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ABSTRACT

Title: EDWIN E. GORDON: A BIOGRAPHICAL AND HISTORICAL ACCOUNT 
OF AN AMERICAN MUSIC EDUCATOR AND RESEARCHER 

Candidate’s Name: Ronald C. Gerhardstein 
Degree: Doctor of Philosophy 
Temple University, May 2001 

Doctoral Advisory Committee Chair: Dr. Beth M. Bolton

The current investigation was conducted for the purpose of offering clarity and 

understanding of Edwin Gordon and his work from a historical standpoint. The five 

specific problems of the study were to investigate the historical development o f Gordon’s 

(1) life and career as a music educator and researcher, (2) music aptitude tests, (3) 

concept o f audiation, (4) music learning theory, and (5) early childhood music education.

There were many important teachers in Gordon’s life: Gene Krupa, Philip Sklar, 

Neal Glenn, Leonhard Feldt, and Albert Hieronymus, among others. Hieronymus was 

especially influential during the development of the Musical Aptitude Profile. 

Additionally, several o f Gordon’s doctoral students made significant contributions to his 

work.

Established as a national center for educational testing and measurement, the 

University of Iowa heavily influenced Gordon’s work. Here, Gordon developed the 

Musical Aptitude Profile, a test based on the historical foundations laid by Carl Seashore 

and James Mursell, among others.

Audiation is a central concept encompassing all of Gordon’s work. While 

Gordon coined the word, the concept has deep historical roots including several related 

terms. Gordon defined eight types and six theoretical stages of audiation.

iv
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The roots of Gordon’s music learning theory are found in behaviorist and Gestalt 

psychological traditions and are based upon the efforts o f several former students, most 

notably Robert DeYarman. Gordon’s theory is closely associated with models of 

language development and Gagne’s eight conditions of learning. Gordon’s music 

learning theory for newborn and preschool-age children includes theoretical stages of 

preparatory audiation. Considering all of Gordon’s contributions, music learning theory 

appears to be the most controversial.

The current investigation leads to several conclusions: (1) Gordon’s work is 

clearly based on historical precedence, (2) the motivation behind Gordon’s contributions 

is closely related to his own personal experiences, (3) Gordon frequently neglects to 

report the historical foundation upon which his own work is based, (4) Gordon has too 

infrequently recognized the contributions of his own students and colleagues, (5) 

Gordon’s work has filled several professional needs, and (6) Gordon’s considerable 

output makes him arguably one of the most influential music education researchers of the 

past half-century.

V
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CHAPTER 1 

INTRODUCTION

Historical research in music education has the potential to be o f great benefit to 

researchers, teachers, and students. George Heller and Bruce Wilson note three such 

benefits o f historical research in music education: it can educate or inform, it can inspire 

or motivate, and it can unify or organize.1 Developing a thorough understanding of the 

past can be a formidable task, however, because music educators often have difficulty 

viewing current ideas, concepts, and people in an historical context. Placing our 

thoughts, actions, and professional lives into a larger historical story can be difficult, due 

to a sense o f disconnection between the present and the past.2

The primary goal o f historical research in music education is to “inform its 

readers of events and ideas o f the past, in order to show the results o f persistence through 

time.”3 In order to effectively report on past history, a sense o f story, or the notion of 

story telling as a “mode o f knowing,” seems to be an important consideration.4 This 

sense of story may lessen or even eliminate the historical disconnection that some feel 

between the past and the present. The philosopher William James hinted at the

1 George N. Heller and Bruce Wilson, “Historical Research in Music Education: A 
Prolegomenon,” Bulletin o f  the Council fo r  Research in Music Education 69 (winter 1982): 16.

2 William Strauss and Neil Howe, Generations: The History o f  America's Future, 1584 to 2069 
(New York: William Morrow and Co., 1991), 7.

3 George N. Heller, “On the Meaning and Value o f Historical Research in Music Education,” 
Journal o f  Research in Music Education 33 (spring 1985): 6.

4 Kathy Carter, “The Place o f Story in the Study o f Teaching and Teacher Education,” 
Educational Researcher 22 (January-February 1993): 5.
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connection between historiography and the notion o f story telling, as he claimed that 

history is the “great humanizer, for you give humanistic value to almost anything by 

teaching it historically.”5

All music educators should take an interest in the history o f their profession. 

Current teaching practices and methodologies are conducted within a given historical 

context, even if  practitioner is not conscious of this context. Jacques Barzun and Henry 

Graff claim that history is unavoidable, as “anyone who follows a trade or profession, or 

pursues a hobby is, quite unconsciously, an amateur historian.”6

Although much of the history of music education has been reported, many gaps 

yet remain.7 Present and future authors o f historical research in music education should 

attempt to fill these gaps. The recent past is an especially critical subject for future 

historical research in music education, particularly when it is concerned with events and 

people still in the memory of living persons. Charles Leonhard agrees and suggests that 

music education historians should turn their focus to the “recent past rather than 

emphasizing the early developments in the profession.”8 In an effort to answer that call, 

this study is focused on the life and work of Edwin Gordon.9

s William James quoted in Jacques Barzun and Henry F. Graff, The Modem Researcher, 5th ed. 
(New York: Harcourt Brace Jovanovich, Inc., 1992), 9.

6 Ibid., 6.

7 Heller and Wilson, 8.

8 Charles Leonhard, “Where’s the Beef?” The Bulletin o f  Historical Research in Music Education 
5 (July 1984): 59-60.

9 Edwin Gordon is Professor Emeritus at Temple University where he held the Carl E. Seashore 
Chair for Research in Music Education. Since 1997, Gordon has been the Distinguished Professor in 
Residence at the University o f South Carolina. He is also an elected member o f the MENC Hall o f Fame. 
Since 1975 Gordon has used the middle initial (E) in reference to his paternal grandfather. For the current 
investigation, he will be referred to as simply Edwin Gordon, without middle initial.

2
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Purpose and Problems

The purpose of this research is to investigate the life and work of Edwin Gordon, 

with the expectation that this biographical and historical examination will lead to a 

deeper understanding o f Gordon’s work. The five specific problems o f this study are to 

trace the historical development of Gordon’s:

1. life and career as a music educator and researcher;
2. music aptitude tests;
3. concept o f audiation;10
4. music learning theory;11
5. early childhood music education.

Review of the Literature 

The five problems listed above will be the primary focus of the current 

investigation. Although other topics of discussion about Gordon’s work are possible, 

these five are the most encompassing. The current study has two emphases: biographical 

and historical. The combination of these two elements within the same report is 

important, for it can be difficult for one to get a sense of the motivation for Gordon’s 

work without an understanding of his biographical history. Gordon’s former students, his 

teaching colleagues, and his contemporaries12 within the profession likely have a sense of

10 The term “audiation” has itself gone through interesting historical changes. The current 
definition, “hearing and comprehending in one’s mind the sound of music that is not or may never have 
been physically present,” can be found in: Edwin Gordon, Learning Sequences in Music: Skill, Content, 
and Patterns (Chicago: GIA Publications, 1997), 361.

11 Music learning theory is defined as “the analysis and synthesis o f the sequential manner in 
which we leam when we learn music.” See Edwin Gordon, Learning Sequences in Music: Skill, Content, 
and Patterns (Chicago: GIA Publications, 1997), 372.

12 For a list o f  Gordon’s contemporaries in the profession see the George N. Heller review of 
Generations: The History o f  America's Future, 1584-2069, by William Strauss and Neil Howe, The 
Bulletin o f Historical Research in Music Education 14 (July 1993): 156.

3
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the historical foundations o f his work in light o f his personal and professional 

biographical history. For members of younger generations, and for those who have not 

worked closely with Gordon, the connection between Gordon’s work and his 

biographical history is likely either unknown or misunderstood. A brief survey of 

Gordon’s work in music aptitude testing, audiation, music learning theory, and early 

childhood music education is presented in the following sections.

Music Aptitude

Gordon has spent the majority of his career studying the nature and measurement 

of music aptitude. His tests of music aptitude “dwarfed the output of all others” during 

the last half of the twentieth century.13 Beginning with the publication of the Musical 

Aptitude Profile in 1965, Gordon’s drive to investigate the nature, description, and 

measurement o f music aptitude has not waned. Several of Gordon’s doctoral students 

conducted dissertation studies that made important contributions in the study of music 

aptitude and/or music learning (See Appendix A).

The Musical Aptitude Profile has been described as “one o f the most important 

contributions to the continuing study of musical aptitude” and has been praised as being, 

“without a doubt, the best o f its kind on the market.”14 Stanley Schleuter, one of 

Gordon’s former students, compiled a bibliography that lists some of the many studies

13 Darrel L. Walters, “Edwin Gordon’s Music Aptitude Work,” The Quarterly Journal o f  Music 
Teaching and Learning 2 (spring-summer 1991): 65-72.

14 See Paul R. Lehman, Tests and Measurements in Music (Englewood Cliffs, NJ: Prentice Hall, 
1968), 54; and J. McLeish, “Musical Aptitude Profile,” The Seventh Mental Measurements Yearbook 
(Highland Plains, NJ: Gryphon Press, 1972), 249—250.

4
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that feature the Musical Aptitude Profile}5 The potential influence that Gordon’s seven 

tests have on future studies related to music aptitude and/or music achievement is 

considerable.

Audiation

In 1975 Gordon coined the term “audiation” to replace the common phrase “aural 

imagery.”16 Since that time, audiation seems to have become widely accepted, as several 

prominent authors, none of whom were Gordon’s students, have studied the concept.17 

Darrel Walters, Gordon’s former colleague at Temple University, noted that similar 

concepts/processes were thought about and discussed by others for generations prior to 

being given an adequate label.18 Nevertheless, controversy over the concept of audiation 

remains.19

Music Learning Theory 

Gordon has developed a theory of music learning that he simply titled “music 

learning theory.” While many others have written about Gordon’s music learning theory,

15 Stanley Schleuter, “Research Studies Relevant to the Musical Aptitude Profile: A 
Bibliography,” The Quarterly Journal o f  Music Teaching and Learning 2 (spring-summer 1991): 149-157.

16 Edwin Gordon, Learning Theory, Patterns, and Music (Buffalo, NY: Tometic Associates, 
Limited, 1975): ii.

17 See Charles P. Schmidt and Jean Sinor, “An Investigation o f the Relationships Among Music 
Audiation, Musical Creativity, and Cognitive Style,” Journal o f  Research in Music Education 34 (fall 
1986): 160-172; Christopher D. Azzara, “Audiation-Based Improvisation Techniques and Elementary 
Instrumental Students’ Music Achievement,” Journal o f  Research in Music Education 41 (winter 1993): 
323—342; and John Kratus, “Relationships Among Children’s Music Audiation and Their Compositional 
Processes and Products,” Journal o f  Research in Music Education 42 (summer 1994): 115—130.

18 Darrel L. Walters, “Audiation: The Term and the Process, " in Readings in Music Learning 
Theory, Darrel L. Walters and Cynthia Crump Taggart, eds. (Chicago: GIA Publications, 1989), 3.

19 J. David Boyle and Rudolf E. Radocy, Measurement and Evaluation o f  Music Experiences 
(New York: Schirmer Books, 1987), 151; and Rudolf E. Radocy and J. David Boyle, Psychological 
Foundations o f  Musical Behavior, 2nd ed. (Springfiled, IL: Charles C. Thomas, 1988), 343.
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the best sources from an historical standpoint are Gordon’s own texts. The first text, 

Learning Theory, Patterns, and Music, was published by Tometic Associates, Limited, in 

1975. In 1976, the text was revised and published with a slightly different title: Learning 

Sequence and Patterns in Music. Gordon changed publishers in 1976 to GIA 

Publications, Incorporated, of Chicago, which has published all of his texts and materials 

since that time. The primary music learning theory text is Learning Sequences in Music: 

Skill, Content, and Patterns, first published in 1980, with subsequent revisions in 1984, 

1988, 1993, and 1997. A sixth edition will be published in 2001.

Gordon’s music learning theory was presented as one of the five major 

approaches to music education (Orff, Kodaly, Dalcroze, Suzuki, and Gordon) in the 

Music Educators Journal}Q Music learning theory has also been included as a major 

pedagogical approach to music teaching and learning in full-length textbooks.21 An 

introduction to music learning theory and a text of readings in music learning theory have 

been published to serve as practical guides to Gordon’s theories.22

20 Patricia K. Shehan, “Major Approaches to Music Education: An Account of Method,” Music 
Educators Journal 72 (February 1986): 26-31.

21 See Harold F. Abeles, Charles R. Hoffer, and Robert H. Klotman, Foundations o f  Music 
Education, 2nd ed. (New York: Schirmer Books, 1994), 264-265; Patricia Shehan Campbell, and Carol 
Scott-Kassner, Music in Childhood: From Preschool through the Elementary Grades (New York: Schirmer 
Books, 1995), 58—59; and Michael L. Mark, Contemporary Music Education, 3rd ed. (New York: Schirmer 
Books, 1996), 169-180.

22 See Eric Bluestine, The Ways Children Learn Music: An Introduction and Practical Guide to 
Music Learning Theory (Chicago: GLA Publications, 1995, 2000); and Darrel L. Walters and Cynthia 
Crump Taggart, eds. Readings in Music Learning Theory (Chicago: GIA Publications, 1989).
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Early Childhood Music Education

The primary source containing Gordon’s thoughts on early childhood music
7 3

education is his text, A Music Learning Theory fo r Newborn and Young Children." In 

addition, recent articles in the quarterly publication Early Childhood Connections were 

written about Gordon’s work with young children.24 Gordon’s work in early childhood 

music education has received notice by the New York Times, USA Today, and the 

Philadelphia Inquirer?5 Gordon has also appeared on the NBC morning television 

program “The Today Show” to discuss his theories on music in early childhood.26

Related Research

Of primary concern to this investigation are studies about Gordon or his work that 

are of a specific historical nature. No complete historical or biographical study has yet 

been written on Gordon’s life or work in music education.27 In fact, very few studies 

involving Gordon’s work have an intended historical focus, with the exception of specific

23 Edwin Gordon, A Music Learning Theory for Newborn and Young Children (Chicago: GIA 
Publications, 1990, 1997).

24 See Edwin Gordon, “The Role o f Music Aptitude in Early Childhood Music,” Early Childhood 
Connections 1 (winter 1995): 14-21; Beth M. Bolton, “Was That a Musical Response? Eliciting and 
Evaluating Musical Behaviors in Very Young Children,” Early Childhood Connections 2 (fall 1996): 14- 
18; and Edwin Gordon, “Early Childhood Music Education: Life or Death? No, a Matter o f  Birth and Life,” 
Early Childhood Connections 2 (fall 1996): 7—13.

25 See “Teaching Toddlers to Pick up the Beat,” USA Today, 4 October 1984; “From Babble to 
Beethoven: Learning Music,” The Philadelphia Inquirer, 10 September 1987; “Teaching Music in Toddler 
Time,” The New York Times, 5 April 1992; and “Tunes for Tots,” The Philadelphia Inquirer, 23 February 
1994.

26 “Singing and the Preschool Child,” NBC Today Show, 1986.

27 George N. Heller, Historical Research in Music Education: A Bibliography, 3rd ed. (Lawrence, 
KS: The University o f Kansas, 1995).
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articles written by Gordon, Grunow, and Walters.28 On occasion, Gordon provides his 

readers with a brief historical account that is relevant to his own work in a particular 

category; in three of his texts, for example, Gordon writes of the historical development 

o f musical aptitude tests.29

The influence of Gordon’s work upon the profession of music education must be 

considered. I f  it were found that his work had little impact, then the need for this study 

would be suspect. In two investigations of “eminence” or “productivity” in music 

education, Gordon’s work has been highly rated.30 The authors o f these studies have 

attempted to identify the historical importance and productivity o f any one person’s work 

in music education research.

A few written criticisms of Gordon’s work have been published. The authors of 

these critiques offer little evidence of the importance of Gordon’s work from an historical 

perspective. These studies are quite important, however, as they clearly indicate the areas 

of division between Gordon and other members of the profession.31

28 See Edwin Gordon, “Gordon on Gordon,” The Quarterly Journal o f  Music Teaching and 
Learning 2 (spring—summer 1991): 6-9; Richard F. Grunow, “The Evolution o f Rhythm Syllables in 
Gordon’s Music Learning Theory,” The Quarterly Journal o f  Music Teaching and Learning 3 (winter 
1992): 56-66; and Walters, “Edwin Gordon’s Music Aptitude Work,” 65-72.

29 See Edwin Gordon, The Psychology o f  Music Teaching (Englewood Cliffs, NJ: Prentice Hall, 
1971), chapters 1—2; Edwin Gordon, The Nature, Description, Measurement, and Evaluation o f  Music 
Aptitudes (Chicago: GIA Publications, 1987), chapters 2—4; and Edwin Gordon, Introduction to Research 
and the Psychology o f  Music (Chicago: GIA Publications, 1998), chapters 2—4.

30 See Jayne M. Standley, “Productivity and Eminence in Music Research,” Journal o f  Research 
in Music Education 32 (fall 1984): 149—157; and John Kratus, “Eminence in Music Education Research as 
Measured in the Handbook o f Research on Music Teaching and Learning,” Bulletin o f  the Council fo r  
Research in Music Education 118 (fall 1993): 21-32.

31 See Emily Brink, “A Look at Edwin E. Gordon’s Theories,” Bulletin o f  the Council fo r  
Research in Music Education 75 (summer 1983): 1—13; Richard Colwell, and Frank Abrahams, “Edwin 
Gordon’s Contribution: An Appraisal,” The Quarterly Journal o f  Music Teaching and Learning 2 (spring- 
summer 1991): 19-36; Ann W. Stokes, “Is Edwin Gordon’s Learning Theory a Cognitive One?” 
Philosophy o f  Music Education Review 4 (fall 1996): 96-106; and Paul G. Woodford, “Evaluating Edwin
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The Gordon Study

To date, the most detailed biography o f Edwin Gordon has been written by 

Gordon himself. In this brief article, Gordon describes his musical training, education, 

research, and faculty appointments. Nine particular time periods in Gordon’s life are 

identified, excluding family history and information about his early childhood. The nine 

periods are as follows:

1) Early musical training, including instruction on the string bass and general 
music training;

2) Music lessons with Sid Weiss, a former bass player for the Benny Goodman 
quartet;

3) Draft into the United States Army in 1945 and performing with the 302nd US 
Army Band in Denver, Colorado;

4) Attendance at the Eastman School of Music, and the completion of the 
Bachelor and Master’s degrees in 1952 and 1953 in music performance;

5) Joining the Gene Krupa band in 1949-1950;

6) Attendance at Ohio University to earn a second Master’s degree in music 
education in 1955;

7) Ph.D. studies at the University of Iowa in music education, graduating in 
1958, and faculty appointment until 1972;

8) Faculty appointment at the State University of New York at Buffalo, 1972- 
1979;

9) Faculty appointment at Temple University 1979-1994, where he held the Carl 
E. Seashore Chair for Research in Music Education.32

Gordon’s Music Learning Theory from a Critical Thinking Perspective,” Philosophy o f  Music Education 
Review 4 (fall 1996): 83—95.

32 Gordon, “Gordon on Gordon,” 6-9.
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The Grunow Study

Richard Grunow summarized the evolution of rhythm syllables in Gordon’s music 

learning theory. He notes that Gordon’s system of rhythmic syllables, which is based on 

beat function relationships rather than notational values, is a significant departure from 

traditional rhythm syllable systems.33 The ultimate purpose of Gordon’s rhythm syllable 

system is to “facilitate audiation and the retention of rhythm patterns in long-term 

memory.”34

Grunow explains the evolution of Gordon’s rhythm syllable system, beginning 

with the system presented in Gordon’s text, The Psychology o f Music Teaching (1971). 

This evolution included a change in terminology from “tempo beat” and “meter beat” to 

that of “macrobeat” and “microbeat,” respectively. Grunow describes another change in 

the system from numbers (1 or 2), which were used to indicate tempo beats (macrobeats), 

to the syllable (Du). A third change occurred for meter beats (microbeats) from the 

syllable (ne) to (de), in duple meter, and the syllables (1 na ni) to (Du da di), in triple 

meter. Grunow also explains the role that subjectivity plays in the process of feeling and 

labeling macrobeats and microbeats in music.35

The Walters Study

Walters surveyed Gordon’s contributions to the study of music aptitude, 

beginning with a brief historical look at the work of Carl Seashore and Seashore’s belief

33 Grunow, 56.

34 Ibid.

35 Ibid., 65-66.
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that musicality was “inherited.”36 James Mursell, Seashore’s most ardent critic, objected 

to Seashore’s claims of musical inheritance. Mursell was the champion of the nurture 

side of the nature-nurture debate.

Walters believes that Gordon achieved a compromise and/or a synthesis in the 

nature-nurture controversy in 1965 with the publication of the Musical Aptitude Profile}1 

While the Musical Aptitude Profile is a significant contribution, it was also viewed with 

some controversy. Walters notes three essential, yet controversial, premises that Gordon 

assumes in the Musical Aptitude Profile: music aptitude is normally distributed, music 

aptitude is multi-dimensional, and the basis of music aptitude is the aural-mental
■Jrt

phenomenon o f audiation.

The difficulty in finding a reliable tool to measure music aptitude in young 

children under the age of nine was a question of great concern for many who designed 

tests o f music aptitude, including Gordon. An adapted version of the Musical Aptitude 

Profile was found to be reliable with children as young as kindergarten, but only after 

“extraordinary measures” were taken.39

Sparked by his interest in the work of Vygotsky and Chomsky in language, and 

Smith in reading, Gordon turned his energy toward studying the relationship between 

language and music. This resulted in Gordon’s tonal and rhythm pattern taxonomy

36 Walters, “Edwin Gordon’s Music Aptitude Work,” 65.

37 Ibid., 66.

38 Ibid., 67.

39 Ibid., 68.
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studies of the 1970s.40 According to Gordon, tonal and rhythm patterns are the musical 

equivalent of words in language.41

Based on his tonal and rhythm pattern studies and experimental efforts with 

primary versions of Musical Aptitude Profile, Gordon drew three conclusions about the 

nature of young children’s musical aptitude. First, the musical aptitude o f children 

younger than age nine appears to be developmental; that is, subject to change due to 

environmental factors. Second, children younger than age nine tend to make the most 

reliable decisions about the music they hear when the tonal and rhythmic aspects of that 

music are isolated from one another. Third, young children are incapable o f giving 

reliable answers to preference items such as those found in the three musical sensitivity 

subtests of the Musical Aptitude Profile*2

Because o f these factors, Gordon developed the Primary Measures o f  Music 

Audiation, published in 1979. Based upon the tonal and rhythm content of the 1970s 

pattern studies, the Primary Measures o f Music Audiation is a reliable measure of 

developmental music aptitude in children from kindergarten through grade three.

Teachers who used Primary Measures o f  Music Audiation results to tailor instruction to 

that of the individual needs in their classroom quickly learned that a more “discriminating

40 See Edwin Gordon, “Toward the Development o f a Taxonomy o f  Tonal Patterns and Rhythm 
Patterns: Evidence o f Difficulty Level and Growth Rate,” in Experimental Research in the Psychology o f  
Music 9 (Iowa City: University o f Iowa Press, 1974): 39—232; and Edwin Gordon, Tonal and Rhythm 
Patterns: An Objective Analysis (Albany: State University o f New York Press, 1976).

41 Gordon, “Toward the Development o f a Taxonomy o f Tonal Patterns and Rhythm Patterns,” 40.

42 Walters, “Edwin Gordon’s Music Aptitude Work,” 68.
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measure” was needed.43 The Intermediate Measures o f  Music Audiation, which contains 

more difficult tonal and rhythm pattern content than that of the Primary Measures o f  

Music Audiation, was published in 1982.

The Standley Study

In 1984, Jayne Standley conducted a study ranking the most productive and 

eminent music researchers. Standley measured productivity by calculating any one 

researcher’s combined publications from the Journal o f  Research in Music Education, the 

Bulletin o f  the Council fo r  Research in Music Education, and the Journal o f  Music 

Therapy, from the inception of each journal through 1982. Gordon and two other music 

research scholars ranked third in productivity. Gordon had nine publications mentioned 

in the study.

Standley measured eminence by calculating the number of times that any one 

researcher’s publications were cited by another individual in the same three journals over 

the same time period. Gordon was ranked second in eminence with a total of 115 

citations by other authors. Clifford K. Madsen ranked first in both productivity and 

eminence.44

The Kratus Study

In 1993, John Kratus published a similar eminence study. In the Kratus study, 

eminence was measured by determining the number o f citations and the number o f 

chapters in which any one music education researcher was mentioned in Richard 

» Colwell’s Handbook o f  Research on Music Teaching and Learning. Gordon ranked first

43 Ibid., 69.

44 Standley, 149-157.
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in the number of citations credited to his work and second in the number of chapters in 

which his work is cited by another author. In Kratus’ study, Gordon’s text, Learning 

Sequences in Music: Skill, Content, and Patterns, was ranked the second most eminent 

monograph. The only author to have more than one monograph mentioned, Gordon has 

four monographs ranked in the Kratus study.45

Design

Each of the problems of this study will be given treatment in separate chapters. 

The design of the study, therefore, will be as follows:

Chapter 1: Introduction, Review of the Literature, Related Research, Purpose and 
Problems, Design, Procedures, Analysis, and Limitations o f the Study;

Chapter 2: Biography of Edwin Gordon;
Chapter 3: Music Aptitude;
Chapter 4: Audiation;
Chapter 5: Music Learning Theory;
Chapter 6: Early Childhood Music Education;
Chapter 7: Summary, Conclusions, and Recommendations.

Chapter two is strictly biographical in nature. Given tire biographical information 

of chapter two, chapters three through six provide an historical examination o f Gordon’s 

contributions in music aptitude testing, audiation, music learning theory, and early 

childhood music education. In chapters three through six, discussion focuses on the 

historical foundations upon which Gordon’s contributions are based and Gordon’s own 

work in that particular category. Where possible, and when appropriate, criticism 

of Gordon’s work in each category has been incorporated.

45 Kratus, 21-32.
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Procedures

Published data have been collected through extensive bibliographical research in 

connection with Gordon’s publications and relevant publications in regard to the topics at 

hand (music aptitude, audiation, music learning theory, and early childhood music 

education). Personal and phone interviews were conducted with Gordon and selected 

family members, personal acquaintances, former students, and professional colleagues. 

Additionally, personal correspondence was a necessary and effective data-gathering tool.

The use of multiple narrators has been attempted in order to corroborate factual 

information and to fill in missing pieces to certain accounts that Gordon is unable to 

provide in detail. The use of multiple narrators has also lent objectivity to the 

investigation and allowed for cross-checking of factual information. The author has 

submitted copies of his notes taken during phone interviews and live interviews that were 

not audio tape-recorded, to each narrator for verification.

The author has not provided his own critical review of Gordon’s research and 

work, the research used in support of Gordon’s work or theories, or the criticisms of 

Gordon’s work within the current investigation. While warranted, a presentation of this 

type was found to be beyond the scope of this study.

Analysis

Data analysis has consisted of the preparation of written transcripts and notes of 

interview sessions and verification of these contents by multiple narrators where possible. 

Cross-validation has been conducted for the purpose o f providing accountability and 

reliability for each narrator’s contribution. Agreement between narrators and verification
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using published print sources on any given domain of Gordon’s output has provided 

consensus of opinion and historical fact, thus aiding the objectivity of the study.

Limitations of the Study 

No study of this type can be complete, as every aspect of Gordon’s life or work 

can not be reported due to time constraints and the inability to reach every person who 

might have something to contribute, no matter how minor or significant, to the subject. 

An attempt was made to reach as many persons as possible in order to verify factual 

information, provide consensus, or to allow for multiple narrators to speak. A 

representative group of narrators from each period of Gordon’s life has been contacted, 

and their contributions were integral to the current investigation; it was not possible, 

however, to contact every person who could have provided comment.

With regard to specific studies by Gordon, his former students, or other authors, 

only research results and conclusions have been reported in the current investigation. It 

is beyond the scope of the current investigation to comment in detail on research design 

and/or procedural methods used in those studies. Readers who have particular questions 

about any of the studies reported in the current investigation are encouraged to consult 

those specific studies.

The current investigation is not intended to be an autobiography with Gordon’s 

voice as the principal voice; it is, rather, intended to be a biographical and historical 

inquiry with Gordon as the focus. Thus, many persons have been consulted to allow for 

objectivity in reporting to the fullest extent possible. For varying personal reasons, 

however, not all persons contacted have been willing to contribute.
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Finally, the principal objective of the current investigation is not intended to be a 

critical analysis o f Gordon’s work. Such an investigation would be interesting and useful 

to the music education community, but it is beyond the scope o f the current investigation. 

The primary objectives of the current study are to provide an accurate biographical 

account of Gordon and to examine Gordon’s work from a historical perspective. 

Criticism o f Gordon’s work is, of course, appropriate, but it is not the focus. Where 

available, published criticism of Gordon’s work and his theories have been incorporated.
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CHAPTER 2 

BIOGRAPHY OF EDWIN GORDON

Parents and Grandparents 

Family members play an important role in the development of humans. In order 

to better understand who Gordon is, one must begin with his family.

Gordon and his siblings know little about their grandparents. Gordon does not 

recall meeting any o f his grandparents, even though it is likely that his maternal 

grandmother was living at the time of his birth. Some information has been lost due to 

the early and untimely death in 1941 of Gordon’s mother, Carrie Stamer Gordon, who 

was the primary recorder o f family genealogy.1

Paternal Grandparents 

Gordon’s paternal grandfather, Elias Gordon, was bom in Russia, circa 1846. It is 

not known when Elias immigrated; after coming to America, however, he settled in 

Stamford, Connecticut, working as a coal peddler. Elias was strong in the Jewish faith, 

so much so that others believed that he could have become a rabbi. Elias Gordon died 

suddenly at the age of seventy-five on 1 January 1922 in Stamford.2

1 Edwin Gordon, interview by author, 30 May 1998, Granville, OH, tape and transcript in 
possession o f the author; and Marilyn and Reed Parker, interview by author, 6 March 1999, Seymour, CT, 
notes in possession o f the author.

2 Notes prepared by Carrie Stamer Gordon for Marilyn Parker, photocopy in possession o f the
author.
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Gordon’s paternal grandmother, Hannah Mollie Gordon, was bom in Odessa, 

Russia, circa 1849. She died at the age o f seventy-three on 25 February 1923 in The 

Bronx, New York. Elias and Hannah Gordon are both buried in Roxbury Cemetery in 

Stamford, Connecticut.3

Maternal Grandparents

Gordon’s maternal grandfather, Marcus Stamer, was bom in Romania, circa 1871. 

He died at an early age on 21 December 1899 in Brooklyn, New York. Gordon’s 

maternal grandmother, Minnie Schwartz, was bom in Romania and came to America at 

the age of sixteen with the rest of her family. Her dates of birth and death are not known 

at this time.4

Carrie Lena Stamer

Gordon’s mother, Carrie Stamer, was bom on 5 November 1895 in Brooklyn, 

New York. As a young woman, Carrie lived in the New York area. She worked as a 

secretary until she married Gordon’s father, Martin Gordon, in 1917. They settled in 

Stamford, Connecticut, Martin’s lifelong city of residence.5

The couple had three children: Eleanor, bom 1920; Marilyn, bom 1923; and 

Edwin, bom 1927. Carrie was very interested in the children’s education and often 

volunteered at their schools. .Along with other volunteer activities, she once ran an 

academic contest in one of Marilyn’s elementary classrooms. On the morning of the

3 Ibid.

4 Ibid.

5 Parker interview.
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stroke that ultimately caused her death in December o f 1941, Carrie was preparing to 

chaperone Gordon’s ninth-grade class on a trip to the Metropolitan Opera in New York 

City.6

Carrie wanted her children to experience all that the Stamford and New York City 

areas had to offer; thus, she convinced Martin to take the children on frequent Sunday 

excursions to the city to visit a museum or the theater. Carrie and the children spent most 

of their summer days at Spelke Beach, now called West Beach, in Stamford.7

The musical upbringing o f the children included general music education at 

Rogers School from Miss Zillah Lord, as well as piano lessons for Eleanor and Marilyn 

from one o f Martin’s associates. The lessons did not last long, and for unknown reasons 

Gordon did not study the piano as a child. Marilyn played the soprano saxophone in the 

high school band under the direction of Mr. William O’Shaughnessy, the band director 

and music supervisor for the Stamford schools.8

Gordon does not recall that music was especially stressed or encouraged by either 

parent during his upbringing.9 Gordon gives his mother credit for his interest in the bass, 

however, as he remembers attending the Metropolitan Opera with her a few times during 

his early years in school. Any perceived lack of support for music on the part of 

Gordon’s mother is probably due to her constant frustration with Martin’s part-time 

music career as a saxophonist, occasional private teacher, and officer in the local

6 Ibid.

7 Ibid.

8 Ibid.

9 Gordon, “Gordon on Gordon,” 6-7; and Gordon interview, 30 May 1998.
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musicians union. Martin’s dedication to his part-time music career often took him away 

from family commitments.10

Carrie Gordon was generally quiet and shy, quite the opposite o f  Martin. She was 

active in local civic organizations, including the Heart Association; the Rogers School 

PTA; the Ladies Educational League o f the Stamford Jewish Center; and the Stamford 

PTA, where she served a term as president. She was also involved in the PTA at the state 

level and was active in supporting Martin as the secretary of the Stamford musicians 

union.11

Martin Gordon

Martin Gordon was bom on 30 May 1892 in Stamford, Connecticut, where he 

lived until his death in 1970. He was the co-owner of the Stamford Awning Works, 

where he made, repaired, and cleaned awnings for local businesses. He worked hard and 

led a busy life juggling his job and a part-time career as an amateur musician. At times, 

his personality was explosive, as he loved to stir things up and to argue.12

Martin was a noted athlete, playing baseball in a regional, semi-professional 

league in the Stamford area.13 He was physically well-built and looked like a weight- 

lifter from his long hours of physical labor. Martin had a natural interest and ability in

10 Parker interview; and Edwin Gordon, interview by author, 27 February 1997, Ambler, PA, tape 
recording and transcript in possession o f  the author.

11 Parker interview; and Obituary, Stamford Advocate, 20 December 1941.

12 Gordon interview, 30 May 1998; and Parker interview.

13 Obituary, Stamford Advocate, 3 March 1970.
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athletics and would have liked for his son to have had similar interests, but he had none. 

This was a cause of strife between Gordon and his father.14

A self-taught saxophonist, Martin was a well-known amateur musician in the 

Stamford area, frequently playing in swing bands for society functions, dances, and 

wedding receptions. Martin served as the secretary-treasurer for the Local 860 Musicians 

Union for a time. Martin occasionally taught private lessons in the living room of the 

family home at 102 Crystal Street, a modest two-story frame house near the Long Island 

Sound.15

Martin’s duties with the musicians union were extensive. On Saturday evenings 

he often performed in one group and was the business agent in charge of one or two other 

performances nearby. Local musicians frequently called the family home needing job 

cards; as a consequence, the house was often filled with passers-by. Martin’s desk was 

always neat, and he kept precise and methodical records for the musicians union.

Between his business dealings and work as an amateur musician, Martin knew nearly 

everyone in town.16

Early Life and Primary School

Edwin Gordon was bom 14 September 1927 at 4:00 PM, at Stamford Hospital. 

The youngest o f three children, Edwin was named in honor of his paternal grandfather

14 Gordon interview, 30 May 1998; and Parker interview.

15 Gordon Interview, 30 May 1998; Parker interview; and Theodore Catino, Broad Brook, CT, 
telephone interview by author, Delaware, OH, 26 January 1999, notes in possession o f the author.

16 Parker interview.
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Elias Gordon.17 Since 1975, Gordon has used the middle initial (E) in reference to his 

grandfather.

Stamford. Connecticut 

At the time of Gordon’s birth, the city o f Stamford had seen tremendous growth 

in population, increasing forty-two percent during the decade to reach a population of 

56,000 by 1930. Stamford was fast becoming a metropolitan suburb and a bedroom

IScommunity for New York City, only thirty-five miles to the southwest. With its small

town feel, Stamford was a comfortable place for Gordon and his siblings to grow up. 

Gordon also enjoyed the proximity to New York City and all that the city had to offer a 

young music student. Stamford was the first train stop out o f New York City on the 

express New York-New Haven line and was home to several New York City actors, 

actresses, and Wall Street executives. Martin Gordon occasionally did business for local 

movies stars, including Jean Harlow and Madeline Carrol.19

Working in His Father’s Business 

Gordon began working for his father at the Stamford Awning Works at the age of 

ten. Each afternoon after school, Gordon w'alked down Manhattan Street from Rogers 

School to work for an hour or two in his father’s shop. The job was difficult for a 

youngster, and Gordon did not like the dirty and musty atmosphere of the old factory.

17 Carrie Stamer Gordon, notes.

18 “History o f Stamford Connecticut-Condensed,” Stamford Historical Society Home Page, 
accessed 20 May 1999, http://www.cslnet.ctstateeu.edu/stanford/history.htm.

19 Gordon interview, 30 May 1998.
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The job called for spending a lot o f time on a ladder or leaning out windows of tall 

buildings, replacing and installing awnings.20

Working with his father was stressful for Gordon. His father had a gruff 

personality and sometimes used embarrassing language. A cantankerous man, Martin 

often refused to use the service doors at the businesses where he had come to work on the 

awnings, opting for the front door instead. In an attempt to be frugal, Martin could be 

devious and “get around people.” This bothered both Gordon and his mother.21

Gordon worked with his father throughout his years in school and during the 

summers, and Gordon’s father expected that one day his son would take over the 

business. Gordon had also believed that he would do exactly this, despite his personal 

wish to become a professional musician. If  it were not for his service in the U.S. Army, 

Gordon is certain that he would have gone into the awning business.22

General Music Education 

Music instruction in the first three elementary grades at Rogers School consisted 

of listening to recordings such as Grieg’s In the Hall o f the Mountain King and 

occasional performances of class singing accompanied by the assembly hall piano. A 

music specialist, Miss Zillah Lord, instructed each fourth-grade class in a combination of 

singing and music appreciation lessons.23

20 Ibid.

21 Parker interview.

22 Gordon interview, 30 May 1998.

23 Gordon, “Gordon on Gordon,” 6-7.
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During his fourth-grade year, Gordon was required to sing a solo of the Battle 

Hymn o f  the Republic while Miss Lord accompanied on the piano. Gordon failed in his 

attempt and was thus sent to the back o f the classroom and labeled a blackbird, or non

singer, while the other children were labeled bluebirds. During performances the 

blackbirds were instructed to only move their lips and to leave the singing to the 

bluebirds.24

This was a significant event in Gordon’s life, and he firmly believes that his 

musical development was hindered because of it. In retrospect, Gordon’s frustration 

about his own musical development certainly has had an impact in shaping his thoughts 

about music teaching, music learning, and the need to teach to individual differences 

among all music students.

Stamford High School (1941-1945)

The motto on the front cover o f the Stamford High School yearbook for the 

graduating class of 1945 read “Life is to rise, not to rest.”23 Gordon’s high school years 

(1941—1945) were a time during which he was able to rise as a young musician, gaining 

interest in a career as a professional musician. In addition, this time in his life was filled 

with concern over the death of his mother and the certain fate of being drafted into 

military service during World War II.

24 Ibid., 7.

25 Stamford High School Yearbook, 1945.
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As one would expect, the early death of his mother had a profound effect on 

Gordon. Carrie Stamer Gordon died in December of 1941 after suffering a stroke, less 

than three months past Gordon’s fourteenth birthday. She survived about a week before 

passing on the twentieth. After his mother’s death, Gordon was cared for by his two 

sisters.26

Music Instruction

Gordon soon got into some mild trouble with a few of his friends from town. 

Realizing his son’s propensity to mischief, his father urged Gordon to become involved 

in something worthwhile. He suggested that Gordon study music, and Gordon vowed to 

stay out of trouble if his father bought him a string bass. Gordon had been interested in 

the string bass ever since seeing and hearing one with his mother at the Metropolitan 

Opera. Martin agreed and bought his son a bass and found a local teacher to give private 

lessons.27

Gordon’s first bass teacher was Samuel Hyken, a local guitarist and, likely, an

acquaintance o f Gordon’s father. While Hyken himself did not play the bass at first, he

did teach himself to play over the course o f lessons with Gordon. After a few months,

Hyken informed Gordon’s father that there was nothing more that he could teach his son.

* 28He suggested that a teacher be found in New York City.

26 Parker interview.

27 Gordon interview, 27 February 1997.

28 Gordon interview 27 February 1997; and Gordon, “Gordon on Gordon,” 7.
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Friends from School

With instruction, Gordon’s musicianship quickly improved, and he was soon able 

to perform in small pick-up groups around Stamford. He also performed with the high 

school band and orchestra, although he was not a permanent member of these ensembles. 

His closest friends were the fellow musicians who performed in these various groups at 

school and around town. Gordon and his friends also performed in a dance band 

organized by Theodore ‘Teddy” Catino, a clarinetist and saxophonist at Stamford High 

School and a member the class of 1946.29

One of Gordon’s closest high school friends was Frank Duffy, a trombonist and 

fellow graduate o f the class of 1945. The two performed in a variety of musical 

ensembles with one another and spent a great deal of time together outside of school. 

Duffy’s mother helped by taking Gordon under her wing after his mother’s death, having 

him over for meals, sewing on buttons, and assisting in other ways.30

Duffy is remembered as a fine and dedicated musician. In fact, Duffy recorded 

his desire to make music a profession in the caption of his senior portrait for the high 

school yearbook. After graduation, Duffy went into the U.S. Navy as a seaman. Upon 

his return to Stamford after the war, he reunited with Theodore Catino in a local band that 

Catino had organized.31

29 Gordon interview, 30 May 1998.

30 Lenore Singer Seroy, Stamford, CT, to Ronald C. Gerhardstein, Columbus, OH, 9 February 
1999; and Parker interview.

31 Stamford High School Yearbook, 1945; and Catino interview.
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Another close friend of Gordon’s was Robert Crane, a drummer in the high school 

band and orchestra and a member o f Catino’s band. A year younger than Gordon, Crane 

was later well-known as the star of the television series “Hogan’s Hereos.” The two 

spent a great deal o f time together, and Crane frequently practiced music in the Gordon 

home. Crane and Gordon also performed together as members o f a jazz combo with 

Catino and other friends from school.32

Don Sappem, the pianist in Catino’s band, was also one of Gordon’s close 

friends. Sappem recalls that Gordon was a fine musician and unusual for his time in that 

he played jazz bass. Gordon, Sappem, Crane, Duffy, and Catino frequently played in 

jazz combos for school assemblies and dances at Stamford High School and neighboring 

Greenwich High School, as well as various restaurants and clubs in the Stamford area.33

Theodore “Teddy” Catino

During his junior and senior years of high school, Gordon played bass in Teddy 

Catino’s band. Although the band consisted of mostly junior and senior students, Catino 

himself was a sophomore. The Catino band performed at school assemblies, dances, and 

social gatherings in the Stamford area, playing a repertoire of swing music in the style of 

Glenn Miller and Tommy Dorsey.34

Catino recalls that Gordon was a fine musician, a good sight-reader, and 

competent at playing chord changes, which was a rarity for a high school student. He

32 Gordon interview, 30 May 1998; and Parker interview.

33 Donald Sappem, Westport, CT, telephone interview by author, Delaware, OH, 3 February,
1999, notes in possession o f the author.

34 Catino interview; and “Crane-Catino Band” Stamford High School Yearbook, 1946: 146.
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believed that Gordon’s music skill was good enough that he would one day take up a 

career as a professional musician in New York City. Now a retired band director himself, 

Catino credits Gordon and Sappem with convincing him to go to college and study 

music.35

Bass Instruction from Milton Kestenbaum and Sid Weiss

With Gordon needing to find a new bass teacher, he, and Crane, who was in need 

of a drum teacher himself, went into New York City to find private instructors in 1942. 

Near 52nd Street in Manhattan, Crane and Gordon noticed Teddy Wilson and Sid Weiss, 

Benny Goodman’s pianist and bassist. Gordon introduced himself to Weiss and asked 

him for private lessons. Although Weiss did not teach private students, he suggested that 

Gordon contact Milton Kestenbaum, the bassist with the NBC Orchestra who was giving 

classical lessons to Weiss at the time. Weiss then called Kestenbaum himself and 

arranged for Gordon to begin lessons the following week.36

Leaving school early to catch the train to Manhattan, Gordon took one lesson each 

week from Kestenbaum. After a few weeks, Kestenbaum convinced Weiss to take 

Gordon on as his student as well. After finishing his lesson each week with Kestenbaum 

in Manhattan, Gordon then traveled to Forest Hills, Long Island, for his jazz lesson with 

Weiss. This arrangement lasted until Gordon graduated from high school in 1945.3'

35 Catino interview.

36 Gordon interview, 30 May 1998; and Edwin Gordon, Columbia, SC, interview by the author, 14 
December 1998, tape recording and transcript in possession o f the author.

37 Gordon interview, 27 February 1997; and Gordon interview, 30 May 1998.
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Gordon grew extremely close to Weiss and his wife Mae, often staying for dinner 

before taking the return train to Stamford. Gordon’s lessons with Weiss were, in 

retrospect, life-changing, as Weiss taught completely by ear, because he did not read 

music himself. During the lessons, Weiss either whistled or sang Gershwin melodies 

while Gordon accompanied on his bass. Weiss instructed Gordon to “hear” the

38contrapuntal chord changes before he actually played them on his instrument. Gordon

holds his time with Weiss in fond memory.

My lessons with Sid were more like excursions than lessons, and my 
education in music began to take shape. Each of us, with bass in hand and 
without notation, would play together and back and forth. It became clear 
that I was to think about what I was going to play before I played it. I 
“laid down” contrapuntal lines to an on-going melody, the line 
establishing an intimate relationship to the chord progressions of mostly 
Gershwin tunes. I learned how to become a bass player who is felt and not 
heard. My apprenticeship with Sid, which continues to influence my 
understanding of ideal pedagogical procedures, lasted until I was drafted 
into the Army upon graduation.39

Military Service (1945—1947)

Military service was all but inevitable for graduating males in the early to mid 

1940s. All those of sound physical health and of the appropriate age were drafted to 

serve in the war effort. Gordon was drafted into the Army infantry after graduating from 

high school in 1945. At that time, both the war with Japan and the war with Germany 

were still going on and, like many others his age, Gordon had the option of either being

38 Gordon interview, 27 February 1997; and Gordon interview, 30 May 1998.

39 Gordon, “Gordon on Gordon,” 7.

30

R e p ro d u c e d  with perm iss ion  of th e  copyright ow ner.  F u r th e r  reproduction  prohibited without perm iss ion .



drafted or enlisting for eighteen months. He chose to enlist, because, had be been 

drafted, he would have no guarantee of when his service duties would be completed.40

Gordon was inducted into the U.S. Army on 9 November 1945 at Fort Devins, 

Massachusetts;41 he then reported to basic training at Fort Leonard Wood, Missouri. 

During his basic training Gordon discovered that he had difficulty shooting a rifle. He 

became a danger to those around him, because he used the wrong finger to shoot the rifle 

in the hope of not causing damage to his pizzicato finger. His superior officers quickly 

became upset with his shooting ability, and, upon questioning him, they learned that he 

was a musician. Gordon was then sent to Denver, Colorado, where he joined the 302nd 

US Army Band stationed at Fitzsimmons General Hospital.42

After reporting to Denver, Gordon joined the marching and concert bands and 

played bass in the jazz band and jazz combo. He was also ordered to teach himself to 

play the tuba. Other members of the 302nd band included musicians returning from 

Europe, some of whom had been members o f the Ray McKinley and Glenn Miller bands. 

Approximately one-third of the musicians in the 302nd were professionals; the others, like 

Gordon, were amateurs.43

Part of each day was spent rehearsing for performances at USO events, parades, 

or officer club parties. Time was also spent just relaxing or jamming with other members 

of the 302nd jazz band. Gordon greatly enjoyed this time, especially his apprenticeship

40 Gordon interview, 14 December 1998.

41 Certification o f  Military Service, photocopy in possession o f the author.

42 Gordon, “Gordon on Gordon,” 7; and Gordon interview, 30 May 1998.

4j Gordon interview, 30 May 1998.
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with professional musicians. In a way, Gordon’s military service was a dream come true, 

as he hoped to become a professional musician rather than return to his father’s awning 

business.44

One of Gordon’s closest friends in the 302nd Army Band was Harold “Hal” 

Douthit, a trumpet player from Curtis, Nebraska. Douthit recalls the Army band being a 

good life for a young man at the end o f World War II. There was a good deal of free time 

in which the band members would read, practice, or spend casually. Often the members 

of the 302nd talked about philosophy or listened to Stravinsky, Bartok, and Bebop. Some 

members even took college classes through the University of Colorado extension campus 

in Denver. Some members of the band actually re-enlisted with the Army, becoming in a 

sense professional Army musicians, as it was more difficult to survive as a musician on 

the outside away from the protective arms o f the Army. Douthit describes the members 

of the 302nd as a “yeasty” group o f individuals interested in learning and in new ideas, 

and excited about the world and their future in it. Douthit recalls that Gordon was one of 

the best musicians in the 302nd band and he had a natural ability to pick up his instrument 

and play any song.45

The bands of the 302nd were quite good, especially the dance band, which 

frequently played for officer events. The dance band and a smaller jazz combo also 

played at local bars and restaurants between the Army base and Denver. Douthit served

44 Ibid.

45 Harold Douthit, Columbus, OH, interview by author, 11 February 1999, notes in possession o f  
the author.
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as the booking agent for the dance band and the combo. The marching and concert bands 

occasionally performed in joint concerts with the band from Lowery Air Force Base.46

Douthit was instrumental in convincing Gordon to apply to the Eastman School of 

Music, explaining that he should follow his calling rather than continue his allegiance to 

his father’s awning company.47 Gordon was honorably discharged from the U.S. Army 

as a Technician Fourth Grade on 16 May 1947.48 His application to Eastman was 

accepted in the spring of 1947, and he began his studies that fall.

Eastman School of Music (1947-1953)

With the support of the GI Bill in hand, Gordon’s dream of attending the Eastman 

School of Music, as noted in the caption of his high school yearbook, became a reality.49 

Gordon entered the school in the fall o f 1947 studying string bass performance from 

Oscar Zimmerman, a graduate of the Curtis Institute of Music in Philadelphia and a one

time member of the NBC Symphony Orchestra with Toscanini.50

At Eastman, Gordon studied music theory from Allen Irvine McHose and 

performed in the orchestra under the direction of Howard Hanson, Fredrick Fennell, and 

Paul White. Howard Hanson was also the director of the Eastman school at this time.

46 Ibid.

47 Gordon interview, 30 May 1998.

48 Edwin Gordon, Certification o f Military Service.

49 Stamford High School Yearbook, Stamford, Connecticut (1945), 45.

50 Gordon, “Gordon on Gordon,” 7; and Edwin Gordon, Columbia, SC, to Ronald C. Gerhardstein, 
Delaware, OH, 2 June 1999, original in possession o f the author.
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Gordon stayed at Eastman two and one-half years, until his GI Bill funding ran out in 

December of 1949.51

Performing with the Gene Krupa Orchestra

In need o f money in order to continue his education, Gordon left Eastman and 

went to New York City to find work. He drove into Manhattan and, after seeing an 

advertisement for a bass player while on 52nd Street, he auditioned with the Krupa band. 

After an audition that included Gershwin’s “I’ve got Rhythm” among other standard jazz 

tunes, Gordon was hired, for $180 per week. It was good money for the time, and he was 

able to set aside extra funds to go toward his school expenses. Gordon does not recall 

whether or not his association with Sid Weiss, and Weiss’s relationship with Krupa, was 

a deciding factor in his hiring; nevertheless, it certainly was beneficial. Gordon traveled 

coast to coast performing with the Gene Krupa band throughout the calendar year of 

1950 52

Gordon and Krupa became quite close; in fact, they roomed together for a time. 

Krupa called Gordon “the professor,” as he was one of the few members of the band with 

a formal education in music. After a while, Krupa asked Gordon to teach him to read 

music; he especially wanted to learn the difference between 2/4 and 4/4 meter, and 3/4 

and 6/8 meter. Gordon explained, giving the traditional definitions of simple duple and 

triple and compound duple meters that he had learned at Eastman. As Gordon explained 

the difference between simple and compound duple, Krupa responded, asking Gordon to

51 Gordon interview, 30 May 1998; and Eastman School o f Music transcript, photocopy in 
possession o f the author.

52 Gordon, “Gordon on Gordon,” 7-8; and Gordon interview, 27 February 1997.
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sing the difference. Unable to hear a difference, Krupa became exasperated and told 

Gordon that there was no difference, despite Gordon’s arguments to the contrary. Krupa 

eventually gave up, stating that he no longer wanted to leam to read music, but that he 

wanted instead to teach Gordon about rhythm.53

Krupa believed that Gordon had a lot to leam about rhythm and that his training 

in music theory had been a disservice. Gordon could explain music, but he did not hear 

music with understanding. According to Krupa, there were big beats, small beats, and 

that which comes in-between. Krupa repeated over and over to Gordon that “you wiH 

never get what comes in-between the beats unless you know where the big and the small 

beats are.”54 Those familiar with Gordon’s music learning theory will recognize Krupa’s 

terminology reinterpreted by Gordon as tempo beat, meter beat, and melodic rhythm; or 

macrobeat, microbeat, and melodic rhythm.

Krupa also stressed to Gordon the importance o f movement while he played his 

bass. Typically, Gordon stood above Krupa on a riser to his left. Krupa relied on Gordon 

to maintain a consistent tempo and to be felt rather than heard. Krupa informed Gordon 

that he would not be able to maintain a steady tempo unless he moved in space. He 

demanded that Gordon move from his hips and feel the distance between the beats, 

especially during a song with a slow tempo.55 Gordon’s own work in the study of rhythm 

is rooted in what he learned from Krupa. Gordon believes that he learned more from

S3 Edwin Gordon, “Musical Quid Abuse,” transcription o f  speech given at the Master Teacher 
Address at the University o f Hartford, 11 March 1987, photocopy in possession o f the author; and Gordon 
interview, 27 February 1997.

