e  f a c t o r s .  

Vaughan's n e x t  s tudy  i n v e s t i g a t e d  f u r t h e r  t h e  r e l a t i o n s h i p  

between mus ica l  and f i g u r a l  c r e a t i v i t y  i n  a d d i t i o n  t o  

examining t h e  e f f e c t  of  a program o f  c r e a t i v e  musical  a c t i v i t i e s  

upon c r e a t i v e  development. l4 The sample w a s  drawn from 33 

c l a s s e s  o f  g rade  f i v e  s t u d e n t s  i n  a l a r g e  urban area i n  

B r i t i s h  Columbia. F ive  c l a s s e s  were randomly a s s igned  t o  t h e  

expe r imen ta l  group,  t h e  t o t a l  number o f  s t u d e n t s  b e i n g  126. 

The remaining c l a s s e s  w e r e  t hen  d i v i d e d  i n t o  two groups,  those  

who w e r e  r e c e i v i n g  music i n s t r u c t i o n  and t h o s e  who w e r e  no t .  Five  

c l a s s e s  from each  group were randomly chosen and were ass igned  

t o  c o n t r o l  group one (music i n s t r u c t i o n )  and c o n t r o l  group two 

(no music i n s t r u c t i o n ) .  There w e r e  1 0 8  s t u d e n t s  i n  t h e  f i r s t ,  

and 1 1 2  s t u d e n t s  i n  t h e  second c o n t r o l  group. A l l  s t u d e n t s  

were p r e t e s t e d  u s i n g  the  Torrance T e s t s  o f  C r e a t i v e  Thinking,  
* 

f i g u r a l  forms, and the Vaughan T e s t  o f  Musical  C r e a t i v i t y .  

The program l a s t e d  f o r  t e n  weeks d u r i n g  which time t h e  
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au tho r  m e t  s e v e r a l  t i m e s  w i t h  t he  t e a c h e r s  o f  the classes i n  t h e  

exper imenta l  group,  none o f  whom 

C r e a t i v e  p r i n c i p l e s  and s p e c i f i c  

They w e r e  as fo l lows :  15 

C r e a t i v e  P r i n c i p l e  

F l e x i b i l i t y ,  o r  a b i l i t y  t o  
break a menta l  set .  

A s s o c i a t i v e  t h i n k i n g .  

B i s o c i a t i o n .  

Metaphor ica l  t h i n k i n g .  

S y n t h e s i z i n g ,  o r  i n t e g r a t i v e  
behaviour .  

were music s p e c i a l i s t s .  

t echniques  w e r e  d i s cus sed .  

Musical  P roces s  

Musical  sys tems o t h e r  than 
common p r a c t i c e ;  e. g., 12- 
tone,  a l e a t o r i c ,  e l e c t r o n i c .  

Completion e x e r c i s e s ;  e .g . ,  
adding a consequent  ph ra se  
o r  response t o  a g iven  an t e -  
ceden t. 

O s t i n a t o  and coun te rpo in t .  

Programmatic o r  e x t r a -  
mus ica l  s t i m u l i .  

Composition r e q u i r i n g  a  
s y n t h e s i s  o f  c e r t a i n  pre-  
determined e l emen t s ,  
c h a r a c t e r i s t i c s ,  etc. 

Teachers d i d  n o t  have t o  adhere  t o  a  s t r i c t  cu r r i cu lum and 

were encouraged t o  develop t h e  techniques  p r e s e n t e d  by t h e  

au tho r  i n  any way they wished.  No mention i s  made by Vaughan 

of  t h e  p o s s i b i l i t y  o f  b i a s e d  r e s u l t s  due t o  t h e  u n c o n t r o l l e d  

t e a c h e r  v a r i a b l e  and t h i s  would seem t o  be  a  major shor tcoming 

o f  t h e  s tudy .  

A f t e r  p o s t t e s t s  o f  t h e  two c r i t e r i o n  measures, t h e  d a t a  

were ana lyzed  by an a n a l y s i s  o f  covar iance  and a  c o r r e l a t e d  t 

t e s t .  The e x p e r i m e n t a l  group was s u p e r i o r  t o  t h e  o t h e r  groups 

only  on t h e  f a c t o r  o f  s y n t h e s i s  i n  t h e  musical  c r e a t i v i t y  t e s t .  

The no music c o n t r o l  group was equa l  t o  t h e  exper imenta l  group * 

on t h e  f a c t o r s  of  f l uency ,  rhythmic s e c u r i t y  and i d e a t i o n  i n  



t h e  mus ica l  c r e a t i v i t y  test .  The c o n t r o l  group r e c e i v i n g  

r e g u l a r  music i n s t r u c t i o n  showed no s i g n i f i c a n t  g a i n s  on any 

o f  t h e  f a c t o r s  and s c o r e d  s i g n i f i c a n t l y  lower t han  t h e  o t h e r  

two groups on t h e  f a c t o r s  of  f l uency  and rhythm i n  t h e  musical  

c r e a t i v i t y  test. However, t h i s  group showed s i g n i f i c a n t  

g a i n s  over  t h e  o t h e r  two groups on f a c t o r s  o f  f l uency ,  o r i g -  

i n a l i t y  and e l a b o r a t i o n  on t h e  Torrance test .  

Although the c r e a t i v e  approach t o  music d i d  n o t  i n c r e a s e  

mus ica l  c r e a t i v i t y  s i g n i f i c a n t l y  e x c e p t  on the f a c t o r  o f  syn- - 

t h e s i s ,  t h e  f a c t  t h a t  t h e  group invo lved  i n  r e g u l a r  music i n -  

s t r u c t i o n  w a s  s i g n i f i c a n t l y  beh ind  t h e  o t h e r  two groups on 

two f a c t o r s  s u g g e s t s  t h a t  a  r e - t h i n k i n g  o f  c lassroom procedures  

i s  i n  o rde r .  The p o s s i b i l i t y  t h a t  t h e  conven t iona l  music 

cu r r i cu lum a c t u a l l y  impedes c r e a t i v i t y  i s  cause  f o r  concern 

among music e d u c a t o r s .  

Another s tudy  concerned w i t h  mus ica l  c r e a t i v i t y  i s  t h a t  

of    order'^ who c o n s t r u c t e d  a t e s t  o f  mus ica l  c r e a t i v i t y  

based  on t h e  methods o f  G u i l f o r d  and Torrance.  The tes t  

a t tempted  t o  measure t h e  s t r e n g t h s  o f  f l u e n c y ,  f l e x i b i l i t y ,  

e l a b o r a t i o n ,  o r i g i n a l i t y  and mus ica l  q u a l i t y .  The s u b j e c t s  

w e r e  j u n i o r  h i g h  schoo l  i n s t r u m e n t a l  s t u d e n t s  who were given 

t a s k s  o f  improvised d i v e r g e n t  p roduc t ion .  Fluency was 

measured by t h e  number o f  ph ra ses  produced i n  a  l i m i t e d  t i m e ,  

f l e x i b i l i t y  by t h e  number o f  ph ra ses  e x h i b i t i n g  d i f f e r e n t  

k i n d s  o f  m a t e r i a l ,  e l a b o r a t i o n  by v a r i a t i o n  o f  b a s i c  p h r a s e s ,  

o r i g i n a l i t y  'by t h e  r a r i t y  o f  t h e  use o f  s p e c i f i c  t ypes  o f  

c o n t e n t  and q u a l i t y  by t h e  amount o f  mus ica l  appea l .  c r e a t i v i t y  



s c o r e s  showed no  s i g n i f i c a n t  c o r r e l a t i o n  w i t h  s t a n d a r d i z e d  

achievement t es t  scores ,  the tests used b e i n g  t h o s e  of  Seashore ,  

Drake and Colwell .  The c o n s t r u c t s  o f  c r e a t i v i t y  w e r e  n o t  

dependent on age ,  mus ica l  t r a i n i n g  o r  expe r i ence .  These 

r e s u l t s  d i f f e r  from t h o s e  o f  Vaughan who found s i g n i f i c a n t  pos- 

i t i v e  c o r r e l a t i o n s  between age and mus ica l  c r e a t i v i t y  s c o r e s .  

17 Also, T a r r a t u s  i n  an ea r l i e r  s tudy  o f  c r e a t i v e  p r o c e s s e s  i n  

music s t u d e n t s ,  found t h a t  c r e a t i v i t y  s c o r e s  w e r e  s i g n i f i c a n t l y  

c o r r e l a t e d  w i t h  j azz  expe r i ence .  

There s e e m  t o  be  very  few s t u d i e s  which examine t h e  

e f f e c t i v e n e s s  of  c r e a t i v e  music programs i n  terms o f  mus ica l  

achievement. A s t u d y  by Kyme sough t  t o  e s t a b l i s h  t h e  degree  

t o  which mus ica l  composi t ion c o n t r i b u t e d  t o  t h e  development 

of m u s i c a l i t y .  H e  s tates:  , 

M u s i c a l i t y ,  as an o p e r a t i o n a l  term,  is d e f i n e d  as 
t h e  c a p a c i t y  t o  e x p r e s s  a c c u r a t e l y  through p i t c h  and 
time t h e  mental  images o f  a musical  i d e a .  Conversely ,  
it i s  the  c a p a c i t y  t o  g r a s p  i n  i t s  completeness and 
d e t a i l  a  mus ica l  i d e a  heard .  The s t r i n g e n t  measures of  
t h i s  l a t t e r  c a p a c i t y  w i l l  be  a  measure o f  a e s t h e t i c  
s e n s i t i v i t y  i n  music. 18 

The sample f o r  t h i s  s t u d y  w a s  drawn from n i n e  j u n i o r  h i g h  

schoo l s  i n  t h e  Oakland, Berke ley  and Xichiitand, C a l i f o r n i a ,  pub1i.c 

s choo l  systems.  There w e r e  t h r e e  c o n t r o l  groups and one 

exper imenta l  group,  each  b e i n g  approximately  e q u a l  i n  s i z e ,  

and compris ing abou t  1200 g rade  seven s t u d e n t s .  The c o n t r o l  

groups d i d  n o t  r e c e i v e  any i n s t r u c t i o n  i n  mus ica l  composi t ion.  

One c o n t r o l  group i n  each  s c h o o l  was i n s t r u c t e d  i n  c h o r a l  

performance .* Another c o n t r o l  group comprised s t u d e n t s  who 

were excused from g e n e r a l  music c l a s s e s  t o  t a k e  i n s t r u m e n t a l  music 

i n s t r u c t i o n .  The t h i r d  c o n t r o l  group r ece ived  no music 



i n s t r u c t i o n .  The exper imenta l  group r e c e i v e d  i n s t r u c t i o n  i n  

mus ica l  composi t ion,  t h e  program hav ing  been  adapted from 

the methods c i r f  O r f f  and Kodaly. 

The A e s t h e t i c  Judgement T e s t  w a s  g iven  as a pre-  and 

p o s t t e s t  t o  a l l  s u b j e c t s  a t  t h e  b e g i n n i n g  and end o f  t h e  

s c h o o l  yea r .  The tes t ,  de r ived  from f i v e  w e l l  e s t a b l i s h e d  

s t a n d a r d i z e d  music tests,  was v a l i d a t e d  u s i n g  300 j u n i o r  h igh  

s c h o o l  s t u d e n t s  from o u t s i d e  t h e  E a s t  Bay area. S ix t een  hundred 

grades  4 through 7 s t u d e n t s  from s c h o o l s  i n  Madeira County 

s e r v e d  t o  develop norms and t o  e s t a b l i s h  a growth g r a d i e n t  

through grades .  S i g n i f i c a n t  g a i n s  i n  t h e  expe r imen ta l  group 

w e r e  made i n  f i v e  o u t  of t h e  n i n e  s c h o o l s  b u t  i n  two o f  t h e  

s choo l s  the c o n t r o l  groups '  s c o r e s  were  h i g h e r  than  those  i n  

t h e  expe r imen ta l  group. However, from t h e  o v e r a l l  r e s u l t s ,  

t h e  a u t h o r  concluded t h a t  t h e  t e a c h i n g  o f  mus ica l  composit ion 

d i d  c o n t r i b u t e  s i g n i f i c a n t l y  t o  t h e  development o f  m u s i c a l i t y .  

The Manha t t anv i l l e  Music Curr iculum Program (MMCP) has  

been t h e  s u b j e c t  o f  s e v e r a l  s t u d i e s  i n  t h e  p a s t  decade. This  

c r e a t i v e  music program i s  based  on B r u n e r ' s  s p i r a l  cu r r i cu lum 

approach t o  l e a r n i n g .  l9 D e t a i l s  o f  t h i s  approach have been 

se t  o u t  i n  Chapter  t h r e e  of t h i s  s tudy .  ~ ~ m e l '  a l s o  i n v e s t i g a t e d  

t h e  e f f e c t  o f  t h e  MMCP on s c o r e s  o f  h i s  A e s t h e t i c  Judgement 

Tes t .  The t e s t  was admin i s t e r ed  t o  a  n a t i o n a l  sample of 800 

MMCP s t u d e n t s  from grades  f o u r  t o  t e n ,  and 4000 s t u d e n t s  

s e l e c t e d  from v a r i o u s  music programs and grade  l e v e l s  i n  + 

C a l i f o r n i a .  A comparison o f  sub-sample s c o r e s  a t  t h e  f o u r t h ,  
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s i x t h  and e i g h t h  grades  l e d  Kyme t o  conclude that  MMCP s t u d e n t s  

w e r e  more a u r a l l y  p e r c e p t i v e  than C a l i f o r n i a n  s t u d e n t s  . However, 

i n  h i s  e v a l u a t i o n  o f  t h e  s t u d y ,  Kyme p o i n t e d  o u t  t h a t  it w a s  

n o t  a c o n t r o l l e d  exper iment  no r  an e v a l u a t i o n  o f  the MMCP. 

