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CREATIVITY IN THE ELEMENTARY MUSIC 

PROGRAM FOR THE FIFTH GRADE 

The purpose of this paper is to devise a course of 

s tudy for fifth-grade music students using creativity as the 

focal point in the classroom. Creativity can help establish 

a meaningful rapport between student and teacher in music 

education. To help the investigator realize this goal, a 

survey of existing methods which emphasize the development 

of creativity will be made; new methods will be devised when 

possible, and a list of materials will be made available for 

use in applying these techniques. 

Music educators have long accepted the fact that 

creativity in education helps the child relate music to every

day living and activities. Creative ability should be made 

the basis of approach to every aspect of musical growth. 

Musical activities (singing, playing, listening, or moving 

rhythmically) offer opportunities for creative expression. 

In the creative process, the teacher would 
not begin with a message but rather with a 
matrix and develop strategies for moving through 
this matrix. Creativity would involve the explor
ing of random relationships and discovering the 
outcome ••• 
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When the student discovers for himself new 
concepts through the creative process, there is 
a sharing of the discovery between creator 
(student) and perceiver (teacher). When this 
occurs, the communication is deeper and new in
sights into feeling are made possible. It is 
through the creative process that music education 
provides the most insight into the student's human 
feelings. In the creation of the musical experi
ence, the creative process is stimulated and becomes 
a new venture in the student's life. 1 

Most subjects taught in school today begin with 

children's natural interest, and knowledge is acquired 

through feelings as well as through information. More often 

than not school music has concentrated solely on singing 

songs or on the skills of performance. But the materials 

of music are as availaple for creative exploration as the 

materials of any other art. 

Creativity, like real thinking, is exciting 
and self-propelling. It can be disarming, 
revolutionary, maybe even dangerous. It can 
be revealing, stimulating, challenging, exhil
arating, dynamic ... It is the creative mind that 
is able to cope with advanced technology now at 
hand. It will be the compassionate, probing, 
creative mind that will find solutions for many 
of the ills of society. We must unlock this 
creative power in young people. 2 

All of us have the capacity to perceive, reflect, 

1 
Brown Bradley, "The Role of Creativity in Music 

Education," The American Music Teacher 25 (April 1976) :14. 

2 
George H. Zimmerman, "A Danger to Musical Art?" 

Music Educators Journal 60 (October 1973): 69. 
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express and create; so as music educators we should make 

our subject come alive with the excitement of discovery. 

This excitement is the first step: the concepts, skills, 

and details will follow. There must be a true sense of 

adventure in-music education as well as in any other sub

ject areas. This paper will set forth some ways in which 

this excitement may be developed by fostering creativity in 

fifth-grade children. 

Like all the arts, music springs from a pro
found response to life itself. It is language, 
and, as a vehicle for expression, it is availab2e 
in some degree to everyone ... We should place more 
emphasis on creative music in schools then we have 
been doing. Music is a rich means of expression 
and we must not deny our children the chance to 
use it. 3 

The word "creative" has many meanings: inventive, 

productive, imaginative, artistic, constructive, purpose-

4 
ful, useful, and has been used in a variety of ways. For 

The purpose of this study "creative" will be defined as 

combining and organizing existing musical knowledge and 

materials into new forms and expressions. 

"Creative" has been used only in the realm of 

3 
John Paynter and Peter Aston, Sound and Silence: 

Classroom Projects in Creative Music (London: Cambridge 
University Press, 1970), p.7. 

4The World Book Dictionary, Fifth Edition, Double
day & Company, Inc., 1967. 
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composition and construction of rhythm instruments in the 

past rather than introducing it into every aspect of musi

cal education. Creative music is a way of saying things 

:personally by the individual and gives him the freedom to 

explore chosen-materials. As far as possible this work 

E~hould not be controlled by a teacher. The teacher's role 

:i.~-3 to stimulate trains of thought and help the pupil develop 

his own critical powers and perceptions which may be entirely 

different than what the teacher perceives. It is essentially 

an experimental situation. Music can be explored creatively 

at any age as the ear is the only guide in evaluating the 

sounds which express the things an individual wants to 

5 say. It is felt that the enthusiastic discovery of music 

must precede the ability to play an instrument or read notes. 

Many creative techniques have been developed in 

music education, and improvements made in the last decade 

have emphasized the creative aspect of teaching. These 

techniques may be used for teaching all types of musical con

cepts and activities. The value of any suggested technique 

will depend upon several things: the ability of the 

particular class, the situation at hand, and the ability 

5 
Paynter and Aston, Sound and Silence, p. 7. 
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6 
and initiative of the individual music teacher. 

In Chapter One or introduction of this paper the 

rnain idea and purpose for including creativity in the 

music education program will be set forth and justified. 

Chapter Two will give some information and facts about 

people who have successfully used creativity in the class-

room such as Jaques-Dalcroze, Orff, Kodaly, Suzuki, and 

others. In Chapter Three techniques, old and new, will be 

reviewed and will include (1) creative rhythmic activities, 

{2) creative singing activities, (3) creative reading 

activities, (4) creative listening activities, and 

(5) creative composing activities. Chapter Four will be a 

summary of the previous work and also will include some 

implications for teaching a music program that would evoke 

creativity in children. 

6 
R. M. Schafer, Creative Music Education: A Hand-

book for the Modern Music Teacher (New York: Schirmer 
Books, 1976), p. 228. 



CHAPTER II 

PEOPLE WHO HAVE SUCCESSFULLY 

USED CREATIVITY IN 

THE CLASSROOM 

Learning creatively takes place in the process of 

becoming sensitive to problem~ deficiencies, gaps in knowl-

edge, and missing elements. Searching for solutions to 

these problems, making guesses and communicating the results 

are all a part of learning creatively. Teacher guidance of 

learning in creativity and problem solving is quite obvious. 

Unless there is guidance and direction from a 
teacher, most children will cease to develop after 
a certain stage and will become discouraged. 
Creative ways of learning, in fact, call for the 
most sensitive kind of guidance and direction 
possible. They call for intense listening and 
observing, and for giving the kind of guidance 
that will make all honest efforts to learn worth
while enough to sustain motivation and to keep the 
learning process going. There are times when the 
teacher must deal with disparagement, ridicule, 
and criticism of other children. Once motivation 
has taken place, however, it is both difficult 
and dangerous to stop the learning process. 1 

Paul Torrance has identified three characteristics 

that he believes are fundamental in creative and problem 

1E. Paul Torrance, Encouraging Creativity in the 
Classroom (Dubuque, Iowa: Wm. C. Brown Co., 1970), p. 10. 

6 
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solving activities to motivate and activate the learning 

processes. He believes the most fundamental characteris-

tic of activities that involve the _learning processes through 

creativity and problem solving is incompleteness or open

endedness. His second characteristic is producing something 

and using it, and the third characteristic is using pupil 

questions. 

Some strategies which Torrance usually finds to 

be effective prior to a lesson, an assignment, or other 

learning activity are the following: 

1. Confrontation with ambiguities and uncer
tainties. 

2. Heightened anticipation and expectation. 
3. The familiar made strange or the strange 

made familiar by analogy. 
4. Looking at the same things from several 

different psychological, sociological, 
physical, and emotional viewpoints. 

5. Provocative questions requiring the learner 
to examine information in new ways. 

6. Predictions from limited information required. 
7. Tasks structured only enough to give clues 

and direction. 
8. Encouragement to take the next step beyond 

what is known. 