34 Gordon interview, 27 February 1997.

55 Ibid.
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Krupa about rhythm than anyone else, and he would like to believe that he has given 

Krupa’s concept o f rhythm a research base and academic credibility.56

Return to Eastman

Gordon returned to the Eastman School o f Music in January of 1951. He 

completed a Bachelor’s degree in music performance in the spring of 1952 and a 

Master’s degree in performance in the spring of 1953. Gordon’s intention had been to 

enter a career as a professional bassist in a major orchestra, but his frustration with 

authoritarian conductors, and his love of jazz music, was beginning to challenge his 

original intentions.57

Although Gordon completed two degrees at Eastman in bass performance, he did 

not have a good relationship with Zimmerman, who was his private instructor. Gordon 

was much fonder o f Weiss and Krupa, two individuals with little formal training, neither 

of whom could read music. Both had a deep aural understanding o f music that seemed 

much more refined than many who had years of formal training. Additionally, Gordon 

was displeased with Zimmermann’s authoritative manner, as he often told Gordon how to 

perform a certain phrase rather than allowing Gordon’s innate musicianship to shape the 

phrase.58

56 Gordon, “Gordon on Gordon,” 7.

57 Gordon interview, 27 February 1997. 

ss Ibid.
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The Carl Dengler Orchestra 

After returning to Eastman in 1951, Gordon performed frequently with the Carl 

Dengler Orchestra, a society group that played at local country clubs, balls, hotels and 

restaurants, dances, and private parties in Rochester. Dengler originally learned about 

Gordon from the Eastman students already in the orchestra, and he was very impressed 

with Gordon’s tenure in the Krupa band. Gordon played with the Dengler Orchestra five 

or six evenings per week. Dengler’s group typically consisted of six to fifteen members, 

made up mostly of students from the Eastman School of Music. Dengler’s group was 

quite popular in the Rochester area, achieving regional notoriety over the nearly sixty- 

three years of its existence. The Eastman School of Music recently established a special 

archive collection o f music and memorabilia from the Dengler Orchestra.39

Phillip Sklar

Upon completing his Master’s degree in string bass performance in the spring of 

1953, Gordon returned to the New York City area to audition for orchestras and to look 

for other performance opportunities. He took auditions with a few minor orchestras and 

was offered a position in one or two. He did not take any of the offers, however, as he 

hoped to obtain a position with a major orchestra. One evening while performing in New 

York City, Gordon met Philip Sklar, the principal bassist with the NBC Symphony

59 Carl Dengler, Rochester, NY, telephone interview by author, Delaware, OH, 27 February 1999, 
notes in possession o f the author.
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Orchestra. Sklar expressed his interest in working with Gordon and agreed to groom him 

for a position in a major orchestra.60

While he had greatly enjoyed his lessons with Sid Weiss and had become a 

competent jazz and classical performer, Gordon’s lessons with Sklar were a new 

experience, and Gordon soon began to realize that his knowledge of the bass was quite 

limited.61 During his lessons with Sklar, Gordon learned to “cope with the instrument 

that he so dearly loved.”62

Sklar informed Gordon that he must be able to hear what he sees in print before 

he performs it. This involved not only hearing correct pitches and rhythms, but also 

hearing correct intonation and tone quality. As Sklar described the learning process in 

music, Gordon was able to identify the quality that he observed in many jazz musicians: 

their fantastic ability to hear melody, rhythm, and harmonic chord changes. Sklar 

reinforced what Gordon had learned from Weiss and Krupa.63

Sklar informed Gordon that he must also be able to sing what he reads in notation 

and to demonstrate each musical phrase in movement. Gordon’s lessons with Sklar were 

often spent singing and moving completely away from his bass. These new experiences

60 Edwin Gordon, Columbia, SC, to Ronald C. Gerhardstein, Delaware, OH, 21 March 1999, 
original in possession o f  the author.

61 Gordon interview 27 February 1997; and Richard McCrystal, Maple Glen, PA, to Ronald C. 
Gerhardstein, Delaware, OH, 4 July 1999, original in possession o f  the author.

62 Gordon, “Gordon on Gordon,” 8.

63 Gordon interview, 27 February 1997.
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were very meaningful, and Gordon and Sklar quickly became close friends. Gordon 

often traveled to Sklar’s home two or three times a week for lessons.64

As time went on, Sklar complimented Gordon more often on his intellect than his 

performance ability, and they increasingly analyzed the musical learning process. Sklar 

confronted Gordon one evening over dinner and informed him that he did not believe that 

Gordon had the musical skills to be a bassist in a first-rate orchestra. He encouraged 

Gordon to return to school and get his teaching credential. Sklar had, in fact, already 

arranged for Gordon to receive a teaching assistantship at Ohio University.63

Ohio University and Public School Teaching (1953-1956)

Gordon entered Ohio University in the fall of 1953, completing a Master’s degree 

in Music Education and earning his public school teaching credential in the spring of 

1955. While at Ohio University, Gordon had an assistantship teaching bass and 

performing in the various string ensembles of the university. During this time, Gordon 

worked closely with Neal Glenn, the chair o f the music education department.

Neal Glenn

Glenn was an important figure in music education during the 1950s and 60s, and 

he had much influence on Gordon and his career in music education.66 Gordon 

completed several graduate courses taught by Glenn, and it was Glenn who first

64 Ibid.

65 Gordon, “Gordon on Gordon,” 8.

66 Himie Voxman, Iowa City, IA, interview by author, 2 June 1999, tape recording and notes in 
possession o f  the author; and Stanley L. Schleuter, Bloomington, IN, to Ronald C. Gerhardstein, Delaware, 
OH, 19 October 1999, original in possession o f  the author.
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introduced Gordon to the works of Carl Seashore and James Mursell. Glenn’s classes 

were typically seminars in which the participants were assigned to read from standard 

music education texts and then come to class prepared to discuss what they had read. 

Gordon recalls reading Seashore’s Psychology o f  Music in one of Glenn’s courses and 

discussing the text with the members of that particular class.67

Glenn left Ohio University in 1955, moving to the University of Iowa to become 

the chair of music education and the head of in the music department at the University 

Laboratory School. Glenn replaced Anne Pierce, whose tenure at Iowa was from 1926- 

1955.68

Glenn was highly respected by his graduate students, who found him to be both 

encouraging and supportive of their interests. His easy-going personality often led to 

informal discussions with Gordon and other graduate students about a variety of subjects 

related to music education. The sharing of ideas between teacher and student seems to 

have led to a comfortable learning atmosphere. Glenn was certainly an influence on 

Gordon, just as he and other graduate students were an influence on Glenn. Deep 

gratitude is expressed to Glenn for his efforts, inspiration, and encouragement, in the 

acknowledgement sections of his students’ dissertations during his tenure at the 

University o f Iowa.69

67 Gordon interview, 30 May 1998.

68 John H. Haefner, Iowa City, LA, to Ronald C. Gerhardstein, Columbus, OH, 21 September 1999, 
original in possession o f the author.

69 Jack Heller, Tampa, FL, to Ronald C. Gerhardstein, 13 August 1999, original in possession of  
the author; Lee Kjelson, Coral Gables, FL, to Ronald C. Gerhardstein, 22 June 1999, original in possession 
o f the author; and Voxman interview, 2 June 1999.
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Public School Teaching

After completing his Master’s degree in Music Education in the spring of 1955, 

Gordon moved to Toledo, Ohio, accepting a music teaching position in the public 

schools. He was hired to teach at two vocational high schools, one for boys and another 

for girls. He taught band and choir at Macomber Vocational High School for Boys and 

beginning instrumental music at Whitney Vocational High School for Girls. The year 

was an unhappy one due to Gordon’s limited experience with band, particularly in light 

of his understanding that he would be teaching orchestral music and conducting string 

ensembles. Additionally, Gordon’s training and experience with choral ensembles was 

inadequate. Gordon considered finishing his year in Toledo and then returning to 

Eastman to begin doctoral studies in string bass performance. Now at the University of 

Iowa, Neal Glenn called Gordon, offering him a doctoral fellowship in music education.70

While in Toledo, Gordon was the principal bassist with the Toledo Symphony 

under the direction of Joseph Horthom. The concertmaster of the Toledo Symphony at 

that time was Jack Heller. Gordon and Heller knew one another well and frequently 

spent evenings together discussing musical aptitude and topics related to musical 

learning. Gordon was instrumental in convincing Heller to attend the University of Iowa 

for his doctoral studies with Glenn. Heller left Toledo in 1958, joining Glenn and 

Gordon at the University Laboratory School in Iowa City, where he taught strings and 

symphonic orchestra.71

70 Gordon interview, 14 December 1998.

71 Heller to Gerhardstein.
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Ph.D. Studies at the University of Iowa (1956—1958)

Gordon began his doctoral studies in the fall of 1956. Because he already had one 

Master’s degree in performance and second Master’s in music education, Gordon was 

free to take elective courses not typically allowed in the doctoral program at Iowa. 

Interested in music aptitude and music learning, Gordon began to study educational and 

developmental psychology, statistics, and educational measurement.72

Given his growing interest in psychological testing and educational measurement, 

Gordon found the University of Iowa in the late 1950s and 1960s to be the ideal place for 

him. This tradition at Iowa is grounded upon the work of Carl Seashore, the noted 

pioneer in the measurement and testing o f music aptitudes of the 1920s and 1930s. As 

head of the department of psychology and later the Dean of the graduate school, Seashore 

developed strong programs in psychology and educational measurement at the University 

of Iowa. t

Gordon arrived in Iowa City in the summer of 1956, just seven years after 

Seashore’s death. While Gordon did not have a chance to meet Seashore, he quickly 

became acquainted with many of Seashore’s former colleagues and students who 

remained at the university. The link between Gordon and Seashore through these 

individuals is extremely important. Gordon describes these years in his life as ones in 

which he was fortunate to be “in the right place at the right time.”73 With a growing 

interest in educational tests and measurements, Gordon was fortunate to be at Iowa,

72 Edwin Gordon, interview by author, 15 December 1998, Columbia, SC, tape recording and 
transcript in possession o f the author.

73 Gordon, “Gordon on Gordon,” 8.
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which was home to The Iowa High School Testing Program, originated by E.F. Lindquist 

in 1942, and the Iowa Basic Skills Testing Program, under the direction of Albert N. 

Hieronymus.74

After transferring credits from Ohio University and Eastman and taking summer 

courses, Gordon quickly completed his doctoral course work. He finished the Ph.D. 

degree in just two and one-half years, graduating in the spring of 1958.73

Himie Voxman

Himie Voxman was a former student and colleague of Seashore’s. When Gordon 

began his studies at the University of Iowa, Voxman was the chairman o f the school of 

music, a position that he held from 1954 until his retirement in 1980. Voxman began his 

studies at the University of Iowa in 1929 in engineering; he then stayed at Iowa and 

earned his Master’s degree in music, taking courses in the psychology o f music from 

Seashore. Voxman had a similar interest to Gordon’s in the psychology of music and 

music learning, although he is best known as a world-class clarinetist and arranger of 

music for woodwind instruments and a author of woodwind method books. Voxman and 

Gordon first met to discuss the types of courses that Gordon might take during his 

doctoral studies; however, they also met periodically to discuss music research. Voxman 

served on Gordon’s dissertation defense committee and on the dissertation examination

74 Leonard S. Feldt, Iowa City, IA, to Ronald C. Gerhardstein, Columbus, OH, 17 June 1999, 
original in possession o f the author.

75 University o f  Iowa Transcript, photocopy in possession o f the author.
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committees for several of Gordon’s doctoral students after Gordon joined the University 

o f Iowa faculty in 1958.76

Albert N. Hieronymus

The most influential person to Gordon during his years in Iowa was Albert 

Hieronymus, another one of Seashore’s colleagues. Gordon met Hieronymus while a 

student in his graduate seminar in educational psychology titled “Research in Teaching.” 

The course was designed to prepare students in the department of educational psychology 

for the components of university teaching (teaching, research, and service). Gordon was 

the only music student in the class, since it was unusual for anyone outside of educational 

psychology to enroll. Hieronymus was impressed with Gordon’s courage in this regard.77

It was not until the last evening of class that Gordon and Hieronymus developed a 

relationship beyond teacher and student. On that particular evening, the students in the 

class met at Hieronymus’ home for a picnic and party. That evening, as Gordon looked 

through Hieronymus’ extensive record collection, Gordon and Hieronymus learned of 

their shared love o f music, particularly jazz. Hieronymus was an accomplished pianist 

and arranger who had funded his own schooling at Illinois State University in Normal, 

Illinois, by performing at local roadhouses and taverns. As Gordon and Hieronymus 

shared stories, a jam session ensued until the late hours of the night with Gordon playing 

bass; Hieronymus at the piano; and Jack Lowery, another class member, playing drums.78

76 Gordon interview, 14 December 1998; Voxman interview.

77 Albert N. Hieronymus, interview by author, 3 June 1999, Iowa City, IA, tape recording and 
notes in possession o f the author.

78 Ibid.
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Gordon and Hieronymus soon discovered that they shared two interests: jazz 

music and Seashore’s work in music aptitude. The men spent long hours discussing 

Seashore’s work, the nature of music aptitude, and the problems associated with objective 

measurement o f musical aptitude. Hieronymus completed his Ph.D. at Iowa and, like 

Voxman, he knew Seashore well and greatly admired him. Seashore was the Dean of the 

graduate school when Hieronymus and Voxman completed their degrees, and, as was the 

custom at the time, no graduate student finished a degree without first being approved by 

Seashore. Hieronymus found Seashore to be a fascinating person, and he continually 

searched for creative ways to spend time with him, including waiting outside Seashore’s 

home and offering him rides to school so that they could talk.79

The more that Gordon and Hieronymus discussed Seashore’s music aptitude test,

the more it became apparent that Gordon had worthwhile ideas o f his own about the

construction of a musical aptitude test. The two spent long hours discussing the positive

and negative aspects o f Seashore’s test, and Hieronymus frequently asked Gordon how

he would improve the test. In an attempt to answer Hieronymus’ questions, Gordon spent

long hours reading and researching the topic. Gordon had the University of Iowa library

at his disposal and, therefore, had unlimited access to music aptitude resource materials

80that Seashore had developed.

This team effort between Gordon and Hieronymus was important; each brought a 

unique perspective to their discussions. Gordon had an understanding o f the historical

79 Ibid.

80 Gordon interview, 14 December 1998.
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arguments surrounding music aptitude tests from a music education standpoint; he was 

familiar with Seashore’s and Mursell’s arguments on the subject, having read their work 

through Glenn’s classes at Ohio University. Hieronymus, on the other hand, brought a 

deep understanding of educational measurement and test construction; he was also one of 

a handful of individuals at Iowa who possibly knew Seashore’s thinking concerning the 

future of music aptitude testing.

Hieronymus selected the University of Iowa for his doctoral studies based on the 

reputation of the graduate programs in educational psychology, educational 

measurement, and statistics, programs that Seashore had helped to develop and influence. 

After completing his Ph.D. degree, Hieronymus stayed on at the university, teaching in 

the departments of psychology and educational psychology and working as the director of 

the Iowa Basic Skills Testing Program for grades 3-8. As a doctoral student,

Hieronymus worked closely with E.F. Lindquist, another colleague of Seashore’s.81

Gordon readily gives Hieronymus credit for whatever success he has achieved in 

the field of educational measurement, and he declares that the value of Hieronymus’ 

guidance cannot be overstated.82 Gordon’s longtime friend and colleague, Harry
o-j

Semeijian, describes Hieronymus as the “anvil on which Gordon was made.”

81 Hieronymus interview.

82 Gordon, “Gordon on Gordon,” 8; Edwin Gordon, Philadelphia, PA, to Leonard S. Feldt, Iowa 
City, IA, 2 April 1994, photocopy in possession o f the author.

83 Harry Semerjian, Lunenberg, MA, telephone interview by author, Columbus, OH, 28 June 1999, 
notes in possession o f  the author.
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E. F. Lindquist

Everet Franklin Lindquist (1901-1978) arrived at the University of Iowa in 1925 

and, through his career at the university, he established himself as a pioneer in the 

educational testing movement. Lindquist knew Seashore quite well, as they were faculty 

colleagues. Lindquist was also instrumental in bringing Hieronymus to the University of 

Iowa. As Gordon grew closer to Hieronymus, he also became closer with Lindquist, who 

had a deep love o f music himself and had an extensive library o f classical music 

recordings. Gordon took one course from Lindquist, a special three-week seminar on 

research and psychology in education. Lindquist’s reputation at the university was 

considerable, as he was the co-author of the Iowa Tests of Basic Skills and the American 

College Testing (ACT) Program Tests. He wrote important textbooks on the subject of 

educational measurement and invented the electronic test-scoring machine. Lindquist 

had a deep interest in Gordon’s music aptitude work.84

Leonard Feldt

Leonard Feldt came to the University of Iowa in 1951, enrolling in the university 

as a doctoral student in educational measurement and statistics. He joined the faculty 

after graduating in 1954 with his Ph.D. degree. He was drawn to the university based on 

Lindquist’s reputation, as well as the university’s standing as a leader in the field of 

standardized testing.’ His faculty duties included teaching the first of a series of graduate

84 Hieronymus interview.
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statistic courses. Feldt was also the director of the Iowa High School Testing Program, 

which Lindquist had originated in 1942.85

Gordon and Feldt became quite close after Gordon completed one of Feldt’s 

graduate statistics courses. Gordon was impressed with Feldt’s knowledge of statistical 

design, and, as a result, Gordon asked Feldt for assistance with the statistical design and 

analysis of his doctoral dissertation. Feldt’s assistance is important, as the design for 

Gordon’s study was complex for that time. After Gordon joined the University of Iowa 

faculty in 1958, Feldt served on dissertation examination committees for several of 

Gordon’s students, often as a co-advisor with Gordon.86

Dissertation Research

Given Gordon’s interest in music aptitude and his associations with Hieronymus 

and others, it is natural that Gordon chose a topic related to music aptitude for his 

dissertation research. Hieronymus and a faculty member at the University of Iowa in 

counseling education named Ken Hoyt suggested that Gordon conduct a study using a 

test other than Seashore’s test, because Gordon was already very familiar with Seashore’s 

test. Hoyt loaned Gordon a copy of the Drake Musical Aptitude Tests, published in 1954 

by the Science Research Associates. Raleigh Drake’s reputation was well-known at 

Iowa, because Drake had been a post-doctoral fellow at the university in 1938 upon 

Seashore’s invitation. Hieronymus and Gordon had already discussed the possibility of 

Gordon writing his own test in the future. They believed that Gordon would leam a great

85 Feldt to Gerhardstein.

86 Ibid.
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deal about writing his own test by studying Drake’s test. Gordon was being considered 

for a faculty position at Iowa, thus he was motivated to finish his dissertation quickly. 

Gordon wrote his research proposal in the spring of 1957; Neal Glenn was appointed the 

dissertation advisor and Leonard Feldt the co-advisor.87

Gordon’s dissertation was titled “A Study to Determine the Effects of Training

and Practice on Drake Musical Aptitude Test Scores.” Its goal was to study the

relationship between music aptitude and musical achievement. It had long been believed

that training and practice would not significantly affect scores on a music aptitude test

over time. Any test found to be sensitive to training and practice could, more

appropriately, be considered a music achievement test. The historical precedence of

these ideas was generally credited to Seashore, who claimed that musical talent is inborn

and inherited. According to Seashore, musical capacity is associated with inborn mental

88capacities, as opposed to skill acquired through training.

The Drake Musical Aptitude Tests consists of two forms (A and B) of two 

subtests, musical memory and rhythm. The musical memory sub-test contains recorded 

musical phrases and musical answers performed on the piano. Each phrase is repeated in 

the subtest from two to seven times, each time either varying slightly in note (pitch), key, 

or time (rhythm); or performed exactly the same. The subject is asked to respond to 

whether a change occurred between the musical phrase and the musical answer in regard 

to these musical elements. In the rhythm subtest, the subject is asked to determine the

87 Gordon interview, 14 December 1998.

8S Edwin Gordon, “A Study to Determine the Effects o f Training and Practice on Drake Musical
Aptitude Test Scores” (Ph.D. dissertation, University of Iowa, 1958).
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number o f metronome clicks there would have been, had the metronome clicks continued 

to sound.89

The two problems of Gordon’s dissertation research were to investigate whether 

training and practice affected scores significantly on the Drake Musical Aptitude Tests, 

and whether initially high scoring students retained an advantage over initially low 

scoring students after training and practice.90 Gordon found that scores on the Drake 

Musical Aptitude Test do not significantly improve with remedial training and practice. 

He also reported that the Drake Musical Aptitude Test should be considered, for the 

present time, to be a test of musical aptitude and not a test o f music achievement.91

Faculty Appointment at the University of Iowa (1958—1972)

Soon after the successful defense of his dissertation late in the spring of 1958, 

Gordon was offered a dual-appointment in education and music. The job offer came 

from Elmer Peterson, the dean o f the school of education. To Gordon, the position was a 

dream come true, as he was able to work closely with Hieronymus and Feldt, among 

others, on a continual basis.92

Gordon’s mentors at the University of Iowa, including Hieronymus and Glenn, 

were certainly influential in his hiring. Gordon was hired to be Glenn’s assistant at the

89 Raleigh M. Drake, Examiner Manual fo r  the Drake Musical Aptitude Tests (Chicago: Science 
Research Associates, 1954), 3.

90 Gordon, “A Study to Determine the Effects o f Training and Practice on Drake Musical Aptitude 
Test Scores,” 1-2.

91 Ibid., 51-52.

92 Gordon interview, 14 December 1998.
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University lab school (K-12); thus, Glenn had some part to play in the hiring process. 

Gordon was also hired to teach courses through the College o f Education.93 Dual 

appointments between the various departments of the university and the College of 

Education at the University o f Iowa were a result of Seashore’s influence. Appointments 

were organized in this manner so that the same person would teach both psychological 

theory and the educational applications of that theory.94

The Coffee Group

Most mornings Hieronymus, Lindquist, Feldt, and Gordon, among others, met for 

coffee. Their informal discussions focused on questions related to statistical and 

educational measurement, test reliability, item analysis, item variance, and test validity. 

The discussions provided an opportunity for Gordon to listen and to ask questions in a 

comfortable atmosphere with experts in the field. These informal meetings, in Gordon’s 

appraisal, were far better than any specific course that Gordon could have taken. The 

opportunity to work closely with these prominent educators beyond his own doctoral 

studies profoundly influenced Gordon. Gordon himself described these years (1958— 

1972) as a “fourteen-year-long post-doctorate.”95

Courses Taught

Gordon taught a variety of courses from 1958 through 1964 that included Music 

and Materials: Music for the Classroom Teacher; Music and Materials: Elementary

93 John H. Haefner, Iowa City, IA, to Ronald C. Gerhardstein, 19 June 1999, original in possession 
of the author.

94 Carl E. Seashore, “Carl Emil Seashore,” in A History o f  Psychology in Autobiography 1 
(Worchester, MA: Clark University Press, 1930), 269—270.

95 Gordon interview, 14 December 1998.
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School Music; Laboratory Practice in Elementary School; Observation and Laboratory 

Practice in High School; Seminar I in Music Education: The Psychology of Music; and 

Seminar III in Music Education: Experimental Studies in Music. Each year he taught a 

total o f four courses including the two seminar courses.96

Gordon’s teaching schedule, beginning in 1965 and continuing through his final 

year at Iowa in 1972, consisted of the following: Individual Instruction in Music 

Education; Ph.D. Seminar in Music Education; Seminar I in Music Education: The 

Psychology of Music; and, Seminar 131 in Music Education: Experimental Studies in 

Music. In 1968, a fifth course was added entitled Special Studies in Music Education.97

Research Proposal with the Measurement Research Center

Shortly after Gordon joined the faculty at Iowa he began developing ideas for his 

own musical aptitude test, which would eventually become the Musical Aptitude Profile. 

The project would ultimately consume the majority o f his professional and personal time 

over the next decade. Motivated by his own professional curiosity about music aptitude, 

inspired by Hieronymus to conduct his own empirical research, and driven with a need to 

conduct research for the purpose of tenure, Gordon developed a research proposal for the 

board members o f the Measurement Research Center.98

The Measurement Research Center (MRC) was a not-for-profit organization 

established to collect the royalties from the Iowa Tests o f  Basic Skills. At that time, the

96 Information provided by University o f Iowa Library Reference Desk.

97 Ibid.

98 Gordon interview, 14 December 1998.
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Iowa Tests o f  Basic Skills, published by Houghton Mifflin Company of Boston, attracted 

a great deal of attention, was widely used, and made a good deal of money. The MRC 

was also involved in test scoring, not only for the Iowa Tests o f  Basic Skills, but also, on 

occasion, for the Educational Testing Service, the Ohio State Testing Program, and State 

testing services in Illinois and Missouri, among others. The board of the MRC approved 

and funded a number of research projects to further measurement and educational 

research. In a way, the MRC was a philanthropic organization."

At the time of Gordon’s proposal submission, the board o f the MRC consisted of 

Hieronymus, Lindquist, Elmer Peterson, and a Vice President of the University, among 

others. During his presentation to the board, Gordon played recordings of test items, and 

he presented his ideas pertaining to music aptitude. Hieronymus recalls that the board 

was extremely impressed, especially Lindquist and Peterson, and soon afterward Gordon 

was provided financial underwriting for the project.100

The MRC and the Iowa Testing Services became very important to Gordon during 

his tenure at the University o f Iowa, as they were the primary source of funding for his 

research. Gordon was also a financial contributor to the MRC, as he channeled his 

royalties from the Musical Aptitude Profile back to the measurement organization.101

99 Hieronymus interview.

100 Ibid.

101 Gordon interview, 14 December 1998.

53

R e p ro d u c e d  with p erm iss ion  of th e  copyright ow ner.  F u r the r  reproduction  prohibited without perm iss ion .



The Musical Avtitude Profile 

Gordon’s efforts, which resulted in the publication of the Musical Aptitude Profde 

in 1965 by Houghton Mifflin, were driven by three major motivations. First, Gordon 

desired to provide objective and empirical evidence about an individual’s musical 

potential rather than subjective opinion of a philosophical nature.102 Second, Gordon was 

interested in questions of musical learning rather than questions concerning the best 

teaching methods.103 Finally, and most important, Gordon aimed to provide an objective 

aid in the evaluation of a student’s basic musical aptitude so that music teachers could 

better instruct students toward their individual musical needs and abilities.104

Gordon spent eight years developing and refining the Musical Aptitude Profde 

before its publication in August of 1965. The complete battery contains three parts:

Tonal Imagery, Rhythm Imagery, and Musical Sensitivity. Tonal Imagery and Rhythm 

Imagery each contain two subtests: Melody and Harmony, and Tempo and Meter, 

respectively. Musical Sensitivity contains three subtests: Phrasing, Balance, and Style. 

The complete battery underwent five revisions during its development, and an extensive 

longitudinal validation study was conducted after the initial publication.105 The Three-

102 Edwin Gordon, Musical Aptitude Profile: Manual (Boston: Houghton Mifflin Company, 1965),
1.

103 Gordon, “Gordon on Gordon,” 8.

104 Gordon, Musical Aptitude Profile: Manual (1965), 2.

105 See Gordon, Musical Aptitude Profile: Manual (1965), 12-23; and Edwin Gordon, “A Three- 
Year Longitudinal Predictive Validity Study o f the Musical Aptitude Profile,” University o f Iowa 
Monograph, Studies in the Psychology o f  Music, Vol. IV (Iowa City, IA: University o f Iowa Press, 1967).
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Year Longitudinal Predictive Validity Study o f  Musical Aptitude Profile has been 

described as “a model of what the validation study for aptitude measures ought to be.” 106

In April of 1963, Gordon was contacted by John Sommer of the Houghton Mifflin 

Company to publish his test, then called the Gordon Measures o f Musical Aptitude.107 

Hieronymus is primarily responsible for introducing Gordon to the officials at Houghton 

Mifflin, an important publisher of educational testing materials including the Iowa Tests 

o f  Basic Skills. Harold Miller and John Sommer, two representatives from Houghton 

Mifflin, often visited Iowa City to meet with the authors of the Iowa Tests o f Basic Skills 

and the MRC board. Gordon agreed to join the Houghton Mifflin group of test authors 

after meeting with Harold Miller at a party one evening at the Hieronymus home. At 

Hieronymus’ request, Gordon changed the title to the Musical Aptitude Profile.108

Soon after the Musical Aptitude Profile was published, the test was described as 

“particularly notable for the thoroughness and care that have characterized its 

preparation.”109 Specific details about the development, standardization, empirical 

studies bearing on test reliability and validity, and the impact and use of the Musical 

Aptitude Profile will be presented at length in chapter three.

106 Robert L. Thorndike, New York, NY, to Edwin Gordon, Iowa City, IA, 11 December 1968, 
photocopy in possession o f the author.

107 John Sommer, Boston, MA, to Edwin Gordon, Iowa City, IA, 24 April 1963, photocopy in 
possession o f the author.

108 Gordon interview, 14 December 1998.

109 Paul R. Lehman, Tests and Measurements in Music (Englewood Cliffs, NJ: Prentice Hall, 
1968), 54.
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The University of Iowa Laboratory Schools

As was previously mentioned, Gordon’s position was a dual appointment split 

between the College of Education and the University Laboratory Schools. Gordon’s 

position at the laboratory schools required one to two hours each day teaching classes of 

students from Kindergarten through the twelfth grade. Glenn was the head of the music 

department at the laboratory school, and Gordon’s job was to assist him in the teaching 

duties of the department. Gordon gained a great deal of teaching experience with young 

children at the laboratory school; his prior teaching experience was limited to only one 

year in the Toledo, Ohio schools.110

Ernest (Tommy) Horn founded the University of Iowa Elementary School in 

1915; the University High School opened a year later. A graduate of Columbia 

University, Horn was greatly influenced in his thinking and educational philosophy by 

John Dewey. Horn’s research was in the subjects of reading and spelling in elementary 

education, and he was an internationally recognized educator in his own right.111

Considered an excellent school, the elementary school was well-known for the 

progressive thinking of the faculty members who taught there. The student body had 

considerable educational and socio-economic diversity, consisting of the children of 

university faculty members, residents of Iowa City, and children from the surrounding 

small towns and agricultural areas. This was a deliberate policy of the school and was

110 Gordon interview, 15 December 1998.

111 Haefner to Gerhardstein, 21 September 1999.
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considered to be a strength of the total program. The students were generally very bright 

and they were required to maintain a minimum grade point average.112

At the University Elementary School, Gordon was able to observe the teaching of 

his graduate students. This practice enabled Gordon to develop, structure, and test his 

own ideas about musical learning. At the laboratory school, Gordon was also able to 

experiment with his own teaching. The interplay of questions and ideas between Gordon 

and his graduate students, especially those who taught at the University Elementary 

School, is important to understanding how Gordon developed the basis for his theory of 

musical learning.

Students who attended the laboratory schools served as an available sample for 

Gordon’s research, and the research of his students. Gordon’s own research at the 

laboratory schools included experimentation with test questions for the Musical Aptitude 

Profile at the elementary and high school, and observations of preschool children at the 

Child Welfare Research Station with Elizabeth Parker. During the mid to late 1960s, 

Gordon became interested in Donald Pond’s research at the Pillsbury Foundation School 

in Santa Barbara, California. Gordon’s interest in Pond’s work and his continuing 

questions of musical learning prompted his observations of young children at play and 

their reactions to music.113

After nearly sixty years in operation and great debate, the University schools were 

closed in 1972. The building was renamed North Hall, and it is now home to the School

112 Gordon interview, 15 December 1998; and Haefner to Gerhardstein, 21 September 1999.

113 Gordon interview, 15 December 1998.
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of Social Work and other university offices.114 Three Master’s theses and five Ph.D. 

dissertations were completed at the University of Iowa relating to various aspects o f the 

University High School and the University Elementary School.115

Early Publications in Music Learning

In 1967, Gordon published a monograph titled How Children Learn When They 

Learn Music. He used the text as a supplemental materials for his own music methods 

courses at the university. Gordon published the work himself and distributed it through a 

local music store. This was the first effort in which Gordon specifically presented his 

own ideas about music learning. The document is important, as it laid the groundwork 

for later works, such as The Psychology o f  Music Teaching (1971); Learning Theory, 

Patterns, and Music (1975); Learning Sequences and Patterns in Music (1976); and 

Learning Sequences in Music (1980, 1984, 1988, 1993, 1997).

The monograph contains sections on rhythm and tonality, as well as a small 

section on teaching harmony and part-singing. The monograph is a condensed version of 

chapters five (rhythmic learning) and six (tonal learning) in The Psychology o f  Music 

Teaching (1971), which is part of the Contemporary Perspectives in Music Education 

Series published by Prentice Hall. A revised edition of the 1967 monograph was 

published the following year.

114 Haefner to Gerhardstein, 21 September 1999.

115 Haefner to Gerhardstein, 21 September 1999. For more information about the University o f  
Iowa Laboratory Schools; see Virginia Kay Westerberg, “A History o f the University Elementary School, 
University o f Iowa, 1915-1958,” (Ph.D. diss., University o f Iowa, 1958); and Margaret Anne McGhee 
Wine, "‘A Narrative History o f the University High School, 1916—1972,” (Ph.D. diss., University o f Iowa, 
1979).
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The Iowa Tests o f  Music Literacy

The Iowa Tests o f  Music Literacy is a six-level music achievement test of tonal 

and rhythm concepts, published in 1970 by the Bureau of Educational Research and 

Service at the University of Iowa. Gordon slightly revised and re-published the test with 

GIA Publications o f Chicago in 1991. Each of the six levels o f the test has three sections 

listening, reading, and writing.116

The content and the developmental research for the Iowa Tests o f Music Literacy 

came from Gordon’s study, A Three-Year Longitudinal Predictive Validity Study o f  the 

Musical Aptitude Profile, which was published in 1967.117 The practical need for a 

standardized music achievement test for use in the public schools also motivated the 

development o f the test. In the fall of 1967, Gordon worked with a committee of Iowa 

music teachers in order to develop a test of music achievement. The committee planned 

that Gordon would develop a test that could 1) compare music achievement among 

students in different grades in the same school, 2) compare music achievement among 

students in the same grade between different schools, and 3) compare any one student’s 

music achievement at various dimensions. The test was designed to measure music 

achievement for general, vocal, and instrumental music students.118

116 See Edwin Gordon, Iowa Tests o f  Music Literacy: Manual (Iowa City, IA: The Bureau of 
Educational Research and Service, 1970); and Edwin Gordon, Iowa Tests o f  Music Literacy: Manual 
(Chicago: GIA Publications, 1991).

117 Edwin Gordon, A Three-Year Longitudinal Predictive Validity Study o f  the Musical Aptitude 
Profile (Iowa City: University o f Iowa Press, 1967).

118 Edwin Gordon, “Testing Musical Achievement,” The Iowa Music Educator 21 (November, 
1967): 15.
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The content of the Iowa Tests o f  Music Literacy is important in that it reflects the 

beginning of Gordon’s use of tonal and rhythm musical patterns. To Gordon, musical 

patterns are analogous to words in language. Tonal and rhythm patterns are the building 

blocks of music; they are the smallest units that contains musical meaning. Gordon’s 

tonal and rhythm pattern research is central to his theories of music learning and to the 

development of the Primary Measures o f  Music Audiation (1979). Gordon’s musical 

pattern research began at the University of Iowa with the development and publication of 

the Iowa Tests o f  Music Literacy and was continued at the State University of New York 

at Buffalo (1972-1979). The Iowa Tests o f Music Literacy marks the beginning of 

Gordon’s emphasis on the teaching of musical patterns and the testing of one’s ability to 

discriminate among musical patterns.

The Psychology ofMusic Teaching

In 1971, the Contemporary Perspectives in Music Education Series, under the 

direction of Charles Leonhard as editor, published Gordon’s text, The Psychology o f 

Music Teaching. Gordon’s book, the fourth in the series of six, was an important work 

both for the profession and for Gordon professionally. Leonhard called on Gordon to 

present the traditional subject matter of the psychology o f music, including aural 

perception, the psychological organization of tone and rhythm, music and emotion, the 

psychology of musical talent, music and personality, and the functional uses of music.119

The text brought Gordon’s name into the same arena with the other authors in the 

series: Richard J. Colwell, Robert W. House, Clifford K. Madsen and Charles H. Madsen

119 Charles Leonhard, Urbana, IL, to Edwin Gordon, Iowa City, IA, 4 December 1967, photocopy 
in possession o f author.
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Jr., Bennett Reimer, and Robert G. Sidnell. If  Gordon’s name was not commonplace 

after the publication of the Musical Aptitude Profile, it certainly became so after this.

The text has been described as Gordon’s seminal work.120

The book contains two parts: (1) the source, description, and evaluation o f music 

aptitude; and (2) music achievement and current theories of learning. Part one was 

revised, expanded, and published as The Nature, Description, Measurement, and 

Evaluation o f  Music Aptitudes in 1987. Part two laid the foundation for the development 

of Gordon’s own music learning theory.

In chapter four of the Psychology o f  Music Teaching Gordon writes of the 

theories of learning as presented by Gagne, Piaget, Woodruff, and Bruner. This is the 

first time in any of his texts that Gordon discusses aspects of musical learning with 

respect to the work of educational and/or cognitive psychologists. The recommendation 

to do so came from Charles Leonhard, who introduced Gordon to the writings o f Gagne 

after reading Gordon’s 1967 and 1968 monographs.121 Gordon’s music learning theory is 

closely aligned with Gagne’s hierarchical types or conditions of learning.122

When considering Gordon’s work from a historical perspective, The Psychology 

o f Music Teaching is an important contribution. Gordon’s references for the concepts 

presented in the text are well documented. Additionally, the historical foundations of the

120 George Heller, Charles Leonhard: American Music Educator (Metuchen, NJ: The Scarecrow 
Press, 1995), 129.

121 Gordon interview, 15 December 1998.

122 See, Darrel L. Walters, “Sequencing for Efficient Learning,” in the Handbook o f Research on 
Music Teaching and Learning, Richard Colwell, ed., (New York: Schirmer Books, 1992), 535^15.
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testing of music aptitude leading up to Gordon’s own contributions are thoroughly 

presented in the opening chapters.

Doctoral Students

Gordon directed twenty-four doctoral dissertations during his tenure at the 

University of Iowa. Most of these studies complemented or lent new knowledge to a 

specific area o f inquiry that Gordon was studying or had an interest in at that particular 

time. Studies were conducted on the constructs and nature of musical aptitude, validity 

studies of Musical Aptitude Profile and the Iowa Tests o f  Music Literacy, tonal and 

rhythmic capabilities of young children, and other investigations using the Musical 

Aptitude Profile as a measurement tool. Gordon noted that the dissertations of Edward 

Rainbow (1963) and James Froseth (1968), at the University of Iowa were particularly 

influential.123

In addition to Rainbow and Froseth, several of Gordon’s other students at the 

University of Iowa made important and noteworthy contributions. Edgar Dittemore 

(1968), Robert DeYarman (1971), and Philip Miller (1972) each investigated the tonal 

and rhythmic capabilities of primary age children. This research was important, first in 

relation to the development and content used in the Iowa Tests o f  Music Literacy and 

later for the conceptual development of the tonal and rhythm content skill sequences of 

Gordon’s music learning theory.124

123 Gordon interview, 27 February 1997.

124 Stanley L. Schleuter, Miami, FL, to Ronald C. Gerhardstein, Delaware, OH, 30 November 
2000, original in possession o f the author.
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The early practical applications o f Gordon’s theories were developed by a handful 

o f Gordon’s students from the University of Iowa. For example, much o f the tonal and 

rhythm content learning sequence associated with Gordon’s music learning theory was 

developed in the middle to late 1960s, primarily with Robert DeYarman, who taught 

elementary general music at the University Elementary School. Later, as the music 

supervisor for the Iowa City public schools, DeYarman worked closely with Lois 

Schleuter, who assisted greatly in these efforts.125

Additionally, the application and transfer of many of the ideas associated with 

general music education, first developed by DeYarman, Lois Schleuter, and others, to 

that o f instrumental music education, was done by James Froseth and Stanley Schleuter. 

Many of the teaching materials and practical applications that were contained in the 

appendix of Froseth’s dissertation were included in The Individualized Instructor method 

books. Schleuter made additional contributions in instrumental music that were included 

in several of Gordon’s texts, beginning with Learning Theory, Patterns, and Music in 

1975. Schleuter also wrote his own text on instrumental music that is rooted in Gordon’s 

theories.126 Froseth and Schleuter’s contributions are important, as the two men 

specifically applied ideas related to Gordon’s theories to instrumental music education, 

an aspect of the profession in which Gordon’s own teaching experience was limited.

Gordon dedicated The Psychology o f  Music Teaching to Robert DeYarman. 

noting his gifts as a unique elementary music teacher. Gordon also wrote of his

125 Ibid.

126 See Stanley L. Schleuter, A Sound Approach to Teaching Instrumentalists (Kent, OH: The Kent 
State University Press, 1984).
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appreciation to DeYarman and Thelma Volger in the preface of the Manual fo r  the Iowa 

Tests o f  Music Literacy for their contributions to the project.127

The Jazz Group

An important aspect o f Gordon’s life during his years in Iowa City was a jazz 

group that met occasionally over a period of fifteen years, beginning in 1957. The 

primary members of the group included Gordon on bass, Hieronymus at the piano, Ken 

Hubei playing the alto saxophone, and George Paterson on trombone. Hubei and Gordon 

first met at a jam  session in Greenwich, Connecticut in 1946. Hubei joined the faculty of 

the medical school at the University of Iowa in 1962. Gordon met Paterson, an ordained 

Methodist minister, in 1963. Paterson was then the director o f the Wesley Foundation 

and was a campus minister at the university. Occasional members of the jazz group 

included drummer Byron Bufford, an art professor at the university; drummer Rusty 

Jones, an undergraduate history major who later went on to become a notable jazz 

drummer with George Shearing; and tenor saxophonist Pat Plunkett, a medical student. 

Gordon’s first wife, Fran, often sang with the group. Their evenings together were social 

as well as musical, and the informal nature of these sessions seems to be what the 

members enjoyed most.128

Most often the jazz group played at private parties held at individual members’ 

homes. Other performances were held at a variety of locations around the Iowa campus,

127 Edwin Gordon, Iowa Tests o f  Music Literacy: Manual (1970); and Edwin Gordon, The 
Psychology o f  Music Teaching (Englewood Cliffs: Prentice Hall, 1971).

128 Hieronymus interview, 3 June 1999; Kenneth A. Hubei, North Liberty, IA, to Ronald C. 
Gerhardstein, 13 June 1999, original in possession of the author; and George Paterson, Iowa City, LA., to 
Ronald C. Gerhardstein, 25 June 1999, original in possession o f the author.
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including parties at the Wesley House (the Methodist student center), the College of 

Education, and the Department of Internal Medicine. Repertoire consisted mostly of jazz 

standards by George Gershwin, Cole Porter, Jerome Kem, and Duke Ellington.129

The jazz group provided Gordon social contact with Hieronymus, adding to the 

great amount o f  time that they already spent together professionally. The group also 

provided Gordon the opportunity to perform and create music informally and to 

improvise through what he would later call audiation.

Faculty Appointment at the SUNY at Buffalo (1972—1979)

Given the chance to develop a Ph.D. program in music education and to bring in 

his own faculty colleagues (DeYarman and Schleuter), Gordon left Iowa and moved to 

the State University of New York at Buffalo in the fall of 1972. Gordon served as the 

chair for the department o f music education, his first and only appointment as an 

administrator. DeYarman came to Buffalo as a specialist in elementary general music 

education and Schleuter came the following year as a specialist in instrumental music 

education.130

Courses Taught

At Buffalo, Gordon taught both undergraduate and graduate courses in music 

education. His undergraduate courses included The Psychology of Music Teaching and 

Learning, Measurement and Evaluation, and Improvisational Techniques and Folk

129 Paterson to Gerhardstein, 25 June 1999.

130 Gordon interview, 14 December 1998; and Maria Runfola, Buffalo, NY, telephone interview 
by author, Delaware, OH, 14 July 1999, notes in possession o f the author.
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Instruments. Gordon’s graduate courses included Measurement and Evaluation, 

Introduction to Research, Learning Theory Applied to Music, Seminar in Music 

Education Research, Learning Theory and the Psychology of Music, and Curriculum 

Development.131

Gordon’s colleagues and students at Buffalo, including Robert DeYarman, Stan 

Schleuter, Lois Schleuter, Maria Runfola, and Manny Alvarez, taught aural perception 

(audiation) courses and methods courses related to Gordon’s work. Through these 

courses much o f Gordon’s tonal, rhythm, and skill learning sequences associated with 

Gordon’s music learning theory continued to be developed.132

Pattern Studies

Gordon’s interest and work using musical patterns began at Iowa, starting with 

the Three-year Longitudinal Predictive Validity Study o f  the Musical Aptitude Profile and 

the Iowa Tests o f  Music Literacy. It was not until he moved to Buffalo, however, that he 

began his three formal studies on the aural perception (audiation) of tonal and rhythm 

patterns. Gordon’s investigations of tonal and rhythm patterns included the development 

of pattern taxonomies, difficulty levels, and growth rates. This research is, in some 

respects, a continuation o f the work o f three of Gordon’s students, Dittemore (1968), 

DeYarman (1971), and Miller (1972).133 Gordon’s pattern studies were a necessary step

131 Runfola interview.

132 Schleuter to Gerhardstein, 30 November 2000; and Manuel Alvarez, interview by author, 
Columbia SC, tape recording and notes in possession o f the author.

133 See Appendix A.
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in the development of the tonal and rhythm pattern taxonomies that are used in 

connection with Gordon’s music learning theory.

In order for Gordon’s music learning theory to be based upon empirical and

objective evidence, Gordon realized that he must turn to the study o f musical patterns.134

He believes that tonal and rhythm patterns are the most basic element in music,

analogous to words in language.

The terms “word” and “pattern” function synonymously in language 
reading and in music reading. Specifically, in the same manner that one 
learns to speak words by rote, and not necessarily memorize the names of 
letters of the alphabet, as a basis (readiness) for efficiently learning to read 
English; one leams to perform tonal and rhythm patterns by rote, and not 
necessarily memorize the pitch names or arithmetic values of individual 
notes, as a basis (readiness) for efficiently learning to read music.135

The extent to which one develops one’s oral vocabulary of tonal and rhythm patterns 

corresponds with one’s music aptitudes.136

Gordon identifies tonal patterns in basic major and minor tonalities as consisting 

of three chord function types: tonic, dominant, and subdominant.137 Modal tonal patterns 

are the chord function patterns found in dorian, phrygian, lydian, mixolydian, and Iocrian 

tonalities. Tonal patterns consist of possible arpeggioed permutations of each primary 

chord function in any given tonality. Rhythm patterns are composed of three primary

134 Gordon interview, 14 December 1998.

135 Gordon, “Toward the Development o f a Taxonomy o f Tonal Patterns and Rhythm Patterns,”
40.

136 Gordon, The Psychology o f  Music Teaching, 66.

137 Gordon, Iowa Tests o f  Music Literacy: Manual (1971), 9.
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elements: tempo beats, meter beats, and melodic rhythm in basic (duple and triple), 

mixed, and unusual meters.138

Frank Smith’s text Understanding Reading, influenced Gordon’s thinking about 

musical patterns.139 Gordon came to believe that musical meaning is associated with the 

“words” in music (patterns), rather than the “alphabet” (individual pitch names or 

arithmetic values). Meaning of words is also linked or associated with thinking and 

speaking words. Smith held the view that “reading is not a matter of going from words to 

meaning, but rather from meaning to words.”140 Gordon translates Smith’s statement, 

noting that musicians move from the aural perception (audiation) of musical syntax (e.g. 

tonality, meter, chord functions) to the reading of tonal and rhythm patterns.141

Further influence on the conceptual basis of Gordon’s musical pattern studies 

came from Moorehead and Pond’s work at the Pillsbury Foundation School with 

preschool children. Moorehead and Pond explained the problems associated with 

developing a working vocabulary of musical patterns in regard to learning to read 

musical notation.

138 Gordon, Iowa Tests of Music Literacy: Manual (1971),10; and Gordon, The Psychology o f  
Music Teaching, 65-89.

139 Frank Smith, Understanding Reading: A Psycholinguistic Analysis o f  Reading and Learning to 
Read (New York: Holt, Rinehart and Winston, 1971). Also see Gordon, “Toward the Development o f a 
Taxonomy o f Tonal Patterns and Rhythm Patterns,” 39—41; and Gordon interview, 15 December 1998.

140 Smith, Understanding Reading, 35.

141 Edwin Gordon, Learning Sequences in Music: Skill, Content, and Patterns (Chicago: GIA 
Publications, 1980), 4—5.

68

R e p ro d u c e d  with perm iss ion  of th e  copyright ow ner.  F u r th e r  reproduction  prohibited without perm iss ion .



Learning to read, for a child, is learning by identifying and recognizing 
symbols for sounds with represent meaning. It is therefore analogous to 
learning to read music. But for most children the analogy is not a very 
complete one. For when they begin to learn to read, with words as basic 
units, they have already a large vocabulary of word-sounds which have 
meaning for them. When they begin to leam to read music, on the other 
hand, they have infrequently such a vocabulary o f music-sounds.142

Gordon’s pattern studies served four practical purposes. First, musical patterns

could be used in conjunction with the teaching of music literacy. Second, musical

patterns could be used to identify specific content in music and establish a sequence for a

course o f study. Third, musical patterns could be used to teach to individual musical

differences among students. And, fourth, musical patterns could be used to gain more

adequate control of future experimental research in the psychology of music.143

In Gordon’s first pattern study, he used test data derived from the standardization

sample (N=l 8,000+). Subjects completed the first four levels of the Iowa Tests o f Music

Literacy. A random sample (N=250) was selected from this group in order to determine

difficulty and discrimination levels of the Iowa Tests o f  Music Literacy test items.

Gordon used this data as preliminary evidence in the formulation of an organized

taxonomy of tonal and rhythm patterns.144

Gordon’s second tonal and rhythm pattern study was conducted to investigate

more extensive pattern taxonomies and to establish the aural perception (audiation)

difficulty level and growth rate of each individual pattern (862 tonal patterns and 533

142 Donald Pond, Music o f  Young Children (Santa Barbara, CA: Pillsbury Foundation for 
Advancement o f  Music Education, 1978), 67. Reprinted from Musical Notations (1944).

143 Gordon, “Toward the Development o f a Taxonomy o f Tonal Patterns and Rhythm Patterns,”
41.

144 Ibid.

69

R e p ro d u c e d  with perm iss ion  of th e  copyright ow ner.  F u r th e r  reproduction  prohibited without perm iss ion .



rhythm patterns) in the taxonomy. A sample (N=l 0,121) o f fourth-, fifth-, and sixth- 

grade subjects in forty-eight school systems in the states o f New York, Wisconsin, 

Illinois, Michigan, and Florida were administered forty-two recorded cassette tapes 

comprised of tonal patterns and rhythm patterns. Each student indicated whether or not 

the pair o f tonal or rhythm patterns heard on each item was the same (S) as one another, 

or not the same (NS) as one another.145 This study was extremely important as it 

established the difficulty level o f audiated musical patterns that Gordon incorporates in 

his aptitude tests that use patterns, and it served as the empirical basis for the tonal and 

rhythm content sequences associated with Gordon’s music learning theory.

The final pattern study was a factor analysis of pattern data collected from testing 

two groups o f fourth-grade subjects (N=273), and two groups of eighth-grade subjects 

(N=169) in Erie County in western New York.146 Maria Runfola assisted Gordon in this 

study by administering tonal and rhythm pattern cassette tapes and collecting data. For a 

period of one year, students in the fourth and eighth grades in DePew, New York, a 

suburb of Buffalo, did not receive music instruction. In place o f traditional music 

classes, these students took tests o f musical patterns indicating whether two patterns 

heard one after another were the same or different. The tests were difficult to administer, 

as they were extremely repetitive, and the children did not enjoy the tests; they

145 Edwin Gordon, Tonal and Rhythm Patterns: An Objective Analysis (Albany, NY: State 
University o f New York Press, 1976), 64—73.

146 Edwin Gordon, A Factor Analytic Description o f  Tonal and Rhythm Patterns and Objective 
Evidence o f  Pattern Difficulty Level and Growth Rate (Chicago: GIA Publications, 1978).
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understood that music class was supposed to be fun. The DePew City school district was 

the first district in western New York to fully adopt Gordon’s work (K—12).147

Tometic Associates. Limited

During his tenure at the University of Iowa, Gordon had a continuing source of 

research funds available through the Measurement Research Center. Gordon was not 

only a benefactor o f the MRC, but also a contributor, as his royalties from the Musical 

Aptitude Profile were channeled back to the organization. Hence, Gordon had a 

tremendous financial source available for his research needs.148

With Gordon’s move to Buffalo, a new financial source was needed to publish 

teaching materials related to his theories and to finance the first books of his music 

learning theory. Tometic Associates, Limited, was formed by Gordon, DeYarman, and 

Schleuter. The group was not organized to fund Gordon’s private research interests, but 

to develop practical materials to support music learning theory. Funding for the 

organization came from a lengthy public school inservice taught by Gordon, DeYarman, 

and Schleuter. The name ‘Tometic” comes from the combination of the words tonality 

and meter.149 The first publications of the Tometic Associates were the Nichol’s Worth 

song books, volumes one and two.150

147 Runfola interview.

148 Gordon interview, 14 December 1998.

149 Schleuter to Gerhardstein, 19 October 1999.

150 Doug Nichol, Nichol’s Worth, volume 1 and 2 (Buffalo, NY: Tometic Associates, Limited,
1975).
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Music Learning Theory

The background work for Gordon’s music learning theory began at the University 

of Iowa by Gordon and a few key students in the University Schools, as previously 

explained. Gordon’s text The Psychology o f Music Teaching was also an important step 

in the development of his music learning theory. Gordon’s earliest years at Buffalo were 

spent developing and refining the tonal, rhythm, and skill content sequences associated 

with music learning theory, and preparing and conducting the tonal and rhythm pattern 

investigations. The pattern studies (especially the 1976 study) were an essential element 

of Gordon’s learning theory, as they were used as the empirical objective basis for this 

research and to support his pedagogical sequence. Gordon’s first music learning theory 

text, based on data provided by his pattern studies, was published in 1975.131

This text is the ancestor to all of Gordon’s other texts about music learning that 

followed in later years. It is an important text from a historical standpoint, though it is 

not well known. Here, the words “audiation,” “enrhythmic,” and “keyality,”152 coined by 

Gordon, appeared in print for the first time. Audiation is the best known of the three 

original words and receives the widest use. Gordon’s editor, Claire Ives, suggested the 

word audiation, as Gordon had been searching for a word other than aural perception or

151 Edwin Gordon, Learning Theory, Patterns, and Music (Buffalo: Tometic Associates, Limited,
1975).

152 Audiation replaced the term “aural perception.” In the preface, Gordon writes that “audiation 
suggests hearing music as compared to aural perception which suggests just pure sensory reaction to sound. 
Moreover, there are two types o f audiation: basic audiation and notational audiation. Basis audiation takes 
place when one simply hears music without it being performed whereas notational audiation takes place 
when one hears music seen in notation without it being performed.” The word enrhythmic was coined to 
describe two rhythms that sound the same but are written with different music notation. The word keyality 
was created to give “precise” meaning to the word tonality. Rather than tonality relating to both the key 
and to the mode in music, keyality refers to the key, and tonality refers only to the mode.
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aural imagery.153 Audiation will be discussed in chapter four, and music learning theory 

will be discussed in chapter five.