Length and f requency of  class pe r iods  w e r e  n o t  c o n t r o l l e d  and 

n e i t h e r  w a s  t e a c h e r  e x p e r t i s e .  No j u s t i f i a b l e  comparisons cou ld  

be  made between samples. 

I n  a s t u d y  which a t tempted  t o  examine t h e  e f f e c t i v e n e s s  

of t h e  MMCP i n  terms of  musical  achievement and a t t i t u d e ,  Gibbs 20 

desc r ibed  t h e  MMCP and i t s  implementation i n  J e f f e r s o n ,  Colorado. 

The sample c o n s i s t e d  o f  101  grade f i v e  s t u d e n t s  and 183  grade  

e i g h t  s t u d e n t s .  Of t h e s e ,  111 had been exposed t o  t h e  MMCP f o r  

one and a h a l f  y e a r s  wh i l e  t h e  remainder had been p a r t i c i p a t i n g  

i n  t h e  r e g u l a r  music program. A l l  s t u d e n t s  were admin i s t e r ed  

t h e  fo l lowing  tests : Gordon's Musical  Apt i tude  P r o f i l e ,  Co lwe l l ' s  

Musical Achievement T e s t  I1 and the Oregon S c a l e  o f  A t t i t u d e s  

Towards Music. No s i g n i f i c a n t  d i f f e r e n c e s  w e r e  found between 

t h e  two programs b u t  an a n a l y s i s  o f  subgroups r evea l ed  t h a t  t h e  

MMCP had a  p o s i t i v e  s i g n i f i c a n t  e f f e c t  on t h e  a t t i t u d e  s c o r e s  

of t h e  h i g h l y  i n t e l l i g e n t  s t u d e n t s .  The au tho r  sugges t ed  t h a t  

t h i s  may i n d i c a t e  t h a t  MMCP procedures  have a  s t r o n g e r  appea l  

t o  t h e  more i n t e l l i g e n t  s t u d e n t s  who respond wi th  a  more 

p o s i t i v e  a t t i t u d e .  

It  was p o i n t e d  o u t  by t h e  a u t h o r  t h a t  a l though  t h e  convent- 

i o n a l  music program d i d  i n c l u d e  some c r e a t i v i t y ,  i t  w a s  n o t  

t h e  c e n t r e  o f  mus ica l  a c t i v i t i e s .  S ing ing  occupied t h e  g r e a t e s t  

p a r t  o f  t h e  t ime b u t  music t heo ry  and l i s t e n i n g  expe r i ences  
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were a l s o  i nc luded .  A d e t a i l e d  d e s c r i p t i o n  of b o t h  programs 

formed a v a l u a b l e  p a r t  of  this s tudy .  Such i n f o r m a t i o n  

i s  v i t a l  i f  s t u d i e s  are t o  be  r e p l i c a t e d  and t h e  programs 

d e s c r i b e d  are t o  be  used by o t h e r  c lass room t e a c h e r s .  U s e  

of  vague terms such as "exper imenta t ion"  and " improv i sa t ion"  

found i n  some o f  t h e  o t h e r  s t u d i e s  c i t e d ,  may n o t  convey s u f f -  

i c i e n t  i n fo rma t ion  f o r  t h e  t e a c h e r  t o  e f f e c t i v e l y  o r g a n i z e  t h e  

lesson .  

2  1 Bradley conducted a two y e a r  s t u d y  o f  c r e a t i v e  p r o c e s s e s  

i n  music e d u c a t i o n  and t h e i r  e f f e c t  upon a u r a l  and v i s u a l  per-  

cep t ion .  The unde r ly ing  phi losophy of  t h e  c r e a t i v e  music 

program used i n  t h i s  s tudy  c l o s e l y  p a r a l l e l s  t h a t  o f  t h e  MMCP, 

though it w a s  n o t  t h e  p a r t i c u l a r  concern of  t h e  a u t h o r  t o  

e v a l u a t e  t h a t  s p e c i f i c  program. The r e s u l t s  o f  an e a r l i e r  

p i l o t  s tudy22  had l e d  t h e  w r i t e r  t o  conclude t h a t  a u r a l  and 

v i s u a l  p e r c e p t i o n  was p o s i t i v e l y  i n f l u e n c e d  by a  c r e a t i v e  

approach t o  music. I n  t h i s  s t u d y ,  s i x  c l a s s e s  o f  g rade  f o u r  

s t u d e n t s ,  one b e i ~ . g  t h e  expe r imen ta l  group,  were pre-  and 

p o s t t e s t e d  w i t h  an a u r a l  and v i s u a l  d i s c r i m i n a t i o n  t e s t  a t  

t h e  beg inn ing  and end o f  t h e  s c h o o l  y e a r .  The tes t ,  i n  two 

p a r t s ,  was c o n s t r u c t e d  by t h e  a u t h o r  s p e c i a l l y  f o r  t h e  s tudy .  

R e l i a b i l i t y  c o e f f i c i e n t s  of  .87 and - 8 4  were r e p o r t e d  f o r  t he  

two p a r t s  and c o n t e n t  v a l i d i t y  was e s t a b l i s h e d  by o b t a i n i n g  

r a t i n g s  from recognized  music ians  i n  t h e  community who e s t a b l i s h e d  

agreement t h a t  t h e  t e s t s  measured what they c la imed t o  measure. 

The expgr imenta l  group,  engaged i n  a program o f  c r e a t i v e  

musical  a c t i v i t i e s ,  ga ined  s i g n i f i c a n t l y  ove r  t h e  c o n t r o l  groups 



on the v i s u a l  p a r t  o f  t h e  t e s t  and ove r  f o u r  o f  t h e  f i v e  

groups on t h e  a u r a l  p a r t .  The c o n t r o l  groups w e r e  t a u g h t  by 

their r e g u l a r  c lass room t e a c h e r s ,  t h e i r  program b e i n g  mainly 

s i n g i n g  and l i s t e n i n g  a c t i v i t i e s  w i th  o c c a s i o n a l  music r ead ing  

i n s t r u c t i o n .  

The des ign  o f  Brad ley ' s  two y e a r  s tudy  w a s  ve ry  s i m i l a r ,  

Four s c h o o l s ,  two f o r  the c o n t r o l ,  and two f o r  t h e  expe r imen ta l  

program w e r e  s e l e c t e d  i n  V i c t o r i a ,  B r i t i s h  Columbia. The 

two c l a s s e s  i n  t h e  expe r imen ta l  group each had a se t  o f  Or f f  

i n s t rumen t s  and were s t a f f e d  by a r e sea rch  a s s i s t a n t  who con- 

ducted the c r e a t i v e  program. The two schoo l s  i n  t h e  c o n t r o l  

group con t inued  w i t h  t h e  r e g u l a r  music p e r i o d s  tw ice  weekly. 

A l l  s t u d e n t s  from grades  two t o  seven i n  a l l  f o u r  s c h o o l s  were 

t e s t e d  a t  t h e  end o f  t h e  f i r s t  yea r .  The s c o r e s  of  t h e  exper-  

imen ta l  group exceeded those  of  t h e  c o n t r o l  group on bo th  p a r t s  

o f  t h e  tes t .  The s i g n i f i c a n c e  l e v e l  was .001. 

The second y e a r  s t u d y  w a s  a r e p l i c a t i o n  o f  t h e  f i r s t  y e a r  

a l though t h e  o r i g i n a l  expe r imen ta l  des ign  had provided  f o r  t h e  

con t inu ing  o f  c r e a t i v e  procedures  i n t o  t he  second y e a r  u s ing  

t h e  same s t u d e n t s .  However, problems a r i s i n g  from a h i g h l y  

mobile p o p u l a t i o n  r e s u l t e d  i n  t h e  o r i g i n a l  sample b e i n g  reduced 

t o  a lmost  h a l f  i t s  s i z e  i n  some c l a s s e s .  The q u e s t i o n  of  

p o s s i b l y  deve lop ing  more advanced l e v e l s  of  a u r a l  and v i s u a l  

d i s c r i m i n a t i o n  was abandoned a t  t h i s  time and Bradley s e t  o u t  

t o  d i s c o v e r  whether  a r e p l i c a t i o n  s tudy  would y i e l d  t h e  same 
* 

r e s u l t s .  The g a i n s  i n  t h e  expe r imen ta l  group were s t i l l  

h i g h l y  s i g n i f i c a n t .  The mean s c o r e s  i n c r e a s e d  wi th  grade l e v e l  



i n  bo th  groups.  A s  no p r e t e s t  w a s  g iven ,  t h e r e  w a s  no  way 

of  measuring the growth o f  a u r a l  and v i s u a l  pe rcep t ion .  

Bradley s t a t e d :  , 

I n  t h e  p i l o t  s t u d y  p r e v i o u s l y  c i t e d  it was d i scove red  
t h a t  i n  t h e  i n i t i a l  s t a g e s  p r e t e s t i n g .  w a s  o f  q u e s t i o n a b l e  
v a l u e ,  f o r  s t u d e n t s  a t  the grade  f o u r  l e v e l  showed 
r e l a t i v e l y  l i t t l e  development i n  either a u r a l  o r  v i s u a l  
a c u i t y  as measured by t h e  w r i t t e n  tests. Consequently 
a d e c i s i o n  w a s  made t o  avoid  p r e t e s t i n g  a t  t h e  
commencement of  t h e  program f o r  bo th  the expe r imen ta l  and 
c o n t r o l  groups.  D a t a  w e r e  c o l l e c t e d  a t  the end of b o t h  
t h e  f i r s t  and second y e a r  i n  a l l  groups.23 

The d e c i s i o n  n o t  t o  have a p r e t e s t  s e e m s  s u r p r i s i n g  s i n c e  the 

s tudy  i s  i n v e s t i g a t i n g  t h e  development of v i s u a l  and a u r a l  

pe rcep t ion .  A p r e t e s t  is  neces sa ry  u n l e s s  s u b j e c t s  have been 

randomly sampled from a p o p u l a t i o n  and subsequen t ly  randomly 

a s s igned  t o  a group. A s  t h i s  p rocedure  w a s  a p p a r e n t l y  n o t  

used,  t h e  assumption t h a t  the mean s c o r e s  f o r  a u r a l  and v i s u a l  

p e r c e p t i o n  w e r e  t h e  s a m e  f o r  bo th  groups a t  t h e  o u t s e t  o f  the 

exper iment  cannot  be  made. The re fo re ,  w i t h o u t  p r e t e s t  s c o r e s  

t o  use  as comparisons,  any g a i n s  made by one group o v e r  ano the r  

cannot  be  s a i d  t o  have occu r red  a s  a r e s u l t  o f  t r ea tmen t .  

B rad ley ' s  s t u d y ,  t h e  r e s u l t s  o f  which are encouraging t o  

music e d u c a t o r s  concerned w i t h  t h e  va lue  o f  c r e a t i v e  music 

programs, has  n e v e r t h e l e s s  l e f t  q u e s t i o n s  unanswered. A clear 

d e f i n i t i o n  o f  t h e  terms ' a u r a l  p e r c e p t i o n  ' and ' v i s u a l  percep t -  

i o n '  cou ld  n o t  b e  found i n  e i t h e r  t h e  r e p a r t  o r  t h e  p i l o t  s tudy  

o r  i n  t h e  f i n a l  r e p o r t .  Furthermore,  the a u t h o r  made no clear 

d i s t i n c t i o n  be  tween ' p e r c e p t i o n '  and ' d i s c r i m i n a t i o n '  , u s i n g  
C 

t h e m  i n t e r changeab ly .  This  l e f t  some doubt  as t o  what was 

a c t u a l l y  b e i n g  measured. 



The MMCP s t u d i e s  quo ted  s o  f a r  have used s t u d e n t s  from 

the p u b l i c  s c h o o l  system f o r  t h e i r  s u b j e c t s .  F ive  r e c e n t  

s t u d i e s  have i n v e s t i g a t e d  t h e  a p p l i c a t i o n  o f  t h e  MMCP t o  t h e  

2 4  t r a i n i n g  of e lementary  c lassroom t eache r s .  D r e w  used a 

con t ro l / expe r imen ta l  group des ign ,  t h e  sample b e i n g  drawn 

from t h r e e  c o l l e g e s ,  two a c t i n g  as c o n t r o l  and t h e  o t h e r  as 

exper imenta l .  S t a t i s t i c a l l y  s i g n i f i c a n t  d i f f e r e n c e s  on t h e  

Colwel l  Achievement T e s t  I and on t h e  Manha t t anv i l l e  Sen tence  

Completion T e s t ,  a music a t t i t u d e  measure l e d  Drew t o  conclude 

t h a t  t h e  MMCP d i d  c o n t r i b u t e  t o  t h e  g r e a t e r  development o f  

p r o f i c i e n c y  i n v o l v i n g  c e r t a i n  mus ica l  concepts  and t o  a pos- 

i t i v e  a t t i t u d e  t o  t h e  cur r icu lum,  music t e a c h i n g  and music 

programs i n  t h e  e lementary  school .  

