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Foreword (2001)

The text that follows was written thirty-five years ago. It was submitted at
the end of the one-year Diploma in Education course | took at the University
of Manchester in 1965-66. Fifteen years later, we founded the International
Association for the Study of Popular Music (IASPM)! and in the same year,
1981, the first issue of the Cambridge University Press journal Popular Music
was published. Since then, popular music has made inroads into all stages
of education. Seen from this perspective, the 1966 text has, | feel, some
documentary value: although probably not the first text to make a case for
popular music in education, it is to my knowledge one of the earliest written
attempts to address the issue seriously.

However, resurrecting this old text for web publication raises two obvious
problems: [1] the world has changed a lot since 1966 and some of the ideas
and arguments presented then need recontextualisation; [2] | was a very
young man at the time and had little or no experience of social science meth-
od; nor was | aware of the workings of capitalism or of its influence on sub-
jectivity, on music, on the arts in general, or on education. Moreover, | felt
quite alone in my pop-music-in-education crusade because | had yet to find
allies in academe who could support, or with whom | could disucss, my ide-
as. Consequently, this foreword will need to explain some of the problems
caused by the text’s displacement in time, as well as those arrising from
within the text itself.

Pop was an odd subject for a music education student to choose at a British
university in 1966. Fortunately, my supervisor, Dr. Aubrey Hickman, had ac-
cepted me on to the course because, as he told me, ‘it’'s always useful to
have one nutter each year’, adding that he had never had call to regret tak-
ing on us nutters and that ‘this year [was] no exception’. Looking back on
this piece of work | can easily see why Hickman saw me as a nutter. There
were at that time plenty of safer causes to champion than the use of pop
music in education. Hickman, a generous, chain-smoking, accomplished vi-
ola player, educational psychologist and exemplary humanist, was certainly
no avid pop fan, but he was prepared to stick his neck out, first by encour-
aging me to pursue the topic and then by accepting it as a useful and original
piece of work, despite all its shortcomings. | am indebted to him for his pa-
tience and encouragement.

From today’s perspective | think the work is unsatisfactory when it comes to
the formulation of many survey questions, the weighting of responses and
the treatment of results (Appendix 2). However, even though | would today
have marked the young author of this piece quite severely for the failings
just mentioned, 1 am including the whole essay, with its appendices, warts
and all, in this web publication. In fact, the only changes | have made are of
a minor editorial nature.2 For purposes of clarity, all additions are in this font
(Verdana) while the original text is in a typewiter font
(Courier) reminiscent of those times.

One particularly annoying aspect of the 1966 text is that I was unable to
make copies of the questionnaires and diagrams that the project originally
included. One reason for the omission is that it was not just photocopiers

1. For more details see section ‘Brief Personal History’ in ‘High and Low, Cool and Uncool, Music
and Knowledge: Conceptual falsifications and the study of popular music’, keynote speech,
IASPM UK conference, Guildford, July 2000 [www.tagg.org/articles/iaspmuk2000.html].
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which were difficult to come by at the time: pocket calculators, not to men-
tion spread sheet or database packages and the PCs on which to run them,
were all unheard of and would remain unattainable for another twenty years
or so. Consequently, the results of the questionnaire and the statistical cal-
culations are unsatisfactory. In fact, all that remains is my mark sheet (Ap-
pendix 2) are the results for 209 out of 213 of the respondents in one of the
two schools3 (Appendix 3). In August 1966 | moved to Sweden and in the
process managed to mislay responses from over one hundred boys at the
other school,#4 as well as results from six pupils at the first one. | did, how-
ever, take the precaution of making a carbon copy of the main body of text.
It is that text which occupies most of this web publication.

Apart from the erratic response marking procedure (Appendix 2), the other
apparent howlers in the questionnaire are: [1] the occasional lapse into un-
substantiated notions of harmonic and rhythmic sophistication, of musical-
aesthetic interest, etc.;5 [2] the division of questions 1-4 in Section B into
what by today’s standards seem like unforgivably sexist alternatives. The
first of these lapses can be partially explained by the fact that my education
at an English private school and at Cambridge University had given me very
little opportunity to think in culturally relativist terms: it was not until two
years later, in 1968, that | met Jan Ling under whose influence | was quickly
(and willingly) cured of tendencies towards the application of supposedly
universal norms of aesthetic excellence.6 The second difficulty is directly at-
tributable to the fact that gender division was much more rigid in the mid
sixties, not least in the sphere of British pop culture:7 | simply could not
think, at that time and under those circumstances, of another way of offer-
ing pupils of both sexes the opportunity to score equally in the pop ‘with-it-
ness’8 section of the questionnaire.

There are other ways in which Pop Music as a Possible Medium in Secondary
Education needs to be read as a document of ideas of its time. Consider, for
example, the following:

2. Those minor editorial changes can be summarised as follows: [1] he, his etc., used in 1966 as
third-person singular pronouns when referring to both male and females, has been changed to
today’s s/he, his/her, etc.; [2] endings in-ize, izaton, etc. have been changed to -ise, -isation in
accordance with Popular Music’s in-house style for UK English; [3] three or four clumsy sen-
tences have been reformulated to facilitate comprehension; [4] a few explanatory comments
have been added, mainly in footnotes; such additions are always written in this typeface while
the original text, footnotes and appendices are in the Courier font; [5] to facilitate comparison |
have converted the ‘absolute’ statistics of questionnaire sections A, B and C (out of 47, 73 and
76 respectively) to percentages (see Appendix 3).

3. Plant Hill Comprehensive, Manchester, where | had done my teaching practice during the aca-

demic year 1965-66.

Central Grammar, Kirkmanshulme Lane, Manchester.

See, for example, questions 8, 10, 15, 24 in section C of Appendix 2.

It was in fact partially thanks to this old 1966 essay that | first met Jan Ling. His first wife, Britt,

singer and teacher, was for several years one of my fellow choristers in Goteborgs Kammarkoér

and had, some time in 1968, mentioned my talking about popular music in education to Jan,

who was then in the process of setting up the Department of Musicology. Jan asked me to give a

short presentation of the Manchester essay at the Goteborg Department in late 1968. Shortly

after, in fact from 1971 until early 1991, when | moved back to the UK, | worked closely with Jan

Ling in researching and developing activities relating to popular music in education. See P Tagg:

‘The Goteborg Connection’ in Popular Music, 17/2 (1998), pp. 219-242 [www.tagg.org/articles/

gbgconnect.html].

7. This deplorable but undeniable state of affairs is admirably parodied by Mike Myers in Austin
Powers — International Man of Mystery (1997) and in Austin Powers — The Spy who Shagged Me
(1999).

8. Appendix 2, section B. For explanation of ‘with-it-ness’, see footnote 46, page 17.

o oa
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"I't would be an anomaly to find a bank manager |iking the
Rolling Stones in the same way as it woul d be i ncongruous
to see himdriving a £275 Ford Popular." (p. 10).

It would be no anomaly today if a bank manager were to insert The Rolling
Stones: Hot Rocks 1964-71 into the CD player and skip to track 4 — Satis-
faction —, even though the CD player is much more likely to be in a new
BMW than a second-hand Fiat 500. It is obvious that the status of rock music
has changed along with the social and generational position of many of those
who liked the Stones and who could not afford even the cheapest of cars in
1966. Back then, however, the Rolling Stones were regarded as the epitome
of pop oppositionality. Even though I may have been aware of risks of ‘offi-
cialising pop’ (see pp. 22, 24), there were very few of us who would have
expected then that, by the end of the 1980s and partially through our own
laudable efforts to have popular music taken seriously, a rock canon would
have been established alongside those of jazz and classical music.9

A more serious problem with this old text of mine concerns its introduction.
Drawing on Pieper (1953), Galbraith (1958) and Veblen (1953), | express
the opinion (in 1966) that a radical overhaul of music education is necessary
because there is a constant increase in the amount of leisure time at the dis-
posal of the average citizen of the Western world and that improved music
education will improve the quality of that leisure time. Although the latter
part of this opinion holds good today — better music education can hardly
be detrimental to anyone at any time —, there are clear problems with the
first part of the opinion, simply because many of us who work full time in
2001 have less, not more, leisure time than those who worked in similar jobs
in 1966.

Despite thirty-five years of hindsight, it was in 1966 far from unreasonable
to predict that technological advances would have an emancipatory effect.
After all, such advances had already, and have since, made it unnecessary
to have so many people engaged in dangerous and repetitive manual work.
Not only has automation meant that one worker can now operate an entire
production process which demanded the labour of tens or hundreds of work-
ers in the 1960s: the digital revolution has also led to the disappearance of
thousands of routine jobs in offices. Emancipated from repetitive and menial
chores, people could have been released into meaningful employment in the
sports and arts, or in our health, transport and education services. Moreo-
ver, with the same amount of goods and services being produced by less
people, enough resources could have been liberated to enable every one of
us to pursue knowledge and happiness in our lives instead of being constant-
ly forced to compete with each other for the dubious privilege of selling our
labour. It may appear naive from today’s horizon, but this was no pie-in-the-
sky utopia: in 1966 | would have found it utterly illogical to predict that on-
going technological advances would be accompanied by the drastic cuts in
arts funding, by the dismantling of public services, by the increased aliena-
tion of labour, and by the deterioration in the standard of living which have
inflicted all but a minuscule minority of the population in this part of the
world, not to mention the even more rapidly increasing inequality between
that tiny minority and almost all people in the developing nations.

9. For critique of rock canonisation, see P Tagg: Popular Music Studies versus the ‘Other’
[www.tagg.org/articles/cascais.html] and Open Letter about ‘Black’ Music [www.tagg.org/arti-
cles/opelet.html].
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Indeed, one of the most obvious self-indictments of capitalism is that it has
demonstrably used technological advances not to liberate humanity but to
enslave us. More product, more services and more profit are extracted from
each worker; levels of stress have increased markedly and bureaucratic
mechanisms of achievement quantification have been established to control
and pervert our labour. Levels of exploitation have increased in direct rela-
tion to the outrageous accumulation of obscene amounts of money in the
hands of a minuscule minority. Those made redundant by technology and
corporate greed have been thrown on to the scrap heap of unemployment,
hounded by inhumane legislation into a state of unwarranted shame. To-
gether with many of today’s young, they are disempowered and excluded,
both socially and financially, objectively and subjectively, from exercising
any real control over their own lives. This new ‘leisure time’ constitutes a
pauper’s prison for a new lumpenproletariat, not the emancipation from me-
nial chores which technology, if organised in the interests of all the planet
rather than of the greedy few, still has the potential to deliver. Under these
circumstances, how, you may well ask, can Tagg’s text from 1966 have any
relevance today, given that its call for the radical reorientation of music ed-
ucation was based on the assumption that we would all be enjoying much
more leisure time?

