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The intent of this study was to examine how musical meaning is constructed
using figurative language (i.e., tropes such as metaphor) in the music classroom.
The researcher observed three sixth-grade general music classes taught by one
teacher in a private school for girls. Audio recordings of nineteen class sessions,
including individual discourse of the teacher and six students, were transcribed for
anaysis.

Theories of cognitive linguistics were applied to the data, with the theory of
embodied schema guiding the analysis. Five schemata involving figurative
language emerged: containment and entity, personification, verticality, regularity
vs. irregularity, and location, space and motion. An additional emergent category
of timbre articulations was presented.

Analysis showed the ubiquitous use of the container metaphor with itsin-

out spatial orientation for musical events, elements, and even for persons. There



were personifications of music, perceived as an “agent” who implies, speaks, and
has needs. Classroom discourse frequently involved polysemous words such as up
or down, high or low. Students offered value judgments of musical events based
on their notions of regularity or irregularity. To asurprising extent they rejected
dissonance and non-Western tunings which they perceived to beirregular rather
than different. There were references to music as an external force that causes
movement, occupies space, and has a clear location. Students lacking the
professional vocabulary to describe timbre used similes, analogies, onomatopoeia,
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of polysemous words offer opportunities to explore cognitive relationships that
exist between those different meanings. Teachers can bring musical meaning to
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understandings of those concepts. Student strategies dealing with timbre
descriptions point to the efficacy of developing metaphoric capacities in students.
Teaching methods involving kinesthetic experience support the notion of embodied
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among sensory experience, mental representation, and linguistic expression in the
construction of musical meaning. Data analysis shows that figurative language is
essential in constructing musical meaning, even asit challenges established

educational thinking and practice.
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Chapter |

Introduction

To thisday | have vivid memories of the frustration at not being able to
communicate with teachers and fellow pupils during my first weeksin
Kindergarten. My parents were World War |1 refugees who had recently
immigrated to the United States and we spoke only Lithuanian at home. English
was a second language for me and | had learned just a few basic phrasesto get by
in the working-class Chicago neighborhood where we lived and where most of our
neighbors were monolingual English speakers.

In our family language was more than just a means of communication. It
was something sacred, a cultural icon that could not be neglected, because so much
else had been lost and left behind. Thiswas aview of language that my
neighborhood friends could not understand. Music also had a special place in our
household. My father was a professional musician, and my mother—an
accomplished amateur. Sounds of the piano, violin, saxophone and a variety of
Lithuanian folk instruments intermingled with songs, sung in several languages.

Despite the early discomfiture of not being able to communicate well, | later
came to appreciate the ability to express myself in more than one language. My

awareness of the complexities and intricacies of both language and music grew.



Even after | chose music education as my profession, | found myself drawn to
topics and work related to my background in language. | sought to find out more
about how we learn and teach both language and music. | was intrigued with the
theories of Lev Vygotsky (1978), who considered language to be a set of signs and
symbols—atool which mediates and changes peopl€ s inner environments. When
it came time to choose a dissertation research topic, | sensed an opportunity for the
intellectual exercise of merging two ongoing “strands’ of language and music in
my life.

Language plays amajor role in the music classroom. A review of literature
on music teaching strategies and styles by Tait (1992) stated that one third to one
half of music instructional time, as documented in the reviewed studies, involves a
verbal component. Since so much of instructional timeisverbal, Tait and Haack
(1984) reasonably insist on the need to examine the role language playsin the
music classroom:

If we are genuinely concerned with developing the quality of the musical

experience we need to explore the language connection. Only then can we

hope to identify and devel op those forces that contribute to our feeling
moved when we experience music. . . . Languageisthe essential tool that
allows us to conceptualize and think about, to analyze and teach about these

vital musical matters that ultimately can take us beyond words. (p. 37)



In my search for aresearch focus, | read Karen Gallas' book The Languages

of Learning: How Children Talk, Write, Dance, Draw, and Sing Their

Understanding of the World (1994). Gallas observes:
We acknowledge the many distinct discourses that the children must
acquire to be successful in school: the discourses of science, math,
literature, socia studies, and the arts, of sports and the playground. Further,
each year there is aslowly evolving discourse of each class of children,
containing in it special words, themes, and references that reflect the
interests, ethics, and common experiences of that class. Itisto this
discourse that children quite naturally pay attention; and | must be aware of
itif 1 want to be an influential part of the classroom community, in effect
acknowledging that the social, creative, and intellectual concerns of the
children form a corpus that | must know and study in order to be an
effective teacher. (p. 15)
| became interested in exploring the view that there exist not only different
languages through which we communicate, but a myriad of types of discourse
within the same language. Regelski (1981) observes that there is more than one
type of discourse in the music classroom, and that not all discourseis useful and
meaningful to students, if they do not understand the words. According to
Regelski, words will have relevance only when they have aliving meaning
(connotation) for the people exchanging them, and when clear designations of

meaning are possible and agreed upon by the participants. He classifies|language



into connotative and denotative: “The former is rich, metaphoric, subjective, and

expressive. The latter istechnical, objective, and often abstract and cold” (p. 326).
Discourse analysis appeared to be an appropriate mode of inquiry for

studying language of the music classroom, but | needed training and guidance, so

| took an independent study in the Department of English. One of the first

guestions the professor asked was, “Have you considered narrowing your research

to the topic of metaphor?” My response must have been ablank and quizzica

stare, because | had no ideawhat she meant. | was sent home to read George

Lakoff and Mark Johnson’s Metaphors We Live By (1980) and so began my

personal journey into the world of cognitive linguistics.

The study

Cognitive scientists use many levels of analysis to understand how we
perceive, think, remember, understand, and learn. Language is one avenue by
which researchers study cognitive processes. Classroom discourse can be studied
to explore how teachers and students construct knowledge, understanding and
ultimately meaning in a specific content area such as music. A deeper
understanding of discourse in the classroom is significant because, “it can help us
understand why different kinds of interaction in teaching and learning situations
can be experienced as more or less educative’ (Erickson, 1992, p. 220). This study
will serve as a source of information about how children think and speak about

music. Bernstein (1972) speaks of the need to be aware of children’s experiences:

4



“If the culture of the teacher isto become part of the consciousness of the child,
then the culture of the child must first be in the consciousness of the teacher” (p.
149). Language use is one window into the culture of the child and the teacher.

In order for us to be effective teachers, we must be aware of the distinct
discourses that the children must acquire to be successful in the music classroom.
Several researchers have investigated the importance of labeling and “ professional”
vocabulary to enhance music concept formation. However, educators also
recognize the importance of students' personal vocabularies when describing their

musical perceptions. Terms such as experiential, exploratory, connotative,

metaphoric or figurative all are used to describe thiskind of language. By

focusing on these forms of language, we gain insight into how musical meaning is
constructed using non-technical terms and concepts.

For the purposes of this study the term figurative language will be used to

encompass al of the above terms. An appropriate characterization of figurative
language is the one proposed by Swanwick (1999): “A fundamental process by
which we are able to think new things, an activity during which two (or possibly
more) conceptual domains intersect, often unexpectedly and with novel
consequences’ (p. 31). More succinctly put, “A metaphor is a characterization of a
phenomenon in familiar terms’ (Dickmeyer, 1989, p. 151).

The intent of this research was to apply recent theories in language and
cognition to musical experiences in classroom situations. Through this study |

sought to magnify the understanding of musical cognition and how teachers and



students think and verbally construct musical meaning as reflected by the use of
figurative language in the music classroom. By examining pre-adol escent
children’s discourse, teacher discourse, as well as the interactions between teacher
and students and among students, | sought to gain insight into the various schemata
that are in operation during classroom talk about music.

This study is aso focused on the efficacy of certain types of language usein
the music classroom. Teachers may consider directing their efforts towards
developing different types of verbal language, both in themselves and in their
pupils, as they seek to model creative ways of thinking and talking about musical
ideas. The findings of this study may also provide guidance for the training and in-
service professional development of music teachers.

Thisinquiry was focused by these questions:

1. What conceptual schemata emerge when analyzing figurative language

in the music classroom?

2. What isthe function of figurative language in the construction of
musical meaning?

3. How can amusic teacher use knowledge about figurative language
effectively to describe musical concepts and processes, and to respond
appropriately to figurative language used by students?

The research presented in this dissertation was conducted in a private day-

school for girls. Three sixth-grade general music classes, taught by the same

teacher, were observed and tape-recorded over a seven-week period. Recorded



verbal communication in the classroom was transcribed. Transcriptions of the class
sessions, as well as notes and interviews, were analyzed.

This introductory chapter continues with a discussion of the importance of
this study in light of certain gapsin the literature of cognitive research in music
education, as well as on language in music cognition. A section on the types of
discourse that are found in the music classroom serves as an introduction to the
type of language that will be analyzed in this study, supplemented by examples of
figurative language in children’s discourse about music. The final section contains

key terms used in this study.

Importance of the study

In this section | briefly define cognition and the aims of cognitive
researchers. It ismy purpose to bring to light some areas of cognitive research
which have received less attention, not to present an exhaustive review of the
extensive literature of cognitive or linguistic research in education or music
education. Many leadersin music education cited below urge researchersto
include investigative models, methodol ogies and theories that are used in related
fields outside of music education. These urgings influenced the mode of inquiry in

this study.

Cognition and cognitive research in education

Cognitive science is a broad, interdisciplinary field that draws on

psychology, artificial intelligence, linguistics, philosophy, and neuroscience. The
7



term cognition has many meanings and uses. In psychology it has been used to
refer to mental processes or the processing of information. Cognition can aso be
understood in awider sense to mean the mental act of knowing, including
awareness, perception, intuition, reasoning and judgment. Rogoff (1990) broadly
defines cognition within aframework of problem solving:

Problem solving emphasizes the active nature of thinking, rather than

focusing on cognition as the passive possession of mental objects such as

cognitions and percepts. . . . A problem-solving approach places primacy
on peopl €' s attempts to negotiate the stream of life, to work around or to
transform problems that emerge on the route to attaining the diverse goals

of life. (p. 9)

Cognitive scientists seek to comprehend perceiving, thinking, remembering,
understanding, learning, and other mental processes. According to Bower and
Cirilo (1985), cognitive psychologists seek to “understand how the mind works,
how it manages to perform the small miracles of skill we see around usin everyday
behavior” (p. 71).

Cognitive psychol ogists keep moving further away from the study of
specific capabilities and experiences towards a more holistic approach to the study
of cognitive processes:

The high degree of flexibility of human cognition requires that we think of

much of the human cognitive architecture not as determining specific

thoughts and behaviors but as an abstract set of mechanisms that potentiates



avast range of capabilities. We must get underneath people’ s behavior in
particular circumstances to discover the basic information-processing
capacities that alow adaptive responses to a wide range of situations.
(Stillings, Weidler, Chase, Feinstein, Garfield & Rissland, 1995, p. 16)

In the early 1970s educational researchers began to criticize the prevalent
process-product research in education for its narrow focus on observable
phenomena, such as teacher and student behavior. As reported by Peterson (1988),
researchers began focusing on teacher and student cognitive processes during
classroom instruction. Student cognition was perceived as a mediatory process
between teacher behavior and student achievement. It was now considered possible
to explore not readily discernible phenomena, rather than to focus exclusively on
teacher behavior, student classroom behavior, and student achievement.
Consciousness and cognition were no longer to be measured exclusively in terms of

external behaviors.

The state of cognitive research in music education

Although a great deal of research has been conducted in the area of teacher
and student cognition in general education, a number of reviewers have noted the
lack of concern for the subject-area content in these studies (Peterson, 1988).
Music is no exception and leaders in music education have echoed this concernin

their reviews of research literature, as found in the Handbook of Research on Music

Teaching and Learning (Colwell, 1992). In this volume Davidson and Scripp

(1992) surveyed the research on cognitive skillsin music and stated that
9



psychologists of music have taken arelatively narrow view of cognitive
development and that a more inclusive matrix is needed to attain a comprehensive
view of cognitive skillsin music. The authors encouraged researchersin music
education to expand their view of cognitive psychology from its narrow focus on
instructional psychology to include the wide matrix of cognitive skills that are used
in musical practice.

Reviewing the gaps in the educational research literature on general music,
Reimer (1994) observed:

Few if any of our tests used as basic research tools have anything

whatsoever to do with what cognitive psychology is now suggesting we

need most to know—nhow students think, solve problems, understand,

exercise creativity, internalize skills, make judgements, reflect about their

learning, apply their learning in meaningful settings, connect learnings, go

about discovering, set goals and subgoal's, make predictions, set learning

agendas and assess their success in achieving them. (p. 8)
Reimer went on to say that, “we will need to learn much more than we presently
understand about the ways knowing about and knowing why affect knowing within
and how” (p. 11).

Almost fifty years ago Spindler (1955), in discussing the ties between
anthropol ogy and education, urged that the language of teaching and learning be
examined in context: “The conceptual categories and symbolic referents of speech

in communication between teacher and child call for a meta-linguistic, language-in-

10



culture application” (p. 14). Campbell (1994, 1998) maintains that music educators
have stood on the periphery of psychology, sociology, anthropology, linguistics,
and even physics, which could provide investigative models. Campbell callsthe
existing research on children’s perception and cognition of music antiseptic, dry,
disconnected from the child, devoid of context, as well as too dependent on the
stages of child development, rather than allowing for the unpredictable individual
variations in children (1998, p. 9).

At the time of thiswriting, there still appears to be insufficient attention in
musi ¢ education research to investigative models, methodol ogies and theories used
in cognitive research. Walker (2000) claims that theories of music cognition and

hermeneutics are out of step with scholarship in other fields, such as philosophy,

anthropology and ethnomusicology. In The New Handbook of Research on Music

Teaching and Learning (2002), Bartel and Radocy acknowledge that anthropol ogy

and ethnomethodol ogy have gained popularity as methodological approaches, but
linguistics continues to have little effect on music education research. This study

ams to address that absence.

Research on lanquage in cognition

In studying how people acquire, represent, organize and use knowledge,
researchers look for keys that will open doors to understanding that process.
Cognitive researchers constantly seek ways to expand their research tools and to
find new windows through which to view their human subjects in order to better

understand human thinking and development. Research on atopic can be focused
11



on one of many levels of analysis a a given time, depending on the most promising
avenues of study (Stillings, Weisler, Chase, Feinstein, Garfield & Rissland, 1995).
Thisis one of the hallmarks of cognitive science.
Language is one of those windows and repeatedly has been named as a
very important aspect of knowledge about the world (Bower & Cirilo, 1985).
Many researchers believe that cognitive development is an inherently social
process, and that language is not merely areflection of cognition, but an important
vehicle used to bring about change (Jacob, 1992). Vygotsky (1978) considered
language to be atool which mediates and changes peopl€’ s inner environments.
Turner (1996) went even further and examined the possibility that speech and
writing exert biological influence upon the brain:
If we use the old metaphoric conception of the brain as an agent who “deals
with” language or as a container that for amoment “holds’ language while
examining it for storage or discard, then it is natural to think of the biology
of the brain as unchanged by its dealings with language. But if we use
instead the conception of the brain as an active and plastic biological
system, we are led to consider arather different range of hypotheses: The
brain is changed importantly by experience with language; languageis an
instrument used by separate brains to exert biological influence on each
other, creating through biological action at a distance a virtual brain

distributed in the individual brains of all the participantsin the culture; early

12



experience with language affects cognitive operations that go beyond

language. (pp. 159-160)

There is no shortage of research on various aspects of classroom discourse
(or classroom talk, asit is often called). However, just as there has been alack of
attention to subject-area content in cognitive studies, thereis also alack of content-
specific investigations of classroom discourse. A notable exception is the work of
the math education community, which has conducted a considerable number of
studies on discourse in mathematics classrooms (Blanton, Berenson & Norwood,
2001; Knuth & Peressini, 2001; Radford, 2003).

For the most part, rather than focusing on content-specific discourse,
researchers have studied classroom discourse for determining social and
hierarchical relationships in the classroom (Atweh, Cooper & Bleicher, 1998;
Cazden, 1988; McDermott, 1977; Mey, 1993; Page, 1990; Rogoff, 1990; Rogoff &
Lave, 1984), for revealing discourse structure, or categories and genres of speech
acts (Gee, Michagls & O’ Connor, 1992). In this area most studies have been
concerned with teachers questioning strategies (Altermatt, Jovanovic & Perry,
1998; Dore, 1985; Heath, 1982; Wimer, Ridenour, Thomas & Place, 2001). One
example of thistype of research in music education is Kruger’s (1998) case study
of two music teachers, which analyzes the internal rules, standards and styles of
reasoning that shape discursive practice. The study also discusses the relationship

among power, knowledge and curricular practice.

13



Music researchers, theorists, philosophers of music and music education
and others have explored the connection between verbal language and the music
experience in the classroom, but most have studied music vocabulary. Thiswill be
discussed further in the next section of this chapter. Most researchers admit that
this connection is a difficult interaction to examine because language qualifies,
attributes, characterizes and affects the musical experience (Reimer, 1997). Tait
and Haack (1984) concur: “Language is not the same experience [as music], the
words are not the same feelings’ (p. 37). Despite the complexity of the interaction
of music and language, this study seeks to make a contribution to the body of
research literature on cognition in music education. By studying figurative
language use for an extended period in a contextual, content-specific situation, |
have sought to address some of the gaps revealed by previously cited music
education researchers, such as Bartel & Radocy, Campbell, Davidson & Scripp,
Reimer, and Walker. Also, the application of the theory of cognitive linguistics,
which will be further explained in Chapter 11, helps bring recent scholarship from

another field into research in music education.

Types of discourse in the music classroom

As noted earlier, language qualifies the musical experience and certainly
does not equate with the musical experience. However, even exponents of a praxial

philosophy of music education such as Elliott (1995), do not deny the importance

14



of language in the process of active music making, and acknowledge that there are
different types of discourse at work in the music classroom:

Imparting formal musical knowledge in the process of active musical

problem solving requires the use of various “languages.” AsVernon

Howard suggests, the term “languages’ includes everything from the

theoretical and technical terminology of amusical practice to practice-

specific jargon to similes and metaphors to diagrammatic conceptions.

(p. 61)

Arts education scholars have been interested in labeling and vocabulary
development for quite some time (Gardner, 1973, 1981, 1982). Hair’s (2000-2001)
review of research reveals that both children and adults have difficulty describing
music and have alimited music vocabulary unless they are taught. It has been
suggested that a limited arts vocabulary interferes with children’s aesthetic
development (Stellaccio, 1993). Furthermore, adults should be cautiousin
interpreting children’ s descriptive vocabulary, which often involves the use of
incorrect terms.

Numerous researchers have investigated children’s acquisition of music
vocabulary, as well as its effects on musical perception, as reviewed by Stellaccio
(1993). Hargreaves and Zimmerman (1992) expanded on the importance of
labeling in music asit relates to concept formation and overall child devel opment:

Concept formation involves labeling, categorizing, and organizing

perceptions into meaningful concepts that will provide the key for later

15



study and enjoyment of the complexities of music. Labeling isimportant

since the label helpsto clarify the concept. The ability to handle an

increasing number of conceptsis afundamental fact of development.

(pp. 385-386)

However, there is disagreement about whether mere labeling of sound
phenomena necessarily increases recognition of musical events. Tait (1992) argues
that “putting labels on sound phenomena may be helpful in assessing accumulated
knowledge, but it does not indicate the depth, intensity or value of amusical
experience” (p. 527). Increasingly, educators believe that in order for the language
of the music classroom to become personal, students need to describe their
perceptions using their own experiential vocabularies. Researchers need to pay
more attention to the entirety of classroom narrative, rather than merely labeling
certain categories as more or less important.

Peoples' texts are not trivial outcomes of communicative needs. . . .

Humans are constant creators of complex and multifaceted meanings.

Therefore, particularly in educational research, we feel that to err on the

side of overinterpretation iswiser. What we seek to avoid are analyses that

misconstrue the discourse of any person as meaningless or impoverished.

(Geeet dl., 1992, p. 233)

Auker (1991) believes that music teachers are too concerned with the final

product at the expense of the process. He believes that “pupil talk” is an important
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component of the creative process and that teachers should allow more timein the
classroom for pupils to discuss ideas amongst themselves:
We intervene and tell them to * stop talking and get on with the music.’ |
strongly believe that a better product will in fact emerge if we take seriously

the role of language in the music lesson, because, lacking the musical

vocabulary which allows a professional composer (for example) to think

directly in terms of musical sounds, it is through spoken language that

children can begin to explore and share what they have to offer in terms of

musical creativity. (p. 166) [underscoring added)]

Elliott (1995, p. 97) recommends that talk about music be practice-specific.
Western music, for example, can be discussed:

1. systematically (e.g. dominant, first subject, fugue, etc.);

N

relatively (comparisons among musical qualities, such as high-low);

3. phenomenologically (e.g. thick-thin sounds);

>

descriptively (e.g. sounds of celebration, mourning);

o

emotionally (e.g. happy, melancholy).
Figurative language, which uses metaphors and other tropes, presumably would be
most operative in the last three categories of Elliott’s classification system.

Tait (1992) classifies music classroom language into three groups:

1. professional vocabulary derived from the music itself (words such as

vibrato, crescendo, intensity);
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2. experiential vocabulary which helps integrate musical knowledge with
personal experience of that knowledge (imagery, metaphor, anaogy),
and

3. process vocabulary words which combine overt and covert musical
behaviors (words such as analyze, describe, express, and demonstrate).

While there has been a considerable body of research on groups one and three of
Tait's classification (Cassidy & Speer, 1990; Flowers, 1983, 1984, 2003; Hair,
1981, 1987, 2001-2002; Nierman, 1985; Rodriguez & Webster, 1997; Utley, 1973;
Zimmerman, 1971), it is the second group, which Tait calls experientia

vocabulary, that has not been studied to any great extent. Hair (1981) conducted a
study to determine what terminology from their own vocabulary subjects would use
to label music concepts. Pupilsin grades 2, 3 and 4, aswell as college students
weretested. The study focused on single words (such as noisy, hammered, labored,
ominous, screeching), rather than phrases or “speech events” (discourse units
defined by goals, as well as spatial and temporal boundaries). Hair noted that few
of the previous studies on non-technical vocabulary that she had reviewed
investigated the vocabulary of e ementary school children in relation to music.

Hair’ s findings on terminology replacement did not contradict those of Farnsworth
(1969), who had reviewed the use of non-technical terminology more than a decade
earlier:

Research by Schoen, Gatewood, Mull, and others has demonstrated beyond

the possibility of doubt that synonymous words will be employed with some

18



consistency to describe the character of much of our Western music

whenever the listeners are drawn from roughly the same subculture. The

degree of agreement is little affected by differencesin listener intelligence,
tested musical aptitude, musical training, or age level (if above the sixth

grade). (p. 80)

O’ Brien (1989, 1992) studied the use of metaphors, similes and analogiesin
addition to technical language during music listening instruction of seventh grade
general music students. The study showed that the combination of figurative and
technical language by the teacher improved student attitudinal responses toward the
music being studied. In her study she reported a dearth of research that
experimentally investigates the effects of figurative language in music listening
instruction. That observation is still applicable at the time of thiswriting, and can
be extended to include any type of research on figurative language in the general
music classroom, especially if we do not include studies on guided imagery.

Gardner (1982) sees figurative language as an essential element in the
aesthetic cognition of children:

We can discern metaphor in the very first form of learning, in which the

child searches out commonalities in objects or situations known to be

different, and then proceeds to behave in asimilar fashion toward
comparable elements. We also encounter metaphor in the highest reaches
of creativity, where someone is articulating a scientific theory or describing

asubtle mood. Both situations feature the perception of a resemblance
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between elements (as well as an awareness that the elements belong to

different domains) that constitutes the hallmark of all genuine metaphoric

thinking. And we see repeatedly the important role played by metaphoric
thought and by metaphoric examplesin ateacher’s efforts to convey a novel

concept to a student. (pp. 166-167)

Boardman (1989) claims that those who understand any field of human
knowledge do so because they see that field or domain as amode of reality. She
admonishes music teachers not to lose sight of thisand “to help our students grasp
the deeper meaning of musical structure and thus gain the ability to use music asa
metaphor of reality” (p. 5). Szego (2002) suggests that “ethnographers might
profitably ask, ‘What are the metaphors that organize instructional communication,
when are they used, and how do they affect musical practice?” (p. 723). In Chapter
[1, many other sources will be examined reflecting the large and growing interest in
figurative language, especially metaphor.

Teachers are constantly looking for ways to make things that are strange
become familiar to their students. Children verbalize what they are attempting to
understand and master. When students use language, they reflect their cultural,
political, economic, socia and persona situations. When they talk about music,
even when it is within the confines of the music classroom, they refer to the music
that occursin their lives outside that immediate environment. Teachers' and
children’s discourse reflects different mental models or schemata of the entire

domain of music.
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Examples of fiqurative lanquage in children’s discourse about music

Y oung children are adept at creating and using figurative language in their
discourse. Rodriguez and Webster (1997) asked children of various ages, “What
were you thinking when you listened to thismusic?” Onefirst grader answered, “It
was kind of like... king music... and kind of like... poor music... put together...
the high notes wererich... and the low notes were poor” (p. 18). Aswill be
discussed in Chapter 11, children of this age create unsophisticated metaphors that
are perceptual or mythological. They do not convey a psychological message.

Campbell (1998) interviewed severa children about their musical
experiences inside and outside of the music classroom. Jonathan, a sixth grader,
was particularly interesting. (It isaso opportune that Jonathan is of the same age
asthe studentsin this study.) An excerpt of Campbell’ s transcript and
accompanying field notes (which are underlined by Campbell) follows:

Q: What kind of music are you singing?

A: He shifted hisweight, sumping further in his chair. He

stretched hislegs out in front of himself and folded his arms across his chest

and above hisviolin case. Well, we'redoing “To Music,” “Si me dan

Pasteles,” “Ca the Ewes,” “Siyahamba.” She picksthe songs. By “she,” |

think heisreferring to his music teacher. My older brother knows some of

them, because the sixth-grade choir sang them two years ago. So he had

these songs stuck in his head, and | would hear him sing them, and now

21



they’re stuck in my head. His hair swung back as he shook his head, asif to

clear the song fromiit.

Q: What do you mean, stuck?
A: | mean, every time turn around, | hear this song or that song,
kind of inside. It’'s catchy. (p. 153)
One of the things that struck me the most when reading this passage was that
Jonathan had personified songs. They are no longer abstract, but have become
physical, bounded entities, which have the capability of getting “stuck” ina
physical place—his and his brother’s heads. Campbell goes on to talk to Jonathan
about other things, like drumming, about reading music. However, the personified
image of music is something to which he returns, but this time quite strikingly:
A: ... It'simportant to be able to read music, OK? But the choir music is
confusing. There are so many words and so much music that we can’t read
asfast asthe music goes. | spend so much time flipping through pages that
| don’'t even sing al my parts on time. But when | go home, the song pops
into my head, it gets stuck, and I’m singing it with no trouble at all. He

looked at me, then away, as he challenged me with his next question. Don’t

you music people ever decide that too many notes might get in the way of
the music?
Q: Ithink so. In some styles, we don’t use notes to make music.

A: He continued in an effort to defend his position. | know. Rock

musicians don’t read music. Most of them don’t. And they play some
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complicated stuff. | don’t think jazz players read notes much either. Y eah,
notes are good for writing down music you don’t want to forget, or that you
want someone else to play later on. But too many notes in these choir
pieces —my part, your part, the piano part—they can choke you when they
come too thick and fast. (p. 154)
Jonathan’ s personified songs have gained momentum and have the capacity to
travel from one location to another. Not only are they capable of getting stuck,
they now pop in and out, and have even turned violent. Their overpopul ated
battalions of notes are now choking Jonathan. | became intrigued with the way this
student had taken an abstraction and turned it into something that was physical. |
reflected on how a music teacher could use this knowledge in transmitting abstract
concepts to students. Could personification, for example, be used more frequently
in the language of instruction? Finally, | wondered if | would find such colorful
and striking examples in the datathat | was about to collect. Asthe reader will
discover in Chapter 1V, figurative language does abound in the music classroom. It
isjust that we as observers are so accustomed to many of its forms that we no

longer regard it as novel or figurative.

Key terms

Cognition — the act of knowing, including such mental processes as
awareness, perception, intuition, thinking, reasoning, judgment, remembering,

understanding language, and learning.
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Figurative language — Language using tropes (figures of speech), such as

metaphors, similes, idioms, analogies, hyperbole, metonymy, oxymoron, irony and
so on. Figurative language expresses one thing in terms normally denoting another

with which it may be regarded as analogous. The term metaphoric(al) language is

encountered in literature and often is used synonymously with the term figurative
language. It is not restricted to the use of metaphor alone. Unless referring to the
work of another author, the term figurative will be preferred in this study.

Idiom — an expression in the usage of alanguage that is peculiar to itself
either grammatically (“no, it wasn’t me”) or in having a meaning that cannot be
derived from the conjoined meanings of its elements (*kicked the bucket”).

Intersubjectivity — “the degree that two collaborators on atask share the

same definition of the task and its setting. The degree of intersubjectivity can vary
from minimal sharing to nearly complete sharing when *two interlocutors represent
objects and eventsin identical ways” (Wertsch, 1984, p. 12).

Metaphor — Traditionally, metaphor is afigure of speech in which aword or
phrase literally denoting one kind of object or ideais used in place of another to
suggest alikeness or analogy between them (“drowning in money”, “all the world’'s

astage’). A metaphor consists of two or more referents: thetenor , (the literal

topic) and the vehicle, (the figurative). However, the word metaphor is often used

asacover term to represent al tropes and figurative or symbolic expressions. Itis
this latter meaning that will be encountered more frequently in this study, unless

the traditional meaning is specified.
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M etaphor frames — constructions in which the vehicle or the tenor of a

metaphor is extended and expanded over severa speaking turns and involves more
than one speaker. This makes the semantic associations of the metaphor explicit
between or among the speakers (Toris, 1995).

M etaphoric(al) language — see figurative language.

Metonymy — afigure of speech consisting of the use of the name of one
thing for that of another of which it is an attribute or with which it is associated
(“lands belonging to the Crown™).

Musical meaning — The term musical meaning appearsin thetitle of this

study and is a concept that has been understood in avariety of ways. Meaning is
preferred over words like understanding or knowledge, which are narrower in
focus. For the purposes of this study, | prefer adefinition allied to Leonard
Meyer's. He explains that meaning is the significance alistener givesto musical
structures (schemata) in relation to his or her musical knowledge and expectations.
The significance can vary among listeners because each has different competencies
regarding musical traditions, norms, practices and contexts. Some expectations are
fulfilled, while others are not, and this creates tensions and resolution. (Meyer,
1973; Cumming, 1994)

Polysemous — having multiple, but related meanings. Polysemy involves the
extension of acentral sense of aword to other senses by devices of the human

imagination, such as metaphor and metonymy.
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Professional language — Tait (1992) uses this term to describe music

classroom vocabulary which is derived from the music itself (words such as
vibrato, crescendo, intensity). Various other authors have referred to this technical

language as process, denotative or analytic vocabularies. In this study professiona

language or professional vocabulary will be the terms that are used most often to

describe this category of language.

Schema (plural: schemas or schemata) — structures by which we organize

our experience in ways that we can comprehend. Comprehension occurs when there
are sufficient cues in the new information, so that the learner can connect it to
existing schemata. Comprehension falters when there are insufficient cuesin the
new information to link it to the appropriate schemata, or when the comprehender
does not possess the crucia schemata (Bower & Cirilo, 1985; Hargreaves &
Zimmerman, 1992; Johnson, 1987). Boardman (1989) states that schema theory
makes the transfer of learning possible. The task of the music teacher isto identify
the schemata that guides “musicianly behavior” (p. 4) and upon internalization,
allows students to function as independent musicians.

Simile—afigure of speech explicitly comparing two unlike things that is
often introduced by like or as (“cheeks like roses’). Some similes have become
clichés (“sleeping like alog”).

Zone of proximal development — a phrase used by Vygotsky (1978) to

define “the distance between the actual developmental level as determined by

independent problem solving and the level of potential development as determined
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through problem solving under adult guidance or in collaboration with more

capable peers’ (p. 86).

Summary

Cognitive scientists use many levels of analysis to understand how we
perceive, think, remember, understand, and learn. Researchers no longer focus
exclusively on input, such as teacher behaviors, or output, such as student
achievement. Thinking processes and problem solving capabilities have become
important subjects to examine.

Researchers of teacher and student cognition have not paid enough attention
to subject area content. Thisisespecialy truein music education, and leadersin
the field have expressed concern that psychologists of music have taken a narrow
view of cognitive development and have not availed themselves to any great extent
of research tools from related disciplines, such as ethnomusicology, sociology,
anthropology or linguistics.

Language is one avenue by which researchers can study cognitive
processes. If languageis aset of signs and symbols, classroom discourse can be
studied to explore how teachers and students construct knowledge, understanding
and ultimately meaning in a specific content area. Teachers' and children’s
discourse reflect different mental models or schemata of the domain of music and
warrant close examination. Several music educators have stressed the importance

of language in the formation of musical concepts and aesthetic devel opment.
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“Pupil talk” should not be discounted as trivial and unimportant, even when
it isdeficient in correct vocabulary. Various authors have referred to this technical

category of language as, analytic, process, denotative or professional vocabularies.

Mere labeling through the use of professional vocabulary may not be sufficient to
personalize the musical experience.

Educators are recognizing the importance of students' personal vocabularies
when describing their musical perceptions. Terms such as experiential,

exploratory, connotative, metaphoric or figurative all have been used to describe

thiskind of language. By studying figurative language we can gain insight into
how musical meaning is constructed using non-technical terms and concepts. A
basic assumption of this study is that figurative language in the music classroom
provides insight into how we cognize the musical experience that may not be
readily discernible when limiting research to the professional vocabulary of music.
The study of how teachers and students in three sixth-grade general music
classes think and verbally construct musical meaning as reflected by their figurative
language use was conducted in a private day-school for girls. These music classes
were observed and taped over a seven-week period. Transcriptions of the class
sessions, as well as notes and interviews were analyzed, and recent theoriesin

language and cognition were applied to the collected data.
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Chapter |1

Theoretical Framework

Four topics are pertinent to understanding the theoretical framework of this
study: (@) cognitive theories and their view of language in learning, (b) theories of
adolescent development and language, (c) theories regarding figurative language,
and (d) research paradigms for qualitative studies in education.

Asiscommon in qualitative studies, other pertinent discussion of research
literature will be interspersed throughout other chapters (LeCompte & Preissle,
1993). This approach was useful for this study, since only after collecting data did
patterns emerge to provide guidance for which literature would be relevant to the

anaysis.

Three cognitive theorists and their view of languagein learning

Numerous researchers have addressed the issue of language in cognition,
but three theorists have been particularly influential playersin what Gardner (1987)
and others have called the “ cognitive revolution” which accounts for most recent
theories of developmental psychology. Thisis not acomprehensive overview of

the cognitive work of Jean Piaget, Lev Vygotsky and Jerome Bruner. Instead, the
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aim isto highlight their views and in some cases, the views of those that have

continued their work on language in the cognitive process.

Piaget and neo-Piagetians

The work of Jean Piaget (1896-1970) has exerted a profound influence in
the field of developmental psychology. Hewas interested in the great issues of
Western epistemology, which included the nature of time, space, causality, number,
morality, and other Kantian categories. According to Piaget, these categories
needed to be constructed as a child developed (Gardner, 1987).

Piaget’ s most enduring theory is that devel opment proceeds according to a
universally occurring series of stages, each qualitatively different from the other.
During these stages a child acquires certain mechanisms that enable the transition
to ahigher stage. These stages include the sensorimotor stage of infancy, the

intuitive stage of early childhood, the concrete operationa stage of middle

childhood, and the formal operational stage of adolescence and adulthood. The

relevance of Piaget’s stagesto this study will be further considered later in this
chapter in a discussion of reasons for the choice of age group for this study.
Another influential theory of Piaget’sisthe development of symbolic
function, or more specifically, semiotic function. Piaget and Inhelder (1969)
stated:
Unlike images and other semiotic instruments, which are created by the
individual as the need arises, language has already been elaborated socially

and contains a notation for an entire system of cognitive instruments
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(relationships, classifications, etc.) for usein the service of thought. The

individual learns this system and then proceedsto enrichit. (p. 87)
According to Piaget, athough language makes thought possible, language does not
constitute the source of logic, but, on the contrary, is structured by it.

Although the theories of Piaget are still quite influential, there has been a
move away from his postulation of universal stages and his explanations of
structural regularitiesin thinking. Information-processing theory has influenced a
group of theorists, who have become known as “ neo-Piagetians.” They suggest
less cohesive stages and allow for the influences of cultural settings, the contexts of
the occurrences, and individual abilities. According to the neo-Piagetian model,
stage transitions occur at different ages in different domains, making the concept
much more complex and diverse than portrayed by Piaget (Bower & Cirilo, 1985;

Hargreaves & Zimmerman, 1992).

