S
2
Cleveland State University “

EngagedScholarship@CSU ACADEMIC ENDEAVORS

ETD Archive

2009

Multicultural Music Education: Second-Grade
Students' Responses to Unfamiliar Musics

Lisa M. Heinrich
Cleveland State University

Follow this and additional works at: https://engagedscholarship.csuohio.edu/etdarchive

& Part of the Music Commons
How does access to this work benefit you? Let us know!

Recommended Citation

Heinrich, Lisa M., "Multicultural Music Education: Second-Grade Students' Responses to Unfamiliar Musics" (2009). ETD Archive.
537.
https://engagedscholarship.csuohio.edu/etdarchive/537

This Thesis is brought to you for free and open access by EngagedScholarship@CSU. It has been accepted for inclusion in ETD Archive by an

authorized administrator of EngagedScholarship@CSU. For more information, please contact library.es@csuohio.edu.


https://engagedscholarship.csuohio.edu?utm_source=engagedscholarship.csuohio.edu%2Fetdarchive%2F537&utm_medium=PDF&utm_campaign=PDFCoverPages
https://engagedscholarship.csuohio.edu/etdarchive?utm_source=engagedscholarship.csuohio.edu%2Fetdarchive%2F537&utm_medium=PDF&utm_campaign=PDFCoverPages
https://engagedscholarship.csuohio.edu/etdarchive?utm_source=engagedscholarship.csuohio.edu%2Fetdarchive%2F537&utm_medium=PDF&utm_campaign=PDFCoverPages
http://network.bepress.com/hgg/discipline/518?utm_source=engagedscholarship.csuohio.edu%2Fetdarchive%2F537&utm_medium=PDF&utm_campaign=PDFCoverPages
http://library.csuohio.edu/engaged/
https://engagedscholarship.csuohio.edu/etdarchive/537?utm_source=engagedscholarship.csuohio.edu%2Fetdarchive%2F537&utm_medium=PDF&utm_campaign=PDFCoverPages
mailto:library.es@csuohio.edu

MULTICULTURAL MUSIC EDUCATION:

SECOND-GRADE STUDENTS’ RESPONSES TO UNFAMILIAR MUS$

LISA M. HEINRICH

Bachelor of Music in Education
Bachelor of Arts in German
Bowling Green State University

May, 2003

Submitted in partial fulfillment of the requiremsrfor the degree
MASTER OF MUSIC
at the
CLEVELAND STATE UNIVERSITY

December, 2009



This thesis has been approved
for the Department of MUSIC

and the College of Graduate Studies by

Thesis Committee Chairperson/Dr. Rita Klinger

Department of Music & Date

Dr. Birch Browning

Department of Music & Date

Dr. Eric Ziolek

Department of Music & Date

Dr. Lily Hirsch

Department of Music & Date



DEDICATION

To my husband, Terence, for being so supportiveusmiérstanding throughout my
graduate studies.

And to my parents, Jim and Sharon, for sharing tboge of music and for giving me
every opportunity to further my education.



MULTICULTURAL MUSIC EDUCATION:
SECOND-GRADE STUDENTS’ RESPONSES TO UNFAMILIAR MUS$
LISA HEINRICH

ABSTRACT

The purpose of this study is to investigate stuglegrbuping and responses to unfamiliar
non-Western musics. Eighty-five second-grade stugarticipants from nine intact
classrooms in an elementary school in rural Ohteikeed four consecutive 35-minute
lessons over a two-week period on Japanese Gagakméle. The four lessons
included guided listening, performing kakko druntt@ans, moving appropriately to
music, and participating in discussions about Jepaulture. Following four lessons on
Japanese Gagaku ensemble, students spent two (feekiessons) developing singing
and rhythm skills in western music. After the fevgstern music lessons were
completed, the students listened to a recordirngr@naian Adowe drumming. Students
were asked to write a response: “Describe this einghe best way you can.” The
majority of students refrained from labeling thesisuas coming from a specific culture.
Students who did label the music as belonginggaréicular culture, named cultures to
which they had recent exposure. The results efghidy suggest that second-graders
apply knowledge of a familiar culture to a musidture that is unfamiliar. Music
educators can use this information to promote studederstanding of and

differentiation between musics of Western and noest&étn cultures.
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CHAPTER |

INTRODUCTION

A music education incorporating diverse musicsrtcogirage cultural awareness
and sensitivity to various cultures was broughtuditly societal demands over the last
one hundred years (Campbell, 2002; Mark, 2005; Mitya2007; Volk, 1993, 1997,
1998). An increase in population, closer relatiops with other countries, and the fight
for minority rights led to a multicultural emphasgisAmerican education (Banks, 1997,
Campbell, 2002; Mark, 2000; Volk 1993, 1998). Hush to include diverse musics in
the music classroom resulted in a significant arhofinesearch concerning multicultural
music education. One area that is widely studestudents’ music preference. Studies
of music preference suggest that teachers canaisergudent preference for unfamiliar
musics by exposing them to diverse musics at ayaige (Brittin, 1996; Fung, 1996;
Demorest & Schultz, 2004; McCoy, 2003). Multicubmusic advocates, Campbell
(19964, 1996b) and Edwards (1998), encourage reesitiers to expose children to
diverse music cultures, recommending the in-depitiysof a limited number of musical
cultures as the best path to understanding worlsienu

It my belief that though in-depth study is beneficlimited exposure to non-

Western musics causes young students to assoniatgamiliar music with whatever



they have already studied, regardless of the nmaerigin. They hear non-Western
musics, even if they are different, as similar #rely may group them all in one category.
This issue is a concern for music educators becawese if educators succeed in
expanding students’ preference for diverse mustcslents may be equating the music of
a newly familiar culture with cultures that remaimfamiliar.

This study explores students’ grouping and respotsanfamiliar non-Western
musics. In this study students received 4 lessanfapanese Gagaku ensemble,
including guided listening, music performance, muoeat to music, and relation of music
to culture. Following the four lessons on Japartgsgaku ensemble, students spent two
weeks (four lessons) developing singing and rhyskilis in western music. After the
four western music lessons were completed, theestadistened to a recording of
Ghanaian Adowe drumming. Students were askedite wiresponse: “Describe this
music in the best way you can.” |, the investigatised the written responses to
determine if students differentiated between Afti¢adowa drumming (unfamiliar) and

Japanese Gagaku ensemble (familiar).



CHAPTER Il
REVIEW OF RELATED LITERATURE

Literature concerning multicultural music educatamdresses not only the
historical context for this educational trend, bl#o the many concerns educators face as
they strive to teach unfamiliar musics. Studiedraglsing music preference, instructional
methods and student attitudes toward diverse masecprevalent and continue to be
replicated and adapted as advocates seek therbesites. The literature on these topics
is vast, which is why this literature review coveeveral main areas: teacher
preparedness and competency, advocate recommergjgiieference studies,
instructional methods, learning outcomes, instrulieand the question of authenticity.

The first concern for music educators is how taheanfamiliar musics when
they have little knowledge, training, and resourckss well-documented that educators
are not adequately prepared to take on the chalehtgaching diverse musics in the
American music classroom (Campbell 1996a, 1996042Campbell & Scott-Kassner,

2006; Klinger, 1996; Lundquist, 2002; McCarthy &ecio, 1994; Pembrook &



Robinson, 1997). In a statewide survey of multioall practices of Maryland music
teachers, McCarthy and Stellacio (1994) found 8886 of teachers who had received
inservice training on diverse musics rated theik laf knowledge and skill as the second
biggest challenge in teaching multicultural musigh acquisition of materials being the
primary concern. In comparison, only 46% of teasheho had not received inservice
instruction ranked knowledge and skill as the sddmiggest challenge. Teachers who
had inservice training in diverse musics were noomgcerned about their competency in
teaching diverse musics than teachers who hadeneived inservice training. The
authors postulate that this may be because trainingulticultural musics leads to a
heightened awareness of the expertise necessaffettively teach those musics.

As an example of the process a teacher goes thtoyglepare a unit on
unfamiliar music, Klinger’s (1996) ethnography suarines ten weeks spent with a
music educator called “Angela.” Angela worked wiblrth- through sixth-graders and
prepared fifth-graders for an evening program datihe “Africa Experience.” The
teacher chose to do a grade-level program on Abszzuse students were learning about
Africa in their classrooms and the district hadvmasly received musical resources for
teaching African music through a grant. When Kéingsked Angela for the reasoning
behind her song selections, Angela replied thatgthaot select the songs with a specific
African country in mind; she simply selected sotigs were available to her. Just as in
the McCarthy & Stellacio (1994) study, this educdtad very limited knowledge, skills
and song materials to effectively teach music afoah culture(s). Angela had fifth-
graders perform songs she arranged for Orff ingnisand voice, of which she was not

sure about the proper pronunciation of lyrics.