The text has, | think, relevance to today’s situation in two ways. Firstly, by
predicting the logical, emancipatory outcome of technological progress it
highlights the inherently illogical, inhuman and destructive processes of cap-
italism. The difference between what was both reasonable and logical in the
mind of a young man studying in Manchester in the mid 1960s and, on the
other hand, the mangerial mayhem of today’s Britain is, to put it mildly,
striking. The fact that it is necessary to account for this contradiction is in
itself instructive: it emphasises the need to analyse the workings of capital-
ism in relation to education and to the production of ideas with much greater
rigour than | was able to muster in 1966.

The second way in which the 1966 text is relevant today concerns such
statements as:

.."it will be necessary to find that nusical |anguage which
is nost commopn to the majority of the pupils’ experience"...
(p.8)

..."would it not be better to give [pupils] practical expe-
rience of the nmusic they are at hone with before trying to
base an enpty response to classical nusic on no practical
participation at all?" (p.25)

These statements share the common educational assumption that the mo-
tivation to learn is greatest if that learning is rooted in the pupils’ own expe-
rience. This assumption implies in turn that the pupil’s own experience and
subjectivity are not only valid but also the only viable starting points for the
lasting appropriation of skills and knowledge. Moreover, the statements as-
sume that learning based on these precepts constitutes an emancipatory
process because the mediation of shared experiences, through music or oth-
er means, enhances the expressive powers of all pupils involved in the proc-
ess, arming them with the ability to communicate ideas and experiences
from their own life on their own conditions, as seen and heard through their
own eyes and ears. This process of learning also helps counteract consum-
erist brainwashing from advertisers, music business mavericks and others
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who exert undemocratic financial control over the mass-mediation of ideas
and attitudes.

It is in this light also worth considering the following observation from 1966.

..."not only do teenagers have an interest in their own nusic:
t he whol e pop business is also a matter of national econom c
i mportance." (p.13)

Tension between the emancipatory and commercial potential of pop music
is latent in this statement, as well as in some of the survey questions.10 This
tension, a recurrent theme in popular music studies, has today more the
character of an outright contradiction between the expressive aspirations of
most people involved in music and the brave new accountancy of the pop
business. Under these circumstances, and with the equally brave new injus-
tice of global capitalism destroying the planet and oppressing the vast ma-
jority of its inhabitants, the need for people to express their own views and
aspirations is stronger than ever before.

I would like to think of the Manchester text as an early, if rather faint and
sometimes confused, call for the democratisation of music education. After
all, it at least tried to do the following:
argue for the inclusion of popular music as a serious part of
public education;
advocate a plurality of genres to be covered in music education;
view both popular and classical music on equal terms as social
phenomena;
raise problems of notation in relation to popular music;
register a tension between the emancipatory and commercial
potential of pop music;
warn about the possible disadvantages of institutionalising pop-
ular music;
raise the issue of and provide empirical documentation for rela-
tions between peer group identity and musical aspects of pop.

It is my hope that the text which now follows will at least be of interest to
anyone who wants to understand the history of popular music studies. If not,
this exposé of embarrassing details about my intellectual past will have been
in vain!

Liverpool, April-May 2001.

10. See Appendix 2, section B, p. 28
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Pop Music as a Possible Medium
I n Secondary Educati on
Philip Tagg (Di p. Ed., Manchester, 1966)

Introduction

Western civilisation is at the noment experiencing probably

one of the greatest upheavals in its history. This upheaval,

due to technol ogi cal advances and a consequent increase inthe
average person’s leisure tine, requires a conplete reorienta-
tion on the part of all those involved i n education, especial -
Iy those concerned in educating for |eisure, nanely artists,

musi cians, etc. It is with this in mnd that this essay at-

tenpts to assess the possibilities of the use of popul ar nmusic
(hereafter referred to as pop music)1l in secondary school ed-
ucati on.

"As the production of goods cones to seem | ess urgent, and
as the individuals are less urgently in need of inconme for
t he purchase of goods, they will work fewer hours or days in

the week. Or they will work less hard. O, as a final pos-
sibility, it will be that fewer people will work all the
tinme. "12

Over the last century, there has been a drastic decline in the
I ength of the working week. In 1850 it is estimated that the
wor ki ng week averaged just under 70 hours, equivalent to six
days working six in the norning until six at night whereas six
years ago the average working week in the USA was cal cul ated
to be 38.8 hours.13

The effect of this decline in the |length of the working week
is apparent: since greater tine is being spent in |eisure ac-
tivities, the greater is the need for effective education for
| ei sure. However, the major enphasis in education today is on
scientific subjects, this being both natural and | audabl e, but
i n obtaining the necessary academ c qualifications for a bet-
ter paid job (and consequently ajob with greater |eisure-tine
potential) this ultinate goal (leisure tinme) is overl ooked:

i nstead of being able to lead a fuller life the person in ques-
tion my risk finding this duly won | eisure enpty, a bore.

It is on children of average academ c |evel that our atten-

tions will be centred, for it is they who will be nost |iable
t he soonest to receive even nore cuts in the working week, as
it is the kind of jobs for which they are currently being ed-

11. In this essay | anglocentrically equated popular music with pop music. Since the 1970s, how-
ever, | have tried consistently to distinguish between the two. Pop music is defined for the pur-
poses of this essay on page 11, ff., popular music in P Tagg: Kojak - 50 Seconds of TV Music
(MMMSP, New York, 2000, pp. 29-38).

12.See [1] J K Galbraith: The Affluent Society. London: Pelican, p. 269; [2]
Joseph Pieper: Leisure, the Basis of Culture; London: Faber, 1953.

13.See J F Dewhurst: Anmerica's Needs and Resources (1958), p. 1053.



Tagg: Pop music in secondary education (1966): Introduction 8

ucat ed which, by being nore easily automated, will di sappear
t he soonest. As far as nusic is concerned, withits very small
coefficient of correlation with intelligence (as nmeasured in
IQtests), the probl emof using nmusic education as a neans to
hel p overcone the problemis not as insurnountable as ni ght

appear at first sight.

However, there are many conplicati ons whi ch nmust be di scussed
before any definite ideas can be put forward about how nusic
education for the new leisure tine nmght be devel oped. The
greatest conplication is the diversity of nusical |anguages
which are current, and it will be necessary to find that nu-
sical |anguage which is nost comon to the nmajority of the
pupil s’ experience.

If we review sone of the different styles or | anguages around
us, we rmay be abl e to discover that conbination which is nost
appropriate. Firstly, there is the standard classical nusic
| anguage based on tertial 14 harnony and on fornmal concepts
such as sonata form however, although it woul d obvi ously be
undesirable to exclude this tradition from nusic education,
especially fromthe historical viewpoint as it is the ante-
cedent of nuch nusic produced today, it is unfortunately as-
sociated with social stigma. No | onger is classical nusic
solely accepted for what it is or what it was i ntended to be,
but has becone an outward sign of social distinction,5 of be-
longing to a ‘better’ class, or at least a nore intellectua
one. Avisit to a classical music concert or, even better, to
the opera in this country will confirmthe inpression that
nost of the consumer group for this kind of nmusic are of upper
m ddl e- cl ass background, or are at |east trying to acquire the
trappi ngs of that class, or that they are nenbers of the in-
telligentsia. It should be added that these observations de-
rive frominpressions gathered t hrough subjective experience
and that they cannot be backed up by any figures. However, it
has been the case that it is menbers of the social groups just
menti oned who det erm ne educati on and who have been the ngj or
cultural influencers inthe past.16 |t is for this reason that
cl assi cal music has been so preval ent in the nusical education
of social groups for whom*® The C assics’ are not an inherent
part of their cultural experience.

Simlar arguments and criticismcould be applicable to the use
of nmost nodern classical music. In many cases the social as-
pect of being a devotee of contenporary nusic is even nore
extreme than that of a classical nusic fan. Nevertheless, a
good deal of nodern music by the | ess recherché conposers
(e.g. Bartok, Britten, Hindemth, Stravinsky) presents rea

14. 1 wrote originally ‘triadic’. For explanation of differences between triadic and tertial, see
www.tagg.org/articles/ptgloss.html and www.tagg.org/teaching/harmomyhandout.pdf.

15. M chael Young: The Rise of the Meritocracy; London, Pelican.

16. Thorstein Veblen: The Theory of the Leisure Class, New York, Mentor, 1953.
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potential for educational use in practical work as well as in
listening. Moreover, the musical | anguage of these conposers
has, on the surface at any rate, much in common with a | arge
anount of soundtrack music to filnms and tel evision produc-
tions, and as the latter are occasions in the experience of
all sorts of people, the transfer fromthe average person’s
nmusi cal experience to that of the nodern conposers cited above
woul d appear to be less that the transfer to the | anguage of
t he European cl assics. Al so, nodern nusic sonetines has (ad-
mttedly tenuous) harnonic sinmlarities with certain types of
pop (notably nmusic with blues influences, and certain records
wi t h an above average originality of harnony), 17 basing itself
on a general kind of tonality, not necessarily tertial,18 and,
inthe latter case, the use of fourths and fifths without the
medi ant . 19

In some countries (notably Poland) jazz is regarded as an in-
trinsic part of the nusical education of experts as well as
of children at school .20 Schools of jazz are financed by the
state in Poland and enjoy the advantage of being approved by
authority and by young peopl e who buy records by such groups
as the Polish Mdern Jazz Quartet. However, jazz in Britain
enj oys neither of these advantages and suffers fromthe soci al
i mage of being an area of cultural appreciation reserved for
nodern (probably bearded, probably socialist) intellectuals,

an image with which the majority of secondary school children
may not wish to identify. Thus, although nuch jazz is of con-
siderable value, it is also a foreign nusical | anguage to the
group we are considering. This is also a great pity, as the
nost effective use could be nade of jazz inprovisation in ed-
ucation, that is assuming that the pupils were given suffi-

ciently sinmple chord sequences. However, in the | ast year or
so, nore and nore pop songs with a jazz influence have cone
on to the market, 21 many contai ni ng exanples of jazz-style im
provi sation22 or even inprovisation in the Indian style.?23 |f

this trend were to continue it would be possible to include
chordal inprovisationin a plan for nusic | essons based on nu-
sic in the secondary school child s experience

Bef ore we revi ew the pl ace of pop nusic in a possible plan for
nmusi ¢ education i n secondary school s, a conpari son between the
soci o-nmusi cal situation of today and that of the past will

hel p to establish the conplicated nature of the probl emwhich
faces us. Wthin one society in nusical history it seenms im

17. For exanple, LPs The Animals (Nov. 1964) and Animal Tracks (Colunbia 1965).

18. See footnote 14 p. 8.

19.i.e. quartal harnony (see www.tagg.org/teaching/harmomyhandout.pdf). See, for
exanple Carole King’s Road To Nowhere (London, April 1966).

