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CHAPTER ONE

INTRODUCTION AND PURPOSE

Electronic media have played a central role in e:stablishing the guitar as
one of the most popular instruments of the twentieth centt:i’ry. Most children and
young adults who learn to play the guitar develop an interést in playing the -
mstrument through their exposure to it in electronic media. Moreover trends in
popular culture have influenced the manner in which-the gth and the
contéent of guitar teaching manuals. Although the guitar is one of the most
popﬁlar instrumehté .of the twenti;éiﬁ céntury, no scientifically rese'arch.ed

----—-1echﬁiques and materials for teaching"the guitar have been published.
______ Traditional approaches to teachiijg novice gu'i"f‘arists ére distingh'ished by
numerous characteristics that have bedome‘ generally accepted features of -

guitar texts.! From a perspective of executive techniqt;es, there is usually little

L

1 For examples of the general features that may be found in traditional-guitar texts, please
refer to Guitar Primer by Mel Bay (Pacific, MO: Mel Bay Publications, 1977), Complete Modern '
Guitar Method by Mel Bay (Pacific: Mel Bay Publications, 1980), Guna[_ojass_mahm_'[hgmunh
Study For Individual or Group by Mel Bay (Pacific: Mel Bay Publications, 1976), The Primary Guitar -
Method by Dick Bennett (Milwaukee: Hal Leonard Publishing Corp., 1967), Ina_c_qnsgmam
Methed by Dick Bennett (New York: G. Schirmer, Inc., 1966), The Guitar Primer, by Brent Block '
(New| York: Belwin-Mills Publishing Corp., 1982), Alfred's Basic Guitar Method: For Group or N
Individual Instruction by Alfred d’Auberge and Morton Manus (Van Nuys, CA: Alfred Music
- C0.,1958), Itle_hlﬁﬂ_ﬁuﬂaLQQumﬂ by Alfred 'd'Auberge and Morton Manus.(Van Nuys: Alfred
‘Music Co.,1966), Melot aying an o, Reading by Dan Fox and Dick Weissman (New York:
G.-Schirmer, Inc., 1978), The oY by William Leavitt (Boston: Berklee Press
Publications, 1970), Hal Le itar-Method by Will Schmidt (Mitwaukee: Hal Leonard
Publishing Corporation, 1980) Basic Guitar L.essons by Happy Traum (New York:Amsco, 1984),
and EgmmSmgm_EqLﬁuna[ by Zane Van Auken (Mllwaukee Hal Leonard Publishing Corp
1964).

4 e et T




emphasis placed on the development of left hand and right hand techniques.
Concise.;directions with regard to moving the ‘fight hand and h”olclihg é plectrum
(the guitar pick) are.usually missing from the bages of lradition-al'guilér texts.

= Thorough descriptions of how the left hand should hold the guitar neck and how
the fingers of the left hand should move on the tmgerboard are also missing |
from those texts. With most guitar teachers-and inexperienced guitar students, |
the guitar neck is often .held differently for strumming chords than for sounding
single pitches, and the plectrum is often held differently for strumrr}ing-chords;
than fdr sounding singlg pitches. There is no concemn for consistency in picking
or finger movement.

In most traditional approabhes to teaching guitar there is an emphasis on
the theoretical explanation of music principles rather than 6n the'devel.opmeht
of an understanding of sound relationships.2 From a rhythm perspective, the
duration of notes and beats are counted with numbers in duple and triple meter.

Meters and note values are described in terms of mathematical relationships
~ .

rather than in terms of aural relationships. For example, the durational values of

rhythm patterns are formed by either dividing large note values into small -
rhythm components or by a:]ding small note values to form large rhythm
—components: P1c~ktngandrslmmminghpattems%mechanmally denue¢ancL
mathematically related, and picking and strumming motions are descnbed in
terms of down and up picking related to the mathematical division. of-the-beat
From a tonal perspectlve letter names are associated with lhe Iocatlon oi

pltphes on-the guitar stnngs Pnches are laught by grouping notes on stnngs

2 Please refer to |ntroducing The Guitar: The Individualized Instructor by James Froseth

" and Hunter March (Chicago™G.l.A. Publications, 1982). Froseth and March use a sound recording -

that accompanies the text to teach lhe student how to play only individual pitches and not tonal
and rhythm patterns.. Schmidt and Traum also use a sound recording that accompanies the text,
“but the recordings are used only for tuning the guitar, for chord practice, and for singing songs.



