THE HAWAII MUSIC PROJECT
Leon Burton

In 1970 William Thomson, Kulas Professor of
Music at Case Western Reserve University, wrote an
article "Music Rides a Wave of Reform in Hawaii"
which was published in the Music Educators
Journal. Dr. Thomson described in his article the
large-scale curriculum development project in
music undertaken by the Curriculum Research and
Development Group, College of Education, University of Hawaii. It is interesting to note five years
later that the goals and aspirations for music
education presented in that article are now being
realized through the publication and implementation
of a new, innovative, curriculum program in
comprehensive musicianship. The impact of the
program is currently being felt in schools in Hawaii
and in twenty-eight other states as materials are
implemented in classrooms.
Why was this project undertaken? Were there
known deficiencies in school programs that
signaled the need for curriculum reform in music?
In what way is this new program innovative, and
how is it unique to traditional music programs
found in schools? These and many other questions
have been asked by those interested in the
evolution of this curriculum design and development effort.
The Need

Music education has had a long history of being
a disorganized field of educational endeavor in
Hawaii's schools and in schools elsewhere. At the
elementary level classroom teachers are usually
required to teach music, and they present the best
music programs possible with their limited backgrounds and experience. Elementary school music
has traditionally consisted of a series of activities
(mostly singing) which are seldom coordinated
between various grade levels (or within grade
levels) and are generally not part of a planned progression of musical study leading into the
secondary schools. At the secondary level most of
the courses made available to students are
performance courses-band, chorus, orchestra, jazz
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ensemble, class guitar and others. There has been
little, if any, effort to organize these courses around
a progression of musical understandings
introduced at the elementary level. Secondary-level
performance courses seldom involve students in a
variety of musical roles. Hence, music students
often graduate from high school without having
developed their creative potentials in music and
without having become knowledgeable performers,
listeners, or critics. This lack of organization has
long been a concern of music educators everywhere.
During the years just prior to the Hawaii Music
Curriculum Project's inception in 1967, national
leaders in music and music education expressed
the judgment that serious attention should be
focused on the music teaching process to eliminate
deficiencies in school programs. National studies
were also conducted during this period which
produced findings that gave further support to this
judgment. The judgment was loudly echoed by a
study of the status of music education in Hawaii's
schools, begun in 1964 and published by the Department of Education in 1968. Some of the more
significant problems at both the national and local
levels were: lack of overall design and sequence to
music programs in schools, lack of attention to
music as a field of knowledge and as a creative and
recreative activity, and great variability in the
quantity and quality of music offered. It was to
these deficiencies and others that the Project
addressed itself.
Coals
The plan of the Project was to first develop a
theory of music and a theory of pedagogy, theories
that would have their base in music as human
experience. Two questions were asked: What do
people do when they behave musically? What is
the teachable discipline of music? In brief, it was
decided that the music discipline should consist
of all the things people "think about" and "do"
when they behave in ways peculiar to the field of
music. A musical person was described as one who

is committed to and moved by music, one who is
aware of and concerned about the world's music,
one who can evaluate the relative worth of all music
and make affective responses to it, one who can
conceptualize about music, one who can communicate using the language and symbolic systems
of music, one who develops skill in musical
operations such as performing, listening,
composing-in short, a comprehensive musician.
This description led to the conclusion that a viable
program of music education should provide all
students K-12 with opportunities to (1) study the
content of music in an organized way, (2) participate in this study through processes or roles that
typify the lives of those who are musicians, and (3)
have encounters with the world's music. These
three became the major design components for
the K-12 Comprehensive Musicianship Program.
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The Program

In determining what the content of the Program
should be, consideration was first given to the
properties of sound, or musical tone. All tone has
four properties: duration, pitch, loudness, timbre
(quality). As the composer works with these four
properties and combines them in a variety of ways,
musical patterns, or patterns of sound, begin to
emerge. Some of the patterns are heard as
successive sounds, or sounds heard in time (rhythm,
melody, tonality, form). Other patterns are heard
as simultaneous sounds that have spatial relationships (texture, harmony). Since tone and these six
patterns provide means through which music may
be studied and experienced, it was decided that
they should be the "content core" of musical study.
These seven "basic concepts" were to subsume a
host of "subconcepts" arranged in a teaching
chronology K-12. Figure 1 is an example of a
teaching chronology for the basic concept, texture.
The subconcepts are arranged from simple to
complex, or from the more concrete to the more
abstract. The triangular arrangement of the
subconcepts symbolizes the gradual expansion or
broadening of conceptual understanding during the
years K-12.
This kind of content organization establishes vital
links between musical study at various grade levels,
and ensures a sequential presentation of musical
understandings.
In Figure 1 you will observe a subconcept called
ostinato. An ostinato is a pattern of sound consisting of a melodic and/or rhythmic idea that is
repeated over and over in a musical selection,
usually serving as an accompaniment for a