GIA Publications. Inc.

Gordon’s last published book with the Tometic Associates was his 1976 revision 

of the 1975 music learning theory text.154 It is substantially different from the previous 

edition as it contains extensive footnotes and a bibliography, both of which were not 

included in the 1975 version.

Given professional struggles between Gordon and his associates in Buffalo, and 

the need to find a new publisher, Gordon was introduced to Edward Harris, the president 

and CEO of GIA Publications, Inc., by James Froseth in 1976. Harris contacted Gordon 

and the two met at Chicago’s O’Hare Airport in November during a layover on one of 

Gordon’s flights. Their personal and professional relationship has continued to this day, 

lasting nearly twenty-five years.155

Traditionally known as a publisher of church music, Harris and GIA has had a 

long interest in publishing music education materials. Working with Gordon was an 

exciting prospect for GIA and the personal and business relationship between Harris and 

Gordon has been good over the years. GIA has published all o f Gordon’s materials since

153 Edwin Gordon, interview by author, 10 April 1997, Ambler, PA, tape recording and transcript 
in possession o f  the author.

154 See Edwin Gordon, Learning Sequence and Patterns in Music (Buffalo: Tometic Associates, 
Limited, 1976).

155 Edward J. Harris, Chicago, IL, to Edwin Gordon, Williamsville, NY, 2 December 1976, 
photocopy in possession o f the author; Gordon interview, 14 December 1998; and Edward J. Harris, 
Chicago IL, telephone interview by author, 16 January 2001, Delaware, OH, notes in possession o f the 
author.
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the beginning o f their relationship, except the various journal articles that Gordon has 

written. Harris is proud o f their relationship, and he is pleased to be publishing related 

materials (instrumental series, general music series, and the preschool curriculum). In 

Harris’ opinion, Gordon is a leading thinker, if not the leading thinker, about topics 

related to music teaching and learning.156

Primary Measures o f  Music Audiation

The Primary Measures o f  Music Audiation, published by GIA in 1979, is intended 

to be used with children ages five to eight, who are in kindergarten through the third 

grade.157 The measure is uniquely different from the Musical Aptitude Profile in that its 

content comprises tonal and rhythm patterns rather than actual composed melodies. The 

measure has two subtests: tonal and rhythm. The tonal subtest contains forty items, each 

consisting of pairs of tonal patterns o f two to five pitches. The rhythm subtest contains 

forty items, each consisting of pairs o f rhythm patterns o f two to four macrobeats in 

length. To answer each item, the subject is asked to indicate whether the two patterns 

sound the same or different. Tonal and rhythm patterns of easy and moderate difficulty,
i

as defined by Gordon’s musical pattern taxonomy studies, are used throughout the test.

The Primary Measures o f  Music Audiation is important because it was the first 

test designed to measure developmental music aptitude. According to Gordon, music 

aptitude is developmental from birth until approximately the age of nine, at which time it

156 Harris interview.

157 Edwin Gordon, Primary Measures o f  Music Audiation and the Intermediate Measures o f Music 
Audiation: Manual (Chicago: GIA Publications, 1986).

158 Ibid., 9-11.
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becomes stabilized. Developmental music aptitude is susceptible to changes in a child’s 

musical environment, both positively and negatively. Stabilized music aptitude, 

however, does not fluctuate according to changes in one’s musical environment.139 

Further discussion about developmental and stabilized music aptitudes and the Primary 

Measures o f  Music Audiation will be presented in chapter three.

Doctoral Students

Two doctoral students completed their degrees under Gordon’s supervision at 

Buffalo: Maria Hale (Runfola) (1976) and Manuel Alvarez (1980).160 Runfola was 

important as a research and teaching assistant to Gordon during his earliest years at 

Buffalo, and she currently remains on the education faculty at SUNY Buffalo. Alvarez 

retired as the Dean of the School of Music at the University of South Carolina in 

Columbia in 1999; he also played an important role in Gordon’s most recent appointment 

as a Distinguished Professor in Residence at the University o f South Carolina (1997- 

2000).161

Faculty Appointment at Temple University (1979—1994)

Gordon came to Temple University in 1979 as the Carl E. Seashore Chair for 

Research in Music Education. The search committee that hired Gordon had been 

searching for an established senior researcher to lead the department of music education.

159 Ibid., 3-7.

160 See Appendix A.

161 Manuel Alvarez, interview by author, 15 December 1998, Columbia, SC, tape recording and 
notes in possession o f the author.
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Roger Dean, then a music education faculty member in the department, and Jeffrey 

Cornelius, then the associate Dean of the Esther Boyer College of Music, met with 

Gordon after one of his research presentations at the MENC Eastern Division Conference 

in Atlantic City, New Jersey in the spring o f 1979. Charles Leonhard provided 

encouraging words to the search committee on Gordon’s behalf, and after Gordon 

interviewed for the position later that spring, the committee decided that they had found 

the right person.162

The Carl E. Seashore Chair for Research in Music Education was created to 

establish research funds for Gordon. Gordon believed that the chair was necessary in 

order to attract graduate students to Temple. Excess monies from summer training 

sessions at the Sugarloaf Conference Center created the funding for the Seashore chair. 

These funds amounted to approximately two to three thousand dollars each year; thus, the 

Seashore chair was not an “endowed” chair in the tradition sense.163

Courses Taught

Soon after Gordon’s arrival at Temple, he and the rest of the music education 

faculty met for a weekend retreat at the Albert M. Greenfield Conference Center at Sugar 

Loaf, Pennsylvania. They gathered in order to revise the requirements for the doctoral 

program, which at that time included only the DMA degree, and -given Gordon’s 

specific research interests— to establish a curriculum for the Ph.D. degree. In the new 

sequence of courses, Gordon taught Music Learning Theory I, Music Learning Theory II,

162 Roger Dean, interview by author, 4 March 1999, Philadelphia, PA, notes in possession o f the
author.

163 Ibid.
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Music Aptitudes, Measurement and Evaluation in Music, Design and Analysis in 

Research in Music Education, Early Childhood Music Education, and Assessment of 

Musical Learning. With the exception o f Assessment of Musical Learning, each course 

was taught at the graduate level.

Sugar Loaf Conferences

Dating back to 1960 at the University of Iowa, Gordon has a tradition of 

presenting weekly seminars each summer. Participants gathered each summer, and 

Gordon and his colleagues taught topics related to music aptitude, music learning, 

measurement and evaluation, and, in later years, early childhood music learning. With 

the exception of the string of summer sessions held at the University of Iowa (1960- 

1972), the location and consistency of sessions had been in flux. Gordon desired to have 

one location where teachers and students could gather annually. Beginning in the 

summer of 1980, seminars were held consistently for a period of ten years at the Albert 

M. Greenfield Conference Center at Sugar Loaf in Chestnut Hill, a suburb of 

Philadelphia, Pennsylvania.164

After the first visit by the Temple music education faculty to the conference 

center in Chestnut Hill, Gordon and Dean met to discuss the details for establishing the 

summer conferences. Dean and Gordon’s second wife, Carol, handled the details for 

organizing the conference sessions; the first session, held during the summer of 1980, 

attracted forty-six students.165

164 Gordon interview, 15 December 1998.

165 Carol Gordon, “The Sugar Loaf Connection,” summer 1989, unpublished paper on the history 
of the Sugar Loaf Conferences, photocopy in possession o f the author.
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The participants at the Sugar Loaf conferences typically included Gordon’s own 

graduate students, interested colleagues and friends, and music teachers wanting to leam 

more about music learning theory. It was an intense week of lectures in Gordon’s 

theories and practice using his teaching sequences. In 1982, David Woods, then a faculty 

member at Iowa State University and collaborator with Gordon on Jump Right In! The 

Music Curriculum (1986) assisted Gordon in teaching the conference participants.166

Many found their first exposure to Gordon’s music learning theory and practical 

applications while attending a Sugar Loaf summer conference. Some, on the other hand, 

had participated in each conference, coming to Philadelphia year after year. This created 

a mix of persons with a variety o f skill levels, and as such, there was great camaraderie 

among the participants. Each year conference members learned Gordon’s latest 

techniques, some of which had changed from the previous year. This was a cause of 

frustration for some individuals, who preferred a more static set of techniques.167

Conferences were held yearly at the Sugar Loaf conference center from 1980— 

1989, with the exception of 1983, when due to scheduling conflicts, the conference site 

was changed to Bucknell University in Lewisburg, Pennsylvania. Three sessions were 

held in 1988, with a total of eighty-seven participants, the largest number to attend in any

166 Carol Gordon, “The Sugar Loaf Connection,”; and Linda Jessup, Collegeville, PA, to Ronald 
C. Gerhardstein, Delaware, OH, 28 August 1999, original in possession o f  the author.

167 Semeijian interview.
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one summer.168 Frequent Sugar Loaf participants included Roger Dean, Harry Semerjian, 

and Mitch Haverly. Semerjian and Haverly attended all ten Sugar Loaf conferences.169

Learning Sequences in Music: Skill. Content, and Patterns 
(1980. 1984.1988. 1993. 1997^

The primary text o f Gordon’s music learning theory is Learning Sequences in 

Music: Skill, Content, and Patterns. Currently in its fifth edition, Gordon lays out and 

defines his skill learning sequence and specific tonal and rhythm content sequences for 

learning in music. With each successive edition, Gordon has revised the text to reflect 

new thinking and/or new research, conducted either by Gordon himself or by his students 

and colleagues. The historical development of Gordon’s music learning theory will be 

examined in detail in chapter five.

Intermediate Measures o f Music Audiation

The Intermediate Measures o f Music Audiation was published by GIA in 1982. 

This measure is identical in design to the Primary Measures o f  Music Audiation. The 

only difference between the two tests is the difficulty level of the audiated tonal and 

rhythm patterns found in each item. The content of Primary Measures o f  Music 

Audiation was taken from the easy and moderate patterns as defined in Gordon’s musical 

pattern taxonomy studies. The content for the Intermediate Measures o f  Music Audiation 

is taken from the difficult patterns found in Gordon’s taxonomy studies.170

168 Carol Gordon, “The Sugar Loaf Connection.”

169 Semerjian interview.

170 Edwin Gordon, Primary Measures o f Music Audiation and the Intermediate Measures o f  Music 
Audiation: Manual, 10.
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Instrument Timbre Preference Test 

The Instrumental Timbre Preference Test was published by GIA in 1984. It is 

designed to objectively measure the specific preference that individuals have for a 

particular timbre(s). The test contains a short melody performed with seven different 

synthesized timbres, played on a Moog Opus 3 Synthesizer. The synthesized timbres are 

intended to represent one or more of the following brass or woodwind instruments: flute, 

clarinet, saxophone, oboe, French horn, trumpet, baritone, trombone, and tuba. In the 

forty-two-item test, each of the seven timbres is paired twice with every other timbre. 

Each timbre is heard once in the first position of the pair and once in the second position 

of the pair. Each subject listens to the melody as performed by two differing timbres and 

is then asked to select the timbre that he/she prefers.171

Gordon believes that timbre preference should be a consideration when choosing 

an instrument. Obviously, one would be more motivated to practice a particular 

instrument for which it could be determined that one has a preference. Gordon designed 

the test to be used with a valid test of music aptitude in order to increase the possibility of 

success in instrumental music.

Jump Rieht In! The Music Curriculum 

Jump Right InI The Music Curriculum (1986) was conceived to put the concepts 

of Gordon’s music learning theory to work in the classroom. For the project, Gordon 

collaborated with David G. Woods, then a professor of music education at Iowa State 

University. Gordon and Woods first met in the spring of 1978 at the MENC National

171 Edwin Gordon, Instrumental Timbre Preference Test: Manual (Chicago: GIA Publications,
1984).
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Convention in Kansas City, Missouri. At the convention, they discussed the philosophies 

and direction o f the Contemporary Music Project and Wood’s philosophical outlook 

toward music education and music learning. About a year after their initial meeting, 

Gordon was invited to Iowa State University as a lecturer for the American—Icelandic 

Curriculum Development Project sponsored by the Ford Foundation. Woods was a co

author of that project and, again, he and Gordon spoke together about the practical 

applications o f music learning theory. Soon after this visit, Gordon invited Woods to 

collaborate on the music series.172

The project took a total of seven years to complete, as songs and materials were 

collected to be used in connection with Gordon’s skill learning sequence, tonal and 

rhythm content sequences, and learning sequence activities. During the developmental 

phase of the project, Woods visited museums, archives, and libraries throughout the 

world collecting folk music to incorporate with Gordon’s music learning theory. Each 

song was related to Gordon’s skill learning sequence and indexed accordingly. More 

than 2000 cards were written, each containing a lesson using Gordon’s skill learning 

sequence in connection with the song materials; the curriculum was housed in a card file 

that was similar to a recipe card box. Eric Nichols, a student o f Woods, helped to index 

the project and was later involved in the marketing aspects. Softcover black-and-white 

student workbooks were an important component o f the 1986 series. The workbooks 

were intended to serve the same purpose as math and spelling workbooks for students. A 

student could take home a workbook using it as a reference for songs or patterns, or for

172 David G. Woods, Bloomington, IN, to Ronald C. Gerhardstein, Delaware, OH 6 July 1999, 
original in possession o f  the author.
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completing homework assignments. The series provided two songbooks for teachers, but 

no teacher’s editions or recordings were provided. The title Jump Right In! came from a 

song written by one o f Woods’ colleagues.173

Currently, a second edition titled Jump Right In! The General Music Curriculum 

is being compiled and published by GIA; the first-grade and the second-grade volumes 

were published in 1999 and 2000, respectively. The authors include Gordon and four of 

his former students: Beth Bolton, Cynthia Taggart, Alison Reynolds, and Wendy Valerio.

The second edition contains hardbound student books, compact disk recordings of 

the songs in the series, piano accompaniments, and a teacher’s edition for each grade. 

Thus, in physical appearance, the curriculum is marketed much like other traditional 

series. The series can be used by teachers of varying methodological backgrounds and by 

teachers who may be unfamiliar to Gordon’s theories. Lesson content focuses on helping 

children learn to audiate; thus each song is coordinated with learning sequence activities 

and instructions are given to allow teachers to meet the individual needs of their students. 

Song repertoire consists o f songs from all over the world, so that the curriculum content 

can be coordinated with the MENC National Standards.

Although some song material was retained from the original series, the second 

edition features greater variety in tonality and meter, a basic premise o f Gordon’s work. 

The full-color hardback student books and recordings, similar in appearance and function 

to books and recordings currently available on the market, and the use of teacher editions

173 Ibid.
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containing lesson plans and a separate piano accompaniment book mark important 

changes in the concept and presentation of materials.

Jump Rieht In! The Instrumental Curriculum 

Jump Right In! The Instrumental Series is co-authored by Gordon and Richard 

Grunow. The two have known one another for more than twenty-five years and have 

collaborated on many projects including not only the instrumental series, but also 

summer workshops and teacher training sessions. They have collaborated also as key 

players in the Gordon Institute for Music Learning.

Grunow completed his Master’s and Doctoral studies in music education at the 

University of Michigan (1974—1980), working closely with James Froseth. Grunow 

taught in the university Laboratory School instrumental program using Froseth’s series, 

the Individualized Instructor, which is based on his University of Iowa dissertation under 

Gordon’s supervision, for a period of five years. Knowing that he would need to be 

familiar with Gordon’s work in order to use the Individualized Instructor fully, Grunow 

became acquainted with Gordon’s The Psychology o f Music Teaching, the Musical 

Aptitude Profile, and other related studies.174

Shortly after joining the music education faculty at the Eastman School of Music 

in 1980, Grunow attended the 1981 Sugar Loaf Seminar in Philadelphia. He realized 

after attending the conference that Gordon’s music learning theory provided a model for 

instrumental music instruction that surpassed what he was currently using at that time.

174 Richard Grunow, Rochester, NY, to Ronald C. Gerhardstein, Delaware, OH, 18 December 
2000, original in possession o f the author.
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Grunow began immediately to incorporate Gordon’s theories into his teaching and they 

began to collaborate on these efforts in 1983.175

Grunow’s lesson plans were field-tested in a variety of summer workshops and by 

numerous individuals interested in the practical applications o f Gordon’s theories.

During the development process of Jump Right In! The Instrumental Series, Gordon and 

Grunow met on numerous occasions to review and revise Grunow’s lesson plans. Before 

they published the series, they prepared a pilot flute book and an accompanying cassette 

tape-recording. The book included pictures of various executive skills (e.g. posture, 

embouchure, hand position, and fingerings) but musical notation was not included. The 

book and concept for the series were presented to several publishers; seven publishers 

rejected this work before GIA agreed to publish the materials. As an initial step, Grunow 

and Gordon published a recorder book in 1987. Revisions in the initial recorder book 

were made and the wind and percussion books were published in 1989-1990. A string 

method book series was published in connection with Michael Martin in 1995. The latest 

version for winds and percussion was issued in 2000; it reflects the most recent practical 

and experimental research to this date incorporating Gordon’s music learning theory with 

instrumental music instruction. A revision o f the string method book series is planned for 

2001. Michael Martin and Christopher Azzara, one of Grunow’s doctoral students at 

Eastman and now a collaborator with Gordon, have made significant contributions to 

what is now included in the instrumental series materials.176

175 Ibid.

176 Ibid.
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Materials for Jump Right Ini The Instrumental Series include instructional books 

for each instrument, solo books for performance and reading, and accompanying compact 

disk recordings. An important part of the instructional books is pattern instruction in 

major and minor tonalities and duple and triple meters. Students are required to sing, 

move, and play each of the patterns in the instructional book, thus increasing each 

student’s musical pattern vocabulary. Pattern instruction is coordinated with song 

instruction.

Preschool Music Teaching

Gordon had long been interested in preschool music teaching, but it is only 

recently that he began teaching music to this population. His interest in early childhood 

music education was sparked in the late 1970s when he met Donald Pond, the well- 

known music director of the Pillsbury Foundation School in Santa Barbara, California. 

Gordon contacted Pond in the spring of 1978, inviting him to present a series of research 

sessions on music o f the young child at the MENC Eastern Division Conference in 

Atlantic City, New Jersey. Gordon explained to Pond that, in his opinion, the music 

education and the musicality of the young child had been ignored for far too long.177

Gordon’s move to Temple University in 1979 was influential, as the Temple 

University Preparatory Division at the Temple University Center City Campus in 

downtown Philadelphia already had an established, albeit not well-known, preschool 

music program. The program was begun by John Feierabend, before Gordon’s arrival at 

Temple, in order to teach music to children between the ages o f three and five.

177 Edwin Gordon, Buffalo, NY, to Donald Pond, Santa Barbara, CA, 30 April 1978, photocopy in 
possession o f the author.
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Feierabend later became one o f Gordon’s doctoral students. During Gordon’s first years 

at Temple he occasionally went to the downtown campus to observe Feierabend, and 

other students in the Temple graduate program who were teaching this population.178

After Feierabend graduated from Temple in 1984, Nancy Hess, the director of the 

preparatory division, met with Gordon to discuss finding a replacement teacher. Hess 

and Gordon spoke about the possibility of teaching music to children younger than three 

years of age. Linda Jessup, a doctoral student of Gordon’s, was hired to be the first 

teacher of children age eighteen months through the age of three at the preparatory 

division preschool.179

During the summer o f 1984, Jessup held an exploratory class in her own home; it 

was a special seminar in which she developed materials and curriculum for teaching 

children at this young age. At that time, teaching music to children this young was a 

novel idea, and neither Gordon nor his students had specific materials for instruction. In 

the fall of 1984, the first music class for children age eighteen months to three years was 

held at the Temple University Center City campus.180

Gordon began teaching at the preschool that same fall, and in October of 1984, 

the Philadelphia Inquirer published an article in the Sunday edition promoting the newly

178 Gordon interview, 15 December 1998.

179 Nancy Hess, Philadelphia, PA, telephone interview by author, Delaware, OH, 26 October 1999, 
notes in possession o f  the author.

180 Linda Jessup, Collegeville, PA, to Ronald C. Gerhardstein, Delaware, OH, 3 August 1999, 
original in possession o f the author; and Hess interview.
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tot

developed program. Already a popular course, the preparatory division was flooded 

with calls from persons requesting more information. Gordon was an engaging teacher 

and his young students crawled all over him as he sang and chanted while sitting or lying 

on the floor. Gordon’s preschool classes and others taught by his graduate students 

became quite popular. In addition, Gordon gained a great amount of publicity from the 

media through his teaching of young children, including an article in the USA Today and 

an appearance on NBC’s “Today Show.”182 Preschool music classes for newborn 

children through eighteen months of age began in fall o f 1991 in part to serve as a 

research population for Wendy Hicks’ (Valerio) dissertation.

To sustain the program and to meet the demands o f increased enrollment, several 

o f Gordon’s doctoral students were recruited to teach in the program. Those deserving 

particular mention include Lili Levinowitz, Sally Weaver, Cynthia Taggart, Wendy 

Valerio, Alison Reynolds, and Beth Bolton. Each has continued teaching music to very 

young children to this day.

Readings in Music Learning Theory

Beginning with the publication of the Musical Aptitude Profile, there has 

traditionally been a problem of specifically knowing how to incorporate Gordon’s 

theories in a practical music teaching setting. One purpose of the Musical Aptitude 

Profile, adapting music instruction to individual differences among students, had largely

181 See John Cair, “Introducing Toddlers to Music’s Spell,” The Philadelphia Inquirer, 7 October 
1984, L -l.

181 Hess interview; and Frank Freudberg, “Teaching Toddlers to Pick up the Beat,” USA Today, 4 
October 1984, 5D.
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been unrealized in the opinion o f Gordon and others. In 1989, GIA published Readings 

in Music Learning Theory to serve both the theoretical and the practical applications of 

Gordon’s music learning theory.

Readings in Music Learning Theory contains articles written by twenty-six 

different authors, all of whom are practitioners of music learning theory in some capacity. 

The text begins with an overview of the technical aspects of music learning theory (Part 

I) before the practical applications are presented (Part H). Several authors, discuss the 

use o f music learning theory in connection with other methodological approaches (Orff, 

Kodaly, Dalcroze, Suzuki, and Laban Movement Analysis). Nine authors are former 

doctoral students of Gordon’s.183 The Readings text is good source, especially for the 

person who may be unfamiliar with Gordon’s theories, the practical applications of music 

learning theory, or for one who seeks information on the integration of music learning 

theory with other methodological approaches.184

A Music Learning Theory for Newborn and Young Children and 
Music Play: The Early Childhood Music Curriculum

Based on his teaching and observations of young children in the TUCC preschool 

classes, Gordon published A Music Learning Theory fo r Newborn and Young Children in 

1990. In the book, Gordon describes the theory and philosophy that support his teaching 

methods for young children. He outlines seven stages of preparatory audiation, in which

183 See Darrel L. Walters and Cynthia Crump Taggart eds., Reading in Music Learning Theory 
(Chicago: GIA Publications, 1989).

184 Scott Shuler, Hartford, CT, telephone interview by author, 14 June 1999, Delaware, OH, notes 
in possession o f the author.
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a child emerges from music babble into the musical environment o f adults.185 A revised 

edition was published in 1997.

Valerio, Reynolds, Bolton, Taggart, and Gordon published Music Play:- The Early 

Childhood Music Curriculum in 1999. Unlike Gordon’s music learning text for newborn 

children, Music Play includes songs with lesson instructions in reference to each of the 

stages of preparatory audiation. The authors also include explanation of Gordon’s 

theoretical stages of preparatory audiation and descriptions of behaviors which newborn 

and young children elicit in response to music. Suggestions for combining movement 

guidance with music instruction are clearly explained.

Advanced Measures o f Music Audiation

The Advanced Measures o f  Music Audiation was published by GIA in 1989 with 

standardized norms for students in grades nine through twelve and for college and 

university students. The test contains thirty items, each with a pair of short melodies.

The subject is instructed to mark whether the two melodies were the same, different 

because o f tonal (pitch) change, or different because of a rhythm change. The Advanced 

Measures o f  Music Audiation takes approximately fifteen minutes to administer.186

The Advanced Measures o f Music Audiation is different from Gordon’s other 

aptitude tests as the subject is required to attend to, and discriminate between, both the

185 In the glossary o f Gordon’s A Music Learning Theory fo r  Newborn and Young Children, 
(Chicago: GIA Publications, 1990), preparatory audiation is defined as “the readiness for audiation which a 
child ideally engages in from birth to five years o f age. There are three types — acculturation, imitation, and 
assimilation, and seven stages.” Music babble is defined as “the ‘musical’ sounds young children make 
before they develop their senses o f  subjective tonality and subjective meter. Music babble is to music as 
speech babble is to language.”

186 Edwin Gordon, Advanced Measure o f  Music Audiation: Manual (Chicago: GIA Publications,
1989).
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tonal (pitch) and rhythmic aspects of each test item. This is a drastic change from the 

Musical Aptitude Profile, the Primary Measures o f  Music Audiation and the Intermediate 

Measures o f  Music Audiation. The combination of tonal and rhythmic elements in the 

measure, the inclusion of items for which the correct answer is same on both the tonal 

and the rhythm sub test for scoring purposes, and possibly the shortness o f the test, 

created an undesirably high correlation between the tonal and rhythm subtests. This is an 

unusual phenomenon for one of Gordon’s tests.

Teaching Awards

In March of 1987, Gordon was honored as the third national recipient o f the 

“Master Teacher” award from the University of Hartford. As part of the award 

celebration, Gordon spent three days on the University of Hartford campus presenting a 

series of seven lectures. At that time, several of Gordon’s former students served on the 

HARTT School of Music faculty, including John Feierabend; Manuel Alvarez, the 

associate dean for academic affairs; and James Jordan, the chairman of the music 

education department.187

Gordon received two teaching awards from Temple University in the late 1980s. 

In 1987, he received the Lindback Award for distinguished teaching, which was 

accompanied by a $1000 cash award.188 In the spring of 1989, Gordon was one of five 

Temple faculty members to receive a “Great Teacher” award. Recipients received a

187 “Music Psychologist from Temple is 1987 Master Teacher,” University o f  Hartford Observer, 
29 January 1987.

188 “Ambler Resident Earns Temple Teaching Award,” The Ambler Gazette, Ambler, PA, 3 June
1989, 4.
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$10,000 check each, a ten-inch black marble sculpture with Temple University’s logo, 

and their name inscribed on the bricks of the Red Owl monument at Alumni Circle on 

Temple’s main campus. Roger Dean, the chairman of the Music Education Department, 

nominated Gordon for the award.189

The University of Iowa recognized Gordon’s accomplishments in the spring of 

1992, giving him a distinguished alumni achievement award. Gordon traveled to Iowa 

City to attend and participate in the award ceremonies. He was one of five alumni to 

receive the achievement award that year.

Gordon Institute for Music Learning fGIML)

The Gordon Institute for Music Learning was conceived by Gordon and a handful 

of his closest colleagues during the 1985-1986 school year.190 While the group was 

formed at that time, it was not officially incorporated until the spring 1987 after Ellen 

Deacon took two classes on the incorporation process and completed the documentation 

papers in the summer of 1986. The first members of the Gordon Institute for Music 

Learning included Edwin Gordon (president), Ellen Deacon (executive vice-president), 

Harry Semeijian (Secretary), Leslie Jordan (treasurer), Roger Dean, Richard Grunow, 

Robert Harper, Mitch Haverly, Jim Jordan, Richard McCystal, and Darrel Walters.191

189 “Area Professor Earns Great Teacher Award,” The Ambler Gazette, Ambler, PA, 3 May 1989,
3.

190 Darrel Walters, interview by author, 4 March 1999, Philadelphia, PA, notes in possession o f the
author.

191 Ellen Deacon, Philadelphia, PA, telephone interview by author, 12 January 2001, Delaware, 
OH, notes in possession o f the author.
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The institute currently has a board of directors, officers, and an editor of a 

quarterly newsletter called the GIML Audea. It is recognized as a special interest group 

under the umbrella of MENC. The organization sponsors summer workshops and offers 

teacher certification programs in early childhood, general vocal music, and instrumental 

music, training participants in the techniques and concepts associated with Gordon’s 

music learning theory.

Gordon served as the first president of GIML. Mitch Haverly and Richard 

Grunow served as the second and third presidents o f GIML, respectively. Susan 

Conkling is the current GIML president. Gordon’s award money from the Temple “Great 

Teacher” award was donated to GIML to help support the organization’s goals and

,  • • 192objectives.

Although GIML struggled somewhat during its earliest years of existence, the 

organization has gained increased exposure due to the expanded attention being paid to 

Gordon’s music learning theory at the national and international level. The organization 

is publicized and supported by a web page sponsored by the University of New Mexico. 

One new development, is the addition of state and collegiate GIML chapters at various 

locations around the country.193

Doctoral Students

During his fifteen and one-half years of service at Temple University, Gordon 

directed thirty-two doctoral dissertations. Similar to his previous students, nearly all of

192 Donald Scott, “Professors ahead in their class, win Temple honor for excellence,” Philadelphia 
Inquirer, 4 May 1989.

193 Grunow to Gerhardstein.
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the Temple students conducted investigations related to some aspect of Gordon’s own 

work. Beth Bolton was Gordon’s final doctoral student.

Most o f Gordon’s collaborative work with students during his years at Temple 

University occurred with those who worked with the preschool music program at the 

Temple University Center City campus. These students include Linda Jessup, John 

Feierabend, Clark Saunders, Sally Weaver, Lilly Levinowitz, Cynthia Taggart, Darla 

Blesedell, Nadine Cemohorsky, Wendy Hicks (Valerio), Allison Reynolds, and Beth 

Bolton. Several o f Gordon’s doctoral students from Temple University wrote articles 

that are included in the Readings in Music Learning Theory text.

During the Temple years Gordon received greater name recognition on a national 

and international level than before. Certainly a contributing factor was the great amount 

of freedom that Gordon was given by the administration of the Esther Boyer College of 

Music and the Department of Music Education to travel and speak throughout the country 

and abroad. Gordon made trips to Germany in 1980, 1984, and 1990-1994. In 1991 and 

1992 he traveled to Warsaw, Poland, and in 1993 he traveled to Seoul, Korea.194

University of South Carolina Distinguished Professor in Residence
(1997-2000)

Gordon retired from Temple University in December of 1994 after an extremely 

productive fifteen and one-half years of professional service. While there had been many 

good times at Temple over the years, relations between Gordon and his colleagues had 

become strained and, although he was o f retirement age, he did not desire to leave the

194 Dean interview; and Gordon, Curriculum Vitae, December 1998.
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profession altogether. In 1996, Gordon was offered a position at the University of South 

Carolina as a Distinguished Professor in Residence. This position allowed him the 

opportunity to continue his research and to teach on a part-time basis. Gordon was also 

offered the flexibility to continue, and even increase, his foreign travel. Prompting the 

move to South Carolina was Manuel Alvarez, a former doctoral student and then the 

Dean o f the School of Music. Gordon was also given the chance to work closely with 

Wendy Valerio, a former doctoral student at Temple and now a faculty member at the 

University South Carolina.195

MENC “Hall of Fame”

In 1986, MENC established the “Music Educators Hall of Fame” with thirty-three 

initial inductees. Criteria for membership included contributions, eminence, influence, 

and permanence in the field of music education. Nominations are open to general 

members of MENC, and three new inductees are elected by committee and presented for 

induction at subsequent national MENC conventions.196

Gordon was inducted to the MENC Hall of Fame in April o f 1996 at the 

Convention held in Kansas City, Missouri. Fellow inductees included Gladys G. Tipton 

and Merle J. Isaac. Four members were elected posthumously, including Harry Robert 

Wilson, Russell Van Dyke, Howard Doolin, and Leonard Bernstein. Chairman of the 

MENC Hall of Fame Committee in 1996 was Allen Britton.197

195 Gordon interview, 15 December 1998.

196 Marilyn Likens, Reston, VA, telephone interview by author, Delaware, OH, 23 February 1999, 
notes in possession o f the author.

197 Likens interview; and “Seven Named to Hall o f Fame,” Teaching Music (April 1996): 24.
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Harmonic Improvisation Readiness Record and the 
Rhythm Improvisation Readiness Record

The Harmonic Improvisation Readiness Record was published by GIA in 1996. 

The test consists of forty-three items, each containing a pair of short chord progressions. 

Each progression contains exactly three chords. The subject is to indicate whether the 

two chord progressions are the same, not the same, or whether he/she is in doubt. Major, 

minor, and modal tonalities are included in the test. When a change of tonality occurs 

between two test items, a sequence of tones198 is performed to establish the syntax o f the 

new tonality. The entire test takes seventeen minutes to administer.199

Gordon designed the Harmonic Improvisation Readiness Record to allow a music 

teacher to objectively determine whether an individual has the necessary harmonic 

readiness to learn to improvise. The test may be used with students in the third through 

the twelfth grade in general music or performance ensembles, college students, and/or 

interested adults.200

The Rhythm Improvisation Readiness Record was published by GIA in 1998. It is 

a twenty-minute test containing forty pairs o f rhythm patterns. Each pattern contains the 

same melodic line performed twice. The subject is asked to indicate whether the rhythm 

of the second pattern in each pair sounds the same as the first, did not sound the same as 

the first, or whether he/she is in doubt. If the two patterns did not sound the same, it is

198 The sequence o f tones establishes the tonal syntax o f a given tonality. The sequence in major 
tonality is (Sol-La-Sol-Fa-Me-Re-Ti-Do). The sequence in harmonic minor tonality is (Me-Fa-Me-Re-Do- 
Ti-Si-La). The sequence in dorian tonality is (La-Ti-La-Sol-Fa-Me-Do-Re), etc.

199 Edwin Gordon, Harmonic Improvisation Readiness Record and Rhythm Improvisation 
Readiness Record: Manual (Chicago: GIA Publications, 1998).

200 Ibid., 5.

95

R e p ro d u c e d  with perm iss ion  of th e  copyright ow ner.  F u r th e r  reproduction  prohibited without perm iss ion .



because the melodic rhythm of one note in the second pattern has been changed, either 

longer or shorter. The Rhythm Improvisation Readiness Record is intended to serve as an 

objective aid in determining whether or not an individual student has the necessary 

rhythm readiness to leam to improvise.201

Continued Travel. Research, and Wood Carving 

Gordon has continued to keep a busy schedule during the past several years.

Since his retirement from Temple University, he has completed revised editions of his 

texts and completed new works. He has also continued his international lecture schedule, 

doing more international travel in recent years than ever before. Since 1995, Gordon has 

traveled to Slovakia, Poland, Portugal, Germany, Spain, Italy, and Belgium, among other 

locations.202

Gordon spends his free time sculpting abstract wood pieces, a hobby that he 

began in the late 1980s. To date, Gordon has completed about twenty-five pieces, some 

of which have drawn attention from potential buyers. Gordon is most interested in the 

“shape and form of each work and the problems associated with finding an appropriate 

finish for the completed piece.”203

201 Ibid.

202 Gordon, Curriculum Vitae, December 1998.

203 Edwin Gordon, Columbia, SC, to Ronald C. Gerhardstein, Delaware, OH, 23 March 2000, 
original in possession o f the author.
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CHAPTER 3

MUSIC APTITUDE

Foundations of Music Aptitude Testing

Gordon’s historical knowledge o f music aptitude testing is extensive, as witnessed 

by the bibliographies in his test manuals and his writing on the subject in his texts. His 

test output is equally impressive, consisting of seven published standardized tests, a 

contribution that has dwarfed the output of all others during the past fifty years.1 While 

Gordon has made significant and unique contributions to the field o f music aptitude 

testing, his tests are rooted upon the historical foundations of his predecessors. His 

efforts are in many respects a conclusion or logical result of the work of his predecessors, 

which include Carl Emil Seashore (1866-1949), James Lockhart Mursell (1893-1963), 

Jacob Kwalwasser (1894—1977), Peter Dykema (1873—1951), Raleigh M. Drake, and 

Herbert D. Wing. Gordon studied the contributions of each test author and the criticisms 

of their work, focusing primarily on the constructs of music aptitude inherent in their 

tests and the processes of test construction that they employed.

Gordon had several important teachers, associates, and mentors of national and 

international acclaim at the University of Iowa (1956—1972), including E.F. Lindquist 

(1901-1978), Albert N. Hieronymus, and Leonard Feldt. Each knew Seashore in some 

capacity, and each was influential and supportive of Gordon’s efforts. The University of

1 Walters, “Edwin Gordon’s Music Aptitude Work,” 65.
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Iowa was the perfect place for Gordon, given his interest in music aptitude and 

educational testing. With the lack of a widely acceptable measure of music aptitude 

during the earliest years of his career (1956—1965), Gordon’s efforts in the field of music 

aptitude were opportune.2

To understand the extent to which Gordon’s music aptitude tests are unique, one 

must first explore the historical foundations of music aptitude testing. Whybrew3, 

Radocy and Boyle4, Gordon,5 and others have conducted previous investigations of this 

type, describing the content and constructs of music aptitude tests. In addition, Jere T. 

Humphreys has explored the “scientific” movement in music education and the 

precursors o f music aptitude testing.6

2 For commentary on the state o f musical aptitude tests from the opinion o f two important authors, 
see Charles Leonhard and Robert W. House, Foundations and Principles o f  Music Education (New York: 
McGraw Hill, 1959), 342^16.

3 William E. Whybrew, Measurement and Evaluation in Music, 2nd ed. (Dubuque: WM.C. Brown,
1971).

4 J. David Boyle and Rudolf E. Radocy, Measurement and Evaluation o f  Musical Experiences 
(New York: Schirmer Books, 1987), 139-155; and Rudolf E. Radocy and J. David Boyle, Psychological 
Foundations o f  Musical Behavior, 2nd ed. (Springfield, Illinois: Charles C. Thomas, 1988).

5 See Edwin Gordon, The Psychology o f  Music Teaching (Englewood Cliffs, NJ: Prentice Hall, 
1971), chapters 1—2; Edwin Gordon, The Nature, Description, Measurement, and Evaluation o f  Music 
Aptitudes (Chicago: GIA Publications, 1987), chapters 1-2; Edwin Gordon, Introduction to Research and 
the Psychology o f  Music (Chicago: GIA Publications, 1998), chapters 2-4 .

6 See Jere T. Humphreys, “Applications of Science: The Age o f  Standardization and Efficiency in 
Music Education, The Bulletin o f  Historical Research in Music Education 9 (January 1988): 1-21; Jere T. 
Humphreys, “Precursors o f Musical Aptitude Testing: From the Greeks through the Work o f Francis 
Galton,” Journal o f  Research in Music Education 41 (Winter 1993): 315-27; and Jere T. Humphreys, 
“Musical Aptitude Testing: From James McKeen Cattell to Carl Emil Seashore,” Research Studies in 
Music Education 10 (June 1998): 42—53.
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Precursors of Music Aptitude Testing

Humphreys has provided important information regarding scientific thinking in 

music education and the philosophical foundations of music aptitude tests. Three articles 

chronicle the precursors of music aptitude testing,7 the application of science in music 

education,8 and the child-study movement,9 respectively. Each article is important to the 

current investigation. These articles give a detailed description of the precursors of music 

aptitude testing dating back to the ancient Greeks and the application o f science in music 

education. In light of Humphreys’ investigation of the precursors o f music aptitude tests, 

it becomes clear that many factors influenced Seashore in particular, a pioneer in the field 

and the first author of a standardized measure of music aptitude. Humphreys writes that 

“Seashore’s pioneering efforts did not occur in isolation; on the contrary, he built upon 

the work of a long line of philosophers, physicists, and psychologists with similar goals, 

beliefs, and methods.”10

The child-study movement of the late nineteenth and early twentieth centuries is 

important in reference to the development of music aptitude tests. The child-study 

movement was notable in that its leaders called for the “scientific” observation of 

children.11 This movement was partially influenced by the educational philosophies of

7 Humphreys, “Precursors o f Musical Aptitude Testing,” 315-327.

8 Humphreys, “Applications o f Science,” 1-21.

9 Jere T. Humphreys, “The Child-Study Movement and Public School Music Education," Journal 
o f  Research in Music Education 33 (summer 1985): 79-86.

10 Humphreys, “Precursors o f  Musical Aptitude Testing,” 315.

11 Humphreys, “The Child-Study Movement,” 79.
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Jean-Jacques Rosseau (1712-1778), who suggested that education should be organized 

according to the natural stages o f development from infancy through adulthood.12 

Charles Darwin’s (1809-1882) theory of evolution, as published in the Origin o f  Species 

(1859), and the advent of empirical psychology, which was begun by Wilhelm Wundt 

(1832—1920) in the 1860s, both had a direct impact on the budding child-study 

movement.13 Francis Galton (1822—1911), James McKeen Cattell (1860-1944), and the 

child-study movement had important influence upon Seashore’s tests of music aptitude.

Sir Francis Galton

The English biologist, Sir Francis Galton, was a pioneer in the development of 

mental tests. Gabon’s anthropometric tests of physical ability greatly influenced those 

individuals interested in testing during the early part of the twentieth century in America, 

namely Cattell and his student Edward Lee Thorndike (1874-1949) who was an advocate 

of objective measurement in education. Their respective work on tests of sensory 

discrimination and the development o f standardized educational tests was highly 

influential on the budding testing movement, including those persons interested in the 

measurement o f specific and specialized aptitudes including music.14

Galton believed intelligence to be largely hereditary and that tests of sensory 

discrimination were an indication of a person’s intellect.15 Galton was also convinced 

that intelligence is directly related to one’s heredity of physical traits or abilities,

12 Ibid.

13 Ibid., 79-80.

14 Whybrew, 4—6.

15 Ibid., 4.
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especially the “acuity of the senses.”16 A person who could make very fine sensory 

discriminations would, thus, have a higher level of intelligence in comparison to a person 

who could not. Galton also believed that eminence, which he associated with 

intelligence, is an inherited characteristic. Certain families, he argued are predisposed to 

having more “successful” family members due to the inheritance of intellectual 

abilities.17

Galton also realized that, while heredity played a large role in determining one’s

intelligence, the environment also played a part. In fact, Galton coined the phrase “nature

and nurture” to describe the genetic and environmental influence on the development of 

18 •intelligence. Environmental factors, including education, can either enhance or hinder 

the development o f scientific aptitude, and the inheritance of high levels of scientific 

aptitude does not inevitably lead to success.

In addition to his influence upon tests of sensory discrimination, Galton is 

considered a pioneer in the study of twins; credited with developing the self-report 

questionnaire; and the inventor o f  the correlation analysis, the primary technique for 

determining the extent in which two variables are related.19

Galton’s study of individual differences, his strong belief in inherited abilities, 

and his discovery of statistical regression and correlation were highly influential on the

16 Morton Hunt, The Story o f  Psychology (New York: Anchor Books, 1993), 209.

17 Ibid.

18 Ibid., 216.

19 Ibid., 210-219.
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music testing movement in America.20 Although Galton conducted sensory 

discrimination tests using music, he did not write a specific music aptitude test. Galton 

has been credited, however, with being possibly the first to advocate the need for a music 

aptitude test.21

Galton’s study of individual differences in sensory discriminations and physical 

abilities was very influential upon American psychologists. The rapid adoption of 

Galton’s ideas concerning intelligence and mental testing is evidenced by the fact that 

“by 1917, well over half of all research reported at meetings of the American 

Psychological Association dealt with mdividual differences.”

James McKeen Cattell

In the 1890s, leadership in the mental testing movement passed from Galton to 

Cattell.23 After earning his doctorate in Leipzig under Wilhelm Wundt in 1886, Cattell 

met Galton in Cambridge prior to taking an active role in the establishment of 

laboratories for experimental psychology and the development of the testing movement 

in America.24

There is a direct link between Cattell and Seashore. Cattell was a founding 

member of the American Psychological Association, the first editor of the American 

Journal o f  Psychology, the founding head of the psychology department at Columbia

20 Humphreys, “Precursors o f Musical Aptitude Testing,”322.

21 Ibid., 321.

22 Hunt, 223.

23 Hunt, 222; Whybrew, 4; and Humphreys, “Musical Aptitude Testing,” 43.

24 Whybrew, 4
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University, and the leader in the mental testing movement during the 1880s; as such, he 

was a prominent figure who could not be ignored. Cattell was also a professional friend 

of Edward Wheeler Scripture (1864-1945), Seashore’s doctoral mentor at Yale. Cattell 

and Seashore themselves were close friends; the James McKeen Cattell collection at the 

Library o f Congress contains more than seventy pieces o f correspondence between 

Cattell and Seashore.25

Carl Emil Seashore

Carl Emil Seashore was bom to Swedish parents who immigrated to America in 

1869. A student of music and psychology, Seashore earned his Ph.D. in psychology from 

Yale University in 1895. He began his career at the University of Iowa in 1902 as a 

professor o f psychology, becoming the head o f the department of psychology in 1905.26 

From 1908 until his retirement in 1936, Seashore served as the Dean of the Graduate 

School at the University of Iowa.

Based on the Galtonian tradition of tests of individual differences and highly 

influenced by Cattell, Seashore’s work is the earliest and best known in terms of 

measuring specialized aptitudes in general and music aptitude specifically.27 The 

Seashore Measures o f  Musical Talent (1919), the first published standardized music 

aptitude test, was the most notable musical test of its day; it was used widely and was 

subject to several experimental studies. Given this attention, Seashore enjoyed both

25 Humphreys, “Musical Aptitude Testing,” 45.

26 Ramona H. Matthews, “Seashore, Carl E(mil),” The New Grove Dictionary o f  American Music, 
ed. by H. Wiley Hitchcock and Stanley Sadie (London: Macmillan Press, 1986), IV: 178.

27 Whybrew, 6.

103

R e p ro d u c e d  with p e rm iss ion  of th e  copyright ow ner.  F u r th e r  reproduction  prohibited without perm iss ion .



widespread popularity and considerable scrutiny of his test. Criticism o f Seashore’s 

measure was aimed at both its constructs o f music aptitude and its validity.

Seashore’s beliefs about the constructs and measurement o f music aptitude are 

important when considering his contributions. First and foremost, Seashore’s approach 

was to use the experimental method and maintain the spirit o f the “scientific point of 

view.”28 The experimental method demanded that Seashore study only processes that 

could be specifically identified and reasonably isolated for description, kept under 

control, repeated, observable, and with results that could be recorded and verified;29 thus, 

Seashore sought to define and test music aptitude by those mental capacities that he could 

measure.

Not all talents lend themselves to measurement. Specific and simple 
talents, such as the sense o f pitch or the sense of time, can be measured 
with precision. In general, the more complex and diffuse a talent is the 
less it lends itself to direct measurement. Musical reflection and musical 
emotion are examples o f talents which are too diffuse to be measured as 
such, although we can weigh many of the factors which are determining 
components. 0

Seashore based his analysis of the musical mind upon data from the musical 

medium that he could effectively and adequately measure: the aspects of physical 

sound.31 He deduced that the musical mind necessarily deals with physical sound in

28 Carl E. Seashore, The Psychology o f  Musical Talent (Boston: Silver Burdett and Co., 1919), 2 -
3.

29 Carl E. Seashore, “Carl Emil Seashore,” in A History o f  Psychology in Autobiography, Vol. I 
(Worchester, MA: Clark University Press, 1930), 260.

30 Seashore, The Psychology o f  Musical Talent, 5.

31 According to Seashore, everything that is conveyed from the musician to the listener as music is 
conveyed on the sound wave. See Seashore, “Carl Emil Seashore,” in A History o f  Psychology in 
Autobiography, 273.
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various capacities, such as sensing (perceiving) sounds and using sound effectively to 

give a meaningful musical performance; thus, the more acute one’s abilities in 

discriminating each aspect of the physical sound wave, the higher one’s level of music 

aptitude.32 Seashore noted that the psychological attributes of sound (pitch, intensity, 

duration, and extensity) rest upon the physical characteristics of the sound wave 

(frequency, amplitude, and duration). Further, he labeled the four psychological 

capacities the “four windows of the musical soul.”33

Musical talent, according to Seashore, is not one overriding talent but is, instead, 

a hierarchy of several talents. Not all persons are highly adept or poor in each of the 

psychological capacities; therefore, Seashore claimed that “the description of a musical 

mind reduces itself to the picturing of the relative prominence or latency of each musical 

talent.”34

The present battery of the Seashore Measures o f  Musical Talents (1960) includes 

six subtests: Pitch, Loudness, Rhythm, Time, Timbre, and Tonal Memory. In the Pitch 

Test the subject is required to indicate whether the second of fifty paired tones is higher 

or lower than the first tone; each item is progressively more difficult than the previous 

item and frequency differences range from 17 to 2 Hz. The Loudness Test requires that 

the subject indicate whether the second of fifty paired tones is stronger or weaker than the 

first tone; again, each item is progressively more difficult than the previous item and

32 Carl E. Seashore, “The Musical Mind,” The Atlantic Monthly CXLI (March 1928): 358.

33 Ibid., 358-359.

34 Seashore, The Psychology o f  Musical Talent, 6.
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decibel differences range from 4 to 0.5. In the Rhythm Test the subject indicates whether 

thirty patterns of five, six, or seven tones are the same or different. In the Time Test the 

subject indicates whether the second of fifty paired tones is longer or shorter than the first 

tone; the first tone is 0.8 seconds in length and the second tone varies from the first by

0.30 to 0.05 seconds. In the Timbre Test the subject indicates whether the second of fifty 

pairs of tones is the same or different in timbre or tone quality from the first tone; the 

tones produced by a special generator differ by varying the intensity level o f the third and 

fourth partials o f the second tone in each pair. In the Tonal Memory Test the subject 

indicates which tone in a second hearing of a tonal sequence has been altered from the 

first hearing; the test contains thirty items played on a Hammond organ, ten each with 

three, four, or five tones in the tonal sequence.35

James Mursell aggressively challenged some of Seashore’s beliefs. Points of 

contention occurred over Seashore’s insistence that music aptitude is composed of 

separate and specific talents rather than an integrated whole.36 Seashore’s test was 

repeatedly criticized as being “atomistic” and unmusical.37 Further criticism was aimed

35 Carl Seashore et. al. Seashore Measures o f  Musical Talent: Manual (New York: The 
Psychological Corporation, 1960), 3—4.

36 James L. Mursell and Mabelle Glenn, The Psychology o f  Music Teaching (New York: Silver, 
Burdett and Co., 1931), 334.

37 The term “atomistic,” in reference to the musical aptitude tests, is used to describe a test that 
separates or analyzes music into its most elementary and basic units. For a detailed discussion see Herbert 
Wing, Tests o f  Musical Ability and Appreciation, 2nd ed. (Cambridge: University Press, 1970), 8-13; and 
Gordon, Introduction to Research and the Psychology o f  Music, chapter 3. The term’s derivation is from 
atomistic chemistry. For a discussion on the influence o f atomistic chemistry upon the work o f Sir Francis 
Galton, which in turn influenced Cattell and Seashore, see Humphreys, “Precursors o f Musical Aptitude 
Testing;” and Humphreys, “Musical Aptitude Testing: From James McKeen Cattell to Carl Emil 
Seashore.”
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at Seashore’s insistence that his measure o f music aptitude is free o f environmental

influences38 and his argument that musical talent is strictly an inherited trait.39

Seashore defended himself against the accusation that his test was atomistic,

arguing that scientific study of music aptitude required such an approach.

This, in brief, is the skeletal structure I promised. In many respects it is 
but dangling and rattling dry bones. ‘Atomistic!’ some o f my confreres 
will say. Now, atoms are not roses; but with atoms, and with atoms alone, 
Nature flushes roses, resplendent in bloom, fragrance, and Gestalt-living 
roses! The aesthete, whiffing and raving about the beauty of the rose, can 
ignore the atom, but the botanist cannot. It is to the botanist that we look 
for a true revelation of the origin, the growth, the essential character, and 
the role o f roses in the economy of Nature. It is the botanist that can make 
verifiable and permanent distinctions among roses.40

James Lockhart Mursell 

James Mursell wrote several important criticisms of Seashore’s work.41 His ideas 

had tremendous impact upon the music education field in general, and upon Gordon 

specifically, who also saw several flaws in Seashore’s measure. O f primary importance 

is Mursell’s belief that tests of musicality (music aptitude) should be, in fact, musical in 

nature, rather than pure tones heard out of musical context. He argued that a test of 

musicality should include such characteristics as intervallic relatedness, melodic

38 See Carl E. Seashore, The Psychology o f  Music (New York: Dover Publications, 1967), 58. In 
particular, Mursell countered Seashore’s claims by questioning the effects o f a quality musical environment 
upon one’s level o f  musicality. For a brief discussion, see Mursell, The Psychology o f  Music, 334—335.

39 For a detailed discussion, see Carl E. Seashore, “The Inheritance o f Musical Talent,” The 
Musical Quarterly 6 (1920): 586-598.