Daugherty 25 i n  a l a t e r  s t u d y ,  used a ve ry  d i f f e r e n t  

des ign  and a d i f f e r e n t  a t t i t u d e  measure, b u t  f i n d i n g s  were 

s i m i l a r .  Four teen e lementary  educa t ion  s t u d e n t s  r e c e i v e d  a 

s i x  week t r a d i t i o n a l l y  o r i e n t e d  u n i t  o f  i n s t r u c t i o n  fo l lowed 

by a s i x  week MMCP i n s t r u c t i o n a l  u n i t .  Data were ga the red  

a f t e r  each u n i t  u s i n g  s t a n d a r d i z e d  measures and i n d i v i d u a l  

c a s e  r e p o r t s  were compiled. I t  was concluded t h a t  t h e  MMCP 

i n s t r u c t i o n a l  Un i t  was e v a l u a t e d  more f avo rab ly  by t h e  s t u d e n t s  

than the  t r a d i t i o n a l l y  o r i e n t e d  Un i t  I;  s t u d e n t  knowledge of 

music vocabulary and symbols and o f  a u r a l  d i s c r i m i n a t i o n  

between h igh  and low p i t c h e s  had improved by t h e  end o f  t h e  

MMCP Un i t ;  p*osi t ive  a t t i t u d e s  towards t h e  va lue  of  music i n  

e lementary schoo l s  were e x p r e s s e d  a t  t h e  end of  bo th  u n i t s  o f  



i n s t r u c t i o n .  

The s t u d i e s  of ~ c ~ l e l l a n ,  26 MadachyZ7 and ~ o d s o n ~ *  use  

c r e a t i v e  music programs which, a l though  developed s p e c i a l l y  

f o r  t h e  i n d i v i d u a l  s tudy  and t h e r e f o r e  d i f f e r i n g  s l i g h t l y  

from each o t h e r ,  a r e  n e v e r t h e l e s s  b u i l t  on  e s s e n t i a l l y  t h e  

same unde r ly ing  r a t i o n a l e  found i n  t h e  MMCP. The f i n d i n g s  of  

t h e s e  s t u d i e s  d i f f e r  from those  of  D r e w  and Daugherty b u t  

s u p p o r t  t h e  f i n d i n g s  of Gibbs i n  t h a t  n o  d i f f e r e n c e  between 

groups was found i n  performance o f  music  achievement and music 

a t t i t u d e  tests, a l though Madachy found t h a t  t h e  exper imenta l  

group ga ined  s i g n i f i c a n t l y  i n  keyboard p r o f i c i e n c y  and had 

a  s l i g h t l y  more p o s i t i v e  a t t i t u d e  toward music. McClellan 

found t h a t  on a p o s t t e s t  of  musical  c r e a t i v i t y  t h e  expe r imen ta l  

group w a s  s u p e r i o r  t o  t h e ~ c o n t r o l  group. However, w i t h o u t  a 

p r e t e s t ,  t h e  amount of  development o f  mus ica l  c r e a t i v i t y  i n  

each group cannot  be known. 

From the review of t h e  l i t e r a t u r e ,  it i s  a p p a r e n t  t h a t  

f u r t h e r  r e s e a r c h  i n t o  musical  c r e a t i v i t y  and i t s  development 

i s  necessary .  Apar t  from the  e a r l y  p i l o t  s t u d y  o f  Vaughan and 

Myers i n  which t h e  group involved  i n  c r e a t i v e  music a c t i v i t i e s  

s co red  h i g h e r  on t h e  mus ica l  c r e a t i v i t y  t e s t  than t h e  c o n t r o l  

group, t h e  l i t e r a t u r e  r evea l ed  on ly  two o t h e r  s t u d i e s  concerned 

wi th  t h e  e f f e c t  o f  c r e a t i v e  musical  expe r i ences  on t h e  growth 

of musical  c r e a t i v i t y .  Vaughan's 1 9 7 4  s t u d y  which used a 

p r e t e s  t /pos  t tes  t des ign ,  an expe r imen ta l  group r e c e i v i n g  

a  c r e a t i v e  music program, and two c o n t r o l  groups,  one r e c e i v i n g  
* 

no music and the o t h e r  r e c e i v i n g  t h e  r e g u l a r  music program, 

showed t h e  exper imenta l  group t o  be s u p e r i o r  on ly  on the 
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f a c t o r  of  s y n t h e s i s  on t h e  musical  c r e a t i v i t y  t e s t .  McClellan 

found t h a t  t h e  expe r imen ta l  group w a s  s u p e r i o r  on a p o s t t e s t  

o f  musical  c r e a t i v i t y .  Perhaps a p r e t e s  t / p o s t t e s t  d e s i g n  

would have y i e l d e d  d i f f e r e n t  r e s u l t s .  

One s t u d y ,  t h a t  o f  Gorder, i n v e s t i g a t e d  t h e  r e l a t i o n s h i p  

between musical  c r e a t i v i t y  and music achievement. No r e l a t i o n -  

s h i p  was found between t h e s e  v a r i a b l e s .  The s t u d i e s  i n v e s t i g a t i n g  

the r e l a t i o n s h i p  among t h e  v a r i a b l e s  mus ica l  a p t i t u d e ,  mus ica l  

c r e a t i v i t y  and c r e a t i v e  t h i n k i n g  have produced va ry ing  r e s u l t s .  

Roderick found a low b u t  p o s i t i v e  r e l a t i o n s h i p  between mus ica l  

a p t i t u d e  and c r e a t i v e  t h i n k i n g  b u t  no  such r e l a t i o n s h i p  w a s  

found i n  t h e  Vaughan-Myers s tudy ,  no r  was t h e r e  a  r e l a t i o n s h i p  

between mus ica l  c r e a t i v i t y  and mus ica l  a p t i t u d e .  However, i n  

Vaughan's two subsequent  s t u d i e s  t hey  w e r e  found t o  be  s t a t i s -  

t i c a l l y  s i g n i f i c a n t l y  c o r r e l a t e d ,  though the c o r r e l a t i o n  

w a s  q u i t e  l o w .  Vaughan a l s o  found mus ica l  c r e a t i v i t y  and 

g e n e r a l  c r e a t i v i t y  t o  b e  r e l a t e d  b u t  as t h e  r e l a t i o n s h i p  i s  

between on ly  s i x  o u t  of  s i x t e e n  v a r i a b l e s ,  one must conclude 

t h a t  t h e  o v e r a l l  r e l a t i o n s h i p  i s  low. 

The two s t u d i e s  i n v e s t i g a t i n g  t h e  e f f e c t  o f  music cou r se s  

on c r e a t i v e  t h i n k i n g  d i f f e r e d  i n  t h e i r  f i n d i n g s .  Roderick 

1 found them t o  have n e i t h e r  a p o s i t i v e  n o r  a  nega t ive  e f f e c t  
I 

whereas Simpson concluded t h a t  t hey  were conducive t o  growth 
! 

of  c r e a t i v e  t h i n k i n g .  

The r e s u l t s  o f  s t u d i e s  concerned wi th  t h e  e f f e c t s  of  
* 

c r e a t i v e  music programs on music achievement and a t t i t u d e  a r e  
I 

a l s o  c o n f l i c t i n g .  Kyme, Bradley,  D r e w  and Daugherty found 



t h a t  c r e a t i v e  music programs r e s u l t e d  i n  h i g h e r  s c o r e s  dm 

t h e s e  measures whereas Gibbs , Dodson , McClel lan and Madachy 

found few, i f  any s i g n i f i c a n t  d i f f e r e n c e s .  It  is  hoped t h a t  

f u t u r e  r e s e a r c h  w i l l  provide convinc ing  r a t h e r  than  c o n f l i c t i n g  

evidence.  
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Chapter 3 

METHODS 

Design of  the Study 

The s tudy  was des igned  t o  determine t h e  e f f e c t s  o f  two inde-  

pendent  v a r i a b l e s  upon one dependent v a r i a b l e .  The independent  

v a r i a b l e s  were: musical  a p t i t u d e  and mus ica l  t r a i n i n g ,  and t h e  

dependent  v a r i a b l e  w a s  mus ica l  c r e a t i v i t y .  

Sampling Procedure.  I n i t i a l l y  it had been planned t o  ran- 

domly sample a l l  s choo l  d i s t r i c t s  i n  t h e  lower  mainland a r e a  

o f  B r i t i s h  Columbia. Indeed,  t h i s  p rocedure  was c a r r i e d  o u t  

and Burnaby w a s  t h e  chosen school  d i s t r i c t .  Music a t  t h e  grade 

e i g h t  l e v e l  had,  however, become an e l e c t i v e  r a t h e r  t han  a 

requi rement  i n  Burnaby and i n  a l l  b u t  one o f  t h e  o t h e r  lower 

mainland s c h o o l  d i s t r i c t s .  Vancouver, t h e  on ly  s choo l  d i s t r i c t  

where g e n e r a l  music a t  t h e  grade e i g h t  l e v e l  i s  s t i l l  mandatory 

i n  t h r e e  s c h o o l s ,  w a s  t h e r e f o r e  s e l e c t e d .  From t h e s e  t h r e e  

s c h o o l s ,  one was randomly sampled. There  w e r e  f i v e  grade 

e i g h t  g e n e r a l  music c l a s s e s  and from these, two c l a s s e s  were 

randomly chosen and randomly des igna t ed  expe r imen ta l  group and 

con t r o  1 group. 

The grade  e i g h t  l e v e l  w a s  chosen f o r  t h e s e  reasons  : (1) music 

a t  t h e  grade  e i g h t  l e v e l  i s  of  p a r t i c u l a r  i n t e r e s t  t o  m e  and 

i t  i s  i n  t h i s  a r e a  tha t  I have most t e a c h i n g  expe r i ence ,  ( 2 )  t h e  

time t a b l e  a l lows  f o r  a minimum of  t h r e e  one hour  p e r i o d s  o f  

music a week, whereas i n  t h e  e lementary s c h o o l  t h e  t i m e  a l l o c a t e d  

t o  music i s  nbrmally n o t  more than two f o r t y  minute p e r i o d s  a 

week. The MMCP emphasises  cont inuous musical  growth and t h i s  



i s  less l ikeLy t o  be  ach ieved  when c l a s s e s  a r e  s h o r t  and i n -  

f r equen t .  Also,  the p r a c t i c a l  n a t u r e  of  t h e  cu r r i cu lum demands 

o r g a n i z a t i o n a l  t i m e  f o r  such  t a s k s  as t h e  d i s t r i b u t i o n  and 

c o l l e c t i o n  o f  i n s t r u m e n t s .  The s h o r t e r  p e r i o d  l e a v e s  l i t t l e  

t i m e  f o r  a c t u a l  music making. 

School and S u b j e c t s .  The schoo l  i n  which t h e  s t u d y  w a s  

conducted i s  a m u l t i - r a c i a l  secondary s c h o o l  s i t u a t e d  i n  South 

E a s t  Vancouver. The t o t a l  number of s u b j e c t s  a t  t h e  commencement 

o f  t he  s tudy  was 46. Of t h i s  number, 24 w e r e  boys and 22  w e r e  

g i r l s .  There were 21  i n  t h e  c o n t r o l  group and 25 i n  t h e  

exper imenta l  group. A l l  s u b j e c t s  w e r e  between t h e  age o f  12 

years-0 months and 1 4  years -4  months, hav ing  j u s t  e n t e r e d  grade  

e i g h t .  Four teen s u b j e c t s  were from homes where Engl i sh  i s  

spoken as a  second language and 16 s u b j e c t s  were .Asian. 

C o l l e c t i o n  of  Data. During t h e  second week i n  September,  

1979, each s t u d e n t  i n  b o t h  t h e  c o n t r o l  group and the  expe r imen ta l  

group was g iven  t h e  Vaughan Musical  C r e a t i v i t y  T e s t  which w a s  

i n d i v i d u a l l y  admin i s t e r ed  d u r i n g  two morning meetings.  Both 

groups w e r e  a l s o  a d m i n i s t e r e d  Seashore ' s  Measures o f  Musical  

T a l e n t s  d u r i n g  an a f t e r n o o n  meeting. EAch s t u d e n t  was a l s o  

asked t o  complete a  q u e s t i o n n a i r e  p r o v i d i n g  in format ion  on 

prev ious  musical  expe r i ence .  A t  t h e  end o f  t h e  expe r imen ta l  

program, t h e  Vaughan Musical  C r e a t i v i t y  T e s t  was admin i s t e r ed  

t o  each s t u d e n t  as a p o s t t e s t .  
f 

S i x  s u b j e c t s  w e r e  subsequen t ly  dropped from the  s tudy .  

Three boys were t r a n s f e r r e d  t o  t h e  Learn ing  Ass i s t ance  Cent re  



dur ing  t h e  c o u r s e  o f  t h e  program, one from t h e  c o n t r o l  group 

and two from t h e  exper imenta l  group. One g i r l  w a s  t r a n s f e r r e d  

from t h e  c o n t r o l  group t o  t h e  expe r imen ta l  group h a l f  way through 

t h e  program and h e r  d a t a  were t h e r e f o r e  d i s c o u n t e d ,  and two g i r l s  

were dropped from t h e  exper imenta l  group,  one because of 

emotional  problems and t h e  o t h e r  because o f  h e r  absence from 

s c h o o l  d u r i n g  t h e  f i n a l  t e s t i n g  per iod .  The f i n a l  d i s t r i b u t i o n  

of  s u b j e c t s  p e r  group was as fo l lows:  C o n t r o l ,  (N-19, 12 males/ 

7 females)  and Exper imental ,  (N=21, 9 males / l2  f e m a l e s ) .  

Ins t ruments  

Vaughan Musical  C r e a t i v i t y  Test .  ' This  tes t  i s  based  on 

t h r e e  p r i n c i p l e s  common t o  c r e a t i v i t y  tests. They a r e  : warm-up, 

f e e l i n g s  of  p sycho log ica l  s a f e t y  and open-ended t a s k s  which 

c a l l  f o r t h  a  v a r i e t y  o f  d i f f e r e n t  responses ,  The t e s t  c o n s i s t s  

o f  f i v e  i t e m s ,  each b e i n g  r a t e d  on a  scale o f  1 t o  5 u s i n g  

fou r  c r i t e r i a .  The c r i t e r i a  are: f l uency ,  rhythmic s e c u r i t y ,  

i d e a t i o n  and s y n t h e s i s .  A minimum response  is  s c a l e d  as 1 and 

a  compara t ive ly  i d e a l  response a s  5. A l l  r esponses  are t a p e  

recorded  and s c o r e d  by a  minimum of t h r e e  judges.  