Vygotsky and neo-Vyqgotskians

Lev Vygotsky (1896-1934) suggested that just as tools change peopl€’s
environments, so the use of signs changes peopl€e’'s “inner environments” or the
structure of their minds. Both tools and signs mediate between people and their
environment. In accordance with many anthropologists, Vygotsky (1978)
contended that human language use is aform of tool use. A child acquires certain

semiotic mediators (signs, symbols), which act as psychological tools for

functioning in a particular society.
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Vygotsky believed that inner speech or verbal thought is determined by a
culture’ s norms and values. He differed from Piaget, who maintained that behavior
isthe result of natural maturation or a series of naturally-occurring devel opmental
stages. Vygotsky suggested a cultural development schemathat focused on the
child’ s acquisition of semiotic mediators that act as bridges between a child's
earlier and later forms of thinking. When a child learns to use symbols the way the
culture uses them, the child’ s thinking becomes radically altered (Cole & Scribner,
1978; Kozulin, 1990).

While Vygotsky was not the first to stress the socia origins of language and
thinking, he was probably the first modern psychologist to suggest mechanisms by
which culture is transformed and internalized by the individual. According to him,
an externally occurring process undergoes reconstruction and then begins to occur
internally, thus changing from an interpersonal to an intrapersona process
(Vygotsky, 1978). Vygotsky believed that the transition from interpsychological to
intrapsychological activity occurs because the same mediational means—
language—is used in both. How this occurs was the object of Vygotsky’s research
(Jacab, 1992).

Vygotsky’s view differs significantly from Piaget’ s contention that the
young child is largely impervious to social influence. For Piaget, devel opment
moves from the individual level to the social level, while Vygotsky believed
development moves from the social to the individual, and that social guidance aids

children in learning to communicate, plan and remember deliberately from the first
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years of life. Vygotsky believed that the object of research should be the social
activity in which an individual functions. Piaget’s approach was the reverse—to
focus on the individual, with socia influence overlaid on the individual’s activity,
but only after the child is able to take on another person’ s perspective (Rogoff,
1990; Wertsh, 1985).

Vygotsky also argued with Piaget about child development, insisting that
children do not develop the same way as afunction of age. Instead, he offered the

concept of the zone of proximal development by which children transcend their

independent and spontaneous level of achievement under social stimulation. He
believed this zone is specific to humans and is critical to human cultural
achievement. He examined interactions between an expert and anovice (e.g.,
mother-child, teacher-student, student-student) in which the interaction resultsin a
cognitive change in the novice. According to Jacob (1992), interest in Vygotsky's
zone of proximal development led to awide variety of studies focusing on
interactional processes in which methods of discourse analysis have become
increasingly important. Vygotsky himself recorded narrative descriptions of how
individual s accomplished tasks given to them.

Just as Piaget fathered an extensive family of neo-Piagetians, there should
be no surprise about the existence of neo-Vygotskians, who continued to study
relationships among culture, context, and cognition. Wertsch (1984) extended
Vygotsky’s work regarding the zone of proximal development. When an adult and

achild carry out atask, they have different definitions of the situation. The
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primary task of the adult is to change the child’ s definition of the situation so that it

approaches the adult’ s definition. Intersubjectivity, according to Wertsch, isthe

degree to which the adult and the child share the same definition of the task and the

setting. This can vary from minimal sharing to complete sharing of the definition.

Intersubjectivity is often created through semiotic mediation—Ilanguage. Much of

Wertsch’s empirical work has been devoted to studying how teachers use language

to bring about a higher degree of intersubjectivity with the learner. He has aso

begun to explore the link between forms of language and the larger social order.
Lave (1988) sought to get away from the previous dichotomy of social

versus cognitive behavior. She focused on activities rather than societies or

individuals, which now became the point of interaction between sociocultural
factors and individuals. “Relations between human action and the socia or cultural
system at the level of everyday activitiesin culturally organized settings’ (p. 14)
become the focus. Musical activities taking place in amusic classroom can
constitute such a socia system embodying the temporal, spatial and social order
necessary for the kind of study proposed by Lave.

As summarized by Jacob (1992), the work of the neo-Vygotskians has
shifted the focus to the understanding of processesin local contexts, with a“view
of humans as constructors who act as whole persons in activities and a view of

socia interaction as a central contributor to cognitive change” (p. 324).



Bruner

Jerome Bruner (b. 1915) has written extensively about the function of
language in education. “Teaching is vastly facilitated by the medium of language,
which ends by being not only the medium for exchange but the instrument that the
learner can then use himself in bringing order into the environment. The nature of
language and the functions it serves must be part of any theory of cognitive
development” (Bruner, 1966, p. 6). Two decades later, writing again on the
function of language, he also included linguist Roman Jakobson’ s concept of

metalinquistic function as a useful tool for examining the language of education.

He defined metalinguistic function as:
Turning around on one' s use of language to examine or explicateit, asin
the analytic mode of philosophers or linguists who look at expressions as if
they were, so to speak, opaque objects to be examined in their own right
rather than transparent windows through which we look out upon the world.
(Bruner, 1986, p. 125)
Bruner has developed a theory on the stages of learning, whichis

comparable to Piaget’s stages of cognitive development. He labels these stages

enactive, iconic and symbolic (1966). Bruner stresses the role that language plays
in thinking, generalizing and subsequently hypothesizing and inferring.
Experience becomes translated into language and language functions as the
transition to the symbolic learning stage, when symbols do not necessarily

resemble that which they represent. It is not language per se that makes the
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difference, but rather what mattersis the internalization of language as an
instrument of thinking.
Bruner admired the work of Vygotsky and shared many of his views on
language as aform of tool use.
Language is perhaps the ideal example of one such powerful technology,
with its power not only for communication but for encoding “reality,” for
representing matters remote as well asimmediate, and for doing all these
things according to rules that permit us both to represent “reality” and to
transform it by conventional yet appropriate rules. (Bruner, 1966,
pp. 25-26)
Much like Vygotsky, Bruner stressed the pedagogical role of socia interactionin
the educational process (Bruner, 1996; Brown, 1997) to achieve what Vygotsky
called the transition from interpsychological to intrapsychological activity.
Mental growth isin very considerable measure dependent upon growth
from the outside in—a mastering of techniques that are embodied in the
culture and that are passed on in a contingent dialogue by agents of the
culture. This becomes notably the case when language and the symbolic
systems of the culture are involved, for there are a multitude of models
available in the culture for shaping symbolic usage—mentors of all shapes

and conditions. (Bruner, 1966, p. 21)
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Bruner’ s references to models and mentors are very much in line with Vygotsky’'s

theory of the zone of proximal development and Wertsch’s work on

intersubjectivity.

Bruner (1986) states that,

Language. . . creates and transmits culture and locates our placeinit. . . .

Learning how to use language involves both learning the culture and

learning how to express intentions in congruence with the culture. This

brings us to the question of how we may conceive of “culture” and in what
way it provides means not only for transacting with others but for

conceiving of ourselvesin such transactions. (p. 65)

This view differs from Piaget, who thought language reflects thought but does not
determineit. In Piaget’s view, language was subordinate to thought. In this sense,
Bruner’ sview of language is morein line with Vygotsky’s, who believed that
language was an agent for altering the powers of thought (Bruner, 1986).

Bruner also expressed interest in exploring “ways in which we create
products of mind, how we come to experience them as real, and how we manage to
build them into the corpus of a culture as science, literature, history, whatever”
(1986, p. 45). According to Bruner, we construct models which enable usto keep
an enormous amount in memory while paying little attention to detail. Of
particular interest in the context of this study iswhat Bruner had to say about model

building and metaphor:

37



World making of this type rides from time to time on wild metaphors. . . .
The history of scienceisfull of them. They are crutchesto help us get up
the abstract mountain. Once up, we throw them away (even hide them) in
favor of aformal, logically consistent theory that (with luck) can be stated
in mathematical or near-mathematical terms. The forma models that
emerge are shared, carefully guarded against attack, and prescribe ways of
lifefor their users. The metaphors that aided in this achievement are
usually forgotten or, if the ascent turn out to be important, are made not part
of science but part of the history of science. (p. 48)
In addition to the metaphorical and the “mathematical” (presumably non-
metaphorical) terms that are in operation in constructing mental models (which can
be related to the concept of schemata to be discussed later in this chapter), Bruner
also recognizes that there are two functions of language that are constantly
operative. He callsit the “two-faced” nature of language. “It servesthe double
function of being both a mode of communication and a medium for representing
the world about which it is communicating. How one talks comes eventually to be

how one represents what one talks about” (1986, p. 131).

The early adolescent and language devel opment

The choice of sixth graders (approximately 11-12 years of age) for this
study was not happenstance. Santrock (1993) states that at this particular age, as

adolescents' thought becomes more abstract and logical, their use of language also
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changes, including the proper use of satire and metaphor in writing and
conversation. They become more accustomed to alowing individuals to take turns
in discussions, instead of everyone talking at once; they learn to use questions to
convey commands; “they are better at using words like the and a in ways that
enhance understanding; they are better at using polite language in appropriate
situations; and they are better at telling stories that are interesting, jokes that are
funny, and lies that convince” (p. 123).

Many theorists support this view of developmental changes in language use.
Children of middle school age (grades 6-8) fall into Piaget’ s fourth and final stage,
called the “formal operations stage.” This tends to appear between the ages of 11
and 15 for most children (but definitely not al). In this stage students move
beyond concrete experiences, they think more abstractly and logically, solving
formal problemsin a systematic, deductive fashion (Piaget, 1963). During the
previous concrete operations stage (approx. age 7-12) children have already
acquired the skills necessary for discussion, “and from this internalized discussion,
and that conducted with oneself, which is reflection—of collaboration, of
arguments that are orderly and understandable by another” (Piaget, 1977, ascited in
Rogoff, 1990, p. 145). During the formal operations stage these skills become even
more pronounced when “hypothetic-deductive thought is .. . . supported by a
language (common or mathematical) and is thus collective thought” (Piaget, 1977,

as cited in Rogoff, 1990, p. 145). Stellaccio (1993) reviews research studies which
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assert that the aesthetic development of children parallels ordered stages of
cognitive devel opment.

The acquisition of facility with figurative language is also related to age.
Reyna and Kiernan (1995) stated that children’s ability to interpret metaphorsis
constrained by their cognitive abilities, and that the development of interpretative
ability has been studied from Piagetian and information processing theoretical
perspectives. Although Piagetian stages have been called into question, the idea
that the understanding of metaphor is alogical-anaytical task belonging to the
formal operational stage has continued to prevail in linguistic circles (Reyna &
Kiernan, 1995, p. 311).

Y ounger children understand figurative language literally, and later learn
not to put literal interpretations on idioms and figurative expressions (Gleason &
Ratner, 1988). Y ounger children put perceptua interpretations or magical
interpretations onto metaphors. This has been found in children as old as nine
(Reyna & Kiernan, 1995), while older children can explain the psychological “gist”
of ametaphor. For example, the authors of the previously cited study presented the
metaphor: “ The prison guard had become ahard rock.” A perceptual interpretation
would be that the guard had developed hard muscles. A magical interpretation
would be that awitch had turned the guard into stone. The true psychological
interpretation would be that the guard had become callous and unyielding.

Gardner (1973) focused on the acquisition and use of symbolsin

mathematics, language and music. He suggested that children pass through a series
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of “waves of symbolization,” and contended that this process is complete well
before the years of adolescence. However, he too agreed that it is not until the age
of eight or nine that children recognize the basic intent behind a figure of speech,
and that children reach genuine metaphoric comprehension only in the
preadolescent years. Children as young as three create and use striking metaphors,
but these are amost always based on a physical resemblance between elements,
rather than on a conceptual, expressive, or psychological link (Gardner, 1982). It
should be noted that Gardner also reports a decline of the spontaneous incidence of
metaphor during the school years.

The decline may reflect two factors: first, once the child has mastered a

basic vocabulary, he is under less pressure to stretch the resources of

language to express new meanings; second, a general bent toward
conformity and rule-guided behavior discourages the school child from
violating those categorical boundaries he has just finished constructing.

(p. 165)

While language is the primary focus of this study, it is not the only variable
that should be considered when studying early adolescent subjects. There are also
age-related theories regarding musical development. Gordon (1987) contended that
musical aptitude is developmental until the age of approximately nine, when it
becomes measurably stabilized. Serafine (as cited in Hargreaves & Zimmerman,
1992) concluded that most temporal and nontempora musical processes have been

acquired by the age of 10 or 11. Sheidentified temporal processes as those that
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involve relationships among discrete musical eventsin time, and nontemporal
processes as those that deal with more general, formal properties of music. This
included the ability to identify phrase boundaries, to recognize differences between
textures and to identify transformations.

Each of these theories strengthens the position that by the sixth grade most
children will have reached a stage of cognitive, linguistic and musical maturity as
well as developmental stability. Thisiswhy this particular age group was selected
for the study. On the other hand, it is assumed that sixth graders are still young
enough to not have begun decreasing the use of figurative language for the reasons

mentioned above and described by Gardner.

Theories regarding figurative language

Types of figurative language

Before embarking on a discussion of the role of figurative language
in the cognitive process, it will be helpful to describe what isincluded under the

umbrellaof theterm figurative language. As noted earlier, the terms metaphoric

language or metaphorical language have been frequently used synonymously with

the term figurative language, despite the fact that other tropes besides metaphor are

used.

In this study preferenceis given to the term figurative language to avoid

ambiguity. However, the reader will also encounter the use of the word metaphor

asacover term to represent al tropes and figurative or symbolic expressions, since
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thisis how the term isused in the theoretical literature of cognitive linguistics.
Unless specified that the word metaphor is used in the traditional sense, it will be
used as such a cover term.

There are many possible figures of speech, or tropes, other than metaphor.
These include irony, indirect requests, sarcasm, oxymoron, hyperbole, simile,
metonymy, analogy and so on. Many researchers have neglected these other
tropes, believing that only metaphors have real cognitive value, but others believe
that much of our thinking is based on figurative processes that include avast array
of tropes (Gibbs, 1993). In this study metaphor is the figure of speech that will
receive the most attention. However, various other forms of figurative language,
especialy analogies, similes, idioms and metonymy will be considered if they are
helpful in defining categories, relationships and links to the musical experience.

Metaphor. In atrue metaphor “words that normally do not collocate are
brought together to imply a comparison” (Chimombo and Roseberry, 1998, p. 155)
asin the expression “you are the sunshine of my life.” A metaphor consists of two
or more referents. One of these referents, the tenor, or the topic, relies on literal
interpretation. The other referent is the vehicle, or the figurative, the unfamiliar or
theimagined. Of al the categories of figurative language, metaphor compresses
the greatest amount of information. Mac Cormac (1985) also argues that
metaphors, unlike analogies, create tension in the listener, because they not only

emphasi ze similarities among the referents, but also focus on the dissimilarities.
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Simile. A figure of speech that expresses a resemblance between things of
different kinds (“cheeks like roses’). Some contend that components of metaphors
and similes share common ground—that there is an implied similarity between the
tenor and vehicle, and the only difference between metaphor and simileis that the
former involves an implicit comparison, while the latter involves an explicit
comparison through the use of “like’ or “as’ (Toris, White & Hughes, 1994;
Verbrugge & McCarrell, 1977). Murry (cited in Mac Cormac, 1985) has described
metaphor as “ compressed simile.” Mac Cormac disagrees with Murry and supports
other theorists who say that there is afundamental difference because metaphors
involve semantic transference while changes of semantic meaning are less likely in
similes.

Idiom. An expression whose meanings cannot be inferred from the
meanings of the words that make it up. Idioms have sometimes been described as
“dead metaphors’ because the relationship that unites the literal meaning of a
phrase like “pull my leg” with the metaphoric meaning islost. However, some
theorists have demonstrated that many idiomatic expressions are decomposabl e or
anayzable and the meanings of their parts contribute to their overall figurative
meaning (Gibbs, 1993).

Metonymy. Substituting the name of an attribute or feature for the name of
the thing itself (asin “the xylophone camein too early.”) Metonymy is similar to
metaphor because in each a connection is described by substituting one term for

another. Others argue that metaphor is based on similarity whereas metonymy
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expresses rel ations between objects, such as part-whole, cause-effect, and so on

(Gibbs, 1993).

Therole of figurative language in learning and cognition

The importance of studying the non-technical discourse that takes placein
musi ¢ classrooms was presented in Chapter |. It was argued that by specifically

focusing on experiential, connotative, metaphoric or figurative language we can

gain insight into how musical meaning is constructed using familiar terms and
concepts.

Howard Gardner and others cited in the previous chapter are not the only
ones who have emphasized the importance of figurative language in ateacher’s
efforts to convey anovel concept to a student. Work about the cognitive
significance of metaphor has shown repeatedly that metaphorical teaching
strategies often lead to better learning than do explicit strategies (using what has

been called denotative, analytic or technical language), since they enable the

transfer of learning and understanding from what is well-known to the less well-
known in amore memorable way (Cacciari, 1998; Gardner, 1982; Guck, 1994;
Petrie & Oshlag, 1993; Sticht, 1993; Zbikowski, 2002). However, some
researchers have gone even further, saying that teaching without figurative
language is not possible. If teachers are to base their instruction on the
conventional wisdom that they should begin with things that students already
know, how are they to ever introduce that which is completely new? Petrie and

Oshlag (1993) claimed that “radically new knowledge’ requires the use of
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metaphor in the pedagogical process of leaping the chasm between old and new
knowledge and consequently acquiring new knowledge. “Thisis not just the
heuristic claim that metaphors are often useful in learning, but the epistemic claim
that metaphor, or something very much likeit, is what renders possible and
intelligible the acquisition of new knowledge (p. 582).

Dueto the work of linguists, psychologists, anthropol ogists and others,
metaphor and other types of figurative language have come to be regarded as a
“fundamental mode of cognition affecting all human thought and action” (Turner,
1987, p. 4). Mac Cormac (1985) noted that in the mid 1970s the legitimacy of
metaphors in the study of cognition was still being debated, while at the time of his
writing metaphors had become so widely accepted as proper cognitive devices that
the question shifted to how they could be properly described. In explaining
metaphor as a cognitive process, he presumed the existence of deep structures of
the human mind, serving as language-generating devices. He contended that
metaphor is a mediating device among the mind, the brain, and the external world.
According to Mac Cormac, metaphors are generated by means of athree-level
hierarchical, but nonexclusive process. Level 1—surfacelevel: culture and
language; Level 2—deeper level: semantics and syntax; and Level 3—deepest

level: cognition.
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The birth of cognitive linquistics

During the last two decades the recognition of metaphor as a mediating
cognitive device in our conceptual systems has developed considerably. Oneissue
that has been vigorously debated in this context is the categorization of language

into literal and metaphorical. Mac Cormac (1985) explains that even metaphors

can become part of literal language when they become widely used. With
extensive usage metaphors become commonplace, lose their tension and become
conventional. Theleg of atable or a head of cabbage are examples of “frozen” or
“dead” metaphors.

However, more and more theorists have taken the position that the
distinction between metaphorical and literal |anguage has no psychological
correlate in the underlying processes involved in their comprehension, and that
thereisno basisfor arigid differentiation between scientific and other kinds of
language (Ortony, 1993).

In 1980 Lakoff and Johnson wrote a seminal work, titled Metaphors We
Live By. Inthiswork, Lakoff and Johnson insisted that all language is essentially
metaphorical, and that metaphors partially structure our everyday concepts, which
isthen reflected in our literal language. These literal or dead metaphors continue to
carry their hidden figurative meaning, even though it has been disguised. Lakoff
and Johnson contended that metaphor is found not just in language, but alsoin
thought and action and that our entire conceptual system is fundamentally

metaphorical. The way we think, what we experience, and what we do every day is
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amatter of metaphor. Since our communication is based on the same conceptual
system that we use in thinking and acting, language is an important reflection of
that system. Lakoff (1993) also claimed that metaphor should be understood as a
property of our conceptual system, not as a property of language.

Inasimilar vein, Turner (1987) chided linguists and literary critics who
regard ordinary everyday language and literary language as separate realms to be
investigated independently. According to Turner, classical rhetoricians turned to
literature as a source for exploring the human mind, “but now we arein the
stultifying position of intelligent people assuming that literature and science,
including the science of the mind, have nothing to do with each other” (p. 10).
The ideas presented by Lakoff and Johnson profoundly influenced many linguists,
psychologists, philosophers, social scientists, artists and even neurobiologists. As
interest in these ideas spread, there emerged a need to bring together this
interdisciplinary community of researchers. A symposium organized by Rene
Dirven in Duisburg (Germany) in the spring of 1989, (retroactively called the First
International Cognitive Linguistics Conference) is considered to be “the birth of
cognitive linguistics as a broadly grounded, self-conscious intellectual movement”

(http://www.cognitivelinguistics.org/history.shtml). Organizations such as the

Internationa Cognitive Linguigtics Associaion (ICLA) and the Center for the Cognitive

Science of Metgphor were founded (http://philasophy.uoregon.edu/metaphor/metaphor.htm).

The journals, Cognitive Linguistics and Metaphor and Symbol (formerly M etaphor
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and Symbolic Activity), have published articles dealing with a broad spectrum of

topics related to cognitive linguistics.

The basic tenet of cognitive linguistics (sometimes called cognitive semantics)
isthat “languageisan integra part of cognition which reflects the interaction of
cultural, psychologica, communicative and functiona considerations, and which can
only be understood in the context of aredlistic view of conceptudization and mental

processing” (http://mwww.cognitivelinguistics.org/ams.shtml).

It isthrough thislens of cognitive linguistics that | have chosen to look at
the data collected for this study. Of the many proponents of cognitive linguistics, |
have focused most on the work of George Lakoff, Mark Johnson, Mark Turner,
Gilles Fauconnier, Raymond W. Gibbs, Jr. and Cristina Cacciari. In the next two
sections, | summarize two topics presented by cognitive linguists that are most

relevant to this study: embodied meaning and image schema.

Embodied meaning

Lakoff and Johnson (1980) have proposed that typically we conceptualize
nonphysical phenomena by grounding them in physical experiences:

Human spatial concepts. . . include UP-DOWN, FRONT-BACK, IN-OUT,

NEAR-FAR, etc. . .. In other words, the structure of our spatial concepts

emerges from our constant spatial experience, that is, our interaction with

the physical environment. Concepts that emerge in this way are concepts

that we live by in the most fundamental way. (pp. 56-57)
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Lakoff and Johnson (1980) presented numerous illustrations of figurative
expressions that are based on spatial concepts and physical experiences. For
example, we metaphorically say that “ideas are objects’ when using expressions
such as, “Y our words seem hollow” or “I gave you that idea” (pp. 10-11). When
we say that we are “feeling down” thereis an implication of sadness. Thisishasa
physical basis since a drooping posture is associated with sadness and depression

(p. 15). The expressions“I’m alittle rusty today” and “the wheels are turning

now” suggests the metaphor “the mind isamachine” (p. 27). We personify
inflation when saying that it “ has attacked the foundation of our economy” or
“robbed me of my savings’ (p. 33).
Lakoff and Johnson (1999) drew attention to the properties of the human
body that shape the way we conceptualize:
We have eyes and ears, arms and legs that work in certain very definite
ways and not in others. We have avisual system, with topographic maps
and orientation-sensitive cells, that provides structure for our ability to
conceptualize spatial relations. Our abilities to move in the ways we do and
to track the motion of other things give motion amajor role in our
conceptual system. The fact that we have muscles and use them to apply
force in certain ways leads to the structure of our system of causal concepts.

(pp. 18-19)
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The authors go on to say that, “Every understanding that we can have of the world,
ourselves, and others can only be framed in terms of concepts shaped by our
bodies’ (p. 555).

Johnson (1987) has devoted an entire book, The Body in the Mind: The

Bodily Basis of Meaning, Imagination, and Reason, to exploring how it is possible

for abstract meanings to have abodily basis. He contends that imaginative
structures of understanding, such as schemata, metaphor, metonymy and mental
imagery depend on the nature of the human body and human experiencein agiven
culture. “Through metaphor, we make use of patterns that obtain in our physical
experience to organize our more abstract understanding. . . . Our bodily
movements and interactions in various physical domains of experience are
structured . . . and that structure can be projected by metaphor onto abstract
domains’ (p. xi). Johnson argues with proponents of the objectivist Western
philosophical and cultural tradition who propose that concepts can exist by
themselves, objectively, and that embodiment (what he calls “humanness’) has no
bearing on meaning and rationality. He finds fault with the notion that “the
structure of rationality is regarded as transcending structures of bodily experience. .
.. As aconsequence, the way human beings grasp things as meaningful—the way
they understand their experience—is held to be incidental to the nature of
meaningful thought and reason” (p. X). Johnson believes that the body has been
ignored because reason has traditionally been thought to be abstract and

transcendent. Lakoff and Johnson (1999) claimed that “there is no such fully
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autonomous faculty of reason separate from and independent of bodily capacities
such as perception and movement” (p. 17).

The ideas of cognitive anthropologists, linguists and psychol ogists have not
escaped the attention of music researchers. Walker (2000) notes the striking
absence of the “body” in the fields of music cognition and hermeneutics and
discusses the work of Johnson and other scholars who theorize that representational
frameworks for thought are developed through the body’ s sensory experiences.
Walker states:

Musical production involves the body. Musical production involves

movement. Musical production is not solely an internal construction of

tonal-rhythmic patterns, it is the external process of thought and movement
in time and space through which one simultaneously creates and perceives
both sonic and movement patterns. If music’s production involves both
sound and movement, it is difficult to believe that music’s perception

involves only sound. (p. 29)

Walker proposes a “theory of bodily-based hermeneutics of music” (p. 31)
in which musical knowledge and meaning are based on covert representations of
the physical experience of music. Shelooks for spatial, bodily-based imagesin
musical discourse:

Happily, the language used by musicians themselves when teaching,

writing, or talking about music is full of physical metaphors. AsWestern

musicians, we constantly speak of “form,” “structure,” “sections,” and
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“symmetry.” Wetak about “phrase length,” “harmonic density,” “heavy
rhythm,” and “light tone.” Our conception of pitch isinextricably
connected to the directional conceptions of up and down, higher and lower.
Many metaphorsinvolving architecture like “form,” “bridge,” or
“structure,” while giving rise to unquestionably spatial images,
simultaneously suggest movement, often organic movement. (p. 34)

While acknowledging the importance of verbal metaphor, Walker’s theory

focuses more on the close cognitive association between music and movement.

She says this association is a much closer connection than between music and

language and that it is difficult to describe the internalization of movement in

words;

If performance cognition is acomplex “thinking-in-action” with movement
as one of its most important elements, could not one conceive of the act of
informed listening to be the covert representation, a physical memory, of
the actions involved in musical production? Thisintroduces atype of

embodied thinking that bypasses verbal description entirely. (p. 36)

| believe that Walker downplays the function of language in this thinking process.

As the reader becomes acquainted with the discourse taking place in at least one

situation—the music classroom that is the object of this study, it will be apparent

that the internalization of movement and other bodily experienceisin fact reflected

in words, and does not entirely bypass verba description.
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Other music researchers have also examined the interrelationship of the
body, space, and music cognition. Zbikowski (2002) uses the theories of
embodiment proposed by Johnson, Turner and Lakoff to map physical space onto
metaphorical musical space. Brown (in press) suggests that musical spaceis
focused by the bodily gestural interaction taking place within it. Zbikowski’s and
Brown’swork will be discussed further in Chapter 1V. Guck (1994) states that even
the technical vocabulary of Western music is rooted in metaphor and therefore the
role of metaphor and analogical thinking in musical discourse should be studied.
“For example, the notion of spaceis so pervasively and deeply embedded in the
language of musical discourse, and of musical thought, that if we wish to speak of

music, we must speak in spatia terms’ (p. 2).

Image schema

According to Lakoff & Johnson (1999), one of the most important
discoveries of cognitive scienceis that most of our thought is unconscious, “Not in
the Freudian sense of being repressed, but in the sense that it operates beneath the
level of cognitive awareness’ (p. 10). The authors go on to say that cognitive
science and cognitive linguistics provides a way to study the unconscious
conceptual system and our sense of what isreality. One such lensis the study of
how we create concepts through categorization.

If it istrue, as discussed in the previous section, that conceptualization is
shaped by functioning in the physical world, thiswill be reflected in language and

cognition. Gibbs (1998) believes that there is alink between peopl€e's recurring
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bodily experiences and the metaphorical language that creates structures for
abstract concepts (p. 114). Various theorists have termed these structures as

patterns, gestalts, cognitive models, or categories. All living beings categorize,

because they need to structure experiences into discernible units:

Even the amoeba categorizes the things it encounters into food or

nonfood. . . The amoeba cannot choose whether to categorize; it just does.

The sameistrue a every level of theanima world. . .. Categorization s,

for the most part, not a product of conscious reasoning. \We categorize as

we do because we have the brains and bodies we have and because we

interact in the world the way we do. (Lakoff & Johnson, 1999, pp. 17-18)

Rosch (1978) explains that the reason we categorizeis “to provide
maximum information with the least cognitive effort” (p. 28). Thisisdone by
creating categories which map the perceived world structure as closely as possible.
A second purpose of categorization is cognitive economy: “to reduce the infinite
differences among stimuli to behaviorally and cognitively usable proportions” (p.
29). Thesetwo principles of categorization—structure and cognitive economy—
determine how abstract the category will be, and what the internal structure of the
category will be, onceit isformed.

To explore the way these kinds of structures are created in order for usto
experience, understand and reason about the world, Johnson (1987) proposed the
term image schema. He cautioned that the word schema should not be limited by

the traditional meaning of the word, which is typically understood as a cluster of
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genera knowledge. Instead, Johnson explained that his use of the term is derived
from Immanuel Kant’s understanding of schemata as “ structures of imagination
that connect concepts with percepts’ (p. 21). Johnson claimsthat “in order for us
to have meaningful, connected experiences that we can comprehend and reason
about, there must be pattern and order to our actions, perceptions and conceptions”

(p. 29). These patterns or image schemata are structures for organizing our

experiences and comprehension, based on constantly recurring bodily experience.
He goes on to explain that they are dynamic, rather than fixed or static:
Schemata are structures of an activity by which we organize our experience
in ways that we can comprehend. They are a primary means by which we
construct or constitute order and are not mere passive receptacles into which
experienceis poured. Unlike templates, schemata are flexible in that they
can take on any number of specific instantiations in varying contexts.
(pp. 29-30)

Gibbs (1998) adopted Johnson’ s meaning of the term image schemata,

calling them patterns or experiential gestalts, “that emerge throughout sensorimotor
activity as we manipulate objects, orient ourselves spatially and temporally, and
direct our perceptual focus for various purposes’ ( p. 113).

Turner (1996) offers an example of an image schema:

Consider the image schema container. Like all image schemas, it is

minimal. It hasthree parts: an interior, an exterior, and a boundary that

separates them. We experience many things as containers:. abottle, abag, a
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cup, acar, amountain valley, rooms, house, cupboards, boxes, chests, and

drawers. Two of our most important containers are our heads and our

bodies. (p. 16)

Turner explains that when we recognize that severa events are perceived as
being structured by the same schema, we are recognizing them as being part of the
same category.

We detect regularities in environment and compress them into much less

detailed conceptual templates that then guide our behavior. We adjust these

schemata a little under further experience. So, for example, we have a

schema for door that lets us interpret and otherwise handle new doors. We

have a schema for restaurant that makes it possible for usto eat in other

cities. (Turner, 2001, p. 138)

Once severa events become part of a category, a gestalt, or a schema,
nonmetaphorical concepts can emerge (Lakoff & Johnson, 1980). Abstract
conceptual structure arises from image-schematic structure “by metaphorical
projection from the domain of the physical to abstract domains’ (Lakoff, 1987, p.
268). “Wethink of events, which have no shape, as having a shape: open-ended or
closed, discrete or continuous, cyclic or linear” (Turner, 1998, p. 50).

It should be noted that when Gibbs, Turner and others use Johnson’s term
image schema, they are not referring exclusively to an image—a visual stimulus.
The mental image can, of course, be visual, but it can also be an auditory,

kinesthetic, tactile, imaginative, or structural representation of abstract experiences
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and perceptions (Gibbs, 1998; Gibbs & Colston, 1995; Johnson, 1987; Lakoff,
1987; Turner, 1998). Turner givesrising pitch, increasing pressure, a jab to the
skin and temporal rhythm as examples of image schemata. Spatial image schemata
can be used to make sense of abstract concepts that are not spatial. Time can be
perceived as linear or circular (1998, p. 50).

Even though language and music are separate domains, “nonethel ess,
inasmuch as both language and music are products of human cognitive processes, it
also seems sensible that they will rely on some of the same cognitive capacities”
(Zbikowski, 2002, p. 331). If we accept the theory that abstract concepts emerge
because they are first perceived as a schema, based on bodily experience (i.e.
bodily movements through space, our manipulation of objects, and our perceptual
interactions), there must be evidence of such embodied schemata in the discourse
of music. Musical concepts can be rather abstract, elusive phenomena. Asa
teacher strives to make meaning of abstract musical concepts, the cognitive process
of structuring an abstract domain in terms of something more concrete should be in
evidence in the music classroom. These premises guided my analysis of the
linguistic data collected for this study.

There are dozens of basic-level categories or schemata that have been
proposed by proponents of cognitive linguistics. The works by Lakoff, Turner,
Johnson, Gibbs, Fauconnier, Rosch and others cited in this research provide
discussions of the various possible schemata of figurative language. Also, the

University of California at Berkeley Institute of Cognitive Studies has compiled a

58



comprehensive conceptual metaphor home page (http://cogsci.berkeley.edu/),

containing a master metaphor list, copyrighted by George Lakoff. All of these
sources helped in the search for cognitive schemata in the data collected for this
study. The emergent schematathat | found to be most applicable and compelling

will be presented in Chapter 1V.

Applicable qualitative research paradigms

Qualitative researchers generate and approach their data using a variety of
methodological and theoretical perspectives, all of which seek to authentically
portray an intact society or culture (LeCompte, Millroy & Preissle, 1992). The
“culture” of the classroom can certainly be such an intact setting. In acase study
the researcher provides an in-depth exploration of a bounded system or a detailed
examination of one setting based on extensive data collection (Bogdan & Biklen,
1998; Creswell, 2002).

M ethodol ogies and theories influence the way the researcher sets goals,
designs a study, selects participants and contexts, frames questions, and interprets
the collected data. They also define the researcher’ srole in the research process.
According to Wolcott (1992), most current qualitative research in education is not
an adoption of a single methodology, but a hybrid adaptation of several practices
and disciplines. This study is an example of such a hypbrid approach. Followingis

abrief discussion of three methodol ogies and theories that influenced the design of
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this case study: (a) discourse analysis, (b) symbolic interactionism, and (c)
cognitive anthropology.

Discourse analysis encompasses a variety of techniques, tools and objects of

study in order to understand complex relationships among socia, linguistic, and
cognitive processes. It is not a unified theory, method or practice which servesas a
model for guiding research.

The interpretation of discourseis the assignment of meaning to discourse
units. “Roughly speaking, meanings are conceptual objects of various degrees of
complexity, depending on the complexity of the corresponding expressions’ (Van
Dijk, 1985, p. 104).

In certain cases researchers study discourse structure for its own sake by
anayzing words and lexical units, form, meaning, regularities, taxonomies, and
discourse genres (stories, arguments, descriptions, conversations, classroom
discussions, etc.). Othersfocus on the study of discourse asit relates to other
social, cognitive, political, or cultural processes and outcomes. Such observers
may ask how students talk about magnetism in a science class uses discursive
features that reflect different mental models of that disciplinary domain. Those
interested in the sociocognitive approach to discourse analysis often take the view
that the mind is constituted through social interaction (Gee et a., 1992).

In atraditional discourse analysis of an educational setting a researcher
might look at power relations that exist between teacher and students, cultural and

ideological norms, background of the discourse participants, physical settings,
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grammatical and syntactic relations, nonverbal language, and other factors
(Chimombo & Rosebery, 1998). However, this study is not discourse analysisin
the customary sense since it does not include many of the foci described above.
While some of these elements will come into play when | analyze the use of
figurative language in the classroom, they will not be my primary objects of
anaysis.

In this study | am *assigning meaning to discourse units’ (Van Dijk, 1985)
called schemata. Just as the science teacher uses discursive features that reflect
different mental models of magnetism, | will be looking for mental models of
concepts in the domain of music. By analyzing longer discourse units or speech
acts rather than musical terms or vocabulary in isolation, | believe better
judgements can be made about the construction of meaning.

Symbolic interactionism was aterm coined in 1937 by H. Blumer of the

Chicago School of the 1920s and 1930s. Exponents of this concept included G. H.
Mead, William James, C. H. Cooley, John Dewey, and W. I. Thomas (Woods,
1992). Blumer explained that meaning is conveyed by symbols (signs, language,
gestures and so on) and meaning is constructed in social interaction. These
meanings are then internalized, stimulating thought through language, which
increases the person’ s powers of reflectivity. This contrasts with those who argue
that behavior is the product of internal drives or determined by external structural
and cultural forcesin society. The model isthat of a creative constructor and

coper, not someone who merely responds to factors playing on them. Symbolic
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interactionists believe that participants need to attach the same meaning to symbols
for joint activity to ensue. Thus the rel ationships between cultural meanings of a
group and individual meanings need to be explored and elaborated (Woods, 1992;
Jacob, 1992). Symbolic interactionist researchers ask questions like: How do
varying interpretations of meaning, expectations, and motivations affect human
behavior, and how does the process of constructing meaning take place? The
research setting is typically small-scale, micro-level observation of individualsin
interaction with others (LeCompte & Preissle, 1993).