40 Seashore, “The Musical Mind,” 366.

41 See James L. Mursell, “What About Music Tests?” Music Educators Journal 24 (October
1937): 16-18; James. L. Mursell, “The Issues o f  the Test Discussion,” Music Educators Journal 24 (May
1938): 22—23, 74—77; James L. Mursell, “Intelligence and Musicality,” Education 59 (May 1939): 559- 
562; and James L. Mursell, The Psychology o f  Music (Westport, Connecticut: Greenwood Press, 1971 
Reprint edition), 289-300.
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configuration, harmonic sequence, resolution trends, tonality, and motor rhythm.42 

Mursell was strictly opposed to the constructs that Seashore incorporated, stating that 

“the idea that musicality is first and foremost an affair of sensory efficiency is open to the

**43gravest question.

Although Mursell was critical of both the Seashore measure and the Kwalwasser- 

Dykema test, he was not critical of music tests per se; rather, he advocated an air of 

r caution with music tests and stated that he would enthusiastically welcome a good music 

test.44 Mursell was certain that a reliable and valid music aptitude test was needed. Such 

a test could be a useful research instrument and an “invaluable agency for educational 

guidance,” yet, to Mursell’s knowledge, such a test did not exist, although he was 

confident that one could be developed.45

Mursell and Glenn realized that a good music aptitude test could have many 

characteristics of value. First, such a test could “remove subjective judgments 

concerning greater, or less, talent from the realm of guess into the realm of reasonable 

certainty.”46 Other benefits of music aptitude tests were also possible, including the 

following:

42 Mursell, The Psychology o f  Music, 299.

43 Mursell, “Intelligence and Musicality,” 562.

44 Mursell, “What About Music Tests?” 16.

45 Ibid.

46 James L. Mursell and Mabelle Glenn, The Psychology o f  School Music Teaching (New York: 
Silver, Burdett and Co., 1931), 324.
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1. Tests may give us considerable help in deciding as to the innate 
musical ability of the individual pupil;

2. Tests may help us to foretell the probable musical development o f a 
child better than we could without them;

3. Tests may help us to select from a large group of pupils those who are 
very musical, and those who are relatively unmusical, in far less time 
than we could by another means;

4. Tests often discover ability;
5. Tests may help us to diagnose certain weaknesses or defects, which 

appear in the child’s musical development.47

Concerning the qualities by which to judge a good quantitative test, Mursell and 

Glenn list five characteristics: objectivity, reliability, validity, ease of administration, and 

the publishing of established test norms.48 Mursell repeatedly questioned the validity of 

the Seashore Measures o f  Musical Talent(s) and the Kwalwasser-Dykema test, 

particularly the relationship between these tests and outside musical criteria.49 Mursell 

even went as far as claiming that the Seashore’s measure had reverse, or negative, 

validity in that the test might be effectively used to identify those who are incapable of 

music achievement on a high level.50

Mursell was also troubled by Seashore’s insistence that there was only a slight 

relationship between general intelligence and music aptitude or musical intelligence. He 

noted distinct differences between the American point of view, or those who described 

only a slight relationship between general intelligence and musical intelligence, and the 

European viewpoint, or those who described a close relationship between the two factors.

47 Ibid., 325-326.

48 Ibid., 327-333.

49 See Mursell, “What About Music Tests?” 16; Mursell, “The Issues of the Test Discussion,” 22; 
and Mursell, “Intelligence and Musicality,” 562.

50 Mursell, Psychology o f  Music, 300.
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He concluded that the European studies “present a far more acceptable and defensible 

account of the real facts.”51

Jacob Kwalwasser and Peter Dykema

The Kwalwasser-Dykema Music Tests were published in 1930. The test consists 

of ten separate subtests. Six of the subtests are designed to measure several of the same 

qualities as the Seashore Measures o f  Musical Talents. These include Tonal Memory, 

Quality (Timbre) Discrimination, Intensity Discrimination, Time Discrimination, Rhythm 

Discrimination, and Pitch Discrimination. The final four subtests are measures of 

musical taste or preference; these include the measures of Tonal Movement, Melodic 

Taste, Pitch Imagery, and Rhythm Imagery.

The Kwalwasser-Dykema Music Tests differs from Seashore’s measure in a few 

important ways. In the Kwalwasser-Dykema Music Tests, items are performed with 

actual musical sounds rather than pure tones produced on an oscillator. In addition, the 

subject indicates S (same) or D (different) in each item, rather than higher or lower, 

weaker or stronger, longer or shorter, etc. Fewer items are included in each subtest, and 

the test narrator announces the number of each item on the recording.

In the first preference measure, Tonal Movement, the subject indicates whether a 

final missing tone should be U (up) or D (down) from the last pitch heard in a sequence 

of four tones. In the second preference measure, Melodic Taste, the subject indicates the 

better performance of two short melodies. In the Pitch Imagery and the Rhythm Imagery 

measures the subject indicates whether an aural pattern and a corresponding pattern seen 

in musical notation are the same or different.

51 Mursell, “Intelligence and Musicality,” 561—562.
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Raleigh M. Drake

Raleigh M. Drake published his Drake Musical Aptitude Tests with the Science 

Research Associates in 1954. Gordon studied Drake’s test more than any other published 

test, as it was the subject of his dissertation research. Here he studied the effects of 

training and practice on Drake test scores. Gordon determined that Drake test scores did 

not significantly improve after a semester o f study upon retest. During the study, 

students became familiar with the test’s terminology and were given practice items 

similar to those found in Drake’s test.52

The Drake Musical Aptitude Test consists o f two forms (A and B) with two 

subtests: Musical Memory and Rhythm. The Musical Memory subtest consists of 

recorded musical phrases and musical answers performed on the piano. Each phrase is 

repeated from two to seven times, each time either with slight variation in note (pitch), 

key, or time (rhythm); or with no variation. The subject is asked to indicate whether or 

not a change occurred between the musical phrase and the musical answer with regard to 

these musical elements. The subject marks (S) if the second melody is the same, (K) if 

there is a transposition of key, (T) if there is a difference in time, and (N) if there is a 

difference in one or more notes or pitches. In the Rhythm subtest, a tempo is established 

on a metronome. The subject then counts the number of metronome clicks that should

52 See Edwin Gordon, “A Study to Determine the Effects o f Training and Practice on Drake 
Musical Aptitude Test Scores,” Journal o f  Research in Music Education 9 (spring 1961): 63—74. This 
study is based upon Gordon’s dissertation o f the same tide at the University o f  Iowa (1958).
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have sounded after the four preparatory clicks until the time when the test narrator 

indicates to stop counting.53

Herbert Wing

In 1961, Herbert Wing published the Wing Standardised Tests o f Musical 

Intelligence, which includes seven subtests. The first three subtests, Chord Analysis, 

Pitch Change, and Memory are non-preference measures. The final four subtests, 

Rhythmic Accent, Harmony, Intensity, and Phrasing, are preference measures.

The test is a result o f Wing’s monograph, Tests o f Musical Ability and Appreciation.

In his monograph, Wing argues in favor of a Gestalt music aptitude test over that 

of an atomistic test. Additionally, Wing states his criticisms o f Seashore’s test and aligns 

his thinking with that of Mursell.54 In his final assessment o f Seashore’s revised test 

(1939), Wing wrote that “it was essential that the atomistic approach to testing should be 

tried out, even though, as events have turned out, the experimental evidence concerning 

their weakness to predict musical ability has proved to be considerable.”53 Arguing 

against atomistic tests that are unmusical in nature, Wing calls for a test that is 

alternatively musical in nature, particularly one that incorporates the aspect of music 

appreciation or preferential aesthetic judgments.56

53 Raleigh M. Drake, Examiner Manual fo r  the Drake Musical Aptitude Tests (Chicago: Science 
Research Associates, 1954), 3.

54 Herbert Wing, Tests o f  Musical Ability and Appreciation, 2nd ed., (Cambridge: University Press, 
1970), Chapters I and 3.

55 Ibid., 10.

56 Ibid., Chapters 4 and 5.
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In the Chord Analysis test the subject indicates the number o f notes played in each 

item; both single notes and chords are played on a piano. In the Pitch Change test the 

subject indicates whether or not there has been a pitch change in the playing of two 

chords in succession; the subject marks (S) if the two chords are the same, and (U) or 

(D), depending upon whether a note in the second chord has moved up or down.

The Memory test consists of thirty pairs of items, the item length ranges from 

three to ten notes. If  the second melody in a particular item is the same as the first, the 

subject marks (S). If a change has occurred, the subject indicates the number of that 

particular pitch in the progression.

In the Rhythmic Accent preference test, the subject is asked whether or not two 

renditions of the same melody are the same or different due to changes in accent. If the 

two are different, the subject is to indicate which pair (A or B) is preferred. In the 

Harmony preference test the subject indicates whether or not the harmony of two 

renditions is the same, and, if the harmony is different, the subject indicates which 

rendition is preferred (A or B). In the Intensity preference test the subject indicates 

whether two short melodies are the same in regard to musical dynamics, or different due 

to changes in the dynamic relationship between the two renditions; if a change has been 

made, the subject indicates which rendition is preferred (A or B). In the Phrasing 

preference test the subject indicates whether or not the phrasing of two short melodies is 

similar; if the phrasing o f the two melodies is different, the subject indicates his/her 

preference between the two (A or B).
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It is interesting to note that Seashore had an autographed copy of Wing’s 

dissertation57 in his possession for many years. After Seashore’s death in 1949, this 

particular copy o f Wing’s dissertation was given to Himie Voxman by Seashore’s son. 

Voxman recalls having conversations with Seashore about Wing’s contributions to the 

study of music aptitude. To his recollection, Voxman believes that Seashore approved of 

Wing’s contribution and what he anticipated would be the future developments in the 

field.58

Wing’s contribution is important from a standpoint of Gestalt psychology. One 

aspect reflecting Wing’s Gestalt influence was his belief that general intelligence is an 

essential component of music aptitude. Gordon summarized that Wing should be 

recognized for the importance that he placed upon measures of musical preference, the 

incorporation o f musical memory as an integral part of music aptitude, and the use of 

musical instruments in measuring music aptitude.59

Edward Rainbow

Edward Rainbow’s research in regard to the constructs and the potential 

measurement of music aptitude is an important contribution to the profession in general 

and to Gordon specifically. Gordon and Rainbow share an interesting biographical 

history, as the two met while doctoral students at the University of Iowa. Both men 

studied with Neal Glenn, and both were bassists with particular interests in jazz.

57 Wing, Herbert D. “Musical Ability and Appreciation” (Ph.D. diss., University of London,
1941).

58 Voxman, interview.

59 Gordon, Introduction to Research and the Psychology o f  Music, 45—49.
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Rainbow was raised in Waterloo, Iowa, and completed his undergraduate and Master’s 

degrees at the Iowa State Teachers College (now the University of Northern Iowa) in 

Cedar Falls, Iowa. Before he began his doctoral studies, Rainbow toured and/or 

performed with several professional jazz bands including the Freddy Martin Band, and 

the Billy May Band. Rainbow also served in the Army, playing in a military base band in 

Nevada during the Korean War. While completing his doctoral studies at Iowa, Rainbow 

taught orchestra at the University High School and was close friends with Jack Heller and 

Gordon. Gordon completed his dissertation soon after Rainbow arrived at Iowa, and 

when it came time for Rainbow to begin his dissertation studies, Gordon and Leonard 

Feldt were appointed co-chairmen o f his examination committee.60

Rainbow’s dissertation is considered to be a classic by some, including Gordon.

In his study, Rainbow investigated the constructs of music aptitude in order to “give 

future constructors o f musical aptitude tests direction for the establishment of construct 

validity.”61 Rainbow’s fourteen predictor variables in his multiple regression analysis 

included both musical skills and extra-musical variables. Rainbow constructed his study 

in this manner, as it was his believe that tests {Seashore Measures o f  Musical Talents and 

the Kwalwasser-Dykema Music Tests) did not fully and adequately account for 

explaining music aptitude. He explained that music aptitude tests had lagged behind

60 Hildegard Froehlich, Denton, TX, telephone interview by author, 2 March 2000, Delaware, OH. 
Notes in possession o f the author.

61 See Appendix A; and Edward L. Rainbow, “A Pilot Study to Investigate Constructs o f Musical 
Aptitude,” Journal o f  Research in Music Education 13 (spring 1965): 3.
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other types of aptitude tests because the authors of music aptitude tests had not attempted

to empirically confirm their test hypothesis.62

Rainbow’s experimental group consisted of a sample (N=291) of students from

the University Schools of the University o f Iowa. The total group was divided into three

subgroups consisting of elementary (91 in grades four through six), junior high (112 in

grades seven and eight), and high school (88 in grades ten through twelve) students.

Each group was then divided into three sub-groups based on subjective teacher judgments

of Rainbow’s operational definition of music aptitude.

Musical aptitude refers to potential talent in music. As with other forms of 
learning, high aptitude does not necessarily mean high achievement will 
result, but it does indicate that under favorable conditions, high 
achievement is possible. A person who possesses a high level of aptitude 
for music will have an exceptional awareness for musical sound. This 
awareness, or talent, manifests itself in the manner in which a student is 
readily able to grasp, see relations in, make generalizations from, and 
relate and organize ideas presented through the media of music.63

Rainbow’s fourteen predictor variables of music aptitude were pitch

discrimination, tonal memory, rhythm, musical memory, academic intelligence, school

achievement, music achievement, sex, chronological age, musical training, home

enrichment, interest in music, participation in music by relatives, and socio-economic

status. The first three predictor variables were taken from subtests of the same name on

th q Seashore Measures o f  Musical Talents. The fourth predictor variable was taken from

Form A of the Drake Musical Memory Test. The other predictor variables were taken

: Rainbow, “A Pilot Study to Investigate the Constructs o f Musical Aptitude,” (spring 1965): 3. 

1 Ibid., 4.
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from traditional intelligence and academic achievement measures at that time, 

information from individual student records, and a weighted self-report questionnaire.

Rainbow’s research confirmed the notion that pitch discrimination, rhythmic 

sensitivity, and musical memory are, indeed, facets of music aptitude. Most importantly, 

Rainbow studied several extra-musical variables as predictors of music aptitude. The 

most important extra-musical predictor variables, according to Rainbow, are interest in 

music, home enrichment, and socio-economic background.64 In Rainbow’s opinion, the 

influence of one’s home musical environment is an especially important and profound 

aspect o f music aptitude.63

Rainbow’s influence on Gordon is certain, as his results and conclusions 

supported Gordon’s belief that music related skills are in fact component parts of music 

aptitude. In this sense, Rainbow’s work validated Gordon’s tests and the work of others 

who measured strictly musical skills with regard to the assessment of music aptitude. 

Rainbow’s research, on the other hand, identified several non-musical or extra-musical 

variables that were significantly (p<.05) related to music aptitude, factors that Gordon has 

largely ignored.

Charles Leonhard

Although Charles Leonhard did not specifically write a music aptitude test of his 

own, his ideas on the subject, like Mursell’s nearly thirty years before, were important.

He influenced many in the profession, and his writings were well known. Leonhard’s

64 Ibid., 13-14.

65 Froehlich interview.
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comments about musicality and music aptitude, which summed up the general feeling 

about tests of music aptitude in the late 1950s and early 1960s, would have been known 

by Gordon and others interested in the subject.

Leonhard noted the considerable confusion of the many terms used to describe the 

measurement o f musical talent or aptitude. He explained that different test authors had 

used the terms “musicality,” “musical talent,” “musical capacity,” and “musical ability,” 

each giving a slightly different definition.66 In addition, he described the considerable 

disagreement as to whether musical capacity was composed of several specific abilities or 

a unified phenomenon. The extent in which nature, or innate ability, and nurture, the 

impact of the environment, impacted music aptitude was also at issue. In the late 1950s, 

Leonhard and House believed that neither question could be answered with certainly.67

Leonhard had two recommendations for music educators interested in tests of 

musical capacity. First, he warned that selecting students for special instruction in music 

based on aptitude test results must be carefully considered in light o f one’s philosophical 

beliefs. Secondly, he asked each educator to consider whether or not the validity of the 

available tests o f musical capacity had been adequately established. He cautioned that 

some tests have reliability estimates so low that they render those tests questionable at

66 Charles Leonhard, “Evaluation in Music Education,” in Basic Concepts in Music Education: 
The Fifty-seventh Yearbook o f  the National Society fo r  the Study o f  Education, Part I. ed. by Nelson B. 
Henry (Chicago: University o f Chicago Press, 1958), 319—320.

67 Charles Leonhard and Robert W. House, Foundations and Principles o f  Music Education (New 
York: McGraw Hill, 1959), 343.
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best. In his final assessment o f music aptitude tests, Leonhard urged that “extreme

68caution be exercised in the interpretation and use o f test results.”

Summing up the professional opinion of the late 1950s, in addition to their own 

views on the subject, Leonhard and House argued in favor o f Mursell’s position, agreeing 

that rigorous efforts must be made to establish the reliability and validity of tests of 

musical capacity. They stated that any test without sufficiently established validity has 

“no place in the music education program.”69

The Contributions of Edwin Gordon 

In the Psychology o f  Music Teaching, Gordon postulates the description of music 

aptitude, writing, “What then, specifically, is music aptitude? We cannot define it any 

more certainly than psychologists can define intelligence.”70 Gordon claims in several of 

his test manuals that a historically satisfactory verbal description of the elements of music 

aptitude has not been given.71 In place of his own operational definition, Gordon writes 

that an understanding o f music aptitude is best acquired through study of the content and 

psychological constructs of valid measures of music aptitude.72 Gordon has discussed his 

beliefs concerning the nature o f music aptitude and the qualities of valid measures based

68 Leonhard, “Evaluation in Music Education,” 321—322.

69 Leonhard and House, 346.

70 Gordon, The Psychology o f  Music Teaching, 10—11.

71 Gordon, Primary Measures ofMusic Audiation and Intermediate Measures o f  Music Audiation: 
Manual, 3; and Gordon, Advanced Measures o f Music Audiation: Manual, 9.

72 Ibid.
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on his understanding of the historical evidence and his own empirical research- The 

following statements, each taken from Gordon’s writings, lend evidence to a possible 

operational definition of music aptitude regarding Gordon’s contributions.

1. Music aptitude is best understood as a product of environmental 
influences (nature) and inherited potential (nurture).73

2. All aptitude tests are to some extent achievement tests.74
3. Music aptitude is commensurate with how well one audiates, or hears 

and feels music for which the sound is not physically present.73
4. Music aptitude tests should minimize, as much as possible, aspects of 

music achievement.76
5. Music aptitude is multi-dimensional consisting of tonal, rhythmic, and 

expressive dimensions.77
6. Music aptitude is not a dichotomous variable, rather it is normally 

distributed.78
7. Music aptitude involves Gestalt and atomistic properties.79

73 Gordon, Musical Aptitude Profile: Manual (1965), 1; Gordon, The Psychology o f  Music 
Teaching, 4; Gordon, Primary Measures o f  Music Audiation and Intermediate Measures o f  Music 
Audiation: Manual, 4; Gordon, Advanced Measures o f  Music Audiation: Manual, 10; and Gordon, The 
Nature, Description, Measurement and Evaluation o f  Music Aptitudes, 7-8.

74 Gordon, Musical Aptitude Profile: Manual (1965), 1.

15 Gordon, Primary Measures o f  Music Audiation and Intermediate Measures o f  Music Audiation: 
Manual, 3; and Gordon, Advanced Measures o f  Music Audiation: Manual, 9. For Gordon’s description of 
aural perception, kinesthetic musical feeling, and musical expression as the basis o f musical aptitude, 
please see Gordon, Musical Aptitude Profile: Manual (1965), 1.

,6 Gordon, Musical Aptitude Profile: Manual (1965), 1.

77 Gordon, The Psychology o f  Music Teaching, 25; and Gordon, Primary Measures o f  Music 
Audiation and Intermediate Measures o f  Music Audiation: Manual, 5. This notion is also implicit in the 
design o f the Musical Aptitude Profile.

78 Gordon, Primary Measures o f  Music Audiation and Intermediate Measures o f  Music Audiation: 
Manual, 5; and Gordon, The Nature, Description, Measurement, and Evaluation o f  Music Aptitudes, 12.

79 Gordon, The Psychology o f  Music Teaching, 22; and Gordon, The Nature, Description, 
Measurement, and Evaluation o f  Music Aptitudes, 36.
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Musical Aptitude Profile 

It took Gordon slightly less than three years to complete the first version of the 

Musical Aptitude Profile. The test battery underwent several revisions, and the title of 

Gordon’s measure was subject to at least two revisions itself. It was, for a brief period, 

called the Gordon Measures o f Musical Perception, which was used just before the 

Sandusky Study of the fourth revision and the Ottumwa Study involving primary school 

age children. By the time John Sommer of the Houghton Mifflin Company offered 

Gordon the contract to publish his test in April of 1963, Gordon had changed the name of 

the test to the Gordon Measures o f  Musical Aptitude.80 Later, at the urging of A1 

Hieronymus, Gordon settled on the Musical Aptitude Profile in an effort to get away from 

the traditional practice o f using the author’s surname in the test title.81 The term “profile” 

likely came about as a result of numerous conversations between Hieronymus and 

Gordon as they considered the different dimensions of music aptitude. In addition, the 

framework of the Musical Aptitude Profile is patterned after a diagnostic reading test, the 

Primary Reading Profile, which was developed by Hieronymus and Stroudt in the 

1950s.82

80 Sommer to Gordon.

81 Gordon Interview, 14 December 1998.

82 Hieronymus Interview, 3 June 1999. Hieronymus’ influence should not be underestimated in 
the development o f  the Musical Aptitude Profile. Hieronymus spent countless hours with Gordon 
discussing the dimensional aspects o f music aptitude, statistical procedures, and the reporting o f research. 
Hieronymus assisted Gordon in the writing o f the manual for the Musical Aptitude Profile, with regard to 
test standards with the American Psychological Association. He also was influential as a liaison between 
Gordon and the Houghton Mifflin Company.
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Given the historical foundation of tests o f music aptitude, the Musical Aptitude 

Profile is a synthesis o f Gestalt and atomistic principles. In terms of Gestalt principles, 

the Musical Aptitude Profile uses musical instruments (violin and cello) as the sound 

source, contains items o f a musical context (melodies) as compared to isolated pitches, 

includes measures of musical preference, and yields an overall or composite score. The 

Musical Aptitude Profile is atomistic in that Gordon believes, as did Seashore before him, 

that music aptitude is multi-dimensional. Implicit in the design of the Musical Aptitude 

Profile is Gordon’s belief that music aptitude consists of the following dimensions: tonal, 

rhythmic, and musical sensitivity. The Musical Aptitude Profile is unique with regard to 

the following: the use o f in-doubt response, computerized scoring and student profiling, 

items recorded by live professional musicians, length and breadth of the entire test 

battery, and the prominence placed upon musical imagery.83 Additionally, Gordon 

attempted to limit the effects of musical memory and music achievement upon his 

measure of music aptitude. Gordon composed the test items himself so that each item 

would be unfamiliar to the test subjects, and he used terms such as “like” and “different,” 

or “same” and “different,” rather than “higher,” “lower,” “louder,” or “softer.”

The construction and rationale for the Musical Aptitude Profile is presented at 

length in Gordon’s test manual.

83 At the time that the Musical Aptitude Profile was published in 1965, Gordon used the word 
“imagery” for what he now calls audiation (see Chapter 4 for a historical treatment o f  the term audiation). 
Imagery refers to seeing music for that which the ear hears and the mind assembles into tonality and meter.
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1. Students should not have to be familiar with technical or historical 
musical facts in order to take the tests. They must only have been 
exposed to the sound of music.

2. A high degree o f musical memory should not be necessary for 
satisfactory performance on the test. The use or repeated melodies and 
rhythms in test items reduces the amount of new musical material that 
students listen to during a given span of time.

3. All music in the test battery should be specially composed for the 
specific purposes of the tests.

4. The selections should be performed by professional musicians of 
established musical stature.

5. Students should enjoy listening to the tests. A variety o f types of 
music should comprise the tests.

6. The tests should be suitable for a wide range of ages and for a wide 
distribution o f music aptitude.

7. Test items should not be arranged from “easy” to “difficult.” Rather, 
item difficulty should constantly vary throughout the test to stimulate 
and maintain student interest.

8. The type of response should not be so complex as to introduce abilities 
extraneous to musical judgment.

9. A student should not be forced to respond in situations in which he/she 
is unprepared to make a choice; he/she should be allowed to make an 
“in doubt” response.84

Description of the Test

The Musical Aptitude Profile contains three dimensions: tonal, rhythm, and 

musical sensitivity. The dimensions are designed to be administered on three separate 

days, each requiring nearly fifty minutes to complete.

The tonal dimension consists o f two subtests: tonal imagery-melody and tonal 

imagery-harmony. In the tonal imagery-melody sub test the subject is asked to compare 

two short melodies, a musical statement and a musical answer played with extra notes, 

performed on a violin. The comparison requires a decision about whether the musical 

statement and the musical answer are like (L) one another, or different (D), once the extra

84 Gordon, Musical Aptitude Profile: Manual (1965), 6-7.
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notes from the musical answer are removed. In the tonal imagery-harmony subtest the 

subject is asked to compare two short selections, a musical statement and a musical 

answer, performed on violin and cello. The violin part in the musical statement and the 

musical answer is always the same. The cello part does change, however, and the subject 

is asked to indicate whether the musical statement and the musical answer are like (L) 

one another, or different (D), once the extra notes are removed from the musical answer. 

Gordon states that it is of no consequence whether the subject listens to the tonal 

imagery-harmony items in a contrapuntal or harmonic fashion.83 Both subtests in the 

tonal dimension contain forty items. If in doubt, the subject is encouraged to mark (?).

The rhythm dimension includes two subtests: rhythm imagery-tempo and rhythm 

imagery-meter. In the rhythm imagery-tempo subtest the subject is asked to compare the 

tempo of two short melodies, a musical statement and a musical answer, played on a 

violin. A decision is made about whether the ending of the musical answer was the same 

(S), or different (D), from the musical statement with regard to tempo. In the rhythm 

imagery-meter subtest the subject is asked to compare the meter of two short melodies, a 

musical statement and a musical answer, played on a violin. The subject is asked to 

indicate whether the meter of the musical statement is the same (S) as, or different (D) 

from the musical answer. Both subtests in the rhythm dimension contain forty items. If 

in doubt, the subject is encouraged to mark (?).

Three preference subtests: phrasing, balance, and style, comprise the musical 

sensitivity dimension. In the phrasing sub test the subject is asked to indicate which of 

two renditions (1 or 2) of a melody makes better musical sense in tenns of musical

85 Ibid., 9.
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expression. In the balance subtest, the subject is asked to indicate which of two endings 

to a short melody (1 or 2) is better in terms of melody and rhythm. In the style subtest, 

the subject is to indicate which of two melodies is performed at a better tempo (1 or 2). 

Violin and cello are used as the performing instruments in the phrasing subtest, whereas 

only the violin is used in the balance and style subtests. Each subtest contains thirty 

items. If in doubt, the subject is encouraged to mark (?) in each subtest.

As described in the test manual, the Musical Aptitude Profile has one major 

purpose: “to act as an objective aid in the evaluation of students’ basic musical aptitude 

so that the teacher can better provide for individual needs and abilities.”85 Gordon writes 

that Musical Aptitude Profile test scores may be used for the following additional 

purposes:

1. To encourage musically talented students to participate in music 
performance organizations;

2. To adapt music instruction to meet the individual needs and abilities of 
students;

3. To formulate educational plans in music;
4. To evaluate the musical aptitude o f groups o f students;
5. To provide parent with objective information.87

Development of the Test Battery

Gordon revised the original battery four times and conducted three ancillary

♦ RRstudies before the final version of the Musical Aptitude Profile was complete.

Preliminary research was conducted in order to obtain the best technical results in terms

86 Ibid., 2.

87 Ibid., 2-3.

88 For a detailed account o f each revision consult Gordon, Musical Aptitude Profile: Manual 
(Boston: Houghton Mifflin Company, 1965), 12-23; or Gordon, Musical Aptitude Profile: Manual 
(Chicago: GIA Publications, 1995), 22-34.
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of item content, item difficulty, subtest reliability, intercorrelation between subtests, and 

the optimum length of each subtest. Gordon’s research during the development of the 

Musical Aptitude Profile is considerable, including administering the complete test 

battery to well over 5,500 students in three states (Wisconsin, Iowa, and Ohio) during a 

three-year period (1959—1962).

Gordon’s study of the fourth revision, conducted in Sandusky, Ohio (fall of 

1962), is of particular interest. One component of the Sandusky study is an ancillary 

research study that was conducted with 700 of the 1000 students who took the Musical 

Aptitude Profile. Gordon obtained environmental and achievement data, which might 

causally affect test scores.89 Gordon then determined the relationship between Musical 

Aptitude Profile scores and measures of music achievement, participation in music, the 

ability to sing or play an instrument, and the number o f years o f special study in music. 

Gordon also estimated the relationship between Musical Aptitude Profile scores and 

several extra-musical variables, including grade level, age, intelligence, school 

achievement, religion, race, sex, socio-economic status, parental education, parental 

involvement in music, and student interest in various styles of music. The results of the 

Sandusky study seem to have provided the basis for several of the claims that Gordon has 

made throughout his career concerning the relationship between music aptitude and other 

potentially related factors.

89 For a description o f the Sandusky study, see Gordon, Musical Aptitude Profile: Manual (1965), 
19—22; and Gordon, Musical Aptitude Profile: Manual (1995), 30—33.
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1. Fifty-percent o f the students who score above the 80th percentile on a 
music aptitude test do not elect to participate in school music 
activities.90

2. The number o f years o f specialized music study is o f no consequence 
in scoring very high or very low on a test of music aptitude.91

3. The correlation between music aptitude and intelligence, and between 
music aptitude and school achievement, is positive but low.92

Standardization Procedures

The Musical Aptitude Profile was nationally standardized during the 1964—1965 

school year. A  sample (N=12,809) of students from twenty school systems in eighteen 

states was randomly selected by using the same procedure that was used in the Project 

Talent study.93 The sample consisted of students in grades four through twelve including 

musically unselected students (N=8061) and musically select students (N=4744). Data 

from the standardization sample was used to derive percentile norms and standard scores 

for each grade and reliability coefficients, standard errors of measurement, and 

intercorrelations among subtests; and to investigate the relationship between Musical 

Aptitude Profile test scores and musical status, performance media, and sex.94

90 Gordon, Musical Aptitude Profile: Manual (1965), 20; and Gordon, Musical Aptitude Profile: 
Manual { 1995), 30.

91 Gordon, Musical Aptitude Profile: Manual (1965), 21; and Gordon, Musical Aptitude Profile: 
Manual { 1995), 31.

92 Gordon, Musical Aptitude Profile: Manual (1965), 32; and Gordon, Musical Aptitude Profile: 
Manual (1995), 33.

93 J. Flanagan, et al., Project Talent Monograph Series (Pittsburgh: University o f Pittsburgh Press. 
1962). See Gordon, Musical Aptitude Profile, Manual (1965), 44—45 for a detailed description.

94 Gordon, Musical Aptitude Profile: Manual (1965), 44—57; and Gordon, Musical Aptitude 
Profile: Manual (1995), 66—79.
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Pre-Publication Publicity

The Musical Aptitude Profile received a fair amount o f publicity even before the 

test was published in 1965. Press attention seems to focus around Gordon’s visits to 

communities where he was administering the test during the revision stage, as well as 

coverage from the local newspaper in Iowa City.95 Gordon also received some press 

coverage from his hometown (Stamford, Connecticut) and neighboring community.96 

Three years before Gordon’s test was published, his measure received notice by the New 

York Times.91

Validity Studies of the Musical Aptitude Profile

The first validity estimate of the Musical Aptitude Profile was obtained from data 

collected during the Sandusky Study. Seven music teachers rated the musical talent of 

their musically select students using a scale of one through five: 1 (lowest: 10 percent), 2 

(below average: 15 percent), 3 (average: 50 percent), 4 (above average: 15 percent), and 

5 (highest: 10 percent). Teacher ratings were then correlated with each subject’s Musical 

Aptitude Profile subtest and composite scores. The range o f correlations between teacher 

ratings of student musical talent and Musical Aptitude Profile composite test scores was 

.64 to .97.98

95 See “S.U.I. Professor Develops New Musical Aptitude Test,” The Iowa Press Citizen, 8 August 
1962; “They Want to Know What Youngsters Like” The Sandusky Register, 27 October 1962; and “UI 
Professor Devises A Musical Yardstick,” The Iowa Press Citizen, 29 July 1965: 12.

96 See “Former Stamford Resident Creates Music Test Method,” The Stamford Advocate, 12 July
1961.

97 See “Aptitude or Apathy?” The New York Times, 12 August 1962, E 9.

98 Gordon, Musical Aptitude Profile: Manual (1965), 58-59.
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R. Leon Fosha, one of Gordon’s doctoral students at the University of Iowa, 

conducted a validity study of the Musical Aptitude Profile just prior to the test’s 

publication. Fosha sought to determine the concurrent validity o f the Musical Aptitude 

Profile by investigating the relationship of test scores with a criterion of music 

achievement. The Musical Aptitude Profile was administered to a sample (N=750) of
V

musically select students (band, orchestra, and choir) in grades four through twelve. 

Instruction time was given to working on a short musical etude, composed by Fosha. 

Each student was encouraged to practice the selection at home. After the instructional 

period was completed, each student’s performance of the musical etude was audio tape- 

recorded and then evaluated by three independent judges using three dimensional rating 

scales. Correlations between Musical Aptitude Profile scores and performance 

achievement evaluations ranged from .12 to .55." Fosha also investigated the influence 

of formal training on Musical Aptitude Profile scores by re-administering the test to the 

same group o f students after one semester of instruction. Mean score differences 

between the two test administrations were negligible.

Vemon Tarrell, a second doctoral student of Gordon’s at the University o f Iowa, 

conducted a validity study of the Musical Aptitude Profile prior to the test’s publication. 

Tarrell sought to determine the relationship between Musical Aptitude Profile test scores 

and qualitative measures of musical performance, as defined by a special criterion of

99 R. Leon Fosha, “A Study o f the Concurrent Validity o f the Musical Aptitude Profile” (Ph.D. 
diss., University o f  Iowa, 1964), 63.
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“success” in instrumental or vocal music.100 A sample (N=900) of students comprising 

three grade level categories were included in the study: 4—6, 7-9, and 10-12. Each 

category consisted o f 300 total subjects (100 brass and woodwind performers, 100 

vocalists, and 100 unselected students). Three independent judges evaluated individual 

musical performance o f a musical etude composed by Tarrell using the following 

characteristics: suitability of tone quality, intonation, meter, tempo, phrasing, rhythm, and 

style. The three judges’ assessments of each student’s etude performance, using the 

above criteria, were averaged and then correlated with Musical Aptitude Profile subtest 

and composite scores. The range of validity estimates between Musical Aptitude Profile 

subtest and composite test scores and the measure of musical performance for musically 

select students was . 12 to .43. Tarrell concluded that the ''‘’Musical Aptitude Profile will 

materially assist teachers in the identification of students enrolled in grades 4—12 who 

might profit most from special music instruction.”101

In the test manual, Gordon reported evidence about the relationship between 

Musical Aptitude Profile test scores, intelligence, and measures of school achievement.

In Gordon’s study, a sample (N=862) of students in grades 4—12 was administered the 

Musical Aptitude Profile, the Lorge-Thomdike Intelligence Tests (verbal and nonverbal), 

and either the Iowa Tests o f Basic Skills or the Iowa Tests o f Educational Development. 

Gordon reported that the relationship between intelligence and Musical Aptitude Profile

100 See Appendix A; and Vemon V. Tarrell, “An Investigation o f the Validity o f  the Musical 
Aptitude Profile,” Journal o f  Research in Music Education 13 (winter 1965): 195-206.

101 Ibid., 203.
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raw scores is “positive and only moderately high, as was to be expected.”102 Correlations 

between the Musical Aptitude Profile subtest scores and the intelligence measure in 

question ranged from .17 to .40. The correlation between the school achievement 

measures and Musical Aptitude Profile subtest scores is somewhat, but not substantially, 

higher, ranging from .12 to .58. Gordon concluded that “a major portion of the variance 

in Musical Aptitude Profile scores is independent of intelligence and school 

achievement.” 103

The most extensive validity study of the Musical Aptitude Profile was conducted 

over a three-year period from 1963-66.104 All enrolled students in selected fourth- and 

fifth-grade elementary classrooms in Davenport, Cedar Falls, and Iowa City, Iowa; and 

Racine, Wisconsin, were given a minimum of one group instrumental lesson each week. 

Some students in the study additionally participated in musical activities apart from this 

group instruction, depending upon their musical interests (e.g. piano lessons or private 

instrumental lessons). At the beginning of the study, all subjects were unselected in 

terms of interest in music, and heterogeneous with respect to prior music achievement in 

instrumental and general music. Each student in the study was provided with an 

instrument donated by the National Association of Band Instrument Manufacturers.

In September of 1963 each subject was administered the entire battery of the 

Musical Aptitude Profile. During the first year of the study (1963-64), the sample

102 Gordon, Musical Aptitude Profile: Manual (1965), 65.

103 Ibid.

104 Edwin Gordon, A Three-Year Longitudinal Predictive Validity Study o f  the Musical Aptitude 
Profile, Studies in the Psychology o f  Music Vol. V (Iowa City, IA: University o f  Iowa Press, 1967).
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(N=241) consisted of subjects from eight separate classrooms from five different schools 

in the four cities. The instrumental instructors from each o f the four cities determined the 

class content and instructional materials without knowledge of the Musical Aptitude 

Profile test scores for the students under their care. At the end of the first year of 

instruction, musical progress was rated with the following criteria:

1. Melodic, rhythmic, and expressive aspects o f a musical etude prepared 
in class with the assistance of the instructor;

2. Melodic, rhythmic, and expressive aspects of a musical etude prepared 
in advance without the assistance of the instructor;

3. Melodic, rhythmic, and expressive aspects of a musical etude that was 
sight read;

4. Instructor rating o f each student’s musical progress as compared with 
that o f other students in their respective group;

5. Performance on an objective musical achievement test designed to 
assess ability to identify music notation associated with melodic, 
rhythmic, and harmonic passages heard on a tape-recording; and to 
assess knowledge o f musical terms and signs.

Etudes were audio tape-recorded twice over two adjacent weeks to permit an estimate of

performance. Gordon and a faculty colleague at the University of Iowa School of Music

judged each student’s musical etude performances. The objective music achievement

measures (criterion 5 above) were revised as needed during the three-year study and later

expanded to become the Iowa Tests o f Music Literacy.105

During the second year of the study, a sample (N=213) of students remained, and 

in the third year a smaller sample (N=193) of students remained. The results of the first 

year of the study are reported in the manual of the Musical Aptitude Profile}06 Upon the

103 Edwin Gordon, Iowa Tests o f  Music Literacy (Iowa City, IA: The Bureau o f Educational
Research and Service, 1970); and Edwin Gordon, Iowa Tests o f  Music Literacy, revised ed. (Chicago: GLA.
Publications, 1991).

106 See Gordon, Musical Aptitude Profile: Manual (1965), 68—73.
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completion o f the study, Gordon concluded that “55 percent of the variance of these

success scores in school instrumental music, following a three-year instructional period,

can be accounted for by aptitude as measured by the Music Aptitude Profile prior to the

beginning of instruction.”107 Furthermore, Gordon writes this statement:

It is interesting to speculate on the possible effect upon Musical Aptitude 
Profile predictive validity if  the teachers could have known their students’ 
initial aptitude scores, thus, making it possible for them to adapt 
instructional procedures (teaching toward individual differences) more 
effectively from the very outset o f the study.108

Various Studies o f the Musical Aptitude Profile

The Musical Aptitude Profile has received a great deal o f attention since its

inception. Many music educators have used the test; because of this, it has been subject

to, or included in, numerous research studies.109 In addition, there are some in the

profession, including Gordon’s former students, who consider it to be Gordon’s most

outstanding achievement.110 A few of the various studies o f the Musical Aptitude Profile

written by both his student’s and by Gordon warrant mention at this time.

Shortly after the Musical Aptitude Profile was published, Gordon wrote two

articles aimed at introducing the measure to the profession.111 In addition, Gordon

107 Gordon, A Three-year Longitudinal Predictive Validity Study o f  the Musical Aptitude Profile,
34.

108 Ibid.

109 See Schleuter, “Research Studies Relevant to the Musical Aptitude Profile: A Bibliography.”

110 Schleuter to Gerhardstein, 24 August 1999.

111 See Edwin Gordon, “The Musical Aptitude Profile: A New and Unique Musical Aptitude Test 
Battery,” The Bulletin o f  the Council fo r  Research in Music Education 6 (1965): 12—16; and Edwin 
Gordon, “The Musical Aptitude Profile,” Music Educators Journal 53 (February 1967): 52-54.
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conducted several studies of the Musical Aptitude Profile with different populations, 

including culturally disadvantaged students,112 college and university freshman music 

students,113 and exceptional children.114 Gordon also conducted studies designed to 

determine the relationship between the Musical Aptitude Profile and the Seashore 

Measures o f  Musical Talents,115 and the power of using general measures of intelligence 

in combination with Musical Aptitude Profile test scores in the prediction of music 

achievement.116 Gordon has also explored the technical and practical aspects of the 

Musical Aptitude Profile.111

112 Edwin Gordon, “A Comparison of the Performance o f Culturally Disadvantaged Students with 
that o f Culturally Heterogeneous Students on the Musical Aptitude Profile,” Psychology in the Schools 15 
(1967): 260-262.

113 Edwin Gordon, “Implications for the Use o f the Musical Aptitude Profile with College and 
University Freshman Music Students,” Journal o f  Research in Music Education 15 (spring 1967): 32-40. A 
related study was conducted by Robert Lee, one o f Gordon’s doctoral students at the University o f Iowa 
(see Appendix A).

114 Edwin Gordon, “The Use o f  the Musical Aptitude Profile with Exceptional Children,” Journal 
o f  Music Therapy 5 (June 1968): 37—40.

115 Edwin Gordon, “Intercorrelations among Musical Aptitude Profile and Seashore Measures of 
Musical Talents Subtests,” Journal o f  Research in Music Education 17 (fall 1969): 263—271.

116 Edwin Gordon, “A Study o f the Efficacy of General Intelligence and Musical Aptitude Tests in 
Predicting Achievement in Music,” Bulletin o f  the Council fo r  Research in Music Education 13 (spring 
1968): 40-45. A related study was conducted by William T. Young(1968), one o f  Gordon’s doctoral 
students at the University o f Iowa (see Appendix A).

117 See Edwin Gordon, “The Contribution o f Each Musical Aptitude Profile Subtest to the Overall 
Validity o f  the Battery: A Note from the Author,” Bulletin o f  the Council fo r  Research in Music Education 
12 (winter 1968): 32-36; Edwin Gordon, “The Musical Aptitude Profile: It’s Implications for Music 
Education: Part I,” The Wisconsin School Musician (December 1969): 40—42; and Edwin Gordon, “The 
Musical Aptitude Profile: It’s Implications for Music Education: Part II,” The Wisconsin School Musician 
(February 1970): 28-30.
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Charles Harrington, one of Gordon’s doctoral students at the University of Iowa, 

developed a primary version of the Musical Aptitude Profile.118 Harrington reduced the 

standard version of the Musical Aptitude Profile from seven subtests to three including 

the following: melody, tempo, and phrasing. In the primary version the standard 

directions were simplified, an increased amount o f time was allowed for the children to 

respond, and the answer sheet was adapted to include colors (yellow, red, and blue) in 

reference to each of the three subtests. The musical content of the items in the primary 

version is identical to the regular version.119

The primaiy version was administered to a sample (N=1735) of public school 

students in second and third grade in twelve cities throughout the Mid-west in an effort to 

establish test norms. Students from two of the twelve cities participated in a validity 

study of the primary version of the Musical Aptitude Profile. Validity of the primary 

version was estimated by determining the relationship between test scores and subjective 

ratings of musical ability, scholastic ability, and musical performance.

Harrington reported split-halves reliability coefficients for the second- and third- 

grade composite scores on the primary version of .88 and .87, respectively. He 

concluded that the primary version of the Musical Aptitude Profile demonstrated 

satisfactory reliability and that test results appeared to be “more generally related to 

musical ability and musical performance than to scholastic ability.”120 As an estimate of

118 See Appendix A; and Charles J. Harrington, “An Investigation o f the Primary Level Musical 
Aptitude profile for Use with Second and Third Grade Children,” Journal o f  Research in Music Education 
17 (winter 1969): 359-368.

119 Harrington, 360.

120 Ibid., 368.
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the test’s validity, Harrington reported that “it appears that the primary version of the 

Musical Aptitude Profile may be used as an objective aid in identifying musically 

talented students.”121

James Froseth investigated the use of Musical Aptitude Profile scores in 

connection with beginning instrumental instruction.122 The primary purpose of Froseth’s 

study was to determine whether beginning instrumental music students, who are 

instructed by teachers who take into consideration Musical Aptitude Profde subtest 

scores, demonstrate higher levels of musical achievement than students who are 

instructed by teachers having no such knowledge of test results. Only teachers of the 

experimental groups received Musical Aptitude Profile scores for their students.

Teachers of both the experimental and the control groups received practical instructional 

materials and teaching suggestions developed by Froseth.123

Froseth’s sample included a sample (N=190) of fifth- and sixth-grade beginning 

instrumental music students in eight public schools in Kenosha, Wisconsin. Prior to the 

instructional period, each student was given the entire battery of the Musical Aptitude 

Profile. Froseth then divided the entire group into four categories (high, above average, 

below average, and low), based on Musical Aptitude Profile composite test scores.

121 Ibid.

122 See Appendix A; and James O. Froseth, “Using MAP Scores in the Instruction of Beginning 
Students in Instrumental Music,” Journal o f  Research in Music Education 19 (winter 1971): 98-105. 
Froseth’s study contains the first year results o f a two-year longitudinal study conducted by Gordon. For a 
detailed account o f  the second year results, see Edwin Gordon, “Talcing into Account Musical Aptitude 
Differences among Beginning Instrumental Students,” American Educational Research Journal 7 (January 
1970): 41-53.

123 Froseth, 98-99.
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Experimental and control groups were formed, with careful consideration given to 

equating each group according to music aptitude, sex, grade level, and instrumentation. 

Prior to the instructional period, teachers of the experimental group were given the 

Musical Aptitude Profile subtest and composite test scores for the children under their 

care; teachers in the control group were not.

For a period o f one year all students in the study received one 30-minute like- 

instrument class each week. Teachers o f both the experimental and the control groups 

used the same instrumental method book in addition to Froseth’s supplemental materials 

(teaching suggestions, supplementary exercises, flash cards, and work sheets). At the end 

of the instructional period, the music achievement of all students in the study was 

evaluated through the performance of three musical etudes composed by Froseth.

Substantial mean score differences were found between the experimental and the 

control groups on all three etudes, especially between the high and low music aptitude 

groups. Froseth concluded that “Musical Aptitude Profile subtest, total test, and 

composite test scores can serve as practical, objective, diagnostic tools for adapting 

instruction to meet the individual musical needs and abilities o f elementary instrumental 

students.124

Stanley Schleuter developed an experimental version of the Musical Aptitude 

Profile for use with college and university students.125 While the Musical Aptitude 

Profile had been used with college-age students in unedited form, Schleuter shortened the

124 Ibid., 105.

125 Stanley L. Schleuter, “The Development o f a College Version o f  the Musical Aptitude Profile.” 
Psychology o f  Music 6 (1978): 39—42.
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battery to consist o f three tests total (tonal imagery, rhythm imagery, and musical 

sensitivity) with no subtests. The tonal imagery test contained forty items, the rhythm 

imagery test twenty-four, and the musical sensitivity test fifty-four. No items from the 

original battery that had an item difficulty level of .80 or greater were included in the 

experimental version. The pace or time between test items was diminished to increase 

the difficulty o f the measure.

The experimental college version o f the Musical Aptitude Profile was investigated 

with a sample (N=377) of music majors entering five different schools during the fall of 

1976. Of the three tests, the musical sensitivity test functioned the most satisfactorily, 

probably because that test had more items than the other two tests.126 As a result of his 

investigation, Schleuter concluded that an adapted version of the Musical Aptitude Profile 

for college-age music students is feasible and that such a test could yield needed 

diagnostic information.127 Based on this initial study, the college version of the Musical 

Aptitude Profile was revised and was subsequently used in two validity studies with 

music and non-music majors.128

126 The increased number o f items in the musical sensitivity subtest led to a higher reliability 
estimate in comparison to the tonal and rhythm subtests. This phenomenon is expected given sufficient 
variability o f item difficulty levels in any given subtest or measure.

127 Ibid., 41.

128 See Stanley L. Schleuter and Lois J. Schleuter, “A Predictive Study o f  an Experimental College 
Version of the Musical Aptitude Profile with Music Achievement o f Non-Music Majors,” Contributions to 
Music Education 6 (1978): 2—8; and Stanley L. Schleuter, “A Predictive Study o f an Experimental College 
Version o f the Musical Aptitude Profile with Certain Music Achievement o f College Music Majors,” 
Psychology o f  Music 11 (1983): 32—36.
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Praise and Criticism of the Musical Aptitude Profile

In his review of the Musical Aptitude Profile, John McLeish noted that the test is 

excellent not only in construction and validation, but in musicality. In his opinion, the 

Musical Aptitude Profile is “without a doubt the best test o f its kind on the market.”129 

The Musical Aptitude Profile has also been praised for the thoroughness and care that 

went into its preparation.130 Walters commented that studies conducted by Gordon and 

others of the Musical Aptitude Profile “showed the battery to possess the highest 

standards for reliability and validity ever obtained by the author of a music aptitude 

test.”131

While it is generally highly praised, the Musical Aptitude Profile has also been 

subject to criticism. W. Ann Stokes questioned the limited cognitive processes required 

in the Musical Aptitude Profile, noting that Gordon’s measure requires only three such 

processes: discrimination, comparison of musical stimuli, and making music-related 

judgments. Stokes suggests that a “wider representation of cognitive processes should 

have been investigated in the Musical Aptitude Profile.”132

Richard Colwell and Frank Abrahams questioned the validation procedures of the 

Musical Aptitude Profile especially those used in the Three-year Longitudinal Predictive

129 McLeish, 250.

130 See Lehman, 53-54; David J. Boyle and Rudolph E. Radocy, Measurement and Evaluation o f  
Musical Experiences (New York: Schirmer Books, 1987), 149—150; and Robert A Cutietta, “Edwin 
Gordon’s Impact on the Field o f Music Aptitude,” The Quarterly Journal o f  Music Teaching and Learning 
2 (spring-summer 1991): 75.

131 Walters, “Edwin Gordon’s Music Aptitude Work,” 66.

132 Stokes, 103.
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Validity Study o f  the Musical Aptitude Profile. For example, the classrooms were not 

randomly selected within the five cities included in the three-year validity study, and 

students were allowed to study privately and to participate in elective music activities. 

Colwell and Abrahams also question the low correlation between teacher ratings o f music 

achievement and Musical Aptitude Profile test scores, increased split-half reliability due 

to the heterogeneous sample (musically select and non-select students), increased 

reliability due to wide differences in student motivation (a confounding factor), and 

increased reliability due to the length of the test.133 Colwell and Abrahams question 

Gordon’s contention that “knowing a student’s aptitude score is a critical element in 

structuring instruction.”134

Gordon’s response to many of the criticisms raised by Colwell and Abrahams,lj5 

as well as Colwell’s reply,136 are important reading in regard to the criticism and/or 

defense o f Gordon’s contributions, particularly in relation to the Musical Aptitude 

Profile.

Primary Measures o f Music Audiation

Published by GIA in 1979, the Primary Measures o f Music Audiation is 

constructed quite differently than the Musical Aptitude Profile. The basis for the Primary 

Measures o f Music Audiation can be found in Gordon’s tonal and rhythm pattern studies

lj3 Colwell and Abrahams, 21—23.

134 Ibid., 22.

135 Edwin Gordon, “A Response to Volume II, Numbers 1 & 2 o f The Quarterly,” The Quarterly 
Journal o f  Music Teaching and Learning 2 (winter 1991): 62—72.

136 Richard Colwell, “Whither Go We?” The Quarterly Journal o f  Music Teaching and Learning 2
(winter 1991): 73—75.
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(1974, 1976, and 1978) and early developments in music learning theory. The need for a 

measure to be used with young children (K-3) and Gordon’s lack of trust in the primary 

versions of the Musical Aptitude Profile were also contributing motivational factors. 

While adapted versions o f the Musical Aptitude Profile appeared to be fairly reliable 

when used with primary children, the test is generally too long, the items move too 

quickly, and the traditional answer sheet does not function effectively for this 

population.137 Also a motivating factor concerning the Primary Measures o f  Music 

Audiation is Gordon’s conviction that music aptitude is manifested quite differently in 

primary age children compared to children age nine and older; hence the need for a 

different music aptitude test.

Developmental and Stabilized Music Aptitudes

Beginning with the publication of the Primary Measures o f Music Audiation 

(1979), Gordon declared that there are two distinct types of music aptitude: 

developmental and stabilized. His premise is based on the historical traditions of music 

aptitude testing with respect to primary age children, research in child development, 

specific characteristics of the Musical Aptitude Profile when administered to primary age 

children, and the premise that music aptitude is a product of both innate potential and 

environmental influences.

Although Gordon did not specifically use either of the terms developmental or 

stabilized music aptitude in the manual of the Musical Aptitude Profile (1965), he and 

others had demonstrated that the Musical Aptitude Profile was a reliable and stable

137 Schleuter, Stanley L., Miami, FL, to Ronald C. Gerhardstein, Delaware, OH, 30 November 
2000, original in possession o f the author.
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measure (relatively unaffected by training and practice) with children in grades four 

through twelve.138 At the time that the Musical Aptitude Profile was published, Gordon 

clearly believed that music aptitude is potentially in a state o f flux in young children; this 

is based on his statement that one’s level of music aptitude is “a product of nature and 

nurture.” 139 Questions seemed to remain, however, about the specific impact of certain 

environmental factors and the appropriate means by which to reliably measure music 

aptitude in young children.

It is evident that Gordon’s notion of developmental and stabilized music aptitude 

was formulated during the years between the publication o f the Musical Aptitude Profile 

and the Primary Measure o f Music Audiation (1965—1979). In The Psychology o f  Music 

Teaching (1971), Gordon mentioned evidence reported in child development literature on 

the impact of the environment regarding academic achievement, and he cited evidence 

suggesting that the case is similar with respect to music aptitude.140 In addition, he wrote 

that “if  an individual, regardless of his high level of music aptitude, was not exposed to 

music, his potential would probably not become adequately developed.”141

In Learning Theory, Patterns, and Music (1975), Gordon asserted his conviction 

that no valid standardized music aptitude test existed for use with children (preK-3) and

138 Gordon, Musical Aptitude Profile: Manual (1965), 61-62. This brief report is taken from R. 
Leon Fosha’s dissertation (see Appendix A). In addition, Gordon found similar scores between students of 
differing cultural and economic backgrounds on the Musical Aptitude Profile. See Edwin Gordon, “A 
Comparison o f  the Performance o f Culturally Disadvantaged Students with that o f  Culturally 
Heterogeneous Students on the Musical Aptitude Profile,” Psychology in the Schools 15 (1968): 260-268.