20. I nformation on Polish Mddern Jazz Quartet LP sleeve (Decca).

21. For exanple, Manfred Mann’s |'m Your Kingpin (HW, March 1964).

22. For exanple, | Put A Spell On You by The Alan Price Set (Decca, March 1966).

23. For exanpl e, Shapes of Things by The Yardbirds (Decca, February 1966).
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possible to find a tine when there was simultaneous access to
so many different styles of nusic as there is today. It would
be a consi derabl e anomaly to find a Purcell today, witing mu-
sic for Westm nster Abbey as well as conposi ng bawdy dri nki ng
songs to be perfornmed in pubs; or to find a Mdzart, conposer
of ‘serious’ music, turning his hand with equal dexterity to
wite a pop song.?24 In other words, one nusi cal | anguage tended
to be used for long, ‘serious’ works as well as for song and
nmusi ¢ of a nore apparently ‘frivol ous’ nature. An even greater
simlarity of nusical | anguage can be seen in the works of the
Engl i sh Tudor conposers. For exanple, nmany anthens witten
were al so avail abl e as madri gal s25 and vi ce-versa.

Al t hough social divisions in the sixteenth to nineteenth cen-
turies may have been greater in terns of material wealth and
anount of leisure tine than they are today, those differences
were also of a different nature altogether. As far as nusic
was concerned, it was quite acceptable for conposers to the
| ei sured classes (i.e. nmobst conmposers of ‘classical’ nusic)
to borrow and use folk nmusic (in the sense of nusic bel ongi ng
to the people) in their own conpositions.26 The Beggars’ Qpera
is al so an exanmpl e of popul ar tunes used at first for an aris-
tocratic audi ence. The conpari son between today’ s soci o- nusi -
cal groups and those of the past lie not inthe nusic itself,
then, but in the nature of the social groups thenselves; in
ei ghteent h-century Engl and, for exanple, the difference be-
tween the aristocracy and the | ower cl asses was mai nly one of
material wealth and of birth, whereas today differences in
meritocracy are determ ned by nature of job, academ c quali -
fication, as well as by material wealth. Misic also plays a
large part in this kind of class distinction in nuch the same
way as the ownership of certain types of car. It would be a
trenmendous anomaly to find a bank manager |iking the Rolling
Stones in the same way as it woul d be i ncongruous to see him
driving a £275 Ford Popul ar.

In summary thus far, then, it is essential torealise that if
we are to find effective means of nusi c education in secondary
school s, the diversity of nusical |anguages preval ent today,
brought about and perpetuated by intellectual prowess and
taste must be borne in mnd. In the discussion of pop nusic
which follows, the social inplications will be considered
first.

24. For exanple, Purcell’s anthemHear My Prayer (Westm nster Abbey) and Non piu
andrai, from Mozart’'s Marriage of Figaro (pop song).

25. For exanple, Holy, Holy, Holy as sung by the choir of Magdal en Coll ege
Oxford on LP Thomas Tonkins (Argo), or as available, with secul ar words,
from Stainer and Bell (London).

26. For exanple, Byrd' s arrangenment of Jhon Come Kisse Mee (Fitzwilliam Virginal
Book). The fanobus slow novenment from Haydn's Enperor Quartet, also used as
the Austrian national anthem (and, ignom niously, as the Nazis' Deutschland
Uber alles), is based on a Slovenian folk tune according to HF Redlich's
bi ogr aphy Joseph Haydn.
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What is pop music?

Bef ore di scussi ng the educati onal possibilities of pop nusic
it will be necessary to understand its raison d’ étre fromthe
social as well as nusical standpoint. But first let us define
the term*‘ pop nusic’.

A pop song or pop track is essentially any piece of nusic of
approximately three m nutes’ duration, usually issued as a 45
rpmsingle, or on an extended play disc, or on an LP. It is
usual Iy produced conmercially, going through the follow ng
process of publication and dissenination: once the song has
been recorded on a deno-di sc, copies are sent to publishers,
radi o and tel evision stations, and the record conpany nakes a
contract (if the artist(s) concerned are not already under
contract to anot her conpany). Then there foll ows the repeated
pl aying of the hit song by radio disc-jockeys, notably at the
pirate radio stations. This is the way a disc is publicised?
and it is worth noting that a record reaches on average its
hi ghest position in the hit parade approxi mately two weeks
sooner on the pirate radio charts than in the national charts,
whi ch are now based on record sal es.

"It is very easy to point to intellectual |aziness as one of
the cases and nanifestations of bad taste, and then to re-
proach the yout hful custoner for preferring rock 'n' roll to
the waltz or even to the classical repertoire. But it takes
nore trouble to realise that taste as a soci al phenonenon of
behavi our is brought about by a social process, nanmely by

that of a functional interaction."28

It isintended to take this attitude i n answering the question
"why i s pop popular?", for only if these social considerations
are di scussed can we reach any concl usi on about the use of pop
musi ¢ in education. The question can best be answered by an-
al ysi ng the occasi ons when pop nusic is consuned and then, in
turn, by whom and why.

Al though there is little evidence to say to what extent the
following is true, it could probably be stated that the nost
frequent conditions encountered when pop nusic is listened to
are when the people need sonething to fill the silence, i.e.
when they are working, reading, getting dressed, doing house-
hol d chores, etc. Wiy is there a need for nusic in these sit-
uations? Sil bermann, 29 deal i ng wi th behavi oural tendencies in
soci o- musi cal groups suggests that |oneliness and silence are
overcone, alnost therapeutically, with the aid of nusic. Per-
haps it coul d be added that they prefer nmusic with which they

27. Adapted for today's conditions from D MacDougal d: Radi o Research (USA), p.
65, ff.

28. Al phons Sil bermann: The Soci ol ogy of Misic, translated from Wovon | ebt die
Musi k? (Gustave Bosse Verlag, Cologne 1957). Routl edge and Kegan Paul, Lon-
don, 1963.

29.0p. cit., passim
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feel at hone. Sil bermann adds that "the silence of |oneliness
nmust be filled inwth nmusical background noi ses", underlining
that this "is the notive for the behaviour of a | arge nunber
of listeners in the consunption of the nusical experience".

It is easy to condemn out of hand such ‘desecration’ of the
art of nusic, but the apprehensi on which surrounds the angst
of modern life results in fear of silence

"The substitute experience is intended to replace the si-
I ence and | oneliness, the fear, apprehensi on and banality of
everyday life with the | east possible amount of effort™.30

Presunably, as leisure time increases, so will the fear of

| onel i ness and silence. In involving ourselves in a constant
stream of pop nusic broadcast twenty-four hours a day by the
pirate radio stations which, incidentally cover nearly three
quarters of the popul ati on of England, 31 the "substitute ex-
peri ence" has becone an ever-present reality. On these radio
stations’ programes, whose social inportance should not be
over | ooked, the disc-jockeys give the inpression that they are
‘getting through the day’ in a happy, slick mxture of eupho-
ria and bonhomie. As |listeners we are presumably supposed to
identify with this process and feel that we too are defeating
our basic | oneliness and sense of purposel essness, if only by
evasi on or by substituting real experience with mass-nedi at ed
soni ¢ paddi ng.

It could be said that the above applies equally to ol der peopl e
as to children of secondary school age. Indeed, but the pirate
radi o stations (which cover, as well as Engl and, Southern Swe-
den, Denmark, Northern Germany and the Netherlands) and the
commercial transmtters (covering the USA, France, Southern
Germany, Switzerland and Northern Italy —all centres of af-
fluent society and culture) are nostly |listened to by young
peopl e, including teenagers, the age group which concerns us
for the purposes of this study. This streamof pop is avail abl e
t hrough the purchase of a transistor radio —standard equi p-
ment for an affluent teenager. In fact, it is the socio-eco-
nom ¢ position of the teenager which to a |arge extent has
been responsi ble for the exi stence and consequent popul arity
of pop nusic. It is only since the war, or rather only in the
past five years that teenagers in this country at any rate,
have been vi able potential on the consumer market. | ndeed,

wi t hout the financial support of the mllions of teenagers who
buy pop records, the record conpani es would not be able to
subsi di se and produce at such | ow cost LPs of classical works
or other mnority nmusical interests, a sobering thought for
t hose who condem interest in pop as intell ectual backwardness
of aesthetic anathema. Whereas in the twenties a teenager had

30.0p. cit., p. 188.
31. One of these stations —Radi o London, 266 medi um wave —clains nore |isten-
ers than all three BBC radi o channel s put together.
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few nore possessions than a change of clothing, the average
t eenager of mi ddl e-cl ass background t oday possesses a coll ec-
tion or records, a transistor radi o and possi bly a granmophone
as wel | .32 Such teenagers can subscri be to magazi nes (usually
covering some aspect of the pop scene) and can invest in such
commodi ties as Beatl es wal | paper. In fact, Northern Miusic (and
associ at ed conpani es) are at present one or the country’s nost
i mportant export firms and it is estimated that in the USA
al one Beatl eware exports earned nore than one mllion dol -

| ars. 33

To the mnusical ideologue who woul d change all this and have
t eenagers from St ockhol mto San Franci sco abandon t he Beatl es
for Beet hoven, the account just presented nust seemquite de-
pressing, as not only do teenagers have an interest in their

own rusi c: the whol e pop business is also a natter of nationa

econom ¢ i nportance.

So far we have only covered individual behaviour (dispelling
silence etc.) in relation to pop nusic as background nusic.
This aspect, as well as that of social behavi our acconpanyi ng
it, stemfromthe sane root: instead of occupying |leisuretine
inreflection and reorientation (i.e. silence allow ng the
space to relate to oneself, to the sumof things and to ex-
istence in toto), the nmodern person, especially teenagers in
their use of pop nusic, launch thenselves into bouts of hy-
peractivity, preferring to accel erate their speed of exi stence
rather than shutting it off conpl etely.34 As st at ed above, the
angst of nodern |ife breeds the will to avoid silence and re-
flection, as these states are feared because they mi ght result
in disillusionnent and introversion.