During the process of a lesson, the following 
strategies seem useful: 

1. Continued heightening of anticipation and 
expectation. 

2. Encouragement of the creative and constructive 
rather than cynical acceptance of limitations. 

3. Exploration of missing elements and possibili
ties made systematic and deliberate. 

4. Juxtaposition of apparently irrelevant or 
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unrelated elements. 
5. Mysteries and puzzles explored and examined. 
6. Open-endedness preserved. 
7. Ongoing predictions from limited information 

as new facts are acqu~red. 
8. Surprises heightened and deliberately used. 
9. Visualization of events, places, etc. encouraged. 

These strategies seem especially appropriate follow-
a lesson, an assignment, or the like: 

1. Ambiguities and uncertainties played with. 
2. Constructive response called for (a better 

way, a more beautiful effect, etc.). 
3. Digging deeper, going beyond the obvious, 

encouraged. 
4. Elaborating some element through drawings, 

dramatics, imaginative stories, and the like. 
5. Search for elegant solutions encouraged. 
6. Experimentation and testing of ideas encouraged. 
7. Future projections encouraged and improbabilities 

entertained. 
8. Multiple_ hypotheses encouraged. 
9. Reorganization and reconceptualization of 

information required. 
10. Syntheses of diverse and apparently irrelevant 

elements required. 
11. Transforming or rearranging information or 

other elements. 
12. Taking the next step beyond what is known. 2 

Some creative methods and approaches in music 

education are those delineated by Emile Jaques-Dalcroze, 

Zoltan Kodaly, Carl Orff, and Shinichi Suzuki. 

EMILE JAQUES~DALCROZE (1865-1950), a Swiss composer 

and teacher born in Vienna, was educated in Paris and began 

teaching in Geneva in the 1890's. When he made his teaching 

debut, he found his students could not hear the chords they 

2Ibid., pp. 8-9 
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were writing. Their ears could not perceive the sounds so 

he began preceding his lessons in written harmony with 

special exercises of a physiological nature aimed at devel

oping the hearing faculties. He trained the ears of his 

students as soon as possible and found that once the ear is 

trained to the natural sequence of sound and chords, the mind 

did not experience any difficulty in accustoming itself in the 

various processes of reading and writing. 

Even though the ear developed at a normal rate, 

Dalcroze found there were children who were retarded by an 

incapacity to estimate with any exactitude any variations 

of time and rhythmic grouping. The mind perceived but the 

vocal apparatus was unable to sound them out properly. This 

led to his discovery that musical sensations of a rhythmic 

nature call for the muscular and nervous responses of the 

whole organism. He had his pupils exercise in stepping and 

halting and trained them to react physically to the per

ception of musical rhythms. This, then, was the beginning 

of his "eurhythmics." 

The aim of eurhythmics is to give children control 

over their muscles, nerves, will, sensibility, and emotion 

to teach them the fundamentals of music; to coordinate the 

impulses of mind and body; to permit the free expression of 

temperament; to awake in them the creative impulse; and 
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to bring them into harmony with their fellow beings by first 

bringing them into harmony with themselves. 3 

Dalcroze felt there was no adequate attempt made 

to develop the children's imaginative qualities, and the 

teacher's first care should be to awaken the temperament of 

his pupils, to cultivate their aesthetic sense, and to 

develop their individual characteristics by every means in 

his power. This is still a challenge - sixty years later. 

ZOLTAN KODALY (1882-1967) was one of Hungary's most 

respected composer-educators. When he began teaching he 

was appalled at the way Hungarian children and university 

students were singing and at their repertoire. He believed 

that the folk songs of the country should be part of the 

basis of great compositions, and that they should also be 

sung by the people. As a result of his strong belief, he 

invited his composer friend, Bela Bartok, to join him in 

traveling over the countryside, visiting in homes, listen

ing to the people sing, and notating the songs that were 

sung. He used these songs (pentatonic) as a basis for his 

school curriculum. His plan involved first, the human 

voice as the instrument, and continued through an intellectual 

3Emile Jaques-Dalcroze, Rhythm, Music, and Education, 
translated from the French by Harold F. Rubinstein (London: 
G. P. Putnam's Sons, 1921), from the Foreward v-xi. 
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level of teaching children to read and write music, and to 

hear music (inner hearing) after the music had stopped. 

He felt that music should be taught just as other subjects 

are taught. In fact, he felt it would increase ability to 

learn through a structured plan with emphasis on concentra

tion and memorization. Sol-fa syllables were applied as 

names to the notes of the scale, and the hand signals 

(.invented by the Englishman JohnCurwen) were used. 

Kodaly felt that the direct causes of the poor 

singing of the children were "mechanical training in 

instrumental playing without corresponding theoretical 

education; music-making with the fingers instead of with 

the soul; the omission of any thorough musical grounding; 

and the neglect of solfeggio~• 4 This in turn created second-

rate professional musicians and amateurs. 

The study of solfeggio, according to Kodaly, must 

be continued "increasingly up to the highest level of 

musical education, both vocal and instrumental, until music 

can be read, as books are by educated adults, silently, 

but with a full mental comprehension of the sounds. 115 

4Laszlo Eosze, Zoltan Kodaly: A Hungarian Musician 
(London: Collet's Holdings Ltd., 1962), p. 79. 

5Toid., p. 81. 
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Kodaly's system is being taught today in Hungary 

and a musically literate society is gradually growing. 

Adaptation of the system is being made in schools in many 

other countries including this one. 

CARL ORFF (1895 - ), one of the greatest contem

porary composers of Germany, is famous for his choral works, 

his operas, and his work with the school for gymnastics, dance 

and music in Munich. He, along with a colleague, developed 

a five-volume set of books entitled Music for Children with 

simple orchestrations to be played with high-quality instru

ments. His aim was to teach music through participation and 

creative development of the child rather than through the 

intellectual process. He stressed feeling through the 

natural evolution of speech, rhythm, and movement. He felt 

that experience came before technical skills. The child 

should be taught to improvise and create on the instruments 

using ostinati, descants, and other accompaniments. 

A sequential plan for Orff's curriculum would be as 

follows: (1) use of the body first as an instrument; 

clapping, patschen, stamping feet and finger snapping; (2) 

rhythm patterns taught and developed from speech patterns; 

and (3) use of instruments, metallophone, xylophone, 

tympani, triangles, tambourines, recorders, and resonator 

bells. 
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Orff used the following devices: 

1. Use of speech patterns, proverbs, and 
children's rhymes and jingles as the basis for 
developing feeling for basic note values, meter, 
phrase, and clarification of rhythmic problems, 
as well as to develop the ability to use the voice 
over a wide range of pitch and dynamics (and thus 
help children find their singing voices). 

2. Use of the rhythmic and melodic ostinati-
from the very simple to the extremely complex--
as an accompaniment to moving, singing, and playing. 

3. Use of the natural chant of childhood as 
the basis for developing melodic feeling and under
standing (starting with the falling minor third-
sol-mi or 5-3--and gradually adding other notes of 
the pentatonic scale). 

4. Use of unique Orff-designed instruments, 
along with rhythm instruments and recorders, to 
provide children with another immediate way of 
making music while cultivating a deeper response 
to rhythm and melody. 

5. Use of the pentatonic scale (especially in 
beginning experiences) for song material and 
accompaniments with the resultant minimum of 
complications for children. 6 

The Orff technique encourages much improvisation 

and creativity and is not nearly as structured as Kodaly's 

approach. A combination of the devices of these two men 

is often used very effectively. 