139 Gordon, Musical Aptitude Profile: Manual (1965), 1.

140 Gordon, The Psychology o f  Music Teaching, 5.

141 Ibid.
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that the music aptitude of children in this population “fluctuates;” however, after the third

grade one can determine the “degree to which their music aptitudes have stabilized.”142

Beginning with the Primary Measures o f  Music Audiation (1979), Gordon refers

to music aptitude as developmental (sensitive to environmental factors) from birth to age

nine, and stabilized (relatively unaffected by training and practice) from that point on.143

Moreover, Gordon believes that one’s music aptitude is at its highest level at birth, and

that it decreases (based on environmental influences) from that point to the age of nine, at

which time it becomes stabilized.144

Gordon’s concept of developmental and stabilized music aptitude is closely

related to the work of Benjamin Bloom. According to Bloom, stable human

characteristics are nonreversible (e.g. height), while other characteristics are, to some

extent, reversible (e.g. general intelligence). Bloom explains as follows:

We suspect that learning of school subjects and the development of 
general intelligence are, to some extent, reversible. That is, the individual 
may have less of this characteristic at a later age than he did previously. 
However, much of the empirical evidence to be presented suggests that 
these characteristics are not readily reversed.145

The environment, according to Bloom, has a diminishing impact on children as 

they mature. The environment has greater impact on the development of general 

intelligence from birth to age four than from ages four through adulthood. Bloom writes

142 Gordon, Learning Theory, Patterns, and Music, 114—15.

143 Gordon, Primary Measures o f  Music Audiation and the Intermediate Measures o f  Music 
Audiation: Manual, 3—5.

144 Gordon, The Nature, Description, Measurement, and Evaluation o f Music Aptitudes, 8-9.

145 Benjamin S. Bloom, Stability and Change in Human Characteristics (New York: John Wiley 
and Sons, 1964), 3.
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that “deprivation in the first four years of life can have far greater consequences than 

deprivation in the ten years from age 8 through age 17.”146 In terms o f academic 

achievement, Bloom considers the first three grades (first, second, and third) to be the 

most crucial for the development of general learning patterns. Bloom writes that he is 

inclined to believe that this period is the “most important growing period for academic 

achievement and that all subsequent learning in the school is affected and in large part 

determined by what the child has learned by the age of 9 or by the end o f grade 3.”147

Gordon conducted four studies of developmental music aptitude that warrant 

mention at this time. Results of the first three studies led Gordon to believe that musical 

training and/or general environmental factors highly influenced Primary Measures o f  

Music Audiation scores in comparison to those obtained from the standardization sample, 

thus corroborating his theory of developmental music aptitude.148 Gordon’s most 

important study of developmental music aptitude is a factor analysis study, in which he 

concludes that young children do not audiate music in the same manner as adults.149 

Using factor analysis statistical techniques, Gordon found two principal underlying 

factors: same and different. He concluded that five-year-old children are very conscious

146 Ibid., 71-72.

147 Ibid., 110.

143 See Edwin Gordon, “Developmental Music Aptitude as Measured by the Primary Measures o f 
Music Audiation,” Psychology o f  Music 1 (1979): 42-49; Edwin Gordon, “Developmental Music Aptitudes 
Among inner-city Primary Children,” Bulletin o f  the Council fo r Research in Music Education 63 (summer 
1980): 25—30; and Edwin Gordon, “The Assessment o f Music Aptitudes o f  Very Young Children,” Gifted 
Child Quarterly 24 (summer 1980): 107—111.

149 Edwin Gordon, The Manifestation o f  Developmental Music Aptitude in the Audiation o f  
"Same” and "Different" as Sound in Music, GIA Monograph Series (Chicago: GIA Publications, 1981), 
44.
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of sameness and difference, but children become increasing less concerned with these 

concepts as they mature.150 Similar to Bloom’s findings in academic achievement, 

Gordon found that developmental music aptitude fluctuates less and less as children 

become older, stabilizing at approximately the age of nine.151

In a study that was designed to investigate the short-term results o f music 

instruction on Primary Measures o f Music Audiation test scores, John Flohr obtained 

results that corroborate Gordon’s notion of developmental music aptitude. Subjects in 

the sample (N=29) of five-year-old children were randomly assigned to two experimental 

groups and one control group for an instructional period of twelve weeks. Primary 

Measures o f  Music Audiation test scores significantly increased between pre-instructional 

and post-instructional administrations for the two experimental groups. Based on the 

findings of his study, Flohr concluded that “young children’s music aptitude as measured 

by the Primary Measures o f  Music Audiation is influenced by instruction.”152

In a factor analysis investigation, Beth Bolton sought to determine whether the 

option responses same and different function in a similar manner on the Primary’ 

Measures ofMusic Audiation and the Intermediate Measures o f  Music Audiation.153 In 

Bolton’s study a sample (N~312) of students was administered the complete batteries of

150 Ibid., 43.

151 Ibid., 38.

152 John W. Flohr “Short-term Music Instruction and Young Children’s Developmental Music 
Aptitude,” Journal o f  Research in Music Education 29 (fall 1981): 223.

153 Beth M. Bolton, “An Investigation of “Same” and “Different” as Manifested in the 
Developmental and Stabilized Music Aptitude of Students in Kindergarten Through Third Grade” (Ph.D. 
diss., Temple University, 1995).
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both tests. The design was counterbalanced by randomly assigning the 15 intact 

classrooms to either group A, who first took the Primary Measures o f  Music Audiation 

followed by the Intermediate Measures o f Music Audiation, or group B, who took the 

tests in the reverse order. The factor analysis of the item analysis data o f both tests 

revealed few “same” or “different” factors; however, several “mixed” factors were 

discovered. Bolton concluded that the “distinction between sameness and difference 

becomes less and less extreme as children get older.”154

While there seems to be general agreement that music aptitude is at least in part 

developmental in relation to very young children, questions remain as to when music 

aptitude becomes stabilized. This question could potentially have far-reaching 

implications; hence, further study is necessary. Investigations by three o f Gordon’s 

former students (Harrington, DeYarman, and Schleuter) lend evidence in support of 

stabilized music aptitude; the results, however, suggest that music aptitude may, in fact, 

stabilize earlier than age nine.

The first of these investigations is focused on the importance and validity of 

Harrington’s primary version of the Musical Aptitude Profile. As it was previously 

reported, Harrington obtained split-halves reliability coefficients on the composite score 

of his primary version of the Musical Aptitude Profile of .88 and .87 using a sample 

(N=1735) of second- and third-grade students, respectively. While Harrington found that

154 Ibid., 110.
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these estimates were “satisfactory” in comparison to the fourth-grade students in the 

standardization program, Gordon did not.155

Robert DeYarman revised Harrington’s primary version of the Musical Aptitude 

Profile to be used with kindergarten and first-grade children as part of his doctoral 

dissertation.156 DeYarman believed that Harrington’s primary version, originally 

intended for second- and third-grade children, was too difficult; therefore, he developed 

new answer sheets and revised Harrington’s recorded test directions.157 DeYarman 

obtained split-halves reliability coefficients o f .89 and .90 on the composite test scores 

using a sample (N=148) and (N=123) o f kindergarten and first-grade students, 

respectively.158 He reported that these reliability estimates are only “negligibly” lower 

than the regular Musical Aptitude Profile composite score reliability coefficients of .90, 

.91, and .92 reported by Gordon in the test manual for fourth-, fifth-, and sixth-grade 

students, respectively.159

155 See Harrington, 368; and Edwin Gordon, Learning Sequence and Patterns in Music, revised ed. 
(Chicago: GIA Publications, 1976 and 1977), 130.

156 Robert M. DeYarman, “An Experimental Analysis of the Development o f  Rhythmic and Tonal 
Capabilities o f  Kindergarten and First Grade Children” (Ph.D. diss., University o f Iowa, 1971). The study 
is reprinted in the Experimental Research in the Psychology o f  Music, Vol. 8 (Iowa City: University of 
Iowa Press, 1972), 1—44.

157 DeYarman revised the test directions to include a verbal explanation before the recorded 
directions for taking the tests were given. To assist kindergarten and first-grade children in finding and 
easily marking their answer sheets, DeYarman substituted pictures for item numerals; and he enlarged 
ovals, letters, numerals, and question marks.

158 DeYarman, “An Experimental Analysis o f  the Development o f Rhythmic and Tonal 
Capabilities o f  Kindergarten and First Grade Children,” 15.

159 Ibid.
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In a second study, specifically designed to investigate the stability of music 

aptitude in primary children, DeYarman collected Musical Aptitude Profile scores from a 

sample (N= 2,980) of fourth-grade students enrolled in the Iowa City Community School 

District over a four-year period (1968—1972). Each group received differing, and 

increasingly more meaningful, music instruction from year to year as they progressed 

through the primary grades (K-3). DeYarman investigated the impact o f differing types 

of instruction upon Musical Aptitude Profile test scores, taken at the beginning of the 

fourth-grade, for each group. In the 1968-69 school year (N=780) fourth-grade students 

were administered the complete battery of the Musical Aptitude Profile. In the 1969-70, 

1970-71, and 1971—72 school years, (N=800), (N=800), and (N=600) children, 

respectively, were administered the complete battery of the Musical Aptitude Profile,160 

DeYarman then compared Musical Aptitude Profile sub test and composite test 

means and standard deviations among the four groups. For comparative purposes, each 

of the four groups was further separated into five aptitude levels according to percentile 

rank: first to ninth, tenth to twenty-fourth, twenty-fifth to seventy-fourth, seventy-fifth to 

eighty-ninth, and ninetieth to ninety-ninth. DeYarman found that, although nearly all 

mean score differences were statistically significant at the .05 level of confidence, they 

were nonetheless slight.161

160 DeYarman, “An Investigation o f  the Stability o f Musical Aptitude Among Primary-Age 
Children,” Experimental Research in the Psychology o f  Music 10 (Iowa City: University o f Iowa Press, 
1975), 1-7.

161 Ibid., 9.
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Despite differing musical instruction throughout the study, the relative stability of 

scores over the four years led DeYarman to question Gordon’s conclusion that music 

aptitude fluctuates among children (K-3) due to quality of instruction. Based on the 

results of this study, in connection with his dissertation research, DeYarman argues that 

music aptitude likely stabilizes by at least age six (first grade), and he seriously questions 

the “published indirect conclusions that music aptitude fluctuates (is unstable) among 

children in the primary grades (K—3).”162 In a two-year continuation o f this investigation, 

Schleuter and DeYarman reported similar results.163

While these findings seem to call into question Gordon’s hypothesis that music 

aptitude stabilizes by age nine, the results are not entirely damning. First, one must 

consider aptitude scores within the same group over of a succession o f years in order to 

determine whether or not the effects of learning are realized in a test o f music aptitude. 

Second, item difficulty and item discrimination should be reported, as it is possible that 

the Musical Aptitude Profile does not function as well as it should with primary age 

children (e.g. the items may be too difficult). Finally, mean scores should be considered 

in comparison to chance scores on each subtest in order to determine whether or not the 

test is too difficult for primary age children. Robert Cutietta suggested that this may be 

Gordon’s most important contribution, if the theorized time frames of developmental and 

stabilized music aptitudes turn out to be true.164

162 Ibid., 22.

163 See Stanley L. Schleuter and Robert M. DeYarman, “Musical Aptitude Stability among 
Primary School Children,” Bulletin o f  the Council fo r  Research in Music Education 51 (1977): 14-22.

164 Robert A Cutietta, “Edwin Gordon’s Impact on the Field o f Music Aptitude,” The Quarterly 
Journal o f Music Teaching and Learning 2 (spring-summer, 1991): 74.
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Development of the Test Battery

The content of the Primary Measures o f  Music Audiation consists of tonal and 

rhythm patterns taken from Gordon’s three pattern studies (1974, 1976, and 1978). A 

primary purpose o f the pattern studies was to determine the difficulty level of audiated 

tonal and rhythm patterns. Only patterns of easy audiation difficulty are included in the 

Primary Measures o f  Music Audiation.

The development of the Primary Measures o f  Music Audiation also coincides 

with Gordon’s earliest music learning theory texts, which place prominence upon tonal 

and rhythm patterns.165 As stated previously, Gordon believes that tonal and rhythm 

patterns, rather than single pitches or durations, are the most basic units of meaning in 

music. It is not surprising, then, that Gordon developed a music aptitude test for primary 

age children using tonal and rhythm patterns. Inherent in the design of the Primary 

Measures o f  Music Audiation is Gordon’s premise that the ability to'discriminate tonal 

and rhythm patterns as being the same or different is a function of one’s music aptitude.

A study of the original test battery was conducted in DePew, New York, with a 

sample (N=182) of first-grade and (N=236) second-grade children. The purpose of the 

study was to determine the difficulty and discrimination level of each test item in the 

original battery and to determine split-halves reliability coefficients for each subtest and 

the composite test. After discussions with the local music teachers who administered the 

original test battery, Gordon made minor changes in the test directions. Four poorly 

discriminating items in the rhythm subtest were revised, but the tonal subtest was not

165 See Chapter 5.
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changed. The answer sheet was found to be satisfactory for use with first- and second- 

grade students.166

The revised test battery was subsequently administered in Kenmore, New York, 

to a sample (N=276) of children in kindergarten through third grade. Gordon found that 

the revised test was the most reliable with kindergarten children, that intercorrelations 

between subtests were sufficiently low, and that the item analysis statistics were 

satisfactory.167 A second revision was not made.

Description of the Test

Gordon believes that there are three purposes of the Primary Measures o f  Music 

Audiation:

1. To periodically evaluate the comparative tonal and rhythm aptitudes of 
the young child.

2. To identify young children who can profit from additional group study 
and special private instruction in and out of school.

3. To evaluate the tonal and rhythm aptitudes of the young child as
compared with those of other children of similar age in order to
provide formal and informal instruction to meet the needs of the child

1at any developmental stage.

The Primary Measures o f  Music Audiation contains two forty-item subtests: tonal 

and rhythm. Both subtests are non-preference tests, as Gordon found that these were the 

only reliable measures that he was able to obtain with primary children. His attempts to 

develop preference measures with primary children, similar to those found in the Musical

166 Gordon, Primary Measures o f  Music Audiation and Intermediate Measures o f  Music 
Audiation: Manual, 22—23.

167 Ibid., 24-25.

168 Ibid., 1-2.
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Aptitude Profile, were unsatisfactory. The original test is recorded on two audiocassette 

tapes, each taking approximately twenty minutes to administer.169 In the tonal subtest, 

the subject is asked to indicate whether two tonal patterns heard in succession are the 

same or different. Tonal patterns are two to five pitches in length, comprising tonic, sub

dominant, dominant, and diatonic (stepwise) patterns in major and minor tonalities. Both 

patterns in each item pair have the same number of pitches. Tonal patterns are void of 

rhythm. In the rhythm subtest the subject is asked to indicate whether two rhythm 

patterns heard in succession are the same or different. Rhythm patterns are performed on 

a single pitch, comprising all meters in Gordon’s taxonomy: duple, triple, mixed, and 

unusual meters. Both patterns in each item pair have the same number of durations. 

Patterns in both subtests are those that Gordon identified as being “easy” to audiate in 

previous investigations.170

The answer sheet for the Primary Measures o f Music Audiation is unique. Each 

separate item is designated with a picture icon (e.g. tree, boat, car, lamp, or house), rather 

than numbers. Under each icon is a standardized pair of rectangles each containing two 

faces. The faces in the top rectangle are identical; the faces in the bottom rectangle are 

different. The subject indicates an answer of same, by circling two faces that are the 

same (both are smiling). The subject indicates an answer o f different, by circling two 

faces that are different (one is smiling, the other is frowning). Reducing the amount of

169 Currently, the entire test is available on compact disk recording.

170 Gordon, Primary Measures o f  Music Audiation and Intermediate Measures o f  Music 
Audiation: Manual, 10. For further information on what constitutes a tonal or a rhythm pattern as being 
easy, moderate, or difficult to audiate, the reader should consult Gordon’s three pattern studies (See 
Chapter 2).
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literary skills required to mark the answer sheet enhances the chance of success on this 

measure. Other attempts at adapting answer sheets for use with primary age children 

were conducted by Harrington and DeYarman.171 

Standardization Procedures

The Primary Measures o f  Music Audiation was standardized in 1978 with a total 

sample (N=873) of students in Irondequoit, New York. This sample, composed of 

(N=127) kindergarten, (N=202) first-grade, (N=280) second-grade, and (N=264) third- 

grade students, completed the test over two consecutive months. Gordon reported that, 

although the sample was relatively small, they do “appear to be fairly representative of 

typical elementary school children.”172 Grade-level norms, item difficulty and item 

discrimination, subtest intercorrelations, split-halves reliability, and test-retest reliability 

are reported in the test manual. Subtest and composite test split-halves reliability 

estimates for the standardization sample ranged from .72 (kindergarten rhythm subtest) to 

.92 (first- and second-grade composite test). Test-retest reliability estimates ranged from 

.60 (kindergarten rhythm subtest) to .76 (second-grade composite test).173

171 Harrington used different colors (yellow, red, and blue) to indicate different subtests in his 
primary version o f  the Musical Aptitude Profile. DeYarman (see Appendix A) designed an answer sheet 
using pictures instead o f  item numbers and he enlarged the answering space.

172 Gordon, Primary Measures o f  Music Audiation and Intermediate Measures o f  Music Audiation,
85.

173 Ibid., 91.
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Validity Studies of the Primary Measures ofMusic Audiation

Gordon provided empirical evidence as well as verbal explanations of the validity 

o f the Primary Measures o f  Music Audiation in the test manual.174 Of particular interest 

are two longitudinal predictive validity studies o f the Primary Measures o f Music 

Audiation. The first was conducted by Gordon and is reported in the test manual. Louis 

Woodruff, one of Gordon’s doctoral students, conducted the second.175

In Gordon’s investigation, a sample (N=26) of seven- and eight-year-old children 

at a parochial school in Plymouth Meeting, Pennsylvania, studied violin for one year. 

Prior to instruction the children took the complete battery o f the Primary Measures o f  

Music Audiation. After one year o f instruction, musical performance ratings (intonation, 

rhythm, and expression) of each child were recorded and evaluated by two independent 

judges. Performance estimates and Primary Measures o f  Music Audiation test scores 

were then correlated in order to determine the extent to which music aptitude scores had 

predicted music achievement. Validity estimates were exceptional, with a reported range 

o f .37 to .78. Based on these results, and in comparison to the results of the three-year 

validity predictive validity study of the Musical Aptitude Profile, Gordon concluded that 

“developmental music aptitude is a more powerful force than stabilized music 

aptitude.”176

174 Ibid.,97-118.

175 Louis C. Woodruff, “A Predictive Validity Study of the Primary Measures o f  Music Audiation” 
(Ph.D. diss., Temple University, 1983). Gordon’s summary o f Woodruff’s investigation is included in the 
Primary Measures o f  Music Audiation and the Intermediate Measures o f  Music Audiation: Manual, 116.

176 Gordon, Primary Measures o f  Music Audiation and the Intermediate Measures o f  Music 
Audiation: Manual, 116.
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Woodruff’s investigation (1983) was conducted at the Hunter College Elementary 

School in New York City. A sample (N=23) of five-year-old children in two classes 

studied the violin for a total of twelve weeks. Prior to the instructional period each child 

was administered the complete battery of the Primary Measures o f Music Audiation. 

After the twelve-week instructional period the performance ability of each child was 

evaluated by a performance of two short musical phrases and rhythmic variations on a 

familiar tune. The range of correlation between instrumental performance and the

1TTPrimary Measures o f Music Audiation test scores was .02 to .67.

Praise and Criticism of the Primary Measures o f  Music Audiation

Published praise for the Primary Measures o f  Music Audiation is difficult to 

assess outside o f Gordon’s own research studies which, understandably, tends to 

corroborate his theory of developmental music aptitude and stress the need for such a 

test. In general, praise o f the test is given in relation to the technical aspects of the test 

and the careful preparation of the test manual.178 There seems to be a general consensus 

that the Primary Measures o f Music Audiation adequately measures children’s abilities to 

hear differences in short tonal and rhythmic patterns.179

177 Gordon, Primary Measures o f Music Audiation and the Intermediate Measures o f Music 
Audiation: Manual, 116; and Woodruff, 32.

178 Paul Lehman, “Primary Measures o f Music Audiation,” The Ninth Mental Measurements 
Yearbook, Volume 2, James V. Mitchell ed. (Lincoln, Nebraska: University o f Nebraska Press, 1985), 
1206; and Boyle and Radocy, Measurement and Evaluation o f  Musical Experiences, 152.

179 Boyle and Radocy, Measurement and Evaluation o f  Musical Experiences, 152; and Richard 
Colwell, “Primary Measures o f  Music Audiation,” Test Critiques, Volume 5, Daniel J. Keyser and Richard 
C. Sweetland, eds. (Kansas City, Missouri: Test corporation o f America), 357.
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In his review of the Primary Measures o f  Music Audiation, Paul Lehman stated 

three criticisms: the small standardization sample (N=873); mean scores for kindergarten 

students, which are questionably close to the chance score on both the tonal and rhythm 

subtests; and the lack of “compelling need for such measurement below grade four in the 

first place.” 180

Colwell is more adamant in his criticism of the Primary Measures o f  Music 

Audiation. In his critique, Colwell argued that the test is not an aptitude measure at all, 

but rather a test of music achievement.181 He further criticized the test, stating that it is 

too easy for use with older children (second and third grade); that Gordon’s arguments 

that developmental music aptitude consists o f only two dimensions are weak; and that the 

test is not appropriate for all the recommended age groups (especially students in 

kindergarten and the third grade).182 Colwell is also not fond of Gordon’s tendency to 

“teach” his readers in his tests manuals, especially in connection with unsubstantiated 

statements regarding music instruction, which he reports are “often logical, but none are 

supported by research.”183

Intermediate Measures ofMusic Audiation

Gordon soon found that the Primary Measures o f  Music Audiation was too easy 

and not valid with older students, especially those who received instruction based on the 

principles of music learning theory. That finding prompted Gordon to develop and

180 Lehman, “Primary Measures o f Music Audiation,” 1205—1206.

181 Colwell, “Primary Measures o f Music Audiation,” 355.

182 Ibid., 354-357.

183 Ibid., 352-356.
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publish the Intermediate Measures o f  Music Audiation with GIA in 1982. It has the same 

design, answer sheet, and administrative procedures as the Primary Measures o f  Music 

Audiation, however, item content consists of patterns that are more difficult to audiate. 

Standardization Procedures

The Intermediate Measures o f  Music Audiation was standardized between 

February and May of 1982 for children in grades one through four. The sample consisted 

of (N=675) first-grade, (N=656) second-grade, (N=653) third-grade, and (N=752) fourth- 

grade children. The standardization sample was selected from eleven cities and towns in

184Pennsylvania and New York, comprising suburban, urban, and private school districts.

Grade-level norms, item difficulty and item discrimination, subtest 

intercorrelations, split-halves reliability, and test-retest reliability are reported in the test 

manual. The range of subtest and composite test split-halves reliability estimates for the 

standardization sample is .70 (fourth-grade rhythm subtest) to .81 (third-grade composite 

test). The range of test-retest reliability estimates for the standardization sample is .81

185(third-grade rhythm subtest) to .91 (first- and second-grade composite test).

Validity Studies o f the Intermediate Measures o f Music Audiation

To determine congruent validity, Gordon investigated the relationship between 

scores on the Intermediate Measures o f  Music Audiation, Primary Measures o f  Music 

Audiation, and the non-preference subtests of the Musical Aptitude Profile. Gordon 

found that Intermediate Measures o f  Music Audiation and Primary Measures o f Music

184 Gordon, Primary Measure o f  Music Audiation and the Intermediate Measures o f  Music 
Audiation: Manual, 85.

185 Ibid., 92.
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Audiation subtest and composite scores correlated from .51 and .74 with a sample 

(N=126) of primary children (grades 1—4). Scores on the Intermediate Measures o f  

Music Audiation and the two non-preference subtests of the Musical Aptitude Profde 

correlated from .50 to .63, with a sample (N=92) of fourth-grade children. Gordon 

concluded that scores on the Intermediate Measures o f Music Audiation have as much in 

common with either o f the two other tests; thus, the Intermediate Measures o f Music 

Audiation can function either as a test of developmental music aptitude test or as a test of 

stabilized music aptitude test.186

During the 1982-83 school year, Gordon conducted a longitudinal predictive 

validity study of the Intermediate Measures o f  Music Audiation } Z1 Gordon sought to 

determine the effectiveness of the Intermediate Measures o f  Music Audiation in the 

prediction of music achievement with students in the stabilized music aptitude stage 

(fourth grade) and the effects of training and practice on test scores. The subjects were 

(N=33) fourth-grade boys from the Chestnut Hill Academy in Philadelphia,

Pennsylvania. In September of 1982, each subject was administered the Intermediate 

Measures o f Music Audiation. During the fall semester (N=16) subjects studied violin, 

while the other subjects (N=17) studied the recorder. During the spring semester of 1983, 

the subjects switched instructional groups, thus (N=17) subjects studied the violin and 

(N=16) subjects studied the recorder. Throughout the entire year all subjects vocally 

echoed tonal and rhythm patterns (learning sequence activities) for ten minutes at the

186Ibid., 111.

187 Edwin Gordon, “A Longitudinal Predictive Validity Study o f the Intermediate Measures of 
Music Audiation,” Bulletin o f  the Council for Research in Music Education 78 (spring 1984): 1-23.
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beginning of each instructional period. At the end of each semester the subjects 

performed two songs on either the violin or the recorder in addition to singing two short 

melodies. Audio tape-recorded performances were evaluated by two independent judges 

using three five-point rating scales (melodic, rhythmic, and expression dimensions). The 

Intermediate Measures o f Music Audiation was re-administered to all subjects in May of 

1983.188

Gordon found that scores remained stable between pre-instruction and post

instruction administrations of the Intermediate Measures o f Music Audiation. He

• 189reasoned that the test functions as a measure of stabilized music aptitude. The range of 

predictive validity coefficients between Intermediate Measures o f  Music Audiation test 

scores and the measures of music achievement was .39 and .97, with the majority 

between .50 and .60.190

Gordon also conducted a predictive validity study of the Intermediate Measures 

o f  Music Audiation in conjunction with the Instrument Timbre Preference Test.191 This 

study is similar to a previous investigation of the efficiency of the Musical Aptitude 

Profde in conjunction with the Instrument Timbre Preference Test in the prediction of

188 Ibid.

189 Ibid., 19.

190 Ibid., 14-17.

191 Edwin Gordon, Predictive Validity Studies o f IMMA and ITPT, GIA Monograph Series 
(Chicago: GIA Publications, 1989).
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musical achievement.192 Gordon contends that part o f the variance between measures of 

music aptitude and music achievement is one’s preference for the timbre of the 

instrument on which they perform. In theory, a measure of music aptitude and Gordon’s 

timbre test should predict music achievement with greater precision than that o f a music 

aptitude test alone.

Advanced Measures o f  Music Audiation

Designed as a test of stabilized music aptitude for high school and college-age 

students, the Advanced Measures o f Music Audiation was published by GIA in 1989.

The test was designed for the following purposes:

1. To serve as part of the criteria for entrance into a college or university 
music program;

2. To identify college and university students, both music majors and 
non-music majors, who possess the music aptitude to achieve high 
standards in music;

3. To establish objective and realistic expectations for the music 
achievement of college and university music and non-music majors;

4. To efficiently and diagnostically adapt music teaching to individual 
differences among college and university students;

5. To assign college and university students to specific music classes, 
ensembles, or private instruction based on their musical needs;

6. To assist college and university music students in making career 
decisions;

7. To efficiently and diagnostically adapt music teaching to individual 
differences among college and university students.193

192 See Edwin Gordon, “Final Results o f a two-year Longitudinal Predictive Validity Study o f the 
Instrument Timbre Preference Test and the Musical Aptitude Profile,” Bulletin o f  the Council fo r  Research 
in Music Education 89 (fall 1986): 8—17.

193 Edwin Gordon, Advanced Measures o f  Music Audiation: Manual, 7-8.
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Description o f the Test

The Advanced Measures o f  Music Audiation consists of thirty items, each 

containing a pair o f  short musical phrases: a musical statement and a musical answer.

The subject is asked to indicate whether the musical statement and the musical answer are 

the same (S), different because of a tonal (pitch) change (T), or different because of a 

rhythm change (R). Melodic and rhythmic musical elements are heard in combination, 

similar to the Musical Aptitude Profile. The test takes approximately fifteen minutes to 

administer and is recorded on one audiocassette tape.194

Of the thirty items on the test, ten items are the same, ten items contain at least 

one tonal change, and ten items contain at least one rhythm change. No item contains 

both a tonal and a rhythm change. The test yields three scores: tonal subtest, rhythm 

subtest, and composite score. Gordon considers it a reflection upon one’s tonal music 

aptitude if that subject incorrectly keys tonal (T) when in fact the correct answer was 

same (S) or rhythm (R). The case is similar concerning rhythm aptitude; thus, a unique 

scoring procedure is required.

Standardization Procedures

The Advanced Measures o f  Music Audiation was standardized throughout the 

United States during the 1988—1989 school year using a representative norms sample. A 

sample (N=5,336) o f subjects from fifty-four institutions of higher education in twenty- 

seven states participated in the standardization program. Of this group, a number 

(N=3,206) were undergraduate and graduate music majors; the remaining (N=2,130)

194 The test is currently available on compact disk.
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subjects were undergraduate and graduate non-music majors. In addition, a total of 

(N=872) high school students (grades 9-12) were tested to derive percentile norms.195

Gordon reported split-halves reliability and test-retest reliability estimates in the 

test manual. The range of subtest and composite score split-halves reliability estimates 

was .80 (tonal and rhythm subtests for non-music majors) to .88 (total test for music 

majors). Test-retest reliability estimates were established with (N=33) undergraduate 

music majors and (N=37) undergraduate non-music majors at West Chester State 

University in West Chester, Pennsylvania. The range of test-retest reliability estimates 

was .80 (tonal subtest for non-music majors) to .89 (total test for music majors).196 

Gordon reported that the reliability coefficients are “substantial, particularly when the 

brevity of the complete test is considered.”197

Intercorrelations among the Advanced Measures o f  Music Audiation subtests 

(tonal, rhythm, and total) are generally quite high (they range from .72 to .95), especially 

in comparison to Gordon’s other aptitude measures. Gordon acknowledges that he 

expected high intercorrelations due to the scoring procedure of the test that includes data 

from the ten questions answered same (S) in both the tonal and the rhythm subtests. 

Gordon agrees that the tonal and rhythm subtests have much in common; however, he 

believes that “a substantial portion of the variance of each test is unique in terms of the 

other.”198

,9S Ibid., 38.

196 Ibid., 40.

197 Ibid., 41.

198 Ibid., 44-45.
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Validity Studies of the Advanced Measures ofMusic Audiation

From data gathered during the standardization program, Gordon reported that the 

difference between the scores of graduate students and undergraduate student, for both 

music and non-music majors, is insignificant. Thus it appears that years of study and 

chronological age do not appreciably effect Advanced Measures o f  Music Audiation test 

scores. If the reverse had been true, one could assume that the measure was a test of 

music achievement rather than a measure of music aptitude.199

During the 1989-90 school year, Gordon conducted a predictive validity study of 

the Advanced Measures o f Music Audiation with a sample (N=l 14) o f undergraduate and 

graduate members of the orchestra, choir, and band at the Esther Boyer College of Music 

at Temple University. In September of 1989, each subject was administered the 

Advanced Measures o f  Music Audiation. Each subject then recorded a short musical 

etude that they had been given approximately ten days prior. Three independent judges, 

using three rating scales (tonal or instrumental technique, rhythm, and expression), 

evaluated the etude performances. The longitudinal predictive validity of the three 

judges’ combined estimates on the three performance dimensions with the Advanced 

Measures o f Music Audiation total score was .82.200

David Fullen, one of Gordon’s doctoral students, conducted a predictive validity 

study of the Advanced Measures o f Music Audiation with junior high and high school

199 Ibid., 48.

200 Edwin Gordon, Predictive Validity Study o f  AMMA, GIA Monograph Series (Chicago: GIA 
Publications, 1990).
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choral students.201 He obtained predictive validity estimates of .25 and .24 between 

Advanced Measures o f Music Audiation total scores and a measure o f music achievement

0(Y)for junior high school and high school students, respectively. The most important

results obtained from the Fullen study indicate that Advanced Measures o f  Music 

Audiation scores remained relatively stable with the given population. He reported mean 

score differences on the total test score of only 1.15 for his junior high sample (N=126) 

after one semester of study and 1.62 for his high school sample (N=104) after one year of 

study.203 Test-retest reliability estimates on Advanced Measures o f  Music Audiation total 

test scores for junior high school and high school choral students in Fullen’s investigation 

were .72 and .81, respectively.204

Richard McCrystal, another one of Gordon’s doctoral students, conducted a 

predictive validity investigation of the Advanced Measures o f Music Audiation with 

undergraduate music majors.205 McCrystal’s subjects (N=40) were from a public state 

university in New Jersey. The purpose of the study was two-fold: to investigate the 

reliability o f Gordon’s measure, and to determine the predictive validity of the measure 

with three academic criteria in music (GPA in applied music, aural skills, and written 

harmony).

201 David L. Fullen, “An Investigation o f the Validity o f the Advanced Measures of Music 
Audiation with Junior High and Senior High School Students” (Ph.D. diss., Temple University, 1993).

202 Ibid., 36.

203 Ibid., 42.

204 Ibid., 29.

205 Richard McCrystal, “A Validity Study o f the Advanced Measures o f Music Audiation among 
Undergraduate College Music Majors,” (Ph.D. diss., Temple University, 1995).
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The Advanced Measures o f  Music Audiation was administered near the beginning 

of the fall semester and re-administered near the end o f the spring semester. Total raw 

score split-halves reliability coefficients of .82 and .84 were obtained for the pre-test and 

post-test, respectively. No significant gain in total raw score means was found between 

the two administrations. For the purpose of investigating the predictive validity of the 

measure, the sample was divided into two groups, those scoring in the top twenty percent 

and those scoring in the bottom twenty percent. Advanced Measures o f  Music Audiation 

raw scores were then correlated with the three academic music achievement criteria. 

Predictive validity coefficients of .56, .49, and .72 were obtained for applied music GPA, 

aural skills GPA, and written harmony GPA for each respective top group. Coefficients 

of .47, .09, and .52, respectively, were obtained for the bottom group.

McCrystal concluded that the Advanced Measures o f  Music Audiation is a reliable 

test, immune to the effects o f music instruction. In addition, the Advanced Measures o f  

Music Audiation may be used to predict potential music achievement for high- and low- 

scoring students.206

Given the lack of significant correlation between Advanced Measures o f Music 

Audiation scores and the three achievement criteria, McCrystal noted that academic 

success in music appears to have more to do with general intelligence than that of 

audiation. He noted the questionable logic of teaching toward general intelligence, to the

206 Ibid., 44.
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exclusion of audiation. As such, McCrystal recommended that collegiate music educators

more thoroughly investigate and discuss audiation.207

Praise and Criticism of the Advanced Measures o f Music Audiation

The Advanced Measures o f  Music Audiation has been praised for its brevity and 

excellence from a technical and administrative standpoint.208 The manual is regarded as a 

good source describing the aspects of music aptitude and the test in general, although it 

was noted that no completed validity studies are reported within its contents.209

Steven Estrella investigated the stability of Advanced Measures o f Music 

Audiation test scores over time due to instruction.210 In his study, two experimental 

groups [high school (N= 15) and college (N=ll)] at two sites were given twenty-six 

twenty-minute computerized instructional sessions on tonal content similar to that used in 

the Advanced Measures o f Music Audiation. Instruction included practice identifying 

chord functions (tonic, dominant, etc), practice identifying pairs o f melodies as same or 

different, and practice hearing tonal patterns with and without tonic sol-fa syllables. 

Rhythm instruction was not included in the study.

Pre-instruction and post-instruction administrations of the Advanced Measures o f  

Music Audiation resulted in a significant increase (p<.05) on the tonal subtest for the high

207 Ibid., 41-44.

208 Rudolf E. Radocy and James W. Sherbon, “Advanced Measures o f  Music Audiation,” review 
in the Twelfth Mental Measurement Yearbook, Jane C, Conoley and James C. Impara, eds. (Lincoln: 
University o f Nebraska Press, 1995), 56-60.

209 Ibid., 59.

210 Steven G. Estrella, “Effects o f Training and Practice on Advanced Measures of Music 
Audiation Scores,” (Ph.D. diss., Temple University, 1992).
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school experimental group (increase of 1.80 mean score points). Unexpectedly, a 

significant increase (p<.05) was found between pre and post-administration on the 

rhythm subtest for the college experimental group, even though rhythmic training was not 

included in the study. Although the results are not decic;"“ Pcfrella concluded tonal 

audiation as measured by the Advanced Measures o f  Music Audiation can be improved 

through specialized training.211

Audie

The success o f Gordon’s primary version of the Musical Aptitude Profile during 

that test’s development assured Gordon that reliable measures could be made with very 

young children if  an adult helped administer the test. While drastic measures such as 

these were unacceptable to Gordon in a group test (e.g. the Primary Measures o f Music 

Audiation) it was, however, perfectly acceptable in a test for pre-kindergarten children. 

Hence, Gordon published Audie, a game for analyzing music potential in three- and four- 

year-old children, with GIA in 1989.212 

Description of the Test

Audie contains two 10-item subtests or games: melody and rhythm. The purpose 

of each game is to encourage audiation and to monitor the musical strengths and 

weaknesses of young children. Rhythm is held constant in the Melody subtest, and pitch 

is held constant in the Rhythm subtest. Before the Melody subtest begins, the subject 

listens to an audiocassette recording of Audie’s special song. As each item is played, the

211 Ibid., 49.

212 Edwin Gordon, Audie: A Game fo r  Understanding and Analyzing Your Child's Music Potential 
(Chicago: GIA Publications, 1989).
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subject indicates whether or not they heard Audie’s special song (Yes or No). After each 

item, the test narrator (Audie) gives the answer for that item after a brief pause, by 

saying, “that was my special song,” or “that was not my special song.” At the beginning 

of the Rhythm subtest, a special rhythm song is performed. The subject then indicates 

whether or not they heard Audie’s special rhythm song in each of the ten items (Yes or 

No). As in the Melody subtest, the test narrator (Audie) gives the answer to each item 

after a brief pause. Each subtest takes from five to ten minutes to administer, depending 

upon the needs o f each child. The test is promoted as a game, and Gordon encourages 

multiple administrations by including a profile card to track individual progress. 

Standardization Procedures

Audie was not standardized like Gordon’s other tests, as test norms and percentile 

ranks are not reported in the test manual. Gordon did, however, conduct a study in order 

to determine means, standard deviations, reliability, item difficulty and item 

discrimination, and standard errors o f measurement. For this study, Gordon administered 

the Melody test to a sample (N=317) of three- and four-year-old children, and the Rhythm 

test was administered to a sample (N=312) of children of the same age. Gordon reported 

Kuder-Richardson reliability estimates for the Melody test and the Rhythm test of .68 and 

.69, respectively.213

2,3 Ibid., 24.
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Validity Studies of Audie

Cynthia Taggart conducted the only validity study of Audie to date.214 In this 

investigation the age range of the subjects (N=35) was 3 years and 2 months to 4 years 

and 11 months. Representing a variety of ethnic backgrounds, the subjects received 

music instruction twice a week for thirty minutes from a music specialist, in addition to 

music activities in connection with general classroom activities. Near the beginning of 

the particular school year in question a test packet went home with each subject with 

directions to parents to administer Audie twice within a two-week period. During the 

final two weeks o f the thirteen-week instruction period two independent judges rated 

each subject’s tonal and rhythm achievement. Tonal achievement was measured by 

performing easy, moderate, and difficult patterns in major tonality on one day and minor 

tonality on a second day. Rhythm achievement was measured by performing easy, 

moderate, and difficult patterns in duple meter on one day and triple meter on a second 

day. Taggart reported Kuder-Richardson, split-halves, and test-retest reliability 

coefficients o f .38, .28. and .68, respectively, for the Rhythm subtest. For the Melody 

subtest, Taggart reported reliability coefficients of .26, .53, and .18, respectively. 

Predictive validity coefficients between the measure of rhythm achievement and the 

Rhythm and Melody subtests were .59 and .49, respectively. Predictive validity 

coefficients between the measure of tonal achievement and the Rhythm and Melody 

subtests were .22 and .41, respectively.215

214 Cynthia Crump Taggart, “A Validity Study o f Audie: A Test o f Music Aptitude for 3 and 4 
Year-Old Children,” Council o f  Research in Music Education 121 (summer 1994): 42—54.

215 Ibid., 46-49.

169

R e p ro d u c e d  with perm iss ion  of th e  copyright ow ner.  F u r th e r  reproduction  prohibited without perm iss ion .



Harmonic Improvisation Readiness Record and the 
Rhythm Improvisation Readiness Record

The Harmonic Improvisation Readiness Record and the Rhythm Improvisation 

Readiness Record are similar in design to the tonal and rhythm pattern studies of the 

1970s. Although originally designed as an exploratory investigation o f harmonic 

patterns, Gordon found that he obtained exceptional reliability on his preliminary 

harmonic pattern taxonomy; thus, he published that data as the Harmonic Improvisation 

Readiness Record with GIA in 1996. The Rhythm Improvisation Readiness Record was 

published by GIA in 1998. In the test manual, Gordon lists the following purposes for 

the two tests:

1. To determine objectively whether individual students have the 
necessary harmonic and rhythmic readiness to learn to improvise.

2. To indicate what types of general instruction in improvisation are most 
beneficial for students who have appropriate harmonic and rhythmic 
readiness and for those who do not.

3. To assist teachers in adapting instruction in improvisation to students’ 
individual musical differences in terms o f each student’s particular 
level of harmonic and rhythmic readiness.

Description o f the Tests

The Harmonic Improvisation Readiness Record consists o f forty-three pairs of 

harmonic patterns in various tonalities. Pairs of harmonic patterns, each consisting of 

three chords (e.g. I—V-I, I-IV-I, I-vii—I, i-V-i, etc.), are heard in succession. The 

subject then indicates whether the pair of patterns sounds the same (S), does not sound 

the same (NS), or is in-doubt (?). The entire test battery takes approximately seventeen

216 Gordon, Harmonic Improvisation Readiness Record and Rhythm Improvisation Readiness 
Record: Manual (Chicago: GIA Publications, 1998), 5.
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minutes to administer. Keyality217 is held constant in that the first and third chords in 

each harmonic pattern always have middle C as the chord root, however, tonality changes 

throughout the test. The structure of each three-chord harmonic pattern is also consistent 

throughout the test. Each harmonic progression always begins on the tonic chord in root 

position (in various modalities), moves away from the tonic, and finally returns to the 

tonic.

The Rhythm Improvisation Readiness Record consists o f 40 time patterns. Time 

patterns involve temporal comparisons o f four durations (whole notes, dotted whole 

notes, half notes, and quarter notes) in varying combinations. The time patterns are heard 

with variable pitches designed to represent a contrapuntal harmonic line suggestive of 

chord roots. Pairs of time patterns, each consisting o f five to eight pitches o f varying 

durations, are heard in succession. The subject then indicates whether the time patterns 

sound the same (S), do not sound the same (NS), or are in-doubt. The entire test battery 

takes approximately thirty minutes for administration. Tempo is held constant at 

MM=100 for the quarter note.

Standardization Procedures

Neither test has separate subtests; thus, only raw scores and percentile ranks are 

provided in the test manual. To obtain these norms, Gordon administered the Harmonic 

Improvisation Readiness Record and the Rhythm Improvisation Record to a sample of 

just over (N=15,000) subjects (grades 3—12 in the northeastern and southeastern United

217 Keyality, in Gordon’s words “serves to give the word tonality precise meaning. Rather than 
tonality relating to both the key and the mode o f  a piece o f music, keyality refers to the key, and tonality 
refers only to the mode.” Keyality was coined in 1975. See Gordon, Learning Theory, Patterns, and 
Music (Buffalo, NY: Tometic Associates, Limited, 1975), ii.
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CHAPTER 4

AUDIATION

Definition o f the Term and a Review of Gordon’s Musical
Background

Audiation is central to Gordon’s theory of music learning and the underlying 

constructs inherent in his music aptitude tests. Gordon believes that the differing 

audiation abilities among individuals in a given population are a reflection, if  not the 

reflection, of the differing levels of music aptitude in that particular group. The more one 

is able to audiate in relation to the standardization sample in any of Gordon’s music 

aptitude tests, the higher one’s music aptitude. A principal component of Gordon’s 

music learning theory is guiding and instructing children to audiate more effectively. 

According to Gordon, audiation is the basis of music aptitude, music achievement, and 

music learning theory.1

Definition of the Term 

The definition of audiation has gone through a number of revisions during the 

past twenty-five years as Gordon has broadened his understanding of the term and the 

process. In 1975, Gordon coined the term audiation, defining it in the following manner:

1 Gordon, The Nature, Description, Measurement, and Evaluation o f  Music Aptitudes, 15; and 
Edwin Gordon, Learning Sequences in Music (Chicago: GIA Publications, 1993), 13.
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Audiation suggests hearing music as compared to aural perception, which 
suggests just pure sensory reaction to sound. Moreover, there are two 
types o f audiation: basic audiation (through either memory or creation) 
and notational audiation. Basic audiation takes place when one simply 
hears music without it being performed whereas notational audiation takes 
place when one hears music seen in notation without it being performed.2

From 1976—77, the definition changed:

Audiation takes place when one hears music through recall or creation (the 
sound not being physically present except, of course, when one is 
engaging in performance) and derives musical meaning, as compared to 
aural perception when one listens to music actually being performed by 
others.3

In 1984, Gordon theorized differing types and stages of audiation and defined the term as 

follows: “Audiation takes place when one hears music silently, that is, when the sound is 

not physically present. One may audiate in recalling music or in composing music.”4 

In 1988, Gordon included an entire chapter on audiation in his text and added the word 

“comprehension” to his definition stating that “audiation takes place when one hears and 

comprehends music silently, that is, when the sound is not physically present.5 In 1993, 

the definition o f audiation was changed only slightly, although Gordon further explained 

that “sound is not comprehended as music until it is audiated after it is heard.”6 

In Gordon’s 1997 text, the definition is as follows:

2 Gordon, Learning Theory, Patterns, and Music, ii.

3 Gordon, Learning Sequence and Patterns in Music, 2.

4 Gordon, Learning Sequences in Music (Chicago: GIA Publications, 1984), 11.

5 Gordon, Learning Sequences in Music (Chicago: GIA Publications, 1988), 7.

6 Gordon, Learning Sequences in Music (Chicago: GIA Publications, 1993), 13.
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Audiation takes place when we assimilate and comprehend in our minds 
music that we have just heard performed or have heard performed 
sometime in the p a s t ... Sound itself is not music. Sound becomes music 
only through audiation, when, as with language, you translate the sounds 
in your mind to give them meaning.7

Clearly, audiation involves hearing and/or assimilating, and comprehension or 

understanding o f  music in the mind. Comprehension and understanding, according to 

Gordon, involves the audiation of musical syntax: tonality, meter, form, style, and 

musical expression.

A Review of Gordon’s Musical Backeround 

Gordon’s own musical background is an important component in the study of 

audiation. As was discussed in chapter two, Gordon’s primary musical interest was jazz. 

While in high school (1941—1945), he performed in small local jazz bands for a variety of 

social functions organized by friends from school. Gordon’s first jazz lessons in the early 

1940s were from Sid Weiss, former bassist with the Benny Goodman Quartet.

Instruction from Weiss was done completely away from music notation. The two played 

accompaniments back and forth, and Gordon was instructed by Weiss to “think” what he 

was to play before he actually played it.8 Much of Gordon’s instruction from Weiss was 

focused on “hearing” the chord changes o f familiar tunes and learning to predict the 

harmonic direction in which that tune was about to modulate.9 Gordon was very fond of 

Weiss, whose instruction had a lasting impression upon the teen-age boy.

7 Gordon, Learning Sequences in Music (Chicago: GIA Publications, 1997), 4—5.

3 Gordon, “Gordon on Gordon,” 7; and Gordon interview, 30 May 1998.

9 Gordon interview, 30 May 1998.
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Gordon’s eighteen months of military service with the 302nd U.S. Army Band in 

Denver, Colorado (1945-1947), brought him more exposure to professional jazz 

musicians. Gordon played tuba in the marching and concert band, and he played bass in 

the jazz band. A small group from the jazz band, including former members of the Ray 

McKinley Orchestra and the Glenn Miller band, formed a jazz combo, and they often 

played informally around the base and surrounding area. Gordon was especially 

impressed with the members’ knowledge of standard jazz tunes, improvisational skill, 

and hearing abilities.10

Gordon matriculated at the Eastman School of Music in 1947, studying bass with 

Oscar Zimmerman. Gordon holds high praise for all of his former bass teachers with the 

exception of Zimmerman, whose instruction was traditional, especially when compared 

to instruction from Weiss. Lessons from Zimmerman were in the classical style, focusing 

on standard solo literature for the bass and orchestral excerpts.11 Gordon seems to have 

been unimpressed with “traditional” instruction based on music reading. He was more 

interested in the development of his own musical ear and musical mind.

In 1950, Gordon performed with Gene Krupa’s big band. Krupa, like Weiss, 

could not read music. Gordon was, nonetheless, impressed with his knowledge of music, 

especially rhythm. When Gordon attempted to teach the bandleader to read music, Krupa 

was critical, saying that his young bass player could “explain” music but that he couldn’t 

“hear” music.12 Krupa explained that rhythm consists of big beats, small beats, and what

10 ftid.

11 Gordon interview, 14 December 1998.

12 Gordon interview, 27 February 1997.
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comes in-between. Gordon’s emphasis on movement in connection with music 

instruction can be traced to Krupa.13

In 1953, upon completion of a Master’s degree in performance at Eastman, 

Gordon studied bass with Philip Sklar in New York City. Sklar’s teaching, together with 

instruction from Weiss and Krupa, reinforced Gordon’s thoughts on the importance of 

“hearing” music in the mind before it is performed, even while reading. Sklar instructed 

Gordon that he should be able to sing, and to demonstrate in movement, all that he is able 

to read in notation. A portion of each o f Gordon’s lessons with Sklar was spent away 

from the bass, singing and/or moving to music.14

During Gordon’s years at the University of Iowa (1956—1972), he performed in a 

small jazz group with several of his close friends, including A1 Hieronymus, Ken Hubei, 

and George Paterson, as well as others from time to time. This informal group was an 

important musical and social outlet for Gordon, and again he was impressed with the fine 

hearing abilities of many of the members, most notably Paterson, who was talented in 

j azz improvisation.15

Over a period o f years, beginning with his studies with Weiss in the early 1940s 

through his tenure at the University of Iowa, Gordon was most impressed with jazz 

musicians who could hear and perform music away from music notation. Gordon learned 

from Sklar that even when reading music, he should be able to hear in advance and sing 

what he was about to perform. Rhythm, as Krupa explained it, was multi-dimensional,

13 Ibid.

14 Ibid.

15 Gordon interview, 14 December 1998.
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and movement was necessary if  one was to perform in a steady tempo. Weiss, Krupa, 

and Sklar each emphasized that Gordon should be able to “think” the sound in music 

before he played it on his instrument.16

Historical Foundations

The capacity of the mind to see internally, or to use the “mind’s eye,” has 

historically been labeled “mental imagery.”17 Later, the term “auditory imagery” was 

used to describe the capacity o f the mind to hear internally without actual physical sound 

being present. The study o f auditory imagery appears to parallel the study o f mental 

imagery. Robert Solso defines mental imagery as “a mental representation o f a 

nonpresent object or event,” and he explains that mental imagery has progressed through 

three time periods: the philosophic or pre-scientific period, the measurement period, and 

the cognitive and neurocognitive period.18 The study of mental images in the philosophic 

period can be traced to the classic Greek philosophers Aristotle and Plato, and the British 

empiricists John Locke (1632-1704), George Berkeley (1685-1753), David Hume 

(1711-1776), and David Hartley (1705—1757). Quantitative assessment o f mental 

imagery in the measurement period began with Galton in 1880.19

Galton’s classic study of mental imagery, which received notice by Seashore in 

the Psychology o f  Music, entailed circulating a questionnaire to 100 people o f varying

16 Gordon interview, 27 February 1997; and Gordon interview, 14 December 1998.

17 The study o f mental imagery originated with Galton. See, Francis Galton, “Statistics o f  Mental 
Imagery,” Mind 19 (July 1880): 301-318.

18 Robert L. Solso, Cognitive Psychology, 4th ed. (Boston: Allyn and Bacon, 1995), 280.

19 Ibid.
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backgrounds, asking them to recall certain details o f their breakfast table. He sought to 

“define the different degrees of vividness with which different persons have the faculty of 

recalling familiar scenes under the form of mental pictures.”20

Interest in the testing of mental imagery was practically halted with the advent of 

behaviorism, which denounced introspection.21 Behaviorists such as Watson (1878- 

1958) and some o f Galton’s scientific colleagues ignored the existence of mental images, 

thinking, and feeling.

Seashore clearly believed that auditory imagery was an essential component of 

musicianship.22 Had he found a reliable way to measure the phenomenon, he would 

likely have attempted to test auditory imagery himself. Seashore believed that auditory 

imagery should have a “central place” in the testing of musical talent, but, due to 

problems of adequate measurement, it had been omitted in testing programs.23 

Seashore describes auditory imagery as follows:

When we have heard a tune, some of us have the power to hear it over 
again; it comes back to us; it follows us; it may even be so persistent as to 
haunt us. It is heard in imagination—more than imagination, in fact, for it 
is actual hearing in the absence of the outward sound. We can play the 
tune, hear the counterpoint, follow the resolution of the chord, admire the 
attack, respond emotionally to the exquisite nuances which are rolled off 
in our mind’s ear. This is call auditory imagery.24

20 Gallon, 301.

21 Solso, 281.

22 See chapter 11 “Musical Imagery and Imagination” in Seashore, The Psychology o f  Musical 
Talent; and chapter 14 “Imagining in Music” in Seashore, The Psychology o f  Music.

23 Seashore, The Psychology o f  Music, 161.

24 Seashore, The Psychology o f  Musical Talent, 211.
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Seashore notes that the outward sound need not be present for auditory imagery to occur

and, to him, auditory imagery is something deeper than pure imagination of sound within

the mind. Seashore also makes a connection between auditory imagery and visual

imagery, using the metaphor of a painter or sculpture:

A sculptor who has no good visual imagery is a mere mechanic, modeling 
by measurements. The visualizing sculptor not only models from 
memory, often a single impression, but he sees in anticipation the 
expression, the type, the temperament, the “soul” which his creation is to 
embody. He sees in anticipation not only the model as a whole, but in 
terms of the minutest detail of fact.. .25

Here, Seashore chides those artists without visual imagery, or with a dull sense o f visual 

imagery, as being mechanistic. A second important aspect o f this statement is that the art 

object is seen in anticipation of not only the complete whole but the details as well.

