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Music i isan i
_vao”m SMNM. w”_w._“.mﬁmw:o: _rm<n been inextricably linked throughout history.
Hwawﬁwwmwmmﬁn R mu bﬂ.nw.m:» omc,E to the extemporaneous expression of ideas in
ngage. [ Crove i ”MMM.Q of Music Eww_. edition; Blom, 1954) defines impro-
e o ATt O hin! M..m and _un&.oﬂ.:,:m music simultaneously.” In many
e w.: Fowe » there are a variety of definitions regarding the readi-
receives awmv»nwnn NEOHHMM MWM_M.SM 55 _Ewnoﬁaumo? poviaon, thereore,
itsrich historical legay phasis in American music classrooms in spite of
Im R \

Emﬂwﬁﬁmﬂwnquﬂuﬁwﬂw:nawan incorporated into music education curricula in
MMCDS defini : V. refers to .-rn Manhattanville Music Curriculum Project

itions for improvisation (Thomas, 1970}. Flohr's research incorpo-
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rated a hierarchy of “exploratory improvisation,” “free exploration,” and “guided
exploration.” Mentano (1983) defines improvisation as the freedom to perform
any pitches (melodic material) within a five-finger span while performing specific
rhythms and textures. Wilson (1970) examined the cffects of group improvisation

on the musical growth of selected high school

instrumentalists. The method of

improvisation used in Wilson's study was one originated by Lukas Foss and
Richard Duffalo and adapted for secondary school use by Marvin Silverman.
Students became familiar with a hierarchy of intervals and their relationships to

their guide tone, that is, the note selected as

p- 62).

children. From 1941 10 1951, Moorhead and P

the tonal center (Wilson, 1970,

Particular attention has been given to the improvisational expressions of young

ond (Pillsbury Foundation, 1978)

v:d_._mrnn one of the first series of studies of children’s improvisations based on
their work in the-1940s at the Pillsbury Foundation School in Santa Barbara,

California. Orff and Dalcroze general music cu

rricula emphasize the importance

of mEmwoﬁuwnoF Orif activities incorporate the use of improvised rhythms, bor-

duns, and pitches from the pentatonic scale (

Munsen, 1986; Reinhardt, 1930}

Jaques-Dalcroze saw improvisation as “basic to life, as an expression of life, and as
life itself” (Abramson, 1980, p. 68). Joseph (1982) studied a Dalcroze Eurhythmics -

approach to the music learning of kindergarten

children.

Sloboda (1988) edited a textbook containing contributions from various
authors interested in generative processes in music, that is, the psychology of per-

formance, improvisation, and composition. Th
ers’ negiect of generative pros

bias, problems of measurement, and problems
Vitanyi studied the spontancous improvisatio

& editor commented on research-

cesses in music and cited three concerns: cultural

of control. Contributors Sagi and
as-of untrained Hungarians and

emphasized the global features of style and structure inherent in their improvisa-
tions. Pressing (Sloboda, 1988), who surveyed concepts from many disciplines that
are pertinent to improvisation, wanted to understand how people improvisc and
how improvisational skill is learned and taught. Pressing presented a cognitive
model for the process of improvisation and related this model to improvisation

skill acquisition.

Many of the studies and curricula for ma?.o&w»mo: focus primarily on teach-
ing improvisation through imitation and music theory. Alibrio (1988), Paulson
(1985), Bash (1988), Baudo (1982), Schenkel (1980), Burnsed (1978), Hores

(1977), Aitken (1975), and Briscuso (1972) are

examples of researchers who stud-

ied various approaches to jazz improvisation with implications for improving
music instruction, curriculum, and uﬁn.wavqoammmo: skills. Music educators such
a5 Schmid (1988) and Froseth {1988) have developed improvisation texts'for
beginning instrumentalists. Berkowitz (1975) approaches improvisation through

keyboard harmony. Jazz pedagogues such as

Aecbersold (1989), Baker (1979),

Coker (1970), Dobbins (1977, 1988), Ricker (1975, 1977), Spera (1976),
Konowitz (1976), and Haerle {1975) have designed improvisation curricula, tech-
niques, and recordings for instrumenta! instruction. These approaches include an

understanding of scales, patterns, articulation,
chords. .
Spontaneity is 2 central ingredient to most