SHINICHI SUZUKI (c.1900)is a master violin teacher, 

an educational philosopher, and a great Japanese humanitarian. 

He studied for eight years in Berlin during the 1920's then 

6Lawrence Wheeler and Lois Raebeck, Orff and Kodaly 
Adapted for the Elementary School {Dubuque, Iowa: Wm. C. 
Brown Company Publishers, 1972), p. xx. 
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returned to Japan to teach. There he had astounding success 

with very young children. His studies gained momentum in 

post-war Japan then spread to America in the sixties. Now 

in the seventies they are spreading to Europe. The head

quarters for his work is the Talent Education Institute in 

Matsumoto, Japan. 7 

The aim in Talent Education is not to make musicians 

but to establish a foundation for the future character. 

Music is one of the best methods in developing various qualities 

in a human being. His Talent Education applies not only to 

knowledge or technical skill but to morality, appreciating 

beauty, and building character. His movement is expressed 

as a total human education. Two principles which he regards 

as the most important elements in this method are 

1. The child must be helped to develop an 
ear for music. 

2. From the very beginning, every step must 
by all means be thoroughly mastered. 8 

An ear for music is not innate. It is a human 

aptitude which can be developed only by listening. Suzuki 

7shinichi Suzuki, Elizabeth Mills, Mae Ferro, Marian 
Schreiber, Louise Behrend, Anastasia Jempelis, John Kendall, 
Harolow Mills, Margaret Rowell, Diana Tillson, and the American 
Suzuki Institute-West, The Suzuki Concept: An Introduction To 
A Successful Method for Early Music Education (San Francisco: 
Diablo Press, Inc., 1973), p. iv. 

8 Toid., p. 12. 
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recommends that a piece of music be played beforehand to 

pupils everyday while they are learning that particular 

composition. This will develop the ear, but he cautions 

that the records and/or tapes used for this must be of the 

highest quality with superior performances. He feels this 

concept is the most important element in education. 

The most criticism of the program of Suzuki pertains 

to the ability of the student to read music. The music

reading ability of Suzuki players varies just as word-reading 

ability would among children who speak fluently and well. 

Suzuki feels that the child who has learned to hear and to 

play musically is the most likely candidate for the complete 

reader. The student will not look only for notes an·a their 

duration but for expressive and stylistic clues like dynamics, 

phrasing, tempo, as well as signs of form. The music will 

come alive fairly quickly instead of sounding dull and 

monotonous. His answer to the critics is that those who 

are motivated to read at an appropriate stage do so with 

ease. 9 

Suzuki defines three basic stages for reading 

classification: 

FIRST STAGE: The pre-reading preparation 

9 Ibid., pp. 138-139. 
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during rote level learning when the student 
experiences musical and instrumental ideas. 
which will be represented later by symbols. 
For those experiences, the teacher uses a 
vocabulary which prepares the student to 
respond automatically to the symbols and terms 
on the printed page when he is shown them. 

SECOND STAGE: Introduction of the notational 
concepts for the experiences he has had. These 
may be shown in the music already learned or on 
charts, cards, or with other teaching aids. He 
should be expected to react physically, as he 
did earlier to verbal commands. 

THIRD STAGE: The skill level, during which 
reading must be practiced regularly in order to 
gain accuracy in seeing and responding, within 
the limitations imposed by tempo and other pres
sures (like st;.aying together with other players 
or keeping with a conductor). 1 0 

With the use of the ideas of Suzuki many students 

begin naturally to create their own music or make up end

less variations on old tunes. This, of course, delights 

any music educator. 

All of the men discussed in this chapter -

Jaques-Dalcroze, Kodaly, Orff and Suzuki - have made a 

strong impact in the music education of children in their 

respective countries. Some of their methods have been 

adapted by a number of music educators in this country 

which have improved the quality of music education in the 

United States in the last few decades. These adaptations 

10 Ibid., p. 162. 
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and creative programs will benefit both the teacher and 

student and will be described in more detail in the 

following chapter. 



CHAPTER III 

CREATIVE TECHNIQUES 

In the preceding chapters some general information 

about the value of creativity in the classroom has been· 

given along with more specific ideas and contributions of 

Paul Torrance, Emile Jaques-Dalcroze, Zoltan Kodaly, Carl 

Orff, and Shinichi Suzuki. Creativity is a persistent 

issue in music education, and this chapter will deal with 

creative techniques in (1) rhythmic activities, (2) singing 

activities, (3) reading activities, (4) listening activites, 

and (5) composing activities. 

RHYTHMIC ACTIVITIES 

At the fifth-grade level children are aware of 

rhythm in speech, music, art, and in their world in general. 

Body movement is an important rhythmical function and is 

part of the innate equipment which comes with each child. 

Using body movement is a very useful and creative way to 

approach rhythm. Dalcroze 1 utilized this movement as an 

1Jaques-Dalcroze, Rhythm, Music, and Education, 
p. V • 

18 
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integral part of his program, and his methods can be 

incorporated into the music program by the creative teacher. 

There are innumerable ways for the child to feel 

rhythm: be a pirIJpong ball in the middle of a game, be a 

typewriter, be a bowl of jello, be a tree, a jet plane, a 

yo-yo, row a boat, etc. Any of these suggestions should 

trigger new ideas in the children, and they should be able 

to suggest ways to move rhythmically. In this way they are 

producing and using something of their own. 

Using speech patterns such as Carl Orff2 suggests 

is another way to involve the child in rhythm. Orff has 

them use the patterns as a feeling for basic note values, 

meter, phrase, and clarification of rhythmic problems. If 

the teacher will suggest using an old proverb such as, "All 

that glitters is not gold," and have the children make up 

ostinati to go with it, they will begin to see how rhythms 

emerge, how they can be changed, and eventually create their 

own. Grace Nash3, a contemporary composer and educator, 

has developed this method further and has several books 

published using speech and rhythm. 

2wheeler and Raebeck, Orff and Kodaly. 

3
Grace c. Nash, Today with Music (New York: 

Alfred Publishing Co., Inc., 1973). 
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Walking the beat, clapping the melody rhythm 

either singularly or simultaneously is another method of 

hearing rhythms which aevelops both the auditory and motor 

skills of the child. There are many different ways of doing 

this (in a circle, rectangle, etc.). Let the children be 

leaders in this ana see how many new ana aifferent ideas 

they can discover. These are open-ended activities which go 

on and on. As long as these motivate the child rhythmically, 

they should continue. 

Children should explore the concept of rhythm in 

several ways: can you see it as well as hear and feel it? 

how? where? in what? They can explore the rhythm of 

each of their names, assemble them into various patterns 

and have a sound chorus. Then they could write the rhythm 

on the ceiling with a flashlight so they can see the rhythm 

as we11 · as feel it. Have several do this at the same time, 

and the wall will "dance II with repeatea rhythms. Using the 

flashlights have the children listen to different music and 

flash the rhythm on the wall. "Stars and Stripes Forever" 

shoula elicit a different rhythmic response then the "Waltz 

of the Sugar Plum F .· . r:y. 114 Following these exercises in 

4oorothy Hickok and James A. Smith, Creative Teach
ing of Music in the Elementary School (Boston: Allyn and 
Bacon, Inc., 1974), pp. 79-80. 
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seeing and hearing rhythm, the chilaren shoula then write 

the various rhythms on the chalkboara, flannel boara, or 

lap boaras. 

Another creative activity that can be an open-end 

learning experience is to have the children create a "Rhythm 

Machine." Have four children think up a sound ana a rhythm. 