Despite the fact that many music teachers are paped to teach multicultural
musics, advocates feel it is better for music ettusao teach world music in the best
way they can, rather than teach none at all (Calhd896b). One course music
educators can take to lessen the seeming burdeaafing multicultural musics is to
narrow their expectations to “multiethnic” musiBlulticultural education is a broad term
that encompasses music of people of different agesal classes, genders, religions,
lifestyles and exceptionalities (Campbell & Scotsdsner, 2006). Multiethnic music
education allows educators to focus more on ettyngeid groups rather than worrying
about age and social class. However, this doelyimignsive study of more than one
group (Campbell & Scott-Kassner, 2006; Miralis, 00

Educators’ efforts to teach unfamiliar musics amettwvhile, as several studies
have revealed that students exhibit positive altisuafter studying an ethnic music that
was previously foreign to them (Abril, 2006; Chenftéck, 2007; Edwards, 1998;
Lundquist, 2002). One way to increase studentgigdigy for unfamiliar musics is to
expose students to music over and over again i{Brit96; Fung, 1996; Demorest &
Schultz, 2004; McCoy, 2003). In one of the eatl@sference studies, Krugman (1943)
selected 9 college students to see if he couldrekpzeir preference for music. He
purposely chose students who indicated in a prétegteither did not like classical or
swing music. Once a week for eight weeks, subgatén a small classroom and listened
to three selections of the genre they had indicasedot preferable. Krugman found that
music preference can simply be influenced by reggkakposure to a particular music

regardless of the musical genre.



The literature also discusses the instructionat@gh’s effect on students’
preference for unfamiliar musics. One examplehistfan’s (1984) study that measured
the effectiveness of two instructional methods fi@céive change and cognitive
development on fifty sixth-graders split into tmmgps. Each group received eight
forty-minute lessons of instruction on Gamelan mushe group received instruction
with a heuristic approach (performance-based) haather with a didactic approach
(teacher-directed). The heuristic approach waadda be more effective in increasing
preference for Gamelan music and improving cogaiskills.

Another example is Fung and Gromko’s (2001) studgotive and passive
listening and music preference. Fung and Gromlkongéxed the difference in preference
ratings of an unfamiliar music between students attovely listen to music and those
who passively listen. The subjects in the studyevikirty-five seven to twelve year-old
students. The active listening group first mowe#&orean music spontaneously with
props, then drew in sand, and finally drew the igsiontour with pens. The passive
listening group passively listened to the musicfitst two times before being asked to
trace the music’s contour with pens. Spontaneameement was found to be more
effective than passive listening in increasing stugreference for a newly introduced
music and gave students better insight into rhydnich phrasing.

Yet, in a literature review of instructional apptbaand world music preference,
McCoy (2003) reports that even though some stughiesy an increase in preference as a
consequence of instruction, other preference ssudiend guided listening and other
instructional methods are no more effective in@asing students’ music preferences

than repetition.



Even though much of the literature in multicultunalisic education discusses
best methods for formal music instruction, teacieust remember that formal musical
training is only one part of a student’s music edion. Teachers need to recognize that
music education occurs not only in school but alsside of school as enculturation and
from individuals who provide students with guidan€&ampbell (2006) describes the
formal realm of learning as “being linked to teasheelection, presentation, and
rehearsal of students in schools in explicit knalgkeand skills to be learned... (p. 416).”
Campbell is an advocate for the observance of tmdig children in their natural
(informal) environments because she believes thé¢rstanding students’ natural
inclinations for socialization and play may leadieators to more effective methods for
in-school learning.

Global observation provides music educators wisligint into various
transmission practices for musical sharing anchiear with the aural-oral method being
prominent (Campbell, 2006; Campbell & Scott-Kass@806). The aural-oral method is
the common method of song transmission in manyicedtand eliminates the need for
music literacy. Quesada (2002) warns that teadtersld not become obsessed with
transcriptions of non-Western musics. In cultuled contain complex rhythms and
melodies, the music cannot be accurately notategestern style. The method of
transmission is just one decision among many theticreducators make as they prepare
to teach diverse musics.

Multicultural music education is a multifaceted gree in which educators must
consider not only instructional methods, but alslbucal sensitivity and desired learning

outcomes. Various authors agree that musical atidral competence or skill are



common goals (Abril, 2006; Edwards, 1998; KwamiQ20Quesada & Volk, 1997). To
address these goals the educator must explairug’gnmusic in relation to its cultural
context. As previously mentioned, music educatarseasily feel overwhelmed when
addressing the music of countless ethnicitiesenthited States. A realistic task is for
music educators to select a few ethnic musicsachtén-depth (Campbell, 1996a).
Teachers then need to make a decision about how oulttiral context will be given.
Some elementary music educators may be able taboolite with classroom teachers so
that cultural context can be introduced or reindor the general classroom (Anderson
& Campbell, 1996; Klinger, 1996; Chen-Hafteck, 2D0OBecause collaboration is not
always an option and music educators have limited for instruction, Campbell
(1996b) recommends teaching somewhere in betwéeardext and none at all.

Researchers interested in best practices for tegechulticultural musics utilized
in-depth instruction to test a variety of instrocial methods, as listed below. Chen-
Hafteck (2007) found that students were open tmevk Wonder, and Learned (KWL)
formula which she believes motivated studentsaon@bout Chinese culture. The KWL
method gives students control of their learninget&n (1981) found that the
heuristic/experimental method increases cognitiv@edge including preference,
achievement, and attentiveness of students (in&@aesnd Volk, 1997). Campbell &
Scott-Kassner (2006) recommend that students hapertunities to experience a broad
sampling of music, explore selected musical cuttaned that teachers provide multiple
approaches to musical skills and understandingaghieal to many learners.

Abril (2006) examined the learning outcomes of stid who received world

music instruction in two different methods. Thetjggpants were 170 fifth-grade



students in a suburban area from four intact ckggaeght by music educators considered
experts in the field. All children performed amatfised on the same musical works.
Two randomly assigned classes focused on the meteaents of the music to further
musical understanding and skill. Two additionalssles focused on the sociocultural
context and on improving knowledge in unfamiliarsival styles, sounds and cultures.
The results revealed that each group describeddhea of instruction in more detail than
the other. For example, the sociocultural grougidcdescribe the sociocultural
connection to the music in much greater detail th@rmusical concept group and vice
versa. However, musical skill acquisition was &amifor both groups. Abril advises
against the musical concept approach when therledgjective is for students to obtain a
deeper understanding of the sociocultural cont&kte believes that an “interactive
dialogue” among teacher and students resulted ne stadents being able to articulate
their knowledge and understanding.

Edwards (1998) examined the musical and nonmuaataévement of fourth
grade students from four instructional approachdsative American music. The study
involved five intact fourth-grade classes that waredomly assigned to treatment
groups, with one being the control group. The mdrgroup did music listening/analysis,
singing, recorder, and an Israeli folk dance. &kpeerimental groups received large
group lessons involving social studies and mustb awuthentic instruments, a Native
American guest teacher, and authentic and nonatithestruments in small-group
learning centers. All classes received eight lessmd each student was asked to write
two paragraphs about what he/she learned at thefehd study. The researcher divided

the data into the following categories: contentwlsalge, skills, instructional attitudes,



cultural awareness, cultural sensitivity, and aaltwaluing. All four treatment groups
displayed positive attitudes about what they ledybet exhibited cultural sensitivity and
acquisition of content knowledge and skills at vagylevels. Each experimental group
listed unique responses specific to their own utdional treatment. The control group’s
responses were much less insightful than the exaitial groups. The results of this
study demonstrate that a variety of instructionathnds are effective when teaching
multicultural musics and what is important is teaghmulticultural music in-depth.

It is good teaching that brings forth good resntisnatter what music is being
taught (Quesada and Volk, 1997). If teachers dw thest to educate students and take
into consideration the many dimensions of teachmudtiethnic musics, a variety of
instructional methods can be effective.

Instructional methods are not the only area in tioles The authenticity of
materials and resources of unfamiliar musics isasppnconcern for music educators.
Determining authenticity is a heavily debated tapimulticultural music education.
Volk (1998) describes how for many years educadasiot question the authenticity of
materials because it was believed that if a pieae published in a textbook, it was
authentic. However, many of these pieces weraoairately transcribed and were
westernized to make them more user-friendly for Aoa@ music educators. These
pieces would not be recognized by a native of theie from which they came. Volk
encourages teachers to read the composer’s / arramptes along with a selection to
determine if it is a credible source.

Campbell (1996b) interviewed several advocatesvimtd music in music

education about the issue of authenticity. SheestéOne of the chief concerns of music

10



educators has been the issue of authenticity,ibatgard to the selection of music that
can be considered representative of a culturetaratiual performance by people from
outside the culture (p. 68).” However, what ma&gsece authentic is debated. One of
Campbell’s interviewees, Bell Yung, responded #mimuch music in China has been
adapted and borrowed among cultures that the g@uestiauthenticity is moot. Another
interviewee, Anthony Seeger, argued that authemtisic is music that has been fully
integrated into a culture so that a people caneatigat it is their own.

Klinger (2002) prefers to look at theustworthines®f a song. She points out
that “all versions and variants of a song from aetg of time periods are in some way
authentic (p. 207).” Trustworthy music could cofren someone who is recognized as
a musician within an ethnic or cultural group tisapresenting a song. Another example
of a trustworthy source would be ethnomusicologigie have studied a particular
culture or ethnic group in-depth.