Since one of the aims of this research is to magnify the understanding of
musical cognition and how teachers and students think and verbally construct
musical meaning through socia interaction, the paradigms of this research tradition
are applicable. The symbolic interactionists’ belief that participants need to attach
the same meaning to symbols for joint activity to ensue is related to Vygotsky's

(1978) zone of proximal development and Wertsch’s (1984) concept of

intersubjectivity.

Cognitive anthropology includes analysis of speech samples from

individualsin their cultural frame of reference, seeking to produce cognitive maps.
Cognitive anthropologists look for organizing principles, patterns of behavior and
beliefs of human groups. W. Goodenough, J. Janses, C. Frake, S. Tyler, J.
Spradley and E. Jacob are the major contributors to the cognitive anthropology
theoretical perspectivein the socia sciences (LeCompte & Preissle, 1993, pp. 131-

132). One of the mgor questions and topics for investigation is: How does
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language reflect the cognitive processes of individual human beings? Cognitive
anthropol ogists believe that each group of individuals has a unique system for
perceiving and organizing phenomena in the material world, that this cognitive
system constitutes culture, and that most cultural knowledgeisreflected in
language (pp. 128-129).

The concept of cognitive maps or systems that organize phenomenain the
material world is akin to Johnson’s (1987) concept of image schema. The
cognitive anthropologists' search for organizing principles and patterns of behavior
through analysis of speech samplesis related to the methodology chosen for this

research study.

Summary

Cognitive theories are among the most recent developments in psychology.
Piaget, Vygotsky, Bruner, and many other theorists have all addressed the subject
of language in cognition. All describe language as a set of symbols, which
mediates in the learning process.

Early adolescence is an appropriate period to study figurative language,
cognition and musical perception. Piaget (1963) and others point to early
adolescence (age 11-15) as the stage when children have acquired the ability to
think abstractly, logically and deductively. Gardner (1973, 1982), Reyna and
Kiernan (1995), and Santrock (1993) contend that at this age children’s language

reflects the proper use of satire, humor and metaphor. Metaphors are no longer
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understood perceptually or magically, asthey arein early childhood. Adolescents
are ableto give atrue psychological interpretation of metaphoric language.
Research also has shown that at this age musical aptitude is no longer
developmental, but has stabilized.

Vygotsky’s (1978) concept of the zone of proximal development is relevant
to thisstudy. Vygotsky believed that when an expert (teacher, parent, or a
colleague) interacts with a novice (student), the result is a change in the novice's
cognitive processing. Discourse analysis has increasingly been used to test this
interactional process. Vygotsky’s concept has been expanded by Wertsch (1984)
and others, who focus on the differing definitions of the situation by the expert and
the novice. Intersubjectivity, or the degree to which the adult and the child share
the same definition of the task and setting is often created through language.

Bruner (1966, 1986, 1996) also stressed the importance of language as an
instrument of thinking, especially when children transition to what he calls the
symbolic stage of development. Much like Vygotsky, he sees language as a tool
for internalizing the surrounding culture, for metacognition, and for creating mental
models.

Increasingly, figurative language is regarded as a fundamental mode of
cognition, reflected not only in language, but also in thought and action. Many
cognitive linguists, including Lakoff, Johnson, Turner, Gibbs, Fauconnier and

Cacciari believe that our entire conceptual system is metaphorical. Some



researchers, such as Petrie and Oshlag (1993), argue that the acquisition of new
knowledge is not possible without the use of metaphor in instruction.

Many cognitive linguists believe that nonphysical phenomena are
embodied, or grounded in physical experience. Our understanding of the world is
shaped by how we interact with the physical world. This embodiment is reflected
in metaphor and other figurative language, which provides structures or categories

for abstract concepts. These categories are called image schemata, aterm that was

proposed by Johnson (1987). Animage schemais a structure for organizing our
experiences and comprehension, based on constantly recurring bodily experience.
An image schema can be avisual, auditory, kinesthetic, tactile, imaginative or
structural representation of an abstract concept. Premises of the theory of
embodied schema guided the analysis of the data collected for this study.

The paradigms of three mgjor qualitative research traditions were used in
designing this study. Discourse analysis assists in discerning how meaning is
assigned to different schemata in the domain of music. Symbolic interactionism
emphasi zes that meaning is conveyed by symbols (such as language) and that
construction of meaning occurs through socia interaction. Cognitive anthropol ogy
focuses on the production of cognitive maps, akin to schemata, which organize
phenomena through the analysis of speech samples that reflect cognitive processes.
Elements of all three of these research paradigms are reflected in the design of this

study.
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Chapter 111

Background and Research Procedures

In qualitative research, we seek to develop universal statements of general
socia processes, not statements of commonality or generalizability. In order for
trangdlatability to be possible, the characteristics of the group and phenomenato be
studied must be delineated so that comparisons to other settings can be conducted
with confidence (Bogdan & Biklen, 1998; LeCompte & Preissle, 1993). Before
embarking on a discussion of emergent schemata and the specifics of language use
in the music classroom, let us review where the research took place and who were
the key participants.

In the first part of this chapter the reader is presented with information
about the school, the teacher, and the students. Thisisfollowed by a description of
the sixth grade music curriculum, with particular attention to those activities which
were observed during the course of the data collection. Thethird part of the
chapter explains procedures for data collection and data analysis that were used.

The names of the school, the teacher, and the students all have been
changed to protect the privacy of the participants. To preserve the anonymity of
those involved, sources for the school website and other referenced documents are

not provided.
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The participants

The school

| began the search for a school to collect data for this study with public
school districts of the metropolitan areain which | waslocated. Although
qualitative research is not generalizable, | thought a public school setting would be
comparable or tranglatable to wider populations and settings. However, it soon
became clear that the type of research | wanted to conduct would not be permitted
in any of the area public school systems. Szego (2002) notes that thisis a common
problem. Permitting access to students often requires an investment of trust and
time on the part of school administrators and permission to do ethnographic
research is often denied or limited. Due to privacy concerns, al of the public
school districtsin the metropolitan area in question have instituted very restrictive
conditions for researchers, including a prohibition of any kind of audio or video
taping of classroom settings. After exploring public institutions as the venue for
my research, | turned to private schoolsin my area. Mrs. Amanda Lock, an
exemplary general music teacher was recommended to me, and she was the
determining factor in my choice of the Woodgate School for this study.

The Woodgate School, a private day school for girls founded in the
beginning of the last century, has no religious affiliation. The school is divided
into the Lower School (grades 3-6) and the Middle and Upper School (grades 7-

12). Eachishoused inits own building and has a certain degree of independence
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from the other. The school is situated in amiddle to upper middle class suburb of a

major East Coast city.

As stated on the Woodgate School website, the aim of the school isto
educate girlsto think critically and creatively, to develop their self-confidence, to
explore their interests, to take risks, to respect adiversity of opinions and ideas, to
exercise leadership, and to serve the school and neighboring communities. The
students are expected to “model the basic values of honesty, awareness,
responsibility, respect, and kindness; to appreciate a healthy mind and body; and to

savor the joys of learning.”

The school’s website al so declares the following:

(8 We believe in theimportance of a sequential college preparatory
curriculum, which includes strong programs in physical education and

the arts.

(b) Our faculty recognizes the developmental needs and individual learning

styles of students and offer avariety of teaching methods at all levels.

(o) Intellectual curiosity, risk-taking, and mental discipline are encouraged
and modeled by our faculty.
Although the upper middle class socioeconomic level of the al-girl student
body of the school chosen for this study might be seen asalimitation, it also
provides some advantages. Some studies show, albeit inconclusively, that there

may be positive attitudinal and achievement outcomes for girls in single-sex
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schools or classes (Baker, 2002; Haag, 2000). Also, the verbal abilities of children
from a more advantaged socioeconomic environment can be expected to be more

developed (Atweh, Cooper & Bleicher, 1998; Biemiller & Slonim, 2001).

The teacher

Mrs. Amanda Lock teaches general music and chorus at the Woodgate
School. At the time music classes were observed and data collected she was also
the Chair of the Music Department. Sheis an exemplary general music teacher,
choral conductor and a recognized leader in the local and state community of music
educators. Sheisvitaly interested in the cognitive processes of the pupils she
teaches. | first found out about her interest in the use of language in the general
musi ¢ classroom from a handout of a session that she and a Woodgate School
colleague presented at a state music educators conference. In this conference
presentation handout, titled “Finding Meaning in Music,” the authors state:

Music becomes meaningful to children asit relates to their own realms of

experience and emotion. . .. At the core our experience with music is our

emotional involvement in it, which isasindividual asthelife we
experience. We cannot, as teachers, guide children to find meaning in

music if weignoretheir intuitive experience withit. . . . We should work. . .

hard to foster language development that will enable children to describe

and understand their emotional intuitive responses to music. Thisisthe

language of poetry—of imagery, metaphor, and anal ogy.
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These ideas were very much in line with the topic | hoped to investigate, so
| approached Mrs. Lock with arequest to have her classes become the object of this
study. | visited the sixth grade music classes for preliminary observations to
confirm that thiswould in fact be a suitable setting for the research | intended to
conduct. These visits confirmed that Mrs. Lock’ s teaching style encouraged active
learning, critical thinking, problem solving and discussion about musical
experiences. Students appeared to be engaged, focused and inquisitive.

During a post-observation interview, | asked Mrs. Lock to share her
perspective about the role of language in the music classroom. Although in her
view “you'’ re going to learn most about music by making music,” Mrs. Lock
also noted:

There’'salot of validity to having them articulate in some way their

experience of music, and for me to help them [the students] through those

years to find vocabulary that works. I’m not sure that we' ve found the right
processfor it. . .. Evenif they can't articulate it in the sixth grade yet. . . |
think it is an important element of what | do.
She cautioned, however, that thisis not her ultimate objective. Thereal goa is
related to the children’ s lives outside the classroom experience and indeed outside
the school itself. Shesaid, “What music’s power redlly isin their lives| think is

probably my end goal.”
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The students

The observed sixth grade classes are part of Woodgate' s Lower School,
which includes grades three through six. There were three separate classes of
approximately twenty students per class.

The Woodgate School admissions office provided these data about the
student body: the current (2003-2004) Lower School is comprised of 16.3%
African American students, 16.8% Asian American students, 1% Latina, 2.2%
Middle Eastern, and 1% multi-racial for atotal of 37.5%. In addition, 3.8% are
foreign nationals. The race and ethnicity of the remaining 58.7% of the studentsis
not identified. Information for 1999 is not readily available, but, according to both
the admissions official and Mrs. Lock, the percentages are comparable. In an effort
to maintain economic and racial diversity in the student body, the Woodgate School
grants substantial scholarships to gifted and talented girls who do not have the
financial means to attend the school. The current average financial aid grant is
$12,700 toward a tuition of $20,220, with 18% of the students receiving
financia aid.

In addition to studying the sixth-grade classes as entities, | tape recorded
two “target students’ in each of the three classes. Janice, May Chu, Dhara, Ruth,
Lielaand Charlotte were selected by Mrs. Lock. | requested that these girls should
be as different from each other as possible regarding their ethnic background,
personality, learning style and interests, but should be fairly adept at verbalizing

and communicating ideas. An extensive musical background was not to be a

71



determining factor in the choice of students. The teacher did not necessarily select
students who were considered talented or interested in music. In fact, some were to
be chosen specifically because of their lack of involvement in forma music
instruction outside of the general music class environment. The target students will
be discussed in Chapter V.

Parents or guardians of the six target students received letters explaining the
research project (see Appendix A) and were required to return a consent form (see
Appendix B). The Woodgate School did not require parental notification or

consent for the students in the study who were not individually taped.

The sixth grade music program

The Woodgate Lower School curriculum includes general music for all
students. Classes meet for forty-five minutes two times per week. In addition to
general music classes, there are performance el ectives, which include chorus
(starting in the fifth grade), string ensemble (starting in the third grade), aswell as
wind and percussion ensemble (starting in the fourth grade).

General music instruction takes place in alarge, carpeted, well-lit
classroom. The students usualy sit on the floor in an informal manner, athough
stacked chairs are available. The classroom contains an impressive collection of
authentic instruments from around the globe, as well as a complete Orff
instrumentarium. The Woodgate School provided Mrs. Lock an opportunity to

spend a sabbatical in the Indonesian island of Bali, where she studied Indonesian
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music, and there are severa large instruments from the Indonesian gamelan
instrumentarium for the students to use. The classroom also contains an electronic
keyboard and sound equipment. There are several rather old editions of music
textbooks. These are used more as song resources, but not as a basis for the music

curriculum.

The music curriculum

The Woodgate School music curriculum was written in 1993 by the entire
music faculty of five teachers, and was in use in 1999—the year of the classroom
observation. It is presently being reviewed and updated. It was created keeping in
mind the philosophy of the school, as well as the personal and professional
philosophy of the music teachers. As stated on the school website, the integrated
curriculum is grounded in music performance, history, criticism, and aesthetics,
with the goal of helping students understand how music communicates and how it
relates to human feeling, intuition, and creativity.

The sixth grade music curriculum consists of five broad topics. (a)
discovering musical voices and exploring sound, (b) movement in music, ()
hearing and using symbols, (d) the creative process, and (€) music as culture.

Discovering musical voices and exploring sounds. This unit includes

development of the singing voice; experimentation with sounds produced by
traditional instruments, computers and incidental objects; |earning about
polyphonic and homophonic harmony; dissonance and consonance; developing an

understanding of the essential elements of sound: volume, duration, timbre,
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resonance and pitch. This unit also states these goals, which are especially relevant
to this study: to ”expand technical and metaphoric vocabulary to describe sounds’
and to "build a bank of metaphors using imagery of energy, motion, flow, fabric
and color to explore how sounds communicate.”

Movement in music. Thisunit is not specifically about moving to music or

about dance. Although innate, physical responses to music are covered by this
topic, it relates mostly to understanding the concepts of beat, rhythm patterns,
syncopation, stressed beat, meter, tension and release, energy and flow in terms of
time and space. It is particularly telling that these el ements of music are
consciously linked to movement, not limiting them to an internal understanding of
tonal-rhythmic patterns. This would seem to reflect the influence of Emile Jaques-
Dalcroze, who advocated that musical concepts be taught through gross motor
movement.

Hearing and using symbols. Thisunit ams at developing student skillsin

using standard notation for performance and composition. It follows the aural
exploration of syncopated rhythms and chord building. Experimentation with non-
traditional notation systemsis also included in this unit.

The creative process. This unit presents the notion that the processes of

composing and improvising are attempts to communicate. Clear parallelsto the
writing process are established, emphasizing experimentation, editing,
organization, evaluation, and revision. According to Mrs. Lock, an important

concept presented in the sixth grade curriculum is the many ways of creating
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tension and release in music. Consonance and dissonance represent one of the
subtopics of the unit. Igor Stravinsky’s “Rite of Spring” was used to illustrate these
ideas, and the students demonstrated what they learned through improvisation and
composition, athough this was not one of the activities that | observed.

Music as culture. A broad range of cultures, traditions and styles are

included in this unit, stressing the importance of understanding musicin its
historical and societal context. American folk and popular tradition, jazz, calypso,
electronic and non-traditional sound sources, classical music, opera and musical
theater are specifically listed. In the sixth grade particular attention is paid to music
that tells a story, such as ballads, musical theater, program music and opera. That

particular year there was an in-depth study of Giuseppe Verdi’s“La Traviata.”

Activities presented during the observation period

During the observation period, Mrs. Lock presented ten distinct curricular
activities, which are briefly described below. Some lasted only part of aclass
period, while others extended over several meetings. Most of the activities were
observed in al three groups, but afew were observed in only one or two of the
classes due to scheduling circumstances. The activities are listed in the order that
they were observed.

Echo clapping. Several class sessions began with an echo clapping activity
asawarm-up exercise. Thegirlsstood in acircle and clapped an exact repetition
of an improvised four-beat pattern. Sometimes the teacher created the pattern, but

usually the students led the activity, taking turns by pointing to the next leader. It
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required concentration, memory and the ability to maintain a steady beat
throughout the activity. Verbalization was minimal.

Design Technology. The Woodgate School students participatein a

program called Design Technology. The goal isto make the girls comfortable
using tools, and to apply principles of design in construction. Design Technology
isnot a subject with aregularly scheduled time period. Several times during the
year al classes are cancelled and the students spend the entire day designing and
constructing projects. Thisis an interdisciplinary program, which also involves
science and socia studies teachers. This particular school year the students
designed and created musical instruments, so the music teacher was involved as
well. The students had just completed building chordophones, using pine boxes
and rubber bands. The next project was the construction of amusical instrument of
African origin, called an mbira. During the final phase of the observation period
the girlswere in the process of planning their third project. They had the choice of
constructing arattle, arain stick, a xylophone or a chordophone. They worked
individualy, if they chose to make one of thefirst two, or in teams, if they chose to
make one of the latter two. There were several discussions during music classes
about how to improve the designs, about acoustics, as well as tuning issues.

Improvising and composing with instruments. On one occasion students

were asked to create ostinatos using Orff instruments. When the task was
completed, the ostinatos were combined into an improvised performance and

conducted by one of the students who showed individual performers when to enter.
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Thiswas followed by a prolonged analysis of the performance’s form and texture,
leading to an improved second performance. On another occasion, when there was
time left a the end of an activity, the teacher led the studentsin an improvised
timbre piece for avariety of definite and indefinitely pitched percussion
instruments. A discussion on the source of unity and texture followed. It was clear
both from the performances and the subsequent discussions that these types of
improvisations occurred often in Mrs. Lock’ s classroom.

I nterpreting a song through movement. Students were instructed to find the

Israeli song “Tzena, Tzena” in their textbooks (see Appendix C). The teacher
asked the students to sing the song and to reflect the quality of the music in their
voices. She demonstrated by playing the song two different ways. Thefirst time
the articulation was heavier; the second time it was lighter and the notes more
detached. She let them know that the first rendition was not the one that she
preferred. She and the students conversed about the differences. She then asked
them to express themselves with physical motion while listening to the song, and to
determine whether they felt the energy of the song was telling them to move into
the floor or off the floor. Thiswas followed by an extended discussion about the
relationship between the music and physical motion.

The basics of harmony. The song “Tzena, Tzena” was later used to

introduce lessons on harmony and chord construction. The girls were directed to
each get an Orff instrument (xylophone, metallophone or glockenspiel). Mrs. Lock

explained that one of the best ways to harmonizeisto create chords, which are
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simply combinations of two or three pitches. Thisled to a discussion of
consonance and dissonance, followed by an extended explanation and conversation
of how atriad is constructed. The teacher also introduced a musical concept that
simple songs can be harmonized using the tonic, the dominant, and the
subdominant. Only the roots of those chords were used at this time.

Comparing two ballads. The students received copies of an English ballad

"The Golden Vanity” (see Appendix D). The lesson began with Mrs. Lock asking
the girlsto look at the music and talk about what they expected to hear. There were
lengthy discussions on students' predictions about the tempo, the rhythm, the
mode, the mood and other musical elements of the ballad. The song was then sung
to verify the predictions. The elements of a ballad were also discussed. On another
day, the girls received copies of another ballad, “The Turkish Revery” (see
Appendix E). Thisisthe American version of " The Golden Vanity” with a striking
twist in the plot and a number of musical contrasts. The girls again were asked to
predict what they would hear based on the music they saw. After singing the song,
the teacher asked the students to compare the two ballads and speculate about why
the song had changed its character so much when it was brought to the New World.

Classifying and describing instruments. Students were asked to listen to a

piece of music from Uganda, but were not given any information about the
performer or the instrumentsinvolved. After an extended discussion, it was
revealed that al of the accompanying sounds they had heard were created using

bamboo. This served as an introduction to a small group activity on the qualities of

78



sound. Students were asked to choose a classroom instrument, to experiment with
it and fill out aworksheet describing various aspects, such as amplitude, range,
classification and timbre. In afollow-up activity the students exchanged
worksheets with a partner and had to guess which instrument was being described,
merely from the written descriptions. The names of the instruments were not
written on the worksheets. The students then shared with the entire class,
describing which “hint” on their partner’ s worksheet helped them the most in
identifying the instrument that was being described.

Exploring interesting sounds. The activity began with a discussion on

resonators and whether a collection of cookie cooling racks and oven racks that
Mrs. Lock had brought to class could be considered musical instruments. The
students were then assigned to work in groups of three. Each group was given a
wire rack with two strings attached. One student was to hold the rack by the strings
and have another student strike the rack with atuning fork Next they were to wrap
the strings around their index fingers, place their fingersinto their ears and have the
rack struck again. The latter part of the exercise produced some very interesting
sounds, which were completely different in quality and amplitude from the former.
Students were instructed to talk about the differences between the sounds, possible
reasons for the differences, whether the sounds were musical, and whether a
composer could use those sounds in acomposition. The activity led to a broad
discussion about the physics of sound, acoustics, resonance, sympathetic vibrations,

amplification and timbre.
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Chord construction. A few weeks after theinitial presentation on the basics

of harmony (described earlier), the teacher continued instruction on keys, scales,
and the use of the I-IV-V progression in harmonizing songs. The students were
given worksheets to help them construct triads in several keys. The dominant
seventh chord was a so introduced. Working in small groups, the girls were asked
to practice playing chord progressions on Orff instruments in the key of their
choice.

Experiments in the physics of sound. Thefinal observed activity was a

series of experiments demonstrating the motion and effects of sound waves. The
students were asked to think about the source of sound and how sound travels from
its sourceto the ear. The girls were divided into small groups. In thefirst of two
experiments they were to strike atuning fork on a hard surface and to place the
vibrating tips close above the surface of a glass of water, without submerging the
tuning fork. This action produced rings of ripples on the water’ s surface. In the
second experiment the girls were to lightly touch the tuning fork to a sheet of paper
that had pencil shavingsonit. Most groups were able to produce a soft, buzzing
sound. Finaly, the students were to place a small amount of pencil shavingson a
single bar of axylophone or metallophone. The shavings were placed on either
side of the place where the bar sits on the resonator box. Then they were asked to
repeatedly, but gently strike the center of the bar with amallet and to observe what

happens to the pencil shavings. The pencil shavings moved toward the bar’s
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acoustic “dead spot,” which led to a discussion about the nature of dead spots and
why they occur.

Data collection

Mrs. Lock’ s three sixth-grade classes at the Woodgate School were
observed and recorded over a period of seven weeks from February 22™ to April
9™ 1999. Each of these classes met twice aweek for a forty-five minute period.
According to the teacher, the schedule during that particular semester was highly
irregular because of class cancellations due to snow days, last-minute assemblies
and class events. This necessitated an unforeseen return for additional observations
after the spring vacation. The class observations were sequentia with the
exception of aone-week gap following the spring break due a previous
commitment that | had made.

My role was that of participant-observer. | usually sat in the back of the
classroom next to the tripod with the video camera. When necessary, | adjusted the
placement of tape recorders and microphones. Occasionally, | engaged in the
ordinary activities of the group at the direction of the teacher, but did not intervene
to redirect those activities. Sometimes students asked me questions as | approached
them during small group activities. On some occasions | questioned students,
sharing some of the observations with the teacher for feedback. My intent was to
observe and describe an existing situation, and not to influence any changein

language use as | was collecting data.
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The primary method of recording data was audio recordings using portable
cassette recorders. One cassette recorder was placed in a central location in the
classroom to record the class proceedings. The previously described “target
children,” as well as the teacher carried small, individual tape recorders in pouches,
which were attached to belts on their waists. They aso wore lapel microphones
during the recorded class meetings. The discourse of these seven individuals was
transcribed completely, so that they could be tracked and profiled over the course
of the study. The microphones on the cassette recorders worn by the teacher and
the students also recorded the general proceedings of the class, in addition to the
discourse of each individual.

In cases where the students were divided into groups for discussion,
composition or other cooperative activities, each group was recorded separately. In
such cases the number of groups varied from two to seven, depending on the
activity.

| aso took field notes on a notebook computer. Notes included descriptions
of events, which would not be recorded on the audiotape, as well as observations,
comments about the ongoing activities, and other notes, which were later hel pful
during the preparation of transcripts. A stationary video camerawas used for the
purpose of aiding transcription of the audiotapes.

In May, one month after compl eting the observation period, before the end
of the school year, | returned to the Woodgate School to conduct individual

interviews with each of the target children. | asked them about their musical
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background, their interest in music, and about the observed activities in the music
class. Upon completion of the individua interviews, the students wereinvited as a
group to the school conference room for refreshments, so that | could thank them
for their participation in the research project, and to give them an opportunity to
make some final observations about the experience. This meeting was also
audiotaped.

Mrs. Lock received the completed transcript in the spring of 2003. Since
the amount of datawas extensive, | did not ask her to read it meticulously. Also, |
did not want to direct her attention to any single aspect of the transcripts or to
predispose her reading in any way, so my guiding questions were very broad. |
asked for a general reaction to the transcriptions. | also asked her to note if
anything surprised her, or if the material confirmed what she expected to find.

Several weeks later | gave Mrs. Lock an early draft of Chapter IV in which |
presented the emergent schemata. Up until this point | had not discussed my
approach to analyzing the data through the lens of cognitive linguistics with Mrs.
Lock. InJuly of 2003 | interviewed her and presented more specific questions
about both the transcripts and the chapter draft. She also was asked to read the
final draft of the dissertation and to provide comments and observations.
Information gleaned from interviews with the teacher and the studentsisfound in
Chapter V.

Triangulation of data collection for the purpose of establishing validity was

achieved through the recording of field notes, audio and video taping of the entire
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group, individual taping of the teacher and the target children, and by conducting
interviews with students and the teacher. A view of the situation was obtained
from three different perspectives. (@) the perspective of the researcher, (b) the
teacher, and (c) the two target students in each class. Constant tracking and
subsequent interviewing of the target students provided additional verbal protocol
material. Some of this discourse might generally be considered “ off-task,” but in

fact provided useful and interesting data.

Participant awareness of the research project

Researchers are concerned about how their research project and even their
mere physical presence may influence observed activity. Thiswas intended to bea
descriptive study. Even though | informed the teacher as well as the students that |
was interested in classroom discourse, | made no attempt to influence the teacher or
the studentsin their use of language. Although awareness of the research project
may have influenced the discourse, it was hoped that over time the subjects would
become less conscious of the microphones and an outside presence, and would
revert to their “normal” patterns of behavior.

The teacher in particular was aware of the fact that figurative language was
the object of this study. | asked Mrs. Lock whether she thought the research project
prompted her to interact with students any differently, to use figurative language to
any greater extent than was usually used, or to change her choice of activities. She

stated that her intent was to teach the lessons as she would typically teach the class
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because she knew that was what | was interested in observing. Shedid
acknowledge, however, that any time someone else isin the room the teacher has
the sense of being “more on notice.”

| posed the same question to the students who were interviewed after the
data had been collected. All six students said that after the first day they forgot that
they were wearing alapel microphone and did not think my observation prompted
them to speak any differently than they usually do. One student, Dhara, said that
although she did not think she spoke any differently, sometimes she felt compelled
to “talk something smarter, or (give) better answers.”

Asked why they thought they were chosen by the teacher to be a student to
be taped, the girls responded in various ways. May Chu and Charlotte said they did
not know. Ruth said, “Probably cuz | talk alot in class when I’m supposed to, and
when I’m not supposed to. | just talk.” Dharathought she may have been chosen
because she plays an instrument and usually talks alot. Janice a so thought she
was picked because she's “usualy really talkative’ in class. “And for the most part
| know where we are in music and everything. Some people are just like sitting
there and not paying attention. But usually I’m paying attention.” Lielasaid she
was not sure why she had been chosen. She acknowledged that sheis usually

quieter than the other girls, but noted that she participates in class discussions.
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Dataanalysis

Transcription

Audiotapes were transcribed verbatim using a slightly abbreviated system
described by Gumperz and Berenz (1993). This system is suitable for
conversations, as well asfor monologic texts. There was no attempt to record
everything that was audible or to provide exact measures of pitch or duration.
However, the symbol system helped identify the interactive aspects of
conversational management, speech events, timing and intonation, as well as
nonverbal phenomena. Appendix F contains atable of transcription notation
symbols. Appendix G contains an excerpt of a class transcription using the
transcription notation system.

Nineteen class sessions were audiotaped and transcribed in their entirety.
Each class transcript was compiled from several tapes. The basis of each transcript
was the audiotape of the teacher. Since not all discourse was audible on the
audiotape of the teacher, the transcript was then amplified by the “ general
recording” tape, which was recorded in a different area of the classroom. Finaly,
the utterances of the two “target” students were also added to the transcript. In
classes where small group activities occurred, each group was also recorded. The
transcriptions of these additional tapes were included in the final transcript. This
method of producing a cumulative class transcript from several audiotapes reduced
to aminimum the number of unintelligible passages. Although the occurrence of

open parentheses, signifying unintelligible speech, might seem frequent when
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reviewing the transcripts, in most cases, the unintelligible portions were asingle
word or the length of a short phrase.

A tota of one hundred and eleven forty-five minute tapes was transcribed to
create the transcript. The transcript of the nineteen lessonsis contained in four
hundred and fifty single-spaced pages.

When transcription data are cited in the subsequent chapters of this study,
they are presented using standard English punctuation rather than the transcription
symbols given in Appendix F. However, some of the transcription symbols are
retained in the citations. When emphasis of certain wordsis not sufficiently clear
from the context of the excerpt, the asterisk (*) or double asterisk (**), indicating
extra prominence, are shown before the accented words, asin the transcript. When
speech isinaudible or unintelligible, open parentheses () are used. When an
informed guess can be made at an unclear word or segment, that word or segment
is placed in parentheses.

When citing conversations, the capital letter “T” signifies that the teacher is
speaking, and the letter “S” signifiesthat it isastudent. Occasionally, one of the
“target students’ may be identified instead of using the generic designation of “S’
for Student.

Words or phrasesin cited transcript sections are underlined to draw the
reader’ s attention to them for their illustrative value. The reader can assume that if

no source documentation is given, all examples of discourse that are indented or in
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guotation marks are taken from the class transcripts. Quotations from interviews

with the teacher or the six students are identified as such.

Categories and coding

When the compl ete transcriptions of class instruction were reviewed,
coding categories were developed on a post hoc basis. A priori categories were not
determined to be useful. | chose to code the data into categories in these three
steps.

Instructional activities. Thefirst coding step delineated instructional

activities. During the observation period the teacher presented ten distinct
activities, which were described earlier in this chapter. These segmentsincluded all
discourse from the beginning to the end of the instructional activity. That includes
classroom management episodes, as well as instruction. Most of the transcribed
data were included in one of these activity codes. The exceptions were:

assembling for class, transitional dialogue between activities, and conversations
during the dismissal phase of the class.

Expressive language. In Chapter | a distinction was made between two

types of language used in the music classroom. Thefirst category was referred to
by various authors as professional, process, denotative or analytic language. The
second category was identified as experiential, connotative, metaphoric or
figurative. The latter category isthe focus of this study. Therefore, the first task
was to narrow the scope of the data by delineating those passages of the transcribed

lessons, which were to be analyzed further. | coded these passages with the
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intentionally broad label of “expressive language.” The label “expressive
language” was chosen to be more inclusive than other |abels mentioned here (such
as metaphoric or figurative). Thisisnot aterm that | have used or defined
elsewhere in this study since its sole function was to mark those passages of the
transcript that would be analyzed further. “Expressive language”’ passages include
instances of figurative speech, comparisons, as well as other non-technical ways of
talking about music and its elements. Some of these passages were only the length
of asingle phrase, while others encompassed several pages of transcription.

Only discourse that referred to music or the process of understanding music
was coded as “expressive language.” Therefore, there were many instances of
figurative language in the data that were not chosen for further analysis. For
example, the teacher used the metaphor “thinking is moving” when she said, “I'm
going to quickly run through this with you” while giving directions for an activity.
Since she was not referring to music or the process of understanding music, it was
not included in the “ expressive language” category and was not selected for further
anaysis.

Embarking on the study of metaphor in education can take the researcher in
avariety of interesting directions. For example, Sternberg (1990) analyzed
metaphors as foundations for theories of intelligence. Y ero (2002) discussed
various metaphors of education, such as“alessonisajourney,” “timeisa

resource’ or “concepts are objects’. However, these types of metaphors are also
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beyond the scope of this study and were al'so not included in the category of
“expressive language.”

If the language used to describe music was figurative, but also
commonplace, it was not aways included in the “expressive language” category.
For example, the teacher compared the root of achord to the roots of trees, making
the point that the root of the chord will always be below the other notes of the triad.
Referring to the lowest note of the triad as the root is certainly metaphoric, but also
SO common among musicians, that we might refer to it as a“dead metaphor,” much
likethe “leg of atable,” as discussed in Chapter 1. While many theorists would
claim that these literal metaphors continue to carry hidden meaning, they were
often omitted in the coding process. Because they are common in the lexicon of
music teachers and students, | felt there was no need to draw attention to them. Itis
my aim to describe the figurative language that is less apparent to the casual
observer so that this information could be used for devel oping metaphoric
capacitiesin classroom discourse.  Similarly, there were numerous examples of
metonymy that could have been coded (e.g., “Am | alow instrument?’), but they
were not of sufficient significance for the same reason.

Emergent schemata. The third coding step was examination of the sections

coded “expressive language’ in search of emergent schemata of figurative
expressions that were prominent and occurred repeatedly. The search for these
emergent schemata was shaped by the theoretical underpinnings and assumptions

of cognitive linguistics (Lakoff, 1987, p. 269). The reader is reminded that Johnson
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(1987) proposed the term image schema to define meaningful structures for
organizing our experiences and comprehension, based on constantly recurring
bodily experience. He sought to explore how these kinds of structures are created
in order for us to experience, understand and reason about the world. Gibbs (1998)

calls these image schemata patterns or experiential gestalts, “that emerge

throughout sensorimotor activity as we manipulate objects, orient ourselves
gpatially and temporally, and direct our perceptual focus for various purposes’
(p. 113). Thiswas discussed more comprehensively in Chapter 11.

The five main schemata that emerged in the data are presented in Chapter

IV, namely: containment and entity, personification, verticality and regularity

versusirregularity, and location, space and movement. There was also asizable

body of figurative language that did not fall into a single conceptual schema. |If
schemais arecurring level of organized unity (Johnson, 1987), there was one
category that did not fit this condition. This was language used to describe timbre.
All of these expressions were coded into a separate timbre category. These
examples will be discussed in Chapter 1V aswell.

Most of the emergent schemata, as well as the category of timbre are
located within the “expressive language”’ passages. Occasionaly, for purposes of
syntactic clarity, the emergent schema passages were extended beyond the
boundaries of the “expressive language” passages. The verticality schema,
however, was coded throughout the entire data set. The reasons for thiswill be

explained in Chapter IV.
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The coding system described above was used only for transcripts of the
nineteen observed class sessions. Transcripts of interviews with the teacher and the
Six target students were not coded, since they were considered supplementary
material. The search for schemata was restricted to discourse that was conducted in
the context of classroom instruction.

Coding was done using an Australian software program called NUDIST
(Non numerical Unstructured Data Indexing Searching and Theorizing) Vivo 1.3
(version 1.3.146) developed by Qualitative Solutions and Research Pty. Ltd
(Copyright © 1999-2001). Thisisamultifunctional software system for the
development, support and management of qualitative dataanalysis. It allowsthe
researcher to create a storage and retrieval system, to search for words and phrases,
to create an index system, to link categories and explore links, find and analyze
emerging patterns. An excerpt of a coded transcript is shown in Appendix H. The
coded portion of transcript shown in Appendix H is an excerpt of the transcript
provided in Appendix G. The names of target students in the coding have been

blocked out to preserve anonymity.

Summary

Three classes of sixth graders at a private day school for girls were studied
over aperiod of seven weeks. Classes were audiotaped and field notes were taken
about the proceedings in the class. Additionaly, two children from each class, as

well as the teacher, were taped individually to provide a complete profile of their
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language use over the course of the study. All six individually taped subjects, as
well as the teacher were interviewed after the seven-week observation period. The
role of the researcher was that of participant-observer.

Once the recorded data were transcribed they were coded for analysis. Use
of figurative language during music class discourse was the focus of attention. The
search for emergent cognitive schemata was shaped by the theories of cognitive
linguistics. The process of analysis, with the assistance of a data indexing software

program, revealed cognitive schemata of the domain of music.
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Chapter IV

Emergent schemata

In Chapter 11, | discussed the ideathat our conceptual systemis
fundamentally metaphorical in nature. The concept is based on the work of
linguists, psychologists and philosophers such as George Lakoff, Mark Johnson,
Mark Turner, Gilles Fauconnier, Raymond W. Gibbs, Jr. and others. They posit
that figurative expressions encountered in everyday situations are not random
occurrences, but rather form coherent systems and cognitive categories, which will
be referred to here as schema (singular) or schemata (plural).

In analyzing the data, the search for emergent schemata of prominent and
repeatedly-occurring figurative expressions was shaped by a continuous appraisal
of the theoretical underpinnings and assumptions of “cognitive linguistics’ (Lakoff,
1987, p. 269). It was guided by Johnson’s (1987) understanding of schemata as
meaningful structures for organizing our experiences and comprehension, based on
constantly recurring bodily experience. These assumptions were discussed in
Chapter 1. In some cases schemata that have been identified by other researchers
were found to be applicable to this data. In other cases | proposed my own
schematathat | believed encompassed and defined a certain category of discourse.