One is seatea and is flanked on each side by a child and the 

fourth child is standing directly behind the one seated. 

Have one begin his rhythm and sound, then proceed until all 

have a different rhythm and sound going. A conductor may 

be added to change the tempo and effect of the machine. 5 

There are many rhythmic games that can be used 

in the classroom that the children can play and enlarge upon. 

One such game is "Agent from Tempo." A child claps a rhythm 

pattern for a designated number of beats. The second 

player repeats that pattern at the same tempo, and adds 

a pattern of his own. The play continues around the class 

maintaining the tempo and stopping when the play becomes 

. 'bl 6 impossi e. 

5Jeff King, as presented in a Graduate Seminar, 
Texas Woman's University, Fall 1977. 

6 Margaret Athey and Gwen Hotchkiss, A Galaxy of 
Games for the Music Class (West Nyack, New York: Parker 
Publishing Company, Inc., 1975.), pp. 40-41. 
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Augmentation and diminution can also be played 

as a game. Have the students echo-clap a rhythm given 

by one of the children, then have them either augment or 

diminish as desired. This, then, could be written on the 

board so everyone could see the difference as well as hear 

it. 

Using rhythm cards is another method of responding 

to rhythm. Have the children create their own rhythms and 

write them on cards. All kinds of games can be used with 

these. They can use them as flash cards, or have several 

hold them and read them from left to right, or have some 

hiretheirs behind their back after they have gone through 

them several times and see if they remember what those 

specific rhythms are. Children can develop many kinds of 

games to use with these cards. 

Clapping rhythmic canons is good for both 

rhythmic response and audio perception. Both the teacher and 

students can be leaders and the students respone four beats 

later or whatever is established by the leader. 

The above are only a few of the variety of ways 

rhythmic response can be achieved. Children enjoy creating 

their own movements and rhythms, and these are essential 

in the teaching of rhythm to young students. Both the 

teacher and students can become creative. 
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SINGING ACTIVITIES 

Just as there are many ways to respond to rhythm 

creatively so are there many opportunities for the child 

to sing creatively. 

The voice is vitally important not only as a means 

of communication but also as a delicate instrument to be 

used often and well. Using the voice to sing should begin 

early, and the child should be exposed to hearing many 

good musicians. This is illustrated very aptly by Suzuki, 

who believes that talent is not inherited. He illustrates 

this with the following story about the nightingale. 

The first month in the nightingale's 
life determines its fate. I had always thought 
that a nightingale's incomparable song was 
instinctive and inherited. But it is not so. 
Nightingales to be used as pets are taken as 
fledglings from nests of wild birds in the 
spring. As soon as they lose their fear and 
accept food, a "master bird" is borrowed 
that daily sings its lovely song, and the 
infant bird listens for a period of about a 
month. In this way the little bird is 
trained by the "Master bird." •.• Whether the 
wild bird will develop good or bad singing 
quality is indeed decided in the first month 
by the voice and tone of its teacher. 7 

Just as the nightingale, the fifth-grade student 

7shinichi Suzuki, Nurtured by Love, A New 
Approach to Education (Jericho, New York: Exposition Press, 
1969), pp. 18-19. 
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shoula be able to si~g expressively, match tones, and sing 

on pitch if he has haa good training from kindergarten on. 

Even if he has not had any training, he should have "dis

covered" his voice - the high/low level, dynamic range, 

matching pitches and singing. By this time the students 

should 

1. Find pleasure in singing. 
2. Explore a wide variety of songs. 
3. Become more selective in their choice of songs. 
4. Continue to enjoy 01a favorites in addition 

to learning new ones. 
5. Enjoy singing with their friends and class-

mates in small groups. 
6. Compose more of their own songs. 
7. Discover new ways to use their voices. 
8. Learn to add descants and interesting 

harmony parts to the melodic line by ear. 
9. Find a satisfying way of expressing them

selves through song. 
10. Learn to read music. 
11. Acquire further awareness and knowledge of 

some of the basic elements in music. 8 

The music educator should have guidelines, too. 

Hickok and Smith make the following suggestions for the 

teacher to think about. 

1. People of all ages seem to be sensitive about 
their voices so special care must be taken 
when working with children. 

2. Chilaren are great imitators which means 
teachers should provide gooa examples of 
singing either by the use of their own 
voices or recordings. 

8Hickok and Smith, Creative Teaching, pp. 59-60. 
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3. A variety of songs should be introduced 
so a child may be selective in building 
a repertoire. 

4. Individual talent varies in singing as in 
other areas. The child who lacks experience 
or confidence deserves attention as well as 
the child who sings easily. Neither should 
be ignored. 

5. Songs may be used to augment many areas of study. 
6. Songs may be used to bring unity to a classroom. 
7. A child may find great pleasure in composing 

his own song. 
8. Percussion instruments may be used to bring out 

special effects in the music. 
9. A child who can read music can be independent 

musically. 
10. Small ensemble and group singing offers great 

satisfaction both to the participants and those 
who hear them. 

11. 

12. 

It is important that children sing alone and 
with accompaniments. Social instruments are 
excellent at all age levels. 
There is a need for children to sing just 

for the joy of singing. 9 

Use of the tape recorder can be of assistance in 

singing expressively and creatively. If the children listen 

to themselves and their classmates, they can soon discrimin

ate who is putting more of themselves into the music. 

Creating and. echoing melodies in various tempi, 

dynamic levels etc. are ways of having the children doing 

their own thing rather than always imitating the teacher. 

Another method of creating interest in singing 

is to have the ch~ldren compose ostinati. Orff uses this 

9Ibid., pp. 61-63. 
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10 method a great deal. Using either a new or familiar song, 

he would engage the students in echo "sing-backs." He 

would then have them do a rhythmic accompaniment, begin 

chanting a speech ostinato, divide into two groups with one 

singing the song, the other group speaking the ostinato, and 

all continue with the rhythmic pattern. Add the xylophone, 

metallaphone, bells or whatever are available to complete 

the musical experience. The children should be encouraged 

to decide upon the rhythmic pattern and the melodic pattern 

of the ostinati so it can be a creative as well as a learn-

ing experience. 

Of necessity, ear training goes hand in hand with 

singing, and there is a number of exciting ear-training 

activities that teachers and students can employ. One 

of these is "Magic Music." 

One student leaves the room and the others 
agree on a certain object or piece of furni
ture in the room. When the student returns, 
the class begins .to sing. They continue sing
ing while "It" wanders about the room attempting 
to discover the secret objects. The class gives 
him the clues by singing louder as he gets 
closer to the secret spot, and softer the 
further away he gets. This shows changes in 
dynamics as well. Success means that II It" 
gets to choose a new "It. 1111 

lOwheeler and Raebeck, Orff and Kodaly, p. 27. 

11Athey and Hotchkiss, A Galaxy of Games, p. 119. 
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The "Alphabet Add-On" game can stimulate interest, 

give the students a chance to select their own song, and 

also teach the Rondo form. 

Players are divided into groups of three or 
four. The groups are named "B ~' "C, " "D, 11 etc. 
(There is no "A" group). Each group thinks of 
a song on a certain subject (work songs, nursery 
rhymes, holiday song). The "A" Theme is the 
familiar Alphabet Song; the B, C, and D Themes 
are created when the teacher calls a letter and 
the group called adds its song. In this way a 
Rondo may be created (A-B-A-C-A-D-A-C-A-B-A).12 

Also the "Television" game can be quite exciting. 