Let us now di scuss the consunmer group and its relation to pop
music. Pirate radio stations, television progranmes |ike Top
of the Pops and Ready Steady Go, mmgazi nes such as The New
Musi cal Express, Boyfriend, Petticoat and many others are

ai med at young peopl e, nostly between the ages of thirteen and
ei ghteen, or at subdivisions of that group. The consuners do
not necessarily belong to any particul ar class (like purchas-
ers of BMC mni cars), and in this respect pop nusic can be
seen as a great leveller: a Beatles LP can be the property of
t he daughter of a wel der or of a senior accountant. Pop groups
are just as easily forned at public school s35 as at a conpre-
hensi ve. One group in Canbridge, for exanple, playing once or
twice a week, were booked in the sane termfor the sanme type
of music by the | ocal palais manager, the manager of a youth
club, the University Oficers’ Cub annual ball secretary,

32. I nformati on obtained from John R Wakeford, reader in Sociology, University
of Cardiff.

33. Report on BBC s Radi o Newsreel, dealing with the financial year 1964-5.

34. Josef Pieper: Leisure, The Basis of Culture. Faber, London, 1953.

35.e.g. The Blue Angels (Harrow), The Ghosts (Oundle), The Chaperones (Leys,
Canbri dge) .
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Caius College May Ball Committee, etc., i.e. a w de range of
soci al habitats.36 There is nevertheless a linting factor to
t he pop consumer group as there is to any group wi thin society,
and that is one of age. Let us try to find reasons for the
fact that it is al nost only young people who listen to and who
are socially involved in pop

W will first deal with the physical or auditory aspect of pop
nmusi c. One of the prerequisites for the perfornmance of pop mnu-
sic at a dance or club is that nusic should be inherently | oud,
i.e. loud enough to provoke the clientele into physical par-
ticipation in the nmusic and to fill the roomor hall wth
noi se, so elimnating |lack of ease, introversion, etc. Re-
search into this field was carried out in Paris by Sil ber-
mann. 37 Hi s purpose was to di scover whether the factor of a
note was sufficiently strong to exert an effect on the struc-
ture of social groups. To this end he visited and, together
with a team of assistants, observed the rel evant phenonenon
in forty-two dance halls in Paris and its environs, fromthe
bal s musettes in the Rue de Lappe, through the night clubs of
t he Chanps Elysées to the caves of St Gernmin-des-Prés. (b-
servation was aided by the fact that a rhythmcal as well as
physical alliance manifested itself. Wthout taking into ac-
count the reactions of tourists or of nmere chance visitors,
he established that the dance orchestras preferred by younger
peopl e tended towards the utterance of high and | oud notes
whereas the orchestras preferred by a public of aged thirty
and upwards had a tonal range extending fromthe mddle to the
| ower reaches. He found that the shrillness of hot jazz (very
popul ar at that time) produced in the young audi ence at St
Ger mai n- des- Prés ani nat ed expressi ons of feeling while the so-
ber depth, the al nbst organ-1like tinbre of the tango orchestra
i n another dance hall was greeted with enthusiasmby a quite
different, nore elderly public. Silbermann points out that

t hese reactions nmust not be regarded as concl usive since
rhythm c, enotional, technical and even atnospheric and eco-
nom c preferences nmust al so be taken i nto account. Yet the ob-
servations do at |east indicate how certain simlar groups
will react in simlar ways to simlar patterns of nusica
pitch and dynam cs.

Al t hough Sil bermann carried out the above research before the
advent of beat groups as we know t hemtoday, his observations
can be applied to the real mof pop nusic. W have al ready stat -
ed that the nusic is loud, and that such |oudness is an in-
herent quality of the nusic. Mreover, the tonal instrunents
used in pop nusic —mainly guitars —tend, especially when

36. The Soul benders (Canbridge): bookings for Summer Term 1965. The author was a
menber of this group. Details confirmed with Vince Bosworth, Queen's Col -
|l ege.

37.Sil bermann, op. cit., p. 117, ff.
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anplified by magnetic pick-up placed under the strings near
t he bridge and when plucked with a plectrum to issue sounds
with quite a sharp tinbre. Al so, the electronic organ, now a
wi dely used i nstrunent in pop groups, tends to produce tinbres
abundant in higher partials. Mdreover, and perhaps this is the
nost i nmportant point in this argunent, male pop singers tend
to sing within quite a linmted range high in the nal e-voice
regi ster, often breaking into falsetto. In an average song by
the Beatl es, for exanple, the usual range is fromabout the g
below mddle c to an a or b over an octave higher.38 Al so,
al t hough there are obvi ous exceptions, 39 many singers in the
worl d of pop have not had —and probably do not wi sh to have
—Il essons i n voi ce production, no bel canto schooling or other
artificial nellow ng of vocal tone by neans of trenolo, vi-
brato or sinilar techniques. This aspect of vocal tinbre, as
wel | as the predom nant vowel sounds on inportant notes which
of ten sound nore ‘ pi nched’ or ‘pushed’ than in classical voice
production (e.g. ‘Yeah'), tends to make pop nusic fuller of
i mportant high frequencies thanis the case of nusic preferred
by nmore el derly people. 40
"The range of any particular voice or instrunent finds its
equi valent in the human ear; and although it can be estab-
lished that there are sounds which escape the human ear, or
that as a result of physiological causes, the ear distorts
certain sounds and eliminates others,41 it will be found that
in the majority of cases the ear nmkes a clear distinction
bet ween high and | ow notes and, above all, prefers one to
the other. Such preferences nmay, for one reason or another
be altered during the course of life; for instance, the sen-
sitivity of the ear to high notes has been proved to change
considerably with the advent of age."42

Fromt he above account we can see that such audi tory phenonena
may be a factor in limting the appeal of pop nmusic to young
peopl e only. Such factors could partially help explain the
popul arity of such groups as The Bachel ors to ol der peopl e, 43
whose music and vocal technique is of a nore nellow nature

t han nost pop groups’, being based on confortable triads

t hr oughout 44 and containing virtually no unresolved or chal -
| engi ng harnonies, no piercing tinbres or rough rhythms.

38. The nmel ody of She Loves You (Beatles) ranges fromg below mddle c to b
above.

39. The Wal ker Brothers, The Bachel ors, Ken Dodd, etc.

40. See Whod' s The Physics of Music (Canbridge University Press), especially
section of wave formreproduction of vowel sounds.

41.See S S Stevens and H Davis: Hearing, Its Psychol ogy and Physi ol ogy, New
York: W ley; see also O F Ranke and H Lullies: Gehor, Stimme, Sprache (Ber-
lin 1953) and H Stephanie Zur Psychol ogi e des nusi kali schen Horens (Regens-
burg 1956).

42.Si | bermann, op. cit., p. 119.

43. See questionnaire, question C7.

44.e.9. Diane (January 1964), | Wuldn't Trade You For The World (August 1964),
and others.
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The social aspects of pop music

Sons and daughters rebelling against their elders constitute
now nore of a new phenonenon than the ol der generation ex-
pressing disgust at the depraved ways of the younger genera-
tion. Indeed, in Aristophanes’ Acharni ans (c.450 BC), Atheni an
war veterans fromthe battle of Marathon (491 BC) bewail the
apat hy and sloth of the city’'s young peopl e. What Ari st ophanes
woul d have made of today's youth and pop nusic is anybody’s
guess. Pop nusic, or rather the aura and nystique surroundi ng
pop nmusic and culture is a convenient vehicle in which young
peopl e can nmanifest their enotional independence fromtheir
parents. But it is norethanthat: it is also, to sone extent,
a rebellion against the confort and shelter of hone, an audi -
tory sign of transition fromthe confornity and accept ance of
parental influence to the conformty and acceptance of the
peer group —a very inmportant process in anyone’'s social de-
vel opnent. This transfer fromparental dependence to i ndepend-
ence happens in alnost every kind of society and we can be
grateful that in Western civilisation this transfer occurs in
such a conparatively innocuous form The social group of pop
enthusiasts (the majority of English teenagers) has, |ike any
ot her social group, its own behaviour patterns and nores. A
rejection of these behaviour patterns, for exanple within a
school, inmply usually a social, if not personal, rejection of
the individual concerned. For exanple, it was observed in a
boys’ grammar school 45 that a hard core of four ardent [cla-
sical] concert-goers and sport-avoiders hardly ever m xed wi th
their contenporaries and were regarded as unacceptably ‘wet’;
wi th the exception of one of the four, who played the guitar
and had a | arge sel ection of pop records, they invariably sat
on their own during dinner and were scarcely even approached
or talked to by their formmates. Sinmilarly, there tends to
be suspicion of anyone sitting on the fence: since appearing
on television in Meeting Point with the Archbi shop of York,
Adam Faith has, in the past three years only had one hit
record, conpared with four hits in the two years prior to the
interview Admittedly, this decline in popularity may well be
due to other factors but the interview gained a great deal of
publicity and shoul d not be overl ooked. Myreover, Aiff Rich-
ard, who becane well-known at around the sanme tinme as Adam
Faith and who has not yet tried to act as l|iaison officer be-
tween teenagers and ‘ol dies’, has lost little popularity over
t he sanme period. A lover of classical nusic who is also a pop
nmusi ¢ ent husi ast i s regarded by bot h soci o-nmusi cal groups with
suspicion, alnmpbst as a traitor. Such general exclusivity of
taste puts the nusic teacher who m ght wish to use pop nusic
in school into a difficult position as it is not inpossible
that the pupils night feel cheated in sone way by the teacher’s

45. Central Grammar School, Kirkmanshul me Lane, Manchester.
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uni ntentional inpression of duplicity.

It seens, however, that the mmin stunbling block to the use
of pop in nusic education would be the interdependence of pop
culture and ‘with-it-ness’ .46 I n the questionnaire, discussed
later, it was found that there was considerable correlation
(+0. 375) between identification with the pop nentality on the
one hand (Section B) and, on the other, the ability to listen
to pop in a discerning manner (Section C). As has been observed
al ready, one of the functions of pop music seenms to be a neg-

ative one, nanely the filling of silence and the dispelling
of loneliness, hence also the dispelling of reflection and
critical listening. As will be seen, quite a reasonabl e degree

of discrimnation was found in the results of the survey, but
it is surprising when one exam nes the way pop nusic is pre-
sented, for exanple on radio and television. The nmerits of a
disc are determned by the majority of disc-jockeys by the
disc’s position in the hit parade; and even on a programe
ostensi bly designed for criticism Juke Box Jury,47 the jury
al rost inevitably discuss the nusic as ‘potential hit materi-
al’ rather than give their opinions about its nmusical nerit.
Such opi ni ons do, however, occur, notably when pop nusici ans
or arrangers are included on the jury.48 O herw se on radio
and television, material of nusical interest is mxed with
that of little interest and songs are introduced as nere po-
sitions in the charts in nusical anonymity. On a programe
such as Ready Steady Go! the connection between pop nusic it-
self and pop fashion, its nentality and sexual facade can be
seen. The conpere is a twenty-year-old girl who dresses each
week in sone new fashi on; she introduces artists with the cus-
tomary m xture of ‘chumm ness’ and adul ati on. During the pro-
grame some of the artists discuss their forthcomng trips or
| at est rel eases, but they never coment upon their nusic, as
i f such comrents woul d hold not interest at all for the view ng
public. Considering the | arge nunber of amateur groups playi ng
inthis country at the noment, it would seemthat there is a
| arge enough mnority to warrant at | east some comments on t he
musi c. However, the mixture of ritualistic social behaviour
and nmusic can best be seen in canera techni ques used on Ready
St eady Go! There are very few | ong shots or panning shots,
because the canera seens nostly to concentrate on cl ose-ups
of singers’ faces, taken sonetines from bel ow the stage and
| ooki ng upwards at themas if at a kind of nobil e statue, using
gui ck canera switches for brief cuts of the withing |inbs of

46. See questionnaire, section B, introduction. ‘With-it’ and ‘switched on’ were two
adjectival expressions used in the mid sixties to qualify people or behaviour considered by
followers of youth-orientated pop culture to be consistent with current fads and fashions
inside that culture.