INVERSION

ACCOMPANIMENT

K-1

<

NISO/

TEXTURE

melody. How might ostinato be best presented to
students so that it will be understood as a pattern of
sound? As suggested earlier, it is assumed that
musical understanding is developed when learners
"do" what musical persons do when they behave
as musicians. It is therefore not enough to listen
to a recorded example of ostinato and then talk
about what was heard. Learners will have a deeper
and richer understanding if they perform (sing,
play) examples of ostinato, compose simple
ostinatos which they teach their classmates to
perform, analyze a musical score to find an
example of ostinato, conduct their classmates in
performances of ostinatos, improvise ostinatos on
rhythm instruments to accompany the melody of a
song, evaluate the musical effect of an ostinato in
a given composition, move in response to an
ostinato to indicate recognition of it, etc. Experience with a pattern of sound in a variety of musical
contexts aids aural perception and comprehension.
This Program, therefore, involves all students K-12
in musical activities that typify the lives of those
who are musicians.
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Figure 2

COMPREHENSIVE MUSICIANSHIP PROGRAM
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Class Guitar
Stage Band
*These courses may be presented in any sequence 9-12; one is no a prerequ site for another

The comprehensive musician is a person who is
able to relate to and find meaning in all of the
world's music. It is believed to be essential that all
students study the content of music through a
wide range of musical repertoire. This includes
music from all periods in history (particularly
contemporary music), music of all styles (classical,
theatre, pop, jazz), and music of all peoples (ethnic,
geographical area, cultural groups). As learners
expand their understanding of the pattern of sound
called ostinato, they will discover that it has been
used by composers of different eras, that it is used
extensively in classical, jazz, and theatre music,
and that it is often used in the music of various
peoples. Again, having experience with ostinato in
a variety of musical contexts and discovering its
use in the world's music help to build a more
in-depth comprehension.
The three major design components discussed in
the foregoing paragraphs have served as common
threads in designing and developing thirty-four
one-year courses in comprehensive musicianship.
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Since a purpose of the Project was to develop a
program that would permit learners to participate
at levels consistent with their conceptual development, zones of instruction were organized. Figure
2 is a summary of the various courses of study by
instructional zone and approximate grade levels.
The Project has designed and developed
materials for each of the thirty-four courses;
teacher and student materials comprise a complete
educational package. The materials include:
concept definitions; behavioral objectives;
instructional suggestions for large group, small
group, and individualized activities; performance
and listening repertoires; musical examples;
materials and equipment lists; evaluation guides;
suggestions for extending musical experience
beyond the classroom; glossaries and many
other teaching aids.
Implementation

To support implementation of materials in
schools, the project staff is providing orientation

meetings for faculty groups and in-service courses
for those teachers who request them. These courses
are being offered in Hawaii through the University
of Hawaii's College of Continuing Education and
Community Service, the regular University Summer
Session, and the Department of Education credit
program. An in-service program will eventually be
made available to teachers throughout the country
as former members of the project staff (authors)
and other university personnel organize courses at
the request of schools and school districts.
Innovative Features

In what way is this Program innovative, and how
is it unique among traditional music programs
found in most schools?
1. This is the first K-12 curriculum program in
music in the United States.
2. The Program is organized around universally
accepted theories of music and pedagogy, and
does not consist of an assorted set of unrelated
activities.
3. The content of the Program is based on a spiral
progression of cumulative understandings in music,
arranged in a teaching chronology to ensure

continuity of musical experience between grade
levels and between schools.
4. Each learner in the Program is provided opportunities to participate through many different
musical roles and contests, and is not limited to
only singing or playing an instrument.
5. A discovery approach to learning emphasizes
the response of the student rather than the delivery
of the teacher.
6. The importance of the aesthetic response of the
learner is stressed at each instructional level.
7. The Program presents a one-world perspective
in that the music of all cultures, historical periods,
and styles is the basis of study.
8. The Program is supported by an in-service
training program to assist teachers who elect to
implement materials and who express a need for
training.
9. The Program includes procedures for evaluating
student progress and program effectiveness.
10. The Program includes a complete set of student
and teacher materials.
11. The elementary materials can be used effectively by a non-specialist teacher as long as the
teacher has had some prior musical experience.
12. The Program has been classroom tested.
The above are some of the more significant
innovative features of the Comprehensive Musicianship Program. Many leaders in music education
have heralded this project as a "landmark"
curriculum development effort in music for the
United States.
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