Through a literature review concerning world musing music education,
Quesada and Volk (1997) found that many world nauaitd music education sources
have been accumulated. From 1973-1993,

Materials, resource lists, teaching units, syllabid curriculum outlines have

been provided for many cultures...Given the quamtitynaterials for all levels of

educational experiences that have been developtbe iast two decades, it
appears that this issue (world musics and musicaotun) has been well

addressed (p. 59).

To aid in recultivation of some sense of authetyticdome educators look to

instruments. Every culture has a unique assortofenstruments, and these instruments

11



help to create the distinctive sounds of thoseucedt (Carolin, 2006; Quesada, 2002;
Volk, 1998). Many music educators use whateverunsents they have to perform the
songs of diverse cultures. Teachers should closalgh instrument timbres when
substituting western instruments for non-Westestrinments (Quesada, 2002; Volk,
1998). Quesada (2002) suggests than when it isossible to procure indigenous
instruments, teachers should play recordings oirtsteuments so that students can hear
the specific timbre of the instrument.

Pembrook and Robinson (1997) found in their twosedy of students and the
music of Ghana that students who performed on atithestruments had significantly
higher scores of attitude, cognitive and perforneameasures than those who had
substitute instruments. The authors postulatewwhen students play authentic
instruments they are more engaged and interestedrining cultural information than if
they were using substitute instruments. Instrusi&oim many cultures are now widely
available for purchase from instrument suppliéfbus, teachers can and should obtain
instruments from the cultures they are teachingearmburage students to play them
(Anderson & Campbell, 1996).

In summary, advocates for multicultural music extion encourage educators to
promote cultural sensitivity through the in-deptindy of a limited number of non-
Western music cultures. Preference studies reliatlepeat exposure to unfamiliar
musics can increase student preference for newcsiuBioth passive and active listening
can be effective in increasing preference. Stugleasponses to non-Western musics

have been studied in various capacities; howeware inave explored the possibility that

12



students associate unfamiliar musics with whatéwey have already studied, regardless

of the music’s origin
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CHAPTER IlI
METHODS AND PROCEDURES

I, Lisa Heinrich, a full-time elementary generalsituteacher, am the researcher.
| followed an action research model which permitteglto continue my daily teaching
without interruption. The action research model 8ay to make use of research
principles in order to provide information that daenefit other teachers in their daily
practice. Action research is conducted by edunairofessionals, such as teachers,
principals, and counselors. The research is agedun institutions where the practice
should be implemented. The goal of action reseiarth gain knowledge that is relevant
to the local setting. It is not limited to a sgecmethodology, but generally uses both
gualitative and quantitative data descriptivelyheTaction research model allowed me to
use a sampling of students from the building wheeach and utilize data collection
methods that were convenient and easy to admirastéscore.

This action research project involved a mixed mettiesign. | collected
qualitative data first in the form of a daily waeitt diary. In the diary, | noted students’
comments throughout the lesson time, studentsbpadnce accuracy of Japanese
rhythms, and students’ overall reactions to theemig@t The students’ written responses,

which marked the culmination of the study, funcédras both qualitative and
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guantitative data. Quantitative data was formeedmihcoded students’ written
responses. | used triangulation in the form aé¢heducational professionals who
verified categorization of quantitative data.

To begin the study, | applied to the ClevelandeStativersity Institutional
Review Board (IRB) for permission to conduct reshanvolving second-grade students.
The application required me to compose a summasgriteng the desired research
project and to create letters of consent and asseparents and students, respectively. |
also procured a letter from the principal of theneéntary school in which the research
was to take place that granted permission to cdrttdecstudy in the building. The IRB
Application for Project Review was then forwardedhe full review board because the
study involved protected subjects. The IRB apptdabe project but requested that |
have someone else (not me) collect the studenigewresponses at the end of the
project. The IRB was concerned that if I, who dsodhe students’ teacher, collected the
responses, the students would feel obligated tiicgaate in the study even if they did
not want to. Subjects’ answers are confidentmisaexplained in the letters of assent and
consent, as shown in Appendices A and B.

After receiving permission from the IRB to begim tstudy, | explained the
project to my second-grade students. | passedtodént assent letters and read through
the letter with all nine second-grade classesisiv&red students’ questions about the
project and educational research in general, atetaiged that students did not have to
participate if they did not want to. | emphasizleat nothing bad would happen to them
if they chose not to participate. | allowed studdn take home assent letters to read over

with their parents and also sent home copies ofdinsent letter, written to the students’
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parents. The parental consent forms also expldhegroject and requested that parents
sign and return the letter if they permitted thoiild to be included in the research
project. Only students who had returned both sigaesent and signed consent letters
were included in this study.

The participants were eighty-five second-gradeesttgifrom nine intact
classrooms in an elementary school in rural Ofiibe Ohio Department of Education
reports that 27% of students in this district arermmically disadvantaged (2008-2009).
The site was selected for convenience, as it istheol where | teach and have
established rapport with students. Subjects redeigur consecutive 35-minute lessons
over a two-week period about Japanese Gagaku efeseitiendance was taken at the
start of each lesson. | made every attempt towdrndentical lessons in all classes, not
only in procedure but also by using similar wordirihe treatment is described in detail
in the lesson plans, included at the end of theptdr.

Two of the nine intact classes were inclusion @aswhich means that these
classes contained both students with varying spee&ds and students with average
learning abilities. The special needs studentewerluded in this study because they are
part of typical public school populations and méke results of this study more
applicable to general music classes in public sishoo

The four lessons included guided listening, perfogWapanese kakko drum
patterns, movement to music, and description ofetetion of music to culture.
Following the four lessons on Gagaku ensemble estisdspent two weeks (four lessons)
developing their singing and rhythm skills in westenusic. After the four western

music lessons were complete, the investigator play€D recording of African Adowe
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drumming. Students were asked to write a resptngee following statement:
“Describe this music to the best of your ability.”
Lesson Plan Design

The lesson plans for this study are researchegdedj and include or take into
consideration a variety of research findings, tegtbexamples, and advocate
recommendations. An instrumental recording (Japa@agaku ensemble) was selected
as the primary recording, because in studies ofdarausic preference, instrumental
music was found to be preferred by students oveahexcerpts (Fung, 1994; LeBlanc,
1981). The recording of Japanese Gagaku ensenalsi@lyed seven times over the
four lessons in an attempt to increase familiamtgich has been shown to increase
preference (Demorest & Schultz, 2004; Fung, 1996gkian, 1943).

The first two lessons used a didactic method, esrgkgrade students have little
knowledge about Japan and need background infaymedimake a cultural connection.
Students were instructed to move to music whitehigg, as Fung & Gromko (2001)
found that spontaneous movement is more effeativedreasing student preference for a
newly introduced music and gives students bettgim into rhythm and phrasing. A
heuristic, or performance-based method, which waad to be effective in increasing
students’ preference and cognitive skills (Shei@84), was used in lessons three and
four when students performed both free and measbegku rhythms. The lessons
were established to give students an in-depth stalating of Gagaku ensemble, as

recommended by Campbell (1996a, 1996b) and EdwWa8$s8).
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Lesson Plan 1: Introduction to Japanese Culture and Gagaku Ensemble
GradeLeve 2nd
L esson Time 35 minutes

Objectives
1. Toinstill cultural appreciation and interest indénts. Students should recognize
that Japan has similarities and differences tdhiéed States.
2. To encourage student tolerance for a variety diicail practices.

MENC National Standards
6. Listening to, analyzing, and describing music
9. Understanding music in relation to history antiure

Materials

1. Roots of Rhythr&D, track 50

2. Roots of Rhythr@urriculum Guide

3. Journey to Japan: A Unicef Pop-up Bddlkustrated by Kinuko Craft and written
by Joan Knight) ISBN # 0-670-80119-4

4. Campbell, P.S. (2004}.eaching music globallyNew York: Oxford University
Press., p. 71 on overhead

5. World Map

Procedure
1. Attendance

2. Movement through mirroring - recording of Gagaksgemble, track 50 (3
minutes)
a. Teacher asks students to stand and reminds studemtsntain self-space
b. Students simultaneously perform (by mirroring) sene movements as
the teacher

3. Cultural Connection (15 minutes)

a. Teacher asks: “What kind of music is this? Doéssbund like something
you've heard before?”

b. Teacher informs students the music is from Japdrtlaat Japan is a far away
country.

c. Teacher asks: “What things may be different in a&paAnticipated answers
and/or teacher explanation: They speak a diffdeerguage, have different
laws, different customs than in America.)

d. Teacher explains that Japan is made up of mamydsland points to Japan on
a world map. Teacher explains how far away Japamd that one must
travel by plane or boat to get to Japan. Japaligistly smaller than
California.
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e. Teacher states: “The Japanese call their counfppdi or Nihon which
means source of the sun and you can see this trafflanese flag.”

f. Teacher writes “Japan” on the board and draws &evitaig with a red circle
on the board.

g. Teacher display3ourney to Japan: A Unicef Pop-up Baokshow and
describe Japan: a house, Tokyo, temple, auto indwastd Festival of
Lanterns

h. Teacher asks: “Do we have some of the same thmgsnerica? What things
are different?”

i. Teacher states: “Itis interesting to see thaaddm@as some things in common
with Americans but also some differences.”

