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INTRODUCTION

Building on the Principles of Teaching and Learning developed in SongWorks 1: Singing
in the Education of Children (1997), this book focuses on music study for children. From
the foundational Principles for Teaching and Learning Music to the Mini Lessons for
leading children through the study of music, SongWorks 2: Singing from Sound to Symbol
offers general overviews and specific ways to teach elements of rhythm, melody, and
structure that lead to reading, writing, and understanding music.

Several unique features of SongWorks 2 are worth noting here. First, musical ele-
ments are experienced, studied, and notated within a musical context—almost always a
song. Care is taken to maintain musicality in performance of even short tonal, rhyth-
mic, or structural patterns. Second, the sequence for proceeding from singing to sym-
bolizing musical sound is quite different from widely accepted practices. The emphasis
in SongWorks 2 is squarely on developing a responsiveness to musical sound through fo-
cused listening experiences. Of the hundreds of songs that could be appropriate for sit-
uating these study strategies, the study songs used here have been selected for the
richness of their musical content and for their roots in the folksong traditions of the
North America. These study songs, then, provide the context and the content for pro-
gressing from sound to symbol:

Students with little or no prior knowledge notate whole songs, attending to flow
(mapping) and individual sounds (dotting).

Rhythm, rather than beat, is the initial focus for performance of music through
movement.

Tonal patterns for initial study are DO-centered (Ml RE DO; SO, DO; SO, LA, DO;
SO FA MI RE DO) as are the majority of folksongs from the oral traditions of
North America.

Throughout the song study process, the teacher is coached to consider the princi-
ples and practices of both SongWorks? books that shape the quality of interac-
tion between teacher and students and the quality of the musical experience
for students.

Third, over 75 Mini Lessons offer specific and general ways to accomplish the prin-
ciples set forth in both SongWorks 1 and SongWorks 2 and the voluntary National Stan-
dards for Music Education. The Mini Lessons assist teachers in leading students through
a flexible sequence of song study and provide short lesson segments that can be com-
bined with additional musical materials and activities for complete lesson plans.

Because we have worked for over 25 years with the principles and practices detailed
here and have seen the satisfying results of approaching music education in this way, we
wrote SongWorks 2. Our vision is that teachers and children may experience the vitality
possible as the beauties of music and the mysteries of music notation are unfolded in an
environment of mutual respect and musical sensitivity.

xi
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STUDYING MUSIC

Why Do We Value Music?

All of us have experienced the power of music. Though we may not be able to
explain or understand what that power is, music has the ability to transform us, at
least for a moment, whether we are alone or with others.

¢ Do you recall a time when music brought an emotion to you that you were

not already experiencing?

Do you recall an event at which music set the tone and united the people?

4 Has there been a private time when you chose music that would create

within you a specific mood or reaction?

Are there some types of music that consistently bring you joy?

¢ s there a piece of music that has such strong negative connotations that you
avoid it?

¢ Would you say that music creates more positive than negative reactions
within you?

¢  What would you miss if you were never to hear music again?

<*

<&

The function, and consequently the value, of music can be categorized in
several ways: emotional expression, aesthetic enjoyment, entertainment,
communication, symbolic representation, physical response, enforcing
conformity to social norms, validation of social institutions and religious rituals,
contributions to the continuity and stability of culture, and contributions to the
integration of society (Merriam 1964). From another perspective, music’s value
can be seen from the social, cognitive, and affective dimensions of our thinking
and learning.

With all the pleasures that music brings, perhaps none is more poignant than
seeing it build a bridge, between individuals and among groups, when no words
are needed. Watching music inspire a handicapped child to speak, sing, or move,
sensing the joy and commitment of a bride and groom as they listen to their
wedding music, or grasping the significance of a musical performance by an
ensemble comprised of youth from antagonistic countries shows music as a
language - a connection and communication — with a message that is beyond
words.
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WAYS TO VALUE MUSIC

Social

Music provides connections between people, identifies people within a social
framework, and coordinates social function. Through these connections, music fosters a
sense of community among groups of people.

Cognitive

Music reflects the potential of human thought. It provides pure symbolic form to
develop and practice skills in listening, analysis, assimilation, abstraction, and in
general, disciplined thinking and attending. Music is a form of intelligence and non-
verbal knowledge.