RUSUaIIy from the first string to the sixth string. lllogically construc_ted melodic ;
fragﬁents, comprising two to three pitches, ere commonly used to introduce
pitches.on the guitar. Songs in major tonality and melodic fragments without e

’:ional center are usually emphasized, and few introductory guitar texts 'intr'oddce

music in minor, d_orian,__ or mixolydian tonality.3 -Pentatonic tonalities are rarely ..
considered outside a rock or blues cdntex‘f.‘ “Furthermore;-there is no. logical
sequence to teaching chord structures. Learning to play chords is not based
upon music principles, but rather on the use of partlcuiar chords as they appear .'
in songs found in guitar texts. Visual and aural relationships between chord
patterns are rarely audiated or dealt with on a technical or musical level.
Audiation“ should be considered as a music ability by which humans .

“gain music knowledge and learn to understand music reletionships. From e

rationalist perspective, audiation is a conceptual process by which humans’

Jogically orgenize the sounds of music. Whereas hearingj.'i"s a perceptual

prOCGss; aodiation is a conceptoal process. The ability to audiate is perhaps
the most important aspect of music learning, because without audialticn one

cannot logically organize music that is heard or conceptualized.

Traditional approaches to teachlng guutar are not constructed with

consideration for a develoomental sequence that is based upon a theory of
music learning. Within those approaches, learning to audiate is of secondary
- importance to learning music theory, and Iearnlng how to use audlatlori abilities

to play the guitar is of secondary importance to Ieam:ng executwe technlque to

pldy the guitar. Relatively few traditional guitar manuals address the

3 ‘Although Traum uses songs in major, minor and dorian tonality, onty Froseth and March
identify ths’lonamy of the songs.
4 Audiation is the ability to comprehend music when the sound is not physucally present

SBUL_QQmam.and.Eanem&A.Musmeammglnem(Chlcaeo G.L.A. Publications, 1989).

For a complete discussion on audiation see Chapters 1, 2 and 3 in Leaming Sequences in Music: :



development of music audiation abilities and singing skills, yet the devélep’ment

LA

' of music abilities and music skills of children should be of primary concern to
” classroom music teachers and instrumental teachers.5 Because of those .
. deﬁciencies most guitar instruction lacks a logical sequence of teaching music -
concepts “ ) |
"’ Indnwdual dlfferences in the music aptltudes of gunar students are‘rarely
eensndered in traditional guitar texts. Individual differences in the music.
aptitude of beginning guitar students may be identified by using objective tests.
Tests of music aptit_ude measure _the ability of a person to audiate legically
organized music sounds. The Primary Measures of Music Audiation (PMMA)6
and the lm_e_[m_e_dlate_Me_aeums_oj_Musm_Aumatm (IMMA)7 are used to
measure developmental musuc aptitude, whereas the M;mgaLAp_tﬂude_Emﬂ]_e
- (MAP)#is usedto measure st_abmzed music aptltude. When t__[]e-mdlwdua!
o dif;‘efences.-.in-_ _mLieic_-aptitUde of beginning guitar .students.' are considered,
anstruction on the instrument may be adapted to account for those differences.
For example, the difficulty level of tonal paﬁé’res and rhyt"'hm patterns that a
student is taught is dictated by the student's tonal and rhythm aptltudes

Because of those relationships, success in learning to play tonal and rhythm

-~ patterns is directly related to tonal and rhythm aptntude_. If a guitar st;:gdent

A

- 5 Songs without a recording are presented in Easy Way To Guitar: For Individual or Group
Instruction by Mel Bay (Pacific: Mel Bay Publications, 1973) and QﬂQ[dS._Stmm.and_&ZDQﬁ by
Dan Fox and Dick Weissman (New York: G. Sch|m1er Inc 1978).

= € Edwin E. Gordon EnmamMeamr:es_oLMuﬂgAmlamu (Chicago: G..A. Publwahons
1979). -

7Egwin E. Gordon. lnlmedme_MeasuLemLMusnAudialm (cmcago G.LA.
_Publlcatlons 1982). .

8 Edwin E. Gordon Mns;gal_Anmmg_Emﬁlg (Chlcago The Riverside Publlshlng
Company 1988). -

e




expected that the sludent will not be able to perform the tonal pattern or song in
tune. - | ‘

The performanca of logically organized music sounds, by slnglng,

—-

chantmg, or performing on an instrument,’ ﬁ@usnc ach|evement ‘The level of -

music achievement that one can attain is deBQ ndent i |r_1 part on one's level of.