Ques t ion  1 i s  concerned w i t h  measuring t h e  a b i l i t y  t o  main- 

t a i n  some s e n s e  of  independence whi le  a t  t h e  same t ime r e t a i n i n g  

a  s e n s e  o f  r e l a t e d n e s s  t o  ano the r  p a r t .  This  r e f l e c t s  K o e s t l e r ' s  

theory  o f  b i s o c i a t i o n ,  which r e q u i r e s  thought  on d i f f e r e n t  l e v e l s  

of  c o n t i n u i t y  , s imul taneous ly .  While t h e  t e s t e r  t a p s  a  s t e a d y  

b e a t ,  t h e  t e s t e e  improvises  a  rhythm o v e r  t h e  b e a t .  Many rhythm 



p a t t e r n s  may b e  gene ra t ed  w i t h i n  t h e  b a s i c  b e a t  s t r u c t u r e ,  

thoygh some testees w i l l  i n e v i t a b l y  produce s t e r e o t y p i c  mot ives  

which c o n t i n u a l l y  r e p e a t ,  b e i n g  unab le  t o  b r eak  t h e  se t .  

The second and t h i r d  q u e s t i o n s  are of t h e  comple t ion  t y p e ,  

t h e  second concerned w i t h  rhythm a lone  and t h e  t h i r d  concerned 

w i t h  rhythm and melody. The s t u d e n t s  are t o l d  n o t  t o  copy t h e  

s t i m u l u s  b u t  t o  add something which f i t s .  I t  i s  i m p o r t a n t  

t h a t  t h e  answer be  a p p r o p r i a t e  w i t h i n  c e r t a i n  g u i d e l i n e s .  Vaughan 

e x p l a i n e d  t h a t  a l though  t h e s e  two q u e s t i o n s  appea r  t o  b e  measur ing 

the same t h i n g  i n  t h e  s a m e  way, r e p e t i t i o n  might  r e s u l t  i n  

g r e a t e r  f l uency  and t h e  i n t r o d u c t i o n  o f  melody i n  i t e m  t h r e e  

might  mo t iva t e  s t u d e n t s  i n  a  d i f f e r e n t  way. 

I t e m  f o u r  r e q u i r e s  t h e  testee t o  improv ise  r h y t h m i c a l l y  

and m e l o d i c a l l y  o v e r  a two n o t e  o s t i n a t o .  I t  i s  hoped t h a t  

t h e  s t u d e n t ,  g iven  t h e  s e c u r i t y  o f  t h e  o s t i n a t o  w i l l  b e  able 

t o  improvise  f r e e l y ,  e x p l o r i n g  t h e  p o s s i b i l i t i e s  i n  p r e p a r a t i o n  

f o r  t h e  f i n a l  i t e m  which i s  u n s t r u c t u r e d .  Th is  f i f t h  i t e m  

i s  des igned  t o  t a p  t h e  s t u d e n t ' s  a b i l i t y  t o  s y n t h e s i z e ,  an 

i m p o r t a n t  c r i t e r i o n  f o r  c r e a t i v i t y .  The s t u d e n t  i s  asked  t o  

complete t h e  s t e m ,  which i s  i n  contemporary idiom, u s i n g  any o r  

a l l  of t h e  i n s t r u m e n t s  i n  f r o n t  o f  him i n  any way he l i k e s .  

Other  sounds made from o b j e c t s  w i t h i n  e a s y  reach  can a l s o  b e  used. 

I n  h e r  t e s t  i n s t r u c t i o n s ,  Vaughan d e f i n e s  t h e  f o u r  

c r i t e r i a .  F luency i s  measured by t h e  degree  o f  e a s e  w i t h  which 

t h e  tes tee responds  r e g a r d l e s s  o f  q u a l i t y  . Rhythmic s e c u r i t y  
* 

i s  measured by t h e  amount o f  c o n t r o l  e x e r c i s e d  i n  any a t t emp ted  

f i g u r a t i o n s  and t h e  deg ree  t o  which t h e  g iven  tempo i s  main ta ined  



by t h e  t e s t e e .  I d e a t i o n  is  measured by how f r e q u e n t l y  p a t t e r n i n g  

occurs  over  and above a s t r a i g h t  note f o r  n o t e  response .  Vaughan 

cons ide r s  a d i s t i n c t i o n  between rhythmic and melodic  i d e a t i o n  

t o  be  i n v a l i d  as bo th  t h e  chosen by t h e  s t u d e n t s  and 

t h e  impress ion  of  t o n a l i t y  would be a r b i t r a r y  as such.  When 

s c o r i n g  s y n t h e s i s ,  judges must cons ider  t o  what  deg ree  t h e  

t o t a l  e f f e c t  i s  s a t i s f y i n g .  A mere g e n e r a t i o n  o f  a v a r i e t y  

of  i d e a s  does  n o t  n e c e s s a r i l y  r e s u l t  i n  a s a t i s f y i n g  s y n t h e s i s .  

The presence  of  mus ica l  dev ices  such a s  t h e m a t i c  r e p e t i t i o n  and 

i n t e n t i o n a l  cadencing a r e  a l s o  impor tan t  c o n s i d e r a t i o n s .  

Vaughan recommends t h a t  t h e  judges r e e s t a b l i s h  t h e i r  c r i t e r i a  

a f t e r  r e sponses  from eve ry  2 0  s u b j e c t s  have been s c o r e d .  The judges 

i n  t h i s  s t u d y  l i s t e n e d  t o  some sample e v a l u a t i o n s  o f  t e s t  

responses  s u p p l i e d  on t a p e  by Vaughan and t h e  c r i t e r i a  w e r e  

d i scussed .  They then  l i s t e n e d  t o  ano the r  sample response  t o  

each tes t  i t e m ,  s c o r e d  them, compared t h e i r  s c o r e s  w i t h  t hose  

of Vaughan and w i t h  each  o t h e r  and then  d i s c u s s e d  how they 

had a r r i v e d  a t  t h e i r  s c o r e s .  By the  end o f  t h e  s e s s i o n ,  i t  w a s  

f e l t  t h a t  a  h igh  amount o f  agreement had been reached.  Two sub- 

sequent  meet ings  a l s o  r e s u l t e d  i n  high agreement among t h e  judges. 

2 S e a s h o r e ' s  Measures of  Musical T a l e n t s  a r e  measures of 

p i t c h ,  l oudness ,  rhythm, t ime,  timbre and t o n a l  memory. These 

t e s t s  have had a long  h i s t o r y  of  wide a p p l i c a t i o n .  P re sen ted  

on a  l ong  p l a y i n g  r e c o r d i n g ,  the s i x  tests a r e  admin i s t e r ed  

s e p a r a t e l y  and  measure d i f f e r e n t  a s p e c t s  o f  mus ica l  a b i l i t y .  

Sub jec t s  respond on s p e c i a l l y  designed IBM answer s h e e t s .  I n  



the  p r e s e n t  s t u d y ,  on ly  the tests o f  P i t ch ,  Rhythm and Tonal 

Memory w e r e  used s i n c e  t h e  g r e a t e r  p o p u l a r i t y  o f  t h e s e  t h r e e  

measures has  r e s u l t e d  i n  a widespread p r a c t i c e  o f  l i m i t i n g  

musical  t a l e n t  t e s t i n g  o n l y  t o  them. I n  the p i t c h  t e s t ,  50 p a i r s  

of tones  a r e  p r e s e n t e d  and t e s t e e s  must determine whether  the 

second tone  i s  h i g h e r  o r  l o w e r  t h a n  the  f i r s t .  The rhythm test  

comprises 30 p a i r s  of  rhythm p a t t e r n s  and testees must de te rmine  

whether t h e  two p a t t e r n s  i n  each  p a i r  a re  t h e  same o r  d i f f e r e n t .  

I n  the 30 p a i r s  o f .  t o n a l  sequences  which comprise t h e  t o n a l  

memory t e s t ,  one no te  is d i f f e r e n t  i n  the  two sequences  and 

s u b j e c t s  must i d e n t i f y  which n o t e  i t  i s  by number. 

The Q u e s t i o n n a i r e  on Musical  Background ( s e e  Appendix A )  

was developed i n  o r d e r  t o  g a t h e r  in format ion  about  p rev ious  

musical  expe r i ence  and o t h e r  g e n e r a l  informat ion.  An i tem-check 

q u e s t i o n n a i r e  was des igned  i n  o r d e r  t h a t  t h e  amount o f  w r i t i n g  

by t h e  respondent  be  minimal. The in format ion  ga the red  w a s  

used t o  c o n s t r u c t  a  r a t i n g  scale o f  musical  t r a i n i n g  'from ze ro  

t o  f i v e .  

R e l i a b i l i t y  and V a l i d i t y  o f  t h e  Ins t ruments  . 
When Vaughan f i r s t  developed h e r  musical  c r e a t i v i t y  t e s t  

i n  1971, Kuder-Richardson 20 i n t e r - j u d g e  r e l i a b i l i t y  c o - e f f i c i e n t s  

ranged from .67 t o  .79 on i n d i v i d u a l  i tems.  A v a l i d a t i o n  s tudy  

c a r r i e d  o u t  t h e  fo l lowing  y e a r  r e s u l t e d  i n  h i g h e r  r e l i a b i l i t y ,  

KR 20 c o e f f i c i e n t s  ranging  from - 7 8  t o  .88 on i n d i v i d u a l  i t ems  
C 

and from .83  t o  ..87 on i n d i v i d u a l  f a c t o r s .  A h i s togram showed 

how t h e  s c o r e s  were d i s t r i b u t e d  on a  curve wi th  r e s p e c t  t o  each  



4 1  

i tem and f a c t o r .  I t e m  4 and Synthesis  showed a s l i g h t  n e g a t i v e  

skew, and Fluency a  s l i g h t  p o s i t i v e  skew b u t  o t h e r w i s e  t h e  

curves were normal. The fo l lowing  t a b l e  shows f a c t o r  d i s c r e t e -  

ness and i n t e r -  judge r e l i a b i l i t i e s :  

TABLE I 

I n t e r c o r r e l a t i o n s  and R e l i a b i l i  t ies  on Musical  
C r e a t i v i t y  T e s t  F a c t o r s  ( a f t e r  Vaughan , 19 72 ) 

Fluency Rhythm I d e a t i o n  Syn thes i s  

Fluency (. 87) 

Rhythm .80 (. 83) 

I d e a t i o n  . 8oa . 7 4  (. 87) 

Syn thes i s  .83 .83 . 9 3  (. 84) 

Note: I n t e r -  judge r e l i a b i l i t i e s  a r e  on t h e  d i agona l .  

a  Table I1 i n  Vaughan's 1972 r e p o r t  i n c l u d e s  an  a p p a r e n t  typograph- 
i c a l  e r r o r .  The c o r r e l a t i o n  between f luency  and i d e a t i o n  w a s  
r e p o r t e d  as b o t h  .80 and .86. I have t aken  t h e  more c o n s e r v a t i v e  
va lue  a s  ev idence  of  f a c t o r  independence. 

I c a r r i e d  o u t  a  r e l i a b i l i t y  s tudy on the test  i n  January ,  

1979, u s i n g  a  class o f  15 grade e i g h t  s t u d e n t s  from a secondary 

schoo l  i n  Vancouver, B r i t i s h  Columbia. The t e s t  w a s  admin i s t e r ed  

i n d i v i d u a l l y  a t  t h e  beg inn ing  and end o f  a two week p e r i o d  and 

sco red  by f o u r  judges. The judges were n o t  informed as t o  t h e  

i d e n t i t y  o f  t h e  t a p e s  ( t e s t  o r  r e t e s t )  and t h e  s u b j e c t  o r d e r  

was d i f f e r e n t  from tes t  t o  r e t e s t .  

The t e s f i n g  s i t u a t i o n  was by no means i d e a l .  The t e s t i n g  

was c a r r i e d  o u t  d u r i n g  a  drama l e s son  which took p l a c e  on the 
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s t a g e  i n  t h e  audi tor ium.  Each s t u d e n t  was t e s t e d  i n  a room 

a t  t h e  back of  the s t a g e .  I t  was n o i s y ,  and dur ing  t h e  retest 

a  g u i t a r  c l a s s  could be  heard from t h e  band room. 

T e s t - r e t e s t  c o r r e l a t i o n  c o e f f i c i e n t s  f o r  each o f  t h e  

f i v e  f a c t o r s  a r e  r e p o r t e d  i n  Table I1 

TABLE I1 

T e s  t - R e t e s t  R e l i a b i l i t i e s  f o r  Vaughan 
Musical  C r e a t i v i t y  T e s t  (n=15) 

T o t a l  - 3 8  

Fluency -.03 

Rhythm .31  

I d e a t i o n  . 52  

Syn thes i s  . 5 4  

The c o r r e l a t i o n s  shown above s e e m  t o  i n d i c a t e  a  low 

r e l i a b i l i t y  r ega rd ing  t h e  s t a b i l i t y  of  t h e  t e s t .  A s t a b i l i t y  

c o e f f i c i e n t  i s  n o t  r e p o r t e d  by Vaughan, which seems t o  i n d i c a t e  

the test-retest r e l i a b i l i t y  was n o t  s tud ied .  