47.BBC TV [1], Saturdays 5.15 p.m

48.e.g. Manfred Mann (16 April 1966) and Ray Davis (of the Kinks, 23 March,
1966) .
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t he studi o audi ence dancing (usually females in tight jeans
or short skirts) to cut across to the swaying figures of the
nmusi ci ans, and so on. Also in this progranme there is usually
a space of around five mnutes devoted entirely to dancing,

usually in the formof an inprovised kind of shake highlight-
ing distinctly sexual novenents.

Per haps the nature of collective ritual as regards pop nusic
wi |l be understood better if we conpare it very shortly with
col l ective behaviour in the consunption of classical nusic.

"There foll ows the normal succession of events: changing

clothes, buying tickets, entering the hall, buying pro-
granmes, greeting acquai ntances, being shown one’s pl ace,
taking a look round the hall, at the organ gallery and at

t he arrangenent of the platform etc. When the lights of the
audi tori um have been di mmed, one watches the cerenonial en-
try of the orchestra, the | eader, the conductor and the so-
| oi st, Then, when the nusic begins, the individual is free
to choose whether to receive the nusical experience both au-
ditively and visually, or to close his eyes."49

Si | bermann points out, however, that the above are all ele-
ments whi ch have greater psychol ogi cal than sociological im
portance. Nevertheless, ‘crises’ of the concert hall do occur
when t he audi ence becones invol ved in social-group reaction.
The nmmin social aspect of concert or opera visits, however,
is the nmeeting of friends during the interval or after the
performance. On such occasions certain standard procedures of
behavi our and conversation are observed. One takes it for
granted that one’s fellowlisteners are interested in the mu-
sic, otherw se they woul d not have bothered to buy a ticket;
t heref ore one discusses the nusic, the performance. O her

ti mes one has heard the nusic before, possibly a recording of
the work concerned, and this is all usually discussed over a
drink or coffee.

Col | ective behavi our at a beat club would, on the other hand,
be nore likely to take the following form There is, as with
going to a classical concert, the changing of clothes, enter-
ing the club, buying a ticket, a drink, taking a | ook at the
pl ace, the group, the people there, greeting acquai ntances,

i mbi bi ng the atnosphere, striking new acquai ntances, and fol -
| owi ng certain conversational and behavi oural procedures. In
a beat club for the 13-18 age group (hence not able to be I|i-
censed), the standard drink would probably be Coca Cola or
sone simlar soft drinkS rather than the wine, spirits or cof-
fee consuned by cl assi cal concert-goers. However, it i s comobn
know edge that mass reaction at pop events i s not unusual, es-

49. Si | bermann, op. cit. no page ref. given.

50. Based on observations at the Flam ngo and Marquee clubs, Wardour Street,
London (1965); also at The Twi sted Wheel and Beat City Clubs in Manchester
(1965-66) .
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pecially when a wel |l -known group is perform ng. Such mass re-
action is usually harm ess, for exanple dancing, shouti ng,
screamng fromthe girls,5! only occasionally descending into
obscenity, 52 violence (e.g. the slashing of seats), 53 street
fights,5 trouble with the police, 55 or even mass hysteria and
fainting.>6

Pop as a possible medium in secondary education

Havi ng revi ewed sone of the social, economic and, to a | esser
extent, psychol ogi cal aspects of pop nusic, we are in a better
position to discuss its potential as a possible nediumin mnu-
si ¢ education in secondary schools. W have al ready di scussed
the soci al ubiquity of pop anpbng teenagers today, and we have
al so revi ewed the apparent enthusiasm bordering on the fa-

natic, of the same group towards the heroes of the pop world.
The argunent hereis: if thereis so much interest in pop nusic
bot h fromthe passive and active point of view (it is estinated
that there is approxi nately one pop group, amateur or profes-
sional, to every 3,000 of the popul ation of England), and if
pop nusi c transcends the social barriers within the age group
wi th which we are concerned, why do nusi c educationalists con-
tinuetoignore it as a possible source of helpin the teaching
of nusic?

The factor of difference in age would seemto be a linting
aspect of the possibility for ol der teachers to use the nusic
in secondary education; but it is doubtful whether it would
be necessary, if teachers were nerely concerned, say, with the
teaching of notation, for themto present sone ‘young’' i nmage.
In fact it is nore for the practical reason of pop’s famli-
arity to pupils that it should be used, not to generate arti -
ficial enthusiasm

To help establish a statistically based understandi ng of the
educati onal aspect of pop nusic, a questionnaire was desi gned
(Appendi x 2). There were in fact two separate questionnaires,
the first of which was given to 131 first, second and third-
formers in a boys’ Granmar School .57 This questionnaire was

divided into two parts. Only the questions whose nunbers are
underlined were givenin the first test, and the two sections
concerned were ‘A (to assess the fam |y nusical background,

and the anobunt of tertial 58 harnoni es and cl assical notions in

51. There is a distinct lack of information as to causes of this phenomenon.

52. Orebro Fol kets Park after appearance by Swedish pop group Shanes. For
details, see Aftonbladet, July 1965 [no date given].

53. Kurzaal , Scheveningen (Netherlands), after appearance by The Rolling Stones.

54. Got henbur g, Sweden, after simlar appearance by The Rolling Stones.

55. Paris, Spring 1964, after appearance of The Beatl es.

56. Beat| es at Shea Stadium New York, August 1965.

57.Central Grammar School, Kirkmanshul me Lane, Manchester.

58. ‘Tertial’ replaces the original’s ‘triadic’ for reasons presented in Tagg’s Harmony Handout (2000),
see www.tagg.org/teaching/harmonyhandout.pdf.
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the child s experience) and a conbi nation of sections ‘B (to
assess the subjects’ extent of identification with pop cul -
ture) and ‘C (to assess critical listening abilities within
t he | anguage of pop nusic). The coefficient of correlation be-
tween the two main categories (between ‘A and ‘B +' C) was
found to be -0.271, which would tend to show that a boy with
alot of tertially based nusic in his experience would be | ess
interested in pop music on the whole than a boy who had | ess
experience of classical nusic, although the coefficient is too
smal | to show anything nore than a slight trend.>® It was fur-
t her di scovered that boys fromclass three housing (i.e. urban
centres of dense popul ation of the old kind, terrace-row
streets, etc.) tended to have high scores on sections B and
C, whereas boys fromclass two dwellings (council estates,
owner - occupi ed houses) tended to score higher on section A and
| oner on sections B and C. 60

It could be interpreted fromthe above that interest in pop
whi ch appears nore preval ent anongst boys fromclass three

dwel i ngs, acts in sonme cases as a substitute for the | ack of
musi ¢ going on in the hone. However, this interpretation is
purely hypot hetical .

As can be seen in appendi x 2, the questionnaire was extended,
many questions bei ng changed or regrouped, when it was given
to 213 children in a m xed conprehensi ve school . 61 Details of
the questionnaire, all the questions, the narkings, etc. ap-
pear as appendi x 2. Individual marks for each section obtai ned
by each pupil in each formare tabulated i n appendix 3. In the
test given to the conprehensive school pupils sections B and
C were treated separately and the correlation coefficients
were found to be as follows:

r AB -0.16; r A°C -0.04; r B:C +0.375
Firstly let us consider the relation between sections A and
B. The maxi numavail abl e mark for secti on Awould be 47 [ 1009,
and this would nmean that the person concerned woul d be ex-
trenely know edgeabl e about and well-versed in the music and
theory of nusic of the classical sort. The average mark for
section A however, was about 20 [48% . The maxi mum mark for
section B was 73 [100% but here the average mark was propor-
tionately nmuch higher: around 50 [69% .62 These figures sug-

59. Correl ation coefficient calculated (N=213) according to the formula

Sx - e

=L (%)
SX XSy

60. The loss of the scattergram visualising these figures is not important since it showed no
more than the slight trend described in the main body of text. Only two boys came from
class 1 housing.

61. Plant Hill Conprehensive School, Manchester.

62. The test was also given to a 15-year-old nusic scholar at a public school
who gai ned 37 [79%] on section A but only 24 [33%] on section B.
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gest that children at the conprehensive school in question are
on the whol e reasonably ‘“with it’ (section B) but do not have
in much experience or know edge of the classical tradition
(section A). However, as the coefficient of correlationis so
insignificant (-0.16) it is fair to say that on the whole
greater scores on section A (nore experience of classical nu-
sic) do not effect scores on section B (how ‘with it’ the sub-
ject is) or vice versa. This trend would confirmthe theory
al ready put forward that social or even nusical background
plays little part in the teenager’s general attitude to pop
culture

Miuch t he sane concl usions can be drawn fromthe rel ation be-
tween section A (classical famliarity etc.) and section C
(critical listening ability within the nusical |anguage of
pop, know edge about instrunments involved, recognition of
styles, etc.). The correl ation coefficient for A:C(-0.04) was
even less significant than that for A:B: there is no trend
ei ther one way or the other between these two factors. W can
therefore state with sone degree of safety that a child of
secondary school age with a | arge anount of rnusic going on at
hone i s not necessarily better equi pped to discrininate within
t he nusi cal | anguage of pop, just as the reverse is not true
either. In fact, these two categories (those defined by ques-
tions in section A and section C) are apparently independent
entities and do not influence each other.

However, thereis a considerable correl ati on between sections
B and C (+0.375). Wth so high a nunber of subjects as 213 we
can presunme with reasonable certainty that a sufficiently

| arge cross-section of types have been taken into account to
avoi d randomcorrel ati ons or other such chance phenonena.63 W
can therefore say that the figures tend to showthat if a child
of secondary school age is reasonably ‘with it’, then he or
she woul d be nore likely than sonmeone less ‘with it’ to be
abletolistento popcritically, to recognise instrunent tim
bres or the effects of backing tracks, to cite the nost char-
acteristic traits of a pop group etc. This is presunably
because if a boy or girl of this age is enthusiastic enough
about the aura and mystique of pop s/he will, through hearing
the nusic sufficiently frequently, be able to exercise a cer-
tain anount of discrimnation or comrent upon the nusic it-
self. Infact, the ‘'C section scores of the fourth year girls’
form (see Appendix 3a, p. 31, ff.) together with that of the
third year ‘a’ and ‘b’ streans (p. 31), both in conparison
with the sane section's scores obtained by the first year ‘a
streamor the third year ‘f’ stream would seemto show t hat
there may be sone rel ation between age or intelligence and a
hi gh score in section ‘C. On the other hand, with the excep-
tion of the first year *a stream scores on section ‘B are

63. See Loveday: Elenentary Statistics (Canbridge University Press).
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reasonably consistent for all the forns and ages tested.