J. Teacher begins class discussion: “Can we be friesttispeople who are
different from ourselves?” (yes)

4. Music (12 minutes)

a. Teacher states: “Let’s listen again to the Gagalaemble recording and
when | stop the CD, | want you to describe the mu3iou can tell me
about instruments you hear, the beat, and the dgsdm

b. Teacher states: “This type of music is Gagaku MuSlagaku means
elegant music and shows photo on p. 43 fRwots of Rhythrof the
Gagaku ensemble. Gagaku music is typically perfdratea court or
shrine for ceremonies and religious events.”

c. Teacher asks: “What can you tell me about this avignot necessarily in
the order below)

i. Teacher writes instrument names on board and pioistisiments out
on overhead of page 71 froheaching Music Globally.
Wind instruments: flutes, oboes, mouth organs
String instruments: zithers and lutes
Percussion instruments: shoko-gong, taiko-drumk&adkcum
ii. Tempo: “Was the recording fast or slow? Whathis tempo?”
iii. Steady beat: “Did the piece have a steadybeHbe whole time?
Some of the time?”
iv. Dynamics: “Describe.”

5. Teacher invites students to freely move to Gagakording while maintaining
self-space (3 minutes)

Assessment

Visual for mirroring teacher movements
Aural for questions/answers
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Lesson Plan 2: Review of Japan and continuation of Gagaku Ensemble: Kakko

Rhythms

GradelLevel 2nd

Lesson Time 35 minutes

Objectives

1. Toinstill cultural appreciation and interest indgnts.

2. To encourage tolerance for others with differeniglfieand practices.

3. Students will identify the recording as Japanesgaka Ensemble.

4. Students will identify and perform kakko rhythmghwihe help of a visual
aid.

MENC National Standards

2. Performing on instruments, alone and with othergaried repertoire of music
5. Reading music (in a nontraditional way)

6. Listening to, analyzing, and describing music

9. Understanding music in relation to history aotiure

Materials

Roots of Rhythr€D

Roots of Rhythr@urriculum Guide

Journey to Japan: A Unicef Pop-up Bodlkustrated by Kinuko Craft and written
by Joan Knight) ISBN # 0-670-80119-4

Campbell, P.S. (2004T.eaching music globallyNew York: Oxford University
Press.

Homemade kakko drum and mallets

Posters of free rhythms

Japanese artifacts: Japanese calendar, Yukatandathono

Procedure

1.

2.

Attendance

Teacher play®oots of Rhythmecording of Gagaku ensemble as students enter
room (3 minutes). Students are likely to createenwents without being asked
and teacher will allow.

Review Information about Japan (7 minutes)

a. Teacher asks: “What kind of music is this? Wraat gou tell me about it?”
(Anticipated answers are anything covered in tlewipus lesson.) As
students bring up various facts, teacher will digplisuals that go along with
their responses. If instruments are referenceghter will display an
overhead of instruments and review names with siisddf location is
referenced, a student will be asked to point t@dam the world map, etc.
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b.

Teacher adds that Gagaku music is divided intogants: 1. Komagaku -
music of Korean origin; and 2. Togaku — music ofr@se origin. This shows
how cultures/countries share musics. People d¢iterand borrow things
from other places.

4. Japanese Artifacts to View (5 minutes)

a.

Teacher states: “| have some Japanese friendslsmdane American friends
who have traveled to Japan and they have genergivey me some Japanese
things.”

Doll in Kimono. Teacher states: “This dress isaglitional dress of Japan
called Kimono. It's made of silk and some Japaves@en choose to wear
Kimonos on holidays and at festivals. However, aaidy basis most
Japanese dress similarly to how we’re all dresggd now.”

Yukata. Teacher states: “This Yukata is a mad®tibn and is both used as
a bath robe or can be worn in summer when it'sihetead of a Kimono.”
Calendar. Teacher states: “On this calendar yowsea Japanese writing.
These characters are very different from the Rodha@nacters we use to write
English words. You can also see the girls dregs&imonos and the bright
colors used to decorate this calendar.”

Teacher answers any questions to the best of gy aind will admit when
she is not able to answer. Any questions will beutinented in the teacher’s
daily journal.

5. Kakko Introduction (10 minutes)

a.

b.

C.

Teacher states: “In this music is a drum calledkdieko. It is the lead drum
in the Togaku ensemble.”

Teacher states: “Here is a picture of the kakKstie displays the photo from
p. 43 of theRoots of Rhythraurriculum.

Teacher states: “The kakko has three main rhythh first one is Sei and
includes single hits with the right mallet. Evengosay Sei! (Sei!) Listen how
it sounds. ” Teacher plays track 51Riots of Rhythr@D.

Teacher states “The next rhythm is called MororaicW is like a fast steady
roll. This is what it sounds like.” Teacher pldyack 52 ofRoots of Rhythm
CD.

Teacher states: “The last one sounds like a bogrimafi. It is called Katarai
and starts slow and gets much faster. Here’s wkatinds like.” Teacher
plays track 53 oRoots of Rhythr@D.

6. Student Performance of Kakko Free Rhythms (5 mg)ute

a.

b.

Teacher displays a poster of rhythms from p. 4theRoots of Rhythm
curriculum and says “Here is one way to draw thhagthms.”

Teacher states: “Now you can try them by bouncimgnd down. Look at
the poster on the wall. Let’s try the first onei.3 Teacher plays track 51 of
Roots of Rhythr@D, reminds students to stay in self-space arnshfe
Repeat the process above for the other two rhythiinstracks 52 and 53.
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d. Teacher invites students to try using two fingertap the rhythms on their
knees to simulate mallets hitting a drumhead.
e. Teacher chooses a student(s) to play the rhythnasshmmemade kakko drum.

7. ldentify Kakko Rhythms on Recording (5 minutes)
Teacher plays track 50 and stops the CD after kdake rhythm is played to
see if students can identify which kakko rhythmythear. The poster listing
the names and visual descriptions remains in $igtgtudents to reference.

Assessment

Visual for performance of kakko rhythms and actigeening
Aural for questions/answers
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L esson Plan 3: Performing Japanese Gagaku Music
GradelLeve 2nd
L esson Time 35 minutes

Objectives

To instill cultural appreciation and interest ingénts.

To encourage tolerance for others with differediglieand practices.
Students will identify the recording as Japanesgaka Ensemble.

Students will identify and perform kakko free rhyth with the help of a visual
aid.

5. Students will perform kakko measured rhythms whith help of a visual aid.

PwnhE

MENC National Standards
2. Performing on instruments, alone and with othergaried repertoire of music
5. Reading music (in a nontraditional way)
6. Listening to, analyzing, and describing music
9. Understanding music in relation to history aotiure

Materials
Roots of Rhythr€D
Roots of Rhythr@urriculum Guide
Kitoku 2 mp3 fromAuthentic Japan V. 2
Cowbells

Procedure
1. Attendance

2. Teacher plays the same recording of Gagaku enseaslstidents enter room (2
minutes). Students are likely to create movemeittsout being asked to do so.

3. Teacher says: “What can you tell me about Gagakamahle and Japan?” (3
minutes)

4. Review Kakko free Rhythms (5 minutes)
a. Poster of kakko rhythms is displayed to help videatners
b. Teacher asks: “Who can either describe with wordday for me the Sei
rhythm?” Teacher selects a student and assessghsrhperformance.
c. Teacher repeats b. with Mororai and Katari rhythms.
d. Teacher has students identify the kakko free rhgtfrom the CD

5. Kakko Measured Rhythms (25 minutes)
a. Teacher says: “We just played the free rhythmsagdku. But there are also
rhythms that are measured. This means you haplayadhem at exactly the
right time.”
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. Teacher says “Here is an example of a measuredkGalggthm. Listen for
the repeated pattern. You are welcome to tryag filin the air.” And plays
Kitoku2 mp3 fromAuthentic Japan V. 2.

. Teacher says: “I'm going to play another recorddh@Gagaku measured
rhythms and this time | want you to watch me tdigtaning map on the
board. Every square or rectangle is a beat. Tdeklsquares and rectangles
represent sound and the white squares represént fHse pattern repeats
over and over again.”

. Teacher plays track 57 8foots of Rhythr@D and has students watch as she
taps listening map.

: IDIIIIDIDD:

. Teacher passes out listening maps for each chigdcher says: “Now you
have your own listening map. You can either wathehtap again or try to tap
your own. If you get lost, just look up to see whia tapping.” Repeat until
90% of students can tap the map with accuracy.

Teacher says: “Now we are going to play the Shbletlg) part. We
unfortunately do not have these actual instrumenmtse will use our cowbells
that have a similar timbre.”

. Teacher demonstrates Shoko and Taiko parts witleciosticking as notated
in Roots of Rhythrhandbook, page 44. These instruments play olotte
rectangles of the listening map. Students who destnate they can play this
by mirroring the teacher will be given instrumeatsl the instruments will be
passed around the classroom for all to try.

. Teacher says: “Please stand and mark an imagingayhloop around your
legs. That's how much space you have to move.ghbing to play this
recording again and this time, for fun, try to mevieen you hear sound and
freeze when there’s a rest!”