Cronbach's c o e f f i c i e n t  a lpha  was used t o  a s s e s s  t h e  i n t e r -  

judge r e l i a b i l i t y .  This  is  a  measure of  t h e  average c o r r e l a t i o n  

between a l l  p o s s i b l e  p a i r s  o f  judges ac ross  the  t o t a l  number 

of  s u b j e c t s  (n=15).  Sepa ra t e  a lphas  w e r e  c a l c u l a t e d  f o r  each 

f a c t o r  and f o r  t o t a l  on t e s t  and re tes t  sco res .  These a r e  

* 



shown in Table I11 below. While test-retest reliability seems 

rather low on these scales, the inter-judge reliability is 

adequate. Despite these low reliabilities, it was decided 

that the test be used, in the absence of any other suitable test. 

TABLE I11 

Inter-judge Reliabilities (~ronbach Alpha) on Musical 
Creativity Test Factors (n=15) 

- - 
X Test O( X Retest d 

SD SD 

Fluency 73.75 15.84 .95 77.81 9.98 .77 0.82 

Rhythm 60.93 15.54 .94 63.37 9.08 .77 1.08 

Ideation 54 13.56 .89 59.50 10.26 .81 2.29* 

Synthesis 50.19 11.68 .91 54.31 9.24 .77 1.70 

Total 237 45.32 .94 255.12 33.63 .83 1.71 

*p<. 05 

In order to eliminate any possibility of a significant main 

effect in the main study being due to practice rather than treat- 

ment, separate t tests comparing test and retest scores were 

carried out on each of the musical creativity test factors from 

the pilot sample. None of the t statistics were significant 

except on the factor of ideation. However, gains made from test 

to retest by three subjects were sufficiently large to account 

for the significant t. It was therefore concluded that, overall, 

the effect ~f practice is not significant. 

Reliability of Seashore's Measures of Musical Talent. Because 

this is a well established standardized test, its reliability 



and v a l i d i t y  h a s  been e s t a b l i s h e d .  The t e s t  manual r e p o r t s  

Kuder-Richardson 2 1 i n t e r n a l  cons i s tency  c o e f f i c i e n t s  f o r  

Grades 6-8 a s  - 8 4  f o r  P i t c h ,  .69 f o r  Rhythm and . 8 4  f o r  Tonal 

Memory. 

R e l i a b i l i t y  of  t h e  Q u e s t i o n n a i r e  on Musica l  Background and 

Tra in inq .  The q u e s t i o n n a i r e  was given t o  t h e  c l a s s  o f  15 grade 

8  s t u d e n t s  a t  t h e  beg inn ing  and end o f  t h e  two week pe r iod .  

There were no  changes from time one t o  t i m e  two and s o  it  was 

concluded t h a t  t h e  i n s t r u m e n t  was r e l i a b l e .  

The Experiment 

Both t h e  c o n t r o l  group and the  expe r imen ta l  group r ece ived  

t h r e e  one hour  p e r i o d s  o f  music a  week f o r  f o u r  weeks. The 

c o n t r o l  group was t a u g h t  by t h e  r e g u l a r  music t e a c h e r  and I 

t augh t  the expe r imen ta l  group. 

The C o n t r o l  Program. S ing ing  w a s  t h e  most impor t an t  a c t i v i t y  

b u t  t he  program a l s o  i n c l u d e d  a  s h o r t  music h i s t o r y  c o u r s e ,  

dur ing  which s t u d e n t s  l i s t e n e d  t o  recorded music. Theory of 

music w i th  emphasis  on s t a f f  n o t a t i o n  w a s  a l s o  inc luded .  During 

t h e  s i n g i n g  l e s s o n s ,  t h e  s t u d e n t s  sang from songbooks. The 

m a t e r i a l  w a s  v a r i e d  and inc luded  a  number of  folksongs.  Sometimes 

t h e  t e a c h e r  would i n s t r u c t  i n d i v i d u a l s  t o  come t o  t h e  p i a n o  

t o  s i n g  p a r t  o f  a song t o  t h e  r e s t  o f  t h e  c l a s s .  The q u a l i t y  o f  

t h e i r  term grade  depended t o  a l a r g e  e x t e n t  on these  i n d i v i d u a l  

performances. 
* 

The music h i s t o r y  coursebegan  wi th  a n c i e n t  C h r i s t i a n  chan t ,  

t r a c i n g  mus ic ' s  development through t o  t h e  p r e s e n t  day, though 



on ly  music up t o  t h e  classical  pe r iod  had been covered by the 

end of  t h e  f o u r  week pe r iod .  The t e a c h e r  t a l k e d  a t  l e n g t h  

about  each composer, t h e  p e r i o d  i n  which he  l i v e d  and the k i n d  

of  music t h a t  h e  wrote  and then  p layed  mus ica l  examples on 

record.  

Musical n o t a t i o n  w a s  t a u g h t  from t h e  b lackboard  and 

s t u d e n t s  were a s s igned  a page i n  t h e i r  songbooks t o  copy. The 

t e a c h e r  would then  check t h e  work f o r  copying mis takes .  A t  

no t i m e  w e r e  s t u d e n t s  i nvo lved  i n  d e c i s i o n  making. C r e a t i v e  

music a c t i v i t i e s  were n o t  p a r t  of  t h e  music program. S tuden t s  

were given w r i t t e n  tests p e r i o d i c a l l y  t o  determine how much 

they had l ea rned .  Q u e s t i o n s  were on e lementary  theory  and on 

t o p i c s  covered i n  t h e  music h i s t o r y  course .  

, The exper imenta l  program. The expe r imen ta l  group fol lowed 

t h e  MMCP S y n t h e ~ i s , , ~  a  cu r r i cu lum developed between 1965 and 

1 9 7 0  by a  group of  mus ic ians  a t  Manha t t anv i l l e  Col lege ,  N e w  York. 

Designed f o r  use i n  g rades  t h r e e  t o  twelve ,  t h e  cu r r i cu lum ' s  

main o b j e c t i v e  i s  t o  f o s t e r  c r e a t i v e  development through music. 

The p r o j e c t  i s  des igned  w i t h  t h e  assumption t h a t  "music is a 

medium which s e r v e s  man as a  b a s i s  o f  p e r c e p t u a l  e x p l o r a t i o n ,  

f r e e  of t h e  c o n s t r a i n t s  o f  v e r b a l  d e f i n i t i o n ,  s i n g u l a r  causes  

and e f f e c t s ,  and pre -orda ined  s t r u c t u r a l  assumptions,  11 4 

According t o  Thomas, music has  t h r e e  main c h a r a c t e r i s t i c s .  

The f i r s t  i s  t h a t  "music i s  an agent  f o r  the p r o j e c t i o n  and 

c l a r i f i c a t i o n  of  thought ,  "5 Secondly,  "music i s  a  con t inu ing  

a r t ,  always s e n s i t i v e  t o  and i n t e r p r e t i n g  t h e  p r e s e n t .  I t  i s  

n e i t h e r  a s t a t i c  medium n o r  a  completed monument of t h e  p a s t .  
I, 6 



The t h i r d  c h a r a c t e r i s t i c  i s  t h a t  music i s  "a  v e h i c l e  f o r  man 

i n  h i s  c o n s t a n t  s e a r c h  f o r  i n d i v i d u a l  c r e a t i v e  f u l f i l l m e n t .  It 7 

Since  t h e  i n t e n t i o n  o f  t h e  cur r icu lum i s  t o  develop mus- 

i c a l  behaviours  through c r e a t i v e  involvement,  i t  was neces sa ry ,  

i n  o r d e r  t o  i d e n t i f y  and d e f i n e  such behaviours ,  t o  examine 

t h e  r o l e s  of  music ians  and t h e  t y p e s  of behav iou r s  e x e r c i s e d  

by them. From t h e  f i r s t  c h a r a c t e r i s t i c  o f  music,  t h e  s t a t e m e n t  

was made t h a t :  

... t h e  mus ic ian  f u n c t i o n s  l a r g e l y  on t h e  b a s i s  o f  h i s  
a u r a l  s e n s i t i v i t y .  H e  h e a r s  and f i n d s  meaning i n  t h e  t h i n g s  
he h e a r s .  H e  is  n o t  dependent on v e r b a l  o r  w r i t t e n  
e x p l a n a t i o n s  o f  music i n  o r d e r  t o  make judgements o r  t o  
respond t o  mus ica l  s t i m u l i .  I t  is  a l s o  a p p a r e n t  t h a t  t h e  
mus ic ian  i s m o r e  than  a  r e c e p t o r ,  he i s  a producer .  H e  i s  
a c t i v e l y  engaged i n  t h e  c r e a t i o n  and i n t e r p r e t i v e  per-  
formance o f  music on a l e v e l  which t rans 'cends  o p e r a t i o n a l  
mechanics, on a l e v e l  of  p e r s o n a l  thought .  " *  
The i n f e r e n c e  can be  made from the  second c h a r a c t e r i s t i c  

of  music t h a t  mus ic ians ,  w i t h  r e g a r d  t o  their  c r e a t i v e  involvement,  

a r e  concerned w i t h  the music of today. Thomas s t a t e s  : 

. . . I t  must be  presumed t h a t  a  mus ic ian  i s  f a m i l i a r  
\ 

wi th  and p a r t i c i p a t e s  i n  t h e  musical  s cene  o f  t h e  l a t t e r  
h a l f  o f  t h e  t w e n t i e t h  cen tu ry .  This does  n o t  p rec lude  
t h e  unde r s t and ing  o f  o r  a p p r e c i a t i o n  f o r  t h e  music of  
o t h e r  t imes ,  b u t  it does frame the  c o n d i t i o n s  of h i s  
c r e a t i v e  involvement . .  . . . .By t h e  f a c t  t h a t  music i s  
a c o n t i n u i n g  a r t  and n o t  a s t a t i c  o r  completed s e t  of 
occu r rences ,  t h e  music ian i s  a c o n t r i b u t o r  t o  t h e  c o n t i n u a l  
development o f  mus ica l  t hough t  and p r a c t i c e .  I t  i s  h i s  
knowledge of  music and s o c i e t y  today t h a t  i n f l u e n c e s  the 
e x t e n t  and manner o f  h i s  c o n t r i b u t i o n .  9 

Two conc lus ions  r e g a r d i n g  the behaviour  of  t h e  music ian 

were drawn from t h e  t h i r d  c h a r a c t e r i s t i c  o f  music. They were 

a s  fo l lows:  
* 

. . . F i r s t ,  he  i s  a r i s k  t a k e r . .  . . H e  i s  n o t  a f r a i d  t o  
exp lo re  i d e a s  which have n o t  y e t  been documented o r  t heo r i zed .  
Second, t h e  musician has  a c r e a t i v e  imagina t ion .  He s e e s  
p a s t  t h e  commonplace and can t h i n k  beyond t h e  p r e s c r i b e d  



l i m i t s  of e s t a b l i s h e d  p r a c t i c e .  Of t en  he fo l lows  h i s  
i n t u i t i o n  t o  c r e a t e  new forms, new sounds,  new i n t e r p r e t -  
a t i o n s .  H e  i s  f a r  more a  d e v e l o  er  o f  thought  t han  a  
s u b s e r v i e n t  fo l lower  of s y s  terns. PO 
From the  above s t a t emen t s  it can be  seen  t h a t  the musician 

I 

i s  seen  a s  an involved  p a r t i c i p a n t  r a t h e r  than an obse rve r ,  

concerned wi th  knowing music r a t h e r  t han  knowing about  music. 

H i s  p e r sona l  need f o r  f u l f i l l m e n t  i s  s a t i s f i e d  through h i s  

a b i l i t y  t o  exp lo re  and c r e a t e  music. 

The o b j e c t i v e s  of  t he  MMCP are d i v i d e d  i n t o  f o u r  c a t e g o r i e s :  

c o g n i t i v e ,  a t t i t u d i n a l ,  s k i l l  and a e s t h e t i c  o b j e c t i v e s .  By 

u s i n g  a s p i r a l  of musical  concepts  c o n t a i n i n g  s i x t e e n  "cyc l e s "  

c o g n i t i v e  and s k i l l  o b j e c t i v e s  are developed.  A c y c l e  i s  

de f ined  a s  " a  l e v e l  of conceptua l  r e f inemen t  r e l a t e d  t o  t h e  

s p i r a l  curr iculum.  I t  d e s c r i b e s  one h o r i z o n t a l  p lane  of  

h i g h l y  r e l a t e d  c a t e g o r i e s  of mus ica l  concepts .  " I1  s p e c i f i c  

concep tua l  o b j e c t i v e s  a r e  l i s t e d  under t h e  headings  t imbre ,  

rhythm, p i t c h ,  dynamics and form. Accompanying each c y c l e  a r e  

some sugges ted  s k i l l s .  Thomas e x p l a i n e d  s k i l l  o b j e c t i v e s  i n  

r e l a t i o n  t o  t h e  o t h e r  a r eas .  H e  s t a t e s :  

I t  must be  emphasized t h a t  t h e  development of  s k i l l s  
i s  an o b j e c t i v e  of the  MMCP when t h e s e  s k i l l s  s e r v e  
t o  enhance,  expand, o r  b r i n g  c l a r i t y  t o  c o g n i t i v e ,  
a t t i t u d i n a l  and a e s t h e t i c  o b j e c t i v e s .  However, t h e  
development of  performance, n o t a t i o n a l  o r  a u r a l  s k i l l s  
i n  i s o l a t i o n  from these  o t h e r  goa l s  must be  cons idered  
an i r r e l e v a n t  exper ience .  11 12 

The t h r e e  c a t e g o r i e s  of s k i l l s  i n  o r d e r  of importance 

a r e  a u r a l ,  dex te rous  and t r a n s l a t i v e .  I n  the f i r s t  c a t ego ry  

can be  inc luded  t h e  i d e n t i f i c a t i o n  o f  p i t c h e s ,  d u r a t i o n s ,  t imbres  

and dynamic:. Memory i s  the  most impor t an t  f a c e t .  Dexterous 



s k i l l s  inc lude  those  needed f o r  vocal and ins t rumenta l  perform- 

ance and f o r  conduct ing,  while t r a n s l a t i v e  s k i l l s  inc lude  those 

needed f o r  the w r i t i n g  and i n t e r p r e t a t i o n  o f  no ta t ion .  