" . music aptitude. Because of the relationship between music aptitude and music

‘ achlevement success with learning to play an mstrument is mfluenced in part

“ by one’'s level of musuc apmude Gordon determmed that scores on the I_Q_nal

- lmagery subtests of MAP, Mgl_qﬂy and ]j_a;m_oﬂx, were highly correlated with the
ability to perform with'good intonation in unison and in parts, .respectivefiy 9-

] Scores on the Hhﬂhm_l_umg_e_pc subtests of MAP Tempo and Meter, were
correlated more with achi vemeni in meter and melodlc rhythm rather than
were scores on the Iun_az_m_aagm subtests of MAP or scores on the Musical

_' S_e_su;mu preference su;;nests of MAP. Moreover, scores on the Musical

- 5&0511!.\{.!1! subtests of MAP (Phrasing, Balance, and Style) were highly
correlated with music expressive ability, melodic and rhythmic improvisational _

abilities, and the ability to select the apprcpriale"iempo in the perforhance of

&

music, respectively.‘ :
Grunow and Gordon Have develcped an approach to teaching wind

instruments that is based on a student's ability to audiste. chant, and sing .

rhythm patterns, tonal patterns, and s.o.ng__s.w: Prerecorded cassette tapes and_ |

instruction manuals are used to teach students tonal patterns, rhythm’patterns,”

‘ gGordon pp. 2&2?

10 Richard F. Gmnow and Edwin E. Gordon. Jumﬂmlmme_lnsimmsmalﬁem
{Chlcago Gl A Publications, 1987). _ g

=
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and sbngs For example, there are 16 units of lesson material and -16 units of -
music enrichment material included on the cassette tape for prlmary level
mstructlon in the soprano recorc;er method Tonal and rhythm pattern
taxonomles were constructed and sequentially structurad for each instrument.
Sequentrally organlzed tonal and rhythm patterns are audlated sung and
-chanted, and transferred to the instrument in a logically consrstent manner. Ina
tonal context the student flrst learns to audiate and to smg tonal patterns using
a neutral syllable, then Iearns to aﬁdlate and to sing the same patte.rns usmg
tonal syllables, and then learns to aud' ate and to perform the same pattems -
using an instrument. Ina rhythm context, the student first learns to. audiate and
to chant rhythm patterns usmg a neutral syIIabIe then Iearns to audiate and to s~
chant rhythm patterns using rhythm syllables and therr tearns to audlate and to
: perform the same patterns usmg an mstrument Each song on theaape is taught
" piano accompaniment only. The songs are |m|ts_tted by the student on the
recorder after he listens to a professional recorder player with piano
accompaniment. The studént pertormé the songs with piano 39companiment
only. In the soprano reEorder manual, style of articulation, tone quélity, and
phrasing ar&taugm&iahng and echomg_musm e*ampleseeﬁon:nad bya
professional musrcran on the instructional tape F:ngerlng pattern charts with
the appropriate tonal syllables, not letter names, are used as a reférence tool, N
but not as a teaching technique, to locate particular pitc_:hes.

Singing, chanting, and moving to music should be cbhside_red .
fundegmental skills for learning to play the guitar. When a g'u'itar student can
sing é. song, chant a"rqhyrrie_, or move tb. a ‘barti_cula_r music octmpositio_n, those
skilts may be tran_s’ferréd in-a natural and.llogical frranner' to the guitar. That is

because-the song, chant, or movement has become a natural part of the

. . - . . . i I




. _ ] - :
student's music vocabulary. The song, chant, or movement is familiar music
informatien that may be trensfert'e& from a familiar performance medium (the
voice and body) to an unfamiliar music medium (the guitar). '
| By definition, a teeching.method is "the order in \nmhich.sequential
't}ftiiectives' é‘Fe introduced- in a course of study to_accomp’lié’h a comprehensive
- objective.""! Method refefe_ {0 the reasons we téach particular concepts and the
' sequence in which we teach those concepts techr;-i"’ques are the teaching tools.
Also, methocl refers to structure, sequence and orgamzatlon techniques are
used to achleve structure sequence and orgamzatlon A method for teach.ng
the guitar should be based on develop_menta! aspects of learnmg and a logical
sequence of techniqules""e—nd materiale. Without regard for how music learning
takee place and without a logicel se_quence of teaching materials based upon -
developmental ascects of learning, euitar teaching materials currently
~ = - __construed as "methods” may be catego"rized better as technical manuals.'2 .
To constryct a progressive methocl for teaching the guitar, one s;h()uld
attend to basic principles of music education, concepts of learning from
deve!epmental psychology, and concepts of playing the guitar. There shouid
be an emphasis on the development of audiation, the development of smglng

—_and movement skills, and thedevelopment eLexecutlve_technlaue through

musa_c experiences. Most of the Iesson materials and music activities that are
found in traditional introductory guitar inetrUctien texts are specific to the guitar.
in those texts, materials are designed only to teach a student techniques for

playing the guitar. ---Fu_rthermere',_ geq_eral'music activities___are usually nonexistént

o Rt ‘Edwin E. Gordon.. L2 ence
'.Lgamlmlnm (Chtcage G!A Publscatsons 1989), p1

12(30!60:\ p.1.