The five schemata that emerged in the data and which are presented in this chapter
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are: (&) containment and entity, (b) personification, (c) verticality, (d) regularity

versusirregularity, and (€) location, space and motion.

| am not suggesting that these five schemata are the only onesto be found in
thedata. A linguist, amusicologist, a philosopher or a psychologist might have
focused on different aspects of the discourse and used different criteriato
categorize figurative language.  Different schemata might have emerged from
such analysis. My reading of the data was shaped by my perspective asamusic
teacher. Although applicability to teaching and learning was not a condition that |
used to generate the final list of schemata, the all-important question, “So what?’
was always in the back of my mind. “Emergent” is the operative word in describing
the process of generating these schemata after repeated examination of the
transcripts of nineteen class sessions.

In this chapter, each schema s introduced with an overview of relevant
theory and background. Thisisfollowed by a presentation of examples from the
research data. The reader isreminded that words or phrases are underlined to draw
attention to them for their illustrative value in a particular schema, and that certain
transcription notation symbols are retained for clarity, as explained in Chapter 111.
Each section ends with a discussion of the significance of the material presented.

The reader may sense a certain amount of tension when reading the
subheadings in which various metaphoric schemata are presented using the word
“is’ instead of “as’ (e.g. “Music isacontainer” instead of “Music as a container”).

Thisisintentional. The comparison created with the use of the words “like” or
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“as” would change the figure of speech from a metaphor (in the traditiona sense) to
asimile, weakening the semantic transference between the tenor (the literal topic)
and the vehicle (the figurative). The form used here is aso a convention used

throughout the literature of cognitive linguistics.

Containment and entity

Background

A good example of a schemainvolving bodily experience is the container
schema. At the heart of this schemais the experience of our bodies as entities or
containers, which have an inside and an outside (Gibbs, 1998; Johnson, 1987,
Lakoff & Johnson, 1980). We put food, water and air into these containers, and
wastes, air, blood, and other substances emerge from them. We also experience
physical containment in the things that surround us: we move in and out of beds,
clothes, bathtubs, rooms, vehicles and other kinds of spaces that have physical
boundaries. We see, touch and manipulate objects, and place them into containers
that have an inside and an outside, such as cups, boxes and bags.

Three mandatory parts comprise these containers: an inside, an outside, and
a boundary that separates them. Therefore, something is either in or out of the
container. The physical boundary can impose constraints: it can protect the
container’ s contents from external forces; it can restrict the motion of the objects or
forces within the container; it can restrict or facilitate the view of the contained

objects; and it can maintain the contained objects in arelatively fixed location.
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This understanding of bounded space is viewed as the basis for understanding set
membership theory, an idea basic to logic and reasoning. If set A is contained by
set B and set B is contained by set C, then set A isamember of set C (Johnson,
1987; Lakoff, 1987; Lakoff & Johnson, 1999).

We can also experience as containers physical entities which have no
distinct boundaries, such as forests, fields and clouds, by projecting boundaries
upon them. We can impose boundaries on avisua scene, on something we hear,
on our motor movement, and numerous abstract experiences, such as emotions, the
mind, linguistic meaning, moral obligations and social institutions (Gibbs, 1998;
Lakoff & Johnson, 1999). “However, they all require some activity of establishing
relations, either among physical or among abstract entities or events’ (Johnson,
1987, p. 31).

There are numerous examples of metaphors containing the particlesin, into
or out. For example, when we do something in ten minutes, we experience time as
acontainer. When things come into and go out of sight, the container is the visua
field. Personal relationships can be understood in terms of a container, for example
when one is trapped in amarriage and can’t get out of it. When we emerge out of a
stupor, or get bailed out of trouble, the container is our mental state (Lakoff, 1987).

Clearly, the human experience isfilled with activities and other phenomena
conceptualized as containers. As Lakoff (1987) points out, “the container schema

isinherently meaningful to people by virtue of their bodily experience” (p. 273).
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Instances of containment and entity in the data

The language of music abounds with expressions that use the particlesin,
into and out, which, as stated above, imply a bounded entity. The data generated in
Mrs. Lock’s classroom were no exception. The container metaphor was the most
common schema of all found in the sections of text chosen for analysis.

Key and mode. Many container references are so common in musical

discourse that we rarely pause to consider them. The most frequent instancesin the
research data were references to being in a certain key, scale or key signature. For
example, during a particular lesson the teacher made these observations: “We' d
have to use these pitches because we're in the C scale,” or “it’s al from the same
scale; we don’'t have anything in here except notes from the C major scale,” and
“there are flats and sharpsin the key signature.” Similarly, students remarked that,
“Some of them have special kinds of notesthat are in different keys’ or asked,
“Shouldn’t that like resolve into a C major?”’

References about being in a certain mode were almost as common. For
example, the teacher inquired, “ So if the chords are in minor, what might you
predict about the melody?” or “Is there anything besides the fact that it’sin minor
that makesit sad?’ In one response, a student noted that, “In major it [the melody]
sounds cheerier, in minor it sounds kind of dark and gloomy.” In the following
exchange between teacher and student one could imagine that the song is being
removed from one container and placed into another:

S: Could you play it in minor?
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T: Would | play it in minor? Mhm. So, that means you knew it was in

major, right?

S Yeah.

T: O. K. [Theteacher sings and plays the song—which was originally in

the major mode—in minor.] Having heard it in minor, which—

S: That sounds better.

During a classroom discussion of the ballad, “The Turkish Revery,” (see
Appendix E) it was noted that the song isin minor. One student associated that
characteristic with the state of mind of the composer, observing, “A lot of artists
when they’ re making pictures, when they’re in a bad mood, they draw like dark
pictures. Well I think the person who wrote this, he'sin abad mood.”

The examples given above are only a small sampling from the data of the
many instances of key and mode perceived to be containers. While these examples
are expressions common to every musician, | draw attention to them because few
readers might have thought of key or mode being a bounded entity—a container.
In the next sections we move on to examples of container schemathat are not as
obvious.

The body is a container for music. There were an unexpected number of

references to the body or parts of the body as areceptacle for music or particular
elements of music. During a small-group activity one student attempted to answer

aworksheet question about the source of sound after a certain experiment had been
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conducted in the group. “I don’t know—it wants to take a stroll into our ears!” she
exclaimed.

Many examples of the body being perceived as a container for music were
inrelation to “Tzena, Tzena,” an Isragli song in the music textbook (see Appendix
C). After singing and clapping the song, the teacher asked the students to “transfer

the beat that you put in your hands to your feet. But | want you to do more than

just keep the beat. | want you to see if you can make your feet—the way you feel

the beat in your feet respond to . . . themusic.” At another time the teacher asked

students to imagine they were choreographing the song and to think about the
“feeling in your feet of the beat.”

In some cases the voice was considered synonymous with the body, which
again was imagined as a container. In adifferent group, the teacher asked students
to sing the same song, “Tzena, Tzena” with thisinstruction, “1 would like you to
reflect in your voice the quality of the music.” One girl suggested that adding
instruments would make the song livelier, which resulted in this exchange:

T: How can you do that without instruments?

S1: You can have some best in your voices?

T: Have some beat... turning your voices into what?

S2: Body?

T: | think so. There was no sense of the beat in your bodies as you sang. . .

Y ou're going to enjoy it more, you' re going to have more fun with it if you
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put the energy in it that it needs. So canwetry it again? And | want to hear
the beat in your bodies.
During an echo clapping activity the teacher explained that “the ultimate

goal isfor you guys to actually internalize that beat. . . . and I’'m going to be

looking around to see what kinds of things you do with your body to allow this
slower beat to sink in.” While doing the same activity with a different group of
students, the teacher admonished, “If you don’t have a sensation of beat in your
knees, you're not doing thisright.”

In alesson on differentiating a triad from a seventh chord, Mrs. Lock
appealed to students for more active involvement. “Now I’m asking you to listen
with your ears. Listen with your knees. Listen with your mind. Listen with your
nose. How doesit affect you? What do you hear?’

From these examples, most of which were generated by Mrs. Lock, it would
appear that the teacher equated internalization of music or musical e ementsinto
the body as confirmation that the girls were responding properly to the material
being taught. In these examples, music was perceived as aforce that works from
theinside out and the teacher wanted to generate physical evidence of this.

Music isacontainer. Aswe have seen in the previous section, the body can

be a container for music. However, music itself can aso be perceived being a
container. During various lessons the teacher asked students what they “heard in
the music,” whether there was “a change in the music,” “what’ s the differencein

those sounds,” “what does it mean if we make harmony in music?’ At one point
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she corrected herself, observing “I shouldn’t say never. Music never has ‘ nevers
init. Math does, but music doesn’t.” On another occasion a student noticed that if
asong has“flatsinit, ...it'sgonnabelike not real bright.” When the teacher
asked, “What’ s the function of ascalein music,” astudent answered, “To get in
tune.”

The concept of music was sometimes perceived more tangibly, taking on
the form of a measure, section, song or composition. These forms of music were
also perceived as containers. For example, there were frequent instances such as
“in the middle of the measure,” “in section three,” “in the beginning,” “what kinds
of fast notes do you see in there?”’

When asked to describe the energy of the song “ Tzena, Tzena,” one student
compared it to an enclosed room, and the energy of the song to a bouncing ball:

S1: | envision aball in alittle enclosed room

going, “dam-ta-da-ra-da-ra’ against the wall [the other girls laugh]

and it keegps going, cuz it’sabouncing ball, but it’s enclosed in aroom so it

can't like stop.

T: So, you see it as kind of compact energy, not a huge great big—

S1. —but lots of energy compacted into a small place.

S2: like me.

T: compacted—

S3: —yeah, yeah.
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References to the various € ements of music also contained the words in and
out. For example, “inthat [vocal] range,” “there was achangein pitch,” “there

wasn't an awful lot of variety in the texture,” “it was in the harmony,” “that

vibration growsin its volume,” “Didn’t you hear that in the rhythm?’ and “isthe
accent in a‘ta-timri-tatimri’ [in reference to a Koddy vocalization of arhythm
pattern] where you expect it?” At one point in alesson Mrs. Lock explained that
“resonance is the place the sound lives and grows.”

In some cases these same elements of music did not contain the particles
“in” or “out,” but nevertheless were perceived as a bounded entity with a physical
form. For example, during a particular lesson the teacher asked the students to “cut
the amplitude in half,” “please watch the amplitude,” “girls. . . aquarter of the

volume, aquarter of the amplitude that you've been using.” Students were

encouraged to “keep the beat,” and to not “lose the beat” and rhythms could be
“smooth,” “choppy,” “uneven,” and “bumpy.” Students were “creating harmony,”
“building a seven chord,” and the teacher asked, “What were you doing that made it
harmony?

Musical performances are containers. Not only are music and the elements

of music perceived as containers. Music performances can also be containers. For
example, the teacher warned the girls not to start singing too soon, so they would
not have to think, “Oops, am | going to be singing asolo if | come in here?” After
an instrumental group improvisation in which the students were to use ostinatos

that they had just created, one girl remarked, “I thought that it sounded kind of
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festival-like and then Catherine came in with her junk band.” The evaluation of the

performance continued, with particular attention to the shape and textural plan.
The students were also to decide which instruments should remain in the next
performance of the improvisation, and which ones should be eliminated. The
process of deciding about how to proceed with the composition conjures up images
of making soup in alarge kettle, adding and removing ingredients:

S1: I'd take out like the (inaudible)

T: OK. ... Sowewould take Janice out. What else would you take out.

And again Lizzy, why would you take her out?

S2: () because like the different pitches...

T: The pitches didn’t work with the (cage) over there, right?. . . Arethere

any others you would take out?

S2: | think *that one because like the sound of that instrument isalittle

different from the rest of them. . ..

S1: | probably would take out mine and maybe Margie' s?

T: Because?. . .

T: O.K., it'sapitch clash kind of problem. . . the pitches don’t work?. . .

S3: I'd take out the metallophone because there are alot of sort of bells and

drums, and the metallophones don’t really go with that kind of feeling.

T: Keep that thought. Though considering what’ s aready been dropped

out. ... O.K., | have onethat | would take out, and I’m not sure that |

wouldn’t replaceit... the slapstick over there. . . .

104



4. We should just take out alot of the drums because there’ s alot of them.

S5: yeah. . ..

T: It'syour decision, do you want all these drums?

S6: Don't, don’t *do it, don’t do it—nooo! [in mock desperation]
T: Ohyoursisaready *gone. Yoursisgone! [laughter] . ..

S6: 1’1l just step out of thecircle. . . .

S7: Cut out (some of the percussion).

S6: And add more *melody. . . .

T: Add more melody? Girls, when we think about the various ways of
creating texture, volume is only one of them. What's another really
important part?. . .

S6: Make awhole lot of them. . . . Have awhole lot of a certain instrument,
so (it would) bethicker. . . .

T: that’ s the way to get it thicker, but what if you want it thinner?

Notice that the girl whose instrument was eliminated suggested that she should

“step out of the circle,” that is—she should remove herself physically from the

“performance container.”

Johnson (1987) aso offers examples of events as containers, for example,

“Tell me your story again, but leave out the minor details’ in which the story event

isacontainer, or, “I give up, I’'m getting out of the race” in which therace event is

acontainer. He explainsthe figurative use of the word out in events interpreted as

gpatially-bounded entities as:
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aprimitive case of metaphorical extension of the preconceptua OUT
schema. The OUT schema, which applies prototypically to spatial
orientation, is metaphorically projected onto the cognitive domain where
there are processes of choosing, rejecting, separating, differentiating

abstract objects, and so forth. Numerous cases, such as |eave out, pick out,

take out, etc. can be either physical bodily actions that involve orientational

schemata, or else they can be metaphorically oriented mental actions.

(p- 34)
In this case the students were talking about leaving out and adding sounds to a
composition, even though the physical bodily action of playing an instrument was
involved.

The data example above al so contained frequent use of metonymy when
names of instruments or students represented the sound to be produced by a
particular performer. In one instance “ Catherine came in with her junk band,” but a
few turns later, there was a suggestion to take Janice out, and even later there was a
suggestion to take out the metallophone. The performer, the instrument the
performer plays, and the sound performed on the instrument all are regarded in

relation to the performance container.

Discussion
In “The Public and the Artist,” published in a 1922 issue of Vanity Fair,

Jean Cocteau wrote, “| want someone to build me music | can livein, like ahouse.

Music is not al the time agondola, or aracehorse, or atightrope. It issometimesa
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chair aswell” (cited in Sommer & Weliss, 1996, p. 297). One can accuse Cocteau
of amotley compilation of mixed metaphors, but he certainly illustrates the point
that music can be envisaged in very different ways. The reassuring comfort of an
enveloping house or chair contrasts sharply with the excitement of aracehorse or a
tightrope. How we conceptualize music is very often not an abstraction, an
emotion or aprocess. The examples presented from this datarevea that music, the
elements of music, and the receptacles of music are often perceived in very
physical terms.

For amusic educator this raises many questions. Let us recall the properties
of a container described in the introductory remarks of this section. Containers
contain three parts. an inside, an outside, and a boundary that separates them.
Therefore, something is either in or out of the container. The physical boundary
imposes constraints and protects the container’ s contents from external forces. It
can restrict the motion of the objects or forces within the container and it can
maintain the contained objectsin arelatively fixed location. Are these container
metaphor properties beneficial for amusic teacher, and can they be helpful in the
process of constructing meaning? Conversely, isthe imposition of these properties
onto musical phenomena a hindrance that impedes instruction of certain aspects of
music? In either case, can language be used to either encourage this conception, or,
if it is deemed to be not beneficial, to steer students away from it? These are

guestions that should be addressed by the music education community.
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Personification

Background

“Artisajealous mistress,” said Ralph Waldo Emerson. While the role of
personification in literature is ungquestionably extensive, itsroleis not as apparent
in the music classroom. Nevertheless, examples of personification were found
throughout the data. This schemais closely related to the containment schema. In
several cases, the previously described entities (containers) have attained human
gualities, such as desires, opinions, intentions.

Personifications are “ metaphors through which we understand other things
as people” (Lakoff & Turner, 1989, p. 72). We can best understand things when
they are put in human terms, when we give them human motivations,
characteristicsand activities (Lakoff & Johnson, 1980). “Personification permits
us to use our knowledge about ourselves to maximal effect, to use insights about
ourselves to help us comprehend such things as forces of nature, common events,

abstract concepts, and inanimate objects’ (Lakoff & Turner, 1989, p. 72).

| nstances of personification in the data

The personification of music. Throughout the data we see instances of

music personified. Songs were often referred to as having an “overall character.” A
song could “change its character,” have “energy or motion” and “affect your

mood.” We see that music is capable of relaying information and telling us what to
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do. Inone activity, after singing the song “Tzena, Tzena’ with the students, Mrs.
Lock stated:

T: If you were dancing, get a sense of whether this music wants you to be

into the floor or off the floor.

S: | think it wants you to be off the floor, like jumpy kind of.

The following exchange indicates an out of the ordinary devel opment. Not
only isthe music personified, but the floor itself becomes an active participant. In
order to better convey what it feels like to be moving off the floor, the teacher said:

“In other words you think it [the floor] springs you away”.

Thiswas followed by areference to personified beat. The teacher said,
“You want to feel the beat. Does it want to go into the floor, or does it want to

spring off the floor.” One student replied that “it makes you want to move really

fast,” and another added, “if it was like a slow beat and legato you'd flow with it,
you wouldn’t always be jumping, jumping up and energized.”

The second time Mrs. Lock taught this lesson to a new group (on the same
day), asimilar exchange took a considerably longer time, and she greatly expanded
the use of personification. In the following dialogue, we see the metaphor frame
extended over several speaking turns between the teacher and a number of students.
Some students participated fully in the extension of the personification, while

others (i.e. Student 2) appeared to “sidestep” it:
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T: Thistime | want you to do something with your feet on every beat,

O.K.? Let the*music tell you what to do, though, girls. ... Themusic, the

guality of the beat is what should direct what you do with your feet.

The girls moved to the song, but Mrs. Lock was not satisfied with their efforts. She
asked them to do it again, saying, “Let’s seeif thistime you can *really *listen to

what the music is saying to do with your feet.” After a second attempt, she asked a

more specific question:
T: Thistime | want you to ask yourself when you finish, “Did that music
tell my feet to have a sensation of moving * off the floor or *into the floor?

Which one did the music tell me to do—wasit afeeling *in or *off?’

The girls moved to the beat of “Tzena, Tzena’ once again, and then responded to
the teacher’ s question. Notice that now the music is no longer merely speaking, but
in some cases compelling the students to action:

S1: It made mefeel like | wanted to jump around. | think it has a bouncy

feeling, so it made mefeel like | want to go off. . . .

S2: | thought, well, at first that | was like going *into the floor, but then |
felt like jJumping.

T: Wasthere achange in the music that made you go from one to the
other?

S2: | don't know—

T: —or did you just change your mind about what the music was saying.

S2: | just changed my mind. . . .
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T: ... Isthere anything you thought of? Is there anything that spoke to you

about it?

S2: That | wasfloating ()

T: It gave you more of afloating feeling?
S2: No—like dropping. . . .

T: Soyou think that it changes its character throughout?

S3: Yes. ...

T: And sowhat . . . makes you want to feel more bouncing off the floor?
At this point the teacher interrupted the activity because of discipline problems.
There was an extended discussion of more than twenty speaking turns. When the
class returned to the activity, one of the students continued the metaphor frame
without prompting from the teacher.

S: 1t makes you want to go down.

T: That makes you want to do *what?

Severa students: Jump.
Since most of the students felt that the music was suggesting a downward
movement into the floor, the teacher continued playing the piano and asked:

T: Anybody felt like it needed to go *into the floor at all? Who felt as

though it wanted to go *into the floor?
In this exchange the music not only implies, speaks, directs, changes character, and

makes you do things; it also has needs and wants.
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The activity continued with Mrs. Lock asking the class to perform two
different motions to the song: one that felt like it was going into the floor, and one
that felt like it was going off the floor. This time the personification of the floor
was extended:

T: What do you have to feel like the floor is *doing to you when you' re off

the floor?

S1: Like atrampoline.

T:...whenyou're*into the floor Catherine? It's amatter of pushing or
pulling, isn'tit?. .. Ready?. . .| want you to do something . . . where you

feel that the floor is asking you to go down into it.

Two days later, when the same activity was taught for athird time, it
became substantially shorter—Iess than half of the second lesson. Many of the
personifications used in the first two presentations were also used in this lesson:

“Let’sgiveit alot more of what the music implies’ or, “| want the music to tell you

what to do. Let the music tell your feet how they want to feel the beat. . . . Areyou

feeling the beat in the matter in which the music istelling you? . . . What does the

music ask for?’” Later in the activity Mrs. Lock asked, “Is there anything that you
specificaly heard, or can you compare this music in any way to something that

you’'ve seen or felt that has the same kind of energy or motion?” The way the

guestion was phrased opened the way for an entire series of similes. “It reminded
me—we're all doing the can-can of the Rockettes,” “like dancing music,” “a

kangaroo,” “I thought it was kind of like grasshoppers,” “I thought it was more like
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atrampoline.” Thistime there were no references to the “role” of the floor or the

beat in the movement activity.

Elements of music personified. In the “Containment and entity” section of
this chapter | presented examples of music as well as elements of music which
were treated as containers. The sameistruein this case: we see not only the
personification of music in general, but also the personification of the various
elements of music. In the previous description of the “Tzena, Tzena” activity, we
encountered the personification of beat. In another lesson, a student talked about a
dotted rhythm pattern and described the beats as “ sort of one's catching up to the
other. . . . It soundslikeit's delayed and hurried.” On another day, the teacher
noted, “Y ou don't necessarily catch on real quickly to what these rhythms are
goingto do.” A student said, “a dotted eighth note turns into a quarter note.” In
another instance, arhythm pattern causes something to happen to a song (an
entity):

T: Thetimris, [areference to a Kodady rhythm name for a dotted rhythm]

the rhythms did what to it?

S. Made it [the song] bounce.

There were many other scattered references to personified elements of
music. Many of these were provided by the teacher. For example, “Watch the

amplitude—it’s creeping up,” “That would be kind of fun to try—to see how the

harmony worked,” “It’s a pitch clash kind of problem. . . the pitches don’t work,”

and “If you thought one of these pitches. . . needed to be the lowest, which one
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would you suggest needed to be lowest?’ Dissonance “wants to take you back” to

consonance.
Students also provided examples. One commented that the major or minor

mode “can make you feel like a different mood,” another spoke of harmony

“working together,” while another added that harmony is “two or more notes that
work together.”

During one small-group activity students were given ametal rack to strike
with atuning fork. When asked to explain the sounds they had heard during the
activity, severa students personified the sound waves: “When you have the low
like sound waves, maybe sometimes they might just die out (in thin air) because
they’re going too slow to meet your ear, and when you go like thisit travels a

shorter distance and it getsinto your ears.” In another group engaged in the same

activity, a student observed that “the vibrations went through the string, and then it

went into your ear, and it got louder and lower.” During an activity focusing on the

physics of sound, the girls were instructed to fill out aworksheet. The following
rather plodding discussion among three students highlights some “thinking out
loud,” asthey struggled to create a mental image of what the sound is doing. Part
of the challenge they faced was making their observations concise enough to put on
paper:

S1: O.K. ... sound of vibrations [probably writing those words]

S2: How does it sound?

S1: It spreads, | guess?
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S2:

S3:

S1:

S2:

S3:

It spreads.

It travels through pretty much anything.

O.K. Travels through pretty much everything.
**How, **how?

*| don’t know, it just *does! [giggles] It just * goes somewhere. |t

wants to take a stroll into our ears.

S1:

S3:

S2:

S3:

S1:

S3:

S2:

S3:

S1:

S2:

S3:

S1:

S3:

It *spreads. It spreads.

Yeah.

It spreads like through—

—it spreads like light.

It travels by traveling.

It travels—

—it travels by spreading.

It'sintheair, through the air, () it travels— *1 don’t know!

It travels“l don’'t know?’ O.K. “it travels| don’t know” [writing]
It travels, but... ready to cross the surface of whatever it's on?
It travels... by traveling across the surface of whatever— Y eah!
It travels by— [seems to be writing]

It travels by like... it travels by making whatever it is— it like— by... by

making it vibrating with it... like making whatever it’s on vibrate *with it.

S2:

S3:

It travels by making whatever it’s on vibrate.

It travels by making— Can | borrow someone's eraser?
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S2: That’s how it makes * sound. It travels by—
S3: Yeah, | *know, but can | borrow your eraser?
S1: It's (over) *sound waves, O.K.?

S3: Can | borrow someone's eraser?

S1: Sound waves. Y eah. We'll say that.

S3: *Please?

S2: () it travels by * sound waves.

Discussion
In many of the above examples of personification, the music or its elements
caused the human participant to make a change of state or location—either
physically or metaphorically. According to Lakoff (1987), causation is direct
manipulation, which can be characterized by certain properties.
1. Thereisan agent that does something.
2. Thereisapatient that undergoes a changeto a new state.
3. Properties 1 and 2 constitute a single event; they overlap in time and space;
the agent comes in contact with the patient.
4. Part of what the agent does . . . precedes the change in the patient.
5. The agent isthe energy source; the patient isthe energy goal; thereisa
transfer of energy from the agent to patient.
6. Thereisasingle definite agent and a single definite patient.

7. Theagent is human.
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8. Theagent willshisaction. . . isin control. . . bears primary responsibility
for both his action and the change.

9. The agent uses his hands, body, or some instrument.

10. The agent islooking at the patient, the change in the patient is perceptible,

and the agent perceives the change. (pp. 54-55)

Lakoff notes that the most representative example of causation will have all
ten of these properties, but not necessarily. Even if the agent is not human or if the
agent’s action is not willful, there can still be causation, only to alesser degree. In
severa of the cited examples many of these ten properties were in operation. The
music, the rhythm patterns, the beat and the sounds became “agents” that caused
something to happen to a*“ patient”—the class participant. In many instances Mrs.
Lock was the one who encouraged the “patient” to recelve the “agent” (the source
of energy). The energy istransferred from agent to patient.

It is possible that by ascribing human characteristics to music and its
elements, we have endowed them with much more energy than we had previously
thought. In the cases where causation was manifest, there was no mention of the
composer of the song who might have endowed the composition with certain
human characteristics. The music itself seemsto have taken on those properties
and was responsible for affecting the “patient.” Music teachers might do well to
note the characteristics of the “agent” and the “patient” as they seek to develop the

process of students being “moved” by the energy of amusical experience.
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Verticaity

Background

Another concept very evident in the research datais the “verticality”
schema, in which an “up-down” spatial orientation is used, based on physical
experience of theworld. As Lakoff and Johnson (1980) observe:

We have bodies and we stand erect. Almost every movement we make

involves amotor program that either changes our up-down orientation,

maintainsit, presupposes it, or takes it into account in some way. Our
constant physical activity in the world, even when we sleep, makes an up-
down orientation not merely relevant to our physical activity but centrally
relevant. . . . Thus UPis not understood purely in its own terms but emerges
from the collection of constantly performed motor functions having to do
with our erect position relative to the gravitational field welivein.

(pp. 56-57)

Zbikowski (2002) gives a musical example of a physical activity which
reinforces the association between pitch and “up-down” spatial orientation. When
we make low vocal sounds, the chest resonates, and when we make high sounds,
the source seems to be located nearer to the head.

This discussion of up and down is particularly relevant to music teachers.
In an overview of research concerning the difficulties children have in describing

music, Hair (2000-2001) reported various studies in which children of four to six
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years of age had great difficulty applying words like “up and down” or “high and
low” to the concept of tonal direction.

Frequently this problem has been attributed to the fact that the young child
is not developmentally able to verbalize or perhaps even to comprehend the
difference between high and low, soft and loud. Campbell and Scott-K assner
(1995) describe the child' s predicament this way:

The words “high” and “low” or “up” and “down,” when applied to pitch,

are confusing to young children. Because pitches are not high or low

acoustically and because most keyboards are presented to children on a

horizontal plane, children are understandably confused by the vocabulary

we use to discuss pitch. In addition, the words “up” and “down” are often
used to talk about volume as well as pitch; for example, “ Turn down the

TV, it'stoo loud!” (pp. 110-113)

Bluestine (1995) argues that high and low are easy musical conceptsto
understand only if they are presented to children visually:

Although music can be represented visually, it isnot avisua art; itisan

aura art. Thereforein music, “high” and “low” are not even descriptions;

they are nothing but metaphors—easy perhaps for adults to understand. But
what’ s easy for adults to understand is not necessarily easy for children.

My experienceisthat most children cannot grasp the meaning of these adult

metaphors without notation. And certainly they mean nothing to an out-of-

tune singer. (How much luck have you had correcting out-of-tune singers
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by telling them to “sing just alittle bit higher” or “sing a smidgen lower” ?

(p. 36)

Zbikowski (2002) reminds us that thinking about pitch has not always been
correlated with “up” and “down.” In Greek music theory thisis seldom
encountered, even though there are numerous descriptions of pitch relationsin
terms of two-dimensional space.

Just when “up” and “down” consistently came to be correlated with musical

pitch isunclear, but the linkage was in place at least by the beginning of the

tenth century. . . From around the tenth century . . . musiciansin the West
began writing about and depicting pitch in terms of “high” and “low,”
mapping structural relations from the domain of vertically oriented, two-

dimensional space onto the domain of music. (p. 63)

Zbikowski also draws attention to the fact that even today not all cultures
associate pitch relations in terms of “up” and “down.” In the West, this may have
arisen when musicians developed ways of notating polyphonic music on a page—a
physical space. As pitches become “lower,” they are aso written “lower” on the
staff. However, in Bali and Java, high and low pitches are associated to “small”
and “large” by associating the pitches to the size of the musical instruments that
produce those sounds. The Suy& of the Amazon basin conceive pitches as “young”
and “old,” a conceptual metaphor which comes from the Suya s belief that the
voice becomes deeper with age. Abril (2001) notes that in some languages the

musical termsfor high and low pitch are different from the words for high and low
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used in anon-musical context. Abril gives the word pairs agudo/grave and
aigu/grave as examples of Spanish and French words with single-meanings that do
not have spatia or other auditory connotations,
The greatest problem in the use of words like up and down in conjunction
with musical conceptsis that they are polysemous—they have more than one
meaning. Flowers (2003) makes these observations about the problem of
polysemous words:
The classic exampleis“high” and “low.” While we may describe the
problem of labeling pitch contrasts according to the prevailing paradigm of
the day, educators have known for years that these terms are problematic for
young children. . . . Other word pairs such as light/heavy, light/dark, or
big/small worked better for them. Several cross-cultural studies have
shown that children perform better when word pairs are not polysemous and
when word pairs are used consistently. . . . Knowledge about children’s
abilities in making musical discriminations, their existing lexicon with its
benefits (prior word knowledge) and hindrances (intentionally or
unintentionally polysemous words), and the rapid growth in vocabulary
throughout the elementary grades should inform our approaches in teaching
children how we conceptualize and label musical sounds. (p. 26)

Thus we see that the concept of verticality is determined by culture, by historical

developments, and certainly by the situation and function of our bodies. Itisno

wonder thereis cause for confusion.
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Instances of Verticality in the Data

The apparent profusion of expressions using orientational verticality, as
well as the problems they pose for the musician because of their polysemous
character, led me to search the data for such instances of figurative language more
extensively. Rather than limiting the search to instances of verticality in the
selected passages of “expressive language,” as described in Chapter 111, | chose to
search all of thedata. This served as a check to seeif anything of interest had been
excluded by searching only in the selected “ expressive language” passages.
Secondly, since the category involving the words “high,” “low,” “up” and “down”
has been so problematic for music educators, | felt a search of the complete data set
would be beneficial.

| created alist of words which would encompass as many instances of

verticality as possible. A Boolean search using the words up, down, high, low, rise,

raise, fall, drop, top and down yielded 1,327 results. Most of the results were
eliminated asirrelevant for analysis since they were not related to descriptions of
musical concepts or processes. When these words were used in expressions such as
“put the book down,” “raise your hand,” “you end up going the same way,” “| have
tolook it up” or “play the rhythm that’s up there [on the chalkboard]” they were
not studied further.

The search was not limited to whole words. In many cases this was useful,
because it yielded words like upward, downward, lower, higher, and faling.

However, it aso included words such as stop, slow, follow, melow , stupid and
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interrupt. The latter instances were also eliminated. Exclusion of irrelevant
instances of the chosen words resulted in seventy-nine passages for further study.

Many of these were examples of the previously mentioned references to
high and low, or up and down, in terms of pitch and therefore were of less interest.
The remaining passages were looked at more carefully, because they departed from
the meaning of highness or lowness of pitch. These were compared to Lakoff &
Johnson’s (1980) various categories of metaphor that use the spatia orientation up
and down.

Light and active is up, heavy and passive is down. In this passage students

were instructed to sing the song “Tzena, Tzena,” (see Appendix C) as mentioned
earlier in this chapter. After singing the entire song, the teacher asked:

If you were choreographing this and you were going to tell people how to

dance, would you tell them that the feeling in your feet of the beat needs to

beinto thefloor? Isit an energy that goes down in, or isit an energy that
springs off?

In this case it is reasonabl e to assume that off is an expression of the
concept of up. One student remarked, “it’s off the floor ‘ cuz it may be a strong
beat, but it’s really bouncy, and it makes you want to move really fast, up and
down.” Another girl disagreed, saying the beat felt more like it was into the floor
because “you move more down than up.” Y et another student thought that “first it

sort of wanted to go down, but didn’t quite makeit... in terms of like down steps.”
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The teacher expanded the idea, asking if the “first beat was the springboard that
sent the rest of them off.” The student agreed.

The teacher tried to encourage more responses by asking students to make
observations about what they felt or heard in the piano accompaniment or how the
words were sung that made them feel like moving “more down than up.” “Wéll,
there’s some low notes,” answered one of the girls. When the teacher asked
whether the direction of the movement depends on low or high notes, severd
students said no, but the teacher did not discount the girl’ s answer, saying that
“highness” or “lowness” might make a difference. It appears that the student did
not answer the teacher’s question directly, but obviously the highness or lowness of
pitch was relevant in this student’ s mind regarding how she physically felt the
music.

One student said the second half of the song was “light and airy, likeit's
kind of floating up.” A student in another class observed that the beat was “kind of
like grasshoppers,” while another said it was “bouncyish” like atrampoline, not a
“driving beat” or a“low beat,” but rather a“high beat.” She said that even though
it was bouncy, “it’s not like a soft delicate beat; it’s kind of loud and entertaining.”
This particular reference to low and high was especially interesting because it
referred to beat. At first glance we could assume that the student is referring to
tempo. However, by juxtaposing “driving beat” with “low beat” and a“bouncyish
trampoline” or a grasshopper with a*“high beat” a more accurate conclusion would

be that the student is describing the difference between heaviness (low) and
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lightness (high). There are many possible physical explanations for these
associations. An erect, upright posture of light physical weight is often associated
with happiness, health and activity. A drooping posture that is closer to the ground,
possibly because of its weight, is associated with sadness, depression, passivity and
mundane reality. Zbikowski (2002) notes that when the body descends physically,
thereisalessening of potential energy. Also, the act of singing a descending scale
involves afeeling of relaxation and alessening of potential energy (pp. 73-74).
The student’ s reference to “low beat” and “high beat” could be a complex blending
of feelings, images, and sonic events that are mapped onto the notion of physical
descent.

Happy isup, sad is down. Most people assume that if someoneisfeeling up

or if spiritsrose, the person is happy. If someone fallsinto adepression or if spirits
sink, the assumption is that the personissad. In our culture, the minor modeis
often associated with sadness. A similar association emerged during classroom
discussions about the difference between the two ballads “ The Golden Vanity” and
“The Turkish Revery.” Students noted that one song was in amajor key, and the
other in aminor key. “The Turkish Revery” was determined to be sad. However,
the minor mode was not the only reason for the perception. When the teacher
asked, “Is there anything besides the fact that it’sin minor that makes it sad?’ one
student responded that it a'so has lower notes. The teacher then asked the students
to compare the range of the two songs. They were not much different. However,

the melodic direction of “The Turkish Revery” was downward, which probably
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was the reason the student said the song had |ower notes. Of most interest was her
initial observation that it was the “lowness’ that caused it to be sad.

This association of the minor mode with lowness and sadness was not an
isolated case. In another group, students were asked to make predictions about the
same two ballads just by looking at the page containing printed notation. One girl
said she thought one of the songs would be in minor because of the flatsin the key
signature. The teacher explained that flats or sharpsin the key signature do not
make the song major or minor, but then went on to observe:

T: | think that’ s areally interesting point, and it’s a misconception, and

something we have to remember. . . . Can anybody guess why she would

think that? Think about what aflat does. Katrina?

S: It makesit low.

T: It makesit go a half step lower. Right, and so therefore in your memory

you're thinking, “Ah, flats makes things go down. Down makes me think:

minor, darker, (sadder),” but it’s a misconception.

Actualy, it was the teacher, not the student who said flats would make the
song sound sad because flats make things lower. However, the connection drawn
by the teacher between downward direction, minor, darkness and sadnessin
response to the student’ s observation was alogical blending of polysemous
meanings.