and phrasing in relation to various

definitions of mB_uno&.Smo: found

in related research. A common thread in many of the improvisation curricula for
instrumental music education is the use of patierns and scales as resource materi-
al. Although this usage is prevalent, patterns and scales are often taught with little

regard for an individual’s noa?.nrnnm..ou of to

nality and meter. Spontaneous per-
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formance is not the expression of aimless, randém tonal and rhythm patterns. It is
the meaningful manipulation of tonal and rhythm music content created in ongo-
ing musical thought. Successful improvisation is dependent on the recognition of
relationships among tonal, rhythmic, and expressive elements, that is, the assimi-
lation of the syntactic features of the music. A person must create organized musi-
cal meaning in his or her thought processes in order to be able to manipulate the
structures of music into an organized, spontaneous, meaningful performance.
Seashore (1938), Serafine {1988), and Sloboda (1985) attempt to describe
mental processes that enable people to create meaning in music. In his descrip-
tion of andiation, Gordon (1993) offers a definition of how a person understands
and creates meaning in music. The term sudiation is the result of research that
occurred after the publication of the Musical Aptitude Profile, or MAP (Gordon,
1965/1988). Cutietta (1991) and Walters (1991} describe the history and research
associated with the MAP. As it is described in the instructional materials used for
this study, “audiation is to music what thinking is to language” (Grunow &
Gordon, 1989, p- 10). The abilities to retain, recall, compare, and predict are rec-
ognized as primary menial functions in Gordon’s definition of audiation. The
ability to internalize and bring organization to aural structures of music through

mz&mnosmmmnnnmumnwmoﬂ»wn meaningful manipulation of tonal and rhythmie
information.

Definition

Improvisation is a manifestation of musical thought. In this research, improvi-
sation means that an individual has internalized a music vocabulary and is able to
understand and to express musical ideas spontaneously. Just as every culture has
its language, every culture has its music. Improvisation is to music what speaking is
to language. Individuals improvise daily with language when engaging in conver-
sation. Dobbins (1980) compares the improvisation process to language:

Fuli proficiency in a verbal language must include the ability to command a consider-
able vocabialary with equal facility at the reading, conversational, and intuitlve levels.
The development of proficiency in a music “language” involves the same general pro-
cess. The ability to play 2 Becthoven sonata or an Art Tatum solo is, by itself, no more
an indication of musical creativity than is the ability to read a Shakespeare play an
indication of the ability to use the English language creatively. (p. 37)

Like an individual's contribution to conversation, improvisation in music is
gencrated from an internal source. To understand music, one must think musical-
_ ly. Improvisation skill aliows students to express musical thoughts and ideas from
- that internal source, with meaning. When thought of in this light, improvisation is
at the heart of musical expression and is fundamental to all types and levels of
music instruction and curriculum. Teaching students to improvise promotes their
acquisition of higher-order music thinking skills. Asking students to improvise as a
part of instrumental music instruction would reasonably increase a student’s abili-
ty to manipulate mentally the structures of music with purpose and meaning.
Students also demonstrate music thinking skills when they perform from music
notation, either when sightreading or when reading prepared literature. An
expressive and accurate performance of melody and rhythm from notation
requires a person to recognize. and to understand the meaningful relationships
among the aural events of music. As a performer reads notation and elicits corre-
sponding instrumental sounds (across time), a mental construction of tonality

.\\”

and meter occurs. A lack of music recognition and wE.H& ::nnﬂ.mwu:._:”m MMM_%
result in a performance with poor music syntax characterized by poor inton .
incorrect notes, and incorrect rhythms. ) ] o )
vazn:wmnm. young instrumentalists to improvise music in order to wnmm..mﬂm
higher-order music thinking skills may have two beneficial mnm.m_m. (a) HM“”.. el
i rformance of music from no
creative performance and (b) the pe ce B
greater _,Wnomiao: and understanding of music mﬂmﬁnpnnwvwman“n“-o”wmﬁnmﬁ
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advanced music thinking skills (improvisa hythmic, and expres
i i i ible that understanding the re p
ive music achievement. Is it also possi t ler the 1 :
wioum music aptitude, improvisation, and music reading could facilitate nFBn:
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_ The purpose of this research was to develop and to examine an :M_._...JSMMMWM
curri i the music achievement (music reading
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i ic students. The specific problems t
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the Scm.mn reading performance achievement’ of mmr..m._.man E%J:.:M.q_wﬂwmnuﬁzh..
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tion. . i

‘METHOD
Subjects

The subjects for this research were 66 fifth-grade instrumental :.F._mmM mm:“n“m..“
who had been studying an instument for one wmm_ﬂ. The mEnnannWwMM M“M s
i i hnic heritages was 1 .
dominantly white, and a range of other et . i
W...M&n:ﬁ nwﬁ.nu.m.oa different economic levels best described as middle class.