For the purposes of brevity, and in summary of the question-
naire results, then, we can say the follow ng

1. Achild s nusical fam |y background does not seemto
affect either his/her keenness in pop or his/her ability
tolisten critically within the terns of reference of pop
nmusi c.

2. Achild s ability to listen discerningly within the terms
of reference of pop nusic tends to nmean that that child is
al so well versed in pop culture and in the social behaviour
and attitudes of his/her peer group.

3. There is possibly a small correlation between intelligence
and ability to listen critically within the terns of refer-
ence of pop nusic.

Havi ng thus far revi ewed nost of the possible social, econom
i c, behaviourist etc. tendencies and inplications of pop mnu-
sic, we are in a position to discuss the possibl e educati onal
uses of the medium for the 13-18 age group.

The primary advantage i s of course the enthusi asmof secondary
school children (or at |east the magjority) towards pop nusic:
t he amount of amateur groups flourishing in the country is
testinony to this fact. It is interesting to note that, since
t he advent of the LP and of 45 rpmrecords, amateur classica
nmusi c- maki ng has on t he ot her hand sl unped. Al so inportant to
bear in mnd is that since 1954, when 35% of Anerican orches-
tral musicians turned fromnusic to other professions, the
number of full-time orchestral musicians has been declining
ever since inthe USA.64 | f there exists such a tremendous will
to play pop nusic in the UKin 1966 it would seem practi cal
to channel this interest for the teaching of various tech-

ni ques that will be discussed shortly. However, it is not in-
concei vabl e that the ‘officialisation of pop nusic by putting
it on the side of the establishnent night go agai nst one of
its nost inportant raisons d étre, nanely as one of the nec-
essary social fornulae for rebellion against the establish-
ment. If this were true, teaching pop nusic in school night
even manage to danmpen the will to play the nusic at all

However, it is not intended to put forward pop nusic as the
only kind of nmusic to be taught in schools. It is nerely

t hought to be perhaps the only nmeans of communicati on between
the trained nusician and the class s/he hopes to teach. Pop
nmusi ¢ shoul d al so be regarded nore as a starting point, inthe
hope that, once mnusical contact has been nmade through first-
hand experience with the nusic, the class can extend their
know edge to the diverse kinds of musical |anguage in circu-

64.‘ The Ameri can Federation of Misicians had in all 256,000 nmenbers in 1956,
and every nmonth | ess work was available.” From‘The National Crisis for
Li ver Music and Musicians’. Quoted fromTinme, New York, 7 May, 1956, p. 52 by
Si | bermann, op. cit., p. 158.
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| ation today. There are still practical ways in which pop
coul d be used wi t hout drastically changi ng nusi c teachi ng. For
exanpl e, know edge of basic harnobny could be introduced, as-
sum ng the class were equi pped with guitars or sinilar aids,
by the studying of sinple three-chord (tonic, subdom nant,
dom nant) nel odies, etc.6 This kind of work has al ready been
successfully tried on the BBC nusic series for secondary
school s, broadcast |last w nter. 66

There woul d be great difficulties, however, intrying to teach
notation fromthe nmajority of pop nusic as the rhythns used
are of course totally dissimlar to those in classical nusic
which classical notation is designed to fit. There would be
difficulty in analysing the exact |ength of notes in pop nu-
sic, the majority of which are tied or syncopated. However,

to presune that pop nusic nust be witten down in the standard
way i s to m sunderstand the nature of the nusic. Assum ng, for
exanple, it was the idea with small groups in a class which
had covered el enentary chords on the guitar to put some words
to nmusic, this could quite easily be done by witing the nanes
and figures of the requisite chord bel ow or above the word or
syl | abl e where the chord changes. Since popular nmusic is not
designed to be ‘of eternal quality’, riffs (recurring instru-
mental notifs or ostinati) can be worked out and need not be
witten down.

Anot her small and obvi ous use of pop music is in explaining
t heoretical points. For exanple, to save a great anount of
time in explaining the elements of ternary form it would be
nmerely necessary to point to a current pop tune in ternary
forn®7 and to ask the class at what words in the song sections
A and B start (or recur) respectively. Pop tunes could al so
be used in analysing intervals. For exanple, in one song there
may be the interval of a fourth between two syllables; by cit-
i ng nore exanpl es, pupils would soon understand the concept
of intervals and be able to cite exanples of particular in-
terval s thensel ves.

Acriticismoften | evell ed agai nst pop nusic is its aesthetic
poverty. This, frankly, is a matter of opinion, and is usually
expressed by people who do not wi sh, nostly for social rea-
sons, to accord pop any value of its own. It is not intended
here to go into the analysis of certain pop records to prove
exanpl es of rhythm ¢ or harnoni ¢ sophistication, or of insight
into word setting. Nevertheless, there is one point worth
bearing in mnd at this juncture. If a group naintains its
popul arity for nore than approximately six nonths, one can

65. Such songs are | egion, not |least in R&B (see recordi ngs by The Ani mal s, John
Mayal | and the Bl uesbreakers, etc.).

66.BBC TV [1], winter termseries, introduced by Steve Benbow.

67.At the time of witing there are many. For exanple, the current hit parade
includes You Don't Have To Say You Love Me, sung by Dusty Springfield.
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usual Iy detect a greater degree of rhythm c and harnonic so-
phistication creeping into their work. This trend i s nost eas-
ily seen in the set of LPs recorded by the Beatles over a
period of three years. In the first one, 68 only two songs®9
show much variation fromthe standard harnonic repertoire
whereas in the second LP’0O the majority of tracks show great
originality and departure from standard chord sequences and
phrase structure.’ Inthe remaining three LPs72 all the songs
are harnoni cally quite ingenious’3 and show anongst ot her
things originality of instrunentation and tone col our.74 This
trend of greater harnmonic sophistication is also discernible
in nore recent releases by the Rolling Stones.75

A point to be added here is that when sonme pop groups split
up, individual nenbers then tend to followtheir own persona
choice in nmusic. This is particularly true of school groups
whose menbers often seemto turn their abilities to the nore
conmplicated world of jazz.76 This seens to show, contrary to
t he opi ni on of cl assical nusic devotees, that pop nusic is per
se devel opable to greater degrees of sophistication (even

t hough greater formal sophistication nmust be excluded as a

possibility if the standard presentation of pop nmusic is to
be in the three-mnute record fornm, and al so that players of
pop nusic are not incurably bent on the ‘desecration” of our
art.

The above shoul d be taken i nto account when wei ghi ng the pos-
sibilities of using pop nusic in secondary education. It seens
that it woul d be nost desirable to use pop as the point of
contact and that it shoul d be devel oped i n school as a creative
art form thus |l eading on to appreciation of and participation
in many other forms of nusic.

To assume that all these suggestions could be inplenmented in
the very near future would be naive. It is also inportant to
renenber the possible adverse effects of pop nmusic’s official-
i sation, nmentioned earlier. To understand such effects it is
nerely necessary to | ook at the efforts of nodern churchnen
and theol ogical reforners to i ntroduce pop nusic into servic-

68. Pl ease Pl ease Me, Parlophone, 1962.

69. The songs are There’'s A Place and Pl ease Please Me.

70.Wth The Beatles, Parlophone, Novermber 1963.

71. See, for exanple, the 10 and 7-bar phrases plus the aeolian cadences in Not
A Second Tine.

72. A Hard Day's Night, April 1964; Beatles For Sale, Septenber 1964; Rubber
Soul , 1965; all on Parlophone.

73.e.g. Mchelle which oscillates between major and m nor and includes aug-
mented triads too.

74. For exanpl e, Norwegi an Wood includes a sitar part played by George Harrison
and Yesterday is acconpanied by a string quartet.

75. For exanpl e, many songs on Aftermath; Decca, 1966.

76.e.g9. The Saints (Leys School, Canbridge) whose |ead guitarist and bass
pl ayer changed over to nodern jazz when the group split in 1962-3. See al so
Vogue Sound (Canbridge University, 1964-5).
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es. Failure will be the nost likely result of efforts, however
wel | -intentioned, to put across totally foreign i deas across
in an idiomunderstood as inconpatible with those ideas. Ad-
mttedly, had the so-called ‘pop’ music which many mnisters
of the church seenmed to find attractive been substituted by a
nmusi cal | anguage nearer that of the clientele they hoped to
attract, they mght have had a little nore success in the ven-
ture. 77

Bearing the above in nmind, we night resolve to make our use
of pop nmusic for putting across that which we think of worth
in anore subtle way, perhaps a bit |ike Henry Wod' s conver -
sion of the concert-goi ng nasses by gradual introductioninto
Pronmenade Concerts of rmusic he consi dered wort hwhi |l e. However,
this strategy al so appears to be missing the point: that we
as teachers should try and persuade pupils to accept our kind
of culture rather than trying to extend and develop theirs
woul d be a m sdirected effort. Even if the music teacher’s ul -
timate aimwere to encourage the class to |isten to Beethoven
rat her than the Beatles, would not the nost effective rea
listening be done only if the pupils had been i nvolved in nusic
of sone ki nd thensel ves whi ch woul d gi ve themreal grounds for
appreciation? And seeing that it would probably be far to big
a transfer of cultural focus fromBeatles directly to

Beet hoven, would it not be better to give thempractical ex-
perience of the nusic they are at honme with before trying to
base an enpty response to classical nusic on no practical par-
ticipation at all? However, even if a teacher were to use pop
music as a start for first-hand contact with nusic with the
ultimate aimof reaching the classics, would this not also
seemrat her misguided, if not also intellectually and enoti on-
ally di shonest?