In another class, the teacher asked students to use adverbs or adjectivesto

describe a scene about the differences in energy between the two ballads. One
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student observed that “The Turkish Revery” was“slow and low.” Another added
that it is“darker and sadder,” further reinforcing the connection between low and
sad.

Moreisup, lessisdown. Theideathat “moreisup” isreadily discernible

from our everyday experiences in the physical world. The more objects one adds to
apile, the higher the pile becomes. We say that our income rose, the number of
books printed each year keeps going up, the number of errorsislow, or we turn the
heat down. The concept of “moreisup” is certainly not foreign to an e ementary
musi ¢ teacher who urges a student to sing higher, only to have the student sing
louder. Thisisreinforced by an orchestra conductor, who wants the ensemble to
increase the volume, and therefore stands more erect with arms raised high.
Conversealy, when he wants the volume to decrease, he might crouch and turn his
palms down, reinforcing the notion that more volume is up, and lessvolumeis
down.

In a classroom activity during which students were improvising on
instruments, one girl suggested that everyone could “go up alittle gradually, until it
gets real loud and then stop.”

In the previously described lesson using the song “Tzena, Tzena,” one
student remarked about areference in the lyrics of the song (see Appendix C): “It
getswelird, because it goes like, ‘raise your voices higher’ (and) the notes go lower.
| think they should go higher.” The teacher acknowledged that she was right, but

went on to explain that there are two ways of thinking about higher. It could mean
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louder, as one student had suggested, but it could aso be referring to the voice
range being higher, rather than an ascending melodic pattern. In this case there
were several opportunities for confusion. The song lyrics “raise your voices
higher” could be areference to higher volume, a higher range, or an ascending
melodic pattern.

“Moreisup” analogies were not limited to volume. In one case, when
playing a series of dissonant clusters on barred classroom instruments, the teacher
asked the students, “on a scale of one to ten, how would you rate that as
dissonance? Ten being theworst.” In another classinvolved in the same activity,
she asked the students whether “we moved up or down on the dissonance scae.”

In this case more dissonance was up, asin an imaginary dissonance thermometer in
which the mercury goes up as the dissonance increases. Johnson (1987) would call
this an instance of the “scale schema’ (p. 122), which is based on our experience of
the world partly in terms of more, less, and the same. While many of the instances
of “moreisup” are quantitative, some, like the example regarding the “dissonance

scale,” are qualitative—when objects and events are experienced as having higher

or lower degrees of intensity and can be “measured” by avertical scale.

Discussion
Music educators seem to view the polysemous character of the concepts up

and down or high and low solely as an obstacle to understanding amusical concept.

The inability to apply up and down to pitch is treated as a shortcoming of the

novice musician, who has not yet been properly instructed, or has yet to achieve a
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sufficient level of development to make that singular association. There seemsto
be a need to find away to limit a student’ s conception of up and down to pitch
relations, and several suggest avoiding those terms atogether (Abril, 2001; Costa-
Giomi & Descombes, 1996, 1997; Flowers, 2003; Flowers & Costa-Giomi, 1991).
On the other hand, Johnson’s view of polysemy is quite different:

The traditional account of meaning has never come to grips with the full

range of cases of polysemy. Recent studiesindicate why thisis so:

Polysemy involves the extension of a central sense of aword to other senses

by devices of the human imagination, such as metaphor and metonymy, and

thereis no place for this kind of account in the Objectivist view.

(1987, p. xii)

Johnson explains that polysemy does not merely represent multiple
meanings for asingle term, but multiple related meanings. Otherwise, he argues,
they would be homonyms, (e.g., abank of ariver and abank for financial
transactions). He saysthere is a simple reason why we have come to use the same
term for different meanings: “We use the same term because all of the senses are
related. They arerelated because they share some underlying image schema, some
extension of that schema, or some metaphorical projection of that schema’ (p. 107).
Lakoff (1987) concurs.

In. .. polysemy, anindividual word correlates with each member of a

natural category of concepts—a prototype-based category. That iswhat

polysemy is about. Polysemy involves cognitive organization in alexicon.
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Even at the level of the individual word, language is an inseparable part of

genera cognition. . . . The generalizations governing polysemy can only be

described and explained in terms of conceptual organization. (pp. 333-334)

Traditionally, music teachers have associated usage problems of word pairs
such as high and low or up and down with young children. However, we have seen
that even much older children with a substantial amount of musical experience have
agreat variety of usesfor these words. Aslanguage develops, studentsgain a
richer understanding of these word pairs, much more laden with “hidden”
meanings. As students mature linguistically, there is an ever-expanding schema
(“mental space”) associated with these word pairsin their “non-musical” world.
Therefore, in many cases nontraditional usage of up and down, or high and low
should not be viewed as a developmental deficiency, but in the context of an ever-
expanding understanding of verticality. These students may in fact be functioning
in ametaphorical category, while teachers (professional musicians) have trained
themselves to think in more narrow, technical “musical” terms when using these
words.

Reqularity versus irreqularity

Background

As| analyzed the data | continued to encounter value judgements of
musical events that the participants labeled as right or wrong, good or bad. There
were numerous instances of discourse about events in music that were considered

disordered, unusual, out of the ordinary, and causing feelings of unease. These
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were in opposition to musical events considered normal, orderly, comfortable and
pleasant. | was surprised at the extent to which the students appeared to reject (at
least verbally) that which they considered to be out of the ordinary.

The following exchange serves as an illustration of how the class dealt with
perceived irregularitiesin rhythm. Students were asked to examine a page
containing notation of the ballad “The Golden Vanity” (see Appendix D) and based
on what they saw predict how the song would sound:

S1: It'sgoing to be like of f?

S2: Off?

S3: What?

4. What do you mean, off?

S5: It's going to be * off.

T: Off what?

S2: Syncopated?

S1: Yeah.

The teacher explained that there was no syncopation in “The Golden Vanity.” The
fifth student (S5) participating in the conversation above then tried to explain, that
even though the song is not syncopated, “it’sjust not ‘every day’ bom bom bom
bom.” Presumably she was trying to describe the difference between regular,
“every day,” even quarter notes, as opposed to the dotted rhythms that are present
inthe song. In ether case, both syncopation and dotted quarter note patterns were

perceived to be “off” and irregular.

131



In search of anew schema | again turned to cognitive linguistics. Lakoff
and Turner’s (1989) analysis of “perfection” offered one possible explanation for
the phenomena | encountered:

Opposition is understood in terms of avery basic metaphor, PERFECT IS

REGULAR; IMPERFECT ISIRREGULAR. We say of something perfect

that it is “without a blemish,” which means that thereisno irregular spot in

it. Wealso say that it is“spotless’ or “flawless’ or “immaculate.” We can
say that behavior isless than perfect by calling it “highly irregular.” We
also have the commonplace knowledge that anything in the real world is at
least slightly irregular. No linein the real world is absolutely straight, and
al living things have bumps and spots and incongruities and asymmetries.

When we combine the metaphor IMPERFECT IS IRREGULAR with the

knowledge that real things areirregular, this entails, metaphoricaly, that

living things are inherently imperfect, while abstract, nonreal ideas can be

perfect. (p. 153)

Based on the metaphor “perfect isregular, imperfect isirregular” |
generated the “regularity versusirregularity schema,” which contrasts musical
events that are considered either regular, or irregular. This schemarevealed a
considerable amount of information regarding what students said music should
sound like.

The most distinct category of opposition to emerge, and the one which

encompassed the most examples, was consonance versus dissonance. Before
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examining the data, a brief discussion of the meaning of consonance and
dissonance is necessary.

The concept of consonance and dissonance in Western music goes back
centuries and is one of the most contentious issuesin music history. Some scholars
discuss consonance and dissonance as a purely acoustical phenomenon. Others
believe that our understanding of consonance and dissonance is culturally
determined or culturally mediated.

A consonant interval, such as the octave, hasasimpleratio (2:1). The
minor second has a more complex ratio (16:15) and is considered dissonant. The

article “Consonance” in the New Grove Dictionary of Music and Musicians

(Palisca & Moore, 2001) offers an explanation as to why ssimple ratios may be
considered more pleasing than complex ones. In addition to the phenomenon of
frequencies coinciding on an acoustic level, thereis also the biological
phenomenon in which nerve impulses are synchronized to a particular phase of the
stimulating wave in the cochlea or inner ear. Thompson and Schellenberg (2002)
report a study with young infants, which suggests there is an innate preference for
sensory consonance and an innate dislike for sensory dissonance.

There may also be psychoacoustic reasons for certain preferences. The
pitches do, mi, sol, and fa, which have the largest degree of sensory consonance
with the tonic of a scale, a'so occur most frequently in musical pieces. “Children
may learn implicitly that tones heard more often in amusical piece are particularly

stable. . . . Thus, when listening to unfamiliar music, listeners readily construct a
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hierarchy of pitch importance using frequency-of-occurrence information”
(Thompson & Schellenberg, 2002, p. 466).

On the other end of the continuum is composer Igor Stravinsky, who can be
considered a representative of those who suggest that the perception of consonance

and dissonance s culturally conditioned. In his Poetics of Music (1970)

Stravinsky discusses the battle between consonance and dissonance:
Consonance, says the dictionary, is the combination of several tonesinto an
harmonic unit. Dissonance results from the deranging of this harmony by
the addition of tones foreign to it. One must admit that all thisis not clear.
Ever since it appeared in our vocabulary, the word dissonance has carried
with it acertain odor of sinfulness. . . .

In textbook language, dissonance is an element of transition, a
complex or interval of tones which is not completein itself and which must
be resolved to the ear’ s satisfaction into a perfect consonance.

But just as the eye completes the lines of adrawing which the
painter has knowingly left incomplete, just so the ear may be called upon to
complete achord and cooperate in its resolution, which has not actually
been realized in the work. Dissonance, in thisinstance, plays the part of an
alusion.

Either case appliesto a style where the use of dissonance demands
the necessity of aresolution. But nothing forces usto be looking constantly

for satisfaction that resides only in repose. And for over a century music
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has provided repeated examples of a style in which dissonance has

emancipated itself. Itisno longer tied down to its former function. Having

become an entity in itself, it frequently happens that dissonance neither
prepares nor anticipates anything. Dissonance is thus no more an agent of
disorder than consonance is a guarantee of security. The music of yesterday
and of today unhesitatingly unites parallel dissonant chords that thereby
lose their functiona value, and our ear quite naturally accepts their

juxtaposition. (pp. 34-35)

Intellectually, many musicians might agree with Stravinsky’ s view that the
function of dissonance in Western music has changed dramatically in the last
century. However, descriptions of consonance and dissonance expressed
throughout the music lessons observed and used by both the students and their

teacher revea a much more elemental attitude towards dissonance.

Instances of reqularity versusirreqularity in the data

Consonance versus dissonance. In a previous section of this chapter |

referred to the Isragli song “Tzena, Tzena,” which was used for a movement
activity. Later the same song was also used to introduce lessons on harmony and
chord construction, leading to a simple tonic, subdominant and dominant seventh
chordal accompaniment for the song. Students were instructed to pick any pitch
they wanted, and to play it three times. Several girls predicted the result was
“going to be awful,” and were asked why they did not likeit. One student

responded, “Everybody’s playing different notes and notes on the scale that clash
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with each other. Thisislike al different notes from different scales.” The teacher
noted that all of the notes were in fact from one scale, since they were using C
diatonic instruments. Theideathat if the choice of pitchesislimited to acertain
scale one would automatically get consonant results was a misconception that
occurred repeatedly in student discourse throughout the observations.

Another student commented that “ somehow they [the sounds] don’t sound
good together.” Mrs. Lock asked athird student what she heard that she did not
like. The girl responded in anasal, shrill voice, “it was like eegh, eegh, eegh.”
When a student played a wrong note in what was supposed to be a consonant
chord, the teacher commented, “It didn’t sound right to me. It didn’'t have that pure
sound. Once again.”

When the same lesson was taught to the second group of students and the
girls were asked to play various dissonant intervals, reactions included, “it sounded

bad,” “clashed,” “disordered,” “random major and minor all together,” “wrong

notes to put together,” “minor,” “realy not kosher,” “jumpy,” “kindalike cringe

like,” “like running fingernails down the chalkboard.” Mrs. Lock drew the girls

attention to their physical reactions, like shivering and scrunched up faces. The
students were then asked to express their feelings about the consonant triads they
were instructed to play. Thistime the girls said, “more happy, joyful,” “more

relaxed,” “brighter,” “sounds better,” “fits better,” “feels better,” “it was like in the

harmony,” “it was major,” “it’sjust like the sun compared to the ghost ship thing,”

and “it makes you want to listen to it (while) the other one (was like) ugh!”

136



The third time Mrs. Lock taught this lesson, she prefaced the activity on
dissonance with the question, “What is harmony?’ One student answered that it's
something that “really *really sounds good with that note, so it goes together, sort
of.” After abrief exchange about using notes of a particular scaleto create the
harmony part, another student explained that, “ sometimes you can just (have) two
different people singing the same melody, but one of the people singing different
notes ( ) of the scale, and the other...” (This student most likely was recalling a
harmony part, which retained the contour of the main melody, perhapsin
equidistant intervals.) A third student responded to the student who had explained
that harmony is “notes that sound good together,” by saying, “You could *still have
aharmony, but if it’s in the wrong thing, it just would be * bad harmony.” Another
student agreed, saying, “ They sort of clash, but they’ re harmony too.”

The students, who were sitting at Orff instruments, were asked to play aC
with the left mallet, and the seventh above it (B) with their right mallet. Verbal

reactions to playing dissonant intervals included, “clashing,” “dissonant,”

“dissonance would be like having afight; two notes that clash would be like having

a paper cut and if you have lemon juice, ouch, or salt.” These observations were

followed by “vinegar” and “churning water.” The teacher affirmed their

observations by commenting that “dissonance is when it doesn’'t feel comfortable, |

guess.”
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The class then experimented with several dissonant intervals and the girls
were asked to rate them. Mrs. Lock framed the question this way: “On a scale of
one to ten, how would you rate that as dissonance? Ten being the worst.”

A month later students were presented with the theory of scales (traditional
and nontraditional or artificial), chord functions and progressions. When asked for
reactions to improvised melodies based on the students’ artificial scales, the

responses were, “Well, they were creative [laughter],” “insane and very strange and

demented,” “yuck,” “eeouw,” “to put it nicely—out of place.”

The class then worked on chord progressions, involving major triads and
dominant seventh chords. As described in the “containment” section of this
chapter, many felt that the seventh chord made them feel “left out,” and there was a
need to return “home.” As one student explained, “When you do triads it seems
likeit’s all organized and stuff, but then you add the seventh. . . the seventh noteis
out of place.”

During the same lesson with another group, the teacher asked, “When
would you want to use dissonance if you were a composer?’ Thistime the
responses were more sophisticated and related to the function of dissonance: to

surprise the listener, to add franticness or disorientation, to provide a gloomy and

mysterious feeling. Thisled one student to ask a question about the popular piano
piece “Chopsticks’:
S. Doesit start on G and F?

T: AGandanF. Itdoes. It beginswith adissonance.
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S: And then it sounds good.

T: And then it resolves.
Mrs. Lock followed up with a discussion on clothing and dissonant colors that
clash and do not look good together. “But have you ever noticed that sometimes a
certain kind of clashing color can become stylish? And then all of asudden it
amost doesn’'t feel dissonant any more because you’ ve become accustomed to it.”
She then returned to her original question about why composers might use
dissonance, noting “ Dissonance causes tension. It makes you feel alittle like, ‘ 0o,’
and then finally ‘whew.”” The students played several progressions, illustrating the
tension and release. Finadly, one girl remarked, “Y ou listen to alot of rappers.
They clash alot.”

Western versus non-Western scales and tuning. As mentioned earlier, the

concept of consonance and dissonance was the element of music that yielded the
most examplesin the “Regularity versusirregularity” schema. A topic tangentially
related to consonance and dissonance is the subject of non-Western tunings. There
were aso examples in the data of the girls evaluating non-Western scales and
tunings as being irregular rather than just different.

During Design Technology classes the students had been working on an
interdisciplinary project, which involved the design technology and the music
teachers in planning and implementation of the projects. The girls had just
completed the construction of African-style mbiras, sometimes called “thumb

pianos.” However, they had not yet tuned the metal prongs. Mrs. Lock asked the
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girlsif they could play atune like “ The Golden Vanity” on these instruments.
Most said that they could not and tried to explain the reasons.

Note the difficulty, especially in the first few turns of this conversation, that
the students have in trying to describe the task of playing “our melodies’ on an
instrument, which is from a“different” country and probably not tuned to a
Western scale:

S1: It'sadefinite instrument, [the student probably meant that it has

definite pitch because they had just been discussing the difference between

percussion instruments of definite and indefinite pitch] but thisis not the
kind of instrument that you could really play atune on because it’sjust... it
doesn’t redlly giveitself to it.

S2: Yeahit could. . ..

S1: If you have amelody that’s from another country, if it doesn’t have

the—

S2. —yeah, (it’s not) the kind of instrument for this kind of song. . . .

T: O.K. I think you're saying a melody from a different country. How do

those melodies. . . from different cultures vary from our melodies?

S3: Wdl, some of them have specia kind of notes that are in different

keys. But they also have staccatos and they have accents, and certain kinds

of rests.
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T: Mhm. Let’s go back to those special kind of notes. Let’swork alittle bit

more with that idea. What do you mean, ‘ special kind of notes? Can you
talk to that?
S2: Youdon't awayshavelikeaCandaD anda( ). They havether

songs that they think that normally works for them. . . . 1t'snot universal

format.

The class proceeded with alively discussion on tuning, recalling the non-
Western tuning of the Indonesian gamelan they had an opportunity to play when
they were in the fifth grade. Throughout the discussion the students referred to the
tuning as “ clashing,” not being “standard” or “universal.” The inference was that

Western tuning is standard, universal and does not clash.

Discussion

Words like tension, surprise, disorientation and resolution used by some of

the students in discussions about consonance and dissonance are within the realm
of Stravinsky’s description of the function of dissonance, but these words were far

outnumbered by such labels such as bad (vs. good), wrong (vs. right), not kosher

and yuck. Many times the participants described physical reactions such as lemon

juicein apaper cut or cringe like (in opposition to what happens when you want to

listen toit). Asnoted earlier, Mrs. Lock described some of the physical reactions
to dissonance that she observed. There were also quite afew responses that
described feelings or emotions, such as franticness, disorientation, gloominess,

happiness or joy.
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It should be noted that the contexts of the consonances and dissonances
under discussion were rather limited. The girls were asked to make judgments
about individual intervals, triads and scales. During this series of |essons there
were no extended opportunities to talk about listening examples of dissonant music.
There were, however, afew occasions for instrumental improvisations, which
certainly yielded non-tonal compositions. Although subsequent discussions about
these compositions were about texture and timbre rather than consonance and
dissonance, there were no adverse reactions expressed to the dissonances in these
performances. This may be related to the fact that there are in fact two “types’ of
consonance and dissonance. According to Thompson and Schellenberg (2002) one
IS sensory, the other is musical consonance and dissonance. Thefirstisan
acoustical phenomenon, while the second is devel oped through knowledge and
enculturation. Theinitial dislike for sensory dissonance needs to be “unlearned”
through instruction and enculturation. “ These effects of learning may run counter to
initial predispositions: Indeed, insofar as the aesthetic quality of chords can be
judged outside of amusical context, the most beautiful may involve considerable
dissonance” (p. 464).

Brown (in press) presents some novel ideas germane to this discussion of
consonance and dissonance. He explains that Lakoff and Johnson’s “neo-Kantian
conception of the image-schema’” (p. 1) is acognitive or kinesthetic schema that
does not necessitate feelings or emotion. He proposes an extension of the

Johnson/Lakoff conception, which he calls the emotive-schema. Just as the image-
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schema contains an internal structure that is projected onto a new domain, Brown
suggests that his proposed emotive schema aso consists of “rules involving
emotive interactions with one' s self, the world, and others. That is, they will be
bodily gestures (or have originated from bodily gestures) instantiating rules for
manipulating emotions and associated behaviors’ (p. 11). He proposes the
schemata of acceptance/happiness versus rejection/unhappiness, and applies them
to dissonance and consonance in music. On one side of the spectrum isthe
negatively charged dissonance, which is often coupled with tense facial expressions
and clenched, huddled, withdrawn body positions. This contrasts with dilated
pupils, open eyes and a general feeling of relaxed openness that accompanies the
positive state of consonance. Brown cites numerous cross-cultural studies which
strongly support the universality of these and other bodily responses to emotions.
However, the value judgements that were expressed in the classroom
discourse had more to do with the participants' ideas of perfection, and were not
limited to their emotional responses. In addition to reacting emotionally, students,
and to some extent the teacher, had very clear opinions on the “right” way and the
“wrong” way that music should be constructed. Nevertheless, Brown's
investigation is a valuable extension of the discussion on how we react to regularity
and irregularity in music. Although | accept his application of the emotive
schemata of “acceptance” and “rejection” to the topic of consonance and
dissonance, | prefer to retain my own framework of “regularity” and “irregularity,”

which encompasses more than emotion and its accompanying bodily responses.
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Location, space, and motion

Background

Throughout the data there were references to music or elements of music
that were perceived to be in alocation. There were also examples of the perception
of music or elements of music moving from one location to another.

Lakoff (1987) reminds us that, “things that exist exist in locations. To beis
to belocated. Moreover, we know that something existsif it isin our presence;
otherwise, we cannot be sure” (p. 518). He goes on to explain that we often
encounter the words “come” and “go” in these “existence is location” expressions.
In these cases they do not indicate the motion of coming or going, but activation, as
in the expression, “Here comes the chance of alifetime!” or the music note “ comes
where you don’t expect it to be.” Therefore, alocation can be “a conceptual space,
divided into two parts so that entities in locations near the speaker exist and those
in locations far from the speaker do not exist” (p. 519). The “existence islocation”
metaphor applies to several of the cases encountered in this data.

In addition to the musical examples of the “existence is location” metaphor,
which is static, there were instances in the data of music in relation to motion.
Musical motion is arather convoluted concept. Even though musicians regularly
speak of amelody or arhythm moving, this understanding of musical motionis
completely metaphoric. Tonesin amelody do not move, but stand still. Thisis

skillfully explained by Zuckerkandl, (cited in Johnson & Larson, 2003):
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In the Marsellaise, for example, we hear the first tone E—it does not move;
then comes A, another static tone; this one is repeated; then comes B; and
so on. No tone, aslong asit sounds, moves from its place. What has
happened to the motion?. . . Motion isthe process that conveys the thing
from here to there, in a continuous and never suspended traversal of the
interval. If it stops anywhere, the motion isinstantly abolished. Butina
melody we have nothing but this, nothing but stops, a stringing together of
static tones, and, between tone and tone, no connection, no transition, no

filling up of intervals, nothing. It isthe exact opposite of motion. (p. 65)
Johnson and Larson (2003) go on to explain that the metaphoric understanding of
musical motion follows the logic of our understanding of motion in space. They
hypothesize that metaphors for musical motion are grounded in experiences of
physical forces and physical motion. The authors present three different ways that
we conceptualize motion in space and directly link them to the metaphors of
musical motion.

One way that we experience motion is by seeing objects move. We apply
this to our conception of time and say that “timeis rushing past us’ or that
Christmas has long since passed” (p. 66). In both cases we see time moving
through space while we are standing still, watching it move along apathin a
certain manner. We do the same thing in music when we say “here comes the

recapitulation,” or “the music goes faster here” (p. 69).
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A second manner in which we experience motion is by moving ourselves.
We envision time to be alandscape through which we move, saying that “we're
coming up on Christmas” or “we' re halfway through June already” (p. 68). There
are correlating musical expressions in which we move from one location to another
on amusical landscape, saying “we re coming to the coda’ or “the soloist is
waiting to come in seven measures from here” (p. 71). In both of these cases the
participant is traveling in the musical landscape. However, one can also be a
stationary participant in the musical landscape and watch the musical events taking
place at different locations on the landscape. 1n such cases we might say that we
“look ahead to measure 21" (p. 72).

The third way we experience motion is when we feel our bodies being
moved by certain external forces, such aswind, water or large objects. Music can
be such aforce, causing certain effects. Therefore music can “blow you away”

(p. 75) and “music moves us’ (p. 76). Bear in mind the discussion on causation in
relation to the “personification” schemaearlier in this chapter. Those same

characteristics of causation arein operation in this case.

Instances of location, space and motion in the data

Frequently elements of music found in the data were perceived to have a

clear location or place. For example, “Pitches that are next door to each other tend

to be more dissonant,” or “the B isright next to the C.” When asked to look at a
scale written out on a staff, and asked by the teacher to name what she saw, one

student replied, “I'd say it’s like stepping notes.” During a particular small-group
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activity in which the girls were constructing dominant seventh chords, one of the
students remarked that, “When you add the seventh, it seemslike the. . . seventh
noteis out of place.”

The placement of pitch in a certain location is not that surprising, since the
physical act of playing pitches on an instrument usually involves manipulating a
string, akey, abar or avalve that isin afixed location. The keys on akeyboard are
“next door to each other” or far apart. Written notation also reinforces the idea of
proximity of pitches. However, rhythmic beats and individual notes in a piece of
music were also perceived to bein acertain location. Since music istemporal, it
would be logical to say that a song would be fast at sometimes. Yet it ismuch
more customary to say, as one of the students did, “ There are quite afew sixteenth
notes, so it might be kind of fast in some places.” Similarly, the teacher explained
syncopation by saying that a particular note is “ coming where you don’t expect it to

be’ instead of occurring when it is expected, and in another class she asked if the

students knew “where the beat is.” A student observed about the written notation
of asong that, “It kindalooks like there’ s a note for each syllable, so we may not
haveto. . . fitin words.” On another occasion, a student said that a song has “the
same notes in the same positions.” In arelated observation, the teacher stated that
“in the same space as one eighth note you gotta have two sounds.”

Many of the above descriptions can be visualized in the kind of spatial
musical landscape described by Johnson and Larson. In some cases the participant

might be a motionless observer of the pitches living next door to each other; in
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others, atraveler in the landscape. When comparing the two ballads described
earlier, one student observed that in relation to “ The Golden Vanity,” “it was kind
of you just like jump in and start singing and stuff, but for this[“The Turkish
Revery’] you can't just like start inand . . . like start singing ‘ cuz it’ s too like sad,
or it doesn’t like pick up.” One of the songs compelled the student to take ajump
onto the path in the landscape, while the other song seemingly did not.

Several of the examples provided in the “Personification” section of this
chapter are applicable here aswell. Recall the student who was describing the
succession of beats as “one' s catching up to the other” or sound waves that were

”going too slow to meet your ear.” Both are examples of music moving past us as

we observe.
Also recall the activity using the song “Tzena, Tzena,” in which the music,
according to one student, “made me fedl like | want to go off.” Another student

remarked that “it makes you want to move really fast.” This entire lesson was an

example of the teacher wanting the students to be moved by the musical force, as
was discussed in the “ Personification” section.

Perceptions of consonance and dissonance were discussed in the previous
section of this chapter. However, consonance and dissonance also emerged in
terms of motion to acertain location. In this case dissonance travels along a
musical landscape, wanting to bring the listener back home to consonance, asin the

following teacher-student exchange:
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T: Unlessyou really wanted to make people feel left out, you never hear a

song ending on the seventh chord . . . because it feelslike it hasn’t brought

you back to home again. What else did it?

S1: Wl it sounded like it was into major and minor; like there was one
note in there that kind of made it sound darker, but therest of itis
(inaudible)

T: OK. Let’'sdo it onemoretime. . . . Sounded like what?

S1: Like kind of come after it.

S2: It sounds like to meit could be like bursting forth. There’'s going to be
more coming after it.

T: Soit tendsto be leading, right? Mhm [plays the dominant seventh chord,
followed by the tonic chord on the piano several times as sheis speaking].
It has very much asense of leading. . . . What it really wants to do is take

you back. . . to the C chord. . . . It wants to take you back to the home

chord.

Discussion

Teachers of music have been referring to musical motion to great

advantage. However, few have considered that literal motion in musicisin fact not

possible, and that they have been superimposing the logic of motion in space onto

the metaphorical understanding of movement of music. As noted by Johnson and

Larson (2003), “It appears that you can experience musical motion only because of
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your embodied experience and your embodied understanding of physical motion”
(p. 78).

If the use of metaphor isto be effective in reinforcing the metaphoric notion
of motion in music, there needs to be a closer examination of the internal logic of
the spatial metaphors that shape the musical metaphors. We need to define who or
what moves, the way it moves, and where it moves to. Causation and intentionality
also need to be considered.

Of the many types of spatial movement described by Johnson and Larson,
there were not very many in which the participants were in the role of the stationary
observer overlooking the musical landscape. One reason may be that | did not have
the opportunity to observe many “listening lessons’ but had more opportunities to
see active music making. Another reason may be that this perspective requires the
participant to view the entire musical work as an abstract object in its entirety. It
also requires the ability to view the landscape from different perspectives (Johnson
& Larson, 2003). These sophisticated skills may be beyond the capacity of the

students who were observed.

Other figurative language

As| analyzed the datain search of emergent schemata, | repeatedly
encountered interesting descriptions and comparisons that did not seem to coalesce
into asingle conceptual schema. This language was not as strong in that it did not

embody musical concepts through the use of metaphor. Much of this discourse
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used similes, analogies, onomatopoeias or vocal imitations of sounds. | noticed
that all of thislanguage was used to describe timbre, therefore, | coded these
expressions into a separate category. Although this category is not a schemain the
sense that defines the previous five sections of this chapter (if we consider schema
to be arecurring level of organized unity), it isadistinct, albeit unexpected,
category of figurative language that emerged from the data.

During the course of nineteen |essons there were numerous opportunities
for students to describe timbre. Many of these occurred during the worksheet
activity about describing instruments, and during the experimentation with sounds
produced on wire racks. Many timbre descriptions were also used during
experiments dealing with the physics of sound. Parts of these activitiesinvolved
work in small groups where the teacher was only occasionally present, so many of
the descriptions were generated entirely by the students without any adult
supervision or guidance.

During the activity in which students were given the task of describing their
chosen instruments, the girls had the most difficulty in articulating “timbre words.”
Thisisnot surprising: Cacciari (1998) notes that the vocabulary availablein
English for describing auditory timbre is quite impoverished, necessitating the use
of metaphor. Thompson & Schellenberg (2002, p. 478) observe that not only is
there a shortage of “timbre words” in our language as Cacciari suggests, but
“timbre is notoriougly difficult to define,” since it often isthe only attribute that

distinguishes sounds that otherwise are equivaent in pitch, duration and loudness.
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However, the observed students were quite creative in overcoming the
challenging task of describing timbre. Many used a noun describing the part of the
instrument that vibrates or material used to construct the instrument and turned it
into an adjective. Thisyielded such descriptionsas“airy,” “plasticky,” “woody,”
“metallic,” “metally” and “tinny.” These types of descriptions were very common
throughout activities involving timbre.

Another method of creating “timbre words’ was to take the verb or noun
that describes what the instrument “does’ (e.g. rings, vibrates, creates aracket) and
turnit into an adjective. These transformations resulted in words like “ringy,”
“rackety,” “rattly,” “vibracious,” “crashing,” “clacking,” “shaky,” “grating,”
“buzzy,” “booming,” “jingling,” “tinkly,” and “tingling.” Some of these words are
also onomatopoei as.

Another category of words encountered in the datais what Cacciari (1998)
calls cross-modal “ synthetic metaphors.” These are “descriptions of something one
experiences by a definite sense organ by using adjectives whose referent is another”
(p. 128). Cacciari provides asummary of types of metaphorical transfer from one
sensory modality to another:

1. Touch words: generally transfer to taste (“sharp taste”), to color (“dull

color”) or to sound (*soft sounds’). Quite rare are shiftsto vision or

smell.
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2. Tastewords: transfer to smell (“sour smell”) and sound (“sweet
music”), but they do not transfer back to tactile experience or forward to
dimension or color.

3. Olfactory words: do not transfer to other senses.

4. Dimension words: transfer to color (“flat gray”) or to sound (“deep

sound”).
5. Color words: shift only to sounds (“bright sound”).
6. Sound words: transfer only to color (“quiet green”). (p. 129)
The teacher and the students used many such synthetic metaphors, which |
present here, grouped according to the types described by Cacciari. There were

many instances of dimension words, such as “thin,” “thick,” “thick and thin mixed

together,” “deep,” “floaty,” “hollow.” There were aso touch words like “soft,”
“rough,” “ticklish,” “bumpy,” “sharp,” “heavy” and “light.” From the color word
category only “bright” and “dull” were found (although Cacciari’ s uses dull as an
example of atouch word). No taste words were found.

The students often used similes, making comparisons with other sources of
sound: “sounds like an oboe,” “sounds like aguitar,” “sounds likerain,” “sounded
like water,” “sounds like thunder,” *sounds like atoy store,” “sounded kind of
festival-like,” “sounds like Jingle Bells,” “galloping,” “if you hit apan,” “it felt
Caribbean like,” “afuzzy sound—Ilike when you put a candle in the fire,” “sounds

like a bubble when you bang it [a woodblock] on your skin,” “it’s like a horror
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movie or something,” “like a Native American flute” and “doesn’t it sound Native
American?’

Finally, when students appeared to be at a complete loss for words, they
employed quite a few imitations, such as “wow-wow-wow-wow,” anasal cat
“meow,” “it sounded like it was going woo-00, woo-00.” In the following
example, the teacher came to check on the progress of girls, working in a small
group:

S: If you werereally playing like ajazz thing, it sounds kind of like the—

T: The high hat.

S: The drums or whatever.

T: It'sthe cymbal.

S: It'slike “tsch tsch tsch tsch” [spoken in a dotted rhythm]

T: Right, right. | think that it’s the brush on the cymbal where they go—

S2: Tsch tsch.

During another small group activity involving experimentation with sounds
produced on wire racks, students appeared to be at a complete loss for words.
Transcriptions of tapes of the small groups show dozens of utterances such as, “Oh
my God” “cool,” “way cool,” “awesome,” “that’s absolutely bizarre,” “it's so
weird” “I *lovedit,” “likewow” and “e-e-e-e-.” A rare departure from the norm
was this student’ s comparison of two sounds:

Ah, thisiskind of hard to explain, but... I don’t know. When you hit it out

*there, it'skind of just like, | don’t know... If | waskidsit’slike banging
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pans going down the street going “yeah!” But when you put it in your ears,

| don’t know... Maybe it’s because it’s like vibrating in your finger and in

your ear and stuff, it sounds more—actual music you can play. Y ou know,

the symphony or something. Not just some clamor.

Another student offered this explanation about the sensation produced by
the sound of the wire racks:

Y ou know when you have something metal in your hand and you're

running it down a school railing; the metal school railing? It sounds like

that. And you put your ear to it, which I've done before. It sounds like that.

... And it makes that noise. It like vibrates like that and it echoes.

The following conversation between three studentsis a delightful example
of how the girls working in groups negotiated their way through the assigned task:

S1: It sounds louder.

S2. What did she do to you?

S3: It sounds louder.

S1: Ohmy God! It sounds like those * horror movie thingies.

S2: Yeah, well | *told you.

S1: It sounds cool. Keep on doing it.

S3: Seeg, it goesthrough this, and it goes through ()

S1: It'sahorror movie.

S3: It goes *through the string, it goes through your finger, and then it goes

*into your ear, and then since your ear can hear, it sounds **|ouder.
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S2: Of courseit sounds (louder)

S1: But thetimbreistotally different.

S2: Of course it was *totally different.

S3: It'slike avibration socket.

S1: No, it just like sounds *lighter.

S2: 1t sounds the same ().

S1: Did you do your homework?

S2: Yeah, | did.

S1: Did we have to collate?

S2: | don’t know, sorry.

S3: It sounds the same just totally...

S2: Noit doesn't.

Throughout the discourse we have seen a variety of strategies used by
students to cope with the difficult task of describing timbre. Students described
timbre by creating adjectives from the nouns and verbs that define the sound
source. They used the other physical senses, such as touch, taste, and sight to
describe sound. They recalled sounds encountered in other contexts and compared
them to the sound they were trying to describe. They aso imitated sounds when
they could not find the words to describe them. All of these strategies were

effective and useful toolsin constructing musical meaning.
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Summary

The ideathat our conceptual system is fundamentally metaphorical in
nature is based on the work of linguists, psychologists and philosophers such as
George Lakoff, Mark Johnson, Mark Turner, Gilles Fauconnier, Raymond W.
Gibbs, Jr., Cristina Cacciari and others. They posit that figurative expressions
encountered in everyday situations are not random occurrences, but rather form
coherent systems and cognitive categories, which in this study are referred to as

schema/schemata.

The collected data in this study were anayzed according to repeatedly-
occurring figurative expressions and organized into five conceptual ly-based

schemata: (@) containment and entity, (b) personification, (c) verticality, (d)

regularity versus irregularity, and (e) location, space and motion. One additional

category of figurative language was related to articulating timbre.

At the heart of the “container” schemais the experience of our bodies as
entities or containers, which have an inside, an outside and a boundary that
separates them. The container metaphor, with its in-out spatial orientation, was the
most common schema of all found in the sections of text chosen for analysis.
Frequent instances included references to being in a certain key, scale or mode.
There were many references to the body or parts of the body as a receptacle for
music or its elements. Examples revealed that music, its elements, and the

“receptacles’ of music are often perceived in very physical terms.
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“Personification” as a schemain figurative expression is closely related to
containment. Personifications are “metaphors through which we understand other
things as people’ (Lakoff & Turner, 1989). Instances of personification were
found throughout the data. Music attained human qualities and was personified as
acausal “agent” (as described by Lakoff, 1987) that implies, speaks, directs,
changes character, makes you do things, has needs and wants.