Seashore distinguished between those who had the capacity for auditory imagery 

and those who did not, just as Galton had done with mental imagery. He reasoned that 

some would likely have very strong auditory images, some none at all, and others 

moderately so.26 Seashore placed great importance on auditory imagery, as it was the 

only means for one to enter what he called the tonal world. One capable of auditory 

imagery, he writes, “lives for the moment in a tonal world and hears music,” while 

another “does not enter this tonal world but satisfies himself with ideas about music or

97names for it.”

25 Seashore, The Psychology o f  Music, 161.

26 Ibid., 162-63.

27 Seashore, The Psychology o f  Musical Talent, 215.
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Seashore also discussed motor imagery, or kinesthetic sense, in connection with 

auditory imagery. The two operate together in music as one hears, recalls, or creates 

music.28 Seashore believed that one’s ability to hear music through auditory imagery 

affected the ability to appreciate music. What the music listener is able to hear 

in music “depends upon what he is, or is capable of putting into it, that is, hearing into 

it.”29 Seashore believed that imagery was certainly an inherited trait; it could, however, 

be developed by use and training, similar to the development of thinking.30

Emile Jacques-Dalcroze (1865—1950) used the term “inner hearing” to describe a 

similar happening. He sought to train the musical ear in a meaningful way, different 

from traditional methods that had failed. Jacques-Dalcroze was exceptionally critical of 

musical training that taught musical skills apart from the training o f the ear. He also did 

not approve o f composers with “incomplete” hearing faculties who needed to compose 

“at the piano.”31 O f the ability to hear harmonic progressions in music, Jacques-Dalcroze 

believed that it was “impossible to conceive a true sequence of chords without an inner 

ear to realise the sound in anticipation.”32

Physical movement and the sensitivity of the body to music were central tenets in 

Jacques-Dalcroze’s philosophy. His goal was to develop a system of music education in 

which the body acted as intermediary between sounds and thought. He believed that

28 Seashore, The Psychology o f  Music, 168-69.

29 Ibid., 169.

30 Ibid., 170.

31 Emil Jacques-Dalcroze, Rhythm, Music, and Education, trans. Harold F. Rubinstein (New York: 
G.P. Putnam’s Sons, 1921), 3.

32 Ibid.
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children should be taught not only to sing and to listen to music carefully, but also to

move and “think accurately and rhythmically.”33 Mental anticipation of musical sounds

was important to Jacques-Dalcroze. Unfortunately, he was confronted with skepticism.

Alas! when I consider the enormous pains I am at to persuade music 
teachers of the possibility of contriving exercises to enable children to 
listen to sounds before executing or writing them, to evoke the thought of 
a note before its interpretation, I ask myself whether this training of nerve- 
centres will ever enter the realm of practical politics.34

Jacob Kwalwasser noted that the mark of an experienced musician was one who 

could miss a page turn and continue playing in the same style, approximating what the 

composer had written.35 Children who are taught to read music in such a manner as this 

are capable of “reconstructing tones in their imaginations just as the originator of the 

melody did in conceiving the melody; in a sense, they are re-living the experiences of the 

composer.”36

Mursell wrote that what comes to the ear of the music listener and what a person 

hears are two very different things. It appears that Mursell believed that the mind is 

capable of filtering unneeded sounds and reducing music into patterns. He wrote the 

following statement about the music listener:

33 Ibid., 8.

34 Ibid., 9.

35 Jacob Kwalwasser, Problems in Public School Music (New York: M. Witmark and Sons, 1932),
81.

36 rbid., 82.
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His ears are subjected to a continuous inflow of vibrations o f tremendous 
complexity. But out of this he selects certain elements which are 
significant because they stand in intelligible tonal or rhythmic relations to 
one another; and he hears, not a bewildering chaos of impressions, but a 
sequence o f coherent patterns.37

Mursell had difficulty believing that the phenomenon of music is best explained 

simply as the ear responding as the physical receptor o f sound. Musicianship, in other 

words, was not simply a matter of one’s physical hearing ability, although surely one 

needed to be physically able to hear to be a competent musician. His claim that 

Seashore’s test had negative validity, in that it could predict with reasonable precision 

those who could not achieve in music due to faulty hearing ability, was based on this 

rationale. According to Mursell, music does not depend on the stimuli that reach the 

external and internal ear, but rather “upon the organizing and transforming operation of 

the mind upon them.”38 Further, he describes a three-step approach to the. role of the 

mind in regard to music:

1. Musical effects depend upon an intricate selective activity carried on 
by the mind;

2. Musical effects depend upon a whole array of organizing and 
synthesizing activities carried on by the mind;

3. Musical effects depend upon an array of organizing activities, by 
which the mind determines the patterns and relationships in which we 
shall hear what comes to our ears.39

These three steps can be summed up as attention, organization, and pattern 

making of musical sounds.

37 Mursell, The Psychology o f  Music, 13.

38 Ibid., 50-51.

39 Ibid., 52-53.
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G. Revesz described a sense o f pitch, which is the prerequisite to developing 

one’s musical ear. The sense of pitch includes the ability to hear whether two notes are 

the same or different. Revesz reasoned that the ability to hear same and different in 

music is far easier than the ability to determine which o f two notes is higher.40

Gladys Evelyn Moorehead and Donald Pond wrote that music is much more than 

figures used in musical notation; it is sound. Therefore, a connection must exist between 

music itself and the notation used to express that particular music. Music notation should 

not be associated with only the keys of the piano, but as a representation of the tonal and 

rhythmical relationships between sounds. Those who have achieved at a high level in 

music have the ability to “anticipate mentally the sounds which their fingers are about to 

produce.”41

Neal Glenn and Edgar Turrentine noted that imagery, as it relates to music, is 

typically associated with one’s ability to match a visual symbol with an aural one.42 

Glenn stated that musical perception, or the “understanding of the music that is being 

experienced,” was an important component of the musical learning process.43 Music 

perception seems to imply more that just the physical sensation of sound, for it is through 

perception that musical learning, understanding, and appreciation take place.44

40 G. Revesz, Introduction to the Psychology o f  Music, translated by G.I.C. De Courcy (Norman, 
OK: University o f  Oklahoma Press, 1954), 95.

41 Donald Pond, Music o f  Young Children (Santa Barbara, CA: Pillsbury Foundation for 
Advancement o f  Music Education, 1978), 67.

42 Neal E. Glenn and Edgar M. Turrentine, Introduction to advanced study in music education 
(Dubuque. LA: Wm. C. Brown, 1968), 68-69.

43 Neal E. Glenn, Teaching Music in the Schools (Dubuque, LA: Wm. C. Brown, 1951), 53.

44 Ibid.
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Charles Leonhard and Robert House defined the role o f perception in the musical 

learning process as the “act by which meaning is gained from the sensory processes while 

a stimulus is present.”43 Further, perception involves gaining meaning and forming 

musical concepts together with an awareness of the intensity and relaxation of tonal and 

rhythmic movements.46 Aural awareness, they write, is the “key to all musical 

learning.”47 Meaningful affective and cognitive experiences in music are combined to 

develop appreciation, knowledge, and understanding.48

Claude Palisca, and all o f those present at the Yale Seminar on Music Education 

in 1963, regretfully reported that participation in instrumental music had not produced the 

“capacity to hear internally a musical line,” a benchmark for the musician and the 

perceptive listener.49 They also reported that in many instrumental programs musical 

drill was emphasized to the exclusion of creativity and musical thought.50

Marie Agnew documented certain references to musical imagery by selected 

famous composers, including Schumann, Mozart, Berlioz, Tchaikovsky, and Wagner.51 

Schumann, for example, described the mark of a good musician as one “who understands

45 Leonhard and House, 110.

46 Ibid., 110-11.

47 Ibid., 134.

48 Ibid., 243.

49 Claude V. Palisca, Seminar o f  Music Education, Cooperative Research Project No. G-013 (New 
Haven, CT: Yale University, 1963), 6.

50 Ibid.

51 See Marie Agnew, “The Auditory Imagery o f Great Composers,” in University o f  Iowa Studies 
in Psychology V m  (Iowa City: University of Iowa Press, 1922), 279-287; and Marie Agnew, “A 
Comparison o f Auditory Images o f  Musicians, Psychologists, and Children,” in University o f  Iowa Studies 
in Psychology VUI (Iowa City: University o f Iowa Press, 1922), 268—278.
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the music without the score, and the score without the music. The ear should not need

the eye, and the eye should not need the (outward) ear.”52

Solso, a cognitive psychologist, does not seem to make a distinction between the

differing senses in terms of mental imagery. Mental imagery, therefore, includes not only

the visual sense, but also the sensations for hearing, tasting, feeling, and smelling.33 The

manner in which the brain perceives, codes, stores, and retrieves sensory images is of

great importance. With regard to visual images, Solso writes:

Visual information is filtered, summarized, and stored as abstract 
“statements” about the image. Reactivation of the memory then would 
consist o f recalling the abstract code, which in turn would conjure up the 
subjective image associated with it. Finally, we could argue that some 
information is stored visually and some in abstract form, indication that 
multiple codes exist in the mind.34

Ulrich Neisser, another cognitive psychologist, writes that auditory synthesis, like 

visual synthesis, requires two stages. The first is a passive, pre-attentive stage during 

which some units are tentatively identified; the second is an active process, which makes 

words and sentences out of that which was identified in the first stage.55 Neisser adheres 

to a model of auditory cognition called “analysis-by-synthesis,” which involves a set of 

rules (phonetic, phonemic, syntactic, and semantic) that allows one to generate and

52 Agnew, “A Comparison o f Auditory Images of Musicians, Psychologists, and Children,” quoted 
in Seashore, The Psychology o f  Music, 165.

53 Solso, 282.

54 Ibid., 281-82.

55 Ulrich Neisser, Cognitive Psychology (New York: Appleton-Century-Crofts, 1967), 173.
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properly store spectral patterns rather than entire catalogs of patterns themselves.56 A 

multitude o f patterns, then, can be generated based on this set o f rules.

Neisser described the manner in which sounds are heard, analyzed, and stored. 

Hearing and sound are temporal events; Neisser explains, therefore, that an “echoic 

memory” is necessary so that the listener can hold onto the sound event for a brief 

moment and then select portions of the sound content for special attention.57 Echoic 

memory is a necessary phenomenon because if the brain discarded all sound information 

as soon as it arrived, hearing would be impossible. Echoic memory serves as a buffer for 

means of temporary storage in the auditory cognitive system.58 Neisser also explained 

that echoic memory is necessary for the perception of rhythm.59

Attention is a problematic notion in auditory cognition, for how do we effectively 

model how the brain can attend to one conversation over all others when multiple 

conversations are happening? Neisser writes that attention is essentially the making of 

one message louder than the others.60 He further described the analysis-by-synthesis 

model, involving “inner speech,” which best describes the mechanism of auditory 

attention.61

56 Ibid., 194-95.

57 Ibid., 199.

58 Ibid., 200.

59 Ibid., 205.

60 Ibid., 212.

61 Ibid., 213.
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Gordon’s Contributions 

Apart from defining the term itself, Gordon’s primary contribution to audiation is 

the hierarchical, or concurrent, stages which model the phenomenon. While some have 

wholeheartedly accepted Gordon’s definition of the term and his theoretical stages, others 

have taken exception to them. For example, some may not place the same importance 

upon audiation as a central component in music education as Gordon does, while others 

may argue with Gordon’s stages as he has them delineated. Regardless o f the potential 

arguments, Gordon’s concept of audiation is similar to phenomena described by his 

predecessors. The following sections include information about Gordon’s precursors of 

audiation, the creation o f the term, the eight types and six stages of audiation, the role and 

importance of audiation, and the empirical studies that have been conducted investigating 

the stages of audiation.

Tonal and Rhvthm Imagery 

Based on the historical traditions that were explained in the preceding section, 

Gordon used the terms tonal imagery and rhythm imagery to explain similar 

phenomena.62 Gordon defines tonal imagery as the “ability to hear, recall, understand, 

and anticipate musical sound.”63 Gordon believes that one could develop a strong sense 

for musical hearing, yet not necessarily hear with a sense of musical understanding or 

musical anticipation. The role o f tonal imagery was to accomplish the goals of musical 

understanding and anticipation. According to Gordon, musical understanding does not

62 Tonal and rhythm imagery are the titles o f two o f the three subtests in the Musical Aptitude 
Profile. Tonal imagery and rhythm imagery are discussed in The Psychology o f  Music Teaching, 25-28.

63 Ibid., 25.
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mean theoretical explanations about music notation; rather, it is derived from what is 

heard.64

Rhythm imagery, or kinesthetic response, consists of the senses of tempo and 

meter as they combine with melodic rhythm. Just as Jacques-Dalcroze emphasized that 

rhythm is a primary element in music, Gordon hypothesized that rhythm is perhaps the 

basis or foundation of all of music aptitude.65

Creation o f the Term

By the early 1970s, Gordon became dissatisfied with the use of the word imagery 

in connection with aural events in music. His own use of the terms tonal imagery and 

rhythm imagery, as well as aural imagery and musical imagery, were, in his opinion, 

unfavorable. To Gordon, imagery implied only the visual sense; hence, tonal imagery 

and rhythm imagery were inadequate, because they applied only to seeing music notation 

in the mind for what one is hearing or has heard.

Using a strict interpretation, inner hearing was also inadequate to Gordon because 

it implied only hearing musical sound in the mind and not necessarily deriving meaning 

or understanding from that sound. Musical perception was also not specific enough, as 

Gordon understood it to imply only the ability to physically hear or perceive sounds. To 

derive meaning from music, one must first have the ability to perceive sounds. 

Understanding, however, goes beyond simply hearing sound in the mind. Perception of 

sound does not necessarily imply that musical meaning is taking place.

64 Ibid., 25-28.

65 Ibid.
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Gordon decided that a new term was necessary. “Audiation” was suggested to 

Gordon by his friend and editor Claire Ives in 1975.66 The etymology o f the word is a 

cross between “audition,” the action or faculty of hearing, and the verb “ideate,” to form 

an idea or to think. The formation of ideas of things not present to the senses, or 

“ideation,” is obviously closely related to audiation.

Types and Stages of Audiation 

In 1984, Gordon defined seven types and five stages of audiation.67 Later, he
/TO

expanded the concept of audiation to include eight types and six stages. The 

eight types o f audiation are common instances, during which one could audiate, including 

listening, reading, writing, recall, performance, creating, and improvising. The eight 

types o f audiation are listed in Table 1.

66 Gordon interview, 10 April 1997.

67 Gordon, Learning Sequences in Music, (1984), 11—19.

68 Gordon, Learning Sequences in Music, (1997), 13—23.
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Table 1. Gordon’s Eight Types of Audiation69

Type Context

1 Listening to familiar or unfamiliar music

2 Reading familiar or unfamiliar music

3 Writing familiar or unfamiliar music from 
dictation

4 Recalling and performing familiar music 
from memory

5 Recalling and writing familiar music from 
memory

6 Creating and improvising unfamiliar music 
while performing or in silence

7 Creating and improvising unfamiliar music 
while reading

8 Creating and improvising unfamiliar music 
while writing

Gordon’s six theoretical stages of audiation are hierarchical, cyclical, and 

cumulative; each successive stage in the process becomes more complex than the 

previous stage. Gordon’s stages of audiation should be considered in the same light as 

other cognitive models, for it is essentially an information processing model. The model 

is also somewhat related to theories of concept formation. The six stages of audiation are 

listed below in Table 2.

69 Gordon, Learning Sequences in Music (1997), 14.
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Table 2. Gordon’s Six Stages o f Audiation70

Stage Phenomenon

1 Momentary retention

2 Imitating and audiating tonal patterns and 
rhythm patterns and recognizing and 
identifying a tonal center and macrobeats

3 Establishing objective or subjective tonality 
and meter

4 Retaining in audiation tonal patterns and 
rhythm patterns that have been organized

5 Recalling tonal patterns and rhythm patterns 
organized and audiated in other pieces of 
music

6 Anticipating and predicting tonal patterns 
and rhythm patterns

Stage one, momentary retention, is similar to Neisser’s echoic memory, which 

allows for sound to be retained in the mind for a brief period. Gordon describes an 

“aftersound,” which remains for only a few seconds, allowing the listener to give 

conscious meaning to the sound in stage two.71 In stage two, what one has just heard is 

played back silently in the mind through imitation. Meaning is then given as one quickly 

organizes through audiation series of tonal and rhythm patterns containing essential 

pitches and durations, respectively. Organization of tonal and rhythm patterns occurs due

70 Ibid., 18.

71 Ibid..
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to the conscious recognition and identification of a tonal center and macrobeats.72 In 

stage three, as a result o f stages one and two, one establishes, through audiation, objective 

or subjective tonality and meter.73 In stage four of audiation, one consciously retains that 

which one has organized in the first three stages. One may clarify, assess, and restructure 

that which was previously audiated. In stage four one recognizes and identifies sequence, 

repetition, form, style, timbre, and dynamics, as well as other important musical 

information.74 In stage five, one compares that which one has just heard to that which 

has been previously audiated. The more music that one has listened to and the larger the 

vocabulary of tonal and rhythm patterns that one possesses, the better that person will be 

able to engage in stage five of audiation.75 In the final stage of audiation, stage six, one 

anticipates and predicts music that will be heard next. Again, the more music that one 

has listened to and the larger one’s vocabulary of tonal and rhythm patterns, the better 

able that person will be able to engage in stage six of audiation.76

Role and Importance of Audiation

Gordon’s use of the new term audiation probably would have received less 

attention had it not been given such a central place within his own tests of music aptitude

72 Gordon, Learning Sequences in Music (1993), 22-23.

73 Gordon, Learning Sequences in Music (1997), 19. Objective tonality and meter, according to 
Gordon’s definition, is that in which general agreement can be expected by differing persons. In subjective 
tonality and meter, consensus is not possible. For example, one group may audiate a selection o f music in 
duple meter, while a different group o f people might audiate the same selection of music as being in triple 
meter.

74 Gordon, Learning Sequences in Music (1997), 21.

75 Ibid., 21-22.

76 Ibid., 22.
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and his theory of musical learning. As was previously mentioned, audiation is, according 

to Gordon, the basis for music aptitude, music achievement, and, as a consequence, music 

learning theory. If  one is to seriously consider any of Gordon’s tests as valid measures of 

music aptitude, or his music learning theory as a viable means of music learning, one can 

not ignore audiation. Simply stated, Gordon’s music aptitude tests measure one’s ability 

to audiate both consciously and unconsciously, and music learning theory is designed to 

instruct children to teach themselves how to audiate. Gordon believes that it is not 

possible to teach one to audiate, but it is possible to teach one how to audiate.77 Similar 

reasoning would indicate that we could not teach one to think, but that we could teach 

one how to think.

A primary goal of music education has been that of music appreciation through 

music listening. Through audiation, Gordon believes that one can go beyond mere 

listening to music,78 and that without audiation music appreciation is limited.79 Audiation 

development is, therefore, an essential element in Gordon’s music learning theory, as 

audiation is the skill of the “capable” musician.80 Audiation serves as the readiness for 

the development of metaphors about music, theoretical understanding of music, and 

emotional responses to music.81

77 Ibid., 4.

78 Ibid., 12.

79 Gordon, Learning Sequences in Music (1980), 1.

80 Gordon, Learning Sequences in Music (1993), 15

81 Gordon, Learning Sequences in Music (1980), 3.
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Tonal and rhythmic musical patterns are essential to the concept o f audiation, 

because Gordon believes, as did Mursell and others, that our minds assemble music into 

manageable patterns, not individual pitches or rhythmic durations.82 Gordon’s belief that 

we audiate patterns rather than individual pitches or rhythmic durations is similar to 

Smith’s theoretical model o f reading. Smith explains that learning of letters need not 

precede the learning of words or comprehension, for “certainly it will be easier to read if 

one learns some words first.”83

Empirical Studies of Audiation

It would be of significant importance if Gordon’s theorized stages of music

84audiation were found to be empirically true. With such an idea in mind, Gordon and 

Taggart85 each conducted empirical studies of the stages o f audiation. Both studies were 

summarized by T. Clark Saunders.86

Gordon’s study was conducted in the spring of 1984 with twenty-seven 

kindergarten children at a suburban private school. At that time, Gordon identified only 

five stages of audiation, rather than six. Combining stage two and stage three as listed in 

Table 2 essentially gives one the five stages of audiation included in the study in 

question. Each child was administered the Primary Measures o f  Music Audiation and

82 Ibid., 4.

83 Smith, 227.

84 Edwin Gordon, “Research Studies in Audiation: I,” Bulletin o f  the Council fo r  Research in 
Music Education 84 (1985): 34—50.

85 Cynthia Crump Taggart, “An Investigation o f the Hierarchical Nature o f the Stages of 
Audiation,” (Ph.D. dissertation, Temple University, 1989).

86 T. Clark Saunders, “The Stages o f  Music Audiation: A Survey o f  Research,” The Quarterly 
Journal o f  Music Teaching and Learning2 (spring—summer 1991): 131—137.
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was audio tape-recorded performing two tonal patterns in harmonic minor tonality, two 

rhythm patterns in triple meter, and two combined patterns in harmonic minor tonality 

and triple meter. The six music patterns were evaluated with a specially designed 

additive rating scale to measure the progressive stages of audiation. To test whether the 

second stage (stage three in Table 2) of audiation was functioning, each subject was 

asked to echo vocally two patterns after hearing them performed on a synthesizer. To test 

whether the third stage (stage four in Table 2) of audiation was functioning, each subject 

was asked to perform both patterns in succession without prior hearing from the 

synthesizer. To test whether the fourth stage (stage five in Table 2) of audiation was 

functioning, each subject was asked, without hearing the two patterns, to sing a song 

which has patterns like the two patterns that were performed in each group. To test 

whether the fifth stage (stage six in Table 2) of audiation was functioning, each subject, 

after hearing the two patterns performed on a synthesizer, was asked to perform 

additional patterns of a similar nature so that all together the patterns made a song.

Gordon reported that kindergarten children are capable of stages one, two, and 

three of tonal audiation (stages one through four in Table 2), less capable o f stage five 

(stage six in Table 2), and incapable of stage 4 (stage 5 in Table 2). He reported the same 

results for kindergarten children with regard to rhythm audiation and concluded that tonal 

audiation and rhythm audiation have a great deal in common.87

Gordon found no relationship between academic ability, as measured by the 

Metropolitan Readiness Tests, and tonal and rhythm audiation. A substantial relationship

87 Gordon, “Research Studies in Audiation I,” 42-45.
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was found, however, between all of the stages of tonal and rhythm audiation and 

composite Primary Measures o f  Music Audiation scores. Regarding the lack of 

functioning at stage four (stage five in Table 2) in the study, Gordon suggested that this 

particular stage may not occur in children as young as five years o f age, or perhaps the

task designed to test stage four was too difficult. Gordon concluded that his theoretical

88stages of audiation do exist considering the tonal and rhythm dimensions of music.

Taggart’s investigation of the stages of tonal audiation was conducted in 1989 

with forty-three second-grade and thirty-eight fourth-grade children in a suburban 

elementary school. Subjects in the four intact classrooms, two for each grade level, 

received a total of eight fifteen-minute instructional sessions over a period of four weeks. 

Instruction was designed to prepare the students to take the Test o f  the Stages o f  Tonal 

Audiation (TESTA), a measure designed by Taggart for determining each child’s 

audiation capabilities at each successive stage. The TESTA included familiar and 

unfamiliar content; therefore, the children needed prior training and practice answering 

similar questions. The instructional time consisted of teaching two songs and sets of 

patterns, one in major tonality and the other in minor tonality. Students were also taught 

to recognize the most common pattern in a song, the resting tone o f a song, whether or 

not a set of patterns performed immediately after a song was contained in that song, 

whether a set of patterns is from a song that they know from past experience, and to 

recognize whether a given pattern would be next in a sequence of patterns. These five

88 Ibid., 47-49.
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skills were designed to instruct students in the audiation of stages two through six, as 

outlined in Table 2.89

After the four week instructional period, each student was administered the tonal 

subtest of the Intermediate Measures o f Music Audiation and the TESTA. The TESTA 

contains five subtests of four questions each, with each subtest corresponding to one 

stage (stage two through stage six) of tonal audiation. Test content was sung and 

recorded by Taggart. In contrast to Gordon’s investigation of the then five stages of 

audiation, Taggart obtained verbal responses rather that vocal performances. The content 

of each subtest included one familiar and one unfamiliar song in both major and minor 

tonality. Non-tonal elements in each song were held constant. Each song was eight 

macrobeats in length, contained identical melodic rhythm as the others, and was 

performed without words using a neutral syllable.90

Taggart found that the subtests of the TESTA are quite difficult when used with 

second- and fourth-grade children. Subjects scored above the theoretical mean on only 

one of the subtests, that corresponding to stage three. The difficulty levels of the five 

subtests were the same for both grade levels; the easiest was stage three, followed by 

stage two, stage six, stage four, and finally stage five was the most difficult. Taggart 

reported that the mean differences between the subtests of the TESTA indicated that 

stage three is easier than stage two, and that stage two is easier than then stages four, five, 

and six.91 No significant correlations existed between the TESTA and the tonal subtest of

89 Taggart, 22-24.

90 rbid., 24-28.

91 Ibid., 40.
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the Intermediate Measures o f  Music Audiation with the second-grade data; however, all 

correlations, with the exception of stage six, were significant with data obtained from 

fourth-grade students.92

Taggart reported that there is reason to believe that the stages of tonal audiation
*

exist and that stages one, two, and three are in fact easier than stages four, five, and six.93 

Further, she reported that there is no evidence to suggest that the order of stages four, 

five, and six, as Gordon has defined them, is valid, given her results.94 Most important, 

Taggart concluded that tonal music aptitude is related to all of the stages of tonal 

audiation, with the exception of stage six, in fourth-grade children; the results for second- 

grade children are inconclusive.95

It is clear, as Saunders and Taggart both report, that Taggart’s investigation 

yielded useful and important information; however, the results of the study are limited 

due to the reliability (.38 for second grade and .58 for forth grade) of the TESTA. Given 

similar results in Gordon’s investigation of the stages of tonal and rhythm audiation, 

more research is needed.

92 Ibid., 46.

93 Ibid., 57-58.

94 Ibid., 58.

95 Ibid., 58.
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CHAPTER 5

MUSIC LEARNING THEORY

Historical Background and Major Influences 

Gordon’s music learning theory is rooted in traditional psychological principles of 

learning. Its implications are remarkable, especially when one considers its possible 

practical applications. This learning theory is perhaps Gordon’s most far-reaching and 

significant contribution to the profession of music education.

The influences upon Gordon’s music learning theory are eclectic and diverse. Its 

historical roots are evident in Pestalozzian philosophy as applied to American music 

education; the “scientific” study of music reading by Sterrie Weaver and others; the roots 

of learning theory in behavioral and Gestalt psychology; Piaget’s stage theory; Smith’s 

treatise on the reading process; Vygotsky and Chomsky’s work in language, thought, and 

grammar; and Gagne’s conditions o f learning. Further motivation emerged from 

Gordon’s own musical background; his studies with Weiss, Krupa, and Sklar; and his 

studies o f music education with Neal Glenn.

The contributions of Gordon’s former students, including Froseth, DeYarman, 

Schleuter, and others, should not be underestimated. Some of Gordon’s former students 

were heavily involved in implementing his theories in the classroom and developing 

practical materials. Of considerable importance is the work that was done in the 

University o f Iowa Elementary School by Robert DeYarman.
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In the 1950s and 60s, Leonhard and Glenn noted that the members of the music 

education profession had paid little attention to psychological research on learning.1 

Gordon’s music learning theory is an outgrowth of a wide range of educational and 

psychological influences. Its development was motivated by the potential opportunity to 

make a significant contribution by delving into the nature of music learning.

Pestalozzian Principles and American Music Education 

Gordon’s music learning theory has been associated with the philosophy of sound 

before sign.2 The practice of teaching sound before sign is not a new one. Its roots are 

found in the Pestalozzian principles of education applied to music education by Hans 

Georg Nageli (1773—1836), Pestalozzi’s student and colleague, and brought to America 

by William C. Woodbridge (1794—1845).3 Woodbridge’s attempts to find someone to 

apply Pestalozzi’s principles in America took root first in the work of Elam Ives (1802- 

1864) and were ultimately expressed through the work o f Lowell Mason (1792-1872). 

Mason included the principles as part of the rationale in his Manual o f Instruction o f the 

Boston Academy o f  Music (1834).4 The Pestalozzian principles, as applied to American 

music education, are as follows:

1 See Glenn, Teaching Music in Our Schools (Dubuque, IA: WM.C. Brown, 1951), 34; and 
Charles Leonhard, “Newer Concepts in Learning Theory as TTiey Apply to Music Education,” Bulletin o f  
the Council fo r  Research in Music Education 1 (September 1963), 24.

2 See Joyce Jordan-DeCarbo, “A Sound-to-Symbol Approach to Learning Music,” Music 
Educators Journal 72 (February 1986): 38-41.

3 Mark and Gary, 115-16.

4 Ibid., 117-126.
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1. To teach sounds before signs -  to make the child sing before he learns 
the written notes or their names;

2. To lead the child to observe, by hearing and imitating sounds, their 
resemblances and differences, their agreeable and disagreeable effects, 
rather than explaining these things to him. By this principle, the child 
was to be an active, rather than passive, learner;

3." To teach but one thing at a time -  rhythm, melody, and expression are 
taught and practiced separately before the child is called to the difficult 
task o f attending to all at once;

4. To make children practice each step of each o f these divisions, until 
they are master of it, before passing to the next;

5. To give the principles and theory after practice, and as an induction 
from it;

6. To analyze and practice the elements of articulate sound in order to 
apply them to music;

7. To have the names of the notes correspond to those used in 
instrumental music.5

These principles became the core o f Mason’s teaching at the Boston Academy of Music, 

and, beginning in 1838, they were included in the charter for music instruction in the 

Boston public schools under Mason’s supervision.

James Keene notes that the Pestalozzian principles of education arrived in 

America as early as 1806. Joseph Nicholas Neef (1770-1854), possibly the first 

Pestalozzian “disciple” to work in America, had practical experience teaching music with 

these principles; he too had been a student of Pestalozzi.6 While others contributed in 

part, Mason is credited with teaching, publicizing, and selling the tenets of 

Pestalozzianism in America.7

5 Ibid., 116.

6 James A. Keene, A History o f  Music Education in the United States (Hanover: University Press 
of New England, 1982), 86.

7 Ibid., 88.
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Sterrie A. Weaver and His Scientific Approach to Music Reading 

Edward Bailey Birge (1868—1952) noted two schools of thought about music 

reading during the years 1885-1905. Those associated with the first school of thought 

believed in an approach called the rote-note, or the rotesong method, which is based on 

the Pestalozzian tradition of sound before sign. They emphasized that students should 

leam as many songs as possible with the help of a teacher; at a later time rote learning 

would be associated with printed musical materials. Others believed that students should
o

first leam to read music in order to sing songs from various music texts.

After the Civil War, scientific organization and evaluation o f school subjects 

became popular.9 At that time, general music was taught on a nearly universal basis by 

elementary classroom teachers in fifteen-minute daily periods. With limited time allotted 

for music instruction, teaching efficiency became essential.10 Some music supervisors 

became critical and distrustful of the rotesong approach and song singing in general, as 

neither practice necessarily led to the mastery of music reading.11 Birge noted that 

Sterrie A. Weaver (1853—1904) embodied the spirit o f efficiency, standing out in 

comparison to his colleagues.

8 Edward Bailey Birge, History o f  Public School Music in the United States (Boston: Oliver Ditson 
Co., 1928), 108.

9 Mark and Gary, 166.

10 Birge, 110-111.

11 Ibid., 112.
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He applied scientific methods to the problem of music reading, and he 
tirelessly urged the supervisors of the country, through his summer school, 
public addresses and written articles to take a scientific attitude toward 
their work . . .  He aimed to be able to hand a child a piece of music and 
have him sing it without help. Such skill demanded a tonal and rhythmic 
vocabulary every detail of which the pupil must be ready to use. Eye and 
ear must be perfectly coordinated. Each tone o f the vocabulary was taught 
by imitation and related to all the other tones. The singing was done by 
the entire class or by individuals as called for . . .  The governing principles 
of this procedure were not new, but their combined application to teaching 
reading was a new contribution to school music pedagogy.12

Weaver attended singing schools as a child with his father in New Haven,

Connecticut; later, he taught and organized several singing schools throughout that

region.13 Weaver is especially noted for his determination to teach all children to read

music individually, unaided by another person. This was a radical goal at that time

because, while music reading was taught everywhere, only a small percentage o f children

could actually read music with precision.14 Weaver believed that singing instruction

should include not only classroom singing, based on the rotesong approach, but

individual singing as well, through the development o f tonal and rhythmic vocabularies.

Based on the scientific method, Weaver’s approach to individual singing was grounded in

the ideals of the German philosopher Johann Friedrich Herbart’s (1776—1841) five

principles of education: preparation, presentation, assimilation, application, and

generalization.15

12 Ibid., 125-126.

13 Cyrus D. Thompson, “Sterrie A. Weaver: His Life and Contribution to Music Education,” (MA 
Thesis, Eastman School o f  Music, 1942), 5-8.

14 Ibid., 18.

15 Ibid., 21.
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Weaver’s techniques ultimately were collected and published in 1900 as the 

Individual Sight Singing Method. In Weaver’s method, tonal and rhythmic aspects of 

music were taught separately. Tonal instruction began with the first five notes of the 

major scale and “Do” was constantly shifted in order to teach tonal independence. In the 

eighth grade, tonal instruction included short diatonic and arpeggiated tonal phrases or 

patterns. In the earliest grades tonal instruction began on “Do,” but later any starting 

pitch was used. Weaver found that this process stimulated independent “tone thinking.”16 

Rhythm was taught through imitation using seven different time motions, one for each 

grade.17

Weaver is considered to be the first to adapt tests and measures in music reading 

and the first to attempt to measure music performance through sight reading.18 His 

method of classroom singing, together with his special emphasis on individual singing, is 

based upon his own research and the study of children’s natural capabilities.19

The Associationist and Gestalt Roots o f Learning Theory

Most learning theories are classified as being either associationist or cognitive.20 

Associationism is linked to the work of important behavioral psychologists, including 

Edward L. Thorndike (1874-1949), Ivan P. Pavlov (1849—1936), Edwin R. Guthrie

16 Ibid., 24.

17 Ibid., 103.

18 Ibid., 57.

19 Ibid., 103.

20 Joe B. Buttram, “Learning Theory and Related Developments: Overview and Application in 
Music Education and Music Therapy,” in Handbook o f  Music Psychology, 2nd ed., Donald A Hodges, ed. 
(San Antonio, TX: Institute for Music Research, 1996), 403.
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(1886-1959), B.F. Skinner (1904-1990), Clark T. Hull (1884-1952), and Kenneth W.

Spence (1907—1967), among others. The roots o f associationism as a quantifiable

scientific study of observable behavior can be traced to the work of Galton and David

Hartley (1705-1757).21

Central to the study of learning theory is the associationist, or behaviorist,

stimulus-response psychology found in Thorndike’s connectionism and Pavlov’s classical

conditioning. To varying degrees and with slight differences, each learning theorist of

the behaviorist school incorporates these tenets. Gordon H. Bower and Ernest R. Hilgard

give an appropriate description of behaviorism.

The behaviorists, then and now, had and have in common the conviction 
that a science of psychology must be based upon a study of that which is 
observable, physical stimuli, and the muscular movements and glandular 
secretions aroused by stimuli. The behaviorists have differed among 
themselves as to what may be inferred in addition to what is measured, but 
they all exclude self-observation (introspection) as a legitimate scientific
method. However, if studied as verbal behavior, much of what is called

22introspection can be saved for investigation.

Pavlov, in addition to describing how external stimuli and behavioral responses 

become conditioned through external rewards, also made important discoveries regarding 

reinforcement, extinction, discrimination, and generalization of stimuli.23 Those already 

familiar with Gordon’s music learning theory will recognize the terms discrimination and 

generalization, first associated in a psychological sense with Pavlov. Discrimination, or 

what Pavlov referred to as differentiation, is the reinforcement of one stimulus over

21 Ibid., 405.

22 Gordon H. Bower and Ernest R. Hilgard, Theories o f  Learning, 5th ed. (Englewood Cliffs, NJ: 
Prentice Hall, 1981), 74.

23 Buttram, 406.
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another based upon practice, while generalization is the adaptation to new stimuli based 

on previous conditioned responses.

Guthrie believed that learning occurs as a single event, an all-or-nothing affair, 

and not by the building of stimulus-response chains as described by Thorndike and 

Pavlov. Learning based on Guthrie’s theory of contiguity occurs immediately as a 

simultaneous association between stimulus and response. Humans and other animals 

learn by doing as a result o f repetition, motivation, rewards, or other factors. Also 

important in Guthrie’s theory is the context in which practice occurs, so that a stimulus 

and its performance can be properly associated by contiguity.24

Skinner’s operant conditioning is based on the premise that behavior is more 

likely to be repeated if it is reinforced, or conditioned. Complex behavior sequences are 

possible through chaining, or the combining of separate behaviors to function as a unit.23 

Based on the principle of operant conditioning, Skinner developed teaching machines 

using programmed learning techniques. A teaching machine is a general term for any 

device used in systematic programmed instruction, and is not necessarily dependent upon 

actual machinery being used.26 Skinner outlined seven important issues associated with 

programmed instruction and the use of teaching machines.

24 Buttram, 407-408.

25 Ibid., 411-414.

26 Arthur S. Reber, The Penguin Dictionary o f  Psychology, 2nd ed. (New York: Penguin Books, 
195), 786.
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1. A clear, detailed, objective specification o f what it means to “know” 
the specific subject matter should be developed.

2. A series of stimulus (question)-response (answer) frames that expose 
the student to the material in graded steps of increasing difficulty 
should be developed.

3. The learner must be active.
4. Immediate feedback for each response must be provided.
5. Questions should be arranged such that the correct response is very 

likely to occur and be reinforced.
6. Students should proceed through the teaching program at their own 

pace.
7. Plenty of backup reinforcers (rewards) should be provided.27

Hull’s behavior theory consists of three essential components: stimulus,

intervening variable(s), and response.28 The quantitative aspect o f Hull’s theory is 

important, as he was convinced that quantitative laws are essential in order for 

psychology to be considered a true science.29 Spence, who studied with Hull and is 

considered to be his collaborator and successor more than any other, is important for his 

discoveries in what he called discrimination learning theory.30 In discrimination learning 

theory the subject is positively reinforced for responding to one stimulus, and is not 

reinforced for responding to a different stimulus. Through training the subject leams to 

discriminate in favor of the response that was positively reinforced. Spence is also 

known for his quantification of stimulus-response psychology, the principal goal of 

which is the exact quantification of behavior.31 Links between Hull,, Spence, and Gordon

27 Bower and Hilgard, 191-92.

28 Ibid., 95.

29 Buttram, 415.

30 Bower and Hilgard, 113.

31 Ibid.
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are not only possible but likely, as Gordon studied with Spence at Iowa during his 

doctoral studies.32

Tolman combined behaviorism and cognitive theory in his model ofleaming. He 

considered learning in terms of traditional stimulus-response associations and sought to 

verify his theories through controlled and objective studies, like Hull and Spence.33 

Tolman was additionally concerned with cognition and its role in observable behavior. 

He recognized the importance of knowing, thinking, planning, interference, purpose, and 

intention.34 According to Tolman, behavior is not a simple response to specific stimuli; 

rather, it is guided by intervening variables as a result o f cognition.35 Tolman’s principal 

contribution was to “give a new cast to behaviorism by insisting that it be open to the 

problems created by cognitive processes, problem solving, and inventive ideation.”36

Learning theory has also been influenced by prominent Gestalt psychologists, 

notably Max Wertheimer (1880—1943), Wolfgang Kohler (1887-1967), Kurt Koffka 

(1886-1941), and Kurt Lewin (1885-1947).37 In general, Gestalt psychology places 

emphasis on the perception, within the mind of the whole, or complete, phenomenon 

rather than breaking experiences into their associative or structural parts. The Gestaltists 

firmly believed that “the whole dominates the perception and it is experienced as

32 Gordon interview, 15 December 1998.

33 Buttram, 419.

j4 Bower and Hilgard, 326.

35 Buttram, 419—20.

36 Bower and Hilgard, 351.

37 Buttram, 421-432.
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different from simply the sum o f its several parts.”38 The study o f human perception 

including the role of foreground, background, and illusions upon the mind are important 

elements in Gestalt psychology. Perhaps the greatest contribution of Gestalt psychology 

to learning theory is the “restoration of meaning and thought to the study of learning.”39

Gestalt psychologists believe that perception, learning, and memory affect the 

relationships between phenomena.40 In isolation, rote memorization and repetitive drill 

are ineffective and inefficient means of learning. Gestaltists believe rather, that people 

learn most things by “understanding or comprehending the meaning of some event or by 

grasping the principles underlying a sequence of episodes.”41 Rote memorization, on the 

other hand, is needed only in extreme cases when all other attempts to establish 

meaningful relations between objects or events are non-existent or absent.42 Gestalt 

psychology is, by nature, in opposition to the associationist or atomistic explanation of 

complete phenomena. In music education, these opposing views can be traced to Mursell 

and Seashore, who championed the Gestalt and atomistic arguments, respectively.

Walters discussed the historical foundations of whole versus part learning with 

regard to Gestalt psychological principles in relation to Gordon’s music learning theory 

specifically, and music education in general.43 He noted that the concepts of readiness

38 Reber, 314.

39 Hunt, 299.

40 Ibid., 300.

41 Bower and Hilgard, 317.

42 Ibid.

43 Walters, “Sequencing for Efficient Learning,” 542-544.
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and sequence, two elements that are essential in a whole-part-whole structure of music 

teaching, are hardly new.44 Mursell and Glenn were among the first to oppose excessive 

drill methods in music education, and to call for the application of whole-part-whole 

instruction, or what they called synthesis-analysis-synthesis instruction 45

Piagetian Stage Theory

Jean Piaget (1896—1980), a Swiss biologist and genetic epistemologist, made 

important discoveries in maturational development and learning in children from birth 

through adolescence. Through observation research, Piaget explained learning, not in 

terms of stimulus, response, and reinforcement, as did the American behaviorists, but 

through the concepts of assimilation, accommodation, and equilibrium.46

Piaget believed that the mind contains internal cognitive structures called 

schemata, which individuals use to adapt and make organizational sense of the 

environment.47 Incoming stimuli are compared to already present schemata; thus 

schemata constantly change and are adapted and refined. At birth children have very few 

schemata; those they do have are generally reflexive in nature.48 Schemata and behavior 

are linked, although schemata are more than behavior as they “are the internal structure 

from which behavior flows.”49

44 Ibid., 543.

45 Mursell and Glenn, 48—51.

46 Barry J. Wadsworth, Piaget's Theory o f  Cognitive and Affective Development: Foundations o f  
Constructivism, 5th ed. (White Plains, NY: Longman Publishers, 1996), 8.

47 Ibid., 14.

48 Ibid.

49 Ibid., 16.
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Schemata are subject to change due to cognitive development and maturation.

This change happens through the process of assimilation, accommodation, and 

equilibrium. Assimilation involves fitting new experiences into already established 

schemata. Accommodation involves the creation of new schemata, either to handle new 

information where no prior schemata exists or to modify existing schemata to fit new 

information. Equilibrium refers to the relative balance between assimilation and 

accommodation.50

Knowledge, according to Piaget, is constructed through action. Whether the 

content is music, physical activity, or mathematics, action is required. As children 

mature they pass through four distinct stages o f development: sensorimotor development 

(birth—age 2), pre-operational thought (2-7 years), concrete operations (7-11 years), and 

formal operations (11 years and older).

During sensorimotor development the actions of a child are largely reflexive in 

nature, such as sucking, crying, and uncoordinated movement o f the limbs and body. As 

a child grows he/she develops hand-mouth coordination and hand-eye coordination and 

leams to reproduce interesting events, such as dropping an object that makes noise. Later 

developments include object permanence, experimentation with objects and the voice, 

and the inference or representation of simple cause-and-effect relationships.51

The pre-operational child evolves from one who thinks through actions to one 

who is able to represent events and objects with the mind. Types of representation

50 Ibid., 17-19.

51 Ibid., 35.
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include spoken language, play, drawing, mental imagery, and deferred imitation.52 The 

ability to internalize behavior, such as thinking in language, “speeds up the rate at which 

the child can experience the world during the pre-operational stage.”53 Piaget’s concepts 

of reversibility and conservation, two essential characteristics of pre-operational thought, 

are probably closely related to musical development. Reversibility of thought allows a 

child to reverse the thinking or reasoning process back to a starting point. Conservation 

involves knowing that two quantities remain the same, even though the physical shape of 

one has been altered.

During the concrete operational stage a child’s thought becomes logical. A child 

is not bound to only perceptual knowledge but can solve cognitive problems through 

reasoning. During formal operations a child is able to solve more difficult and abstract 

cognitive problems through reason and logic. Concrete and formal operations differ in 

that a concrete operational child is limited to solving tangible problems in the present. A 

formal operational child, on the other hand, can reason about the future through 

hypothesis.54

Ausubel’s Reception and Discovery Learning

David Ausubel explained that there are two particular and distinct types of 

learning: reception and discovery learning.55 Within each of these types of learning, 

Ausubel distinguished between rote learning and meaningful learning. Material learned

52 Ibid., 57.

53 Ibid., 60.

54 Ibid., 91-112.

55 David P. Ausubel, The Psychology o f  Meaningful Verbal Learning: an Introduction to School 
Learning (New York: Grune and Stratton, 1963), 16-24.
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by rote is learned and retained by the laws of associationism, while meaningful learning 

is “relatable and anchorable to relevant and more inclusive concepts in cognitive 

structure.”56 During reception learning, content is presented as a whole in its final form 

and the learner must internalize the material.57 In discovery learning, what is learned is 

not directly presented; rather, the learner independently discovers it so that it might be 

internalized.58 Both reception and discovery learning can be taught by rote or by 

meaningful means.

Two important factors are involved in one’s readiness to learn any given concept 

the particular level of cognitive functioning, similar to Piaget’s stages of development, 

and the development o f adequate sophistication and background knowledge. Ausubel 

argues that teachers must consider the role of readiness in relation to the sequencing of 

instruction.

Pedagogically, therefore, recognition of the principle of readiness implies 
both that methods of teaching take account o f general developmental 
changes in cognitive functioning, and that the curriculum be organized 
along sequential lines, i.e., that pupils acquire readiness for each new unit 
of subject matter as a result of mastering the preceding sequentially related 
unit.59

Teaming Theory Applied to Music Education in the 1950s and 60s:
Leonhard and Glenn

In the 1950s and 60s, Neal Glenn and Charles Leonhard had important things to 

say about the relationship between music education and learning theory. Their

56 Ibid., 42.

57 Ibid., 16.

58 Ibid.

59 Ibid., 112.
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contributions are significant not only because o f the authors’ prominence in the field of 

music education, but also because of their relationship to Gordon. As reported in chapter 

two, Glenn was Gordon’s music education professor and thesis advisor at Ohio 

University (1953—1955) and the University of Iowa (1956—1958). Leonhard served as 

the editor of the Contemporary Perspectives in Music Education Series, o f  which 

Gordon’s The Psychology o f Music Teaching was a part. Leonhard was also the founding 

editor of the Bulletin o f  the Council fo r  Research in Music Education beginning in 1963; 

Gordon served on the editorial board with Leonhard from 1965—1971.

Taking an eclectic position between the associationist and Gestalt positions,

Glenn wrote in 1951 that “perhaps no area in the education of music teachers has been 

more neglected than that of an understanding of how children leam music.”60 While 

psychology was a relatively new science at that time, Glenn argued that music educators 

should be aware o f the psychological principles of learning in order to provide effective 

instruction. He identified the problems associated with learning, including readiness* 

maturation, motivation, trial-and-error learning, repetition, rewards and punishment, 

meaning, and conditioning.61 Glenn believed that the learning experiences o f individual 

music students must be considered, as the needs of the individual had been neglected for 

too long in favor of the entire performance ensemble.

60 Glenn, Teaching Music in our Schools, 34.

61 Ibid., 36-46.
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In 1963, Leonhard echoed Glenn’s criticism of the music education profession,

62stating that learning theory had affected teaching practices to a limited extent.

Contributing to the problem at that time, in Leonhard’s opinion, was the fact that no one

had followed Seashore’s experimental research tradition or developed new paths, based

on his work at the University of Iowa. Leonhard stated that “music education must

develop from within its own ranks people who are competent to carry on rigorous

experimental research on music learning.

Leonhard makes particular mention of the work of Skinner, Piaget, and Ausubel,

and he includes recommendations for music educators based upon their research.

Skinner’s teaching machines were of particular interest to Leonhard as a means for

efficient teaching and for their potential for immediate reinforcement, especially

considering the skills related to music reading. There are two primary steps to creating a

teaching machine for music: outlining the behavioral definitions associated with music

reading and understanding, and then defining the behaviors associated with musical .

knowledge. Leonhard explained his thoughts on this process as follows:

Analysis of the behavior of a good reader of music would probably reveal 
that, among other behaviors, he maintains a basic tonal orientation, relates 
all pitches to that orientation, grasps tonal patterns rather than separate 
pitches, feels the beat as it moves through the measure and relates rhythm 
patterns to the beat. A teaching machine could be constructed which 
would call for precisely these behaviors and others involved in music 
reading on the part of the learner and would reinforce the learning 
immediately.64

62 Charles Leonhard, “Newer Concepts in Learning Theory as They Apply to Music Education,”
24.

63 Ibid., 30.

64 Ibid., 27.
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Leonhard was impressed with the possibilities that Piaget’s developmental stages 

posed for music educators. He also noted that the process of concept formation and 

Piaget’s developmental stages co-exist from infancy through adolescence. Thus, it 

becomes possible to establish sequential instruction in conjunction with a child’s musical 

development, similar to the notion of Bruner’s spiral curriculum. Leonhard emphasized 

that the conservation o f tonal and rhythm patterns is “essential to tonal thinking and to an 

adequate conception o f rhythm and tonality.”65 Piaget’s combined clinical and 

experimental methodologies in his study of cognitive development also impressed 

Leonhard, as they seemed to have relevant possibilities in music education.66

Leonhard believed that Ausubel’s reception and discovery learning lent sufficient 

evidence to support the different means of learning in music education. He explained 

that music educators tend to teach music in the same way to all students regardless of 

age. Ausubel insisted that both reception and discovery learning could be either rote or 

meaningful. This led Leonhard to believe that early music experiences should focus on 

the development of “essential musical and verbal concepts in a cognitive structure 

through direct and empirical musical experience.”67 Musical learning in the secondary 

grades would focus greater emphasis on reception learning, as new information could 

then be incorporated into pre-existing cognitive structures.68

65 Ibid., 28.

66 Ibid.

67 Ibid., 30.

68 Ibid.
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Language and Reading: Vygotsky. Chomsky, and Smith 

Gordon believes that music and language are learned by similar means. Both are 

aural forms o f communication, both involve the reading of an abstract set of symbols that 

expresses meaning in some form, both involve the transfer o f meaningful information 

between a speaker and a listener, and both are capable o f being expressed as inner speech 

within the mind. Therefore, it makes sense that the two forms should be taught, or 

learned implicitly, by similar processes. Gordon’s convictions were strengthened as he 

studied the works of Vygotsky, Chomsky, and Smith in linguistics and reading.

Gordon’s music learning theory, and the placement o f audiation at its core, is 

closely related to Vygotsky’s text on thought and language, and the manner in which 

words and meaning are linked. According to Vygotsky, the word and its meaning are 

inseparable, as “a word without meaning is an empty sound.”69 Meaning, as it is 

associated with words, is not only a part of language; it is also a part of thought.70 

Meaning is dynamic, since it changes as children mature.71

The continual movement from thought to words and words to thought is not a 

singular happening; rather, it is a process.72 Vygotsky describes the differences and 

characteristics o f the two forms of speech, internal and external, and their relation to

69 L. S. Vygotsky, Thought and Language, edited and translated by Eugenia Hanfmann and 
Gertrude Vakar (Cambridge: M.I.T. Press, 1962), 5.

70 Ibid.

71 Ibid., 120.

72 Ibid., 125.
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thought. External speech is a result o f moving from thought to words, while internal 

speech is a result o f a transformation of speech into inward thought.73

Chomsky’s notion of surface structure, deep structure, and the acquisition of 

syntax made an important impact on Gordon.74 Chomsky describes surface structure of 

language as phonetic, or the finite set o f sounds within a given language. The deep 

structure o f language is semantic, or that which pertains to meaning.75 Syntax refers to 

the arrangement o f words in a sentence and their relationship to one another. The 

syntactic component of language has both surface and deep structure, two characteristics 

that are distinct.76

Smith was also a prominent influence upon Gordon.77 Smith takes a slightly 

altered but related approach to grammar and language in comparison to Chomsky.

Smith notes that grammar is not merely a set of formal rules for determining whether a 

sentence has been put together correctly. Rather, grammar is a set of rules that allows 

one to make sense out of language.78 Grammar is an intermediate phenomenon that links 

the sounds o f language to meaning.79 Differing from Chomsky, Smith states that words,

73 Ibid., 131.

74 Gordon interview, 15 December 1998; and Gordon, Learning Sequence and Patterns in Music.
3.

75 Noam Chomsky, Aspects o f  a  Theory o f  Syntax (Cambridge: M.I.T. Press, 1965), 16.

76 Ibid.

77 Gordon interview, 15 December 1998; Gordon, “Toward the Development o f a Taxonomy of 
Tonal Patterns and Rhythm Patterns,” 39—41; and Gordon, Learning Sequence and Patterns in Music, 3.