A t t i t u d i n a l  o b j e c t i v e s  form a very impor tant  p a r t  of  

the  MMCP a s  can be seen  from t h e  following s ta tement :  

.. . The f o s t e r i n g  of  p o s i t i v e  a t t i t u d e s  i s  c r u c i a l  
i f  pe r sona l  concern and involvement a r e  t o  be motivated 
i n t r i n s i c a l l y . .  . 
. . . I t  i s  t h e  o b j e c t i v e  of the  program t o  have t h e  

s t u d e n t  develop exci tement  about and confidence i n  h i s  
own c r e a t i v e  p o t e n t i a l ,  t o  be l i eve  i n  t h e  worth and 
v a l i d i t y  o f  h i s  own invent ive  and express ive  endeavours. 
The a t t i t u d e  of openness o f  mind, o f  r ecep t iveness  t o  
new s i t u a t i o n s ,  i s  a l s o  most d e s i r a b l e . .  . . .It i s  a l s o  
fundamental t h a t  t h e  program uncover and expand t h e  
i n d i v i d u a l ' s  sense  of i n q u i s i t i v e n e s s  and sense  o f  
personal  s e c u r i t y  i n  i n t u i t i v e  th inking .  13 

The development of a e s t h e t i c  s e n s i t i v i t y  i s  an important  

o b j e c t i v e  of t h e  MMCP. I t  i s  d i f f i c u l t  t o  de f ine  t h e  a e s t h e t i c  

o b j e c t i v e  e x a c t l y  b u t  it involves t h e  s p i r i t  and emotions of 

the i n d i v i d u a l .  Thomas s t a t e s  : 

... A e s t h e t i c  i n s i g h t  i s  a  condi t ion  which can 
e x i s t  on ly  from one ' s  personal  a f f i n i t y  t o  the  n a t u r e  
of t h e  a r t .  . . . . a e s t h e t i c  s e n s i t i v i t y  cannot be taught .  
I t  i s  r a t h e r ,  an i n t i m a t e  response t h a t  may grow from 
t h e  n a t u r e  of  pe r sona l  experience.  . . . .Aes the t i c  s e n s i t i v i t y  
can be  f o s t e r e d  by educat ional  s t r a t e g i e s  which demand 

13 a n a l y t i c a l ,  j u d i c i a l  and c r e a t i v e  th ink ing  .... 
These o b j e c t i v e s  must be  conceived i n  r e l a t i o n  t o  each 

o t h e r  j u s t  a s  t h e  musical  elements must i n t e r a c t  t o  form t h e  

t o t a l i t y  o f  musical  experience.  Throughout t h e  four  week per iod  

each s t r a t e g y  was designed wherever p o s s i b l e  t o  encourage 



t he  r e a l i z a t i o n  of t h e s e  ob jec t ives .  

The s t u d e n t s  worked i n  groups o f  four  o r  f i v e  us ing  a 

v a r i e t y  of Orff type instruments  and o t h e r  sound producing 

o b j e c t s  such a s  wind chimes, meta l  cha ins  and va r ious  types 

of homemade maracas. The f i r s t  two cyc les  from the  MMCP 

Synthes is  were used. The format o f  each pe r iod  was b a s i c a l l y  

t h e  same, beginning with a b r i e f  d i scuss ion  of the  compositional 

t a sk  t o  be presented ,  and followed by t h e  composing, r ehea r s ing  

and f i n a l l y  performing of the p i e c e  by each group. A l l  p i eces  

were taped f o r  immediate playback and eva lua t ion  by teacher  

and s t u d e n t s  together .  A more d e t a i l e d  d e s c r i p t i o n  of each 

lesson can be found i n  Appendix B. 

The MMCP has  been designed t o  opera te  most e f f e c t i v e l y  i n  

an environment where s tuden t s  a r e  given enough freedom t o  

th ink  and a c t  f o r  themselves. Classroom condi t ions  should 

allow s t u d e n t s  maximum o p p o r t u n i t i e s  t o  d iscover  t h e  language 

of music through c r e a t i v e  exp lo ra t ion .  Equipment, the  

phys ica l  arrangement of  the classroom, schedul ing ,  and the  r o l e  

of the  t eacher  a r e  a l l  important cons ide ra t ions .  The classroom 

used t o  conduct the  experiment allowed each group t o  work 

independently,  wi th  minimal d i s tu rbance  from the  o t h e r  groups. 

There were t h r e e  small  rooms o f f  the  back of the classroom, 

an a r e a  between t h e  classroom door and the  o u t e r  door, and 

another  smal l  room lead ing  o f f  the f r o n t  of the  classroom. 

Once the  assignment had been d iscussed ,  t h e  s tuden t s  were f r e e  

t o  use these, spaces t o  work on t h e i r  compositions.  The . 

t e a c h e r ' s  r o l e  then ceased t o  be t h a t  of  i n s t r u c t o r  and became 



t h a t  of guide and resource  person. 

During t h e  week fol lowing the  four  week program, a l l  

s tudents  i n  both  groups were administered the Vaughan Musical 

C r e a t i v i t y  T e s t  a s  a p o s t t e s t ,  Some d i f f i c u l t i e s  were encounter- 

ed i n  admin i s t e r ing  the t e s t .  Because i t  i s  an i n d i v i d u a l l y  

adminis tered t e s t ,  s e v e r a l  per iods  were r e q u i r e d  t o  complete 

t h e  t e s t i n g ,  thus  caus ing  so= inconvenience t o  the r e g u l a r  

music t eacher  who was concerned about t e s t i n g  s t u d e n t s  f o r  

r e p o r t  card  grades.  Diplomacy required and r e s u l t e d  i n  a 

room change f o r  the  t e s t i n g ,  involving s e v e r a l  s t u d e n t s  i n  each 

group. This ,  coupled wi th  t h e  ensuing f e e l i n g s  of p r e s s u r e  

which I experienced,  may have resul ted  i n  t h e  p o s t t e s t  be ing  

adminis tered i n  a l e s s  r e l axed  manner than t h e  p r e t e s t .  
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Chapter  4 

RESULTS AND DISCUSSION 

R e l i a b i l i t y  of Vaughan T e s t  . 

In t e r - judge  r e l i a b i l i t y  was e s t a b l i s h e d  f o r  t h e  dependent 

v a r i a b l e  by t h e  same method used i n  t h e  ear l ie r  r e l i a b i l i t y  

s tudy  d e s c r i b e d  i n  Chapte r  Three. Cronbach' s c o e f f i c i e n t  a l p h a s  

were c a l c u l a t e d  f o r  each  f a c t o r  and f o r  t o t a l  on p r e  and p o s t t e s t  

and a r e  r e p o r t e d  i n  Table  I V .  

TABLE I V  

I n t e r -  judge R e l i a b i l i t i e s  on Musical  
C r e a t i v i t y  T e s t  F a c t o r s  (n=40) 

- 

P r e t e s t  Pos ttes t 

Fluency 

Rhythm 

I d e a t i o n  

S y n t h e s i s  

T o t a l  

Comparabi l i ty  o f  the Groups on Apt i tude  Measures 

S e p a r a t e  t tests comparing t h e  two groups were c a r r i e d  o u t  

on each o f  t h e  t h r e e  mus ica l  a p t i t u d e  sub-sca les  ( p i t c h ,  rhythm, 

and t o n a l  memory) , and on t h e  mus ica l  t r a i n i n g  s c a l e .  None of 

t h e  t r a t i o s C w e r e  s i g n i f i c a n t  beyond the .05 l e v e l  and t h e r e f o r e  

it appears  t h a t  the two groups w e r e  s i m i l a r  w i t h  r ega rds  t o  



musical  a p t i t u d e  and mus ica l  t r a i n i n g .  

T e s t  o f  the Hypothesis  

I t  w a s  hypo thes i sed  t h a t  t h e  e x p e r i m e n t a l  t r e a t m e n t  

would r e s u l t  i n  g r e a t e r  ga ins  i n  m u s i c a l  c r e a t i v i t y  s c o r e s  

than  the  c o n t r o l  t r ea tmen t .  To t es t  t h i s  h y p o t h e s i s ,  s e p a r a t e  

2 x 2 (group x p r e  vs.  p o s t t e s t )  a n a l y s e s  o f  va r i ance  were 

c a r r i e d  o u t  on each o f  t h e  f i v e  dependent  v a r i a b l e s  : f l uency ,  

rhythmic s e c u r i t y ,  i d e a t i o n ,  s y n t h e s i s  and t o t a l .  Groups w a s  

a  between-sub j e c t  f a c t o r  and  re-Pos t w a s  a wi thin-sub ject 

f a c t o r .  The a n a l y s i s  o f  v a r i a n c e  r e v e a l e d  s t a t i s t i c a l l y  

s i g n i f i c a n t  main e f f e c t s  on a l l  f i v e  v a r i a b l e s .  From the a n a l y s i s  

o f  va r i ance  r e s u l t s ,  i t  can be  conc luded  t h a t  bo th  t h e  MMCP 

and the c o n t r o l  c u r r i c u l u m  produced e q u i v a l e n t ,  and s t a t i s t i c a l l y  

s i g n i f i c a n t  i n c r e a s e s  i n  mus ica l  c r e a t i v i t y  s c o r e s .  Fur thermore,  

t h e s e  d i f f e r e n c e s  w e r e  of e d u c a t i o n a l  s i g n i f i c a n c e  s i n c e  they  

averaged about  one s t a n d a r d  d e v i a t i o n  o f  growth ( a s  measured 

by p r e t e s t  s t a n d a r d  d e v i a t i o n s )  . S e p a r a t e  ANOVA summary t a b l e s  

f o r  the va r ious  dependent  v a r i a b l e s  t o g e t h e r  w i t h  means and 

s t a n d a r d  d e v i a t i o n s  are c o n t a i n e d  i n  Tab le s  V t o  X I V .  

I t  appeared tha t  t h e r e  were s i g n i f i c a n t  d i f f e r e n c e s  be  tween 

groups on t h e  p r e t e s t  mus i ca l  c r e a t i v i t y  s c o r e s .  I t  was 

assumed a t  t h e  commencement of t h e  s t u d y  that  t h e  two groups would 

b e  s i m i l a r  because of  the way i n  which they  were sampled. The 
* 

d i f f e r e n c e  between them must have occu r red  by chance s i n c e  

c l a s s e s  were randomly sampled and randomly ass igned  t o  t r ea tmen t s .  



Ana lys i s  

TABLE V 

of  Variance Summary Table  f o r  Fluency 

Source df Mean Square F  P 

Group 

Error  

T r i a l  

G r .  x Tr. 

E r ro r  

TABLE V I  

Means and S tanda rd  Deviat ions  f o r  Fluency 

P r e t e s t  Pos t t e s t  T o t a l  

~ ~ 

Experimental  

Cont ro l  

To ta l  



TABLE V I I  

A n a l y s i s  o f  V a r i a n c e  Summary T a b l e  f o r  Rhythmic S e c u r i t y  

Source  d f  Mean S q u a r e  

Group 1 612.34 4.86 - 0 5  

E r r o r  38 125.98 

T r i a l  1 1373.36 34.36 - 0 1  

G r .  x Tr .  1 3.86 1( 1 

E r r o r  38 40-08 

TABLE V I I I  

Means and S t a n d a r d  D e v i a t i o n s  f o r  Rhythmic S e c u r i t y  

P r e t e s t  Pos t tes t T o t a l  

E x p e r i m e n t a l  M 51.19 
SD 1 1 . 2 1  

C o n t r o l  M 45.21 
SD 9 .51  

Total 



TABLE I X  

A n a l y s i s  of V a r i a n c e  Summary T a b l e  f o r  I d e a t i o n  

I 

S o u r c e  df Mean S q u a r e  F P I 
G r o u p  1 2 4 4 . 5 8  4 .02  - 0 5  

E r r o r  3 8  6 0 . 8 7  

T r i  a1 1 1 6 7 6 . 8 1  2 9 . 4 9  . 0 1  

G r .  x T r .  1 

E r r o r  3 8  

TABLE X 

Means a n d  S t a n d a r d  D e v i a t i o n s  f o r  I d e a t i o n  

P r e t e s t  P o s  t tes  t T o t a l  

E x p e r i m e n t a l  M 3 5 . 3 3  
SD 5 .9  8  

C o n t r o l  M 3 2 . 4 7  
S D  8 . 8 1  

T o t a l  



TABLE X I  

A n a l y s i s  o f  V a r i a n c e  Summary T a b l e  f o r  S y n t h e s i s  

S o u r c e  d f Mean S q u a r e  F P 

Group 1 455.26 5.72 .05 

E r r o r  38 79.63 

T r i  a1 1 1975.05 55.97 .01  

G r .  x Tr.  1 20.05 < I  

E r r o r  38 35.29 

, 

TABLE XI1 

Means and  S t a n d a r d  D e v i a t i o n s  f o r  S y n t h e s i s  

- 

P r e t e s t  Pos t t es  t T o t a l  

E x p e r i m e n t a l  M 35.14 
SD 7.30 

C o n t r o l  M 31.37 
SD 8.33 

T o t a l  



A n a l y s i s  

TABLE XI11 

of V a r i a n c e  Summary T a l e  f o r  T o t a l  

S o u r c e  df Mean S q u a r e  F P 

G r o u p  

E r r o r  

T r i a l  

G r .  x T r .  