The “verticality” schema, with its up-down spatial orientation, is also based
on physical experience. Lakoff and Johnson (1980) observe that it has “to do with
our erect position.” Research shows young children find it difficult to apply up-
down, aswell as high-low to tonal direction (Hair 2000-2001). Given the

polysemous nature of up and down or high and low, music educators usually view

the use of these labels as obstacles to understanding musical concepts. Passagesin
the data were compared to Lakoff & Johnson's (1980) categories of metaphor that
use the up-down spatial orientation. | found instances in the datain which light,
active, happy and more were viewed as up, while heavy, passive, sad and less were
seen as down.

The “regularity versusirregularity” schemais based on the metaphor that
“perfect isregular, imperfect isirregular” (Lakoff and Turner, 1989). It was
prompted by observed frequent value judgements of musical events assigned by
participants in the study, who labeled them as right or wrong, good or bad. There
were numerous instances of discourse about events in music that were considered

disordered, unusual, out of the ordinary, and causing feelings of unease. These
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were in opposition to musical events considered normal, orderly, comfortable and
pleasant. To asurprising extent students appeared to reject that which they
considered to be out of the ordinary. The most distinct category of opposition to
emerge, and the one which encompassed the most examples, was consonance
versus dissonance. Related to this was the tendency by students to perceive non-
Western scales and tuning as irregular rather than just different.

The “location, space and motion” schema involves references throughout
the data to music or its elements perceived to be in a particular location, occupying
aparticular space or being in motion. Because tonesin a melody do not move,
musical motion is a metaphoric notion. However, during the course of the
observation the teacher and students repeatedly perceived music as an external
force that causes movement. Frequently, elements of music found in the data were
also perceived to have aclear location or place. Many descriptions were
visualizations of a spatial musical landscape, where the participant was seen as a
motionless observer or atraveler within the landscape.

Finally, the search of emergent schemata produced a category of
descriptions and comparisons, all related to timbre, that did not coalesceinto a
single conceptual schema. Much of this discourse used similes, analogies,
onomatopoeias or vocal imitations of sounds. Although this category isnot a
schema in the sense of being arecurring level of organized unity, it isadistinct
grouping of figurative language. Students found it especially difficult to articulate

“timbre words,” something researchers such as Cacciari (1998) and Thompson &
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Schellenberg (2002) have confirmed. However, they were quite creative in their
attempts to describe timbre, turning descriptive nouns or verbs into adjectives,
creating cross-modal “ synthetic metaphors’ using other physical senses (Cacciari,
1998), and recalling sounds encountered in other circumstances.

Clearly, figurative language is indispensable in the construction of musical
meaning. Furthermore, it can be grouped into categories which map the perceived
structure of music and musical events as closely as possible, reducing stimuli to
behavioraly and cognitively usable proportions (Rosch, 1978, p. 29). These
categories or schemataimaginatively connect musical concepts with how they are

perceived by participants.
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Chapter V

Voices of participants

In Chapter 1V, | presented a view of the discourse of one teacher’s sixth-
grade general music classes using a very explicit and focused mode of analysis. |
examined the data for repeatedly-occurring figurative expressions, which |
categorized according to schemata—meaningful structures for organizing our
experiences and comprehension, based on recurring bodily experience.

Since classroom discourse and emergent schemata were in the forefront of
Chapter 1V, to some extent the participants remained in the background. Although
their voices were an intrinsic and integral part of the analysis, they remained
detached from individua personalities. In this chapter, | review conversations with
some of the participants of the study, seeking to enhance the reader’ s view of the
classroom that | had the opportunity to observe.

As stated in Chapter 111, the six target students who had been individually
audiotaped during observed classes were interviewed in May of 1999. In thefirst
part of this chapter, | present a summary of those conversations along with some
observations about the students’ classroom discourse.

In addition, | interviewed Mrs. Amanda Lock in July of 2003 after she had

an opportunity to examine the transcripts of the observed classes, aswell as an
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early draft of Chapter IV. Our conversation focused on specific events during the
observation period. Our final conversation took place in November of 2003 after
Mrs. Lock had read a later draft of the study. Mrs. Lock’s remarks are interspersed

with my observations about the topics under discussion.

The target students

Two students from each of the three sixth-grade classes were taped
individually during the observed class sessions. All six were also interviewed one
month after the conclusion of the observations, giving me the opportunity to make
aninitial appraisa of the data. In addition to learning more about the students
themselves, | was interested in their metacognitive skillss—their ability to consider
and assess their own learning and determine the relevance of the information that
was taught. It was particularly interesting to hear the students’' recollections of the
class sessions that had been observed. During the interviews | did not attempt to
use or encourage figurative language use.

| had hoped to provide a detailed profile of each student’s use of language
and to highlight individual variation and distinctiveness of their discourse.
Unfortunately, the students generated insufficient data to enable thorough
individual profiles. Each girl had interesting things to say on various occasions, but
not enough to create a comprehensive portrait. More often than not the girls
speaking turns during the observed class sessions involved one-word responses or

utterances of agreement, such as “uh-huh” or “mm-hm.” Nevertheless, each
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student did reveal certain discourse tendencies and exhibited individual personality
traits or interests. Excerpts of conversations with the students, in conjunction with
brief biographical sketches, provide another point of view for the reader about the
participants, the research data, and the environment in which they were collected.
Only the discourse in those sections of |essons that were coded as
“expressive language’ was examined more closely. Ruth and Dhara were the two
students from group A who were individually taped; Janice and May Chu were in

group B; Lielaand Charlotte were in Group C.

Ruth

Ruth is white and describes herself as “ American—not really anything” as
far as ethnic background is concerned. She played the piano for four years and
found it enjoyable. Ruth says she was always making up songs on the piano.
However, she thought her teacher was “really mean and just awful” and the lessons
became “kinda like torture,” so she and her family decided to stop them. Ruth now
singsin the school chorus. She saysit isimportant to have music in school because
“it teaches you alot about just kind of anything. . . . | think it’sreally important,
even though I’'m not sure why.” She thinks her talents lie in sports—basketball,
soccer, softball, tennis and skiing.

Her family has musical interests. Her father used to play the trombone with
aband, and her mother once played the violin, but according to Ruth, “we' re not
really musical now.” Shelikesto listen to Broadway musicals, such as“The

Scarlet Pimpernel” or “Annie Get Your Gun.” Her favorite station plays “oldies,”
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but she aso likes to listen to stations that play a mix of contemporary music styles.
Ruth says she would find it difficult to imagine life without music, because sheis
always “listening or humming something.”

Ruth says she does not know what she wants to do when she becomes an
adult and appears somewhat put off by the question. “My mom wants meto be a
lawyer, cuz shethinks | argue good. And so | thought it would be fun to bea Tom
Grisham [sic]. . . . Hewrites all those books, and he's alawyer. | thought that
would befun. . . . (Dad) says he doesn't really care, aslong as | get an engineering
degree.”

Asked to recollect the lessons that were observed, Ruth recalled the study of
ballads, during which she “learned the different ways songs can kind of make
different feelings. Y ou can take something different from a story even though it
might be the exact same story.” Asked how those differences were created, she
said it was “just the way it was formatted. . . . It was the different tune and whether
it was kind of fast or slow. Thingslikethat. It makesyou feel different. Thetype
of speech. And aso the point of view of the story.” Ruth aso said she vaguely
remembered |earning about the physics of sound — sympathetic vibrations, how
sound travels and how resonators work. When studying chord construction Ruth
“learned about what sounds good in music. And how the format was set up and
how the noteswork.” Asked to list her favorite music class activities, she said,

“it’s fun to make up a piece that sounds good,” and she also liked performing the

various experiments that showed how sound travels.
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Ruth was an active participant in classroom discussions. Her preferred
figure of speech for description during the observed classes was simile and she
often used analogies. She compared various music or elements of music to “the
can-can of the Rockettes,” “akangaroo,” “vinegar,” “aball in alittle enclosed
room, going, ‘dam-ta-da-ra-da-ra’,” or “like banging pans going down the street
going, ‘yea.” When shewas at aloss for words, that did not stop her from
participating; she would demonstrate what she meant by vocalizing sound effects,
explaining for example, “it’ sjust not every day bom bom bom bom.” When Ruth
lacked music terminology, she could be creative, explaining that something could
still be harmony, even if it is“bad harmony,” or that something is “not universa

format.”

Dhara

Dhara s mother is Filipino and her father is Indian. Dhara, who was born in
Florida, went to a French school for five years and considers herself fluent in the
language. She also understands alittle of the native languages spoken by her
parents.

Playing the violinisabig part of Dhara' s life—she started when she was
three yearsold. Dhara says she often gets alittle bored in music classes at school,
because she already knows the material, but at other times she enjoysit. When
asked to describe the kind of music she plays, Dhara responds, “Classical mostly.
Vivaldi—that’swhat I’'m playing right now. It'svery energetic, except for one

piece that | know: the second movement of the Concertoin G Minor. Wdll, it's
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really sad and everything, and my mom—she said if she has afunera she wants me
to play that piece for her,” she explains with alaugh. Dharaalso listensto classical
music at home. She likesVivaldi, Barber, and especially Mozart because of the
energy inthe music. “It sounds very simple, but it really is very complex, the way
it'smade. All the instruments and everything. . . . How all the instruments are
layered in alot of his concertos and everything. . . . All the layers of instruments
aredifferent, and it’s so cool—I likeit alot.”

Dahra s mother sings, plays the guitar and piano, and used to be a choir
director. Dhara says her father is not very musical, but she thinks he is “starting to
get musical” because he often hasto listen to “our music.” She also likes Indian
music, describing its sound as very different than other music. “Sometimes they
have syncopated rhythms, like on weddings there' s a bunch of girls and they' re all
around this one person with the drum and they have like ‘dum da ba, dum daba,’”
which she intones in arepeated pattern of quarter notes, followed by two eighth
notes. “Most of the people that sing it—the girls—have redlly, realy high voices,
like ‘wo0-00,"” she imitates the high-pitched singing. “And it’sreally different
from what is here in the United States.”

Dhara says she does not think music in school is that important “in the
sense that you'll need it” inlife, but it is something she finds enjoyable. “And |
think if you want to be really educated it would be really good to know alot about
chorus, and music and reading notes.” When asked to describe an educated person,

she observes with alaugh, “Einstein. . . . | think music helps you think better. A lot
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of the people that play instruments are smart people. . . . It'sreally weird that alot
of the people that are geniuses—they played instruments. It’sneat. . . | think

there’ saconnection.” Dharawould like to become a medical doctor, go to Indiato
set up aclinic for the unfortunate people that she has seen there.

Asked to remember what she had learned in her music class, Dhararecalled
the activity of making a string instrument from rubber bands and boxes and
learning about how the construction affects pitch and timbre. In recounting the
experiments on acoustics and a lesson on learning to describe instruments, she also
focused on timbre. From the ballad lessons Dahra said she learned “that the best is
only asfast as you want it to be. But the second ballad—everyone thought it was
going to beredly fast, ‘cuz it had eighteenth notes [sic] and everything, but then
when we chose a beat that was really slow, it went amost slower than the first one,
which was alot happier and it had . . . longer notes. And of courseaballadisa
story.”

During the course of the six observed classes Dhara was the most verbally
active of the six students. She took 489 speaking turns, although most of them
were simple affirmations or one-word responses to direct questions. Many of her
responses were onomatopoeic imitations (such as “bong” or “wow-wow-wow”).
She seemed to focus on the timbre and texture of music more than on other
elements of music, just as she did during the interview recalling what she had

learned a month earlier.
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Janice

Janice, who is African American, used to play the flute and is still in the
school orchestra, but says she quit taking lessons because there were too many
other thingsto do. She enjoys sports, plays basketball and says she spends a
considerable amount of time on homework. However, she continues to play the
flute at home for her own enjoyment. She says she likes to play “syncopated
music—really jumpy.”

Other members of her family also have musical interests. Her mother used
to play the flute, her father—the trombone, and her sister—the clarinet. Janice
likesto listen to avariety of musical styles, including hard and soft rock, “oldies,”
“new age,” and jazz. “Usually the songsthat | like have really nice beat, and they
get stuck in my head alot, so | think of them alot.” Asked to explain, she
responded:

Likeif | hear asong that | like, and | like the beat and everything, I'll like

sing it and then it will get stuck in my head, and so | keep thinking about it,

and I'll just like hum it during school and stuff. And it won't get out, and

I'll keep thinking about it. I'll be like, “No, no—stop thinking about it!” It

won’'t come out until | think about something else.

Janice says she likes music class at this school more than in public school
which she attended the previous year. She says the students at this school are alot
more free, and the teacher allows them to walk around the classroom and examine

the instruments. At her old school, she says, children were told to sit down right
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away because “they didn’t trust us.” Also, there are many more instruments at this
school, so two people do not have to share.

Since Janice is African American, | asked her whether she thinks she knows
more about African American music than the other girlsin her class. She
responded, “Yeah. | like gospel, and | like listening to spirituals and like old
stories of black people, because my great grandmother tells me stories sometimes.
Sometimes she tells us slave stories, and sometimes she tells us stories about her.
Like during the depression and other times.”

Janice had difficulty recalling what she had learned during classes that | had
observed. After several hints, she described the sequence of some of the activities,
but did not indicate what she had learned. Janice was able to relate alittle more
about lessons involving the two ballads, which she described as “cool.” Asked to
recall what she learned musically, she explained, “that when they tell a story,
sometimes they make it really funny, but usually it’ s kind of sad, and if they want it
to be a sad story—then they’ll make it in minor, but if they want it to be like a
really happy story, they’' Il makeit in mgjor.” When asked to recall some other
differences between the two ballads, Janice explained, “they were kind of about the
same thing, but | think the ending was different with them. ‘Cuz one was that the
guy died, and the other one was that no one died, | think. . .. The one that turned
out happy was alot quicker, but the one that was sad was like really slow, so you

kind of realize that it was going to be a sad song. More like a gloomy song.”
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Janice was among the less verbally active of the six girls, taking 374
speaking turns during the six observed lessons. Aside from general reactions and
acknowledgements, many of her comments had to do with how things “went
together.” For example, she described dissonance as “not kosher,” and said the
notes sounded bad and did not work together. She had suggestions for improving
the balance during an instrumental group improvisation. She said instruments
should not be grouped into sections which play similar parts, but should be
intermingled, explaining that “if you're all bunched up it gives you a big advantage
now, but it also—you like can’t hear the others sometimes. So what if you like
mish mashed it like first a high and then (alow).” Plain talk about complex

subjects was a hallmark of Janice' s discourse.

May Chu

May Chu is from Singapore and came to the United States when she was
nine. She used to play the piano, but said she stopped because she did not like the
teacher. She also played the violin, but now enjoys playing the clarinet. Sheisa
member of the school chorus and the orchestra. May Chu listens to rock music and
“oldies,” some country and other popular music.

Mary Chu says everyone in her family ismusical: her father plays the
harmonica, her mother sings, her sister plays the piano, her brother takes voice
lessons, plays the piano, and writes songs— “Mostly ballads, but it’ s talking about

himself.” She describes his music as being “ Almost always in magjor, but then he
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was really moved by the [ Columbine school] Colorado shooting, and so he wrote a
song that wasin minor.”

She says music in school is not that important, insisting that skills needed
for employment will be found in Mathematics and English. On the other hand, she
admitsthat if there was no music in her life, “it would be like three quarters
empty.” She thinks she might become alawyer; one reason isthat her sister isa
law student. Besides, “my dad says | have arguing skills,” she notes as she giggles,
“and | like talking.”

Asked what she remembered about the activities during the observed period
amonth earlier, May Chu said she “learned about how songs can be told in major
and minor and still basically mean the same thing. And ballads tell stories of
people and some of them have happy endings and some of them have tragic
(ones).” She also remembered the activity in which students struck cookie racks
with atuning fork. Asked about the point of the activity, shereplied, “Well | think
what she [the teacher] wanted usto find out was. . . the difference between sounds
and music.” Her favorite activity in music class was experiments with sounds. “I
like when you get to make up pieces, and when you like hear music on the CD
player. Some of the music islikerealy strange, but then we get to discussiit
afterwards.”

May Chu'’s classroom talk was the most interesting of the six girlswho
weretaped. She participated the most during class discussions that dealt with

timbre, consonance and dissonance, as well as creative enterprises like
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improvisation. It wasimportant for her to make connections with other sound
sources when trying to describe what she was hearing. For example, she called a
composition “festival-like” or said that a certain drum sounded like a“war drum.”
During a discussion on consonance and dissonance she wanted to know whether
the opening notes of the song “Chopsticks” were an example of what they were
discussing in class. She described consonance and dissonance as, “the sun
compared to the ghost ship.” She suggested adding instruments to the song “ Tzena,
Tzena” to make it more lively, not satisfied with the piano accompani ment.
Although she did not speak as often as some of the other girls (415 speaking turns),
May Chu was always engaged in classroom activities and responded creatively to

the teacher’ s questions and other students’ comments.

Liela

Both of Liela s parents are from India and she speaks Hindi at home. She
plays the violin and is a member of the school orchestra. She used to play the
saxophone, which she sayswas alot easier. She also belongsto the chorus. Liela's
father plays the tabla—a pair of Indian drums, and her parents listen to Hindi music
at home. Her older sister played the piano for along time, and her little brother
played trumpet in the school band. Her extra-curricular school activities include
participation in musical chanting and the playing of drums and cymbals at temple
rituals. Her favorite artists are Ricky Martin and NSY NC because their music “is

upbeat and has nice melodies and nice lyrics.”
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Lielais not that sure that music is avery important subject in school, and
thinks there was alot of time wasted watching videotapes of people making
instruments. However, she acknowledges that it would be useful to someone who
might want to compose or play an instrument. “Then they at least have that
background.”

Lielaisagirl of few words. Eliciting responses about herself, about the
music class, and about what she had learned was no easy task. After much
prompting about the activities that had been observed a month earlier, she
explained how chords are constructed, and observed “there’ sreally an instrument in
anything, pretty much. Like the baking rack, or whatever.” Lielawas dlightly
more forthcoming about the ballad lessons, noting that, “different countries take
songs from other countries and they vary it alittle bit. Like‘The Turkish Revery’
and ‘ The Golden Vanity’ have the same story amost, with alittle bit of a different
sway. . . | think ‘The Turkish Revery’ was alittle bit lower or something. And
different time signature. . . The ‘Golden Vanity’ was alittle more major, then ‘ The
Turkish Revery’ was like minor.”

Liela spoke the least during the six lessons that were observed, taking only
219 speaking turns. Compare this to Dhara, who took more than twice that number
(489 speaking turns). During the passages that were coded “expressive language’
Liela spoke less than 25 times over six classes. Most were general reactions or

one-word answers.
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Charlotte

Charlotte' s family background is Scottish, Irish, and English. She saysitis
important to teach music in school since “it’s something in your daily life. You
hear music every day, so it’sreally helpful to know what it’slike. . . . You know
what you're listening to. Some people just turn on the radio, and they go, ‘ Oh,
cool,” but you know what the beat is, and what notes.”

Charlotte takes private oboe lessons and is a member of the school
orchestra. She belongs to her church chorus and had recently participated in its
production of the musical “Godspell,” which involved many hours of rehearsal, and
which she found very enjoyable. Charlotte’sfamily listensto classical music at
home, but she listensto “kid music—normal kid music,” as she describesit. Her
favorite radio station plays amix of popular styles, and she likes “oldies” aswell.
She also listens to Celtic music and attends the local Scottish games every year.
Charlotte describes the music she has heard there as “jumpy—it’s happy music,”
while Celtic music, in her opinion, is slow and sad. “I think they were kind of
depressed. They always sound depressed in all that music.”

Charlotte enjoys science and socia studies, and thinks she would like to be
ateacher. She has also thought about being a pediatrician, but says sheis afraid of
hurting someone. She enjoys reading long fantasy fiction and rides horses.

Asked what she had learned a month earlier in music class, Charlotte
recalled learning that making instruments is not as hard as one might think.

Making instruments was one of her favorite activities because of the opportunity to
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see “so many people with al their different imaginations.” Charlotte explained that
during the lessons about ballads the teacher was trying to show that different
civilizations have different music. Asked to remember some of those differences,
she responded, “Well, one was more jumpy and major and happy than the
other. . . . And they ended differently. One was kind of minorish and the other was
majorish.” Charlotte also explained the purpose of |earning about chord
construction: “If you think about it most songs are made out of those chords. And

| don’t think many girls were really thinking about it. They were just like, *Oh,
cool, it sasong.” But there's so many different partsto it that they' re not really
thinking about. It [the activity] made them think about it.”

Charlotte was very active in classroom discussions, and of the 452 speaking
turns that she took, amost 23% were during sections of the class coded as
“expressive language.” However, closer examination revealed that most of those
speaking turns were simply reactions or comments of agreement. When she did
speak about elements of music, her focus was on rhythm patterns, the rhythm

values of notes, observations about even or uneven, different or irregular rhythms.

The teacher’ s perspective

In Chapter 111, the introduction to Mrs. Amanda Lock included her views on
the role of language in the music classroom, and her ultimate goal asamusic
teacher. In this section, | summarize and present excerpts of our conversations

about specific classroom events during the observation period. | wanted to know
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the motivation behind some of her instructiona decisions and her statements. | was
also interested in Mrs. Lock’ s responses to the class proceedings now that she had

an opportunity to view them after a certain amount of time has passed.

About classroom discourse

During one class a student responded to Mrs. Lock’ s question about the
energy and motion of the song “Tzena, Tzena,” using musical terms like legato and
staccato. The teacher corrected her, saying that she wanted non-musical motion
words instead. On another day, Mrs. Lock wanted the students to compare “The
Golden Vanity” and “The Turkish Revery,” but cautioned “Don’t give me musical
words for the difference. Give me just the plain kind of adjectives and adverbs you
might use if you were describing (it) to afriend, who hadn’t heard it.” | asked Mrs.
Lock why she did not want the student to use professional vocabulary, and what
was the advantage of having the students use their own expressions. Mrs. Lock
knew that | was studying figurative language use, and | wondered whether that
influenced her to ask the students to change their responses. She explained that the
research study was not the reason she asked them to use their own language:

| think legato and staccato immediately get categorized as set things. There

are so many shades of legato. There are so many kinds of staccato. Again:

*how are you hitting that floor? *How are you plucking it? Isit a‘pick?

[she said the words quickly, in a high-pitched voice]. Isit a*jab?[she

uttered the words in aforceful, low-pitched voice]. What *kind of staccato

isit? Those are the things—those are the many, many shades that make
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something breathtaking when you go to a concert. Becauseitisn’t: *Oh,
now it’slegato, now it’s staccato.” What kind? When you say it's walking
music, *how are you walking? Are you feeling bouncing? Are you
dragging as you' re walking? What's happening here?

It was to get them to really articul ate their own feelings and
responses, and to think about the many ways that music can move, without
going to piano, to forte. It's never just piano. What kind of soft? Isit a
whisper that you' re trying to—dying to make heard, but you can’'t? [she
demonstrated in abarely audible voice]. You'retold that you can't talk any
louder than this. Isit that kind of soft? Or isit the soft that comes from
exhaustion? Those are the kinds of things that | want them to move

towards.

About the climate of the classroom

| asked Mrs. Lock if she encountered any surprises during her review of the
transcripts of the taped class sessions. She responded:

| was dismayed at how much talking went oninasingleclass. . . . Since
then I’ ve tried to become more sensitive—getting the explanations out of
the way and let the music do the teaching. Music first, talking later. Asl|
looked through there, | thought, “Oh! All those pages of talk!”

| remembered as | went through the three distinct groups and that
the third one was the more challenging group. . . | remembered the faces

and the names of the difficult children. . .. It wasinteresting particularly to
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read when it came to disciplinary kinds of things. That’swhen | really felt

as though there was too much talk.

Asked whether she thought discipline problems affected discourse in the
classroom, Mrs. Lock agreed it did. She explained that “there’ s atensenessto it.

Y ou lose that kind of natural spontaneous response to the kids, and they to you as
well.”

It was obvious that Mrs. Lock had different relationships with each of the
three sixth grade groups. There was a“favorite class,” which | call Group A, in
which corrections of behavior were infrequent. There also was the class, which |
call Group B that could be described as “in between,” where discipline issues
emerged from time to time. Finally there was the “problem class,” which | call
Group C, in which instruction was interrupted fairly frequently by corrections of
behavior.

While the differences in spontaneity and affability among the three classes
were fairly obvious from the transcripts, | was interested in comparing the use of
figurative language among the groups. Surprisingly, there was very little difference
among them in the amount of discourse that | had labeled as “ expressive language.”
A gquantitative comparison revealed that | had coded 33% of the transcripts of
activitiesin Group A, 28% of the activitiesin Group B, and 32% of the activitiesin

Group C as “expressive language.”
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About enerqy and motion

The reader will recall that personification was a prominent theme during the
movement activity in which the song “ Tzena, Tzena” was used. The teacher asked
the students what they felt the music was telling them to do, or what they felt like
the floor was doing to them. When | asked Mrs. Lock what she was trying to
achieve with the activity, she answered that her specific focus was the quality or the
nature of the best:

| always try to find those things that will help kids get into the nature of

music, and that’s why for along time we used thisidea of descriptive

language—to help kids express their responses to music, physical and
emotional. (One way of) responding to music and even to make it more
musical isto look at the nature of the beat. Y ou seeit in movement all the
time—in dancemusic. Look at. . . Irish dancing, which is definitely into the
floor.
When asked what concept she was trying to convey with the expressions “into the
floor” or “off the floor” and what “professional” vocabulary the teacher might use
to express that same idea, she responded that she would prefer not to use
“professional” vocabulary. She would say it the same way:

| would talk about into the floor and off the floor, because | think it’s very

definite movement. It's the motion of dance, and | think that’s what often is

missing. . . . I'm after the nature of the response to the sound. If thereisa

sense of lightness, of lifting, of airinessin that, then that’ s going to totally
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change the sound of production. The way you go at it is going to change
the sense of movement as you sing through a phrase. If it’s heavier into the
floor, even if it doesn’t change the tempo, it’s going to change the sense of
accent, the emphasis, al of those things. If you go after the metaphor of
dance, which is“into the floor” or “off the floor,” you can use that with
professional musicians, or with anybody. When you listen to professional
musicians, | think that’s what’s missing in stylistic interpretation.
| was particularly interested in the teacher’ s personification of the floor when she
asked the students, “What do you have to feel like the floor is doing to you?’ |
asked Mrs. Lock about the function of the floor when she asked that question, and
whether the floor represented some element of music. Her response:
Doesit stop you? Doesit giveyou spring?. . . | talk about listening with
your knees, listening with your feet. Have something other than alogical,
linear, cerebral way of listening to music, which isthe very Western way. . .
We each have preferred responses to listening. Some people immediately
think of wordsin terms of responding to music. Other people—and I’'m one
of those people—feel movement. Whether I'm sitting still in my chair or
not. My body responds to what I’'m hearing in terms of how | would move,
how | would dance. . . . Thethird way isto visualize, which | don’'t do at
al. I’'mnot avisual personin any sense.
Mrs. Lock’ s characterization of herself was quite accurate. Most of her

verbal prompts for this particular activity had to do with energy and motion asa
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driving force. Asamatter of fact, during our final conversation (in early
November, 2003) she took issue with the Zuckerkandl quote in Chapter 1V in
which the author explains that no tone, as long as it sounds, moves from its place.

| don’t think atone ever stands still. Physically. . .if you are singing or

playing an “A” the amount of physical pressure is constantly changing.

Therefore the amplitude is never static and probably could be proven. If

you ever tried to sing a pitch, it'salways going alittle up or alittle downin

vibrato. And so | think that even at the very moment that a pitch is sounded
it has movement inherent in it. Granted there may be different kinds of
movement physically—when you move to the beat, in terms of vibration,
acoustic vibration, but I'm not so sure | would agree that tones and the
melody do not move, but stand still. 1 think they physically do. Certainly
emotionally they do. And that’s what you say to kids. . . . But | think they
physically move too because the minute you intone anything, it’s subject to
constant change in the actual vibration..

Movement and music appear to be inseparable in Mrs. Lock’smind. On the
other hand, during the observed class sessions many of her students needed a point
of referencein visual, physical entities, and made references to kangaroos,
grasshoppers, trampolines and bouncing balls. Both the teacher and her students
expressed their understanding of the beat in spatial terms, often using containment
metaphors. Mrs. Lock perceived the music as moving, while her students often

needed to compare the motion of music to other moving entities.
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About the research findings

| asked Mrs. Lock if she was surprised by the approach | used to analyze
language use in the classroom and whether any of the ideas presented in Chapter 1V
had occurred to her previously. Mrs. Lock confirmed that she indeed was
surprised:
| had assumed that one of the reasons you were interested in coming to my
school was that we did all of thiswork on language to help children just talk
about music—to give the vocabulary. | was expecting more that had to do
with words that saw music in terms of its energy, its motion, itstimbre, its
tension, etc. So that was awhole new way of looking at language, and |
found it fascinating. . . .I'm most interested in how you think an
understanding of this figurative language applies to the teaching of music.
We spoke about Cacciari’s (1998) observation that English language
vocabulary for describing timbre is quite impoverished. Mrs. Lock concurred:
| think | came to that conclusion this year [the 2002-2003 school year]
actually—in the fourth grade, where | spend alot of time talking about
musical timbre and realizing what a difficult subject it was to put words to.
And then (1 wonder) if that’ s even appropriate for fourth grade. | don’t
know. But it does come back in the fifth and sixth grade and . . .it’s not an
easy concept, because we have so few wordsfor it . . . . | cameto that

conclusion thisyear. It hit mefor the first time.
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Mrs. Lock explained that thisis certainly not the first time she had
considered the confusion that is caused by the polysemous words “high” and “low.”
When | asked her what she thought of some researchers’ recommendation
to avoid polysemous words, Mrs. Lock responded:
My first impression isto say that’s amost impossible. It'stoo much a part
of our culture. . . . Particularly in younger grades, when whether or not a
child can be successful at the task you give her depends on her
understanding of the concept of high and low, it does suggest that we find
aternative ways of presenting that concept. We regularly get comments
from our learning specialists that say, “So and so has been tested and we
have to make sure that we teach in many modes for her.” .. .I think .. . that
we're aimost compelled to make sure that we find alternative methods for
teaching the concept of varying pitch. Even definite versus indefinite pitch,
which | make abig deal of. There are kids who even have difficulty with
that concept. And so “high” and “low” probably presents even alarger
challenge to kids. We do need to find alternative ways to teach that concept
for children for whom high and low will never make alot of sense until
they’ re maybe too old.
| asked Mrs. Lock what she thought of the value judgements that her
students seemed to attach to consonance and dissonance, and what can be done to
elicit amusical reaction rather than simply a sensory reaction to consonance and

dissonance.
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Consonance and dissonance does have that negative—even aside from
music, it does have a negative connotation. Isn’t that why we call certain
things consonance and dissonance? And it is amatter of experience. The
negative things that we have ourselves thought of years ago as dissonant,
we now hear as dissonant intellectually or acoustically, but it doesn’'t have
the same negative emotional response from us.
Mrs. Lock observed that the students' responses appeared to be culturally defined.
| asked her how such responses can be changed to become more musical. Mrs.
Lock noted that in her classes such changes are effected in composition. Students
are asked to start with something they perceive as consonant, then move on to
dissonance, and back to consonance to experience the sensation of tension and
release. Mrs. Lock added that negative responses to dissonance are not necessarily
determined by age. “It’snot even child-like. It's a human reaction to have these
negatives.”

Mrs. Lock also noted that she found containment and personification
examples in the data especially fascinating saying, “It’s pretty amazing. Y ou don’t
go through many sentences before you useit again. It’'s part of our speech.”
However, she was not sure of the pedagogical implications. “In some ways | saw
that as validation of our attempt to allows kids to verbalize their response to music
in perceptual terms rather than musical-specific— you call them professional

terms.”
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Summary

The students whom | interviewed at the Woodgate school lead busy lives,
filled with enriching experiences. They all expressed lofty career goals and
exhibited a sense of self-confidence that was very refreshing. Most of the girls are
engaged in musical activities outside of the general music classroom—at home and
in their communities. All of the girls had interesting things to say about the
meaning that music hasin their lives. They had more difficulty verbally relating
the musical meaning of the activities that they had experienced in their classroom
during the observation period.

Each student’ s discourse style was apparent, even from the limited amount
of datathat they generated during the observed classes. Ruth, for example, often
used similes and sound effects to describe music. Dharafocused more on the
timbres of the sounds she encountered. Janice constantly revisited the issue of how
music is“put together.” May Chu regularly made connections with other sound
sources and contexts when trying to describe what she was hearing. Charlotte was
preoccupied with rhythm. Liela, however, did not provide enough information to
draw any conclusions about how she constructs musical meaning.

Mrs. AmandaLock is a highly reflective practitioner who examines every
aspect of her teaching. She ardently wants her students to understand the power

that music can have in their lives.
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Motion and energy are concepts that drive much of Mrs. Lock’s music
instruction. She attempts to transmit this to her students verbally, through the
performance of music, and through physical movement.

Conversations with Mrs. Amanda Lock showed her genuine interest in
exploring the research findings from her classroom in relation to the ways she
might teach about timbre, consonance and dissonance, pitch relations, and about

getting students to verbalize the musical experience.
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Chapter VI

Summary and Implications

Summary of the Study

Cognitive scientists use many modes of analysis to understand how we
perceive, think, remember, understand and learn. The study of languageis one
such mode of analysis. Many cognitive psychologists and researchers (Piaget,
Vygotsky, Bruner, Gardner and others) have stressed the importance of languagein
the cognitive process. They describe language as a set of symbols, which mediates
meaning in the learning process. Many music educators (Auker, 1991; Elliott,
1995; Flowers, 2003; Hair, 2000-2001; Stellaccio, 1993; Hargreaves &
Zimmerman, 1992; Regelski, 1981; Tait, 1992; Tait & Haack, 1984; and others)
have underlined the importance of language in the formation of musical concepts
and in the development of aesthetic sensitivity.

Teachers awareness of the different types of language that children useis
necessary for effective learning and teaching. “Pupil talk” should not be
discounted as trivial and unimportant, even when it is deficient in professional
music vocabulary. Mere labeling through the use of technical vocabulary may not
be sufficient to personalize the musical experience, and educators are recognizing
the importance of students’ personal vocabularies when describing their musical

perceptions.
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Increasingly, figurative language is regarded as a fundamental mode of
cognition, reflected not only in language, but also in thought and action. Figurative
language uses tropes (figures of speech), such as metaphors, similes, idioms,
analogies, hyperbole, metonymy, oxymoron, irony and so on, to expresses one
thing in terms normally denoting another with which it may be regarded as
analogous. By studying figurative language we can gain insight into how musica
meaning is constructed using non-technical terms and concepts.

Many cognitive linguists, including Lakoff, Johnson, Turner, Gibbs,
Fauconnier and Cacciari, believe that our entire conceptual system is metaphorical,
and some researchers maintain that acquisition of new knowledge is not possible
without the use of metaphor. These theorists believe that nonphysical phenomena
are grounded in physical experience, and our understanding of the world is shaped
by how we interact with the physical world. This embodiment isreflected in
metaphor and other figurative language, which provides categories for abstract

concepts. These categories are called image schemata, which are structures for

organizing our experiences and comprehension, based on constantly recurring
bodily experience. Animage schema can be avisual, auditory, kinesthetic, tactile,
imaginative or structural representation of an abstract concept.

The intent of this research was to apply recent theoriesin cognitive
linguistics to musical experiences in classroom situations. Premises of the theory
of embodied schema guided the analysis of the data collected for this study. |

sought to magnify the understanding of musical cognition and how teachers and
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students think and verbally construct musical meaning, as reflected in the use of
figurative language in the music classroom.

The inquiry was guided by these questions:

1. What conceptua schemata emerge when analyzing figurative
language in the music classroom?

2. What isthe function of figurative language in the construction of
musical meaning?

3. How can amusic teacher use knowledge about figurative
language effectively to describe musical concepts and processes,
and to respond appropriately to figurative language used by
students?

The research was conducted in a private day-school for girls. Three sixth-
grade general music classes, taught by the same teacher, were observed and tape-
recorded over a seven-week period. Recorded verbal communication of the
nineteen class sessions was transcribed. Transcriptions, as well as notes and
interviews, were analyzed.

Data were reviewed for the emergence of cognitive schemata. Thefive

schemata that emerged and were presented in Chapter |V are: (@) containment and

entity, (b) personification, (c) verticality, (d) regularity versus irregularity, and (€)

location, space and motion. One additional group of figurative language was

related to describing timbre.
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The containment schema s based on the premise that we experience our
bodies as entities or containers, which have an inside, an outside and a boundary
that separates them. The container metaphor was the most common in the data
Frequent instances included references to being in a certain key, scale or mode.
There were many references to the body or parts of the body as a receptacle for
music or its elements.