Affective

Music provides ambiance for times alone and with others. It can tap into our deepest
emotions and extend our range of feelings. No words are needed to experience these
feelings and sensations that can lead us to ponder mysteries and wonders, both great
and small.

Hifler (1992, 202) characterizes the value of music in this way:

Music is the universal language - a link between people who have no
other form of communication. It even helps us to understand ourselves
when it brings out an emotion that was too deeply buried. Music was
meant to be an integral part of our lives. A familiar tune can sweep us
back to another time or another place that we thought was lost. It is the
harmony that helps us blend the old with the new and dilutes a bitter
memory. Few important events are without music. Bands have rallied us
to patriotism, hymns have helped us to be reverent, and the sweet song

of a small child can cause a tenderness to come on the hardest heart. The

Cherokee calls it, di ka no gi dv, the music of the spirit — in the
turtledove, in the mockingbird, in the gurgling stream.

Calling music a “universal language” is problematic: primarily because,
according to several criteria, music is not a language, and because we do not all

share and value the same music. The sentiment expressed, however, through the

common statement, “Music is a universal language,” indicates the enjoyment of
music and communication through music that has occurred regardless of language
and cultural differences. In these cases, the meaning of the statement cogently
overshadows the inaccuracy of terms.

Music is a valued part of every culture known. Rarely do we encounter

people who do not love music or at least recognize its power. To argue the value

of music, then, seems unnecessary. What is necessary, though, is building a case
for studying music.




The value of
music is rarely
questioned

in our society.
The value of
studying music,
however, is.

The human
dimension that
distinguishes
nonmusical
sounds from
musical sounds
includes a
purposeful
element in their
creation or an
interpretive
element in how

they are perceived.

PRINCIPLE 1
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Why Study Music?

To begin considering “Why study music?” it seems important to address the
question of “What is music?” Because our ideas for what constitutes “music” may
vary substantially from one another, it is reasonable to assume that the
differences existing in the definitions of music may affect our propensities for
supporting its study. The definition of music in any complete sense has proved
troublesome for many authors. In its broadest sense, music is a combination of
sounds that in some way involves a human element. Unlike sounds that are simply
acoustical phenomena, musical sounds infer a human dimension, both in the
creation (or organization) of and in the response to those sounds.

Responsiveness, then, is a key element in constructing meaning for the term
“music.” Our responsiveness to a combination of sounds that we consider to be
music might result from any number of aspects of those sounds we hear, from the
subjectively imaginative (“I like that!” “What a great song!” “That is a beautiful
work of art!”) to the objectively scientific (“This piece modulates to the relative
minor and back again.” “What we heard was an early example of a piece in
sonata-allegro form.” “Bach’s treatment of the fugue offers us extraordinarily
complex counterpoint in this chorus.”) As you consider the chart on Ways We
Respond to Hearing Music, consider the times, places, and contexts in which you
may have experienced specific reactions within this range of response.

These marginal citations refer to the Principles of Teaching and Learning Music stated on

“— pages 19-40 or the National Standards for Music Education stated in Appendix A.

WAYS WE RESPOND TO HEARING MUSIC

Like/Dislike

“I love all country music.”

We focus on what we like or dislike with little
thought as to why the music appeals to us or does not.

Conforming

“Everybody likes that music.
It's cool!”

We like certain music because others like it or because
it is the popular or accepted thing to do.

Imagery,
association

“l always picture a waterfall
in a lush forest when | hear
that music.”

We imagine landscapes or graphic visions as we
associate the music with inspiring scenes.

Memory,
reminiscence

“They’re playing our song.”
“That reminds me of . . .”

We recall past experiences, either specifically
connected to the song or related to the spirit of the
song.

Effect on
behavior

“l can’t concentrate while
that music is playing!”
“I think | finish shopping
more quickly when they
play that peppy music.”

We notice our responses to music at work, in stores, in
offices, at home. )

Activity

“There is no way | can sit
still when | hear that
music.”

We feel like dancing or moving as we listen.
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Focus on

Rhythm

“What a great beat that song
has!”

“That rhythmic motive
appears throughout
Beethoven’s symphony.”

We feel or recognize a particularly exciting or
driving rhythm, tending to tap our foot or move in
time to the music.