E r r o r  

Means and 

TABLE X I V  

S t a n d a r d  D e v i a t i o n s  for  T o t a l  

P r e t e s t  P o s  t t e s t  T o t a l  

E x p e r i m e n t a l  M 
SD 

C o n t r o l  

T o t a l  



I n t e r c o r r e l a t i o n s  among Var iab les  59 

O f  secondary i n t e r e s t  t o  t h e  s t u d y  w a s  the r e l a t i o n s h i p  

between t h e  v a r i a b l e s  musical  c r e a t i v i t y ,  mus ica l  a p t i t u d e  and 

musical  t r a i n i n g .  N e i t h e r  musical  c r e a t i v i t y  no r  musical  

a p t i t u d e  were s i g n i f i c a n t l y  c o r r e l a t e d  w i t h  musical  t r a i n i n g .  

However, t h e r e  w e r e  s i g n i f i c a n ' t  c o r r e l a t i o n s  between musical  

c r e a t i v i t y  s c o r e s  (bo th  p r e  and p o s t )  and P i t c h  and Tonal 

Memory s c o r e s  on t h e  Musical Ap t i t ude  T e s t .  Table XV shows 

t h e  c o r r e l a t i o n s  f o r  b o t h  the  c o n t r o l  and exper imenta l  group 

between musical  c r e a t i v i t y  p re  and p o s t  t o t a l  s c o r e s  and 

mus ica l  a p t i t u d e  P i t c h  and Tonal Memory s c o r e s .  

TABLE XV 

Pearson C o r r e l a t i o n  C o e f f i c i e n t s  on Vaughan 
Musical  C r e a t i v i t y  T e s t  T o t a l  Scores  and 

Seashore ' s  Measures o f  Musical  Ta l en t s  
, P i t c h  and Tonal Memory Sco res  

Vaughan Pre  t o t a l  Pos t t o t a l  

Cont ro l  Exp. Cont ro l  Exp . 
n  = 19 n = 2 1  n = 1 9  n = 2 1  

Musical  Apt i tude  

P i t c h  .41* -06 .08 .42* 

Tonal Memory .55* .18 .16 .53** 

*p<. 05 

**p<. 01  

I n t e r e s t i n g  though t h e s e  f i n d i n g s  may b e ,  the des ign  of 

t h e  s t u d y  pe rmi t s  on ly  s p e c u l a t i v e  d i s c u s s i o n  a t  t h i s  p o i n t .  

I n  t h e  c o n t r o l  group, mus ica l  a p t i t u d e  and musical  c r e a t i v i t y  

were s i g n i f i o a n t l y  c o r r e l a t e d  a t  t h e  beg inn ing  of t h e  exper iment  



b u t  a f t e r  t h e  t r e a t m e n t  they were no l o n g e r  s i g n i f i c a n t l y  

c o r r e l a t e d .  I n  t h e  exper imenta l  group,  t h e  r e v e r s e  happened,  

t h e r e  be ing  no  s i g n i f i c a n t  c o r r e l a t i o n  between mus ica l  c r e a t i v i t y  

and musical  a p t i t u d e  b e f o r e  the t r e a t m e n t  b u t  a s i g n i f i c a n t  

c o r r e l a t i o n  b e i n g  a p p a r e n t  a f t e r  t h e  t r e a t m e n t .  I n  view o f  

t he  f a c t  t h a t  t h e  groups d i f f e r e d  on t h e  mus ica l  c r e a t i v i t y  pre-  

tes t  by khance, it i s  a l s o  l i k e l y  t h a t  t h e s e  c o r r e l a t i o n s  were 

chance occu r rences .  However, one might  s p e c u l a t e  t h a t  f o r  

those  s t u d e n t s  w i t h  a reasonably h igh  mus ica l  a p t i t u d e ,  t h e  

exper imenta l  t r e a t m e n t  enabled t h e i r  i n h e r e n t  mus ica l  c r e a t i v i t y  

t o  develop t o  the f u l l .  

These c o r r e l a t i o n s  between t h e  two types  o f  m u s i c a l i t y  are 

h i g h e r  than the ones found by Vaughan. The h i g h e s t  c o r r e l a t i o n  

between any f a c t o r  on h e r  t e s t  and on B e n t l e y ' s  Measures o f  - 
Musical  A b i l i t i e s  w a s  . 3 6  and t h a t  w a s  between the f a c t o r s  o f  

rhythm. Oddly enough, t h e  Seashore t e s t  f o r  rhythm was n o t  

s i g n i f i c a n t l y  c o r r e l a t e d  wi th  any o f  t h e  mus ica l  c r e a t i v i t y  

f a c t o r s .  

I t  would b e  i n t e r e s t i n g  t o  des ign  a s tudy  which t e s t e d  

f o r  p o s s i b l e  i n t e r a c t i o n  o f  musical  a p t i t u d e  and t r ea tmen t ,  

b u t  i n  t h e  absence of  such a  s t u d y ,  f u r t h e r  d i s c u s s i o n  a t  t h i s  

time would seem unmeri ted.  

Conclusion 

I t  was h y p o t h e s i s e d  t h a t  t h e r e  would b e  g r e a t e r  development 
* 

of  musical  c r e a t i v i t y  i n  a c l a s s  o f  Grade E i g h t  s t u d e n t s  p a r t -  



icipating in the MMCP than in a similar class following the 

regular general music program. This hypothesis was not 

supported. Both groups improved equally over time, there 

being no significant gains between qroups. It is therefore 

concluded that both treatments are equally effective in the 

development of musical creativity. 

The problem of how to measure creativity, and in particu- 

lar, musical creativity, remains for me, largely unsolved. 

Vaughan's test was found in this study to have a low stability 

coefficient. A larger reliability study with a large sample 

from a variety of grade levels needs to be undertaken to deter- 

mine whether any stability of performance is possible using 

these test items and factors. 

Vaughan , strongly emphasized in her test instructions the 

importance of establishing a testing environment in which 

students feel psychologically safe and free from the tensions 

normally associated with test situations. Despite every effort 

made to meet these conditions, the nature of the test neverthe- 

less required students to perform the five test tasks individ- 

ually, thus placing them in an altered environment. 

It is suggested that the test is biased in favour of the 

control methodology. Students in the control group had become 

accustomed to test situations and a teacher centred program. 

It is probable that most students in both groups had only exper- 

ienced music as a recreative art during the seven years of music 

education. ,Opportunities for musical learning through personal 



discovery and self evaluation, if provided at all, would almost 

certainly have been minimal. At the time of posttesting, stu- 

dents in the experimental program had been operating for four 

weeks in a classroom environment which offered them the opportu- 

nity to make musical decisions freely and in a non-competitive 

way. After growing acclimatized to this new environment they 

were once again subjected to the testing situation. This altered 

environment may well have adversely affected their scores on the 

posttest. 

Because of this possible bias towards the control group, 

the fact that the significant increase in scores of the experi- 

mental group equalled that of the control qroup cannot be lightly 

dismissed. It would seem to be more of an achievement than the 

study would reveal at first glance. However, it should also be 

noted that the experimental group had had considerable opportunity 

to develop dexterity on the classroom instruments used in the test 

whereas the control group had had no opportunity. 

The question of quantitative versus qualitative research is 

an interesting one. Perhaps the role of quantitative research 

in the area of musical creativity should be explored further. 

During the experiment most students were behaving creatively in 

that they were engaged in the act of musical composition. A study 

which allowed for assessment of musical creativity within the MMCP 

by objective observers might be more appropriate. It is recomrnen- 

ded that this type of qualitative research be undertaken in order 

to further the study of musical creativity. 



APPENDIX A 

QUESTIONNAIRE. GENERAL INFORMATION AND MUSICAL BACKGROUND 

Name .............. Age i n  y e a r s  and months ............. 

Country o f  b i r t h . .  ......... Number of y e a r s  you have l i v e d  
i n  Canada............ 

Have you e v e r  belonged t o  a s c h o o l  music o r g a n i z a t i o n ?  (band, 
c h o i r ,  r e c o r d e r  group, etc. ) 

Check one o f  t h e  boxes Y e s o  NO 0 

I f  you answered ' Y e s '  t o  t h e  l a s t  ques t ion ,  p l e a s e  answer 
q u e s t i o n  2. 

2. Did you be long  t o  t h e  s c h o o l  music o r g a n i z a t i o n  f o r  

Check - one of  t h e  boxes. n o t  more than  1 y e a r  0 
n o t  more than  2 y e a r s  0 
n o t  more than  3 y e a r s  0 
more than 3 y e a r s  0 

3 .  Have you e v e r  taken p r i v a t e  l e s sons  on a mus ica l  i n t s t r u m e n t ?  

Check - one of  t h e  boxes Y e s r j  N o 0  

I f  your  answer w a s  ' Y e s '  p l e a s e  answer t he  n e x t  ques t ion .  

4.  How long have you s t u d i e d ?  

Check one o f  t h e  boxes. - n o t  more than  a y e a r  (1 
n o t  more than  2 y e a r s  0 
n o t  more than  3 y e a r s  a 
n o t  more than  4 y e a r s .  a 
longer than  4 y e a r s  I3 



APPENDIX B 

LESSON NOTES FOR THE EXPERIMENTAL PROGRAM 

Lesson I 

I n t r o d u c t i o n ,  Expla in  b r i e f l y  about  the  program and t h e  format  
each l e s s o n  w i l l  t ake .  

Talk about  music s c r a p  book. Explain  t h a t  it can be  worked 
on du r ing  any s p a r e  t i m e  w h i l e  wa i t i ng  f o r  o t h e r  groups t o  
f i n i s h  ass ignments  etc. 

Talk about  t h e  s e n s e s  w e  use  i n  o r d e r  t o  p e r c e i v e  t h e  world  
around us. L i s t  t h e  s e n s e s  on t h e  board. Ask them t o  w r i t e  
a l i s t  of e v e r y t h i n g  they  p e r c e i v e  wi th in  a two minute 
per iod.  

Give each s t u d e n t  3 peanu t s  ( u n s h e l l e d ) .  Ask them t o  examine 
them c l o s e l y  u s i n g  a l l  t h e i r  s e n s e s  bu t  i n  p a r t i c u l a r  t h e  
sense  of  touch.  Divide class i n t o  four groups. Give each  group 
a paper  bag  and ask them t o  p i c k  one peanut and p u t  it i n  - 
t h e  bag - o b j e c t  i s  t o  r e t r i e v e  t h e i r  own peanu t  from t h e  bag  
by f e e l i n g  it. 

Ask s t u d e n t s  t o  name i n s t r u m e n t s  set  out  a t  t h e  f r o n t  o f  t h e  
c l a s s  - c l a s s i f y  i n t o  p i t c h e d  and non p i t c h e d  ( o r a l l y ) .  Ask 
s t u d e n t s  t o  form a circle - d i s t r i b u t e  non p i t c h e d  in s t rumen t s  
and ask  them t o  make a ve ry  s o f t  sound on t h e i r  i n s t r u m e n t  when 
they r e c e i v e  a g iven  s i g n a l  - demonstrate s i g n a l .  

Talk about  t imbre .  How many d i f f e r e n t  t imbres  are t h e r e  i n  
group? In t roduce  metal lophone and glock. How a r e  t h e s e  
sounds d i f f e r e n t  from t h e  o t h e r s ?  Ask  s t u d e n t  t o  become a 
conductor  - must make it clear t o  c l a s s  what s i g n a l s  w i l l  be 
used. Sounds must always be  s o f t  - give s e v e r a l  d i f f e r e n t  
s t u d e n t s  t h e  o p p o r t u n i t y  t o  become a conductor. 

Record t h e i r  e f f o r t s  and p l a y  them back - d i s c u s s .  Divide 
s t u d e n t s  i n t o  groups f o r  n e x t  l e s s o n  - ask them t o  b r i n g  a s m a l l  
sound making o b j e c t  t o  n e x t  l e s s o n  e .  g. comb, rubber  band, 
cardboard tube  etc.  

Lesson 2 

Recap. on tirpbre - what  does  i t  mean? In t roduce  i t a l i a n  terms 
f o r  s o f t  ( p ) .  t a l k  abou t  form i n  music - t h e  o v e r a l l  p l a n ,  
o r d e r i n g  o f  e v e n t s  etc. 



Ask each s t u d e n t  t o  make 3 d i f f e r e n t  sounds u s i n g  t h e i r  sound 
making o b j e c t  - those  who f o r g e t  may f i n d  an o b j e c t  i n  the 
room o r  use  a s m a l l  non-pitched pe rcuss ion  ins t rument .  

Remind them o f  t h e i r  groups. Each group must choose a conductor  
and then  make a p i e c e  u s i n g  t h e  sound making o b j e c t s  - l eng th  
30 secs. - use  s i n g l e  s o f t  sounds and combined sounds - a i m  
f o r  c o n t r a s t i n g  co lour .  Organize o rde r  o f  e v e n t s  - group 
t o g e t h e r  must dec ide  upon v a r i o u s  s i g n s  - l r )  mins. t o  do this. 

Have each group perform - r eco rd  - playback and d i s c u s s  and 
e v a l u a t e  each group - how many d i f f e r e n t  k i n d s  o f  sounds were 
used i n  your  group. Could t h e  d i f f e r e n t  sounds be  p u t  i n t o  
c a t e g o r i e s ?  W a s  t h e r e  good use  of p? Did t h e  p i e c e  hang 
t o g e t h e r  s a t i s f a c t o r i l y ?  