' Instruments o :

. ) ) . m
Al of the stadenis were administered the Zm,ﬁ. Aﬂoamﬂ.hwmwmﬂm&“ “shwww.mn ..vn.
i i i ized measure of music aptitude
: musie aptitude. This standardize s de inchudes three se
d Musical Sensitivity. Norm p
tions: Tonal Imagery, Rhythm Imagery, an . y 3 are PR
i h section contains tape-re
i the test manual for grades 4-12. Eac cont: ap d
B MM”M”M and students are asked to discriminate hetween like” and “different™ or
“same” w..a “different” paired instrumental performances. dividuals nerform
Each student’s music achievement was measured ww rmﬁ-_»m M.n :.M_v _.nvw.,w erforn
é i The first émde was stu
three éndes written by the researcher. : pared witr
. i é ared with the help of the
. out teacher assistance; the second étude was prep : f the teach
ird & ight- des {Figure 1} containe \
. er: and the third éude was sight-read. The nE. .
: MM"M”EE and subdominant tonal pattern functions and macrobeat, microbeat,
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RATING SCALE

Tonal {continuous criteria: (-5)

1 The student plays first and/or last note correctly,
2 The student petforms all patterns in one function correctly
(tonic reference).
3 The student performs all patterns in one function (tenic) correctly and
some patterns in one other function correctly.

4 The student performs all patterns in two functions correctly.

5 The student vnnmo_.Bm.m: mo.mmn. deminant, and subdominant vm:ngw
{(functions) correctly, :

3

Rhythm (continuous criteria; 0-5) .

1 The student maintains a consistent tempo .A.u:umnw beat) throughout.
2 The student maintains a proper sense of meter throughout
(macrobeat reference). . :
3 The student performs all patterns in one function {macrobealts) correctly,
and some patterns in one other function correctly. .
-4 The student performs all patterns in two functions correctly.
5 The student performs all patterns in all furictions correctly.

Expression (additive criteria; 0-5)

The student gives movement to the music. :

The student demonstrates an understanding of dynamics.

The student has good ione quality.

The student plays with an appropriate style’of articulation.

The'student demonstrates an understanding of the appropriate phrasing,.

— et et

JRME

TFeacher | /School A

Musical ~Aptitude  Profile

Figure 2. Rating scale.

the 20th percentile and less than the 80th percéntile were identified as moderate-
aptitude students; and stadents with MAP scores less than or equal to the 20th
percentile were identified as low-aptitude students.

Students were then randomly assigned to an' experimental or a control group.

Within each of the treatment groups, subgroups of homogeneous instrament
_mqocm:smm were established. Students were taught in groups of three to seven;
each group received one 30-minute period of instruction per week. In addition to
one group lesson per week, all the students had one ensemble (concert band)
experience per week. Prior to the present study; all of the subjects had completed
1 year of instrumental music instruction. :

The experimental group and the control graup received instiuction using
Student Book One and the HomeStudy Cassette from Jump Right In: The Instrumental
Series (Grunow & Gordon, 1989). The instruction’ associated with this method
includes a “sound before sight” learning process; that is, students perform without
notation. before they perform with notation, and singing and movement aclivities

27 Weeks of Instruction; Weekly 30-Minute Lessons:

Experimental Control Group
Group
Instrumental
Instrumental Music
Instruction with Instruction
Improvisation
Emphasis

Criterion Measure;

Instrumental Performance Rating Scale

Students Performed Three (3) Etudes

Figure 3. 'Procedure used in this study.