When the teacher turns the imaginary knob to 
"on," the children begin singing the assigned 
song. When the teacher turns that same knob to 
"off," the children stop singing and continue 
thinking the song in rhythm. Several "ons II and 
"offs" in a song ~romote a high interest level 
and lots of fun. 1 

This last game could be adapted for group singing, 

small ensemb~e, or solo singing. It is an open-end 

activity from which the children could create all kinds 

of interest. 

Singing creatively could also involve an aesthetdc 

response. As the students listen to themselves sing 

together or separately, they could make some value judg

ments as to which was better, why one sounded better, what 

12Ibid., p. 124. 

13Ibid., p. 125. 
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could be done to improve the sound, and do accompaniments 

enhance it. These and other questions should be posed by 

both the teacher and student so a new dimension will be 

added; not just the same old song sung the same old way. 

READING ACTIVITIES 

It is impossible to isolate musical reading activities 

from rhythm, melody, form,composition, and the other elements 

of music; so in this section there may be some overlap just 

as there was with rhythmic and singing activities. 

Kodaly14 felt that the musically literate person 

could read music with a full comprehension of the sound just 

as an individual might read a book. In his approach he 

has the student write and read music early. By using the 

hand signals he adopted, the teacher can be flexible. The 

students should be able to use the hand signals themselves 

as well as sing by sight with the teacher using them. Fifth

grade students should be able to read the signals from "do" 

to "do" and know whether a song is "do" centered (major) or 

11 la" centered (minor) • 
15 

14 Eosze, Zoltan Kodaly, p. 81. 

lSLois Choksy, The Kodaly Method, Comprehensive Music 
Education from Infant to Adult (Englewood Cliffs: Prentice-Hall, 

Inc., 1974), p. 103. 
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Learning to read music is a skill that can be 

learned by convergent thought processes. One way the skill 

is best retained is when the children use it to write and 

16 
read the music they help create. 

When teaching reading of music, it is a good plan 

to set conditions in a classroom so understandings emerge 

and are not imposed. Some skills that should be considered 

necessary for preparing the child to read music are the 

following: 

1. Does the child have the ability to listen? 
2. Has he developed a certain amount of audio 

acuity? 
3. Is his attention span developed to normal 

lengths for his age? 
4. Does he have the ability to understand and 

use simple symbols? 
5. Is he a member of a congenial group? 
6. Does he have the ability to reproduce heard 

sound and the ability to express rhythm? 
7. Can he recognize difference in pitch, con

trasts in phrases, in the concepts of loud 
and soft? 

8. Can he hum a tune? 
9. Does he respond differently to different music? 17 

Many of these skills can be readily developed and should 

be: so the child will have a "musical readiness" which will 

help him have a positive attitude for reading music. 

Fifth-grade children should have moved through graph 

16Hickok and Smith, Creative Teaching, p. 24. 

l 7Ib. d 1 ., p. 40. 
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or line or picture patterns to music notation and should be 

independent readers of simple notation. They should be able 

to notate their own compositions and thus become interested 

in learning to read more difficult musical notations. They 

also should be aware of the elements of music which they 

have experienced by listening, moving, singing, and playing 

instruments. 

After children have acquired musical concepts, they 

associate these concepts with notation as even, uneven 

rhythms, music moves by steps or skips, the direction of the 

melody, the beat and relative note values, and phrase 

patterns. As children_read they can play or sing, use body 

motions, use bells, or percussion instrurnents. 18 The read

ing of music should never precede the experience for which 

the symbol stands. 

Adding instruments as accompaniments to songs the 

children know can help motivate students to read music. 

To know how to play certain chords, descants, ostinati, or 

other harmonies, they must be able to read the notes and 

rhythm. 

Speech is also useful in hearing rhythms and writing 

them. one syllable words can be used for the quarter note: 

18Ibid., p. 69. 
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two syllables for the eighth note; three syllables for 

the triplet, etc. Using combinations of these, the students 

19 
can compose stories or simple songs such as Orff had his 

students do. The "Boa Constrictor" is one such example. 

BOA CONSTRICTOR 

love with a boa constrictor, a boa constrictbr 
a boa constrictor, 

-I fell in love with a boa constrictor & he's taking 
luncfi 

B Section: (Bengal Tiger) have you had your lunch? 
If not, come to Boa's house 
And join our bunch for lunch. 

Bengal Tiger Gray Elephant Laughing Hyena 

·' ·' .J .I d n .\ _r; r ~-'-' 
Brown Bear with the Thick Hair 

.r J~ J J J .J 
Last verse: I have been eaten by a boa constrictor, etc. 

And I don't make a very good lunch. (Crunch!) 

This is one method of having the students read rhythm and 

notation, and the creative aspect would be to have them 

compose their own stories, rhythms, and music. 

19orff-Schulwerk Workshop held in Dalla$, Fall 1977, 
for Dallas music teachers and student teachers. 
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There is a number of games that can be used to 

learn music notation. "Note-Name Concentration" has a 

Concentration Board mounted on the wall with Concentration 

Note-Name Cards, which the student can make. 

Cards are arranged in random order on the 
Concentration Board. Players are divided into 
two teams. The first player chooses a number 
from the board and the teacher reveals that 
particular card. The student then calls a second 
number, attempting to match the first card. The 
student receives one point for each card that he 
is able to identify and three more points if his 
card makes a match (five points possible total). 
The team that earns the most points is the 
winner. 20 

Musical Bingo is another popular game. The students 

can make their own bingo cards with the symbols they want to 

use. The teacher may also add some to increase the range 

of learning. 

Musical spelling games can arouse excitement while 

teaching notation and can be done in a variety of ways. A 

floor staff can be used with students divided into groups 

of four to spell four-letter words on the staff. A time

keeper keeps a record of the time each group uses, and the 

one using the least amount of time is the winner. Decoding 

sentences that have part of the words written in musical 

notation is another variation. 

20Athey and Hotchkiss, A Galaxy of Games, p. 95. 
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Making sou~a compositions can be an interesting way 

to teach contemporary notation. In this project the students 

may work either individually or in small groups. They might 

select sounds they hear in school, or those heard on the way 

home, those at a zoo, or on a freeway - any sounds that might 

appeal to them. They can use their imaginations as to what 

they hear, arrange them in order, then notate them accordingly. 

It is also rewarding to see if the other students can follow 

the story from the notation. 

The teaching of music notation and reading can be 

done in a variety of ways, and the innovative teacher should 

not limit herself to u_sing ·the "same old approach." 

LISTENING ACTIVITIES 

Listening is a skill - perhaps one of the most 

difficult to learn. To help students listen with discrimina

tion, perception, and intense involvement of mind and feelings 

f . d t. 21 is a major objective o music e uca ion. 

The teacher should be aware that learning to listen 

can be a long, slow process for some children, and she 

should not be discouraged with small gains. For many children, 

21Reimer, Bennett, Learning to Listen to Music 
(New York: Silver Burdett Company, 1969), p. i. 
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however, it is simply a matter of exposure . . Children need 

listening experiences that will help them develop a 

sensitivity and love of the aesthet~c aspects of music. 

There are many ways to surround children with music 

in the classroom and make them aware of beautiful and 

interesting sounds. Perhaps the techniques of disc jockeys 

who have been highly successful in promoting individual 

recordings could be used in the classroom. Let the students 

select from a number of recordings, make their own list of 

favorites, and play them during the week. This will en

courage them to discover music for themselves. 22 This can 

also present a challenge to· the teacher - to see what music 

the children prefer and to what type of music they are 

exposed. 