Summary

At the beginning of this essay it was stated that there is a
very real need for effective nusic education, especially in
the field of those children who in the future are likely to
be lunbered with anobunts of |eisure tinme never before encoun-
tered in the history of Western civilisation. To as it were
coax |l ove of the classics out of children who are devoted to
pop puts culture on the defensive, 78 just as the churchis cur-
rently on the defensive, trying to coax young people into the
faith by putting old wine into new bottles (i.e. out-of-date
expressions of religious conviction in not quite up-to-date
pop nusic). It is, to extend the nmetaphor, the wi ne whi ch needs
changi ng, not the bottles. In terns of education this would
mean that no | onger woul d nusic | essons be centred on works
of the distant past, nor necessarily exclusively on any pre-

77. See, for exanple, Geoffrey Beaunont: A Folk Mass. London: Weinberger.
78.Si | bermann, op. cit., p. 206.
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conmposed work, but round and in the present culture. For it
is surely pop nusic, despite all its comercial overtones and
with all its social functions, that speaks to the condition
and expresses the condition of humans today far nore effec-
tively than does that of the past. Is it not up to the teacher,
as a technical expert innusic, tolead and devel op t he pupils’
i nherent nusic culture into sonething usabl e, comruni cabl e and
of tangible value, rather than inpose his/her own, usually
col oured, set of values on his/her pupils?

"Preserve culture!...Since the beginning of the nachi ne age
this has been the cry of all those who fear the dehunani sa-
tion of mankind and are concerned for his culture. They set
out fromthe notion that it is humanity and the work of art
whi ch must be defended and saved, thus forgetting the fact
that it is, quite sinply, man who nust be saved. | firnly
believe that the tine has cone for the technol ogica
progress of our tine to create a new feeling of human unity,
and thus to rediscover the world as a potential realmfor
collective humanity, in which differences of socio-cultural
systens do not necessarily lead to distinctions of superi-
ority and inferiority’.."The necessary prelinmnary to this
is to know mankind —for this is the goal and the neans of
all art. To reach the true neani ng of any work of art we nust
set out frommankind: fromhis thought, feeling and desires,
his creations, his structure, function and behaviour; for if
manki nd i s neglected, will not nusic also perish?"79

It isin this spirit that this study has been undertaken.

79.Si | bermann, op. cit., pp. 206-7.
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Appendix 2: Questionnaire details

Cl assi cal Music Background, Pop Culture Mentality and Pop Misic
Di scrim nation Survey.

This is just my mark sheet of the questionnaire given to 131 grammar school boys
(1st and 2nd year) and to 213 children at a conprehensive school (1lst-4th
years) .80

The questions which appeared in both questionnaires are in bold type, thus: 25.
Questions for which a short nusical extract was played are marked with an aster-
isk, thus: 4*.

The questionnaires were answered in class, and the children had to underline the
category or answer to the question which they thought was the nost suitable, tru-
est or nost correct.

Mar ki ngs appear in square brackets after each alternative in the questions. Al-
ternatives with no mark in square brackets were given no marks.

SECTI ON A

Fam |y musi cal background, anount of triadic/classical8! harnonies and concepts

in the child s experience.

1*. The conposer of this nusic [Opening of Serenade for Strings by Tchai k-
ovsky] was: Beethoven [1]; Tchai kovsky [2]; Mdzart; Haydn; Chopin.

2*. In this extract [pastoral passage fromWIIliamTell Overture by Rossini]
there are two solo instruments. Please nane them (Witing cor anglais
and flute gave 2 marks each, witing oboe and piccol o gave 1 mark each.
No ot her instruments gave any nmarks.)

3*. This nusic [part of a Couperin clavecin ordre] was witten in which cen-
tury? (1 mark for either 17th and 18th century. No other marks given.)

4*, This tune is in: the major key; the mnor key [2]; no key at all; both
maj or and m nor keys.
5. Is there a piano in your home? yes [2]; no; there used to be [1]; we are

getting one [1].

I go to church: often [3]; sonmetinmes [2]; seldom[1]; never.

My parents listen to nusic: often [3]; sometines [2]; seldom[1]; never.

Do your parents play an instrument or sing in a choir? yes [2]; no.

Do any of your brothers/sisters play an instrunent or sing in a choir?

yes [2]; no.

10. My parents prefer old nmusic: very true [4]; true [3]; mddling [2]; false
[1]; very false.

11. My parents dislike pop nmusic: very true [4]; true [3]; middling [2];
false [1]; very false.

12. My parents think the Rolling Stones are | ong-haired | ay-abouts: very true
[4]; true [3]; mddling [2]; false [1]; very false.

13. We have a record-pl ayer or a tape recorder at honme: yes [1]; no; both [2].

14. We have nore pop than classical records: yes; no [2]; neither.

©oNoe

80. Please note that questionnaire results for only 209 of the 213 respondents at Plant Hill Compre-
hensive School are contained in Appendix 3a: Survey results — details. For explanations, see
foreword.

81. Today | would call this ‘tertial/classical’. See Tagg’s Harmony Handout (2000),
www.tagg.org/teaching/harmonyhandout.pdf.
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15.
16.

17.

18.

We have sone jazz recordings at home: yes [2]; no [1]; don’t know.

My parents dislike pop nusic because it is all too loud: very true [4];
true [3]; mddling [2]; false [1]; very false.

G | bert and Sullivan wote: nusicals [1]; synphonies; songs [1]; oper-
ettas [2]; scripts for a TV serial.

"Har nony" neans: a good tune; a good beat; the chords under a nel ody [2];
nice sounds in a piece of nmusic [1].

Section B

‘Wth-it-ness’, extent of identification, or will to identify, with the mystique
and aura surroundi ng pop nmusic and pop culture in general, extent of identifica-
tion with the commercial presentation rather than the personal.

1.

2.

10.

11.

12.

13.

14.
15.
16.

17.

18.

19.

20.

21.

22.

23.

24.

El THER [ for boys] Football is marvellous OR[for girls] Going dancing is
marvel | ous. very true [4]; true [3]; mddling [2]; false [1]; very false.
El THER [ boys] | |ike sport OR[girls] | read nagazi nes |i ke Vogue, Honey,
Petticoat etc.: very true [4]; true [3]; mddling [2]; false [1]; very
fal se.

El THER [ boys] Last Saturday, Manchester United were playing ...(2 for cor-
rect, otherwse 0) OR[girls] Underline which of the follow ng you think
is a French fashi on designer: Teil hard de Chardi n; Jacques Cl ouzot; Jul es
Maigret; Pierre Cardin [2]; Georges Ponpidou.

El THER [ boys] Most nen |i ke football OR[girls] Most men spend nore than
hal f their nobney on clothes, hair-dos and other beauty treatnent: very
true [4]; true [3]; mddling [2]; false [1]; very false.

Most grown-ups snmoke: very true [4]; true [3]; middling [2]; false [1];
very false.

It is silly for older people to |ike pop nusic: very true [4]; true [3];
mddling [2]; false [1]; very false.

If you are a teenager and you do not |ike pop nmusic there is sonething
wrong with you: very true [4]; true [3]; mddling [2]; false [1]; very
fal se.

Boys shoul d be all owed to growtheir hair as | ong as they like: very true
[4]; true [3]; mddling [2]; false [1]; very false.

My friends and nost of the people ny age like the kind of nusic |I do:

very true [4]; true [3]; mddling [2]; false [1]; very false.

Pop stars tend to lead a very exciting life: very true [4]; true [3];

mddling [2]; false [1]; very false.

Areally "sw tched-on" person tends to be nore popular with the opposite
sex: very true [4]; true [3]; mddling [2]; false [1]; very false.

A teenager should be able to do all the | atest kinds of dance: very true
[4]; true [3]; mddling [2]; false [1]; very false.

A nmod boy’s haircut should be: long all over; long at front, short at

back; short at front, long at back [2]; all short; ordinary.

I watch RSG: 82 al ways [3]; sonetimes [2]; seldom[1]; never.

I watch Top of the Pops: always [3]; sonetinmes [2]; seldom[1]; never.
Top of the Pops is a better programme than RSG true; false [2]; they're
about the sane.

If | had to take up an instrunent | would learn: piano [2]; clarinet [1];
guitar [3]; violin.

Cl assical nusic is wet and dri ppy: always [3]; sonmetimes [2]; seldom[1];
never.

A parka is: an Anerican parking neter; a US Army conbat coat [1]; a make
of ltalian sports car; short for "Post Artificial Respiration Cardiac

Anaest hetic".

| listen to Radio Caroline: often [3]; sometines [2]; seldom[1]; never.
Mary Quant is: a dress designer [1]; pop singer; jazz singer; TV actress;
noder n painter.

"Op art" nmeans: nodern scul pture; artistic advertising; the use of geo-
metric patterns in fabric design [1]; the sane as "pop art".

PVC (pol yvinyl chloride) is used for: anplifying sounds; putting in cough
pastilles; meking shiny coats [1]; meking disinfectant.

A "strike" means: going over 90 mp. h. on the Ms; a hit and run robbery;
knocki ng down ten bowing pins with one ball [1]; a new type of Anerican
dance.

82. Ready Steady Go: ITV's then ‘trendier’ equivalent of BBC’s Top of the Pops.
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25. | watch The Man fromU. N.C.L. E: often [3]; sonetinmes [2]; sonetinmes [2];
sel dom [ 1]; never.

26. O the following, ny favourite TV programre is: Thank Your Lucky Stars
[1]; Stramash [1]; Top of the Pops [2]; Juke Box Jury [1]; Dr Who; RSGB2
[3].

27. 1 go ten-pin bowing: often [3]; sonmetinmes [2]; sonetines [2]; seldom
[1]; never.

SECTION C

Critical listening ability within the | anguage of pop nusic: know edge about in-

strunments involved, recognition of styles, preferences, etc.

1*. The first instrument to be heard on this disc [Keep on Running by The
Spencer Davis Group] is: lead guitar; rhythmguitar; bass guitar [2];
saxophone.

2*, | would describe this nmusic [I Get Around by The Beach Boys] as: Liver-
pool Sound; R&B; Rock; a ballad; folk; surfing sound [2]; Motown.

2* . | would describe this nusic [ Nowhere To Run by Martha & The Vandel | as]
as: Liverpool Sound; R&B; Rock; a ballad; folk; surfing sound; Mtown
[2].

4*, On this LP track, there are four nusicians playing. Wat instruments are
they playing? piano, bass, drums, guitar (1 mark each).

5*. The singer on this disc is....... (Eric Burdon [2]; Lead singer of The
Animals [1]).

6*. The group on this disc (Don't You Worry About Me by The Swi ngi ng Bl ue
Jeans) is..... Near guesses given 1 mark, correct answer 2 marks.

7.* The Bachel ors’ records are really nore for ol der people: very true [4];
true[5]; mddling [2]; false [1]; very false.

8. The Beatles have stayed at the top because their records are nusically
better than nobst groups’: very true [4]; true[5]; mddling [2]; false
[1]; very false.

9. O the followi ng, the best point about The Who is: the words [1]; their
outfit; the sound they nake with their instruments [2]; don’t know.

10. The best Manchester group of the following is: The Fournost [1]; The
Lancastrians [1]; Manfred Mann; St. Louis Union [1]; The Hollies [2].

11. The best thing about The Wal ker Brothers is: their tunes [1]; their
| ooks; their voices [2]; the backing [1]; don’t know.