/i |n traditional guitar texts, bécause the emphasis is on the development of
specific guitar _techﬁiques; rafher than on the development of muéiciansﬁip. ’
Tonal and rhythm patterns are the fundamental componenté_ of mUsié. in .

- a Progressive gBitar method, tbnal and rhythm patterns, along.wilh songs, |

_cﬁhnis, and, rhymes, may b'e considered to be the fundamental é]ements 'af.
music learning. Although other music education researchers have developed -~ *
tonal and rhythm pattern taxonomies for wind instruments-based on a music

learning s_equenbce', th_ere" are no similarly-constructed taano_miés for guita'r

instruction. The purpose of this research is-to discover a tonal and 'rhytﬁm |

pattern taxonomy that will improve guitar instruction.

PROBLEMS
The specific problems of this study were the following. - - o
1) To determine the comparative effects of two types of iohal pattern .
instruction on the guitar performance of sixth grade slu’dehts who
possess high and low levels of tonal music aptitude.

2) To determine the comparative effects 0} two types of rhythm pattern

instruction on the guitar performance of sixth grade students who~ ——

possess high and low levels of rhythm music aptitude.




- CHAPTER TWO

"< %, RELATED RESEARCH

The researcher undertook an Edu’cational Hesburces Ihformation Center

(ERIC) search that mcluded the Current Index to Journals-in Education (CIJE)
and Hesources in Education (RlE) T No studues were found in the music.
education research literature or guntar teaching literature that are designed to
determine an approprlate tonal pattern and rhythm pattern taxonomy for gwtar
unstructlon Therefore only the Gordon study,? whlch is concerned with the

described in detail.

The rdon

Four groups of public school students frdrn Erie Coun,ty, New York

participated in the study. Group i (N_=_134') and Gﬂrou'p_ll (N=139) iongist_e@f_ ]

fourth-grade students from the same school who were taught by two different
teachers. Group Ill (N=87) and Group IV (N—82) consnsted of elghth-grade :
students from the same jumor high s¢hool who were taught by the same "

teacher. o / e B

. Educational Hesources Information Center (Washlngton DC: US Depanmem ot
Educa!ton 1966-1989).

2 Eqwin E. Gordon. ﬁammﬂmmmmmmmemma (Chicago: G.LA.

- Publications, 19?8)

o~
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students who pamcupated in the sﬁy were typacal in terms of aptrtude and

: e

/“\

The MuﬁmaLapmuge_Emme (MAP)3 was, admlnlstered in its entlrety, )
along with the Tonal and Rhythmic AuLaL.EeLc.enuon and Reading Recognition
‘subtests of the mammm@mm (ITML; Level )* , to all of the

-~

- students who partncrpated in the study. Those tests were admmlstered to

evaluate objectlvely the music aptltude and musac achievement levels of the

) students who partrcnpated in the study and to compare objectlvely their levels of

music aptltudes and musrc achlevement wnh studeqt:s)who parﬂcrpated |n the’ |

standarduzatlon sample: MAP and ITML means standard devratlons and .

| subtest 1ntercorrelat|ons within and across the two test batteries are presented

for tourth-grade students. That mformatlon is not presen_ted for eighth-grade

students because of th'e simifa'rity of the data presented for fourthlgrade :

students -Although all ot the groups were tested, the tetal data of test results
* B

from only the fourth-grade students (Groups | and II) were analyzed in the study.
Because of the similarity of the data presented for the fourth-grade stud_ent_s;_the
data derived from the testing of the eighth-grade students (Groups lil and 1V)
were selectively analyzed in the study. . Lh

After a thorough analysus and mterpretatlon of 'the relatlonshlp between

‘music aptitude and musrc achrevement scores Gordon determmed that the

- achievement. As expected the correlation between MAP (aptrtude) and ITML

{achlevement) scores was not hrgh For both Group | and Group il th% -

orretatlon between MAP and ITML Composrte scores was -56..