The freedom of "real" listening experiences 
can also be creative for as the individual hears 
music he can have a new and exciting experience. 
There is a difference in the degree of listening 
ability of each child. The more involved he 
becomes in listening, the more creative the 
experience is, in that the music becomes a part 
of him. This points up the necessity for care-
ful selection of materials by the teacher as well 
as the importance of the teacher's attitude toward 
music as reflected in her enjoyment of listening. 23 

Suzuki insists on his students listening a great 

22Hickok and Smith, Creative Music, p. 92. 

23 Ibid., 
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deal. He contends the ear is trained by good models - by 

hearing repeatedly musical, in-tune performances of fine 

music. He says 

I just want to make good citizens. If a 
child hearf good music from the day of his 
birth, and learns to play it himself, he develops 
sensitivity, discipline, and endurance. He gets 
a beautiful heart. By developing their musical 
sense and helping each other our children will 
bring a better world for tomorrow. 24 

Listening is fundamental to all musical experience. 

The student must listen as he sings, tunes his guitar, claps 

the beat, echoes the rhythm, or creates an original melody. 

The goal of the listening program is to increase each 

student's desire to listen to music. This is accomplished 

by developing the student's awareness of patterns of tension 

and release in the music as brought about by the particular 

f · . 1 1 t 25 
uses o various musica e emen s. 

Listening is a strictly individual experience. Each 

person listening hears what he is capable of hearing or what 

he is interested in hearing. One student might hear the 

rhythm, another might feel the mood, or another might think 

the construction or manipulation of sounds is m6st interesting. 

24c1ifford A. Cook, Suzuki Education in Action 
(New York: Exposition Press, 1970), p. 76. 

25Marvin Greenberg and Beatrix MacGregor, Music Hand
book for the Elementary School (West Nyack, New York: Parker 
Publishing Company, Inc., 1972), p. 143. 
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It could be an aesthetic experience to another. Children 

should be allowed the privilege of hearing things differently, 

and the teacher should refrain from_ imposing her tastes, values, 

and interpretations on them. The teacher who loves music can 

play almost any selection to a class and some will find it 

appealing. 

Hickok and Smith list four types and categories of 

listening: 

1. Marginal listening is the type of listening 
that we do when we listen to more than one 
thing at a time. 

2. Attentive listening occurs when all persons 
involved in the listening act have their eyes 
and ears focused on a center of interest. 

3. Analytical_ listening is a concentrated type of 
listening such as when children are told to 
listen for special directions. 

4. Appreciative listening is listening purely for 
enjoyment.26 

Each of the above types of listening requires vary

ing degrees of concentration and should be used alternately 

in the classroom. 

The number of ways of involving students with the 

music being presented is limited only by the creativity and 

enthusiasm of the teacher. 

The teacher should follow a "cyclical sequence" that 

challenges students to move from the obvious and known to 

26Hickok and Smith,Creative Teaching, p. 140. 
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the subtle and unknown in seeking answers to questions 

regarding the music and its form. The following is such a 

sequence: 

1. Introduce the work, providing motivation 
and presenting background material. 

2. Pose a problem, asking students to listen 
for the overall musical effect and discover 
the more obvious musical elements within the 
work. 

3. Discuss what has been heard, with particular 
reference to possible answers to the initial 
question raised. 

4. Reset the stage for further discovery by 
asking students to listen for specific 

elements of the music and how they relate to 
the overall musical design. 

5. Repeat the above steps, each time having 
students develop increasingly broader under
standings about the use of the musical 
elements in this particular piece. 

6. Apply these understandings to new musical 
experiences. 27 

Using this approach the teacher is encouraging dis

covery of musical elements which might otherwise have been 

ignored. Repeated hearings will increase the student's 

familiarity with the music and design, thus heightening his 

aesthetic response to the experience. 

The Learning to Listen28 kit by Silver Burdett has 

a number of ideas for listening sessions which can be used 

by the teacher and embellished by the students for creative 

27Greenberg and MacGregor, Music Handbook, p. 146. 

28
Bennett Reimer, Learning to Listen 
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listening. 

R. Murray Schafer has a unique course in "ear 

cleaning" which he uses to induce his students to notice 

sounds they have never really listened to before. He has 

them listen to sounds of their environment and the sounds 

they inject personally into their environment. 

All our investigations into sound should be 
verified empirically by making sounds ourselves 
and by examining the results. Obviously one 
cannot always assemble a symphony orchestra in 
the classroom to feel the desired sensations: 
so one makes use of whatever is available. The 
sounds produced may be crude, they may lack form 
and grace, but they are ours. An actual contact 
with musical sound is made ... Improvisatory and 
creative abilities are also re-discovered, and 
the student learns something very practical 
about the size and shape of things musicai. 29 

One of the assignments Mr. Schafer made was for each 

student to bring an interesting sound to class. One student 

brought a balloon, filled it with air, then let it out 

gradually - ZZZZZZZZZZZZZHZHZHZHZHEEEEE. She thought it was 

interesting because it was unpredictable. Another brought 

a metal clacker because he had been hearing it all his life, 

but this was the first time he had actually listened to it. 

Another brought a music box because it was so mysterious. 

A boy got up and said "animal" about a dozen times. He 

found it interesting because the more often it was repeated 

29schafer, Creative Music Education, p. 49. 
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the less it seemea to fit the thing it was supposed to 

represent. The sense was lullea to sleep and only a 

· a b' t · a ·th · 30 
curious soun -o Jee remaine wi no meaning. These 

various sounds could be compiled into a sound story and 

notated if the class desired. 

Listening activities should be a vital, integral 

part of the music curriculum, and the more involved the 

students can become, the more rewards they will reap. 

COMPOSING ACTIVITIES 

Everyone has created music in some way - perhaps by 

humming a tune, fitting old words to new tunes, composing 

new words for old tunes, or maybe even writing a school 

song. The desire to create or compose a musical composition 

should be encouraged. Composition involves the process of 

planning and relating various elements of music through the 

voice, instruments, tape and electronic processes, or any 

combination of these. 31 The results can be a simple rhythmic 

pattern or a complex opera or symphony. 

In composing, open-ended situations are utilized. 

This means the children are presented with suggested titles, 

3oibid., pp. 90-91. 

31Greenberg and MacGregor, Music Handbook, p. 204. 
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themes, moods, sounds, etc. in which they are allowed to 

put their knowledge, understandings, facts, and skills to 

work. Divergent thought processes then begin. In this way 

the students can see more clearly what is meant by rhythm, 

melody, form, timbre, tempo, dynamics, and the other 

elements of music when they incorporate them into their own 

compositions. 

Class compositions are a good way to plant the 

seed for composing. Have the students write a short poem, 

then write the text in word-syllables under the music staff 

placing one phrase of the text under each line of the staff. 

Next, have the students discuss the mood and give idea 

regarding the possible type of melody, rhythm, form, tempo, 

and dynamics. Attention should be given to the important words 

of the text. Let the students chant the words to a beat 

experimenting with different meters to see which fits the 

rhythmic flow of the words. Then they should be able to 

write the rhythmic notation. Discuss where the melody should 

ascend, descend, skip around or have repeated tones. Have 

the students "think" a melody then call upon different ones 

to sing individual phrases. Select the phrases they prefer 

then the students need to write the notes on a staff. 

Evaluation should follow after the composition is completed 
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and changes made where needea. 32 

After the class has gone through this procedure of 

composing together, the students should be able to write 

individual compositions using much the same procedure. 