Assessment
Visual for performance of kakko rhythms, tappindistening maps, movement to
recordings and observance of rests

Aural for questions/answers
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Lesson Plan 4: Assessment for Japanese Gagaku Ensemble
GradelLeve 2nd
L esson Time 35 minutes

Objectives

To instill cultural appreciation and interest ingénts.

To encourage tolerance for others with differeniglieand practices.

Students will describe the difference between &ne@ measured Gagaku rhythms.
Students will move to and perform repeated kakkasueed rhythm with 90%
accuracy.

Students will describe and perform kakko free rmalwith the help of a visual
aid.

PwnhE

o

MENC National Standards

1. Singing, alone and with others, a varied refertf music

2. Performing on instruments, alone and with othergaried repertoire of music
6. Listening to, analyzing, and describing music

9. Understanding music in relation to history antiure

Materials
Roots of Rhythr€D
Roots of Rhythr@urriculum Guide
Bells (cowbells)

Procedure
1. Teacher plays track 57 &oots of Rhythr€D as students enter room and points
to the squares on the big listening map on thedbo@ minutes)

2. Teacher says: “Please stand and mark a hula hoopdyour legs. I’'m going to
play this recording again and | want you to showtha¢ you can freeze whenever
there's a rest.” Teacher verbalizes correctiodsraminders as necessary. (2
minutes)

3. Teacher says: “Please sit in your circle spots.elou hear the measured
rhythms this time, show me that you are ready &y ghhe Shoko (bells) part.” (2
minutes)

4. Teacher hands bells to students who effectivelyatestnate this task and has
students play along while she points to the latgetoon the board. Students pass
bells around the room for all to try. (7 minutes)

5. Teacher says, “What's the difference between fnden@easured rhythms? We

just played measured rhythms of the Togaku peronossaction, but our first
introduction to Japanese music was with free rhgthivhat's the difference?”
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(Answers: Measured means you can predict it andtdouFree means it is not
predictable and you can't count it.) Teacher sdy/sen you played the Shoko
(bell) and Taiko (bass drum) part, which were meaguhythms, you knew when
to play them. With the free rhythms for the Togakwould be very hard to
predict when those are played in the song. Thideiseason we didn't play along
with the free rhythms on the CD!” (4 minutes)

6. Kakko Review (10 minutes)

a. Teacher states “Now let's go back and review ogaka free
rhythms,” and briefly plays track 50.

b. Teacher states: “What is the name of the lead dnuimis ensemble?
(kakko)

c. Teacher states: “Who can describe what the kakbksltike?” (wait
for student answer) She displays the photo froABpof theRoots of
Rhythmcurriculum.

d. Teacher states: “Remember that the kakko has thaée rhythms.
The first one is Sei and includes single hits il right mallet. Let's
review. Who can describe the Sei rhythm to me witinds? If you
describe it correctly you can demonstrate on ok&arum.”
Student demonstrates.

e. Teacher states “Who can describe the Mororai rhythme with
words? If you describe it correctly you can denti@is on our kakko
drum.” Student demonstrates.

f. Teacher states: “Who can describe the Katarai rhythme with
words? If you describe it correctly you can denti@is on our kakko
drum.” Student demonstrates.”

7. Summary (8 minutes)
Teacher verbally reviews with students the musas@nted in the last four
lessons. Teacher says, “this is our last lessanwsic of Japan.”
Assessment
Visual for performance of instruments
Aural for questions/answers and singing
L esson for Written Response (Two weeks after Lesson Plan 4)
Students were given paper and a pencil and askedt®a short response:
“Describe this music to the best of your abilityrhe recording that was played is
African Adowa ensemble. The investigator playezittack as long as the students wrote

their responses. Students were told to spell wirdse best of their ability and to write

as much as they were able.
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CHAPTER IV
RESULTS AND DISCUSSION
Initial Responses

The first lesson with Gagaku ensemble evoked &taaf responses from
second-grade students. In one class, severalndtugiggled when | first played the
recording of Gagaku ensemble. In another classcbild was so enthralled by Japanese
words that he asked for a piece of paper and almenbe could take notes.

The Gagaku ensemble recording was much differemt tecordings students
were accustomed to hearing in music class andwieeg eager for an explanation of the
new music. One child stated during the first hatg, “Is this Chinese?”

After the initial listening, students were asked/Hat kind of music is this? Does
this sound like something you've heard before?’relsponse, students named not only
cultures, but also adjectives and musical termsrd#/used to describe the Gagaku
ensemble recording include: awesome, calming, soft, evil-spirit, scary, creepy, and
Halloween. Cultures mentioned include: Africanjr@&se, Egyptian, Mexican, Indian,
African-American, Asian, Indian (Native Americadgpan, Russian, and Portuguese.

One student described it as “African and ChineseVeral students named instruments
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they heard: drums and flutes. Many students Saahn't know it,” or stated that they
had never heard the music before.

Students listed Chinese, African, Mexican and Ingirest frequently as
possibilities for the origin of the music they heéaiThese four answers were repeated in
all nine classes and any additional country nanmee wentioned only 1-2 times overall.
Students did not think the music came from Cauoagiaups within the United States.

Students gave more specific answers when askedaspatts of life might be
different in Japan. Some answers were common gitvaut all nine classes. The
common answers for what might be different in Japare food, language, clothing and
the shape of eyes. Other answers that were desedrequently include: buildings,
people, skin, sun, sushi, cars, instruments, wgittmopsticks, restaurants, stores, toys,
and toilets. Answers that only came up once: hd@s, money, laws, crowded, game
shows, background (meaning landscape), showersegrhave different war rifles and
music. A large number of students also told meeftaer Chinese or Spanish was
spoken in Japan.

After readingJourney to Japan: A Unicef Pop-up Bdokstudents, | asked them
what things are the same in the United States apan) Common answers were: clothes,
food, cars, children, fish, buildings (skyscrapansl houses), drums, music, and festivals.
One student expressed the understanding that htitlress contain human beings by
stating: “We have the same heart.”

Physical Response/Meditative Position
Students exhibited a different physical respondaedGagaku ensemble music

than when they listened to western music. Pridghi®study, whenever students listened
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to a recording or song, they chose to move thadidsoto the beat or in a dance-like
motion. The Gagaku ensemble recording did not laas@nsistent beat for students to
move to. Seven of the nine classes sat still aadensilly faces while listening to the
Gagaku ensemble recording.

Two (of the nine) classes sat in a meditative pmsivhile listening to the
Gagaku ensemble recording. Students placed thistsvon their knees with their fingers
poised and pointed upwards. In each class, omestiegan sitting this way and
additional students copied the position. Studdittghis in a silly manner. They
scrunched up their faces to make themselves I&ekiiey were deeply concentrating, or
cracked a smile as they moved into the meditatostion. They first assumed the
meditative position in the second lesson and reyethis behavior in lessons three and
four. This physical reaction to the Gagaku ensemétording demonstrates that
students identified the music as different.
Recall in the Second and Third Lessons

The second-graders in this study were not abledalrmany facts in the second
lesson about the country and culture of Japan.r @aléthe classes required teacher
prompting and clues to be able to inspire a reigltf simple facts heard in the first
lesson. One student told me the Gagaku ensendnedieg was music from Germany.
This confusion and lack of student responses irséitend lesson support the idea that it
is best for the information to be repeated foo itake hold.

Students specifically had a difficult time with ttegm “Gagaku” throughout the
study. It was a difficult term for second-gradersemember. Only about one student

in each class could recall the word “Gagaku” intthied lesson. However, students were
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able to recall details about the music when proohpt&lany students were able to

explain that Gagaku music is ‘elegant music.” Tapanese word may have been

difficult for second-graders to remember, but thegerstood and remembered the
essence of the word.

Japanese Artifacts

The Japanese artifacts displayed for student vigwiere tiny paper dolls in
Kimonos, a doll in Kimono, a Yukata, and a calenddh Japanese scenes on the inside
and Japanese characters on the cover, as showpandix C, Figures I-1V. | explained
that these artifacts had been given to me by Japdnends, American friends who lived
in Japan, and one of my husband’s Japanese coworkéndents were eager to see each
article up close and many students asked to tcdwehrtifacts.

Student interest in Japanese culture increasedvaédiging the Japanese artifacts.
Students who had previously demonstrated a laokt@fest in Japan and Japanese music
were now eager to view the items. These studesied to value the visual connection
to Japan. Students listened attentively; thererwasff-task behavior. Talking-out was
minimal and was limited to impulsive questions almoy connection to Japan and my
Japanese friends who had given me the artifactsulbsequent lessons, several students
asked if they could again see the Japanese arti€les display of Japanese artifacts in
the second lesson proved to be a vital part ofrement.

This lesson also exposed students to new vocabu&tydents did not know the
words ‘silk’ or ‘kimono.” The doll in the kimono as paper and helped students visualize
a kimono, but there was no silk for students ta@touOnly two students said they knew

what silk was. | explained that Japanese kimonesrede out of silk and that it is a
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shiny and smooth material that must be treated edatk and cannot simply be thrown
into the washing machine. After my descriptiofewa students responded that they had
seen silk before. Other students accepted my eapta, but did not seem to truly
understand what silk looked like. Student rechthe words ‘silk’ and ‘kimono' required
repeat explanations and reminders in the remaimvodessons.