Focus on
Melody

“Why can’t | get that tune
out of my head?”

“That melody is nearly a
perfect inversion of a famous
folk song tune.”

We recall a favorite song, or we are drawn to a
melody that is easy to sing and remember.

Focus on
Words

“Those words tell the story
of my life!”

“The text of this piece is
similar to the libretto of the
opera The Barber of Seville.”

We feel a connection to the words that describe
feelings, experiences, or relationships.

Focus on
Style

“On long drives, baroque is
the only music for me!”

“Jazz is such intellectual
listening; following all the
chord changes and
improvisational solos
fascinates me.”

We quickly categorize music that fits a particular
idiom or performance style (rock, baroque, jazz, easy
listening).

Focus on
Performer

“I've always wanted to see
and hear him in concert,
because | love watching
him perform.”

“It will be interesting to see
how his performance of the
Prokofiev compares to the
performance of last year’s
guest artist.”

We feel a connection to a performer because he or she
is a friend, a favorite singer or instrumentalist, or a
famous concert or recording star.

Focus on
Instrument

“I've always loved
listening to trumpets. |
played one in junior high.”

“The timbre of the oboe is

beautiful to me, but I’'m not
so fond of the more mellow
timbre of the English horn.”

We may feel a connection because we once played the
featured instrument, know someone who does, or like
the sound quality of that instrument.




While our
enjoyment

and appreciation
of music is a
fundamental
aspect of music
experience,

the study of music
allows us to
enrich and deepen
our enjoyment of
music and our
understanding
of ourselves

as thinking,
feeling, and

sharing creatures.

PRINCIPLE 1

If we over-
emphasize

the more objective
musical responses
to the extent that
other responses to
music are
devalued and
diminished,

we risk losing the
very heart of
music.

PRINCIPLE 2
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¢ Can you recall a time when your responses to music tended to fall into one
of the categories in the chart?

¢ Can you recall a time when your responses to music changed due to the
context in which you were listening?

¢ Describe an experience for which your knowledge or background about the
music being heard or performed shaped the quality of experience.

In general, none of the responses listed in the chart is better than another.
Some are more closely connected with the sounds of music, but clearly people
respond to music in all these ways. Why then, if all these responses are
appropriate and worthwhile, should we study music?

When people have studied music, they have alternative ways of expressing
and describing their reactions and responses to it. By offering responses that
include specifics about what was heard, a person who is informed about music
shows a broader picture of the history, theory, compositional techniques, and
structures that constitute a song or musical work. Many types of responses are

important, valid, and valuable. Yet it is also important to recognize the distinction
between “what is” and how we feel about “what is” when we assert our personal
judgment in answering the question “What is music?”

Enjoyment of music can be deepened by focusing attention on the music and
developing our understanding of and responsiveness to it. Understanding music
can help us understand our enjoyment of it, but it also furthers our understanding
of ourselves as human beings, capable of creating and appreciating this uniquely
human thing we call music.

By itself, music study may not be of value. There is no particular benefit or
necessity in

knowing the names of notes on a staff.

being able to recognize repetitions in a musical work.
being able to identify music according to style.

being able to read music.

Knowledge and skills like those listed are valuable only to the extent that
they make our musical experiences more rewarding. Being able to read music,
when it permits us to participate more freely in musical experiences and when it
lets us explore music more deeply, is obviously something to pursue. But if
studying music in order to read music is only a drudgery, why bother?

Music study can be focused on two kinds of musical knowledge, knowing
music and knowing about music. Knowing music is not the same as knowing about
music. Knowing music refers to actual music making and music listening. The
knowledge that results is derived from direct contact with musical works and
performances. Knowing about music is one step removed. It is knowing the
background, theory, science, history (and so on) of musical works and
performances. When music study is focused on knowledge about music, it runs the
risk of becoming disconnected from actual musical experience. When music study
is focused directly on and grounded in experiencing music, critical contact with
the motivating and satisfying aspects of direct musical involvement is maintained.

There is nothing intrinsically wrong with learning about music, but it needs to
be in service of increasing our appreciation and understanding of music itself, not
just the history, terminology, theory, or science of music.

Is it possible to maintain the social and affective powers of music and the
delight in performing and listening to it as we study it? For those of us who teach