are included as an integral part of the instruction. Through the use of specified
teaching techniques, students acquire a vocabulary of tonal patierns and thythm
paticrns. The lesson plans provided with the series (20 in total) were taught by
both teachers. For each lesson, the experimental group and the control group
received paralle] instruction in the skills and content associated with the .Hnﬂ..oa.
The order and the duration of the lesson content were designed to be identical
for all instructional groups; the students in the experimental group, however, par-
ticipated in improvisation performance activities designed Uw. u:... researcher for
10-15 minutes of their 30-minute lesson per week (16 improvisation _.."um.wu plans
in total were used over the 27-week period}. These improvisation Nn:ﬁﬁn..q. were
based on the instructional activities found in the 20 lesson-plans provided with ~.~=...
instrumental series. The students in the improvisation group were provided 59
an additional cassette tape to reinforce the improvisation activities mzm_.mo-..ﬁnm in
class. Improvisation activities comprised (a) learning selected repertoire of songs
by ear, (b) developing a vocabulary of tonal syllables and HE.::_..: i.ﬁ_u_nm. and (c)
improvising with their voices and with their mzm:.cm:nnm tonic, &cngww—n. »ﬁa.mm—.u.
dominant tonal patterns within the context of major tonality, and ?:. improvising
with their voices and with their instruments macrobeat, microbeat, division, elon-
gation, and rest rhythm patterns within the context of duple meter. The treat-
ment period of instrumental music instruction lasted 27 .mn.roo~ s.mnwu. .
During the 14th week of the study,-the teachers participated in two additional

.

_—y
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division, elongation, m.:a rest thythm pattern functions. Each teacher recorded all
Wnﬂ“ﬂhﬂ”nnu on wﬂca_oﬁvn for subsequent evaluation and identified the students
; ¥ r only. The researcher randomly mixed these recordings to a master
tape u:.ﬁ_ renumbered the performances 1o conceal students’ identites. Fou
.__.._n_m.nm independently rated the récorded performances on three se E.»H. d
sions, once for tonal performance (66 students X 3 &tudes = 198}, oan% for H_%MH“
performance (66 X 3 = 198), and once for expressive performance (66 x 3 = 198
A total of 594 (198 + 198 + 198) recordings were heard by each judge. The jud, nw
were three mﬂmn_...—wﬁ students and one undergraduate student hnz.o:.na mn._n :m_.-m.

Etude 1

A & Wiy~ W 1 Fre—— N S— ——
e p—ti—rt—tp—————

S——
AT, —

o e

he
T

8L
N

Figure. 1. Etudes used for final criterion measures.

JRME

versity school of music located in the mortheastern United States. All the judges

had prior experience using rating scales in the measurement of student music
performance skills. Recorded examples of instrumental performances that corre-
sponded to the different criterion levels for the three dimensions of the rating
scale were examined by the judges as a method of preparation prior to actual per-
formance adjudication. : .

The judges used 2 rating scale with a 5-point continuous criteria tonal dimen-
sion; a 5-point continuous criteria thythm dimension, and a 5-point additive crite-
ria expression dimension to measure three different student performances.
Continuous criteria are arranged in a hierarchical order; each successive criterion
assumes proficiency at the previous level(s). The criteria are interdependent.
Judges use the rating scale by indicating the written criterion level that corre-
sponds 1o their perception of the student’s performance. Additive criteria are not
hierarchical in the presentation of performance criteria; the student may be able
to perform at jevels that correspond io any, all, or none of the criteria. The crite-
ria are independent. A judge indicates the single or muhiple number of criteria

that characterize the student’s instrumental performance.! The three dimenstons

of the rating scale (Figure 2) used for student performance evaluation were
designed by the rescarcher. The researcher defined and demonstrated each crite-
rion of every dimension (0, 1, 2, 3, 4, and 5) for the judges prior to their actual
judging. After each student performance, judges recorded the number of the per-
formance criterion that corresponded to their perceived level of student instru-
mental music performance. Lo . .

The criteria used in the tonal and rhythm dimensions of the rating scale relate
to function in terms of tonal and thythm progression; that is, tonic pattemns serve

as the reference point for all other tonal functions, and macrobeats serve as the .

reférence point for atl other rhythm Fuiictions. Harmonic progression is defined
in 4 linear sense by (a) where the ‘harmony changes {tonality), and (b) when the
harmony changes (meter).

Procedure

The research design involved two elementary schools (school A and school B}
in centralized suburban school districts near Rochester, New York. A total of 66
students participated in this research. (45 from school A and 21 from school B).
Each setting consisted of an experimental group and 2 con trol group.