I f  t i m e  p l a y  "Cons t ruc t ion  i n  Metal"  by John Cage - t a l k  about 
shape and p l an .  

Lesson 3 

Warm up - c l a s s  works i n  circle, each w i t h  an ins t rument .  Talk 
about  importance of s i l e n c e  i n  music - i n t r o d u c e  I t a l i a n  
terms mf and f .  L e t  two o r  t h r e e  s t u d e n t s  t r y  conduct ing,  
e n s u r i n g  t h a t  va r ious  s i g n s  t o  be  used have been decided 
upon beforehand.  

C la s s  d i v i d e s  i n t o  groups t o  work on a composi t ion us ing  
f ,  mf, p ,  s i n g l e  and combined sounds - p i e c e  must c o n t a i n  5 
complete s i l e n c e s  - ending  must be same as beg inn ing  - n o t  more 
than one minute long. 

Each group performs composi t ion and it i s  recorded.  Eva lua t ion  
and d i s c u s s i o n  fol lows.  

Comments - d i d n ' t  f i n i s h  r e c o r d i n g  groups 4 and 5. 

Lesson 4 

Record remaining two groups - playback and e v a l u a t i o n .  

Return t o  p l a c e s  - d i s c u s s i o n  of  m a t e r i a l  covered s o  f a r  - 
t imbre ,  c o l o u r  - words t o  d e s c r i b e  c e r t a i n  c o l o u r s  - dynamics 
f ,  mf and p. form - the o v e r a l l  a u r a l  p l a n .  In t roduce  c r e s c .  
and mp. Talk about  rhythm - p u l s e  and tempo. 

Each member of  t h e  c lass  must t h i n k  of an unusua l  voca l  sound. 
Remainder of, l e s s o n  taken  from MMCP S y n t h e s i s  P. 45.  

N.B.  t hey  d i d n ' t  f i n i s h  p i e c e s .  



Lesson 5 

S t r a i g h t  i n t o  groups t o  f i n i s h  p i eces ,  Remind t h e m  t h a t  t hey  
should  be  c o n s i d e r i n g  p u l s e  and tempo as w e l l  as dynamics. 

Record f o r  immediate playback and e v a l u a t i o n .  How would you 
d e s c r i b e  t h e  motion - s low,  medium, f a s t ?  Could you h e a r  
a  s t eady  b e a t  o r  p u l s e ?  

Play " F l i g h t  o f  t h e  Bumblebeen by Rimsky-Korsakov and d i s c u s s  
p u l s e  and tempo. 

Talk about  s c o r e s .  Show a  v a r i e t y  o f  s c o r e s  e.g. George S e l f ,  
Br ian Dennis, Scha fe r .  Draw o t h e r  examples on board  - t a l k  
about  i n v e n t i n g  o t h e r  k i n d s  o f  symbols. Conclude by t e l l i n g  
class t h a t  n e x t  p e r i o d  they  w i l l  be asked t o  c r e a t e  a  
composit ion and make a s c o r e  f o r  it. 

Lesson 6 

Use a  sample s t r a t e g y  f o r  c y c l e  2 ,  p. 4 8  i n  MMCP Syn thes i s .  

NB d i d n ' t  f i n i s h  r e c o r d i n g  a l l  groups - 1 and 2 n e x t  pe r iod .  

Lesson 7 

Record Thursday 's  work (1 & 2)  - playback a l l  and e v a l u a t e  
t oge the r .  

Ask c l a s s  t o  w r i t e  t h e  f i v e  musical  parameters  i n  t h e i r  books 
a s  column headings .  L i s t  e v e r y t h i n g  covered under a p p r o p r i a t e  
heading - t h i s  w i l l  b e  a review. 

D i s t r i b u t e  a l l  p i t c h e d  in s t rumen t s  - a s k  s t u d e n t s  t o  f i n d  
lowes t  F and t o  p l a y  i t  - e s t a b l i s h  a p u l s e  - use metronome - 
ask s t u d e n t s  t o  c o u n t  o u t  loud  - t r y  d i f f e r e n t  metres - i n t r o -  
duce n o t e  v a l u e s  f o r  1, 2  and 4 b e a t s .  Wri te  s imple  rhythms 
on board and ask class t o  p l a y  them on F. In t roduce  rests. 
Demonstrate how t o  create a composit ion u s i n g  the  p i t c h  I?. 
Consider a l l  parameters .  

Ask s t u d e n t s  t o  d i v i d e  i n t o  groups - each member shou ld  p r a c t i s e  
be ing  a  conduc tor ,  composing an i n t e r e s t i n g  p i e c e  u s i n g  t h e  
p i t c h  F  ( l owes t  on i n s t r u m e n t ) ,  

There probably w o n ' t  be t i m e  t o  r eco rd  these .  



Lesson 8 

Give o u t  p i t c h e d  ins t ruments .  Teach FGA and F octave .  I n t r o -  
duce s t a f f  n o t a t i o n .  W r i t e  n o t e s  of t r e b l e  c l e f  on board 
(one oc t ave )  , P o i n t  o u t  FGA. Divide class i n  h a l f  - one h a l f  

w i l l  p l a y  an o s t i n a t o  F G A G F G A G. Ask a s t u d e n t  t o  
e s t a b l i s h  t h e  pu l se .  Each sound w i l l  b e  concur ren t  w i th  p u l s e  - 
second h a l f  o f  c l a s s  w i l l  p lay  oc tave  F once eve ry  4 b e a t s .  
Discuss  os  t i n a t o  and combining rhythm p a t t e r n s .  

Two h a l v e s  o f  class change over .  This t i m e  t h e  F can be  
p layed  every  3 b e a t s  and every  2. Go o v e r  n o t e  v a l u e s  f o r  
1, 2, 3 and 4 b e a t s .  

Divide i n t o  groups.  Crea t e  a composi t ion u s i n g  F G A and F 
oc t ave .  U s e  any o r  a l l  o f  t h e  n o t e  va lues  l e a r n e d  s o  f a r .  
U s e  sounds and rests which correspond w i t h  t h e  p u l s e  o r  a r e  
l o n g e r  than  t h e  pu l se .  Use a t  leas t  1 r e p e a t e d  p a t t e r n  - 
dynamics p ,  mp, mf, f c r e s c .  and desc re sc .  - l e n g t h  4 5  s e c s .  

Record f o r  immediate playback.  Eva lua t ion  and d i s c u s s  ion.  
How many p a t t e r n s  w e r e  t h e r e ?  How many n o t e  va lues?  Were 
t h e r e  r e s t s ?  How d i d  they  c o n t r i b u t e  t o  t h e  e f f e c t i v e n e s s  of  
t h e  p i e c e ?  Discuss  timbre. Were t h e r e  c o n t r a s t s ?  

N.B.  None o • ’  t h e  groups f i n i s h e d .  

Lesson 9 

A l l o w  10 minutes  t o  r e h e a r s e  p i e c e s  from l a s t  p e r i o d  ( 1 6  mins. 
i n  a l l )  

Record and e v a l u a t e .  (see l e s s o n  8 ) .  

How many groups have completed s c o r e s ?  N.B .  S tuden t s  seem t o  
be  hav ing  problems w i t h  s c o r e s  s o  a d i s c u s s i o n  and p o s s i b l y  
group o r  c l a s s  p a r t i c i p a t i o n  i n  making a s c o r e  might be  worthwhile 
Choose one o f  t h e  t aped  composi t ions  ( p r e f e r a b l y  one which meets 
t h e  requi rements  o f  t h e  ass ignment )  . Make a s c o r e  on t h e  
board u s i n g  s u g g e s t i o n s  from class, 

Free  t ime f o r  music scrapbooks.  

Lesson 10 

Review o r a l l y  concepts  covered  (10 mins. 1 
* 



T e l l  t h e  class t h a t  t hey  are going t o  compose a composi t ion 
toge the r .  The s e t t i n g  i s  an o l d ,  empty house. Ask them what 
k inds  o f  sounds they  might  hear  i n  t h e  house. L i s t  on board  
e.g.  c r eak ing  door ,  m i c e ,  b a t s ,  f o o t s t e p s .  How cou ld  w e  
i l l u s t r a t e  these u s i n g  o u r  a v a i l a b l e  sounds? How can w e  use  
t h e  e lements  o f  music t o  c r e a t e  t e n s i o n ,  suspense ,  f e a r ,  r e l i e f ?  
Timbre - c o n t r a s t i n g  c o l o u r s  -' c o l o u r s  used s imu l t aneous ly  
which are similar 
Dynamics - p mp mf f cresc. decresc .  
Rhythm - s t e a d y  p u l s e  e.g.  h e a r t b e a t ,  b r e a t h i n g ,  t a p  d r i p p i n g  - 
c r e a t e s  t e n s i o n .  
S i l e n c e  - creates t e n s i o n  and r e l a x a t i o n .  Discuss .  
P i t ch  - extremes - h i g h s ,  lows - o r  r epea t ed  p i t c h e s  t o  c r e a t e  
t ens ion .  
U s e  of vo i ces  - e. g. c a c k l i n g  l a u g h t e r ,  cries, moans, owls ,  
s i g h s ,  screams. 
Form - r e p e t i t i o n ,  rondo o r  t e r n a r y  etc. 

The o r d e r  o f  e v e n t s  w i l l  be  determined by class. This  w i l l  
probably t a k e  t h e  rest  o f  the ,per iod.  

Lesson 11 

D i s t r i b u t e  i n s t r u m e n t s .  S t a r t  r i g h t  i n  w i t h  "A F r i g h t e n i n g  
Experience" ( t i t l e  was decided on by c l a s s )  - hand o u t  d u p l i c a t e d  
s h e e t  of  e v e n t s  - dec ide  who i s  doing what. Ask a  s t u d e n t  t o  
be  a conductor .  Demonstrate i f  necessary .  Ask 2 o r  3 s t u d e n t s  
t o  be conductors .  Record p i ece  each t i m e ,  I t  w i l l  b e  s l i g h t l y  
d i f f e r e n t  each  t i m e .  Discuss  t h i s .  

I n d i v i d u a l  ass ignment .  Compose a melody us ing  F G A and oc t ave  
F. Length o f  p i e c e  w i l l  be  25  secs. approx. You can d i v i d e  
it i n t o  b locks  o f  1 sec. o r  5 secs. I n d i c a t e  i n  t h e  b locks  
which n o t e s  w i l l  be p l ayed ,  how fas t ,  a t  what volume, Think 
about t h e  form. How w i l l  r e p e t i t i o n  be used t o  good e f f e c t ?  
Discuss t h e  ass ignment  f u l l y .  D r a w  a sample s c o r e  on board.  
Pass around S c h a f e r ' s  'Ep i taph  f o r  Moonlight '  , S e l f ' s  ' N e w  
Sounds i n  C la s s  ' , Dennis ' s  'Exper imental  Music i n  Schools '  . 
P a r t  B o f  ass ignment  w i l l  be  t o  make up a rhythm p a t t e r n  u s ing  
no te  va lues  and rests covered i n  class, This  must be  w r i t t e n  
down a l s o ,  s o  t h a t  it can be performed by ano the r  s t u d e n t .  

They can beg in  t h e i r  ass ignments  t h i s  p e r i o d  a s  n e x t  p e r i o d  i s  
tomorrow s o  t i m e  l a g  w i l l  be  minimal. 

N.B.  Except f o r  2 peop le ,  t h e  c l a s s  p r e f e r r e d  t o  work i n  p a i r s .  



Lesson 12 

Continue from yes te rday .  Remind class t o  f i n i s h  Music Scrap 
Books. Allow enough t i m e  t o  record,  d i s c u s s  and e v a l u a t e  
ass ignments .  

Comment Everyone performed t h e i r  composi t ions  b u t  w e  were 
unable  t o  t a p e  them because t h e  tape r e c o r d e r  w a s n ' t  working 
p rope r ly .  

The t ime gap between p e r i o d s  w a s  a d e f i n i t e  d i sadvantage .  On 
t h e  occas ions  when work w a s  n o t  completed i n  one p e r i o d ,  by 
the t i m e  t h e  n e x t  p e r i o d  came around,  some s t u d e n t s  had 
f o r g o t t e n  what t hey  had been doing and took a l o n g  t i m e  t o  g e t  
o rgan ized .  However, t h e  enthusiasm which most o f  t h e m  showed 
f o r  t h e i r  work w a s  r e f r e s h i n g  t o  expe r i ence .  

A F r i g h t e n i n g  Exper ience 

Complete s i l e n c e  
Brea th ing  
S i l e n c e  
R u s t l i n g  sounds (squeezy b o t t l e s )  
Melodica chords f o r  wind 
S i l e n c e  
Dr ipp ing  wa te r  ( c l a v e s )  
Ghosts (g locks )  
S i l e n c e  
Cobwebs ( s m a l l  g locks )  
Bats  ( f e e t  s tamping)  
S i l e n c e  
Foo t s t eps  (maracas) 
O w l  (sound made by g i r l )  
R a t s  ( s c r a t c h i n g  on tambourines)  
Cobwebs ( s m a l l  g locks )  
Thunder (drums) 
Laughter  ( a l l )  
S i l e n c e  
Piano,  s o f t  sounds 
S i l e n c e  
Cobwebs (xylophones ) 
Br icks  f a l l i n g  (wood b lock )  
Ghosts ( au toha rps  and xylos  ) 
Midnight chimes (metal lophone)  
S i l e n c e  
Cobwebs ( au toha rps )  
Wind (melodica)  
Dr ipp ing  ( c l a v e s )  
Chains r a t t l i n g  
P iano  ( l o u d  sounds)  
Scream 
S i l e n c e  
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