By the end of the second lesson, second-graderbdedprovided with visual,
tactile, and descriptive associations with Japanakare. The variety of stimuli resulted
in an increased interest in Japanese culture bgttlients. Students wanted to not only
see and touch the artifacts, but also hear theonaisd asked questions about my
connection to Japan and my Japanese friends. r@adere happy to learn about
Japanese culture in a variety of ways.

Visual Aids

The free rhythm visual aids, as shown in Appendi¥igures V-VII, helped
students identify the patterns quickly. Since htea students to say the Japanese names
for the rhythms, the visual aids were a necess$yor experience with words that are
new and difficult to pronounce has led me to bdithat students may have been
frustrated without the help of the visual aids.eBwith the visual aids they were hesitant
to pronounce the Japanese words. | heard sevedadgs begin to say the Japanese
word and then stop. When the visual aids wer@lhitdisplayed and | asked students
which rhythm they heard, they either pointed todasd or described the rhythm by the
color of the paper. For example, | heard a lotthie blue one,” or “the pink one.” In
subsequent lessons, students pronounced the frimrivords with more ease. They

refrained from pointing to the cards and sayingdésel colors. Despite their hesitation to
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say the Japanese words, students correctly angstamtty identified the free rhythms
within the ensemble recording.
Movement

The second, third, and fourth lessons incorporatedement in the form of
jumping. The jumping was a researcher-designaditydio allow students to feel the
rhythms throughout their entire bodies and to kbepr interest. Because the jumping
itself had nothing to do with Gagaku ensemble, extislwere informed that the jumping
was a fun activity for them, not something audiemambers would do while listening to
Gagaku music in Japan. Students jumped to theGegmku rhythms in the second
lesson and also to the measured Gagaku recordihg ithird and fourth lessons.

Students were invited to jump as if they were tladlets playing the kakko free
rhythms: Sei, Katarai, and Mororai. The slowslgely Sei rhythm required much
standing time in between jumps, as the time in betwhits lasted several seconds. Some
students jumped too soon in anticipation of thet besat, while others waited to jump
until after hearing each hit. The acceleratiorthihy, Katarai, required students to start
jumping very slowly and gradually get faster ovard. Katarai was met with the most
uncertainty, as students did their best to prduet fast the recording would accelerate
and many students started off jumping too faste fHst roll, or Mororai rhythm, was the
easiest for students to follow, as they just jumagdiast as possible.

Students enjoyed jumping for the three free kakikahms. For many students,
the jumping was their favorite part and they jumpecdnthusiastically that they looked

worn-out and expressed fatigue afterwards: “I'mdif They jumped so heartily because
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they were having fun. Even though they were titedy also expressed delight. Several
students commented, “This is really fun!”

In the third lesson, | introduced a measured Gagayiihm and instructed
students to jump on the two bell sounds of thabndiog. They were provided with both
a visual aid and explanation. The pattern wad&ats long and only once in those ten
beats did the drums play sequentially. The twordbeats preceded the two bell sounds
so students would know to jump after the drum bedthey were able to place the two
jumps (bell sounds) rhythmically next to each ottvert then had a difficult time standing
still on the rests and drum beats. The seven léatsts may have been too lengthy for
a movement activity with this age group. Howewere student so enjoyed jumping to
the measured Gagaku that she asked to be pernatfeform the same activity at the
beginning of before-school choir.

The enjoyment continued in the fourth lesson, bslasses again enthusiastically
moved to the measured Gagaku ensemble. Studerdshaw instructed to strike a pose
on each drum beat and jump on each bell sounds afdtivity also functioned as
assessment, as | could see if students heardftaeedice between the drum and bell
sounds and if they chose the appropriate movenoemigich. These movement activities
kept students’ attention and provided a visualsssent for me, the teacher.

Listening Map as shown in Appendix C, Figure VIII.

Students were able to independently follow thetistg maps for the measured
Gagaku ensemble in the third lesson. | explainestudents that | created the map. — The
music was Japanese, but not the map. | askedckddho explain to me why some

squares on the listening map were black and some wiate. (Black was sound; white
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was silence.) | had them practice touching eadarggwhile | said, “touch, touch,
touch...” so that they understood they neededuohta@ll the squares to the beat,
including the white squares. | encouraged childoeuse their ears to hear the two drum
beats that precede the two bell hits so that timeywkwhen to play. Upon the first
attempt 50% of students could do the flam and 8G&¢epl at exactly the right time. The
listening maps were an effective means for studentsderstand when to play.
Music Performance

Students became most animated during the musiorpethce elements of this
study. In the second lesson, | asked studentsnp pp and down to match the kakko
free rhythms. They then transitioned quickly titirs) and playing the same rhythms on
their knees with two fingers on each hand, asayiplg a two-headed drum with mallets.
Students listened attentively and smiled when tiyehms were fast. For some students,
keeping the tempo for the Mororai rhythm was alelngle, as they were not able to move
their hands fast enough to match the recorded ebeardmd when | asked students to
play the slow Sei rhythm, | was surprised how dtgadl nine classes moved their hands
to match the recording. It seemed uncharacteaitislow for young children, but they
maintained the slow tempo, perhaps because theglheatly jumped to the rhythm. The
enthusiasm the students put into jumping and tapihie rhythms on their knees
demonstrated how much second-graders want to berméng and moving.

The above activity helped students meet the legbg@ttive of accurate
identification for all three kakko free rhythmsy Bie end of the study, students in all
nine classes were able to verbally identify the¢hree kakko rhythms within the

Gagaku ensemble recording.
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Music performance continued in the fourth lessonemvstudents performed the
measured Gagaku bell part. The bell was passethartbe circle until each student
received a turn. Second-graders not only played#il part with confidence and
accuracy, but also watched attentively as thessttaates performed. Because of their
steady concentration, | allowed longer playing tiitmen originally planned for each
child. The longer repetition seemed beneficiglid8nts appeared to have the pattern
completely memorized.

One class did not recall nor perform the measurag®u bell part as well as the
other eight classes. There are two possible reasoihis. The first reason is that this
class had many behavior problems and did not lizsewell as other classes. The second
reason is that this class missed a music lessahdorValentine’s Day party. An entire
week lapsed between lessons three and four foclidss only, and this break may have
been too long for them to recall what they had janesly learned.

Empowering a Student

During the reading of the Unicef book about Japatine first lesson, one student
who is half-Japanese was very eager to share sbhex experiences living in Japan.
She informed the class that she lived in Japat tinatiage of four with her mother and
grandparents. She told her classmates that,tae dnicef book, her grandparents
shower in the middle of the room to keep the batkewclean. She shared that she ate
seaweed, sushi and lots of rice in Japan. Shemeft her classmates that cars are
smaller in Japan and her grandparents sit on makeir home. The child also told her

classmates that she has a kimono, though it difitiogr anymore, and she would only
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wear it for pictures and special family gatheringfer classmates were interested to hear
about her experience.

This same student was again very vocal about hmgreences in Japan in the
second lesson. However, when questioning helt &$sthough she readily went along
with whatever | said. If | asked, “Do you thinkatts true?” She would respond, “yes.”

As | was showing my Yukata, she did tell me thasttyomen wear Yukata; not many
women. She also stated her desire to bring irdbkin a kimono to show the class. |
told her we would enjoy seeing her artifacts frapah.

The half-Japanese child continued, in the thirddaesto excitedly share about the
country where she had spent the first four yearseofife. She brought in a Japanese
alphabet chart, Japanese cartoon DVDs (we did atith)y, and a child-sized kimono to
show the class. She wrote her name in Japana$e caoard, displayed the kimono,
showed a professional picture of herself wearimgstiime kimono in Japan, and
displayed the cases of the DVDs. She seemed easked by the white face makeup and
red lipstick that she wore in the portrait and Ise explained that she usually did not
wear that much makeup; it was special for the pdrajoh. Her classmates asked her
guestions like: “Hold old were you when you worattkimono?” or “Did you wear a
kimono every day?”

This student’s classmates were able to verballyigeothe most detail in the
fourth lesson about Japanese culture. They casgdribe Japanese culture in greater
detail than any of the other eight classes. fhysbelief that students in the half-Japanese
student’s class felt a connection to Japanesereuiecause of their classmate. This

connection probably sparked student interest tmlabhout music and culture,
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demonstrated by students’ consistent engagementghout the four lessons about
Gagaku ensemble.
Parent Support of Music as Culture Studies

The students involved in this study were almosirelytCaucasian. Two parents,
one who recently returned to the United States flapan, and another who informed me
that she immigrated to the U.S. from Sri Lanka,ensoth especially supportive of the
study. The student who was half-Japanese recéiethther’s permission to bring in
her clothing and toys from Japan. The items sbadit in to share were in excellent
condition, protectively wrapped, and were numeroliglging from the excellent
condition of the items and the way they were piteigcthese things were special to the
family, and when the student brought them in taeshibecame evident that the parent
felt it was worthwhile to share them with others.