78 Smith, 29.

79 Ibid.
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and not sounds, are the surface structure elements of language. The context in which 

words appear is critical, as words have meaning “by virtue of occurring in sentences.”80 

Smith explains that reading has too often been misconstrued as a three-step 

process involving the decoding of printed symbols into sounds, followed by the 

transformation of sounds to meaning.81 Alternately, Smith gives a convincing argument 

that fluent reading happens much too quickly for this process to be true; instead, “the 

comprehension o f meaning precedes word identification.”82 Meaning is a much deeper 

process than merely the sound of spoken language. Reading is much more than a simple 

visual process, as the information contributed by the brain is much greater than the 

information that the brain receives from the eyes.83

Gagne’s Conditions of Learning 

Gordon’s music learning theory is more closely associated to Gagne’s conditions 

of learning than to any other psychological principle or philosophy of learning that has 

been discussed thus far. Gordon was introduced to Gagne’s and Ausubel’s work by 

Leonhard while the two men discussed the preliminary structure o f Gordon’s text, The 

Psychology o f  Music Teaching during the late 1960s.84 The Psychology o f Music 

Teaching (1971) contains the first and only reference to Gagne within the prose of any of

80 Ibid., 30.

81 Ibid., 44.

82 Ibid., 195.

83 Ibid., 82.

84 Gordon interview, 15 December 1998.
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Gordon’s texts; in all later editions related to music learning theory, Gordon gives his
Of

own related, hierarchical sequence of instruction.

Bower and Hilgard describe Gagne as an “associationist trained in the verbal 

learning tradition.”86 Gagne describes learning as a hierarchical sequence that moves 

from simple associations to more complex learning situations. He attempted to reconcile 

behavioral stimulus-response types of learning (associationism) and Gestalt learning in

87the same learning model, a bold statement of its time and one that impressed Gordon.

The significant aspect of Gagne’s types of learning, apart from defining and describing

different learning situations, is that his hierarchy can be used as the basis for a theory of 

88instruction.

Gagne’s eight types o f learning are listed in Table 3. Each type serves as a pre

requisite, or readiness, for each subsequent type.89 Type one is associated with Pavlov’s 

conditioned response. Types two and three are examples of Skinner’s operant or 

instrumental conditioning. Types four through seven are examples of discrimination 

learning, while type eight is an example of conceptual (generalization or inference) 

learning.90 Ausubel’s discovery learning is a part o f type eight, problem solving, as the 

learner discovers higher-order principles.

85 See Gordon, The Psychology o f  Music Teaching, 57—59.

86 Bower and Hilgard, 551.

87 Gordon interview, 15 December 1998.

88 Bower and Hilgard, 554.

89 Robert M. Gagne, The Conditions o f  Learning (New York: Holt, Rinehart and Winston, 1965),
60.

90 Bower and Hilgard, 552.
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Table 3. Gagne’s Eight Types of Learning

Type Description

1. Signal Learning Pavlovian conditioned response

2. Stimulus -  Response 
Learning

Skinner’s operant conditioning

3. Chaining Connecting a sequence of two of more previous learned 
stimulus -  response

4. Verbal Association Associating words with objects through discrimination

5. Multiple Discrimination Distinguishing between multiple but related stimuli

6. Concept Learning Learning to respond to stimuli in terms of abstracted 
properties

7. Principle Learning Learning of ideas, properties, and principles

8. Problem Solving Two of more principles are combined to produce a new 
capacity

An essential quality of instruction based upon Gagne’s types of learning is the 

specific content in which the particular learning is based. Gagne writes that each type of 

learning itself “embodies some identifiable content.”91 Instruction based upon the 

hierarchy is sequential in that if problem solving is to occur in music, or any other 

content for that matter, the principles to be applied to the question at hand must have 

been learned previously.92 One may progress from simple learning experiences at the

91 Gagne, 172.

92 Ibid.

222

R e p ro d u c e d  with perm iss ion  of th e  copyright ow ner.  F u r th e r  reproduction  prohibited without perm iss ion .



beginning of the hierarchy to more complex learning at the end; it is possible, however, 

to work backward from any one objective of learning in order to determine what pre

requisite skills are necessary.93 While progress through the sequence may move forward 

or backward, it is not recommended that instruction “skip over” intermediate steps in the 

sequence, as that can be a contributing factor to student confusion. Gagne explains that 

in order for instruction to be effective the teacher should follow a pre-planned sequence 

to avoid the omission of pre-requisite capabilities along any route of learning.94

Preliminary Work in the Development of Music Learning Theory

As reported in chapter two and chapter four, Gordon’s own musical training has 

had an impact on his theories about music learning. Several experiences and important 

teachers influenced his thoughts on the nature of music learning, the manner in which 

music is traditionally taught, and the problems associated with that training. For more 

information about Gordon’s musical training, the reader should consult those sections.

Instruction Based upon Individual Differences in Connection with the
Musical Aptitude Profile

During his graduate study at the University of Iowa (1953—1958), Gordon 

developed a deeper interest in the nature and role of music learning. Gordon had little 

interest, however, in teaching techniques; rather, he desired to leam how learning occurs 

in music, what should be learned, when it should be learned, and why.95 He believed that

93 Ibid., 172-73.

94 Ibid., 173.

95 Gordon, “Gordon on Gordon,” 8.
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music teaching should reflect current research in music learning. Any model of 

sequential music instruction based upon principles of music learning must take into 

account the individual musical differences among students. Thus, Gordon turned his 

complete attention to the study of music aptitude during the late 1950s and most of the 

1960s. Beginning in 1958, Gordon set out to scientifically and empirically develop a 

measurement tool that would objectively and reliably measure music aptitude differences 

among students in a given population. In 1965, after nearly eight years of preliminary 

research, The Musical Aptitude Profile was published.

In the Musical Aptitude Profile manual, Gordon wrote about the practical 

applications of the measure with specific regard to each subtest.96 Given the results of 

the Musical Aptitude Profile, suggestions were given to teachers in order that they might 

adapt music instruction to the individual needs of their students. In 1970, Gordon 

published the final results of a two-year study, which was conducted to explore the 

relationship between the Musical Aptitude Profile and beginning instrumental 

instruction.97

Gordon’s Earliest Texts on Music Learning

In 1967, Gordon published his first volume on music learning, which was to be 

used as a supplemental text in his own classes at the University of Iowa.98 A revised 

edition (with the same title) was published the following year. These two texts closely

96 See Gordon, Musical Aptitude Profile: Manual (1965), 36-42; and Gordon, Musical Aptitude 
Profile: Manual (1995), 55-63.

97 Gordon, ‘Taking into Account Music Aptitude Differences among Beginning Instrumental 
Students;” see Froseth (Appendix A) and James O. Froseth, “Using MAP Scores in the Instruction of 
Beginning Students in Instrumental Music.”

98 See, Gordon, How Children Learn When They Leam Music (1967).
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resemble chapters five and six, rhythm learning and tonal learning, of The Psychology o f  

Music Teaching. "  These three texts, having established the foundation for Gordon’s 

music learning theory, are of historical significance. One particularly important aspect of 

The Psychology o f Music Teaching is Gordon’s use of footnotes in reference to ideas 

outside of his own. Unfortunately, he dropped this practice in later texts; therefore, the 

historical progression and connection of his contributions to the work of others can 

become misunderstood and misrepresented. If solely for the purpose of adding clarity to 

what Gordon learned from whom with regard to the nature of music learning, The 

Psychology o f Music Teaching is of great importance.

Pattern Studies

Tonal and rhythm patterns are of great importance in Gordon’s music learning 

theory. As discussed in chapter two, Gordon conducted three empirical investigations of 

tonal and rhythm patterns in the 1970s. Before these investigations were conducted, 

however, Gordon discussed the role of musical patterns in relation to the development of 

music literacy.

In accordance with his basic musical aptitudes to develop tonal sense and 
rhythmic feeling, a person acquires a rote vocabulary of tonal and rhythm 
patterns. The development of a rote vocabulary of significant tonal and 
rhythm patterns constitutes the experience through which music meaning 
is associated with music notation; just as a rote vocabulary of the spoken 
word constitutes the vehicle by which meaning is given to the written 
word. 100

Reading comprehension is a result of moving from the preconceived meaning of objects 

to the written word. According to Gordon, reading comprehension in music should occur

99 See, Gordon, The Psychology o f Music Teaching, 65-112.

100 Gordon, How Children Leam When They Leam Music (1967), 4.
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along similar lines, as one must leam the sound and feeling of music before the written 

note.101 Gordon’s thoughts are consistent with those of Petzold, who stated the 

following:

There is also general agreement among music educators that a carefully 
planned “music reading readiness” program designed to provide 
opportunities for the child to develop an aural understanding of the 
melodic, rhythmic, and interpretative elements of music should precede 
any sequence of music reading activities.102

Gordon describes that efficient skill in rhythm reading is possible through the 

development of a rote vocabulary of rhythm syllable patterns in duple and triple meters. 

This experience forms the readiness for future rhythm learning; once students are able to 

speak and feel rhythm patterns, they are then able to “associate rote rhythm patterns with 

correlate notation.”103

For children to develop a rote vocabulary of tonal patterns, individual singing 

through the use of tonal echo songs of three to five notes is necessary.104 Significant 

tonal syllable patterns of tonic, dominant, and sub-dominant harmony in major and minor 

tonalities should be sung with short staccato notes.105 Tonal reading comprehension and 

the readiness for appreciation in music results from the ability to speak and hear tonal 

syllable patterns.106

101 Ibid.

102 Robert G. Petzold, ‘The Development o f Auditory Perception o f Musical Sounds by Children 
in the First Six Grades,” Journal o f  Research in Music Education 11 (1963): 21.

103 Gordon, How Children Leam When They Leam Music (1967), 11.

104 Ibid., 33.

105 Ibid., 35—42.

106 Ibid., 46.

226

R e p ro d u c e d  with perm iss ion  of th e  copyright ow ner.  F u r th e r  reproduction  prohibited without perm iss ion .



In The Psychology o f  Music Teaching (1971), Gordon further describes the 

relationship between language and music. Somewhat related to Smith’s Understanding 

Reading, Gordon stated that it is the “words” .of music, or musical patterns, rather than 

the “letters” o f music, or the individual names and time values of notes, that contain 

meaning. To read written language with understanding one must give meaning to words. 

In music, a basic oral vocabulary of tonal and rhythm patterns is first acquired by rote. 

These vocabularies constitute the experience through which meaning is associated with 

music notation. In a survey of K-6 general music texts of the late 1960s, Petzold noted 

sixty-four tonal configurations, or patterns, that constitute fifty-seven percent of the total 

frequency of patterns. He found forty-five common rhythm patterns accounting for 

ninety-one percent of the total frequency of rhythm patterns.107

According to Gordon, the acquisition of a rote vocabulary of tonal and rhythm 

patterns is of critical importance, as it forms the “basis for music enjoyment and 

understanding in the form of readiness to read and write tonal (and rhythm) notation.”108 

This basic rote vocabulary affects future learning as well, as new and unfamiliar patterns 

are learned through generalization and abstraction from the basic vocabulary.109

Gordon’s empirical studies of tonal and rhythm patterns are closely related to 

Petzold’s research. Petzold, like Gordon a decade later, was interested in the auditory 

perception and growth rates of tonal patterns in music. In Petzold’s forty-five-item tonal

107 Petzold, 24-25.

108 Ibid., 96.

109 Gordon, The Psychology o f  Music Teaching, 66.
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configuration test, tonal patterns of three to seven tones were played on a piano followed 

by a brief interval o f silence. During the interval of silence, each subject sang the 

previously heard pattern, thus duplicating the stimulus. While Petzold did establish 

difficulty levels regarding the aural perception of tonal patterns, as expressed through 

singing, it was not the primary focus of his research.

The primary focus of Gordon’s pattern studies in the 1970s was to establish 

difficulty levels o f audiated tonal and rhythm patterns. As it will become clear, Gordon’s 

music learning theory is an instructional model of audiation. If one is to develop 

established rote vocabularies o f tonal and rhythm patterns on which music instruction 

will be based, one must know which patterns are relatively easier or more difficult to 

audiate. Whether a tonal pattern is easy or difficult to sing is o f no consequence to 

Gordon; only whether that pattern is relatively easy or difficult to audiate matters.

Student Dissertations and Tometic Publications 

As discussed in chapter three, Froseth was Gordon’s first student to conduct a 

practical rather than a technical study of the Musical Aptitude Profile. Several students 

followed suit, conducting investigative studies of music learning in general (prior to 

1975) and Gordon’s music learning theory specifically (after 1975). Their contributions 

are important, as Gordon has conducted few empirical investigations of music learning 

theory himself. The work of DeYarman and Dittemore was especially influential for the 

writing of Part 2 (Music Achievement) in The Psychology o f Music Teaching. From 

1975-1980, Tometic Associates, Ltd., published practical materials related to music 

learning theory; during this time Gordon’s learning theory was in a state of infancy and in 

need of practical applications.
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In his dissertation study, Dittemore sought to determine the musical capabilities of 

the typical child (grades 1-6) and to investigate the sequence in which these musical 

capabilities most commonly develop.110 Dittemore’s sample consisted of 174 elementary 

music students, twenty-nine in each grade, from the University Elementary School at the 

University of Iowa. Achievement criteria for the study were four songs from each o f the 

following three categories: melody, rhythm, and harmony. The melody category 

contained one criterion song in each of the following tonalities: major, minor, dorian, and 

atonal. The rhythm category included one criterion song in each of the following meters: 

duple, triple, unusual, and mixed. Finally, the harmony category included one criterion 

song in each of the following: singing in a round, singing a counter-melody, singing a 

two-part song, and singing a three-part song.

At the outset of the study, Dittemore administered Harrington’s primary version 

of the Musical Aptitude Profile to the first-, second-, and third-grade students. Older 

children were administered the complete battery of the Musical Aptitude Profile. The 

subjects were then grouped into three categories (high, average, or low), based upon their 

music aptitude test scores. The criterion songs were taught over a four-day period during 

regularly scheduled music classes; they were audio tape-recorded on a fifth day. Two 

independent judges, using two seven-point rating scales (melody and rhythm), rated each 

student’s performance. A separate treatment by levels statistical design (ANOVA) was 

used to investigate significant mean differences among grades for each criterion song.

110 See Appendix A. A summary o f  the article is also available. See Edgar Dittemore, “An 
Investigation o f Some Musical Capabilities o f  Elementary School Students,” in Experimental Research in 
the Psychology o f  Music 6 (Iowa City, IA: University of Iowa Press, 1970), 1—44.
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Dittemore reported that many of the aspects of melody, rhythm, and harmony are 

manifest in the average student at different grade levels. These capabilities appeared to 

be related to level of music aptitude, as high aptitude students achieved at higher rates 

than did average and low aptitude students. Dittemore also found that certain criteria 

became stable, or manifest, at different times. The first-grade students in the study 

demonstrated competency in minor tonality and duple and triple meters. Second-grade 

children demonstrated competency in major and dorian tonalities, mixed meter, and 

songs sung in rounds or with a counter-melody. The third-grade children demonstrated 

competency in unusual meters and songs sung in two parts.111

One practical result of Dittemore’s research is the logical sequencing of 

instruction. Based on the results of his study, Dittemore suggested the following 

sequence in melody: minor, major, dorian, and atonal. For rhythm, Dittemore suggested 

first learning duple and triple meters, followed by mixed, and unusual meters. For 

harmony, Dittemore suggested first learning to sing rounds, followed by counter 

melodies, two-part melodies, and three-part melodies. Dittemore further reported the 

need for new and more challenging music literature for elementary school children, 

especially for children in the early grades and children with high musical aptitude.112

With a few exceptions, DeYarman’s dissertation research was conducted in a vein 

similar to that o f Dittemore. DeYarman, like Dittemore, sought to obtain insight into the 

development o f young children’s musical capabilities. He investigated the following 

problems:

111 Ibid., 30-31.

1,2 Ibid., 31-32.
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1. Whether children who were taught to sing songs only in usual meter 
perform songs in usual meter better than children who were taught to 
sing songs in usual, mixed, and unusual meters;

2. Whether children who were taught to sing only tonal songs perform 
tonal songs better than children who were taught to sing both tonal and' 
nontonal songs;

3. Whether kindergarten children who were initially given one full year 
of instruction in singing songs in mixed and unusual meters would 
perform songs in mixed and unusual meters better than first-grade 
children who were exposed to one year of typical kindergarten musical 
training;

4. Whether kindergarten children who were initially given one full year 
of instruction in singing nontonal songs would perform nontonal songs 
better than first-grade children who were exposed to one year of 
typical kindergarten musical training;

5. Whether level of musical aptitude is a factor in determining the extent 
to which a child can learn to perform songs in various meters and 
tonalities.113

During the 1968—1969 school year, DeYarman instructed the 148 kindergarten and 123 

first-grade children in an Iowa City elementary school who participated in the study. 

Based on the treatments associated with his specific research problems, these children 

were divided into eight experimental rhythm groups114 and four experimental tonal 

groups.115 Additionally, each experimental group was stratified into two subgroups (high 

and low) based upon composite scores on Harrington’s adapted version of the Musical 

Aptitude Profile.

113 DeYarman, 6.

114 Group A learned to perform only songs in usual meter. Group B learned to perform usual and 
mixed meter songs. Group C learned songs in usual and unusual meters. While, Group D learned songs in 
usual, mixed, and unusual meters. Experimental groups were included for both the kindergarten and the 
first-grade children, thus there were a total o f eight rhythmic experimental groups.

115 Group E learned to sing only tonal songs, while Group F learned to sing tonal and nontonal 
songs. Experimental groups were included for both the kindergarten and the first-grade children, thus there 
were a total o f four tonal experimental groups.
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During the study, kindergarten and first-grade children received music instruction 

in three twenty-minute sessions each week. DeYarman taught each music period, and 

instruction consisted of singing songs in duple and triple meter, rhythmic activities 

designed to develop kinesthetic feeling, singing songs in major and minor tonality, and 

tonal activities designed to develop aural perception.116

Achievement criteria for the study consisted of seven songs that were adapted 

from basic music texts. Four of the seven songs served as rhythm criterion songs (duple, 

triple, mixed, or unusual), and the remaining three songs served as tonal criterion songs 

(major, minor, or nontonal). In the spring of 1969, each of the seven criterion songs were 

taught using the same procedure and were audio tape-recorded. Two independent judges 

using a seven-point rating scale evaluated each performance.11'

Based on the empirical results of his study, DeYarman concluded that young 

children would benefit from instruction in songs written in mixed and unusual meters. 

Performance in these meters does not hinder but, in fact, seems to enhance performance 

in duple meter songs. Although high aptitude children perform better than low aptitude 

children, low aptitude children can benefit from instruction in mixed and unusual meters 

in addition to songs written in usual meters. Kindergarten and first-grade children also 

benefit from instruction in both tonal and nontonal songs. In DeYarman’s study, young 

children who were exposed to both tonal and nontonal songs performed tonal songs better 

than children who were exposed to only tonal songs. DeYarman concluded that general

116 DeYarman, 7.

1,7 Ibid., 9-11.
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music texts o f the late 1960s neither sufficiently challenged nor offered enough variety of 

song materials for young children.118

Gordon had several other students whose dissertations were related to Gordon’s 

own theories o f  music learning. Undoubtedly, their work affected Gordon in one way or 

another. Six former students, Miller (1972), Jaijisian (1981), Feierabend (1983), 

DiBlassio (1984), Belmondo (1986), and Levinowitz (1987) wrote dissertations 

specifically related to Gordon’s music learning theory. 119 Three former students, Kadyk 

(1987), Gamble (1988), and Gouzouasis (1990), wrote dissertations related to some 

aspect o f Gordon’s music learning theory in connection with instrumental music 

teaching.120

In answer to the specific need for more challenging song materials in a variety of 

tonalities (major, minor, dorian, mixolydian, phrygian, and lydian), Doug Nichol 

published two volumes of original songs with the Tometic Associates.121 These volumes 

were compiled and edited by DeYarman and Schleuter, and Lois Schleuter published 

companion piano accompaniments in 1976.

Following Nichol’s contributions, DeYarman published instructional materials 

designed to sequentially teach tonal patterns in the following tonalities: major, minor, 

dorian, mixolydian, phrygian, and lydian.122 DeYarman’s materials include sets of tonal

118 Ibid., 31-32.

119 See Appendix A.

120 Ibid.

121 See Doug Nichol, Nichol’s Worth, Volume I and II, (Buffalo, NY: Tometic Associates, Ltd.,
1975).

122 Robert M. DeYarman, Tonal Miste-Pac (Buffalo, NY: Tometic Associates, Ltd., 1976).
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patterns on long narrow cards. Patterns on one side of the card include note heads and 

tonic sol-fa syllables, while the same patterns on the second side of the card contain only 

note heads. Each card contains six patterns and is designed to move like a slide-rule 

through a transparency sheet containing music staff lines. Cards containing different key 

signatures and clefs are used to change keys for instrumentalists or to learn to read the 

same patterns using a variety of key signatures.

In the Tonal Miste-Pac, DeYarman recommends a five-step process for learning 

patterns in each of the six tonalities. First, a rote song vocabulary of songs in the tonality 

in question must be developed. Second, students are taught the sequence of tonal 

syllables in the given tonality by learning specific “tune-up” sequences and arpeggiated 

sequences (Figure 1). After learning rote songs, tune-up sequences and arpeggiated 

sequences, the students are then ready to leam specific pattern content from any given 

tonality using the pattern cards.

Before and after each pattern is sung, a cadential pattern (Figure 2) is sung to first 

establish and then to secure the tonality in question. In the fourth step, students leam to

234

Major "Tune Up

D - R - M - F - S - L - S - M - D - T - D

Arpeggiated Sequences

D - M - S - M - D  D - F - L - F - D  T - R - F - S - F - R - T

Figure 1. DeYarman’s “Tune Up” and Arpeggiated Sequences
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sing neighboring tone patterns, essentially singing step-wise patterns rather than arpeggio 

patterns.

f t
Cadential Pattern Pattern Cadential Pattern

D - M - R - T - D  S - D - M  D - M - R - T - D

Figure 2. DeYarman’s Cadential Pattern

In the final step of the sequence, students leam “extended tune-up” patterns by rote 

(Figure 3) as a means for reading larger extended patterns in actual music at a later time. 

The final section of DeYarman’s Tonal Miste-Pac includes creative tonal pattern 

activities and games.123

I t    II -
._ » ■  »  »  » II • * II

D - T - L - S - L - T - D  D - M - S - L - T - D

Figure 3. DeYarman’s Extended “Tune up” Patterns

DeYarman and two colleagues published a rhythm pattern instructional book in 

1979.124 The text contains notation and rhythm syllables for rhythm patterns in duple, 

triple, mixed, and unusual meters. The authors suggest that the materials be used in the

123 Ibid., 19— 28.

124 Robert DeYarman, Mary Lou Frost, and Virginia Chambers, Tometics: Reading Rhythm 
Patterns (Amherst, NY: Poppenburg’s, 1979).
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following sequence: aural, eurhythmic, verbal, and notational.125 Teaching suggestions 

are given in each step of the sequence, and activities that can be used to reinforce 

rhythmic skills are described. The text uses the same rhythm syllable system that Gordon 

used in The Psychology o f Music Teaching126 and Learning Sequence and Patterns in 

Music}11 This system is described below in Figure 4.

^nn JTTinsmmjTrmi^.rnn m m m
l-ne2-ne l-tame-ta 2-ne 1-na-ni 2-na-ni 1-ta-na-ta-ni-ta 2 Dirba-biDube Du-ta-ba-ta-bi-taDiHa-be 

Figure 4. Gordon’s Rhythm Syllable System before 1984

Gordon’s Contributions 

Based upon nearly ten years of specific preliminary research, in addition to years 

of thought about the nature of musical learning and its relation to music aptitude, 

Gordon’s learning sequence of music instruction, or music learning theory, was first 

defined in 1975.128 The text commonly associated with the beginning of Gordon’s music 

learning theory, however, is most likely his GIA publication of the following year, as it 

had a wider circulation.129

125 Ibid., 32.

126 See, Gordon, The Psychology o f  Music Teaching, 74.

127 See, Gordon, Learning Sequence and Patterns in Music, 121-126.

128 See, Gordon, Learning Theory, Patterns, and Music (1975). This is the first text in which 
Gordon states and describes his specific sequence of musical learning.

129 See, Gordon, Learning Sequence and Patterns in Music (1976 and 1977). This is a revised 
edition of Gordon’s 1975 text.
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Music Learning Theory: A Model of Musical Learning and Instruction

Based on his reading and understanding of Hilgard and Bower (1974), Gordon 

has identified two generic functions of learning: discrimination and inference.130 Related 

to Pavlov’s idea of differentiation and Spence’s discrimination learning theory, Gordon 

refers to discrimination learning as learning that occurs primarily by rote through 

imitation and memorization.131 Inference learning, on the other hand, is conceptual in 

nature; individuals teach themselves to understand what is unfamiliar by inferring from 

what is familiar. Gordon explains further that inferences often occur unconsciously, a 

claim that has caused some controversy with his critics.132 Gordon’s explanation of 

inference learning is somewhat related to Pavlov’s idea of generalization, although it is 

more closely related to Gagne’s final type of learning (problem solving). Neither 

function is mutually exclusive, as each incorporates some aspects of the other. 

Discrimination learning is a critical component of all learning, however, as it forms the 

basis for inference learning. Without familiar stimuli from which to discriminate,

Gordon believes that inference learning is essentially impossible. These notions seem to 

be akin to Piaget’s processes of assimilation and accommodation of schemata and 

Ausubel’s reception and discovery learning.

Gordon developed his musical skill learning sequence based upon the two generic 

functions of learning, Gagne’s eight types of learning, and other psychological theories of

130 Ibid., 7.

131 Gordon, Learning Sequences in Music (1997), 87.

132 Ibid.
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learning described in the beginning section of this chapter. The levels and sublevels of 

this sequence are outlined below in Table 4.

Table 4. Gordon’s Skill Learning Sequence Levels and Sublevels133

Discrimination Inference

Aural/Oral Generalization
(Aural/Oral — Verbal — Symbolic)

Verbal Association
Creativity / Improvisation

Partial Synthesis (Aural/Oral — Symbolic)

Symbolic Association Theoretical Understanding
(Reading -  Writing) (Aural/Oral -  Verbal — Symbolic)

Composite Synthesis
(Reading — Writing)

While Gordon has continually revised his music learning theory texts in an 

attempt to provide clearer explanations of the contained ideas and changes in his thinking 

based on his or his student’s research, the sequence outlined above has not changed since 

its inception in 1975. Gordon’s explanations of the content contained in each step of the 

skill learning sequence have also changed little. It should not go unnoticed that Gordon’s 

skill sequence and the coining of the term audiation occurred at the same time.134 While 

it may be possible to view Gordon’s music learning theory and the audiation process as 

separate entities, the two processes are, in fact, mutually dependent. Music learning

133 Gordon, Learning Sequences in Music (1997), 90.

134 See Gordon, Learning Theory, Patterns, and Music (1975), ii, 6.
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theory is a model for teaching or guiding (to use Gordon’s own term) the audiation of 

tonal and rhythmic aspects in music. Likewise, audiation is developed and taught best 

through a sequential model like Gordon’s music learning theory.

The fundamental step in Gordon’s skill sequence is aural/oral, involving both the 

listening and the performing processes of music. Aural/oral serves as the readiness for 

every other step in the sequence. The purpose of teaching at the aural/oral level is to 

appropriately develop listening and performing vocabularies in music. Gordon likens the 

listening and performing vocabularies in music to the listening and speaking vocabularies 

in language. Based on Petzold (1963), Smith (1971), and his own pattern studies in the 

1970s, Gordon claims that tonal and rhythm patterns are the most basic unit of meaning

1 3 ^m music. Interaction between the aural process and the oral process in music is 

continuous, similar to Vygotsky’s explanation of the continuous movement between 

thought and words, and words and thought in language. Teaching at the aural/oral level 

involves speaking and listening to music in a variety of tonalities and meters. Based on 

studies by Dittemore (1970), DeYarman (1972), and Miller (1972),136 Gordon indicates 

that children leam to audiate and perform in simple tonalities and meters better if those 

children are exposed to a variety of tonalities and meters. Thus, the richer one’s musical 

experiences at the aural/oral level of musical learning, the better.137

135 Gordon, ‘Toward the Development o f a Taxonomy of Tonal Patterns and Rhythm Patterns,” 
40; and Gordon, Learning Sequence and Patterns in Music, 3.

136 Miller’s study is an extension of Dittemore and DeYarman’s research. See Miller (1972) in 
Appendix A; and Phillip Hall Miller, “An Experimental Analysis of the Development of Tonal Capabilities 
of First Grade Children,” in Experimental Research in the Psychology o f Music 10 (1975), 77—97.

137 Gordon, Learning Sequences in Music (1997), 89-95.
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At the verbal association level of musical learning, children are taught the 

appropriate musical labels (tonic sol-fa and rhythm syllables)138 to that which they have 

been taught at the aural/oral level. Tonal and rhythm patterns learned with neutral 

syllables during aural/oral are now associated with the appropriate labels. Like labeling 

or naming objects in spoken language, children leam to label familiar objects that they 

have learned during the aural/oral level of learning. Children also leam the following 

terms to identify tonal and rhythm patterns during verbal association learning: major, 

minor, duple, triple, tonic, dominant, macrobeat, and microbeat. Labeling tonal and 

rhythm patterns enables children to discriminate between additional patterns. New 

musical content, according to Gordon, must be introduced first at the aural/oral level and 

not the verbal association level of musical learning. Any content that has been taught at 

the aural/oral level of learning can be labeled subsequently during verbal association 

learning.139

At the partial synthesis level of learning, children begin to audiate tonal and 

rhythm patterns in a series. This new relationship among tonal or rhythm patterns, heard 

now in a series, is an important step, as tonality and meter become more solidified or 

stable in comparison to the aural/oral and verbal association levels of learning. Teaching 

at the partial synthesis level of learning involves setting up series of patterns in 

contrasting tonalities or meters for children to compare. Children listen to two series of

138 Gordon advocates the use o f tonic sol-fa (moveable do with a la-based minor). Gordon’s 
rhythm syllables were developed over a span of nearly a decade (1971-1980) with the assistance of Jim 
Froseth, Albert Blaser, Stanley Schlueter, and Robert DeYarman. For a history of Gordon’s rhythm 
syllables, see Grunow, ‘The Evolution of Rhythm Syllables in Gordon’s Music Learning Theory.”

139 Gordon, Learning Sequences in Music (1997), 95—104.
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rhythm patterns and decide whether the first or second was in duple or triple meter. 

Musical labels (e.g. macrobeat, microbeat, duple, triple, major, minor, tonic, and 

dominant) learned at the verbal association level of learning assist the child in the 

audiation of contrasting tonalities or meters. In this regard, learning at the partial 

synthesis level requires that children make inferences for themselves based on familiar 

tonal and rhythm content.140

At the symbolic association level of learning, children are taught to read and write 

the tonal and rhythm patterns that they learned at the aural/oral and verbal association 

levels of learning. Musical reading at the symbolic association level of learning occurs 

with musical objects that are already familiar to the child and have pre-established 

meaning. Not only are the tonal and rhythm patterns themselves familiar, but the 

underlying tonality and meter of the musical patterns in question are also familiar. In this 

regard, children give meaning to musical notation by recalling that which they can 

already audiate at the aural/oral and verbal association levels. Gordon refers to this 

process as notational audiation.141

Composite synthesis musical learning involves the simultaneous audiation of 

tonality or meter as the child reads or writes tonal or rhythmic notation. At this level of 

musical learning, musically intelligent reading and writing is possible. Children are able 

to not only able to audiate familiar tonal or rhythm patterns read in a series, they are also 

able to audiate the underlying tonality or meter of those patterns.142

140 Ibid., 104-110.

141 Ibid., 110-118.

142 Ibid., 118-121.
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At the generalization-aural/oral level of learning, children identify two sets of 

familiar or unfamiliar sets of musical patterns as being either the same or different. At 

the generalization-verbal level of learning, children infer tonic sol-fa or rhythm syllables 

from patterns heard performed on a neutral syllable. Also at this level of learning, 

children are capable of identifying the tonality or meter of a series of patterns heard 

performed using neutral syllables. At the generalization-symbolic level of learning, 

children are capable of reading or writing musical notation without assistance (e.g. sight 

reading).143

The next level of inference or generalization learning is creativity/improvisation. 

Gordon has long made a distinction between musical responses that are creative 

responses and those that are improvised responses. According to Gordon, creative 

responses are premeditated, while improvised responses are a matter of immediate 

reaction based upon restrictions of harmonic chord progression and meter. Like the 

generalization level of inference learning, there are aural/oral, verbal, and symbolic 

sublevels within the creativity/improvisation level of learning.144

Theoretical understanding, the final step in Gordon’s skill learning sequence, also 

has three sublevels: aural/oral, verbal, and symbolic. Learning at this level involves that 

which is typically taught as music theory. Here, verbal explanations of music notation 

are taught after one has successfully developed listening, performing, reading, and 

writing vocabularies in music. Skills learned .during theoretical understanding may

143 Ibid., 124-128.

144 Ibid., 128-132.
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include the identification of intervals, scales, key signatures, letter names, musical form, 

and chord structure.143

In addition to the skill sequence described above, Gordon has outlined specific 

sequences of tonal and rhythm musical content. As Gordon explains in his texts, skill 

sequence (aural/oral, verbal association, etc.) is always taught in connection with specific 

tonal or rhythm content.146 Tonal and rhythm content are not combined in the teaching of 

learning sequence activities. They are combined, however, in the teaching of classroom 

activities. The sharp separation of the tonal and rhythmic elements in music has 

continually drawn criticism. The crux of the problem lies in how to combine these music 

elements after they have been divided during pattern instruction.

Musical Meaning: The Audiation of Syntax

Musical understanding or musical meaning is a critical component of music 

learning theory. An important aspect of musical understanding is the audiation of 

musical syntax, or the order and arrangement of pitches and durations that give rise to 

tonality and meter in music. Gordon stresses this importance when he states that “syntax 

cannot be taken from music: syntax must be given to music through audiation.”147 Based 

on Chomsky’s notion of surface and deep structure in language, Gordon claims that 

surface structure and deep structure exist in music.148 According to Gordon, surface 

structure in music involves the audiation of complete musical patterns. Deep structure in

145 Ibid., 132-135.

146 See, Gordon, Learning Sequences in Music (1997), chapter 6 (Tonal Content Learning 
Sequence) and chapter 7 (Rhythm Content Learning Sequence).

147 Gordon, Learning Sequences in Music (1997), 108.

148 Gordon interview, 15 December 1998.
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music, on the other hand, involves the audiation of essential pitches and durations within 

a given tonality or meter.149 Gordon believes that the ability to audiate tonal and rhythm 

syntax through audiation is a prerequisite for musical understanding, musical 

appreciation, and aesthetic responses to music.150 Charles Hoffer states that musical 

syntax is likely the most basic type of music knowledge and, ultimately, the foundation 

for further learning in music.151

Classroom Activities and Learning Sequence Activities

Classroom music instruction in music learning theory is taught according to a 

whole-part-whole model.152 During general music instruction, songs of various tonalities 

and meters and other music related activities are taught during what Gordon calls 

classroom activities. Classroom activities involve such things as singing, chanting, 

movement instruction, listening, performing on instruments, reading, and writing. In this 

regard, the activities associated with the music learning theory classroom appear to 

somewhat resemble any other general music classroom. Instruction based on music 

learning theory and the typical general music instruction differ, however, in regard to 

learning sequence activities.

Learning sequence activities are another name for the method or technique used to 

teach tonal and rhythm patterns at the various skill levels of Gordon’s music learning

149 Ibid.

150 Ibid., 31.

151 Charles Hoffer, Teaching Music in the Secondary Schools, 4th ed. (Belmont, CA: Wadsworth, 
1991), 50.

152 See Gordon, Learning Sequences in Music (1997), 260; and Walters, “Sequencing for Efficient 
Learning,” 542-543.
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theory.153 In a sense, learning sequence activities and music learning theory are 

synonymous. Music learning theory was originally called learning sequences. Learning 

sequence activities are taught during the first ten minutes of instruction and are 

coordinated with classroom activities. Learning sequence activities are quite similar to 

the content of DeYarman’s Tonal Miste-PAC; however, the tonal and rhythm patterns 

contained in the Jump Right In register books are gleaned from Gordon’s pattern studies. 

In many respects, learning sequence activities are essentially a verbal teaching machine 

or programmed learning technique, in the Skinnerian sense, taught to teach the behaviors 

associated with audiation. Audiation is not directly taught through learning sequence 

activities; however, the behaviors (individual tonal and rhythm patterns) that allow one to 

leam to audiate in one’s own right are taught. Gordon’s prescription for teaching 

learning sequence activities incorporates several of the conditions used by programmed 

instructional teaching machines: objective specification of the subject matter (pattern 

studies), graded steps of increasing difficulty (varied difficulty levels of patterns taught), 

active learning, and immediate feedback and reinforcement.

The coordination between learning sequence activities, classroom activities, 

Gordon’s skill sequence, and Gordon’s content sequence is unique in respect to other 

methodologies. Specifically, each level of the skill sequence is introduced during 

learning sequence activities and different levels of content are introduced during 

classroom activities. This is one of the most basic differences between the organizational 

structure of Gordon’s music learning theory and the other methodologies.

153 For a comprehensive source on learning sequence activities, see Edwin Gordon, Jump Right In! 
The Music Curriculum: Reference Handbook fo r  Using Learning Sequence Activities, 2nd revised ed. 
(Chicago: GIA Publications, 1992).
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A primary consideration in Gordon’s summer workshops is instruction on the 

delivery of tonal and rhythm learning sequence activities to a classroom of students. The 

delivery or teaching of learning sequence activities involves a variety of signals and cues. 

Tonal syntax is established with a sequence of tones (Figure 5) and sample patterns.

XJ -  ♦  •
S - L - S - F - M - R - T - D

Figure 5. Gordon’s Sequence of Tones154

Rhythmic syntax is established by chanting four beats of alternating macro and 

microbeats, as well as related sample patterns. Both classroom and individual tonal and 

rhythm patterns are taught. Like Weaver’s instructional techniques nearly a century 

before, individual performance (singing and chanting) is critical in Gordon’s model. 

Individuals sing or chant both with the teacher (teaching mode) and without the teacher 

(evaluation mode). Frequent reinforcement of the tonality or meter is provided through 

class patterns performed by the entue class. Learning sequence activities and classroom 

activities reinforce one another, thus strengthening the whole-part-whole process.153

A wide selection of music learning theory related practical materials is available 

from GIA Publications. Written by Gordon and his associates, many of whom are former 

students, these sources were described in chapter two.

154 Using the moveable-do solfege system with la-based minor, the sequence of tones in harmonic 
minor tonality is M-F-M-R-D-T-Si-L. In Dorian tonality the sequence is L-T-L-S-F-M-D-R, etc.

155 Gordon, Learning Sequences in Music (1997), 258-268.
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Criticism of Gordon’s Music Learning Theory

Several criticisms of Gordon’s music learning theory have been published; these 

offer a glimpse of the arguments between Gordon and other members of the profession. 

These critical reviews are of great fundamental importance, as they provide insight into 

how well Gordon and his theories have fared in the eyes of his peers within the 

profession.

The earliest criticisms of Gordon’s music learning theory occurred in reference to 

his rhythm classification system, beginning with The Psychology o f Music Teaching 

(1971) and continuing through his Learning Sequences in Music texts (1980, 1984, 1988, 

1993, and 1997). Gordon’s rhythm terminology (meter beats, tempo beats, macrobeats, 

microbeats, usual meter, unusual meter, paired macrobeats, unusual paired meter, unusual 

unpaired intact meter, etc.) is inherently opposed to the traditional terminology used by 

music theorists and music historians to describe rhythm.156 Thus, it is understandable 

that some would take offense to Gordon’s renaming of traditional terminology and/or 

reinterpretation of rhythm.

Brink, Colwell and Abrahams (whose article is in part a direct re-publishing of 

Brink’s article), and Jones take offense at Gordon’s use of the term meter beat
t  C “T

(microbeat) to define rhythm. These authors argue that traditionally meter has been 

defined as the grouping of pulses into larger audible units, typically units of two or three

156 See, Emily Brink, “A Look at Edwin E. Gordon’s Theories,” Bulletin o f the Council for  
Research in Music Education 75 (summer 1983): 1-13; Russell Jones, “A Dialectic Analysis of Selected 
Contradictions Among Definitions o f Meter in Music,” Bulletin o f  the Council fo r  Research in Music 
Education 83 (summer 1985): 43—56; and Colwell and Abrahams, “Edwin Gordon’s Contribution: An 
Appraisal.”

157 Brink, 2-3.
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pulses. Gordon defines the pulse of music as the tempo beat (macrobeat) rather than the 

meter beat (microbeat). As such, they contend that Gordon’s definition of meter is the 

reverse of traditional teaching.158 Rather than meter resulting from the grouping of 

pulses, Gordon espouses that meter is a result of the division of a basic pulse.159

Gordon’s claim that the audiation of macrobeats (tempo beats) occurs in pairs is 

also a topic of debate. The statement that rhythmic pulses occur in pairs is not in itself a 

drastic claim; however, when Gordon’s terminology is associated with examples of 

rhythmic notation, the argument can be taken to extreme.160 The conflict is further 

exacerbated when the subject of simple duple, simple triple, and/or compound triple 

meters is mentioned. Some of Gordon’s own statements that were made in the earliest 

editions of Learning Sequences in Music to explain his ideas in this regard seem to have 

only clouded, not clarified, the issue. To his credit, Gordon’s explanation in the 1997 

edition of Learning Sequences in Music seems to offer a clearer description. Gordon’s 

explanation that macrobeats (tempo beats) occur in pairs seems to be consistent with 

Leonard Bernstein’s mention of rhythmic and melodic symmetry as a “universal” concept 

in music.161

Brink is also not satisfied with documentation, given in footnote references in his 

earliest texts, that Gordon used in support for his ideas on rhythm. Brink states that

158 Ibid., 3.

159 See Gordon, The Psychology o f Music Teaching, 67-68; and Gordon, Learning Sequences in 
Music { 1997), 163-165.

160 See Brink, 4—7; and Colwell and Abrahams, 29-31.

161 Leonhard Bernstein, The Unanswered Question: Six Talks at Harvard (Cambridge, MA: 
Harvard University Press, 1976), 91.
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Gordon’s sources are too diverse to develop a unified theory, and that Gordon’s 

terminology (tempo beat, meter beat, and melodic rhythm) cannot be thought of, as he 

claims, in terms of modus, tempus, and prolatio.

In his review of Gordon’s 1984 edition of Learning Sequences in Music, 

Miklaszewski addresees three criticisms of Gordon’s music learning theory.163 First, 

Miklaszewski has difficulty agreeing with Gordon’s sharp separation of tonal and 

rhythmic elements in music. Also for debate is whether or not Gordon has effectively 

explained how to combine the tonal and rhythmic elements of music after they have been 

separated for teaching learning sequence activities.164 Second, Miklaszewski writes that 

in Gordon’s newer editions of Learning Sequences in Music (1984 edition in particular) 

Gordon’s opinions become more extreme and rigid compared to earlier editions (1976 

and 1977).165 A final criticism is raised over Gordon’s lack of references to outside 

sources apart from the general bibliography. The 1984 edition of Learning Sequences in 

Music does not contain footnote references; in comparison, the 1977 edition of Learning 

Sequence and Patterns in Music does contain footnote references.166

Colwell and Abrahams’ critical assessment of Gordon’s contributions is 

especially noteworthy, as Gordon and Colwell are contemporaries in the profession.

162 Brink, 7.

163 Kacper Miklaszewski, review o f Learning Sequences in Music: Skill, Concent, and Patterns 
(1984 edition) by Edwin Gordon, Bulletin o f the Council fo r  Research in Music Education 89 (1986): 83- 
86 .

164 Ibid., 84-85.

165 Ibid., 85.

166 Ibid.

249

R e p ro d u c e d  with perm iss ion  of th e  copyright ow ner.  F u r th e r  reproduction  prohibited without perm iss ion .



They repeat Brink’s critique of Gordon’s rhythm terminology word-for-word and offer a 

general critique of Gordon’s music learning theory.

Colwell and Abrahams make a fundamental claim in opposing Gordon’s music 

learning theory on the basis of the psychological foundations of Gordon’s theory. Siding 

with Bennett Reimer, they claim that the use of psychology as the foundation for 

deciding what should be taught to all students in music is questionable; rather, they 

explain that these questions can be answered only through philosophical inquiry.167 

Gordon’s music learning theory, which is dependent upon technical skill proficiency, 

narrowly defines goals and behaviors associated with music teaching and learning and

I fiRultimately serves to set music apart from the other school subjects. Colwell and 

Abrahams argue that using a limited set of skills (learning sequence activities) to develop 

curricular goals in music is a holdover of the behaviorist (atomistic) psychological 

tradition. Rather than serving as a means to an end, Gordon’s pattern instruction has 

become a means in itself.169

Colwell and Abrahams disagree with Gordon’s claim that music and language are 

similar processes; they reiterate Reimer’s position: “what takes place between the artist 

and the perceiver is not communication but sharing.”170 The authors voice their 

frustration with Gordon’s work, stating that it is difficult to know Gordon’s present

167 Colwell and Abrahams, 34.

168 Ibid.

169 Ibid., 34-35.

170 Bennett Reimer quoted in Colwell and Abrahams, 34.
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position on music teaching and learning because he continually changes his mind, as 

witnessed by his many revisions of the Learning Sequences in Music text.171

Maurice Elton Byrd noted that general music educators and curriculum 

developers do not appear to be ready for the type of change that Gordon proposes through 

his music learning theory.172 Byrd states that Gordon’s instructional practices are set in 

direct opposition to traditional practices and Gordon himself is critical of some cherished 

teaching techniques (e.g. pre-reading techniques, combining tonal and rhythm solfege 

systems, etc.).173 Thus, Gordon faces an uphill battle over the change that he 

recommends. Byrd states that, although Gordon’s music learning theory has been 

criticized as being confusing, inflexible and improperly documented with supporting 

research, it is worth careful investigation.174 Byrd writes that in order to answer these 

criticisms, Gordon needs to convince his readers that his ideas are well documented and 

researched, tried, proven, and effective.175

Scott Shuler begins his critical examination of Gordon’s work by describing the 

uproar that Gordon caused in the profession by insisting that “music education is a 

profession in search of a discipline.”176 Given Gordon’s stance and the fact that his

171 Colwell and Abrahams, 31-32.

172 Maurice Elton Byrd, “Gordon’s Sequential Music Learning and Its Applicability to General 
Music,” The Quarterly Journal o f  Music Teaching and Learning 2 (spring-summer, 1991): 61.

173 Ibid.

174 Ibid.

175 Ibid., 62.

176 Scott C. Shuler, “A Critical Examination of the Contributions of Edwin Gordon’s Music 
Learning Theory to the Music Education Profession,” The Quarterly Journal o f  Music Teaching and 
Learning 2 (spring-summer, 1991): 37. Specific reference to Gordon’s comment that the music education 
is a profession in search of a discipline can be found in Edwin Gordon, “Music Education: A Profession in
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music learning theory is in opposition to more traditional methodologies, some within the 

profession responded belligerently to Gordon’s ideas and pressured him for proof.177 

During the early years of Gordon’s music learning theory, Gordon struggled with some of 

his contemporaries in the profession, because they knew him as a colleague and not as

178someone with the authority to make claims that no one else had ever made before.

Shuler lists several questions related to learning sequence activities and audiation 

that warrant further examination.

1. Are learning sequence activities an efficient use of limited 
instructional time?

2. Do learning sequence activities lead to effective gains in music 
achievement?

3. Does the teaching of isolated tonal and rhythm patterns travel to real- 
life music in which the tonal and rhythmic aspects of music are 
combined?

4. Does audiation, as defined by the ability to perform musical tasks, 
unnecessarily limit a student’s listening experience?

5. What is the relationship between learning sequence activities, or any 
method based on drill, and students’ attitudes toward music?179

Advocates of Gordon’s theory should consider answers to these questions, as they will

ultimately be the ones to provide the most convincing and positive argument.

Search of a Discipline,” Tempo (November 1980): 9—11; and Edwin Gordon, “Music Learning and 
Learning Theory,” Documentary Report o f the Ann Arbor Symposium: Applications o f Psychology (Reston, 
VA: MENC, 1981): 62-81. Shuler has known Gordon for many years and his doctoral dissertation is an 
investigation of the effectiveness of Gordon’s learning sequence activities. See Scott C. Shuler, “The 
Effects of Gordon’s Learning Sequence Activities on Music Achievement,” Ph.D. dissertation, Eastman 
School of Music, 1987.

177 Shuler, “A Critical Examination o f the Contributions of Edwin Gordon’s Music Learning 
Theory to the Music Education Profession,” 37.

178 Scott C. Shuler, interview by author, Delaware, OH, 14 June 1999, notes in possession of the
author.

179 Shuler, 46-47.
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Acceptance of Gordon’s music learning theory has been slow to develop and the 

theory has received a cool reception by some in the profession, due to several factors.

1. Americans seem to have a preference for European methodologies and 
tend to be suspicious when one of their own expresses new and novel 
ideas.

2. Gordon’s self-confidence in his untested theory in the beginning was 
poorly received by some.

3. Gordon bluntly criticized cherished icons of music pedagogy.
4. Gordon was already known as a professor and colleague in the 

profession, thus he faced an uphill battle as a “prophet in his own 
land.”

5. Gordon’s audience did not understand what he was proposing. This 
problem was exacerbated by Gordon’s dense prose, complex ideas, 
and new terminology.

6. Music learning theory demands a high level of tonal and rhythm skill.
7. Although Gordon referred to his ideas as “theories,” the dogmatic 

manner in which he presented his theories was anything but tentative.
8. Gordon made frequent reference to a research base upon which his 

ideas and theories were based, however, some well-read researchers in 
the profession had difficulty identifying that base.180

Practical applications of Gordon’s theories have been a consideration since the 

beginning years of music learning theory. Over the years, more and more materials have 

become available. Shuler believed that the original Jump Right In curriculum was in 

need of revision in order to receive wider circulation and use.181 Certainly, Shuler would 

view the revised Jump Right In: The General Music Curriculum as an improvement over 

the original publication, although it is, as yet, incomplete.

Shuler is pleased to notice that Gordon’s ideas have been incorporated with other 

methodologies, especially in Readings in Music Learning Theory. 182 Gordon was the

180 Ibid., 47—48.

181 Ibid., 54.

182 See essays by Creider, Cemohorsky, Feierabend, Campbell, and Jordon.
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keynote speaker at the 1981 Organization of American Kodaly Educators National 

Convention and has co-published an interesting article comparing music learning theory 

to Kodaly instruction.183 This movement toward a more central position will likely have 

beneficial results in the long-term promotion of Gordon’s theories. Shuler believes that a 

critical evaluator of Gordon’s work should take a more centrist position between that of a 

Gordon “purist” and that of a casual observer.184

In a theoretical article, written to critique various solfege systems in music 

instruction, Steve Larson argues against Gordon’s (and others like him) use of movable 

do syllables with la-based minor.185 The author sets forth an argument that la-based 

minor is not an easier system in comparison to do-based minor, as Gordon contends, 

because it actually uses more syllables.186 In conclusion, Larson states that it is 

impossible to say that one solfege system is superior to another, and that different solfege 

systems should be chosen for different purposes.187 The real issue appears to be related 

to the manner in which children (or adults) audiate major and minor tonalities and 

whether the tonic is heard differently (do-based or la-based) and not a simple accounting 

of solfege syllables.

183 See, Edwin Gordon, ‘The Unsung Values of Kodaly Instruction,” keynote address at the 
OAKE 1981 conference in Baltimore, Maryland, in Kodaly Envoy (1981): 4-12; and Edwin Gordon and 
Christine Jordonoff, “Kodaly and Gordon: Same and Different,” Kodaly Envoy 20 (fall 1993): 22-28.

184 Shuler interview.

185 See Steve Larson, ‘The Value of Cognitive Models in Evaluating Solfege Systems,” Indiana 
Theory Review 14 (1993): 73—116.

186 For example, the dominant seven chord with la-based minor syllables in (me-si-ti-re) as 
compared to the dominant seven chord in both major and minor using do-based minor (so-ti-re-fa).

187 Larson, 115.
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W. Ann Stokes reviewed Gordon’s music learning theory and other work from the 

standpoint of cognitive psychology. Like Miklaszewski and Colwell and Abrahams, 

Stokes is not satisfied with the documentation of the ideas presented in Learning 

Sequences in Music (1989 edition). In relation to Reimer’s seven aspects188 that should 

be considered before a curriculum is developed, Gordon’s music learning theory fulfills 

only one goal, that of sequencing.189

Stokes raises questions about the predictive validity of learning sequence 

activities. Based on a perceived lack of objective evidence, Stokes seriously doubts that 

tonal and rhythm learning sequence activities improve listening skills in response to real 

music.190 Stokes, like others mentioned previously, is at odds with the sharp separation 

of tonal and rhythmic elements in music, especially without being given a clear 

explanation of how to put these elements back together once they have been separated. 

This separation is understandable from a Piagetian standpoint with regard to young 

children, but such a separation with older children is questionable. Stokes points out that 

even children’s lullabies combine pitch and rhythm, and children seem to easily 

recognize and sing these songs; therefore, one would question why such a separation 

should happen with learning sequence activities.191 Stokes argues that Gordon’s concept

188 See Bennett Reimer, A Philosophy o f Music Education, 2nd ed (Englewood Cliffs, NJ: Prentice 
Hall, 1989), 152.

189 Stokes, 96.

190 Ibid., 101.

191 Ibid., 101-102.
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of audiation, taught indirectly through tonal and rhythm patterns, is a “relatively narrow

I QOplatform” upon which to base a sequential theory of music instruction. “

In her final assessment, Stokes criticizes Gordon relegation of aesthetic 

experiences in music to that of a by-product of sequential instruction. Gordon believes 

that students should aesthetically respond to music based upon the teaching of musical 

understanding through audiation. Thus, one comes to aesthetically appreciate music 

given one’s musical knowledge and ability to audiate tonal, rhythmic, formal, and 

expressive elements in music.193 Stokes, on the other hand, argues that musical aesthetics 

should be considered during the decision process when developing a sequence for music

194instruction.

Paul Woodford wrote an article evaluating Gordon’s music learning theory from a 

critical thinking perspective. Woodford, like Stokes, is not satisfied with Gordon’s 

designation of musical aesthetics as a by-product, rather than a philosophical 

consideration, of music teaching and learning.195 This stance is understandable given the 

arguments between Reimer, with whom Woodford and Stokes studied, and Gordon about 

musical aesthetic understanding and its prominence and place in the music curriculum.