Personification as a schemais closely related to containment. Music was

perceived as having attained human qualities and personified as a causa “agent”
that implies, speaks, directs, changes character, makes demands, has needs and
wants.

The verticality schema, with its up-down spatia orientation, is also based
on physical experience and has to do with the erect position of our bodies. Passages
in the data that use the up-down spatial orientation, included instances when light,
active, happy and more were viewed as up, while heavy, passive, sad and less were
seen as down.

The regularity versus irregularity schemais based on the metaphor that

“perfect isregular, imperfect isirregular.” There were numerous instances of
discourse about eventsin music that were considered disordered, unusual, out of
the ordinary, and causing feelings of unease. These were in opposition to musica
events considered normal, orderly, comfortable and pleasant. Students appeared to

reject that which they considered to be out of the ordinary. The most distinct
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category of opposition to emerge was consonance versus dissonance. Students a'so
perceived non-Western scales and tuning as irregular rather than just different.

The location, space and motion schema involves references throughout the

datato music or its elements perceived to be in a particular location, occupying a
particular space or being in motion. The teacher and students repeatedly perceived
music as an externa force that causes movement. Frequently, elements of music
were a so perceived to have a clear location or place. Many descriptions were
visualizations of a spatial musical landscape, where the participant was seen as a
motionless observer or atraveler within the landscape.

There were additional examples of figurative language which did not form a
conceptua schema, but which neverthel ess were grouped into a separate category.
These were descriptions of timbre that used similes, anal ogies, onomatopoeia or
vocal imitations of sounds. Although students found it especially difficult to
articulate “timbre words,” they were creative in their attempts, turning descriptive
nouns or verbs into adjectives, creating cross-modal “synthetic metaphors’ using
other physical senses, and recalling sounds encountered in other circumstances.

In Chapter V, | presented excerpts from conversations with some of the
participants of the study, seeking to enhance the reader’ s view of the classroom that
| had the opportunity to observe. Six target students who had been individually
audiotaped during observed classes were interviewed one month after the end of the
observation period. | aso interviewed the teacher, Mrs. Amanda Lock, after she

had an opportunity to examine the transcripts of the observed classes, aswell as
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drafts of the research study. Our conversations centered on specific events during

the observation period.

Implications for Educational Practice

Writing about reform-minded music teachers, Thiessen and Barrett (2002)
cite a set of standards developed by The Interstate New Teacher Assessment and
Support Consortium (INTASC). This document presents ten principles that define
what newly-licensed teachers should know and be able to do. Principle 6 states,
“The teacher uses knowledge of effective verbal, nonverbal, and media
communication techniques to foster active inquiry, collaboration, and supportive
interaction in the classroom” (p. 760).

Educators need to become more aware of the entirety of language used in
the classroom by themselves and their students, striving to make it more focused,
deliberate and intentional. Not losing sight of Tait and Haack’s (1984) caution that,
“Language is not the same experience [as music|, the words are not the same
feelings’ (p. 37), language is nevertheless an indispensabl e tool in the construction
of musical meaning. Whileit is understandable that many music educators and
theorists have argued for less “talk” in the music classroom in favor of actual
“music making,” one should not lose sight of the fact that the way teachers use
language to describe musical concepts can facilitate or hinder their students
musical understanding. It is not sufficient to focus on the development of the

professional vocabulary of music. Asshown in this study, many musical concepts
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are articulated through figurative categorization (schema) that does not involve
professional vocabulary. One of the research questions which framed this study
was. What is the function of figurative language in the construction of musical
meaning? It isto categorize and structure experiences into discernible, usable
units. We create figurative categories, that is schemata, which map the perceived
world structure as closely as possible. The perceived structure of the musical world
IS no exception.

Figurative language provides a unique tool for mediating between the
abstract and the concrete as we construct musical meaning. As many cognitive
linguists have noted, we conceptualize abstract, nonphysical phenomena by
grounding them in constantly recurring bodily movements and physical
experiences. Amorphous entities are perceived to have shape, location, orientation

and mobility. Patterns, structures or image schemata for organizing our

experiences and comprehension arise through metaphorical projection from the
domain of the physical to the abstract. This conceptualization, shaped by
functioning in the physical world, is reflected in language and cognition. This
study has shown that there is evidence of such embodied schematain the discourse
of music. Musical concepts can be rather abstract, elusive phenomena. Quite
possibly many music theorists and music educators have not been aware of the
extent to which we structure abstract musical concepts in terms of something more

concrete. Johnson and Larson (2003) remind us that:
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Music is meaningful in specific ways that some language cannot be, but it
shares in the general embodiment of meaning that underlies all forms of
symbolic expression, including gesture, body language, ritual, spoken
words, visual communication, and so on. Thinking about how music moves
usis not going to explain everything we need to know about language, but it
isan excellent place to begin to understand how all meaning emergesin the

flesh, blood, and bone of our embodied experience. (p. 81)

It should also be noted that when students construct meaning using
figurative language as atool, there is arisk they may oversimplify and
overgeneraize. Petrie and Oshlag (1993) even warn that on occasion metaphors
are taken literally, which interferes with the later devel opment of knowledge and
concepts. Despite these dangers, they do not suggest eliminating the use of
metaphors, but rather using a variety of cross-cutting metaphors and sources of
knowledge.

Thus, even if we grant the possible misuse and misleadingness of metaphor,

especialy in advanced learning, and even if we were to assume the goal of

making what is learned more explicit, it still appears that metaphors and
analogies play a central, even indispensable role in the pedagogical process

of acquiring that subject. (p. 581)

Despite this caveat, | maintain that figurative language is an essential instrument in
the teaching and learning of music, even when participants are not conscious of its

use.
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However, when various characteristics and structures of figurative language
are bought to the forefront for us to consider, they do present challenges to
established educational thinking and practice. While | find the mere existence of
cognitive, embodied schemata described in Chapter IV an intriguing topic for
study, there remains the issue of how these research findings apply to educational
practice more specificaly. Inthe remainder of this section, | present four maor
pedagogical issues which confronted me, as | contemplated the findings of this
study. They are: (a) polysemy, (b) intersubjectivity, (c) embodiment of musicin

space, and (d) articulation of timbre.

Polysemy

Researchers have repeatedly shown that children find it difficult to apply
the concepts of up-down, as well as high-low to tonal direction. This difficulty can
be attributed in part to the polysemous nature of the words themselves. Asthe
students’ vocabulary and complexity of language develop, they discover that up,

down, high and low can mean many things. They learn that these word pairs can

be used to express not only direction, but also scale, weight, volume, even mood
and point of view. However, in the music classroom teachers often continue to
insist students limit the understanding of these words to “high” and “low” pitch.
Flowers, and other researchers cited in this study, have suggested avoiding
polysemous word pairs altogether, and when they are used, to do so in consistent
ways. Having examined polysemous word pairs dealing with verticality even in the

limited number of lessons observed in this study, | do not believe that is possible.
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Many references to up and down, or high and low are not conscious choices and

not readily apparent to either the speaker or the listener. In this study, they
emerged only after atranscript of the lessons was prepared and examined. Even if
the teacher was able to confine all references of high and low to pitch, whichis
highly unlikely and probably would hinder the natural flow of speech in the
classroom, the students' polysemous understanding of the words would encompass
many more concepts based on their experiences outside the classroom.
Furthermore, if polysemous words correlate with each other in anatural category of
concepts—a cognitive schema, and involve systematic rel ationships between them
(Lakoff, 1987), it is difficult to disconnect one from another. A cognitive
relationship exists between polysemous words.

Teachers should find ways to limit the definition of expressions of
verticality in the classroom. Narrowing these expressions to an understanding of
pitch isin fact necessary when training musicians to communicate musical
concepts. However, they should not try to erase or fight against the metaphorical
richness of these polysemous word pairs by dismissing other interpretations as
erroneous. On the contrary, it could benefit students' learning, if music teachers
were more aware of the different meanings associated with them and work within
this more expansive framework. In fact, teachers could draw the students' attention
to the fact that expressions of verticality contain avariety of meanings, and to
identify explicitly in this context the particular meaning that is sought. According

to Bruner (1986), thisis how meaning is constituted:
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The relation of words or expressions to other words or expressions
constitutes, along with reference, the sphere of meaning. Because reference
rarely achieves the abstract punctiliousness of a*“singular, definite referring
expression,” is aways subject to polysemy, and because thereis no limit on
the ways in which expressions can relate to one another, meaning is always
underdetermined, ambiguous. To “make sense” in language. . . dways
requires an act of “disambiguation” [emphasisin the original] (p. 64).
Bruner goes on to say that children constantly negotiate how one expression relates
to another. They explore ways to overcome ambiguity in an attempt to construct
meaning from discourse.

Knowing how children’s lexicon helps or hinders the conceptualization of
music is truly important. In my own practice | have encountered the frustration of
failing to grasp why students had difficulty limiting their understanding of
verticality to pitch, even when they were well into their middle school years. | had
not considered that students would be applying their “non-musical” extended
meanings of these words to amusical situation, and that this was completely
normal and commonsensical. An understanding of how polysemous words
(especialy polysemous expressions of verticality) expand or hinder the students
process of constructing musical meaning can inform our practice of teaching
children how to conceptualize and label musical phenomena. Those who train

prospective music teachers may be well-advised to include discussion of the
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phenomenon of polysemy in their programs, and to propose appropriate verbal

clarificationsto “disambiguate,” as Bruner recommends.

Intersubjectivity

Vygotsky’s (1978) cultural development theory, which focused on the
child’ s acquisition of semiotic mediators that act as bridges between a child's
earlier and later forms of thinking, was presented in Chapter 1. Vygotsky proposed

the concept of the zone of proximal development by which interactions between an

expert and anovice result in cognitive change in the novice. Similarly, Wertsch
(1984) says that the primary task of an adult isto change a child’ s definition of a

situation so that it approaches the adult’ s definition, resulting in intersubjectivity, a

third situation definition in which both agents can share the same way of perceiving
objects and patterns.

Clearly, thereis need for semiotic mediation in the classroom discourse
involving consonance and dissonance. First of al, educators should be more aware
of the idea that there exist two types of consonance and dissonance (Thompson &
Schellenberg, 2002). Sensory consonance and dissonance is an acoustical
phenomenon. Children’sinnate dislike for sensory dissonance needs to be
“unlearned” through instruction and enculturation. Long-term knowledge of music
affects judgments of consonance, and leads to musical consonance and dissonance.
The musical understanding of consonance and dissonance is culturally determined

or culturally mediated.
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Teachers should be made more conscious of the high probability that their
students have an innate preference for sensory consonance and a dislike for sensory
dissonance. Thisresultsin the simple, sometimes primitive verba responses
encountered in the data of this study describing reactions to examples of
consonance and dissonance. This perception may in fact be useful when
developing an initial understanding of the role of tension and release in music that
is caused by their occurrence. However, at alater stage, most teachers would
presumably like to lead their novice musicians in the direction of Stravinsky’s
definition of consonance and dissonance. In this case, labels such as bad, wrong,

not kosher and yuck, which were encountered in the data, hinder the construction of

musical meaning. The development of a culturally determined definition of
consonance and dissonance requires an appropriate change in language itself.
Teachers may look for ways to bridge the chasm between sensory and musical
consonance and dissonance through appropriate classroom events and careful,
purposeful use of language, leading eventually to a change in definition, response,
and ultimatel y—cognitive change.

The same recommendation applies to other instances when students express
displeasure or unease with elements of music that are deemed “irregular” (e.g.,
rhythms, tuning). If teachers are aware that students have atendency to verbally
accept those things that are perceived to be regular (i.e., approaching “ perfection”),
and to reject those things that are not so perceived, they can more effectively

regul ate the use of language in the classroom so that students would not be so eager
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to make value judgements regarding the “right” way and the “wrong” way to

construct music.

Embodiment of music in space

Throughout the course of nineteen lessons, | encountered students who
endeavored to assign meaning to musical experiences by transforming them from
the abstract to the concrete. The girls smplified musical readlity by creating
functional and implicit “theories’ to understand abstract and explicit theories.
They used three schemata that have been described in Chapter 1V: containers,
personification, and the notion of music in a particular location and space to
“grasp” abstract musical concepts.

Thisisvery much in line with German philosopher Immanuel Kant’s view
of imagination. He believed that there could be no meaningful experience without
the operation of imagination, and he understood imagination as a capacity for
organizing mental representations into meaningful unities that we can understand
(Johnson, 1987). Sticht (1993) strengthens this position, saying, “The
metacognitive knowledge of how to manipulate ideas explicitly in metaphor so as
to transform either one’s own or another’ s knowledge into new knowledge makes
metaphor a major tool for extending our capacities for analytical thought, at the
same time changing us astool users’ (p. 631).

Zbikowski (2002) vividly illustrates this transformation in his discussion of
anthropomorphism (which | termed personification in this study), which maps the

properties of living beings onto sound objects. Applying the conceptual model of
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living beings onto music yields “amenta space populated with animistic pitches’
(p. 113).

These views of embodied experience contrast sharply with that of Bowman
(1994), who states:

Sounds do not line up one beside or behind one another as the objects of

sight generally do. Rather, sounds emanatein all directions a once,

intermingle, coalesce with, and pass through each other. Sound’stouchis
no surface sensation but one of penetration. It reaches within and passes
through us. So, whereas visua experience is of things out-there, sonorous

experience isacorporea one of eventsin here. (p. 52)

Bowman explains that things which are visually seen are sorted out in space, they
have a place in relation to each other and to us, they have a sense of separateness
and distance, and they have clarity and distinctness. However, sonorous
experience, heinsists, lacks vision's sense of durable constancy. “Where sight
gives us physical entities, the aural world is phenomenally evanescent, processual,
and disembodied,” says Bowman (p. 52).

The datain this study clearly show thisis not aways true. Although sounds
may in fact emanate in all directions at once, that is not how students described the
motion of sound. The students and the teacher often referred to musical elements
as being “out-there” (in Bowman'sterms), containing an implied surface,
separateness and distinct location—much like visually-perceived objects. At times

sonorous experiences reached within, especially when the human body was
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perceived as a container for music. However, music did not always pass through
the listener, as Bowman describes. Sometimes it went past the listener, sometimes
it stood still while the listener moved, and sometimes the listener observed its
movement from afar.

Recall the activity in which students were asked to describe the driving
force of the song “Tzena, Tzena.” While Mrs. Lock spoke of energy and motion,
many of her students needed a point of reference in visual, physical entities, such as
kangaroos, grasshoppers, trampolines and bouncing balls. Both the teacher and her
students expressed their understanding of the beat in spatial terms, often using the
concept of containment. It may be useful for the teacher to be aware that there may
be adifference in the way she and her students perceive music. Perhaps through
language she might blend her tendency to express things in terms of movement and
her students' more visually oriented responses.

In Chapter 1V, | asked whether container metaphors are beneficial in the
instructional process, and conversdly, is the imposition of this schema onto musical
phenomena a hindrance that impedes instruction of certain aspects of music?
Containers have certain properties, and when we map the concept of a container
onto music, we map those properties onto music aswell. As Cacciari (1998) states,
“Metaphors also have alife of their own because they give alinguistic identity to
events, persons, and entities using already existing systems of knowledge” (p. 147).

This study examined the discourse of pre-adolescent musical novices.

Could it be that older, more musically sophisticated students or professional
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musi cians do not impose these visual characteristics (such as containers and
landscapes) onto sonorous experience? Although research on thistopic is not
extensive, findings by Brown (in press), Guck (1994), Johnson and Larson (2003),
Zbikowski (2002) and others presented in this study suggest that representatives of
all populations impose an embodied understanding of various musical elements
onto music. Whetherthisis desirableis another question. Again, quoting
Bowman:
Sound also has an urgency unparalleled in visual experience. This
“peremptory immediacy,” as Burrows characterizesit, can neither be
ignored nor controlled, and may assume qualities ranging from the
intoxicating to the violent and invasive. Thus, the sonorousworld is
characteristically more urgent and engaging, and our relationship to it more
vulnerable than is typically the case in visua experience. (p. 52)
By extension, is Bowman claiming that the more visua (or embodied) our
understanding of music and its elements, the less urgency and engagement we
experience? Thisisaquestion that needs to be examined by music educatorsand is
beyond the scope of this study. If, however, music educators were to cometo a
consensus that embodiment of musical phenomena s a hindrance to the immediacy
of the musical experience, teachers would need to discard many of their methods
and strategies for teaching music, especially in the elementary general music
classroom. Emile Jaques Dalcroze' s translation of physical experience to musical

experience is an internalized mental representation of embodied music. Dalcroze
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students are taught that rhythm is motion. Furthermore, as Dalcroze has written in

Eurythmics, Art and Education (cited in Landis & Carder, 1972) “Rhythm isthe

link between mind and senses, and this to such a degree that each pupil speedily
rejects the current opinion which looks upon the body as inferior to the mind. He
quickly comes to regard his body as an instrument of incomparable delicacy,
susceptible of the noblest and the most artistic expression” (p. 16). According to
Mead (1994), Dalcroze believed that:

students should continually be cultivating a memory bank of aural, visual

and kinesthetic images which could be recalled at any time for reading,

writing, performing or creating music. The stronger and more carefully
defined the images, the longer and more precisely they remain in the

memory. (p. 5)

Madeleine Carabo-Cone (1986) takes Dalcroze' s conception of the body as
an instrument even further. She statesthat, “Thereis hardly a better way to present
aconcrete representation of an abstract idea than through visual and tactile
experience that is reinforced and coordinated with the auditory and the kinesthetic”
(p. 172). While her sensory-motor approach to music learning is not as well-known
as Dalcroze's, her techniques have been employed by many music educators.
Walking on a giant music staff to indicate pitch location on the floor, for example,
is meant to develop children’s self-image of “becoming” a staff, amusical
instrument, asound or asong. Similarly, | have observed many activities in which

students are asked to step onto specific circles on the floor to indicate that they are
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hearing atonic or dominant chord. Students are asked to step into arow of “Hula
Hoops’ placed side by side on the floor to show understanding of how many beats
there are in one measure by the corresponding number of stepsin the hoop.
Listening maps found in al current music textbooks, reminiscent of previously-
discussed musical landscapes through which we travel, arein direct conflict with
the cited notion that, “ Sounds do not line up one beside or behind one another as
the objects of sight generally do.” Kinetic hand signals used in the Koday method
also reinforce the notion of pitch being in a certain location and having a visual
shape. The Orff approach stresses the sensory approach by using kinesthetic
activity as a vehicle for improvisation, understanding form, preparation for playing
instruments, and personal expression. All of these methods and strategies serve to
reinforce the understanding of musical elements as bounded containers or locations,
situated on amusical landscape. All of these strategies presuppose that musical
meaning is constructed not internally or abstractly, but through kinesthetic
experience or the cognitive schemawhich recalls arecurring bodily experience.
Gordon (2001), who gives primacy to sonic experience, also acknowledges the
importance of movement during performance since it prepares children “to ‘audiate
gpace’ aswell astime” (p. 45).

Germane to this discussion of how we percelve the abstract, temporal art of
music is Lipscomb’s (1996) explanation of musical memory in cognitive

organization:
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Musicisatransitory art form consisting of sounds organized in time. No
sooner has amusical tone been perceived than others are impinging upon
the sensory system. Since it isimpossible to consider music cognition apart
from this temporal element, memory must play asignificant role. . . .
Schematain memory are not the musical sounds themselves, but rather an
abstracted schematic representation that can be accessed either as a source
for comparing present sounds to those heard in the past or in mentally
recreating (i.e., imaging) previously experienced sounds. (p. 152)
Lipscomb’ s observations using terms such as “imaging” and “ schematic
representation” come very close to Johnson’s concept of image schema, further
discounting the notion expressed by Bowman that the visua element is unrelated to
the “ phenomenally evanescent, processual, and disembodied” (p. 52) aural world.
It should be said, however, that Bowman's portrayal of music as an
intoxicating, violent and invasive force is certainly compatible with the examples
of personification of music evident in the data of this study. Describing music as
an invasive force certainly implies causation during which music becomes an
“agent” that causes something to happen to a“patient.” Thistoo is an embodied
perception of music.
Clearly, adiscussion is needed on the role of the body and our other senses
in the perception of music and the construction of musical meaning. It would be

useful to involve in such deliberations not only music educators, but also linguists,
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psychol ogists and representatives of other disciplines with their own point of view

about the most fundamental of human experiences.

Articulation of timbre

Metaphors are often used to express concepts that are inexpressiblein literal
language. Since auditory timbre is a sensory experience that lacks an extensive
descriptive vocabulary in the English language, we devise avariety of strategiesto
accomplish the task.

Researchers have used various methods to identify how timbreis perceived
(Thompson & Schellenberg, 2002). They include tasks which require identifying
or naming the timbre, grouping similar-sounding timbres, rating how bright or dull
atimbre sounds, discriminating whether timbres are the same or different, and
rating how similar two timbres sound. Thompson and Schellenberg maintain that
the perceived “brightness’ of atimbre is one of the most significant dimensions.

The results of this study suggest some additional strategies for music
educators. Asdiscussed in Chapter IV, Cacciari’s (1998) “synthetic metaphors’
are descriptions of something experienced by a sense organ, using adj ectives that
are normally associated with another sense organ. This strategy might prove to be

auseful tool in helping students describe what they hear. Since touch words, taste

words, dimension words and color words can be transferred to sounds, students

might be purposefully encouraged to cross the senses and describe timbres using

adjectives that generally do not apply to auditory stimuli.
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Teachers could also expand and devel op some of the other strategies that
the students in this study used to cope with the difficult task of describing timbre.
Students can be encouraged to create “timbre words” by turning nouns or verbs
associated with the sound source into adjectives. Another method isto employ
similes and analogies, using sounds encountered in other circumstances.
Onomatopoeia or vocal imitations of sounds are yet another way to describe timbre
when words are insufficient. All of these strategies can be systematized and used
in amore conscious manner in the general music classroom.

Gardner (1982) suggests that educational efforts should concentrate on
devel oping metaphoric capacities at an early age. One of his suggestions for
working with children who find it difficult to produce expressive metaphorsisto
provide linguistic frames, such as thisfill-in sentence: “The brightly colored dress
seemed asnoisy as___ " (p. 167). Similar approaches might be used to elicit more

expressive descriptions of timbre.

Recommendations for Further Research

Leaders in the educational community have repeatedly advocated the study
of the language of teaching and learning in context. While the number of such
studiesin music education isincreasing, thereis still agreat need for research
focusing on content-specific discourse in the context of the classroom. As Szego
(2002) notes, “Pursuing student opinion and listening closely to student discourse

not only reveals their occasional wrestle with the pedagogical environment but also
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the nature and depth of their subjective musical experiences and the meanings they
attach to them” (p. 719). Investigative models and research paradigms used in
ethnomusicology, psychology, sociology, anthropology, linguistics, physics, and
other areas should be applied more vigorously to music education research.

More specificaly, | hope that this study encourages other researchers to
examine the literature of cognitive linguistics and to design studies to test these
theories on other populations of music students. This study was limited to
examining the figurative discourse of novice, preadolescent girlsin a private school
setting. The language abilities of this particular age group are still developing. The
effects of maturation and exposure to further musical experiences inevitably
influence their use of figurative language. Researchers might build on this study by
examining the discourse of older students and adults, both novice and proficient, in
classroom and professional situations. Guck (1994) has conducted some research
with undergraduate and graduate music students on the “role of metaphoric and
underlying analogical thinking in musical discourse” (p. 2). She found that when
the students were asked to discuss a piece in non-technical terms, the conversation
turned to metaphor and facilitated a “closer, more profound hearing of each musical
work” (p. 11). However, much more research isneeded in thisarea. A
longitudinal study examining whether the use of figurative language decreases with
the increased acquisition of a professiona music vocabulary would be particularly

interesting. Also, metacognitive studies could be designed to examine students
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and teachers' verbalizations of their thoughts and behaviors, as they use figurative
language in the classroom.

Johnson and Larson (2003) suggest that research be undertaken about “how
metaphors grounded on apparently universal aspects of bodily functioning might
still giveriseto cultural differences in the understanding of music, differences
based on differing cultural values, interests, and practices’ (p. 64). Cross-cultural
studies of the use of metaphor in constructing musical meaning might show
significantly different conceptions of musical experience around the world. We
cannot assume that bodily experience will be interpreted in similar waysin al
cultures, and the comparative study of how metaphor functionsin other cultures
would be most revealing.

It also should be pointed out that the time children spend in the music
classroom constitutes only afraction of their total involvement with music. Itis
certain that the kind of music they encounter beyond the classroom differs
significantly from the general music class repertoire. How children’s talk about
music differsin these varied situations is beyond the scope of this study, but
certainly of profound interest to the educator who seeks to establish meaningful
links with students. It is hoped that these differencesin children’stalk might be the
focus of future studies.

Those who are interested in cognitive linguistics may also want to examine
arelatively new body of research which studies mental spaces. This model of

conceptual integration and blending was developed by Gilles Fauconnier and Mark
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Turner. It emphasizes the ideathat thereis no difference between literal and
figurative cognitive operations (Fauconnier, 1997; Fauconnier & Turner, 2002;
Turner & Fauconnier, 1995). In metaphors, there isinput from two different
conceptual structures. These are blended and integrated, resulting in a new mental
space, which contains new structures, which were not provided by the two inputs.
Zbikowski (2002), who has studied conceptual blending in relation to music theory,
explains:
For instance, concepts about humans spelling and concepts about animals
are often brought together in children’s stories to produce talking animals.
Such creatures are powerful devicesin storytelling, for they offer narrative
possibilities beyond those offered by characters with only human or animal
attributes. In alike fashion, the combination of musical concepts with those
from other domains creates possibilities for meaning construction that reach
far beyond those of music alone. (p. 77)
As Turner (1998) observes, “Inferences, arguments, and ideas developed in
the blend can have effect in cognition, leading us to modify the initial inputs and to
change our view of the corresponding situations” (pp. 1-2). This model may be

useful in analyzing how musical “mental spaces’ are blended in the classroom.

Many of the ideas presented by Tait and Haack (1984) in their book

Principles and Processes of Music Education: New Perspectives provided the
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impetus for this study. Their words, cited in the first pages of this research study
are worth repeating:

If we are genuinely concerned with developing the quality of the musical

experience we need to explore the language connection. Only then can we

hope to identify and devel op those forces that contribute to our feeling
moved when we experience music. . . . Languageisthe essential tool that
allows us to conceptualize and think about, to analyze and teach about these

vital musical matters that ultimately can take us beyond words. (p. 37)
| trust that my view of language has provided the reader with awindow into the
process of conceptualizing, cognizing and constructing musical meaning.

A number of researchers are asking questions concerning the relationship
between sensory experience, menta representation, and linguistic expression. “The
way in which a perceptual system holds the information concerning objects and
eventsin time and space is highly complex and sophisticated. The underlying
concepts and their verbal |abels keep only a schematic trace of such complexity”
(Katz, Turner, Gibbs & Cacciari, 1998, p. 187). It ishoped that this study has shed
light on that complexity, and that it will encourage other inquiry into this vast

subject of language in cognition in the context of music teaching and learning.
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Appendix A
Participant Consent Form

| agree to participate in aresearch study exploring the use of figurative
language in the music classroom to expand understanding of the construction of
musical meaning.

This ethnographic analysisis to be donein al three sixth grade music
classeswhich | teach, for aperiod of four weeks. My classes will be audiotaped,
videotaped, and field notes will be taken about the proceedingsin the class. The
role of the researcher will be that of participant observer. Also, | will be
interviewed at the completion of the data collection period.

| grant permission to use all of the collected data in the proposed doctoral
dissertation and any subsequent publications that may emerge from this study.

| understand that my name and any other identifiers that might link me, my
students, my peers, or my place of employment to this study will not be used in the
reporting of thisresearch. To ensure confidentiality | will be referred to in the
study by a pseudonym.

| further understand that | am free to ask questions, or to withdraw my

consent at any time during the course of this study.

Research participant / date

Researcher: Emilija Sakadolskis/ date
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Appendix B
Sample Consent Letter and Formsto Parents or Guardians

Dear Parent or guardian:

| am very pleased that the School has given me permission

to collect datafor my dissertation towards a Ph.D. degree in Curriculum and
Instruction at the University of Maryland College Park. My area of specialization
ismusic education, and | will be conducting this study in Mrs.

sixth grade general music classes from February 22, 1999 through March 19, 1999.
The proposed title of the dissertation is: “ The Use of Figurative Language in the
Construction of Musical Meaning: An ethnographic Analysis of Three Sixth Grade
General Music Classes.” More simply put, | will be studying how students use
their own personal language to express their perceptions about music. | am
particularly interested in their use of vocabulary which is not directly related to
music. Metaphors, similes and analogies will be my primary focus.

In order to do this, | will tape all classes. Additionally, | would like two
girls from each sixth grade class to wear alapel microphone during class so that |
may accurately record all of their reactions to the proceedings. | request your
permission for your daughter to be one of those who will be individually taped.

She has been proposed by Mrs. . The mgjor reason for the choice

is her willingness and ability to verbalize in classroom situations. Additionally, at
the end of the data collection period your daughter would be interviewed twice:
once in agroup with the other 5 individual subjects, and a second time in a one-on-
one situation with myself, the researcher.

Y our daughter’s name or any other identifiers which might link her to the
study will not be used in the reporting of this research. She and her fellow

classmates, as well as her teachers and the School will be

referred to by pseudonyms to ensure confidentiality. | will not discuss anything she

says with the teacher if it does not pertain to music or learning. Y ou can be sure
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that offhand remarks and off-task talk will not be reported, since the last thing |
would like to do is bring any strain into classroom relationships. | hope quite the
opposite to result: an increased understanding between students and teachers.
Studieslike this are intended to deepen our understanding of how students think,
which iswhat teachers ask themselves every day.

| sincerely hope that you find this study to be of value. | would be very
pleased to present my findings to the parents and teachers of the sixth grade
students upon completion of this study if thereisinterest.

If you decide for any reason whatsoever to not grant permission for your
daughter to be individually taped in this research study, this will not in any way
have repercussions for your daughter. Also, if you have any concerns during the
study and wish to withdraw your permission during the course of the study, you are
perfectly free to do so.

If you have any questions or concerns about this study, please feel

freeto call or write, and | will be glad to provide more detailed information.

Sincerely,
Emilija Sakadolskis
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Appendix C

Song “Tzena, Tzend’
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“Tzena, Tzena” Words by Mitchell Parish. Music by I. Miron and J.
Grossman. From The Music Book Grade 6, pp. 92-93. New Y ork:
Holt, Rinehart and Winston. © 1950 by Mills Music, Inc. Copyright
renewed. Duplicated by Permission.
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Appendix D

Song “ The Golden Vanity”

THE GOLDEN VANITY
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sailed wp-on the Low Lands Low. She sailed up-on

3. The caplain was pond‘ring the course he would pursue,
When up spoke the cabin boy, the youngest of the crew.
“Pray, sir, what will you give me to rout the foe for you
As they sail upon the Low Lands Lowi” (2 times)

(continued on next page)
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4. The captain was amazed and a litHe bit annoyed
To think he must depend on a lowly cabin boy,
But he said he'd give his daughter, his very pride and joy,
If he'd sink them in the Low Lands Low. (2 fimes)

5. The boy spread his arms and into the sea he dived.
He swam and he swam, it's a wonder he survived!
He bored some tiny holes in the other vessel’s side
And he sank it in the Low Lands Low. (2 times)

6. Then back once again to the Vanity he sped.
He thought as he swam of the pretty girl he'd wed,
For, “You shall have my daughter,” the captain’d plainly said,
“And you'll sail upnn the Low Lands Low.” (2 &imes)

7. And when he reached the ship and was safely at her side,
“Good captain, help me come aboard!” the cahin boy did cry.
The captain, though, ignored him, and merefy breathed a sigh
As he sailed upon the Low Lands Low.” (2 times)

8. “Good captain, help me up,” cried the cabin boy once more,
“Or else I'll bore your ship and send it 1o the ocean floor.”
The captain then moved quickly and pulled the lad aboard
And they sailed upon the Low Lands Low.” (2 fimes)

“The Golden Vanity.” Folk Song from England.

In Crook, E., Reimer, B., & Walker, D.S. (1974). Silver Burdett Music,
Teacher’s Edition Book 6. © 1974 General Learning Corporation.
Reprinted by Permission of Pearson Education, Inc.
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Appendix E

Song “The Turkish Revery”

THE TURKISH REVERY

O adiFi . \ A e, Bl-Wit: MR
=t > o« | —'—% | gy
==y .. 3= === S
1. “Cap-tain, cap-tain,__ What will vou glve me Ii
& “Gold and il - ver Shin - ing so bright.  Andmy

D kak.

O rriM .
e ek — _1 I I 1
=t e - 3_I|j_'_._'|._d—i—_ - :
i dno sink the__ Turk-ich Rrv-er-w,  IF 1 sink her nothe  bow-down,
fair - esl dawsgh-ter shall wed__ you to-nighl, IF you sink her  in the  low-down,

(1] S O mn. (=
— L r_'-l e —— - i Lo
: r_ = ﬁl_ H 1 1 = _m_——]
== " b — i L | I £ 2
= — — — o F
bywr - oo, low - down, H 1 sink her inihe liva-down lonee-same bowi™
bow - dvwn, . bw - down, IF you sink her inthe lowsdowis lone-some low

1. Then he bared his breast
Anved e twetary i The tide,
And he bored three hales in the old ship's side,
And e sank her in S kow-down, low-down, low-down,
And he sank her in the low-down loncsome kow.

(Continued on next page)

219



4. Then he bared his breast
And he nwam in the tide,
He swam il ke came o his own ship's side
Az she rotled In the low=down, . ..

3. “LCaplaim, caplaln,
Take me on board!
H vou don't, youll have to forfelt your word,
For you promised In the low-down, . .

b “Sailor boy, wailor boy,
Don't appeal o me,
For yoii diowned sty souls when you sank the Revery,
When you sank her in the low-down, .. .*

7. “K R werent for the love
Thal | bear for your men,
I'd sink you the same a8 | sank themd
t'd smk you in the bow-down, ., .

& Then he bared his breast
And down swam he.
He swam tlH he came o the boltom of the sea,
And he drowned in the low-down, . . .

“The Turkish Revery” American Folk Song. From the Richard Dyer-Bennett
Folk Song Book, published by Dy-Cor Corporation.

Reprinted in Crook, E., Reimer, B., & Walker, D.S. (1974). Silver Burdett
Music, Teacher’s Edition Book 6. © 1974 General Learning Corporation.
Used by Permission of the Dyer-Bennett Family.
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Appendix F

Symbols for Discourse Transcription

Symbol Significance

I Fina fall

/ Slight final fall indicating temporary closure (e.g., more can be
said on the topic)

? Final rise

‘ Slight rise asin listing intonation (e.g., more is expected)

- Truncation (e.g., what ti- what timeisit/)

Level ending

Pauses of less than .5 second
. Pauses greater than .5 second (unless precisely timed)
<2> Precise units of time (= 2 second pause)
= To indicate overlap and latching of speakers' utterances: spacing
and single = before and after the appropriate portions of the text
to indicate overlap; turn-initial double = to indicate latching of the
utterance to the preceding one.
Ex. R: so you understand =the requirements?=
B: =yeah, i understand them/=
R: so you understand the requirements?
B: ==yeah, i understand them/

: Lengthened segments (e.g., wha::t)

~ Fluctuating intonation over one word

* Accent; normal prominence

*x Extra prominence

{[1} Nonlexical phenomena, both vocal and nonvocal, that overlay the lexical
stretch

[ ] Nonlexical phenomena, both vocal and nonvocal, that interrupt the lexical
stretch (e.g., text [laugh] text//)

() Unintelligible speech

(did) A good guess at an unclear word

# # Usecross-hatches when extratextual information needsto be
included within the text (e.g., R: did you ask M #surname# to
come?)

(Based on Gumperz & Berenz, 1993, p. 121)
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Appendix G

Excerpt of Class Transcript Using Transcription Notation System

Note: The names of the school, the teacher and students have been changed
to protect their privacy. Throughout the text, the teacher isreferred to as Teacher
or T; one student is Janice or J; the other student is May Chu or M; voices of

students who are not identified are designated S1, S2 and S3.