12. If | had the noney, | would buy an LP by: Janes Brown [2]; Manfred Mann
[2]; The Hollies [1]; The Bachel ors.

13. If | had the nmobney, | would buy an LP by: Beethoven [1]; Tchai kovsky;
The Animals [2]; Andy Wi ans.

14. If | had the noney, | would buy the following LP: The Sound of Muisic;
The Pirates of Penzance; Qut of our Heads [2]; West Side Story [1].

15. | think the best record by the Beatles is: Can't Buy Me Love [1]; Ticket
To Ride [3]; She Loves You [2]; Yesterday [3]; W Can Work It CQut [2];
They're all the sanme standard. (Judged on harnonic and rhythm ¢ sophis-
tication of the various discs.

16. Thel onius Monk is: a conductor; |ead guitarist; concert violinist; npd-
ern jazz nusician [2];conmposer [1]).

17. Lead guitarist in The Beatles is..... (CGeorge Harrison, 1 mark).

18. Mbst of the Beatles’ tunes are witten by..... (John Lennon & Paul M-
Cartney | mark each).

19. Two of The Rolling stones also wite a |lot of songs. Wich ones are
they?..... (M ck Jagger and Keith Richard 1 mark each).

20. Nane any di sc recorded by Joan Baez..... (There But For Fortune [1], Any
ot her by Baez [2])

21. Arhythmaguitarist plays: chords [2]; the beat [1]; the tune; odd notes
here and there; solos.

22. \WWich of the follow ng records has a trunpet part sonmewhere in the back-
ing: Keep On Running; 19th Nervous Breakdown; We Can Work It Qut; Shapes
O Things; These Boots Are Made For Walking [2].

23. The best adjective to describe the kind of discs recorded by The Seekers
is: sad [1]; funny; sentinmental [2]; wild; hym-Ilike [3].

24. Ken Dodd’s records made the top because they were specially good: very
true; true; mddling [1]; false [2]; very false [3].

25. They sing and play "live" on Top of the Pops: Yes; No [1].

26. They sing and play "live" on RSG Yes [1]; No.

27. There are three recordi ngs of Yesterday. In the space provided, wite in
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the artist’s nane(s) against the appropriate backing: orchestra (Matt
Munro); choir (Marianne Faithful); string quartet (Paul MCartney) [1
mark each].

28. On the record W can Work it Out John Lennon plays: nouth organ; harno-
nium [1]; rhythmguitar; lead guitar; Nietzschephone;, he doesn't —he
si ngs.

30. | have definite tastes in pop nusic: very true [4]; true[3]; mddling
[2]; false [1]; very false.

31. The best tune recorded by The Stones is: Satisfsction[2]; The Spider and
The Fly [2]; Play Wth Fire [2]; The Last Time; |19th Nervous Breakdown
[1]; 1t’s AIl Over Now [1]; You'd Better Move On [2]; | like them all
just as much; | hate then all (judged by harnonic, rhythmc interest and
on originality of record).

32. (Included mainly for interest) Wite in the space provided the nane of
your favourite group or singer..... (If the pupil chose a group or singer
whose records tend to have harnonic, rhythm c or inprovisational inter-
est or originality, a max. of two marks were given. If however it is
apparent fromthe remainder of the answers in Section C and in Section
2 that the pupil is nore interested in follow ng the crowds, then he/she
woul d receive only one or perhaps no marks at all, especially if the
group chosen used old material and had little originality).

33. Wite down, in the space provided, the name of the group or singer who
you like least..... (Sane principles of narking apply here as they did
in no. 32, except in reverse).
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Y=year | F=form| S=sex (B=boy, G=girl) | A%B% C% %scores on sections A, & C.

Aver age scores: Al 48% B: 69% C 59%

Survey results Y F s | A B% % Y F s | A B% %
Y F S| A6 B% C% 2 A B | 28 99 71 3 B B |5 73 67
1 A B4 62 30 2 A G|51 90 78 3 B B[ 7 63 66
1 A B |49 58 47 2 A G| 26 85 64 3 B B |51 84 72
1 A B | 47 59 55 2 A G| 53 77 71 3 B B |3 59 41
1 A B | 28 84 47 2 A G|5 85 71 3 B B[4 78 70
1 A B |5 74 50 2 A G| 5 82 63 3 B B |5 73 54
1 A B3 75 54 2 A G| 41 77 70 3 B B[ 3 60 67
1 A B |40 78 54 2 A G|51 79 70 3 B B |47 79 74
1 A B |3 47 42 2 A G| 36 48 76 3 B B |51 86 61
1 A B |51 56 55 2 A G| 5 95 66 3 B B |51 70 67
1 A B |49 53 54 2 A G| 43 64 50 3 B B |60 67 57
1 A B[40 74 34 2 A G| 40 63 72 3 B B[ 5 89 67
1 A B |5 51 49 2 A G| 5 92 66 3 B B |49 73 57
1 A B |4 71 61 2 A G| 45 42 53 3 B B[ 45 63 50
1 A B |40 64 55 3 A B | 38 62 53 3 B G| 5 70 63
1 A G| 49 73 53 3 A B | 51 63 38 3 B G| 47 84 72
1 A G| 47 68 50 3 A B |62 62 51 3 B G| 45 73 66
1 A G| 68 38 37 3 A BJ|5 60 75 3 B G| 51 73 61
1 A G| 45 62 28 3 A B |49 77 67 3 B G| 5 82 78
1 A G| 51 68 49 3 A B |53 27 20 3 B G| 49 84 78
1 A G| 49 42 39 3 A B | 49 59 50 3 B G| 40 84 70
1 A G| 5 70 51 3 A B | 43 78 71 3 B G| 32 49 67
1 A G| 4 60 47 3 A B |3 93 76 3 B G| 57 79 70
1 A G| 40 75 43 3 A B | 3 84 84 3 B G| 47 71 72
1 A G| 43 68 43 3 A G| 62 42 61 3 B GJ[51 71 62
1 A G| 66 55 38 3 A G| 49 56 59 3 B G| 5 77 64
1 A G| 49 63 38 3 A G| 51 68 71 3 B G| 43 68 68
1 A G| 47 59 36 3 A G| 49 79 72 3 B G| 5 81 74
1 A G| 66 49 41 3 A G|3 73 70 3 B G| 47 81 66
2 A B |47 77 54 3 A G| 51 75 72 3 B G| 5 74 62
2 A B |49 70 59 3 A G| 45 96 88 3 B G| 47 78 67
2 A B |58 77 70 3 A GJ[60 75 63 3 B G| 64 62 70
2 A B |38 70 78 3 A G| 5 63 62 3 E B |5 89 79
2 A B[ 68 56 76 3 A G| 51 64 68 3 E B[40 70 71
2 A B |38 56 50 3 A G| 51 58 74 3 E B |38 73 50
2 A B[4 66 74 3 A G| 62 63 66 3 E B |47 75 82
2 A B |38 74 58 3 A G| 5 73 63 3 E B[ 60 90 66
2 A B3 71 53 3 A G[51 68 68 3 E B[40 73 54
2 A B[ 79 88 63 3 A G| 64 42 34 3 E B |3 67 43
2 A B[ 7 55 51 3 A G| 64 40 57 3 E B |40 56 50
2 A B4 71 70 3 A G| 47 68 67 3 E B |43 68 58
2 A B |47 40 37 3 A G| 36 67 74 3 E B[ 3 73 55
2 A B |91 73 42 3 A G| 51 64 47 3 E B |57 62 45
2 A B 60 75 67 3 A G[51 60 70 3 E B |53 71 46
2 A B | 45 86 66 3 A G| 45 56 59 3 E B |38 82 50
2 A B |5 63 84 3 A G| 45 74 78 3 E B |45 81 51

3 E G| 38 73 55
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Survey results, cont’'d 4 B G| 49 67 72
E G55 74 67 4 B G|34 71 72
53 81 50 4 B G| 53 58 54
45 75 64 4 B G | 47 63 67
45 82 79 4 B G| 28 47 74
43 63 49 4 B G | 47 59 70
49 64 45 4 B G | 45 66 76
38 64 46 4 B G| 57 70 72
40 55 30 4 B G|43 71 66
49 75 59 4 B G | 57 53 42
38 66 47 4 B G| 64 45 71
45 64 63 4 B G | 49 67 72
49 82 58 4 B G334 71 72
57 89 46 4 B G| 53 58 54
47 49 46
40 77 51
30 67 39

72 51 29
51 77 43
43 73 53

45 44 55
45 82 62
43 74 50

60 90 42
49 56 64
38 77 80

36 86 49
34 81 49
32 74 47

40 75 57
45 77 59
55 7 61

40 79 64
43 73 54
32 81 45

45 78 55
45 79 50
57 78 53

60 34 29
45 71 64
32 63 62

55 56 67
38 73 82

60 66 68
72 60 61
60 66 71
53 58 80

49 78 64
34 79 54
49 63 67

43 81 75
49 70 72
38 63 64

51 68 74
32 70 71
64 45 71
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Appendix 3b: Averages

Rows 1 through 4 show average scores on sections A, B and C for boys (first three
colums) and girls (mddle three colums), as well as for all together (last three
colums), for each form(year) to have participated in the questionnaire at Pl ant
Hi Il Conprehensive Shool.

Row 5 shows average scores for boys and girls, as well as for all together, in
all forms.

The remai ning rows show. [6] average scores on sections B and C for all those who
scored above average on section A (>48%; [7]average scores on sections B and C
for all those who scored under average on section A (<=48%; [8] average scores
on sections A and C for all those who scored above average on section B (>69%;
[9] average scores on sections A and C for all those who scored under average on
section B(<=69%; [10] average scores on sections A and B for all those who scored

above average on section C (>59%; [11] average scores on sections A and B for
all those who scored under average on section C (<=59%.

Boys A Boys B Boys C [Grls A Grls B Grls C|Al A Al B Al C

Form 1 44 65 42 51 61 42 48 63 46
Form 2 51 70 62 47 75 67 49 72 64
Form 3 48 71 57 48 70 61 48 70 59
Form 4 - - - 48 65 68 48 65 68

Al 438 70 57 48 68 61 48 69 59

A% > 48 (aver.) - - - - - - - 68 60
A% < 48 (aver.) - - - - - - - 70 59
B% > 69 (aver.) - - - - - - 47 - 63
B% < 69 (aver.) - - - - - - 50 - 55
C% > 59 (aver.) - - - - - - 49 73 -
C% < 59 (aver.) - - - - - - a7 65 -

This table shows:
little or no variation in scores on section A

marginally | ower scores on section B in year 1

visibly |lower scores on section Cin year 1

mar gi nally higher for girls than for boys on section C
little or no correlation between section A and section C

high score on section C nore likely if high score on section B and
vice versa
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