Another parent expressed her support of music lagrewstudies with a special
note. She attached a separate note to the asientdtating that her son is from Sri
Lanka and he would be happy to sing some Sinhalgss his class. The mother also
offered to allow me to incorporate his performaand songs in my study. | replied that |
would be happy to have him sing for the classkglaned that I, unfortunately, could
not use his songs as part of the study, because &lneady been approved by the IRB for
a specific set of lessons, but again reinforcetihibavas welcome to share his songs with
his class in music.

Confusing China and Japan
Throughout the study, many students made commdrithwlemonstrated that

they thought Chinese and Japanese cultures wéer #ile same or interchangeable.
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This misunderstanding was displayed early on asesiis labeled the music as Chinese
and declared that Chinese was spoken in Japas. mibunderstanding also involved
stereotypes. In the first lesson, one studentameed to the class: “Chinese and
Japanese usually work for no money.” | was feasfidpreading a possible stereotype
and moved on quickly. | did not want studentsr@adany stereotypes from one child’s
comment. Not only were students confusing ChirmegbeJapanese cultures, but they
were also stereotyping and applying the stereotigésth cultures.

Students seemed more familiar with the word “Chafiesid wanted to label
instruments and clothing as Chinese that were Rot.example, when | displayed a
Japanese doll in a kimono, a child raised her lzambstated, “My sister dressed up in
one of those for Halloween. She was a Chinesg dgiitiere were many things students
thought they knew about Chinese culture, but tsi@itements often demonstrated the use
of erroneous assumptions or stereotypes. Studéetapted to make connections to
their learning, but made assumptions in order tealoFor example, several students
began assuming that the classroom tam-tam cameJapan. To give them the
connection they desired, we reviewed well-knowrad@&ge cars (e.g. Toyota, Subaru,
Lexus) and electronic companies (e.g. Sony, Toslhilta which they were familiar.

Starting in the second lesson, students were ‘tGkina and Japan are separate
countries. Please do not get them confused.” Biten additional teacher reinforcement
about China and Japan being separate countrielgrgtucontinued to confuse Japan and
China in the third lesson. Immediately after hgvstated that China and Japan are

different countries, one child announced that Gagalsemble was Chinese music.
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In the third lesson a second-grader asked: “Do lpdoplapan and China
understand each other when they speak?” At finstd frustrated that the child asked
this question, thinking that students are onceraganfusing Japan and China. However,
upon further thought, | realized that this questiemonstrated that the child was starting
to understand that there is a difference betweevib countries and was becoming
inquisitive as to how vast the difference is.olbk many students four lessons before
they no longer made comments which suggestedbgtthought Japanese and Chinese
cultures were interchangeable.

As a class, students did demonstrate that they Klena and Japan were
separate countries by the end of the treatmentveder, a few students still seemed
confused. For example, in the fourth and finatdées one child stated, “China and Japan
are different countries.” | said, “Yes, good.” éther student replied, “No, Japan's in
China.” In response, | immediately pulled out aldanap and once again pointed to
Japan and China on the map. | explained that JapduChina are in fact separate
countries. Though students’ overall understandiniipe separate cultures improved, the
confusion with China and Japan continued with aethildren.

Discussion of War Sparked Interest to Learn More

In the fourth and final lesson, a child asked ifétina had ever been to war with
Japan. | said yes, that the United States had edibroshima. This then led to the
guestion of why the United States bombed Japar ansiwered that it was a reaction to
the Japanese unexpected attack on Pearl Harbioe iHawaiian Islands. The talk of
bombs and war sparked student interest and theseqoently had many questions. They

asked if the United States used a nuclear bombroshima and if children were killed
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in Hiroshima. | stated, “Yes, it was terrible.”n®student informed the class that she
was born in the same place where the Japanesdthekieal — Oahu. | responded,
“You're exactly right. That's the Hawaiian Islamdhere the Japanese attack of the
American military base took place.” The child wined begun the discussion about war
with Japan continued to ask questions as his @éshe music room. He seemed eager
to learn more about this topic, so | encouragedtbitalk with his parents and to look for
materials about Pearl Harbor and Hiroshima atitivary.
Response Became More Favorable

Student responses to the Gagaku ensemble recdreaagne more favorable over
time. In the third lesson, the recording was pigyas students entered the room. One
child exclaimed, “I love this music!” Students said listened attentively to the “elegant
music.” This was a drastic change from studergarses in the first lesson when
students made strange faces and bizarre commemshgiaring Gagaku ensemble for the
first time. There was only one child with a negatattitude in the third lesson: “Not this
again,” he stated, and interestingly, not only Wwashe only one with a negative attitude,
but also the only child from his class to have misthe second lesson. | informed him
that he missed a lot in the previous lesson ané gav a quick synopsis of what was
covered. Students’ attitudes in the third lessemahstrated that they were more
comfortable with the Gagaku ensemble recording.

Written Responses

Table 1

Common Comments in Students’ Written Responses
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Note.The above chart lists common statements writteth&\d5 participants’ in response
to a recording of African Adowa ensemble. Studamésgrouped by class and each class
is separated by a blank row. Students 4, 31,483a8d 58 wrote about things other than
the recording. Student 77 wrote only his nhamehenpaper.

Common traits were mentioned in the students’ emitiesponses. These
common items were that the music contained drudst{dents), bells (35 students) and
a beat (21 students). Thirty-eight students diesedrthe music as fast. Thirty-one
participants used either the word “forte” or “loud’describe the volume of the
ensemble. Thirteen students indicated that thkeylthe recording. Ten wrote that they
heard a pattern in the music and 6 said that thieyhfey could dance or move to it. Two
students described the music as rough. One stdd€&nbt write anything on his paper,
and 5 students did not write about the recording.

The mention of the recording having a beat wadlid paint because the Gagaku
ensemble recording did not. The other charactesistentioned were also valid because
they were accurate descriptions of the music.

The characteristic that was identified by the grsahumber of students (74
students) was that the recording contained druviest students simply wrote that the
music contained drums, but several students used dames that they knew from
classroom instruments, such as “drumsticks,” “stieein,” or “djembe drum” and 13
students specifically wrote that the music contaiti®mngo drums.” One student was
aware of the existence of many drums but did notkwhich one was in the recording:

“There is some kind of drum in there.” Anotherdgnt heard various drums in the
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ensemble: “I hear a big drum and little drum tod'third student wrote, “There are lots
of different sounds of the drums.”

Though students consistently mentioned the preseideims in the recording,
the majority of students made no attempt to labelnhusic’s origin. Two students stated
the music was from a different country. One stiis@ote that it was not from the U.S.
Four students labeled the music as coming fromnla@me student labeled the music as
coming from Florida, two students labeled it asangthree labeled it as from India, and
six participants correctly identified the musicAfsican.

All second-grade students had been briefly exptsddrican Adowa ensemble
music at the school concert, two months prior te $hudy. A second-grade drumming
ensemble, containing 8 of their classmates, peddrone Adowa drum ensemble pattern
at the concert. The pattern was not the samesa®tiording that was used for the
written response, but was similar. It is worthingtthat the Adowa pattern played by
second-graders was not of professional qualitydmbit contain as many parts as the
recording, yet it is likely that the brief exposuoe even just being told at the concert that
the drumming was African, aided those 6 student®mectly identifying the music as
African.

Perhaps the most fascinating part of this stu@ytrend involving the labeling the
music by individual classes. | surveyed nine dassf students. Three classes made no
attempts to distinguish the music’s origin. Oresslhad 4/15 students who labeled the
recording as Japanese and 2/15 students who labakethdian (meaning Native
American). No student from any other class labéhedmusic as Japanese or Native

American!
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In another class, a boy with ties to both Sri Laaakd India through his parents
had 3/15 students in his class label the musieasgbdrom India. This child had
previously sung an Indian children’s song to hassmates, though it sounded nothing
like the Adowa drumming ensemble.

The above results show that students who did keeinusic as belonging to a
particular culture named cultures to which they fembnt exposure: Africa, India and
Japan. All students were exposed to African Adensemble at their recent concert.
Students in one class were exposed to an Indiaildren song when their classmate
sang it to them, and all nine classes were taughiitalapanese Gagaku ensemble during
this study.

Five students did not write about the recordingvwte about music in general.
All five students indicated that they liked musi®ne student wrote about music in
general; whereas, the other four wrote about nezlags. The student who wrote about
music in general commented that, “Music is a béalutiing. You can sing and play it.”
She then listed various instruments that can plagien She ended with, “I like music;
it's fun.” The other four students stated thatthlked playing instruments and listed
their favorite activities in music class. Threedsnts wrote that they play games in
music. One student wrote her favorite game: “Myoféte game is Naughty Kitty Cat.”
Two students mentioned, “Ms. Heinrich plays thenpi&a One student described
behavior rewards and consequences in music: “ldngead, we lose our game and it is
not fun when that happens. But when we are veoglgee might even get clovers. That

would be very cool.” (Earning clovers was partle school-wide incentive program.)
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Though these students did not write about the diegras instructed, they did write
creative responses about music and what they dwsic class.