Carl Orff33 has the students start composing by 

chanting ostinati to old proverbs then compose melodies for 

the chants. They compose for the melody instruments as well 

as rhythmic accompaniments and can devise some interesting 

and delightful accompaniments from very simple to complex. 

Using rhythm instruments, fifth-grade students can: 

. devise rhythmic accompaniments for songs and 
recordings 

. utilize the instruments for sound effects to 
highlight the mood of a particular piece or 
story 

. create interesting rhythmic patterns or a 
composition for these instruments 

. compose a rhythmic pattern to accompany the 
dramatization of galloping horses or marching 
soldiers 

. achieve various tonal effects by playing the 
rhythm instruments in different ways . 

. make up a composition designed to illustrate 
a musical understanding as 3/4 meter, "question" 
and "answer" phrasing, a rhythmic round or canon, 
a rondo, and syncopation. 

Using melody instruments, students can: 

. complete an unfinished phrase or tune 

. create sound effects and a given mood for a 
story or poem 

3 2Ibid., pp. 205-206. 

33Wheeler and Raebeck, Orff and Kodaly. 
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compose a melody using only two or three 
prescribed tones, or in a given tonality, 
key, or meter 

. create introductions, interludes, and codas 
to familiar and original ?ongs 

. compose a tune to accompany dramatization of 
a story 

. make up a bugle call, a march, a lullaby, or 
a piece using phrase repetition or a certain 
rhythmic pattern 

. achieve various effects on instruments by 
playing them in different ways and in novel 
combinations 
write a melody depicting a certain mood 

. experiment with adding harmony to familiar or 
original tunes 

. supply the middle section to a tune in ABA form 

. create a melody to indicate an understanding of 
a certain musical idea; e.g., phrasing, dynamics, 
minor tonality, syncopation, climax, cadence, 
range, a specified form (AB or rondo). 

Students can u .se harmony instruments to: 

. create sound effects to enhance the intended mood 
of a story, poem, song, or dance 

. make up a chordal introduction, interlude, or coda 
to a tune 

. devise original harmonic progressions which can 
serve as the starting point for a composition 

. add an accompaniment to a familiar or original 
tune 

. create interesting-sounding harmonies 

. create a composition illustrating harmonic 
change, triads, chordal texture, tone clusters, 
or homophony. 34 

Aleatoric music can be fun for the elementary student 

also. Tossing beanbags on a floor staff and writing the 

melody is one way of composing. Also, use of the calculator 

34Greenberg and MacGregor, Music Handbook, pp.206-207. 
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by entering a student's birthdate and using the numbers as 

notes on the staff can open another door for chance music. 

All of the activities presented here - rhythmic, 

singing, reading, listening, and composing - have been intro

duced in an effort to make both the student and the teacher 

aware that creativity can and should be integrated into every 

music activity in the classroom. Creativeness is possible 

in all aspects of musical education. The teacher can 

plant the seed for the student to nurture; so that the 

student can grow musically and fuse his diverse knowledge 

and skills into a synthesis, which is not fixed and rigid, 

but open-ended to allow his musical education to continue 

throughout his life. 

In the final chapter a summary and implications 

for using creativity along with a unit of study for fifth 

graders are presented. 



CHAPTER IV 

SUMMARY AND IMPLICATIONS 

Any musical activity offers opportunity for creative 

expression which can help the chila relate to everyaay living 

ana activities. If a suggestion can be made starting the 

child's train of thought so he can carry through ana proauce 

something he can use, he is creating. 

Musical creativity can provide the vehicle for total 

growth. The child' receptivity is openea, his self expres

sion is extended, his muscular ana motor cooraination 

aevelopea, ana his enjoyment and aesthetic response 

evoked. 

Since the creative approach is not a structured cur

riculum, many teachers look at it with some distrust. But 

the creative process is destroyed by a highly organizea 

procedure as it must have room to expand and aevelop, ana 

this really cannot be plannea in advance. A broaa, basic 

guideline should be developea by the music educator, but 

along with this she should use her own inventiveness ana 

imagination and become the catylist to whatever might 

happen in class. Her manner must not be dictatorial. She 

44 
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may pose the questions or problems, and together the teacher 

and student should work through them. 

Experimentation and discovery are important aspects 

of creativity, but so, too, are basic knowledge and musical 

skills. A balanced program should be achieved between the 

extremes of a highly structured program (one that over

emphasizes skills developed through drills and imitation) 

and unrestrained freedom, which disregards the need for self 

discipline. 

Evaluation of the creative effort of the child is 

crucial. The distinction between encouragement to the child 

and over-estimating the intrinsic value of his creativity is 

important. Evaluation should be made in terms of the level 

of the child, not by adult standards. The creative experi

ences in the music classroom probably will not produce any 

great masterpieces, but they should offer great satisfaction 

to both the student and teacher. 

This necessity to evaluate is another implication of 

the creative approach to teaching, and it may be necessary to 

do so in non-traditional ways. It must be an individualized 

evaluation -0nd based upon how and what they can learn. The 

curriculum content should reflect this. 

R. Murray Schafer has written some maxims for 

educators which he has above his desk. Some of them are 
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listed below ana are valuable if one desires and plans to 

use the creative approach: 

1. The first practical step in any educational 
reform is to take it. 

2. In education, failures are more important than 
successes. There is nothing so dismal as a 
success story. 

3. Teach on the verge of perils 
4. There are no more teachers. There is just a 

community of learners. 
5 .... a class should be an hour of a thousand 

discoveries. For this to happen, the teacher 
and the student should first discover one 
another. 

6. Always teach provisionally: only Goa knows 
for sure. 1 

As a conclusion to this paper, a unit of study for 

the fifth grade is presented to illustrate how one might use 

the creative approach. The suggestions that are given are 

general rather than specific as each music educator will need 

to adapt her program to fit the specific needs of the individ-

ual classroom. 

American music of the South offers a variety of 

styles and sounds and has been selected for presentation. 

This could coincide with a social studies unit if it is 

planned in advance with the regular classroom teacher •. The 

songs mentioned here are all from the Exploring Music Series, 

Book v, by Holt, Rinehart, and Winston, but the study should 

1 
Schafer, Creative Music Education, p. 221. 
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not be limited solely to this material. 

The objective of this study would be to develop 

further the musical concepts of rhythm, melody, form, harmony, 

and tone color using the students' creative ability and 

divergent thought processes. An additional goal would be 

a study of the musical heritage of the South. 

A background of the South would need to be presented 

and could be done initially by the teacher with help from 

the students, who could give a presentation of the various 

types of music of the South. Working in groups, the students 

could investigate the folk literature and songs (spirituals, 

jazz, blues, Cajun music, gospel, rock, country, etc.). As 

each type is studied, these students should be able to add 

interesting information to the presentation. 

The song, "Sourwood Mountain," is popular and useful 

for several activities: eurhythmics as used by Dalcroze (hav

ing the students clap the melody rhythm while stepping the 

beat, or variations thereof): the ostinato method of Carl 

Orff, which can be utilized by having the students first 

compose and chant an ostinato, then add a melody using the 

melody instruments: and improvising with homemade instru

ments so they could experiment and produce their own "hill

billy" sound. The ostinati and percussion parts then 

could be notated by the class. Also, adding onomonatopoeic 
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sounds might be interesting (animal sounds, country sounds, 

mountain sounds). 

With the song, "Hop Up My ~adies," dances could be 

improvised with different groups of students taking each 

verse. Rhythmic movement is elicited easily with this song 

and imitating a rocking horse, galloping, or using body 

sounds might be some of the things the children introduce. 