Woodford admits that it is difficult to evaluate Gordon’s music learning theory 

from a critical thinking perspective because there is not a consensus among educational 

philosophers and theorists as to the nature of critical thinking. Nevertheless, Woodford

192 Ibid., 105.

193 Gordon, Learning Sequences in Music (1997), 90.

194 Ibid.

195 Woodford, 84.
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believes that Gordon’s skill-based instruction and related methodologies are faulty in that 

they ignore the personal and social needs of the individual. Most important, according to 

Woodford, is the educational consideration of why a student should think critically in the 

first place. Woodford explains that critical thinking should be an essential consideration 

in music instruction, as ultimately students need to think critically and maintain interest 

in music on their own, apart from a teacher. Woodford has explored the process of 

critical thinking in music through his own music learning theory, which allows students 

to “consciously and purposefully realize the musical self.”196

Gordon’s beliefs about the role and importance of audiation and the teaching of 

isolated skills, and his philosophical beliefs about music appreciation and music 

aesthetics, are once again points of contention. Woodford believes that motivation in 

Gordon’s music learning theory is accomplished only through successful performance of 

tonal and rhythm patterns rather than a desire for personal musical growth. Music 

appreciation, Woodford argues, should be the driving force behind “purposeful musical 

thought and action.”197 Gordon, on the other hand, believes that music appreciation, like 

aesthetic response to music, is an end product or a result based on one’s musical 

understanding. Gordon believes that in order to appreciate music with anything other 

than a fleeting emotional response, one must understand music.198

Gordon’s claim that inference learning happens unconsciously, whether or not 

this is wholly or only partially true, has drawn criticism from Woodford. Woodford

196 Ibid., 87-88.

197 Ibid.

198 Gordon, Learning Sequences in Music (1997), 31-32.
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interprets Gordon’s statement to mean that inference learning occurs completely at the 

level of the unconscious; therefore, the role of executive thinking and metacognition is 

lacking or completely absent. If true, this supposes that all learning in Gordon’s theory is 

teacher led, resulting in programmed responses by students who all think alike. In 

Woodford’s opinion, the “artificial neatening” of musical content into atomistic patterns 

of sequential organization, serves only to diminish the need for individual critical 

thinking skills.199

At the conclusion of his critical essay, Woodford considers the psychological 

traditions of learning theory in general, and Gordon’s beliefs about his own music 

learning theory, specifically. Woodford labels Gordon a “technical rationalist,” basing 

the label on the empirical and quantitative base of Gordon’s music learning theory, and 

Gordon’s need to explain musical phenomena in sequential steps.200 Woodford is correct 

in explaining that Gordon believes that it is “scientific knowledge, or knowledge 

organized systematically and verifiable by empirical and quantitative means, that really 

matters.”201 Although Woodford praises Gordon’s contribution of a highly developed 

belief system regarding the nature of music learning and teaching, he warns in his final 

assessment that Gordon’s theory may, in fact, be detrimental to individuality in students 

and teachers. Woodford suggests that Gordon’s music learning theory may “work to 

indoctrinate teachers to his way of thinking about music education practice.”- “

199 Woodford, 88-89.

200 Ibid., 89.

201 Ibid.

202 Ibid., 91.
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Woodford explains, basing commentary on Shuler’s critical review of Gordon’s work, 

that Gordon’s propensity to speak as a “self-styled prophet” only adds to the notion that 

Gordon alone is the arbiter of truth.203

203 Ibid., 91-92.
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CHAPTER 6

EARLY CHILDHOOD MUSIC EDUCATION

Early childhood music education is an essential component of Gordon’s model of 

music education from birth through adulthood. Although he began teaching preschool 

children himself in 1984, Gordon has held an interest in early childhood music education 

throughout his career. Gordon’s pedagogical beliefs about preschool music education are 

based upon the historical traditions of preschool music education, Piagetian stage theory, 

language development, physical movement and its relation to music, and observations 

made by him and his students.

Historical Foundations 

Early childhood education in America has changed drastically since the mid

nineteenth century. This evolution has occurred due to transformations in 

urban/industrial society and because of changing attitudes toward the education of young 

children during that time. The developing urban/industrial society o f the 1880s 

necessitated reform in the educational system, including the emergence of daycare to 

assist working parents. Modem era pedagogical beliefs about early childhood education 

are related to the work of important European educational reformers, including John
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Amos Comenius (1592—1670), Jean-Jacques Rousseau (1712—1778), Johann Heinrich 

Pestalozzi (1746-1827), and Friedrich Wilhelm Froebel (1782-1852).1

Based on Froebel’s pedagogy, the Kindergarten emerged in America in 1856 and 

became a part o f the public school curriculum, first in Saint Louis, in 1873.2 Froebel 

believed that music was an important part of the complete education o f the young child. 

His pedagogy, founded on a creative child-centered approach, placed an importance upon 

imaginative play, or the creative play, o f the child. Froebel believed that music education 

should include rote singing and the creation of musical phrases or responses as a reply to 

rote song instruction.3 Music was used as a vehicle to foster creative responses in the 

young child.

In the twentieth century, champions of the child-study movement attempted to 

gather systematic knowledge about all phases of the teaching and learning process.4 One 

characteristic of this movement was an increase in objective educational measurement 

based on empirical psychology, including the testing of music aptitude. Another 

significant contribution of the child-study movement was the advent o f observational 

research and empirical investigations o f young children. Many of these studies were 

conducted at important research centers throughout America including the University of 

Iowa Child Welfare Research Station, the Gesell Child Guidance Nursery at Yale

1 Barbara Jo Alvarez, “Preschool Music Education and Research on the Musical Development of 
Preschool Children: 1900 to 1980,” (Ph.D. diss., The University o f Michigan, 1981), 4.

2 Mark and Gary, 195.

3 Alvarez, 5-6.

4 Ibid., 9. For an in-depth discussion o f  the child-study movement and its effects on music 
education profession, see Jere T. Humphreys, “The Child-Study Movement and Public School Music 
Education.”
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University, the Merill-Palmer Institute in Detroit, and the Teachers College at Columbia 

University.5

The University of Iowa Child Welfare Research Station (1917-1971) was 

founded, with Seashore’s assistance, by Cory Bussey Hillis. The Iowa research station 

was especially important for child developmental research on the physical and emotional 

growth of children. During Gordon’s tenure at the University of Iowa, he spent time each 

week observing children during their music instructional time at the Child Welfare 

Research Station Preschool Laboratory, which was established in 1920.6 Based upon 

empirical and observational evidence, researchers who conducted studies at the Iowa 

Child Welfare Research Station and its counterparts throughout the country soon 

discovered that crucial development occurs in children before the age of five.7

The Pillsburv Foundation School

Another important outgrowth of the child-study movement was the Pillsbury 

Foundation School (1937—1948) guided by the school’s director, Gladys Evelyn 

Moorehead (1893—1976), and the director of music, (Harry) Donald Pond (1906—1983). 

Basing their work on Rousseau’s philosophy that children possess qualities of intrinsic 

merit, Moorehead and Pond sought to study the innate musicality of children through 

their natural activities.8 They attempted to create an unrestricted environment that would 

encourage and guide children to explore sounds, through instrumental and vocal

5 Ibid., 9-10.

6 Gordon interview, 15 December 1998.

7 Alvarez, 61.

8 Bruce Wilson, “Implications o f  the Pillsbury Foundation School o f Santa Barbara in 
Perspective,” Council fo r  Research in Music Education 68 (fall 1981): 13.
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experimentation, in as many ways as possible. Moorehead and Pond believed that 

children naturally make music and they observed that children are “by nature explorers 

and discoverers o f sound.”9

As a composer and as a social-scientist studying music as a communal activity, 

Pond was interested in young children’s musicality.10 He found that children’s 

spontaneous compositions and improvisations contained much more variety and 

creativity than that of traditional children’s songs. Thus, he believed that a child’s natural 

musical abilities were hindered by ineffective teaching and children’s song literature 

having limited elements of pitch, rhythm, and form."

Pond found that variety is a crucial element in a child’s “sound discoveries.” 12 He 

also found that children are capable of producing rhythmic structures of remarkable 

complexity. In his observation o f spontaneous song, Pond discovered that children’s 

songs rarely exceed the interval o f  a major sixth.13 Given children’s natural propensity to 

explore with musical sounds, Pond believed that teachers of early childhood music 

education should encourage improvisational skill techniques, because it is through

9 Judith Kierstead, “The Pillsbury Foundation School (1937—1948) and Beyond,” The Bulletin o f  
Historical Research in Music Education 15 (May 1994): 197-198.

10 Donald Pond, “A Composer’s Study o f Young Children’s Innate Musicality,” Council fo r  
Research in Music Education 68 (fall 1981): 2—11.

11 Ibid., 3.

12 Ibid., 7.

13 Ibid., 10.
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improvisation that a child develops aural discrimination, knowledge o f sound (timbre), 

and the ability to think sound.14

Moorehead and Pond’s research received considerable attention during the active 

existence of the Pillsbury Foundation School; however, after the school closed, and until 

the late 1970s, it received little notice.15 During the 1970s, a resurgence in interest in the 

discoveries made at the Pillsbury School brought Pond’s research once again to the 

attention of the profession. Gordon heard Pond speak at the 1978 MENC National 

Convention in Chicago, and shortly afterward Gordon, who was at the time the chairman 

of the research committee for the eastern division, invited Pond to speak at the 1979 

MENC Eastern Division Conference held in Atlantic City, New Jersey.16 Gordon 

encouraged Pond to share his experiences from the Pillsbury School because Gordon 

believed that university training in music education had ignored the musicality of the 

young child for too many years.17 Gordon and Pond developed a professional and 

personal friendship, exchanging a series of letters for a brief time, and considered co- 

authoring a text on music learning in young children.18

14 Shirley J. Shelley, “Investigating the Musical Capabilities o f  Young Children,” Council fo r  
Research in Music Education 68 (fall 1981): 27.

15 Alvarez, 20.

16 Edwin Gordon, Williamsville, NY, to Donald Pond, Santa Barbara, CA, 30 April 1978, 
photocopy in possession o f  the author.

17 Ibid.

18 Correspondence between Gordon and Pond is located in the Gordon Archives at the University 
of South Carolina Music Library.
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MENC Involvement 

The leaders in MENC became advocates for early childhood music education in 

the late 1940s and early 1950s. Through a series of leaflets about early childhood music 

education first published in 1947, MENC leaders emphasized the importance of music 

during the preschool years.19 The leaflets stated that during a child’s preschool years 

teachers and parents should “lay a foundation through the ear, the voice, and the body.”20 

As described in a document published by the American Education Committee on 

Preschool and Kindergarten Music, it was generally believed that children must have 

first-hand experiences with music through singing, rhythm, movement, and listening 

before formal music instruction begins.21

In the late 1960s interest in music education for preschool age children increased, 

resulting in presentations on the subject at national and regional conferences, published 

articles in music education journals, and curriculum development projects.22 In 1967, 

members of the Tanglewood Symposium called for teacher education and subsequent 

research in children’s music development from age three through eight.23 In 1969, 

members o f the GO Project (Goals and Objectives), an MENC sponsored event with the

19 Alvarez, 27.

20 Ibid., 28. Quoted from Marion Flagg, “Music in Early Childhood: Ages Two to Six,” Music 
Education Research Council Leaflet No. I (Chicago: Music Educators National Conference, 1947), 1.

21 Alvarez, 30.

22 Marvin Greenberg, “Research in Music in Early Childhood Education: A Survey With 
Recommendations,” Bulletin o f  the Council fo r  Research in Music Education 45 (winter 1976): 1.

23 Alvarez, 32.
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purpose of implementing the suggestions of the Tanglewood Symposium authors, 

suggested that music education be expanded to include preschool children.24

In recent years, MENC leaders have outlined guidelines for parents regarding the 

musical development of infants and toddlers. A sampling of MENC’s guidelines include 

singing and chanting using songs and rhymes representing a variety o f meters and 

tonalities; imitating the sounds infants make; and moving with children to the beat, 

rhythm patterns, and melodic direction of music they hear.25

Methodological Approaches 

Proponents o f all o f the major approaches to music education (Suzuki, Kodaly, 

Orff, and Jacques-Dalcroze) would certainly agree that a child’s musical environment 

during the first years of life is important in relation to future musical development. While 

Orff, Kodaly, and Dalcroze instruction are more typically associated with school-age 

children in the primary grades, each method has techniques and/or content that can easily 

be adapted for use with preschool children. Emphasizing the active role that parents 

should take in the music education of their children, Kodaly stated that music instruction 

“should start nine months before a baby is bom.”26

Suzuki violin instruction is intended to begin with children at the age of three. 

Before violin instruction begins, parents of infants are advised to play recorded music in

24 Ibid., 34.

25 MENC Task Force for National Standards in the Arts, The School Music Program: A New 
Vision, (Reston, VA: MENC, 1994), 10-11.

26 Quoted in, Ruth Fridman, “Let Us Sing with Mama: Broadcasting the Importance o f Music in 
Infancy,” Music Educators Journal 58 (February 1972): 63.
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the home so that the child can “absorb” many sounds.27 Suzuki associated music learning 

with language learning in his mother tongue method, as both are learned through 

acculturation and rote practice. Suzuki believed that interest and inspiration in music are 

best acquired “involuntarily by an infant from everything he/she sees and hears, like a 

seed that is planted.”28

Maria Montessori greatly influenced the philosophy of preschool education 

throughout the world. She believed that the peak learning period in a child’s life is 

between birth and age six, with particular importance during the first three years of life. 

The education and development of the individual does not begin at the university, but 

rather “education must start from birth.”29 A child does not need a teacher in the 

traditional sense, for learning is a natural process and each child has a “mind able to 

absorb knowledge, he has the power to teach himself.”30

According to Montessori, language development, like all mental development of 

an infant, is a natural process that does not require formal teaching. An infant does not 

learn language formally by first learning the alphabet or grammatical rules of speech, but 

rather, learns language spontaneously through “fixed laws,” at first pronouncing only 

syllables, then whole words, and finally speaking with syntax and grammar.31 Children 

throughout the world also have a remarkable ability to absorb their mother tongue with

27 Alvarez, 49.

28 Shinichi Suzuki, Nurtured By Love: A New Approach to Education, Waltraud Suzuki, trans. 
(New York: Exposition Press, 1969), 17.

29 Maria Montessori, The Absorbent Mind (New York: Henry Holt and Company, 1985), 4.

30 Ibid., 5-8.

31 Ibid., 111.
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ease, whether that language is simple or complex. Montessori stressed that a child’s 

language “mechanism” brings the mother tongue into being as a complete whole.32

Montessori was also convinced o f the importance of music in the lives o f young 

children. She incorporated music into her own preschool instruction, specifically 

teaching children to discriminate between differing musical sounds through creative 

activities; she was well aware of Jacques-Dalcroze’s movement activities.33

Piagetian Stage Theory 

Piaget’s developmental stage theory was discussed in chapter five. His theory is 

relevant not only to Gordon’s music learning theory, but also to preschool music 

instruction in general and Gordon’s preschool music teaching specifically. On several 

occasions, Piaget’s model has been investigated in relationship to music learning.34

Stage theory in a learning model, musical or otherwise, is an important tool that 

helps describe and organize learning in any given content. Development is a result of 

progressing through the cognitive stages as Piaget has defined them, each later stage 

evolving from and building upon the previous stage. The sequence of stages is fixed as

32 Ibid., 112.

33 Jo Faulmann, “Montessori and Music in Early Childhood,” Music Educators Journal 66 (May 
1980): 41-43.

34 See for example, Mary L. Serafine, “Piagetian Research in Music,” Bulletin o f  the Council fo r  
Research in Music Education 62 (spring 1980): 1—21. Piagetian stage theory is also a major component in 
Marvin Greenberg’s work in regard to early childhood music education. See, Marvin Greenberg, Your 
Children Need Music: A Guide fo r  Parents and Teachers o f  Young Children (Englewood Cliffs, NJ: 
Prentice Hall, 1979), 19-37. Regarding children’s thinking and musical development, see David 
Hargreaves, The Developmental Psychology o f  Music (Cambridge: Cambridge University Press, 1986), 31- 
50.
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children pass through each o f Piaget’s stages of development in the same order, without 

variation.35

According to Piaget, the earliest months of life comprise a critical period in the

development of a child.

Mental development during the first eighteen months of life is particularly 
important, for it is during the time that the child constructs all the 
cognitive substructures that will serve as a point of departure for his later 
perceptive and intellectual development, as well as a certain number of 
elementary affective reactions that will partly determine his subsequent 
affectivity.36

Movement Instruction 

Children naturally move, especially while listening to or participating in music 

activities. Philosophies or instructional pedagogical ideas about movement are important 

in any investigation of early childhood music education. It has been suggested that the 

source of movement, language, musicality, and rhythm is found in the infant’s newborn

37cry. As a child grows, he/she engages in “vocal play,” which is always accompanied by

38movement.

When one thinks of the connection between movement and music, one typically 

thinks of the work of Jacques-Dalcroze and his eurhythmies. Jacques-Dalcroze believed 

that the body is the “intermediary between sounds and thought” and that children should

35 Dorothy G. Singer and Tracey A. Revenson, A Piaget Primer: How a Child Thinks (New York: 
Penguin Books, 1978), 17.

36 Jean Piaget and Barbel Inhelder, The Psychology o f  the Child, Helen Weaver, trans. (New York: 
Basic Books, 1969), 3.

37 Ruth Fridman, “The First Cry o f the Newborn: Basis for the Child’s Future Musical 
Development,” Journal o f Research in Music Education 21 (fall 1973): 264-269.

38 Ibid., 265.
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be taught in school to “move and think accurately and rhythmically.”39 According to 

Jacques-Dalcroze, music instruction and movement instruction are inseparable. Ear 

training without the aid of movement training will not ensure that a child loves and 

appreciates music. For music appreciation to develop fully, effective ear training should 

incorporate rhythmic movement, the “most potent element in music.”40 Rhythm and 

dynamics are dependent upon, and best taught through movement, as their “nearest 

prototype” is in the muscular systems of the body 41

The work of Rudolf von Laban is important in relation to Gordon’s work in early 

childhood music education. Laban is best known for his analysis, codification, and 

notation of physical movement through space. Laban’s four effort elements of 

movement, each having two extreme qualities, are as follows: time (fast-slow), weight 

(heavy-light), space (direct-indirect), and flow (bound-free). Motivation for each 

human movement results from a conscious or an unconscious “inner attitude” of the 

body.42 James Jordan has written a practical guide for the use of Laban movement 

analysis in connection with Gordon’s music learning theory.43

Phyllis Weikart has established developmental sequences of movement for young 

children. Weikart believed that movement is essential, as it “assists in the formation of

39 Jacques-Dalcroze, 8.

40 Ibid., 115.

41 Ibid.

42 Rudolf Laban, The Mastery o f Movement, 4th reprint ed. Lisa Ullmann, ed. (Plymouth, UK: 
Northcote House, 1988), 11.

43 See James M. Jordan, “Laban Movement Theory and How it Can Be Used With Music Learning 
Theory,” in Readings in Music Learning Theory, Darrel L. Walters and Cynthia Crump Taggart, eds. 
(Chicago: GIA Publications, 1989), 316-332.
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neural pathways for cognitive development, language acquisition, problem solving, 

thinking, planning and recall, and creativity.”44 Included in the instruction of purposeful 

movement is the establishment of the “cognitive-motor link,” during which children 

combine action, thought, and language.45

Elayne Metz identified and named three core categories of movement through 

observational techniques o f two-, three-, and four-year-old children: conditions, 

interactions, and outcomes. The conditions core category of movement involves three 

factors: behavior disposition, developmental stage, and mode of representation. The 

interactions core category o f movement involves three factors: modeling, describing, and 

suggesting. The outcomes core category of movement involves only two factors: music- 

related and non-music related. Metz found that music-related movement responses 

increased with modeling by one’s peers and teacher(s) in connection with descriptions 

and questions asked to facilitate movement responses. Modeling alone did not increase 

movement responses, thus Metz called for training programs designed to guide the 

musical/movement experiences of preschool children.46

Language Learning

Gordon believes the manner in which children learn language is equivalent to the 

manner in which children should be instructed or guided in music. His early childhood 

music pedagogy is closely aligned with Montessori’s view that language is absorbed.

44 Phyllis S. Weikart, “Purposeful Movement: Have We Overlooked the Base?” Early Childhood 
Connections (fall 1995): 6.

45 Ibid., 7.

46 Elayne Metz, “Movement as a Musical Response Among Preschool Children,” Journal o f  
Research in Music Education 37 (1989): 48-60.
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Differing from adult learners, children easily learn to absorb not only simple languages 

but also complex languages.

Bruner explains that in order to become a native speaker a child must master three 

facets of any given language: its syntax, semantics, and pragmatics.47 Further, to leam a 

particular language a child must have the aid of experienced speakers in his/her 

environment: typically, the child’s parents or other caregivers. Without the “transactional 

format” between an adult speaker and a child, the learning of language would be an 

impossibility 48 This relationship appears akin to that o f a language master and his/her 

apprentice. Language is an active process that can only be learned “by using it 

communicatively.”49

Smith concurs that young children have no particular difficulty in learning a given 

language.50 As a child’s language develops, he/she develops a specific grammar or a set 

of rules that can be used on a small set of words to produce an infinite number of phrases 

or sentences. Speech babbling is an important step in the process o f learning specific 

words. An infant’s speech babbling changes drastically between three months and six 

months of age. According to Smith, at three months it is impossible to differentiate the 

speech babbling o f children throughout the world. At six months the speech babble of a

47 Jerome Bruner, Child's Talk: Learning to Use Language (New York: W.W. Norton and Co., 
1983), 18.

48 Ibid., 19.

49 Ibid., 119.

50 Smith, 52.
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child begins to resemble a particular language. Thus, we could say that one child babbles 

in English, another in Russian, and still another in Chinese.51

Smith makes the strong claim that as children begin to utter their first words, they 

do not imitate the speech of adults, because “very little language learning is attributed to 

imitation.”52 He argues that adults do not speak “babytalk” in front of their children in 

hope that they will leam to speak; rather, adults speak in regular adult conversation and 

the child, through “successive approximation,” begins to utter actual words.3'*

Musical Babble

Helmut Moog distinguishes between non-musical and musical babbling of infants 

in the first year o f life. Moog observed that infants first demonstrate movement 

responses to music, followed later by vocal responses that he labels “musical babbling.”34 

Musical babble is unique compared to the general speech vocalizations of the child as it 

is specifically related to the child’s physical musical environment. Moog emphasizes that 

speech babble appears before musical babble; however, the earliest babbling songs 

appear before a child is able to say his/her first words.55

51 Ibid., 49-52.

52 Ibid., 51.

53 Ibid., 52.

54 Helmut Moog, The Musical Experience o f  the Pre-School Child, trans. Claudia Clarke (London: 
Schott Music, 1976), 59.

55 Ibid., 62.
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Moorehead and Pond observed musical babble, although the children that they 

observed at the Pillsbury Foundation School were between two and six years o f age.56 

Marvin Greenberg has also discussed the function of music babble beginning at birth and 

has developed a sequence of the developmental stages o f singing.57 Greenberg states that 

children seem to have a great “need” for music; as they listen with fascination and 

wonder to the sound of their mother’s voice, they typically quiet while listening to music, 

and they experiment with vocal sounds before they leam to'speak their native language.38 

Children’s musical babbles change over time as they progress from nonsense syllables 

with small variations in pitch, around six months of age, to approximations of a melody 

and a singing voice, sometime in the second year of life.59 The musical development of 

the child is a learned phenomenon through direct experience with one’s environment. 

Thus, Greenberg believes that a musical home will “invariably accelerate the musical 

growth of the child.”60 According to Greenberg, musical models in the child’s life are 

essential, since one’s musical environment has the power to change one’s inborn musical 

capacities. Greenberg writes that the child “has the capacity to sing or to move 

rhythmically to music and will do so as an infant, but he will not progress unless there are

56 See Donald Pond, Music o f  Young Children (Santa Barbara, CA: Pillsbury Foundation for 
Advancement o f  Music Education, 1978).

57 Greenberg, Your Children Need Music: A Guide fo r  Parents and Teachers o f  Young Children,
19-65.

58 Ibid., 5.

59 Ibid., 22-23.

60 Ibid., 46.
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models and opportunities from which he can learn.61 The time to begin the planned 

musical environment for the child begins at birth. The responsibility of each parent and 

teacher is to realize that children have an innate potential to respond and communicate 

through music and to provide a rich and varied musical environment in order to maximize 

that potential.62

Children’s musical responses and interactions with music change as they develop. 

Beginning with babbling and vocal play in the first year, children’s musical responses 

undergo a significant change sometime between three-and-a-half years and five-years of 

age. According to Greenberg, children in this stage of musical development acquire an 

internal awareness and conception of tonal arrangement and order. Once this occurs, 

music “becomes more than just sound, it becomes a nonverbal means of expression and 

communication.”63 In Greenberg’s opinion, it seems that music babbling ceases at some 

point and an awareness of the tonal elements and relationships in music emerges. 

Greenberg’s five developmental stages of singing with corresponding age groups and 

characteristics are presented in Table 5.

61 Ibid.

62 Ibid., 47.

63 Ibid., 54.
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Table 5. Greenberg’s Developmental Stages of Singing

Stage Title Age Grouping Description

1 First
Vocalization

birth — 3 months Reflective sounds related to comfort 
and/or sucking behaviors (such as crying 
and cooing) as a means for 
communication

2 Vocal
Experimentation

3 - 1 8  months Babble in music on a pitch, and gurgles 
and experiments with sounds and squeaks. 
Jabbering begins around 11 months of age 
and the child may appear to be singing 
actual songs through jabbering. At 18 
months of age the child is ready to sing

3 Approximation 
of Singing

18 months — 3 
years

More frequent babbling and more varied 
pitch and rhythm. At the age o f 2 the 
child begins to self-initiate “songs.” By 
the age of 3, the child leams songs and 
imitates rhythm patterns

4 Singing 
Accuracy — 
Limited Range

3 —4 years Sings easily in a limited range of D to G 
above middle C. The child spontaneously 
makes up his/her own songs and is better 
able to match pitch and rhythm

5 Singing 
Accuracy 
Extended Range

4 years - Capable of singing with an extended range 
encompassing an octave or more 
beginning at middle C, gains increased 
control of the singing voice and rhythmic 
accuracy improves, and begins to sing 
with expression and subtle nuances
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Empirical Investigations

In addition to reporting on the history of preschool music education, Alvarez has 

synthesized research related to preschool children, noting five categories o f investigation: 

vocal range, rhythmic development, pitch development, song development, and tonal

64maturation.

Rainbow advocated that preschool music curriculum and pedagogy should be 

supported by basic empirical evidence.65 In his final report on the comparisons of 

rhythmic abilities o f three- and four-year-old children, Rainbow reported that three-year- 

old children most easily performed vocal response activities, or rhythmic chants. 

Clapping a rhythm pattern after vocalizing the same pattern, clapping a steady beat, and 

tapping a steady beat to recorded music using rhythm sticks were next in terms of 

difficulty. Echo clapping and marching in time to music were the most difficult tasks for 

three-year-old children to successfully complete. Rainbow found that the order of 

difficulty of the rhythmic tasks was the same for four-year-old children as it was for 

three-year-old children.66

Rainbow concluded that vocal response activities are an appropriate means of 

teaching rhythmic activities to young children. Marching to music and marching while 

clapping are both very difficult tasks for three- and four-year-old children to accomplish 

with success, thus the validity of using these types of activities in the teaching of rhythm

64 See, Alvarez, 68—177.

65 Edward Rainbow, “A Final Report on a Three-Year Investigation o f  the Rhythmic Abilities of 
Preschool Aged Children,” Bulletin o f  the Council fo r  Research in Music Education 66-67 (1981): 69.

66 Ibid., 71.
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with young children is suspect. In his report, Rainbow stated that there is a continued 

need for empirical verification o f teaching theories and pedagogical strategies.67

Gordon’s Contributions

Gordon began teaching music to children age eighteen months through three years 

of age in 1984 as part of the pre-established program at the Temple University Music 

Preparatory Division. Instruction for newborn children through eighteen months of age 

began in the fall of 1991.68

By the time Gordon began teaching music to preschool children, he had already 

developed three tests of music aptitude based on a philosophy that musical aptitude is a 

product of nature (innate potential) and nurture (environmental influences). Gordon’s 

music learning theory had been developed based on the multiple influences o f Gagne’s 

levels or conditions of learning, Piagetian stage theory, classical learning theories of Hull 

and Tolman, language theory of Vygotsgy, and the developmental reading theory of 

Smith. Gordon’s theory of audiation had been established and the theoretical stages of 

audiation were published in 1984. Jump Right In! The Music Curriculum, based on 

Gordon’s music learning theory, was in the process of being developed. It was designed 

to teach children how to audiate music in all tonalities and meters, or how to develop 

musical understanding based upon musical comprehension. In additional, Gordon was 

well aware of Moorehead and Pond’s research and Gordon and Pond had become close

67 Ibid., 72-73.

68 Hess interview.
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friends beginning in 1979. Hence, multiple factors influenced Gordon’s early efforts of 

preschool music teaching. The basis for Gordon’s preschool music instruction is rooted 

in influences described above and the philosophy that music is learned in a manner 

similar to that o f spoken language.

Teaching Model

Gordon believes that music instruction for infant and preschool age children 

should involve structured and unstructured informal guidance rather than formal teaching 

per se. Music guidance is provided in a manner similar to that o f language learning, as 

the child absorbs the language of his/her culture through acculturation by effective adult 

models. Preschool music instruction is given to provide a musically rich environment for 

children so that they might absorb the sound and syntax o f their musical culture.

Preferably, musical guidance, like guidance in language, begins in the home. 

Gordon believes that for one to achieve in music in accordance with one’s potential 

(music aptitude), this period of informal music learning is essential. Beginning in 

kindergarten, music instruction based on music learning theory is given to develop 

vocabularies o f tonal and rhythm patterns and guidance in audiation development. The 

extent to which a child is capable of audiating the syntax o f a culture during the early 

primary grades is dependent upon whether a child has emerged from the stages of 

preparatory audiation, or from musical babble.69

69 Gordon, A Music Learning Theory fo r  Newborn and Young Children, 13.
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Gordon’s preschool music teaching consists of songs without words sung in all 

tonalities and meters, and rhythmic chants performed on neutral syllables in all meters.70 

The songs and chants that Gordon and his graduate students used for preschool 

instruction were specially composed for the children’s audiation capabilities rather than 

the children’s performance abilities. Songs and chants are not taught so that children will 

leam to sing them; rather, songs and chants are performed in order for children to absorb 

the music of their culture. Songs in all tonalities are used, as it is Gordon’s belief that 

one leams to audiate and/or sing in simple tonalities like major and minor better if one is 

exposed to music in other tonalities besides major and minor.71 Gordon believes that a 

similar phenomenon exists regarding the audiation and/or performance of rhythmic skills 

in all meters. One leams, for example, to audiate and better perform in duple and triple 

meters if one additionally audiates and performs in mixed and unusual meters.

During preschool instruction, Gordon believes that children absorb the music that 

is present, whether or not they appear to be physically paying attention. It is expected 

that the teachers and parents will sing, chant, and move, and that the children will listen, 

watch, and absorb. A child will interact musically with the class when ready.

Stages of Preparatory Audiation

Gordon has theorized that there are three types of preparatory audiation: 

acculturation, imitation, and assimilation. Acculturation involves a three-stage process; 

imitation and assimilation are both two-step processes. The types of preparatory

70 For example, see Gordon, et al., The Early Childhood Music Curriculum: Experimental Songs 
and Chants', and Gordon et al., Music Play: The Early Childhood Music Curriculum.

71 Based on the resultss o f several dissertations conducted by Gordon’s students including 
Dittemore (1968), DeYarman (1971), and Miller (1972).
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audiation and approximate age groupings and a description of the subsequent stages are 

presented in Table 6.

The acculturation type of preparatory audiation is fundamental to preparatory 

audiation and serves as a readiness for the two other types of preparatory audiation.72 In 

the first stage of preparatory audiation (Absorption) children simply listen and absorb the 

music around them. In the second stage of preparatory audiation (Random Response) a 

child begins to babble (sing, chant, and move) without regard to the musical environment. 

In the third stage o f preparatory audiation (Purposeful Response) a child’s musical babble 

(singing, chanting, and movements) is done in an attempt to imitate the musical 

environment.73 In the first stage o f acculturation, a child only listens and absorbs; in the 

second and third stages participation occurs.

In the fourth stage o f preparatory audiation (Shedding Egocentricity) a child 

discovers that the personal performance of musical patterns is different from that of an 

adult model. In this particular stage a child will imitate a teacher’s pattern imprecisely. 

Gordon instructs that the teacher should then imitate what a child has performed so that 

an awareness of the difference may be developed.74

In the fifth stage o f preparatory audiation (Breaking the Code) a child attempts to 

enter and participate in the surrounding musical culture. As this change occurs, a child 

begins to communicate using the musical syntax of tonality and meter of the musical

72 Gordon, A Music Learning Theory fo r  Newborn and Young Children, 39.

72 Ibid., 40.

74 Ibid., 65.
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Table 6. Gordon’s Types and Stages o f Preparatory Audiation75

Type Age Grouping Stage

ACCULTURATION Birth to age 2-4 1 ABSORPTION: hears and aurally
collects the sounds o f music in the 
environment

2 RANDOM RESPONSE: moves and 
babbles in response to, but without 
relation to, the sound of music in the 
environment

3 PURPOSEFUL RESPONSE: tries to 
relate movement and babble to the 
sounds of music in the environment

IMITATION Age 2-4 to age 3-5 4 SHEDDING EGOCENTRICITY:
recognizes that movement and babble 
do not match the sounds of music in 
the environment

5 BREAKING THE CODE: imitates 
with some precision the sounds of 
music in the environment, specifically 
tonal patterns and rhythm patterns

ASSIMILATION Age 3-5 to age 4-6 6 INTROSPECTION: recognizes the
lack of coordination between singing 
and breathing and between chanting 
and muscular movement, including 
breathing

7 COORDINATION: coordinates 
singing and chanting with breathing 
and movement

75 See Gordon, A Music Learning Theory fo r  Newborn and Young Children (1990), 38.
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environment. When transitioning from the fourth to the fifth stage o f preparatory 

audiation, a child will come to realize that what is personally performed is defferent from 

what is performed by an adult model. A child demonstrates that realization typically 

through a facial expression that Gordon refers to as the “audiation stare.”76 Once this 

occurs, Gordon recommends that the child be guided into the fifth stage. When a child 

has transitioned into the fifth stage of preparatory audiation, an adult model should 

imitate a child’s pattern as recommended in the fourth stage; however, immediately 

following the adult model should sing or chant the original pattern.

In the sixth stage of preparatory audiation (Introspection) a child leams that the 

patterns personally performed are not coordinated with movement and breathing. A  child 

in this stage should be guided to observe the movement and breathing of another person. 

It is important that a child is not told that their movements and breathing are not 

coordinated with their singing and chanting; instead, guidance toward self-discovery is 

provided. To accomplish this task, Gordon recommends a specific sequence of 

movement guidance, which includes continuous fluid movements, chanting and pulsating 

microbeat movements, and breathing in connection with movement, chanting, and 

singing.77

In the final stage o f preparatory audiation (Coordination) a child coordinates 

breathing with movement and chanting and moves from chanting only microbeats to 

chanting complete rhythmic patterns. A child in this stage becomes competent doing

76 Ibid., 72.

77 Ibid., 82-85.
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something that is musically different from that of another, such as chanting a rhythm 

pattern while an adult chants macrobeats.78

Empirical verification of Gordon’s hypothesized stages of preparatory audiation is 

a difficult task. Observational investigations are useful, however, for determining 

whether Gordon’s stages of preparatory audiation seem to be manifested in the behaviors 

that children elicit in response to music. Bolton has described a sampling of the musical 

behaviors that children elicit during the first three stages of preparatory audiation.79

Movement

Guidance in movement is an essential element of Gordon’s music instruction for 

newborn and preschool children. He believes that both rhythmic and tonal elements in 

music are organized by, and developed through, movement. For rhythmic chanting to be 

performed in a steady tempo with consistent rhythm, it must be coordinated with a sense 

of beat and meter, which Gordon connects with overt and covert movements to 

macrobeats and microbeats. To correctly place a pickup beat to a phrase of rhythmic, 

chant or a song, a child must be able to coordinate that beat with anticipation through 

movement, usually through a jump or some other form of a shift in weight. Tonal 

elements in music are also organized through movement, such as breathing, dynamic and 

expressive elements, and the placement of tonal accents.

Laban Movement Analysis is of primary influence upon Gordon’s beliefs about 

guidance in movement in relation to preschool music instruction. James Jordan’s

78 Ibid., 87-89.

79 See Beth M. Bolton, “Was That a Musical Response? Eliciting and Evaluating Musical 
Behaviors in Very Young Children,” Early Childhood Connections 2 (fall 1996): 14—18.
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dissertation (see Appendix A), an investigation of the effects of informal movement

instruction based on Laban’s theories with rhythm performance o f high school students,

was certainly a contributing influence. Four other Gordon dissertation advisees studied

80movement and its relationship to music in preschool age, or primary age, children. The 

pedagogy of Phyllis Weikart, Gordon’s friend and collaborator since his years in Buffalo, 

has also shaped his theories of movement and music.81

Pattern Instruction

Tonal and rhythm pattern instruction is a key component of Gordon’s preschool 

music pedagogy. Pattern guidance is given as a means of musical communication 

between the child and an adult to assist the child in the hearing of tonal and rhythm 

syntax; to monitor the progress of each child’s musical development; and to guide the 

child in hearing “how to audiate the music they are absorbing.”82 Detailed directions for 

tonal and rhythm pattern guidance in the three types of preparatory audiation have been 

provided by Gordon and his co-authors.83

Off-Shoots and Continued Research by Former Students 

Gordon’s involvement in the teaching of preschool music necessitated that he 

recruit graduate doctoral students in order to sustain the program. Over a ten-year period, 

Gordon recruited several students to work in the program, including Sally Weaver, Lili

80 See the dissertations of Darla Blesedell (1991), Nadine Cemohorsky (1991), Wendy Hicks 
(1993), and Alison Reynolds (1995) listed in Appendix A.

81 Gordon interview, 15 December 1998.

82 Alison M. Reynolds, Wendy H. Valerio, Beth M. Bolton, Cynthia C. Taggart, and Edwin E. 
Gordon, Music Play: The Early Childhood Music Curriculum, 22.

83 Ibid., 22-38.
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Levinowitz, Denise Gamble, Cynthia C. Taggart, Darla Blesedell, Wendy H. Valerio, 

Alison M. Reynolds, and Beth Bolton. Taggart, Valerio, and Reynolds, have continued 

in the pedagogical traditions that Gordon established and each has secured their own 

reputation and expertise at their respective universities. Bolton has also continued 

instructing preschool children based upon a similar foundation, although she has begun to 

develop her own pedagogical materials.84

Beginning with Gordon’s pedagogy as a foundation, Weaver and Levinowitz each 

developed differing instructional materials based on related philosophies. Weaver is the 

founder of Sally’s Music Circle o f Chicago and Levinowitz is the co-founder o f Music 

Together, Inc. based in Princeton, New Jersey. John Feierabend, another of Gordon’s 

former students has established his own reputation as an early childhood music specialist.

Publications

Gordon and his associates have published materials related to his theory of 

preschool music instruction. Gordon’s text, A Music Learning Theory fo r  Newborn and 

Young Children (1990 and 1997), provides the basis for his pedagogical beliefs 

concerning music instruction with this population. In 1993, Gordon, Bolton, Hicks, and 

Taggart published The Early Childhood Music Curriculum: Experimental Songs and 

Chants. It contains specially composed songs and rhythmic chants without words 

designed to build and develop one’s music vocabulary. Music Play: The Early 

Childhood Music Curriculum was published by Reynolds, Valerio, Bolton, Taggart, and

84 See Beth M. Bolton, The Childsong Collection, Books I and 2 and four music guidebooks, 
Autumnsong, Wintersong, Springsong, and Summersong (Philadelphia, PA: Bestbael Publications, 2000); 
and Beth M. Bolton, Pickles and Pie: The Childsong Collection, CD recording (Philadelphia, PA: Bestbael 
Publications, 2000).
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Gordon in 1998. It contains a more practical explanation of Gordon’s theory of 

preschool instruction; suggestions for pattern instruction for children in the various stages 

o f preparatory audiation; songs and rhythmic chants with and without words, including 

suggestions designed to coordinate music and movement instruction; materials lists for 

each activity; and a helpful glossary. Additional materials published for preschool age 

children include Audie, Gordon’s aptitude game that was described in chapter three, three 

listening CDs, and material for parents on guiding the musical development of their 

children.
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CHAPTER 7

SUMMARY, CONCLUSIONS, AND RECOMMENDATIONS

Summary

Historical research in music education has the potential to be of great benefit to 

researchers, teachers, and students. Heller and Wilson note three such benefits of 

historical research in music education: it can educate or inform, it can inspire or motivate, 

and it can unify or organize.1 As with any research endeavor, one anticipates that the 

understandings that result from a particular research study will positively affect teaching 

and learning. These motivations guided the current investigation of Edwin Gordon and 

his work.

This historical investigation was also conducted to offer clarity and historical 

understanding of Gordon as a person and a figure of music education history. One’s 

knowledge about Gordon and his work is arguably dependent upon several factors. Age, 

experience, and knowledge of music education history are certain to have some part to 

play. Curricular choices in music teacher education programs and attitudes about Gordon 

by the instructors in these programs are also related factors. Although Gordon has been 

an ever-present force in American music education since 1965, historical insight and the 

historical context in which to place Gordon and his work can vary greatly. The five

1 Heller and Wilson, 16.
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specific problems of this study were to trace the historical development o f the following 

areas:

1. Gordon’s life and career as a music educator and researcher;
2. Gordon’s music aptitude tests;
3. Gordon’s concept of audiation;
4. Gordon’s music learning theory;
5. Gordon’s early childhood music education.

Biographical information on Gordon was presented in chapter two. To be 

expected, Gordon’s own musical training influenced his thoughts on music teaching and 

learning. Just as Gordon was developing a deeper interest in music teaching and learning 

(due to the influence and teaching of Phillip Sklar), he began his studies at Ohio 

University (1953—1955) with Neal Glenn, an important figure in music education at that 

time. At Ohio University and later at the University of Iowa (1956-1958), Glenn 

introduced Gordon to the study o f musical aptitude. During Gordon’s doctoral studies at 

the University o f Iowa, he developed a deep interest in statistical measurement and 

psychology. The University of Iowa, with its historical tradition as a leader in 

educational measurement, standardized testing, and psychology, dating back to 

Seashore’s tenure at the university beginning in the early 1900s, is an important influence 

underlying all o f Gordon’s work.

During Gordon’s faculty appointment at the University o f Iowa (1958-1972), he 

spent many hours working closely with Albert Hieronymus on matters related to 

educational measurement and the development of the Musical Aptitude Profile. Gordon 

and his doctoral students frequently worked with Leonhard Feldt, a statistician and 

experimental design expert, who served as co-advisor on several dissertations. 

Hieronymus and Feldt are Gordon’s two most important mentors; each greatly influenced
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Gordon’s development as a music education researcher. In addition to the Musical 

Aptitude Profile, Gordon published the Iowa Tests o f Music Literacy and the Psychology 

o f  Music Teaching during his tenure at the University of Iowa.

The contributions of Gordon’s own students at the University o f Iowa, including 

Edward Rainbow, Charles Harrington, James Froseth, Edgar Dittemore, Stanley 

Schleuter, and Robert DeYarman, should not be underestimated. Gordon frequently used 

their studies as background research for his own work, and studies by other students were 

used as validation studies for Gordon’s tests. The contributions o f his students are 

important because Gordon did not have the time to conduct similar studies himself, as he 

was often busy with other matters. Rainbow, for example, investigated the underlying 

constructs o f music aptitude, which include tonal and rhythmic skills like those used in 

the Musical Aptitude Profile. Harrington developed a primary version of the Musical 

Aptitude Profile that was subsequently used by Dittemore and DeYarman in their 

investigations of the tonal and rhythm capabilities of elementary school children, and 

Froseth used the Musical Aptitude Profile in connection with the teaching of beginning 

students in instrumental music. Froseth’s study was the first to use one of Gordon’s 

music aptitude tests for practical teaching purposes, which was Gordon’s ultimate goal. 

Later students, although not as fundamentally important as those mentioned above, also 

contributed a great deal to Gordon’s work.

The roots of Gordon’s music learning theory are found, most notably, in the work 

of Robert DeYarman at the University Elementary School on the University o f Iowa from 

the mid-1960s through the early 1970s. DeYarman specifically assisted Gordon in the 

development o f the skill learning sequence and the tonal and rhythm content sequences
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that now underlie Gordon’s music learning theory. The development of music learning 

theory continued at the State University of New York at Buffalo, where others assisted in 

these efforts as well, including Stanley Schleuter, Maria Runfola, and Lois Schleuter.

At Buffalo (1972—1979), Gordon turned his attention to the study o f tonal and 

rhythm patterns. Three pattern studies (1974, 1976, and 1978) were conducted to serve 

as the empirical foundation for Gordon’s learning sequence. Gordon’s pattern studies, 

the efforts o f his students mentioned above, as well as the work of Robert Gagne, David 

Ausubel, Noam Chomsky, and Robert Smith, heavily influenced the development of 

Gordon’s music learning theory, first published in 1975. During his final years in 

Buffalo, Gordon developed, field-tested, and published the Primary Measures o f  Music 

Audiation (1979).

During his tenure at Temple University (1979—1994), Gordon refined and revised 

his music learning theory as presented in Learning Sequences in Music: Skill, Content, 

and Patterns (1980, 1984, 1988, 1993). A fifth revision was published in 1997, and a 

sixth revision is currently underway. While at Temple, Gordon became involved with 

preschool music teaching, along with many of his graduate students. As a result, he 

published A Music Learning Theory for Newborn and Young Children (1990), in which 

he hypothesized theoretical stages of preparatory audiation.

The publication of practical materials to use in connection with Gordon’s music 

learning theory, including Jump Right In: The Music Curriculum (1985) and Jump Right 

In: The Instrumental Series (1989), is of great importance during the Temple years. In 

order to facilitate understanding of Gordon’s proposed skill, tonal, and rhythm content 

teaching sequences, summer teaching sessions were established at the Sugarloaf
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Conference Center and throughout the country, based on similar workshops that were 

conducted during Gordon’s years in Buffalo. In recent years, many summer workshops 

have been sponsored by the Gordon Institute for Music Learning (GIML). After 

Gordon’s retirement from Temple University in 1994, he served as a distinguished 

professor in residence at the University of South Carolina (1997—2000).

The foundation o f Gordon’s tests of music aptitude, as reported in chapter three, 

is found primarily in the work of Seashore and Mursell. Gordon sought to provide a 

synthesis between the atomistic (Seashore) and the Gestalt (Mursell) argument in the 

publication of the Musical Aptitude Profile (1965). The Musical Aptitude Profile has 

undergone more intense study and scrutiny than any other test in music education history, 

and some consider it to be Gordon’s most outstanding achievement. Harrington (1967) 

and Schleuter (1978), two o f Gordon’s doctoral students at the University of Iowa, 

revised the Musical Aptitude Profile for use with primary children and college students, 

respectively. DeYarman (1971) changed Harrington’s primary version of the Musical 

Aptitude Profile slightly by altering the test directions and using altered answer sheets 

with picture icons. Based on his pattern studies of the 1970s and DeYarman’s alterations 

of Harrington’s primary version of the Musical Aptitude Profile, Gordon published the 

Primary Measures o f Music Audiation (1979).

The Primary Measures o f Music Audiation is based on the premise that music 

aptitude is developmental, or in a state o f fluctuation, until age nine, at which time it is 

stabilized and is no longer subject to environmental influences. Gordon’s notion of 

developmental and stabilized music aptitude has been called into question, most notably 

by two of Gordon’s former students, DeYarman and Schleuter. If  Gordon’s claim that
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music aptitude stabilizes by age nine is found to be true, it is of extreme importance to 

music educators. Other aptitude measures by Gordon written during his tenure at Temple 

University include the Intermediate Measures o f Music Audiation, the Advanced 

Measures o f  Music Audiation, and Audie.

Gordon has developed two new measures: the Harmonic Improvisation Readiness 

Record (1996) and the Rhythm Improvisation Readiness Record (1998). These two tests 

function differently than Gordon’s other tests and Gordon reports that scores on both 

measures are stabilized, or remain relatively constant, among all students from 

kindergarten through the twelfth grade.

The historical foundation and development o f audiation was reported in chapter 

four. Although Gordon coined the term in 1975, others have described similar processes, 

including aural imagery, musical imagery, aural perception, inner hearing, tonal imagery, 

and rhythm imagery. Audiation, as Gordon has defined it, is unique in that Gordon has 

incorporated hierarchical stages or levels of aural-musical understanding. Audiation is a 

central concept in all of Gordon’s music aptitude tests and in his music learning theory. 

The concept should not be considered lightly, as each of Gordon’s music aptitude tests 

measures audiation ability to some extent. Similarly, Gordon’s music learning theory is 

primarily an audiation, or musical syntax, teaching model. Gordon places audiation at a 

level of great importance, claiming that it is the basis of music aptitude, music learning 

theory, music appreciation, musical understanding, and musical aesthetics.

The historical foundations and development o f music learning theory were 

reported in chapter five. Learning theory in general has a long history in connection with 

the behaviorist and Gestalt psychological traditions, and Gordon’s music learning theory
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is no exception. Gordon’s music learning theory is closely related to language 

development; aural understanding is developed before reading notation, and theoretical 

knowledge about music is the final step in the process. Gordon’s skill sequence is also 

highly related to Gagne’s conditions, or types, o f learning. Considering all o f Gordon’s 

contributions, music learning theory is the most controversial.

The history of early childhood music education and Gordon’s contributions were 

reported in chapter six. Although he has held an interest in the subject for many years, 

Gordon began teaching early childhood music relatively late in his career. Given that 

formal music training typically begins in kindergarten and Gordon’s belief in 

developmental music aptitude, it is logical that Gordon turned his efforts to early 

childhood music education. Gordon’s model o f early childhood music instruction and 

theoretical stages o f preparatory audiation may be his most important and far-reaching 

contribution, if  Gordon’s claims about the nature of developmental music aptitude, 

musical babble, and music learning with this population hold true.

Conclusions

Six general conclusions can be identified from the current historical investigation 

of Gordon and his work. First, Gordon’s work clearly lies within a historical context and 

framework. While many of his contributions may be unique to the profession o f music 

education, they are related to psychological, educational, linguistic, and cognitive studies 

outside of the music profession. Gordon has successfully been able to take ideas from

294

R e p ro d u c e d  with p erm iss ion  of th e  copyright ow ner.  F u r the r  reproduction  prohibited without perm iss ion .



wide ranging topics in music education and draw them together, in addition to providing 

a research base to familiar ideas.2

Second, the motivation behind nearly all o f Gordon’s work is closely related to 

his own personal experiences. Gordon’s curiosity and his need to find a solution to 

problems associated with each category (mentioned in chapters three through six) are in 

part, motivated by a need to explain his own musicianship and musical training. Gordon 

was also greatly influenced by several important teachers and mentors, including Sid 

Weiss, Gene Krupa, Philip Sklar, Neal Glenn, E. F. Lindquist, Leonhard Feldt, and 

Albert Hieronymus.

Third, Gordon frequently neglects to report the historical basis or foundation upon 

which his own work is based. Although Gordon certainly has an understanding of the 

historical traditions that contributed to his efforts, his earliest work reflects more careful 

attention to historical matters than his more recent work. Perhaps Gordon’s efforts would 

appear to be more mainstream had this historical basis been identified with greater care.

Fourth, besides general mention in the bibliography of his texts, Gordon has too 

infrequently recognized the contributions of his own students and colleagues, some of 

which are substantial. Given the size of Gordon’s output, it is illogical and incorrect for 

one to believe that Gordon accomplished all that he has on his own. Many persons have 

made sizable contributions. Some have criticized Gordon’s music learning theory, 

claiming the lack of an identifiable research base. While a sufficient research base may 

not exist according to some critics, an unidentified research base is present, however, 

through the work of Gordon’s own students.

2 Dean interview, Runfola interview, Walters interview, and Grunow to Gerhardstein.
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Fifth, Gordon’s work has filled several historical needs in music education, 

particularly those identified by Charles Leonhard. For example, Gordon has continued 

the study of music aptitude and has arguably found a middle-ground between the 

atomistic and Gestalt contingencies. Gordon has incorporated general learning theory 

into a specific musical learning model and he has attempted to model his music learning 

theory by scientific and empirical means.

Sixth, Gordon has given the music education profession much to consider through 

his extensive output. Gordon’s many contributions make him a force to be reckoned with 

and establish him as a key player in the profession. Gordon is arguably one of the most 

influential music education researchers of the past half-century.

Recommendations

Gordon’s work has the potential to greatly influence change within the profession. 

Given the importance of Gordon’s work, and in light of the current investigation, the 

following recommendations for future research are offered. Throughout the current study 

it became clear that a critical examination of Gordon’s contributions is needed. Several 

critical articles have been published; however, they are limited in focus. An examination 

of the internal and external validity of Gordon’s own work would seem to be relevant.

An investigation of this type would greatly lend understanding and clarity to Gordon’s 

output for both the supporter and critic of his theories. A critical review of Gordon’s 

work would also likely answer several important questions. For example, are Gordon’s 

findings consistent over time, especially given the many revisions o f his music learning
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findings consistent over time, especially given the many revisions of his music learning 

theory texts? How is Gordon’s music learning theory consistent with, or different from, 

the work of Orff, Kodaly, Dalcroze, and/or Suzuki? Do Gordon’s ideas comply with the 

psychological foundations upon which he claims his work is based? And finally, are 

Gordon’s claims, and the research that he uses as support for these claims valid?

Further empirical research of Gordon’s work is also needed. For example, a study 

of Gordon’s theoretical stages of preparatory audiation should be considered. There is 

also a need for additional studies on the effectiveness o f music learning theory in general 

music, choral, and instrumental music classrooms. Although the Musical Aptitude 

Profile, Gordon’s first music aptitude test, has undergone many studies of reliability and 

validity by outside authors, Gordon’s latest measures have not. A question as to the 

specific age in which music aptitude becomes stabilized is also a continuing issue.

Finally, to future authors who conduct studies of Gordon work his theories, it is 

strongly recommended that the historical foundations and context of his work be 

considered. Given the complexity of his work, an increased historical awareness of 

Gordon and his contributions can be expected to benefit future generations of music 

teachers and scholars.
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