Overall, students described the musical charatteyisf the recording and many
refrained from guessing the culture from which itingsic originated. Students who did
label the music as belonging to a particular celtuemed cultures to which they had
recent exposure: Africa, India and Japan. Sixesttgldid properly identify the recording
as being African music and it is likely that theymembered the brief Adowa ensemble
performance at their concert in December. Fivdestts did not write about the
recording, but wrote about music in general. Sttslased terms and instrument names
that were familiar to them and did not demonsteaty musical knowledge beyond their

school education in music.
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CHAPTER V
CONCLUSION AND RECOMMENDATIONS

The results of this study suggest that studenegoaize unfamiliar non-Western
musics with a culture of which they are aware. stas displayed in the first lesson,
when students in all nine classes listed Chinef#ah, Mexican and Indian as
possibilities for the origins of the Gagaku ensembl'he written responses also suggest
similar results, as students who labeled the recgrals belonging to a specific culture,
named a culture to which they had recent expos8tedents wrote that Adowa
drumming was African, Indian, and Japanese.

Students’ verbal comments throughout the firste¢lessons demonstrated that
they felt most familiar with Chinese culture. Tlgbuthere could be many reasons for
this, students' frequent references to Chinesareudtre likely due to the popularity of
Chinese restaurants, the prevalence of toys ma@aima, and the population of
Americans with Chinese heritage. In addition, shtd confused Chinese and Japanese
cultures, stereotyped, and applied stereotypesttodultures. Students' comments not
only indicated that they felt familiar with Chineselture, but also believed Chinese and

Japanese cultures were interchangeable.
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Mexican, African and Indian cultures were alsdu@s mentioned frequently by
students in the qualitative part of the study. d8his had been made aware of these three
cultures for various reasons. Second-graders adttipated in second-grade classroom
“fiesta” parties, eaten what was described as Maxfood, and several students had
traveled to Mexico with their parents. In regat@$amiliarity with African culture, all
second-grade students had been exposed to Africamaging at their concert in
December. And finally, the school population, thbowlmost entirely Caucasian, also
contained several students of Indian descent.

The written responses from the culmination of #tigly revealed mixed results.
On the one hand, the majority of students refrainea labeling the Adowa ensemble
recording as coming from a specific culture. Thet that they refrained from labeling
the music suggests that most students did not msdemptions about the music. There
could be many reasons for this, but it could betduée fact that | reiterated to students
throughout the study not to confuse cultures. @nather hand, several students did
label the music as belonging to a particular celtufhis confusion is likely due to
students’ grouping of non-Western musics as simi&tudents who labeled the music
named cultures to which they had recent exposur&ah, Indian and Japanese. All
students were exposed to African Adowa ensembleeatrecent concert. For the
students who correctly identified the recordingA&scan, this outcome proves that
student exposure to a previously unfamiliar music make it familiar. For the students
that incorrectly labeled the music as Indian arghdase, this shows that these students
identified the music as non-Western and simplylkdbé& as another non-Western culture

with which they were familiar. The students whbdked the music as coming from
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India, were exposed to an Indian children’s songmheir classmate sang it to them.
Four students labeled the music as Japanese andltivelonged to the same class. Itis
likely that 1 did not chide this class as much d&llothers to resist confusing cultures.
Overall, the results demonstrate that studentdéuse non-Western musics, but can
also be taught to avoid assumptions.

For many students, it may be natural to learn thincassociations and this
reinforces the fact that teachers cannot assurdersis; especially young students, are
making logical deductions when first learning abaarticular culture. Teachers should
not rely on lecture as a primary means of conveinfgrmation when teaching about a
music culture. As in this study, having studentsetpart in discussion while learning
about a culture can reveal students' misconcep#indserves as a form of assessment to
guide further discussion. Students in this stushught up a number of points and
guestions worthy of discussion. Discussion abalitical differences and similarities can
increase student tolerance for a variety of prastend beliefs.

The students in this study often desired to makaeoctions to Japanese culture
and would have been very receptive to meeting 8otheone from the culture, such as a
culture-bearer. Students asked not only mysetfalao their classroom teachers for
more information about Japan and were very curangit my experiences with Japanese
culture. The class with the half-Japanese child tha most interested and attentive of
all nine classes. Having a classmate who had livdapan gave those students a
personal interest and connection to the cultudeat €lass also provided the most detailed
answers about Japanese culture when asked.ikiélg that the other eight classes would

have been just as receptive to a culture-bearer.
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Studying a music culture in-depth, versus simpipgisongs of diverse cultures
is a continuing discussion among ethnomusicologistseducators. Ethnomusicologists
encourage teachers to study music cultures in-daptthey believe in-depth study is the
best path to cultural understanding. However, nrangic educators lack the knowledge
and student contact time necessary for in-depthystfidiverse music cultures. Music
teachers would benefit not only from professioralelopment about diverse musics, but
also classes that teach music educators how th thaerse musics to children.
Elementary music textbooks, which contain numesmrgys from diverse cultures and
limited cultural context, support the point thatmpamusic educators want to include
diverse songs in their lessons but lack the tindotgo in-depth. To be realistic, teachers
should do as much as they can to further stud&ntsiledge of non-Western music
cultures by including as much cultural contextiasetallows.

It is my experience that students need severabhssim one area. In this study, it
was not until the fourth lesson about Japanese Kbiagiasemble when classes displayed
an understanding that Japanese and Chinese cullareseparate cultures. The lateness
of this realization reinforces ethnomusicologisislief that music cultures need to be
studied in-depth. | recommend that teachers taauohsic culture in-depth by focusing
on one music culture for a minimum of 4 lessonswiHg students participate in
discussion and inviting a culture-bearer to talkhvgitudents will increase their interest
and understanding for a particular culture.

The value of this study is its worth as a springtidar future research. This
study could be much more conclusive if a futureestigator specifically asked students

to label the music’s culture in the written respsThis would give a definitive answer
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about young students’ grouping of non-Western nsusichis study should also be
conducted in older grades to see if older studemsilarly confuse non-Western musics
or if this ceases with age. Another question fol@e is if students confuse certain
musics, but not others. There could be many reafwrstudents’ grouping of musics.
This study needs to be replicated to determine fewabrs play into students’ confusion

of non-Western musics and to provide recommendafionmusic educators.
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APPENDIX A
Dear Second-grade Student:

| am asking you to help me as | do research abostaand culture. My hope is that this
research will help other music teachers as theghtd#eir students about music and
culture. If you agree to help me, you will be atke write a brief written response to a
guestion about the music we learn over a five weslod.

Participation in this project is voluntary. YoulWiave the same music class whether
you decide to participate or not. Nothing will jpap to you if you decide not to
participate.

If you agree to participate | will keep your writteesponse at the end of the semester and
I might include what you wrote in my thesis repdrtvill keep your responses
confidential. This means that | will not use yoame.

Please read the rest of this letter and sign bélgou agree to participate.
| understand that:
1. If I don't want to be in this study, it's okay anaton't get into trouble.

2. | can change my mind at any time if | don't wanbé&oin the study anymore.
3. My name will not be known and my answers will b@tkeonfidential.

Signature:

Name (printed):

Date:

There are two copies of this letter. After signthgm, keep one for yourself and have
your parents return the other one. Thank you iraade for your cooperation and
support.

For further information contact me, Ms. Lisa Hedhxi atlheinric@cls.k12.oh.uer 330-
948-2286, or my advisor, Dr. Klinger, aklinger@csuohio.edwr 216-523-7176.

If you have any questions about your rights aseaech participant you may contact the
Cleveland State University Institutional Review Bbat 216-687-3630.

57



APPENDIX B
Consent Form
Dear Parent or Guardian:

I am asking your permission for your child to peigate in my master’'s degree research
study about music and culture. The purpose ofstidy is to gain insight into student
identification of unfamiliar musics. My hope isaththis research will help other music
educators as they teach their students about randiculture. The study consists of the
students’ written responses to five music lesswes a five-week period.

Participating in this project is voluntary. Allitdiren in the second-grade will receive the
same music instruction whether or not they are@pating in the study. Nothing will
happen to your child if you decide not to let hiev/participate in this study.

If you allow your child to participate | will kegps/her written response at the end of the
semester and | might include what he/she wroteyimmaster’s thesis. | will keep the
responses confidential. This means that | willus# your child’s name.

For further information contact me, Ms. Lisa Hedtrj atlheinric@cls.k12.o0h.uer 330-
948-2286, or my advisor, Dr. Klinger, aklinger@csuohio.edwor 216-523-7176.

If you have any questions about your child’s righdsa research participant you may
contact the Cleveland State University InstitutidRaview Board at 216-687-3630.

If you agree to allow your child to participateepe sign below.

There are two copies of this letter. After signthgm, keep one for yourself and return
the other one to Lisa Heinrich. Thank you in adeafor your cooperation and support.

Parent Signature:

Child’s Name (printed):

Date:
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APPENDIX C
Figure Captions
Figure I. Tiny paper dolls in Kimonos.
Figure 1. Doll in Kimono.
Figure Ill. Yukata.
Figure IV. Calendar with Japanese scenes.
Figure V. Mororai visual aid.
Figure VI. Sei visual aid.
Figure VII. Katarai visual aid.

Figure VIII. Measured Gagaku listening map.
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Figure |
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Figure Il
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Figure 1l
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Figure IV
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Figure V
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Figure VI
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Katarai
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Figure VIII
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