The blues song, "Good Morning, Blues, " is a good 

introduction to composition as this follows a definite form 

of twelve measures (I,I,I,I,IV,IV,I,I,V,IV,I,I) and could be 

done as a class project following the suggestions given 

in Chapter III, page 40, of this paper. 

"When the Saints Go Marching In" delights fifth 

graders and with this introduction to jazz, the opportunity 

is offered to listen to several types (Dixieland, boogie

woogie, bop). Improvisation should be featured, and the 

children should be allowed to improvise on the percussion 

instruments by taking a "straight" rhythm first then adding 

other rhythms. Suggest that the instruments "have a con

versation." Avoid monotony by having them add and subtract 

instruments and change the meter. 

The spirituals offer an opportunity for beautiful 

and expressive singing. The students should first listen 

to good recordings of them as Suzuki suggest in his program. 
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"Lonesome Valley, 11 11Follow the Drinkin' Gourd," and 

"Someboay' s Knock in' at Your Door 11 (two part) are all good 

for combining solo with ensemble singing. The children 

should be encouragea to sight read "Lonesome Valley" and 

aetermine what scale is used. "Someboay's Knockin' at Your 

Door" should be sight reaa also and Koaaly's method employing 

the hand signals could be used. Use of the tape recorder 

woula help the students evaluate the choral sound they 

produce. 

The above are a few suggestions for studying the 

music of the South. Each teacher must add or delete according 

to her individual needs. 

Student and teacher evaluation is necessary in all 

of the areas, and suggestions for improvement should be made 

when needed. Evoking an aesthetic response is important also, 

but since this is an individual response and difficult to 

measure, it is often overlooked in the music classroom. 

The music eaucator, especially at the elementary 

level, must use creativity in the classroom so the student 

can learn to enjoy and appreciate music in his daily living. 

The teacher must be imaginative and aaring to achieve 

positive results. 

Some materials that are available using the creative 

approach are listea in the following pages. 
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BOOKS 

Contemporary Music Project, Experiments in Musical Creativity. 
MENC, 1966. 

Edna Doll and Mary Jarman Nelson, Rhythms Today. Morristown, 
New Jersey: Silver Burdett Co., 1965. 

Marvin Greenberg and Beatrix MacGregor, Music Handbook for 
the Elementary School. West Nyack, New York: 
Parker Publishing Company, Inc., 1972. 

Dorothy Hickok and James A. Smith, Creative Teaching of 
Music Education in the Elementary School. Boston: 
Allyn and Bacon, Inc., 1974. 

Lois Lana and Mary Ann Vaughn, Music in Today's Classroom: 
Creatinq, Listening, Performing, Harcourt, Brace & 

Jovanovich, Inc. 

Aden Lewis, Listen, Look, and Sing. Morristown, New Jersey: 
Silver Burdett Co., 1970. 

Grace Nash, Creative Approaches to Child Development with 
Music, Language, and Movement, New York: Alfred 
Publishing Company, Inc., 1973. 

John Paynter and Peter Aston, Sound and Silence: Classroom 
Projects in Creative Music. London: Cambridge 
University Press, 1970. 

Mary Helen Richards, Threshold to Music. San Francisco~ 
Fearon Company, 1964. 

George Self, New Sounds in Class. Bryn Mawr: Theodore 
Presser, 1967. 

R. Murray Schafer, Creative Music Education: A Handbook for 
the Modern Classroom. New York: Schirmer Books, 1976. 

The New Soundscape. Scarborough, Ontario: Berandol 
Music Ltd., 1969. 

James A. Smith, Creative Teaching of the Creative Arts. Boston: 
Allyn and Bacon, Inc., 1967. 
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Lawrence Wheeler and Lois Raebeck, Orff and Kodaly Adapted 
for the Elementary School. Dubuque: William c. 
Brown Company, 1972. 

Robert W. Winslow and Leon Dallin, Music Skills for Class
room Teachers, Dubuque: William c. Brown Company, 
Fourth Edition, 1975. 

SONG BOOK SERIES 
(Books and Records) 

Allyn and Bacon, Inc., This Is Music, 470 Atlantic Ave., 
Boston, Massachusetts 02210. 

American Book Co., New Dimensions in Music, 55 Fifth Avenue, 
New York, N.Y. 10003. 

Follett Publishing Co., Discovering Music Together, 1010 West 
Washington Blvd., Chicago, Illinois 60607. 

Ginn and Company, The Magic of Music, 191 Spring Street, 
Lexington, Massachusetts 02173. 

Holt, Rinehart, and Winston Inc., Exploring Music, 383 Madison 
Avenue, New York, N.Y. 10017. 

Prentice-Hall Inc., Growing with Music, Englewood Cliffs, New 
Jersey 07632. 

Silver-Burdett Company, Making Music Your Own, Park Ave. 
and Colwnbia Road, Morristown, New Jersey 07960. 

EDUCATIONAL ALBUMS AND RECORDS 

Bowmar Educational Records, Bowmar Orchestral Library. Three 
series, charts for classroom use included. 10510 Bur
bank Blvd., North Hollywood, California 91701. 

R.C.A. Victor Library for Elementary Schools, 155 E. 24th 
Street, New York, N.Y. 10010. 

Silver-Burdett Company, Learning to Listen, Park Ave. and 
Colwnbia Road, Morristown, New Jersey 07960. 
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FILMSTRIPS AND RECORDS 

Educational Audio Visual Aids, Inc., 29 Marble Avenue, 
Pleasantville, New York 10510. 

Society for Visual Education, 1345 Denersey Parkway, 
Chicago, Illinois. 

Jam Handy Organization, 2021 E.Grand Blvd., Detroit, Michigan. 

CATALOGUES 

Audio-Visual Enterprises, P.O. Box 8686, Los Angeles, 90008. 

Camden Records, c/o RCA Records, 155 E. 24th St., New York 10010. 

Columbia Records, 51 W. 52nd St., New York, N.Y. 10019. 

Educational Record Sales, 157 Chambers St., New York, N.Y. 10007. 

Folkways Records, 117 W. 46th Street, New York, N.Y. 

The Golden Record Library, 250 W. 57th Street, New York, 10019. 

ELECTRONIC MUSIC 

C.E.S. Computers, Inc., P.O.Box 234, Hicksville, N.Y. 11802. 

Electronic Music Laboratories, Inc., P.O.Box H., Vernon, 
Connecticut 06066. 

Folkways Scholastic, 906 Sylvan Ave., Englewood Cliffs,N.J.07632. 

Wurlitzer Company, Dekalb, Illinois 60115. 

OTHER RESOURCES 

Dalcroze School of Music 
Dr. Hilda M. Schuster, Director 
161 East 73rd Street 
New York, N.Y. 10021 

The Continental Press, Inc. 
Elizabethtown, Pa. 17022 

First hand information 
on the Dalcroze system. 

Music includes dupli
cating masters. 
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180 East Sixth Street 
St. Paul, Minnesota 
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Excellent resource for 
cassettes, filmstrips, 
and records. 

Music Educators' National Confer- Monographs on current 
ence. research for the class-

1201 Sixteenth Street, N.W. room teacher plus other 
Washington, D. C. 20036 educational belletins. 

R.C.A. 
Educational Sales 
P. o. Box R.C.A. 100 
Indianapolis, Indiana 46291 

Excellent source of 
records. 

Each music classroom needs a good record player, a tape 
recorder, and percussion and melody instruments. 
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