T o

“ <
-
7 T

3 Edwin E. Gordon. Mumga!_&muude_lzm_mg (Chicago: Gm,Pubncanons 1933} S

| “Edwm Gordon. MHIESIS.QLMUSE_LIM (lowa City: Bureau of Educational Reseanch ST

and Service Division of Extensron and Umvers:ty Serwces Umversrty of lowa, 1 971) ="

A ﬁ\-\.._.*. 2
.o —y
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. The expenmental testmg conmsted of hstenlng to a series of tape
: recorded tonal pattems and rhythm patterns. Each group hstened to ane
- recording per week. The re_cordmgs were from seven lo_tforty mmutes_ in lengthy T
~ Groups | and III: fourth grade and eighth grade respectively, listened only 18
_SFQieen;consecdtivély ordered tape récoré!ings of tonal patterns, and Groups Il
and 1V, fourth grade and eighth grade res'péctivély, listened only to seven .
o | :::onsecutively ordered tape recordings of .rh)}thfn patterns. o

Lk

v 'The tonal pattern tapes comprise é’variety of tonal pattern .

N

_classuflcailons--major minor, donan phryglan lydian, mixolydian, aeohan and

e

R 'mtertohalfmultltonal 5--and calegones-—tomc dominant, subdomlnant
_ modulatory, chrornallc cadential ~multiple,® and expanded patterns7 for major .
and mmor»tonalmes tonic, subtonic, supertonlc cadential, and characterustlc

tone patterns for dorian and phryglan patterns; tonic, subtomc “doinant,

subdominant, cadential, and characteristic tone patterns for mixolydian and )
aedlian tonalities; tonic, dominant, supertdnic;_t:adentiél, and characteri§tic tone
patterns for lydian tonality; re'llélive.’"paralle!, and u"r;-l-'elateg patterns for .

multitorial music. Groub | and Group |Il students listened to a total of 1227 tonal

paiterns. The researcher based his selection of: pattems—expemnenta|— s

T e
-

~/ SAnintertonal patiern is a two tone pattem that is used to connect two tonal patterns in”.
the same keyality but in different tonalities. Mulitonal music is music with only one part but with
two or more tonalmes For a oomplete dnscuss:on on lonallty, see Chapter 3in Leaming

{Chucago Gl A Publlcatlons 1989).

6 Multiple tonal patterns contain three to five dlalomc tones and combme pans of pattems\

from two or more harmonic Iuncllons See Gordon p. 89 o
: 7 Expandeu tonal paﬂerns contain’ only three lones They are root posmon and inverted’ o r-ﬁ

» . function paﬂems that are not tundamenlal tp a pamoular lonal classification. See ‘Gordon, p 89.

a




' procedures and data ana|y5|s techniques on the results of twoprewous
“stud:es 8 All of the cntenon tonal patterns were presented in music notatron
" The rhythm pattern tapes included a varlety of rhythrn pattem
'_-ctassrt" cations (usual duple, usual tnple, usual combined, unusual palred
unusual unpalred unusual paired intact and unusual unpaired mtact) and
categones (tempo and meter beats, divisions and elongations, rests, ties, and
upbeats for each of the atorementroned ctassaf[qatlons) ® The Group Il and
” Group IV students listened to a total of 524 rhythm patterns. All of the criterion
“tonal patterns were presented in ‘musie notation.
" Gordon used a Moog Sonic Six Synthesizer and a Roland EP-10 Electric
Piano to perform Ithe tonal patterns on the sixteesgonal tapes. He used the
synthesizer also, with a custom designed rhythm prograntnjer',"to perform the
rhythm patterns on the seven rhythm tapes. The classroom teacher verb'ally -
B gave the same drrectrons for each of the test tapes and each test tape had three
practice exercnses A machlne scorable answer sheet was used by the students
- to record their answers.
For both the tonal test tapes and the rhyth-rn test -tapef students were ~

asked to listen to a pair of tonal patterns or to a pair of rhythm patterns. Each

student's task was 10 decide whether the patternsof therpatr soondedthesame —

or sounded orfterent If the second pattern of the pair sounded exactly the same

9 Edwin Gordon. "Toward The Development of a Taxonomy of Tonal Patterns and
Rhyth,m Patterns: Evidence of Difficulty Level and Growth Rate”
vol. 9 (lowa City: Unwersrly of lowa

Em@mmmmmmﬂmmum
Press, 1972) and Tonal and Rhythm Patterns: An Objective Analysis (Albany Atbany State
Uniiversity- ot New York Press 1976) .

9 For a oompiete drscussron on meter see Chapter 3in

Learning Sequences in Music:
swtﬁnmmammﬂmmwmmﬁby Edme Gordon. (Chicago: G.LA.
: Pubhcatsons 1989) -