Two teachers vmﬂnwnmvuﬁa in the study; thus, data could be analyzed for teach-
er effect. Teacher effect was controlled by having each instructor teach both an
experimental group and a control group. Teacher 1 (school A) had. 6 years of
experience teaching elementary instrumental music in ‘the public schools.
Teacher 2 (school B) had 7 years of experience teaching elementary instrumental
music in the public schools. Prior to the implementation of, the study, the
researcher instructed the teachers twice a week for 2 weeks. During each session,
which lasted approximately 3 hours, the researcher and the Leachers reviewed the
methods and techniques necessary to implement the improvisation curriculum
for the second half of the treatment period.

Prior to students receiving instruction, all were administered the MAP
(Gordon, 1965/1988) to measure music aptitude. Students were grouped accord-
ing to the procedure recommended by Gordon {Gordon, 1993, p. 246). For
example, students with MAF scores greater than or equal to the 80th percentile
were identified as high-aptitude students; students with MAP scores greater than
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u.wo_._m. sessions with the researcher. The purpose of these sessions was to continue
to review the methods and techniques necessary (o implement the improvisation
curriculum and to monitor the teachers’ progress.

.H”o ensure compliance with the instrumental method and the improvisation
n.nnﬂn:_g and to monitor control, the researcher visited each educational set-
ting at least two.times per month. Sessions were andiotaped and/or videotaped at
least once every month in order to monitor the instruction by the teachers and
the progress of the students. In order to document the students’ improvisations,
the teachers taperecorded improvisation performances that the researcher n..nu.“
transcribed. Samples of this documentation are found in Figure 4.

.>n the end of the treatment period, each student individually performed three
criterion études that were used to measure their individual musical achievement.
.‘ﬁ:n first &tude was prepared by the student without teacher assistance, the second
étudé was prepared with the help of the teacher, and a third étude was sightread,
”H.rn teacher-assisted érude was given to the students 2 weeks prior to the record-
ing and prepared with the instructor during the students’ lesson. Each student
was evaluated by four independent judges with the use of a rating scale with three

Example 1
F7 ‘8h
= i
F7 gb
=SS
Example 2
F7 8b
e — e ——
t ‘_ m ..n’.ql'h. 1
LA 3 o
Gr— e 5 =|
’w e - uL t—- - J r i _.-[m L- | §

‘Etude 3 o 56

Figure 4. Sample improvisation performances {“London Bridge™).

JRME

dimensions. Each performance was measured in regard to the student’s tonal,
rhythm, and expressive performance. The researcher conducted two pilot studies
to investigate the interjudge reliability for the music achievement rating scale.
The tonal and rhythm dimensions of the rating scale used in this study are the
result of modifications made to the rating scale used in the pilot studies.

Statistical Design and Anatysis

Interjudge reliability from among the four independent judges was deter-
mined for each of the instrumental achievement dimensions of the rating scale
(tonal, rhythm, and expression) by the alpha factor analysis (Cronbach’s alpha),
A two-dimensional treatment (improvisation) by levels (aptitude) design was used
to determine how type of instrumental music instruction and music aptitede con-
tribute to instrumental music achievement among fifthgrade students. .

Group mean differences of measured instrumental music performance for stu-
dents with high, moderate, and low music aptitude who received two differenmt
types of instruction were analyzed using a two-way analysis of variznce procedure.

RESULTS

Table 1 presents the Fﬁa:nnnwnn:ww:mq (alpha nOnm..nmmbE for Emude 1,
Etude 2, and Etude 3. The overall interjudge reliability was found to be .94. The

high overall reliability indicates a high level of consistency of the performance -

evaluations among the four judges.

_.,M.Mwm% Reliabitity for Etudes 1-3 E%.s Coefficients)

. Tonal | Rhythm Expression.

Ewde 95 , 94 o3

Etude 2 94 .98 94
93 90

Means and standard deviations were catculated for the students’ scores on the
MAP. The composite reliability coefficient derived from the standardization sam-
ple of the MAP for grade five is .91 (Gordon, 1988, p. 65). There was no signifi-

‘cant difference in the composite MAP scores between the experimental group

and the control group, and there was no significant differencé in the composite

MAP scores between subjecis from the two school settings.

There was no significant difference between the data produced by students
from School A and the data produced by students in School B. In ather words,

“there were no significant differences as a result of teaching style or setting. The

data presented here, therefore, combine Teacher 1 (School A, n = 45} and
Teacher 2 (School B, n=21).
Shown in Table 2 are the means, standard deviations, and the two-way analysis of

“variance summary for the composite instrumental performance émde scores. The
. Etude Compaosite represents the combined judges’ ratings for the different modes
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of achievement in reading (tonal, thythm, and expression for the student-prepared
€tude, teacher-assisted étude, and sightread émde). No significant interaction was
found between type of instruction and level of music aptitude. There was, however,
2 main effect both for type of instruction and for music aptitude. Students who
received instrumental music instruction that included an improvisation curricutum
were found to have significantly higher composite étude performance scores than
those students who received instrumental music instruction without an emphasis in
improvisation. Students who received improvisation instruction were found to have
significantly higher composite performance scores for Emde 2 {teacher-assisted)
and Ewde 3 (sight-read) than those students who received instrumental music
instruction without an emphasis in improvisation. .

Table 2A
Means, Standard Deviations, and Two-Way Analysis of Variance Summary Table Jor
Composite Etude Scores . . . .

Group 1 - ‘Group2  Group 1+ Group 2
Mean  S.D. Mean S.D. Mean SD.
= 33 . m=33 n =66
Etude A.o:w_ ‘ o
Composite 3.79 .95 © 428 - .86 4.04 93
Etude Rhythm S
Composite 1272 1.31 3.46 94 . 3.09 119
Etude Expression B :
Composite’ 2.21 1.03 279 .l 250 101
Etude 1 Composite ) .
(StudentPrepared) 3.05 116 © 845 106 3.25 1.12
Etude 2 Composite
(Teacher-Help) * : F =321 {n=65)
2.98 114 374 .88 336 1.08
Etude 3 Composite .
(Sight-Read) * - 268 115 3.36 91 3.02 1.08
Ewde Composite * n=33 n=33 n=66
2.90 .99 3.51 .79 3.21 94

t = Arecording malfuncton occusred for ane performance of Etude 2.
* Stgnificant at the .05 level. :

A post hoc Duncan’s Multiple Range Test was performed (o determine which
of the three aptitude means was significantly different from the others {Table 3).
The mean performance achievement scores of high-aptitude students were signifi-
cantly greater than the mean achievement scorés of low-aptitude and moderate-
aptitude students. As shown in Table 3, low-aptitude subjects performed betier
than medium-- -*itude subjects. . )
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Table 2B
Dependent Variable: Etude Composite
Source DF  Sumof squares Meansquare F P
Aptitude 2 11.09 5.54 7.83%  0.0009
Instruction 1 3.30 3.30 472+  0.0337.
Aptitude X Instruction 2 097 048 0.69 0.5038*
*Significant at the .05 level,
Table 3
. Duncan's Multiple Range Test for Variable: Etude Composite Aptitude Level
Duncan Grouping Mean N Aptitude Level *
A 3.73 23 8
A
B A 3.37 7 1
B . :
B 2.85 36 2

* Aptitude Levels: 3 = high aptitude level; 2 = medium aptitude level; 1 = low aptitude level

DISCUSSION

The data obtained in this research initially indicate that improvisation study
contributes to the improvement of fifth-grade students’ instrumental music
performance achievement. While additional research is necessary, the results of
this study provide preliminary evidence to suggest that improvisation skills
contribute to more accurate student instrumental performances when reading
from notation. When improvisation was included as a part of elementary
instrumental music instruction, students were provided with opportunities to
develop an increased understanding of harmonic progression through the
mental practice and physical performance of tonal and rhythm patterns with
purpose and meaning. Improvisation ability appears to transfer to a student’s
clearer comprehension of the tonal, rhythmic, and expressive elements of
music in an instrumental performance from notation,

Further investigation should be undertaken to determine whether the
mean differences between the two groups for the three études indicate that
the improvisers had the readiness to benefit from what the teacher was
attempting to teach (Table 2). Also, additional research with 2 larger N should
be pursued to investigate the initial result indicating that low-aptitude subjects
outperformed medium-aptitude subjects (Table 3).

Continued research should involve an examination of the role and definition
of improvisation in music education. Investigations of the relationship between
improvisation and music performance skills should occur at ail achievement lev-
els in instrumental, vocal, and general music instruction. Specific content areas
could initially include music in major and minor tonalities and dupls -nd triple
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