The Woodgate School

March 1, 1999, time 11:45 am. to 12:30 p.m.
Group B, class#2

Tape numbers:

6-2(2)a—Teacher (T)

6-2(2)b—Janice (J)

6-2(2)c—May Chu (M)

6-2(2)d—general recording (ends at around #870)

T: no instruments today girls/ just come on in and sit down//

S1: ()

T: no *instruments/

#general noise#

no *instruments// #non-musi ¢ discourse#

#above transcribed from end of tape 6-3(1)#

T: and you turned this on?... you turned this on? oh/ ok//

S1: ()

T: now you' I have those instruments too/

we're just not going to do thefirst instrument ()

S1: ()

T: ok everybody/ let’s go:// everybody stand up//

S3: oh no://

T: oh; yed// it’ll wake you *up// get you through til lunch time// come on/
everybody up//

right/ together/ left together/ right together/ |eft together/ right together/ together/
right together/ left together/ other right some of you/ and right together/
other *right Janice// right together/ left together/ yes/ we can//
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would you go just turn the- am’am/ Mattie' just turn the fan off// just turn it
to..nothin//

i’m only gonnado two’ #sound of rhythmic clapping# back up everybody//
#echo clapping back and forth between teacher and students#

make more * room// #clapping continues# point/

stop// we' re going the wrong way// ah/ can we back up here some more// () out of
room//

ok/ back up/ girls come this way// come this way//

S3: ()

T: ok/ we're only doing *two before you point’ ok’ on€e’ right together/ left
together/

right together’ here we go// right together’ left together/ right together/

come on/ get that (beat) in your shoulders// right together/ |eft together//

right together’ ready go// #clapping sounds—echoi ng#

good * pick-up Julial/ #clapping sounds continue#

S1: () oh

T: that’ s ok/ do it again// #clapping continues#

one two three four/ one two three four/ # rhythmic clappping and stomping sounds#
T: thisisthe last one// #clapping and stomping#

ok/ get some people to pass out those red books and turn to page ninety-two in
them//

#general noise while girls do what is asked and teacher plays Tzena, Tzenaon
piano#

T: ninety two// #piano playing continues#

M: it’s ninety two/

T: ok/ ready’ here we go//

#teacher and girls sing Tzena Tzena at arapid tempo#

i think if i was at this party i would go home and say/ boring//

S3: yeah #severa voices#

T: can you pick your- pick your books up off’..

and i would like you to reflect in your *voice/.. the quality of the music//
#continues playing piano while speaking# it’s not *this/

#plays excerpt of song two different ways—second one lighter and notes more
detached#

somebody describe the difference// or whatever you were going to say//

M: okay// well isit possible that like instead of.. okay/ is it possible that we get
instruments and we just like.. play an instrument to this song and just add in like
sounds?

T: what would the instruments * do/

M: [laughs] well the only thing ()

T: no/ what would you think-

S3: ()

T: May Chu let her *finish’ what-

M: | think they would probably add alivelier *beat to it/
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T: it would add alivelier *beat/ ok/ how can you do that *without instruments/
how could you *do that//.. *without adding instruments/

M: Y ou can.. have.. some.. beat in your voices and like-

T: have some beat’ - turning your voices into what//

S1: (body?)

T: i *think so// therewas- ah

there was * no sense of the *beat in your bodies as you sang/

*none whatsoever// yes//

S3: 1 don’t want to talk for everybody/ but am/ i’ m not that fond of the song’ and/
[girlslaugh] (it’s kind of hard to) excited about it’

T: well/ *that’s ok/ but you know/ that’ s kinda what we' re going to do’

and you know/ asin *anything’ Julia i *appreciate that’

but in amost * anything ah/=

S3:=()

T: whether you loveit or *not/

you’re going to enjoy it more if-.. you're going to have *more fun with it/

if you put the energy in it that it needs// so/ can wetry it again?

and i want to hear the * beat in your * bodies/

J. okay

T: ok/ Mattie’ ok/

#plays introduction on piano and speaks while playing#

first of al/ try holding the books up off the floor/ here we go//

#girls sing first phrase#

*more energy// #singing continues#

what did you * do when you gave me more * energy//

what did i actually hear that was different//

S1: louder #severa voices#

T: it got *louder/ didn’t it// ok/ did you do anything * el se that gave it more energy//
Cynthia from now on *all of your comments need to be directed (to) the group/
ok’

here we go/ section *two:// do whatever you need to do to give it more energy//
ready’ go// #continue singing#

S3: ()

T: did it get any more *energy that time//

S2: ()

T: pardon me?

S2: (never asked usto)

T: ohwell/ doi need to *ask you thistime' ok/ let’s go on to the * next section then/
and i want *more energy// ok? thistimei’m *asking you//

section three// one.. two.. onetwo’ Mattie' you need to pick it up’.. *off the floor/
that’ s it// #playing the piano through all of these comments#

one two ready go// #girls sing next section of song#

T: did it have/... more *energy// yes/

J alittle/
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S3: well i’'m not answering that/ i have another comment

T: ok/

S1: ok/ it gets weird because it goes like () raise your voices higher’ the notes go
lower’

i think they should go *higher// ()

T: {#singing# clap your hands and.. raise your voices higher make a-}

you're *right// [laughs] on the * other hand/ there are two ways of thinking about
*higher// what way=

S3: =louder/

T: ok/ what_ louder/ yeah’ but ok’.. go back to the beginning

{#singing# Tzena Tzena Tzena Tzena how can anything-}

and then_ {#singing# clap your hands and raise your voices higher}

in what sense *is it higher//

S3: it'slikethewholething's ()=

J: =more *energy=

T: the whole thing’ s what’

S3: the whole second part is higher than the first part//

T: what word do we * use/ what-

S1: range

T: somebody said it over there/

S1: the range/

T: yeah/ the *range of it is higher/

and i think that was the sense in which whoever made up this tune made it go
higher//

cuz it didn't go_ {#singing# clap your hands and make your voices higher} ok
they put it up here/{ #singing in a higher range# [girls laugh]}

but you are- but you’ re quite right that the does melody goes on down// ok//
did it have any more energy that time//

S1: no/

S3: a*little/

T: it was what?

S1: no/

T: you think it *was bouncier?

J. yeah/

T: i saw actually two people * moving over here//

and it- and i’ m sure=

S1: =()[laughter]=

T: =that as aresult their *their singing was better//

Why don’t you all stand up/ i want you to- oh put your books down and in slightly//
don’'t lose the page’ stand up’ i know we' re crowded’

i'd like every other one of you to turn your- turn to the outside//

just turn to the outside/ every other one//

S1: every other one/

T: every other one turn to the outside/
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every other one tu:rn to the outside//

J: turn/ turn//

M: ()

#girls voices heard in the background#

T: ok/ that’s good/ good/ girls it doesn’t have to be perfect//

those are fine/ you both stay in// now/

i would like you to do something with your feet/ that is not too *loud’

because we still want to hear the music// but i want your feet to move on every
beat//

now_ just to make sure that you know what that beat *is

would you just *clap the beat alittle bit as you sing// from the beginning// Tzenal/
ready’ go// #singing and clapping heard#

ok’ ready’ now/

SI: () feet

T: thistime i want you to do something with your *feet.. on every beat//... ok?
let the *music tell you what to do, though// girls'... what did i just say?

S3: let the music tell you what to do ()

T: ple:ase/ don't say *i am going to// oh *boy// *i’ve got a chance to make noise’
to jump high’ to jump low’ to kick out’ uh’-uh//

i want you to do something with your *feet/ and the tune/ the music/

the quality of the beat/ is what should direct what you do with your feet//
ready’ go {#singing and playing the piano# Tzena Tzena Tzena Tzena}

you know/ now i would * say that what you’ re doing with your feet/

pretty much reflects the way you sang it//...

M: [laughs]

T: and i think that the music does have moreintrinsic *value than that//

so let’ s seeif thistime you can *really *listen to what the music is saying

to *do with your feet// ok?

M: [whispers] ()

T: i know you're alittle bit crowded/ some-

back out/ back out alittle bit// ok// #piano playing#

M: you turn the wrong way and it’s ()

T: let’s see what can * happen with this// one.. two... #piano continues#
{#singing# Tzena Tzena Tzena Tzena how #girls continuet}

aah// now i’ ve seen a*lot more// ok/ i’ll give you one last chance/

but *this time=

M: ok well the thing iswe can’'t exactly * sing when you’ re * bouncing up and
down/

[laughter]

T: i"m not asking you to sing_ don’'t have to sing May Chu/

M: ok/

T: ok/ girls/ thistime-

J. oh

T: thistime i want you to ask yourself/ when you finish/ did that music tell my feet/
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to have a sensation of moving * off the floor’ or *into the floor//

which one did the music tell meto do// wasit afeeling *in' or *off// ready’
#piano and singing#

J: actually/ you just lost my ()

M: yeah ()/

T: ok/ sit down// what do you think//

SL: ()

S2: 1’1l help you () sorry//

T: no right or wrong answers girls' your *opinions/

S3: [laughing] ()

J: you did it on purpose

T: ok/... Nadi&g/

S2: i think that the beat feelslike i wanted to jump up and down//

[laughter]

T: excuse me// who' s speaking?

S1: Nadia #several voicest#t

T: who should you be looking at?

M: Nadia

S1: Nadia#several voicest#

T: thank you// try it again Nadial/

S3: it made mefeel likei wanted to jump around/ i think it has a* bouncy feeling’
so it made me fed likei want to go off’

T: so yours was * off the floor// whether you agree or disagree/ give me *your
opinion//

S2: ok/ i thought well at first that i was like going *in to the floor/ but then i felt
like jumping//

T: was there a* change in the music that made you go from one to the other?
S2: i don't know=

T: =or did you just change your * mind about what the music was saying//=
S2: =l just changed my mind//

T: so at first you thought it was an *in:to the floor ah/

S2: yeah/

T: 0k’ am_

is there anything that you *thought of’ is there anything that * spoke to you about
it?

S2: ()

T: pardon me?

S2: ()=

T: =nono_ what did you * say//

S2: that i was floating ()

T: it wasamore of a=

S1:=()

T: it gave you more of a*floating feeling//

S2: no/ like adropping ()
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T: dropping/ ok_ yes/

S3: () likethe music’ it got higher () think that you're () up more than go down?
like she was saying that ()

T: so you think that it changes its character throughout the-

S3: yed

T: would there be-

can you=

S3: =likein section three’

T: section three would be more what//

S3: () higher i guess

T: and so what would you- that make you want to feel more bouncing * off the
floor’

or=

S1: well in the beginning i thought it was () sideto side’ and the music goes
da da da da#imitating the contour of the melody and rhythm# ()

#other girlslaughing in background#

M: [laughs]

T: am_ isthere something really *funny that you want to * share with us?

S3: no’ [giggling]

T: Allie’ could you- need to step * out so that then she could talk? what’ s going
on//=

S1: =no/ (it’s not Allie s fault)//

T: ok//.. but it's a* problem to have a conversation

when there’ s somebody laughing over about something else// unless we're-
are we laughing about something together?

J. yeah//

S2: yeah// #severa voicest

T: well then can you *share what it is//

S2: [laughing] ()

J. () draw up her sk- her skirt//

T: ok/ it shouldn’t be *in here then/ right? ok/ ok// now/ let’ s go back to-

tell me what you were hearing//

S1: ()

T: () ah_*that’sthe kind of problem we get into isn’t it? i mean’

it really changes our *direction doesn’t it/ after- ok//

you were *saying’ and we missed it//

S1: ()

T: mhm’ mhm’ () say that again//

S1: well/ at first it’ slike side to side’ (music goes)

{nananana#singing athird back and forth#}

in the beginning’ then you ()

T: canyou sing it? can we all sing it together

and will you kind of raise your hand when you hear what you’ re saying that’s
different? ready and go//
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#singing song#=

S1: () piano

T: excuse me/ pardon?

S1: {dara dana #singing#}

T: something that the * piano was doing//

S1: in the beginning it was { da na na na#singing in a third#}

then it goes { #singing# Tzena Tzena}

T: want meto play the * piano then/ tell me when to stop//

#teacher plays piano and sings a few words and then stops#

ok/ what *about it/

S1: It makes you want to go down/

T: that makes you want to do *what//

S3: jump// #several voicest#

J: jump//

T: ulia

S2: going up and down/ ()

S1: (yeah) (*i should go up and down)

T: {ok/ soit's- the *quality of the- ok// #piano continues throughout#} ok//
J: () maor// follow the leader//

T: anybody felt like it needed to go *into the floor at all//..

who felt as though it wanted to go *into the floor//

S1: ()

T: in the beginning?

S3: yeah/

T: what about it//

S3: well likeit was () i thought like Tzenal Tzenal Tzenal Tzena i felt like dzoo/
dzoo/ dzoo/ dzoo// but then when/ we did am Tzena/Tzenal everyone's () i felt like
coming back up/

T: sing that far and see if any of you can see what-

help us decide why she might have *felt that way//

the *beginning she saysis pounding *in’

stand * up as a matter of fact// stand up//.. do something- do something where you
feel asthough you *are going into the floor/ and then see if-

J *up/ *up/ ()

S1: ()

T: there’ s anything to change// #introduction on piano# ready? go//
#singing and playing#

T: ok/ *all of you/ something *into the floor at this point// ready’ go//
#singing# ok/ now/ Cynthiawhat was rule one// it had to be what//

S1: ()

T: on the beat// one- ok// ready? one movement for every beat// ready go//
#singing and playing#

T: i guess maybei should-_ ok// what does it * mean to beinto the *floor//
S1: ()
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M: () likeyou're ()

T: canyou al-_ take your foot/ and put it into the floor for me//

#sound of stomping#

T: aah/ thank you// ok/ what does it mean to be * off the floor/

take your foot and make it go * off the floor//

#sounds in the background#

T: hasto *hit the floor at some point’

J: but not as * hard/

T: it doesn't hit it as*hard/

what do you haveto feel like the floor is*doing to you when you’ re off the floor//
S1: ()

S3: like atrampoline//

T: or- what- when you' re *into the floor Cynthia//

J: pushing you *up//

S1: ()

T: it'samatter of *pushing or *pulling/ isn’t it//

J. yeah=

T: ok//

J. i can push//

ok’ here we go//

ready? #piano# here we go//

J: which line?

T: thefirst part i want you to do * something/

where you feel as though... do something where you feel that the floor is asking
you to go down *into it//

S1: [laughing]

T: something- [#girl continuest laughing] Mattie' why don’t you step out/
S1: ( sounds) funny//

T: well honey/ you know’ i know/ but it’s really getting kind of hard to keep going/
ok’ ok’ #sound of piano# and the * second time should be a sense of lifting * off the
floor/

ready’ go// *in//

{#singing and playing# keep going *in// ... now *off...}

M: oh my God/

T: inthefinal analysis/ if you were going to choreograph a dance/.. for this//
S3:()

T: which would *you choose/

S2: ()

T: May Chu?

M: well’” am’ when we really * doing the thing there was some () it was like
shaking ()

T: what was * causing that//

M: vi-bra-tions/

T: what *kind of vibrations//
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J: so much ()//

S2: ()

T: sympathetic *vibrations/ yes// ok// in the final *analysis/ what would you do?
off thefloor or into it if you were choreographing//

S1: ()

T: you would do *both?

J. yeah

T: if you were choreographing?
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Appendix H

Coded Transcript Excerpt
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22: 7L help you () sorewlf

T no nght or wrong answers girls’ yvour *opmions//

23 [laughing] (]

T you did it on purpose

T okf... Nadiaf

5201 think that the beat feels like 1 wanted to jump up and downif

[laughter]

T: excuse meff who's speaking?

21 Nadial #several voices#

T: who should you be loolang at?

W Nadia

=1: MNadia #several voicestt

T thanlc voull try it agam MNadiaff

53 it made me feel ke 1 wanted to jump around! 1 think it has a *bouncy feeling’
s0 1t made me feel like 1 want to go off

T: so yours was *off the floordf whether you agree or disagree/ give me *your opmion//
52: ok 1 thought well at first that 1 was like going *in to the floord but then i felt like jumping/f
T was there a *change in the music that made you go from one to the other?

2201 don’t know=

T: = or did you qust change your *mind about what the music was saying/i=

22: =I must changed my mndif

T: so at first you thought it was an *into the floor ahf

S2: veahf

T ok’ am

15 there anything that you *thought of is there anything that *spolee to yvou about 17
2200

T: pardon me?
32 (=
K

Interpretativ,

u!mxﬂzmmﬁ?m Languags

T: actualty’ you just lost my () =] _!mx_u_mm_é_ Language
I %mm.? nu__. u!.mx_u_mwm?m Language
T okf sit dewendf what do you thint/ ”_am_.:om_.m

3100

& hovementExpressive L

Yertizal-2, Containment, Container, Werdicalib-Expressive Languages,

-

Perzanification

Ve
1

Interpretative Movement, Expressive Lar

rti cality

Containment, Container, Expressive Language-Containmer

Wertic
|

ality-Expressive Language, Intarpretative

me_u_mmm_ﬁm Language-Containment, Container, Containment,

Permsonification

mmmo:o:“ 1 Paragraph: 153 _non_im_“
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T: =no no_ what did you *sap// ]

52: that 1 was floating ()

T it was a more of a=

1=

T: it gave you more of a *loating feelng// Remonliaztion

o2 nof ke a dropping () _ _

T dropping’ ol yes!/ e

53 () like the muaic’ it got lugher () think that wou're () up more than go down? like she was sas

that ()

T so you think that it changes its character throughout the- J  [remealitnenicalit: Brpreseiva La g Usge,
53 uqmmh__ Interpratative Movement-Exprassive L
T: would there be-

can you=

mw” ”Ehm 5 mm_uﬂoﬁ Ed.mm‘ uno:ﬁmm:_.:m:ﬁ_ Expressive Language-Containment, Container,
T: section three would be more what//

530 () hugher 1 guess’ ”_am_.:om_.m

T: and so what would yvou- that malke you want to feel more bouncing *off the floor”

or= Interpretative Movement, Expressive Language,
51: well m the beginning 1 thought it was () side to side” and the music goes Evpressiive: Language. Lantainmert

da da da da #unitating the contour of the melody and rhythem# () |_ _ _

#other W_.lm HNGWE.PW in Tmngognﬁm mx_u_.ommmqml_.um:mcmmm.noim_:_jmﬂ

AL Tiaughs) e

T: am_ 15 there something really Hunny that you want to *share with us?

5300 [gigeling]

T: Allie’ could vou- need to step *out so that then she could talle? what’s gomng onfi=
51 =nof (it's not Alie’s fault)y

T: oldi.. but ' s a *problem to have a conversation

when there’s somebody laughing over about something elsedf unless we're-

are we laughing about something together?

J: weahff

52: yeah/] #several woices#

T: well then can you *share what it is//f

S2: [langhing] ()

J: () draw up her sk- her short// ”_qm;_om_.m
L.M__ ol 1t shouldn’t be *in here then! risht? ole/ oo/ now let’s go back to-
4

mmmo:o:“ 1 Paragraph; 153 _non_mzm__
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tell me what you were hearing/f

3100

T: () ah_ *that's the kind of problem we get mte 150t t7 1 mean
it really changes our *direction doesn’t #f after- olof

vou were *saying’ and we missed

31:()

2

T mhm’ mhim’ () say that agan//

51 welll at first ot s like side to side” (music goes)

{na na na na #smging a third back and forth#}

in the beginning’ then you ()

T: can you sing it? can we all sing it together

and will you kind of raise your hand when you hear what you're saying that’s different? ready anc
ol

#sinping songl=

510 () prano

T: excuse mef pardon?

21 {dara’ dana #singingh}

T: something that the *piano was domgff

51 m the beginming 1t was {da na na na #singing mn a third#)}
then it goes {#singing# Trena Tzena-}

T want tme to play the *piano then! tell me when to stoplf

ol what *about 1t/

21 It makes you want to go downl

T: that malces you want to do *what//

33 jumpdf #several voices#

T: jumpdf

T Jula

52 gomg up and downf ()

51: (yeah) (™ should go up and down)

T: {okf so it s- the *quality of the- oloff #piano continues throughout#} olof

< |

#teacher plays plano and sings a few words and then stops# (i

T: () majordf follow the leader// |_“_
»

u Expressive Language-Containment

Wertical-2

Interpretative Movement, Expressive Langu

Containment, Container, Expressive Language-Containment,
1
Interpretative Movement Expressive L

Wertical-2

M Werical-2

Vericaliby-Expressive Language, Wericality,
1

me_u_mmm?m Language
{ I |

rzenification, Containment, Container,

Wertical-

mmmo:o:“ 1 Paragraph: 153 _non_im_“
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T: anybody felt like it needed to go *into the floor at allif. | Expressive Language-Containment, P esonificatio
who felt as though it wanted to go *into the floorf
=10

T: i the ‘UW@BHEHWQ me_u_mmmm:m Language-Cantainment
53 yeah/

T: what about ttff
23 well ke 1t was { )1 thought ke Tzenaf Tzenal Tzenal Tzena® 1 felt like dzool dzoof dzoof dzo: Wetical-2
but then when' we did am TzenaTzena’ everyone’s () 1 felt ke coming back up/f
T: sing that far and see if any of you can see what-

help us decide why she might have *felt that wagy/

the *heginning she says is pounding *in’

stand *up as a matter of fact!f stand updf. do something- do something where you feel as though s mu_us_mm_,a Language-Containment

*are going mito the foor and then see if- Vatical-2

I: *CHUH_. *CHUH_. mw_ ”I.mxu_u.—mmm?m Language

=100

T: there’s anything to change// #introduction on pranc# ready? golf Interpretative Movement, Interpretative |

#anging and playingd ©
™
N

T: olf *all of you! something *mto the floor at thiz pomt! ready” golf umxw_amzm Language-Containment

#singing# ol nowl’ Cynthia what was rule oneff it had to be whati/

210

T: on the beat/f one- okl ready? one movement for every beat// ready golf

#singing and playing#

T 1 guess maybe 1 should- ol what does 1t ¥mean to be mto the *loon ”__mx_u_mmmzm Language-Containment

=10

I mu like u«OCMH.m ﬁu II_ ui.mx_u:mmm_dm _um:m:mm_m

T: can you all-_ take your footf and put it mto the floor for me/f “_ Expressive Language-Cantainment

#sound of stompng#

T aahf thank you'f ok what does it mean to be *off the oo/
talce your foot and make it go *off the floor/f

#zounds in the Umngog_m% umx_":mmm:qm Language-Containment
T: has to *hit the floor at some point’

T but not as *hard/ -
4 | »

mmmo:o:“ 1 Paragraph: 153 _non_im_“
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T: 1t doesn’t tut ot as *hard!/ ol }

what do you have to feel like the floor iz *doing to you when you're off the floor//

Sl

23 like a trampoline/f

T: or- what- when you're *into the floor Cynthiaf/ ”_ Expressive Language-Containment

I muﬁmg.bm you uncmub u!mx_u_.mmm_ﬁm Language, Vertical-2,

2100

T: it’s a matter of *pushing or *pulling/ isn’t itif

s uqmm.T” M!mxv_mmmmqm Language

T: ol

.H 1 can Huc.mrb_. M!mx_u__mm_.mm:m Language

ol here we golf Pesonification

H.mmnmu«..m_ %Hgo% here we WO__Q _Cmnn_nm__.:_.. Werticality-Expressive Langu:
I which line? sive Language

T: the first part 1 want vou to do *something/ T ainer, |
where you feel as though... do something where you feel that the floor 15 asking you to go down * Expressive Language-Containment, Vertical-2,
e

=1: [laughing]

T: something- [#eit] contitmes# laughing] Mattie” why don’t you step outd ”__mx_:mmm_.Hm Language-Containment

210 ( sounds) funngy//

T: well honey! vou know” 1 know/ but ot s really getting kind of hard to keep gomg/

ol’ ok’ #zound of prano# and the *second time should be a sense of liftmg *off the foorf

H.mmnmuﬂ WOQ i/l mw_u_mm_:m Language-Containment
{#singing and playing# keep going *in' .. now *off. } |_

ML oh my Godf T.mx_u_mmm?m Language

T: m the final analysisd f you were gomg to choreograph a dance/., for thisd ”_memm_,a Language-Containment

230

T: which would *you choosef

32:(0)
T: May Chu?
M well’ am” when we really *doing the thing there was some () it was like shalking () ”_i.mxn..sm:; Language
T: what was *causing that// |_h_
4 | >

Section: 1 Paragraph; 153 __uon__zm_”

237



References

Abril, C.A. (2001). The use of labels to describe pitch changes by bilingual

children. Bulletin of the Council for Research in Music Education, 151,

31-40.
Altermatt, E. R., Jovanovic, J., & Perry, M. (1998). Bias or responsivity? Sex and
achievement-level effects on teachers' classroom questioning practices.

Journal of Educationa Psychology, 90, 516-527.

Atweh, B., Cooper, T. J., & Bleicher, R. E. (1998). The construction of the social
context of mathematics classrooms. A sociolinguistic analysis. Journal of

Research in Mathematics Education, 29, 63-82.

Auker, P. (1991). Pupil talk, musical learning and creativity. British Journal of

Music Education, 8, 161-166.

Baker, D. (2002). Good intentions: An experiment in middle school single-sex
science and mathematics classrooms with high minority enrollment.

Journal of Women and Minorities in Science and Engineering, 8, 1-23.

Bartel, L. R., & Radocy, R. E. (2002). Trendsin data acquisition and knowledge

development. In R. Colwell & C. Richardson (Eds.), The new handbook of

research on music teaching and learning (pp. 1108-1127). New Y ork:

Oxford University Press.

238



Bernstein, B. (1972). A critique of the concept of compensatory education. In C. B.

Cazden, V. P. John, and D. Hymes (Eds.), Functions of language in the

classroom (pp. 135-151). New Y ork: Teachers College Press.
Biemiller, A., & Slonim, N. (2001). Estimating root word vocabulary growthin
normative and advantaged populations: Evidence for acommon sequence

of vocabulary acquisition. Journal of Educational Psychology, 93,

498-520.
Blanton, M. L., Berenson, S. B., & Norwood, K. S. (2001). Using classroom
discourse to understand a prospective mathematics teacher’ s developing

practice. Teaching and Teacher Education, 17, 227-242.

Bluesting, E. (1995). The ways children learn music: An introduction and

practical guide to music learning theory. Chicago: GIA Publications.

Bogdan, R. C., & Biklen, S. K. (1998). Qualitative research in education: An

introduction to theory and methods (3rd ed.). Boston: Allyn and Bacon.

Boardman, E. (Ed.). (1989). Dimensions of musical thinking. Reston, VA: Music

Educators National Conference.
Bower, G. H., & Cirilo, R. K. (1985). Cognitive psychology and text processing.

InT. A. van Dijk (Ed.), Handbook of discourse analysis. Vol.1.

Disciplines of discourse (pp. 71-105). Orlando: Academic Press.

Bowman, W. (1994). Sound, socidity, and music: Part two. The Quarterly

Journal of Music Teaching and Learning, 5, 60-67.

239



Brown, C. (1997). Book review [review of The culture of education]. Philosophy

of Music Education Review, 5, 59-60.

Brown, S.R. (in press) Emotive schemas: An integrative approach to expressivity in

music. Metaphor and Symbol.

Bruner, J. (1966). Toward atheory of instruction. Cambridge, MA: Harvard

University Press.

Bruner, J. (1986). Actual minds, possible worlds. Cambridge, MA: Harvard

University Press.

Bruner, J. (1996). The culture of education. Cambridge, MA: Harvard University

Press.
Cacciari, R. W. (1998). Why do we speak metaphorically?—Reflections on the
functions of metaphor in discourse and reasoning. In A.N Katz, C.

Cacciari, RW. Gibhbs, Jr., & M. Turner, Figurative language and thought

(pp. 119-157). New York: Oxford University Press.
Campbell, P. S. (1994). Music teachers and children: Research in atime of

sociocultural transformation. General Music Today, 7, 19-26.

Campbell, P. S. (1998). Songsin their heads. Music and its meaning in children’s

lives. New York: Oxford University Press.

Campbell, P.S., & Scott-Kassner, C. (1995). Music in childhood: From preschool

through the el ementary grades. New Y ork: Schirmer Books.

240



Carabo-Cone, M. (1986). The Carabo-Cone method. In M. L. Mark, Contemporary

music education (2™ ed.) (pp. 1-12) (pp. 172-178). New York: Schirmer

Books.
Cassidy, J. W., & Speer, D. R. (1990). Music terminology: A transfer from

knowledge to practical use. Bulletin of the Council for Research in Music

Education, 106, 11-21.

Cazden, C. (1988). Classroom discourse: The language of teaching and learning.

Portsmouth, NY: Heinemann.
Center for the Cognitive Science of Metgphor website. (n.d.). Retrieved December 4,

2003, from http://philosophy.uoregon.edu/metaphor/metaphor.htm/

Chimombo, M. P. F., & Roseberry, R. K. (1998). The power of discourse: An

introduction to discourse analysis. New Jersey: Lawrence Elbaum.

Cole, M., & Scribner, S. (1978). Introduction. InL. S. Vygotsky, Mind in society.

Cambridge, MA: Harvard University Press.

Colwell, R.(Ed.). (1992). Handbook of research on music teaching and learning.

New York: Schirmer Books.
Costa-Giomi, E., & Descombes, V. (1996). Pitch labelswith single and multiple

meanings. A study of French-speaking children. Journal of Research in

Music Education, 44, 204-214.

Costa-Giomi, E., & Descombes, V. (1997). Effects of instruction in single or
multiple pitch labels on young children’s identification of pitch. Update:

Applications of Research in Music Education, 8-11.

241



Creswell, JW. (2002). Educational research: Planning, conducting and evaluating

guantitative and qualitative research. Upper Saddle River, NJ: Merrill

Prentice Hall.
Cumming, N. (1994). Anaogy in Leonard B. Meyer’ s theory of musical meaning.

InJ. C. Kassler (Ed.), Metaphor: A Musical Dimension (pp. 177-192).

Sydney: Currency Press.
Davidson, L., & Scripp, L. (1992). Surveying the coordinates of cognitive skillsin

music. InR. Colwell (Ed.). Handbook of research on music teaching and

learning (pp. 392-413). New York: Schirmer Books.
Dickmeyer, N. (1989). Metaphor, model, and theory in educational research.

Teachers College Record, 91, 151-160.

Dore, J. (1985). Children’s conversations. InT. A. van Dijk (Ed.), Handbook of

discourse analysis. Vol.3. Discourse and dialogue (pp. 47-65). Orlando:

Academic Press.
Erickson, F. (1992). Ethnographic microanalysis of interaction. In M. D. Le

Compte, W. L. Millroy & J. Preissle (Eds.), The handbook of qualitative

research in education (pp. 201-225). San Diego: Academic Press.

Elliott, D. J. (1995). Music matters. A new philosophy of music education. New

York: Oxford University Press.

Farnsworth, P. R. (1969). The social psychology of music. Ames. The lowa State

University Press.

242



Fauconnier, G. (1997). Mappings in thought and language. Cambridge:

Cambridge University Press.

Fauconnier, G., & Turner, M. (2002). The way we think: Conceptua blending and
the mind’ s hidden complexities. New York: Basic Books.

Flowers, P. J. (1983). The effect of instruction in vocabulary and listening on

nonmusicians descriptions of changesin music. Journal of Research in

Music Education, 31, 179-189.

Flowers, P. J. (1984). Attention to elements of music and effect of instruction in
vocabulary on written descriptions of music by children and

undergraduates. Psychology of Music, 12, 17-24.

Flowers, P. J. (2003). What was that>—Talking about what we hear in music.

Update: Applications of Research in Music Education, 21(2), 23-31.

Flowers, P.J., & Costa-Giomi, E. (1991). Verbal and nonverbal identification of
pitch changesin afamiliar song by English and Spanish speaking preschool

children. Bulletin of the Council for Research in Music Education,

101, 1-12.

Gallas, K. (1994). The languages of learning: How children talk, write, dance,

draw, and sing their understanding of the world. New York: Teachers

College Press.

Gardner, H. (1973). The arts and human development. New York: John Wiley.

Gardner, H. (1981). The quest for mind: Piaget, Levi Strauss, and the structuralist

movement (2" ed.). Chicago: The University of Chicago Press.

243



Gardner, H. (1982). Art, mind & brain: A cognitive approach to creativity. New

York: Basic Books.

Gardner, H. (1987). The mind’s new science: A history of the cognitive

revolution. New York: Basic Books.
Gee, J. P, Michagls, S., & O Connor, M. C. (1992). Discourse analysis. In M. D.

Le Compte, W. L. Millroy & J. Preissle (Eds.), The handbook of qualitative

research in education (pp. 227-291). San Diego: Academic Press.

Gibbs, R. W., Jr. (1993). Process and products in making sense of tropes. InA.

Ortony (Ed.), Metaphor and thought (2" ed.) (pp. 252-276). Cambridge:

Cambridge University Press.
Gibbs, R. W., Jr. (1998). The fight over metaphor in thought and language. In

A.N Katz, C. Cacciari, RW. Gibbs, Jr. & M. Turner, Figurative language

and thought (pp. 88-118). New York: Oxford University Press.
Gibbs, R. W., & Colston, H. L. (1995). The cognitive psychological reality

of image schemas and their transformations. Cognitive Linguistics,

6 (4), 347-378.

Gleason, J. B., & Ratner, N. B. (Eds.). (1988). Psycholinguistics (2™ ed.). Fort

Worth: Harcourt Brace.

Gordon, E. E. (1987). The nature, description, measurement, and evaluation of

music aptitudes. Chicago: G.I.A. Publications.

244



Gordon, E. E. (2001). Preparatory audiation, audiation, and music learning theory:

A handbook of a comprehensive music learning sequence. Chicago: G.l.A.

Publications.
Guck, M. A. (1994). Two types of metaphoric transfer. In J. C. Kassler (Ed.),

Metaphor: A Musical Dimension (pp. 1-12). Sydney: Currency Press.

Gumperz, J. J., & Berenz, N. (1993). Transcribing conversational exchanges.

InJ. A. Edwards & M. D. Lampert (Eds.), Talking data: Transcription and

coding in discourse research (pp. 91-121).

Haag, P. (2000). K-12 single-sex education: What does the research say? ERIC

Digest (Report No. BBB34257). Champaign, IL: ERIC Clearinghouse on
Elementary and Early Childhood Education. (ERIC Document
Reproduction Service No. ED444758)

Hair, H. I. (1981). Verbal identification of music concepts. Journal of Researchin

Music Education, 29, 11-21.

Hair, H. I. (1987). Descriptive vocabulary and visual choices. Children’s

responses to conceptual changesin music. Bulletin of the Council for

Research in Music Education, 91, 59-64.

Hair, H. 1. (2000-2001). Children’s descriptions of music: Overview of research.

Bulletin of the Council for Research in Music Education, 147, 66-71.

Hargreaves, D. J., & Zimmerman, M. P. (1992). Developmental theories of music

learning. In R. Colwell (Ed.). Handbook of research on music teaching and

learning (pp. 377-391). New York: Schirmer Books.

245



Heath, S. B. (1982). Questioning at home and at school: A comparative study. In

G. Spindler (Ed.), Doing the ethnography of schooling (pp. 102-131).

New York: Holt.
International Cognitive Linguistics Association website. (n.d.). Retrieved
December 4, 2003, from http://www.cognitivelinguistics.org/index.shtml/
Jacob, E.. (1992). Culture, context, and cognition. In M. D. Le Compte, W. L.

Millroy & J. Preissle (Eds.), The handbook of qualitative research in

education (pp. 293-335). San Diego: Academic Press.

Johnson, M. (1987). The body in the mind: The bodily basis of meaning,

imagination and reason. Chicago: The University of Chicago Press.

Johnson, M. L., & Larson, S. (2003). “Something in the way she moves’—

Metaphors of musical motion. Metaphor and Symbol, 18(2), 63-84.
Katz, A. N., Cacciari, C, Gibbs, R. W., Jr., & Turner, M. (1998). Figurative

language and thought. New York: Oxford University Press.

Knuth, E., & Peressini, D. (2001). Unpacking the nature of discoursein

mathematics classrooms. Mathematics Teaching in the Middle Schoal,

6, 320-325.

Kozulin, A. (1990). Vygotsky's psychology: A biography of ideas. Cambridge:

Harvard University Press.

Kruger, T. (1998). Teacher practice, pedagogical discourses and the construction

of knowledge: Two case studies of teachers at work. Unpublished doctoral

dissertation, University of Wisconsin-Madison.

246



Lakoff, G. (1987). Women, fire, and dangerous things. What categories revea

about the mind. Chicago: University of Chicago Press.

Lakoff, G. (1993). The contemporary theory of metaphor. In A. Ortony (Ed.),

Metaphor and thought (2™ ed.) (pp. 202-251). Cambridge: Cambridge

University Press.
Lakoff, G. (1994). Conceptual metaphor home page. Retrieved December 4, 2003,
from http://cogsci.berkeley.edu/

Lakoff, G., & Johnson, M. (1980). Metaphorswe live by. Chicago: University of

Chicago Press.

Lakoff, G., & Johnson, M. (1999). Philosophy in the flesh: The embodied mind

and its challenge to Western thought. New York: Basic Books.

Lakoff, G., & Turner, M. (1989). More than cool reason: A field guide to poetic
metaphor. Chicago: University of Chicago Press.

Landis, B., & Carder, P. (1972). The eclectic curriculum in American music

education: Contributions of Dalcroze, Kodaly, and Orff. Reston, VA:

Music Educators National Conference.

Lave, J. (1988). Cognition in practice: Mind, mathematics and culture in everyday

life. Cambridge: Cambridge University Press.

Le Compte, M. D., Millroy, W. L., & Preissle, J. (Eds.). (1992). The handbook of

gualitative research in education. San Diego: Academic Press.

Le Compte, M. D., & Preissle, J. (1993). Ethnography and qualitative design in

educational research (2" ed.). San Diego: Academic Press.

247



Lipscomb, S. D. (1996). The cognitive organization of musical sound. InD. A.

Hodges (Ed.), Handbook of music psychology (2™ ed.) (pp. 133-175). San

Antonio: IMR Press.

Mac Cormac, E. R. (1985). A cognitive theory of metaphor. Cambridge, MA:

The MIT Press.
McDermott, R. (1977). School relations as contexts for learning in school.

Harvard Educational Review, 47, 298-313.

Mead, V. H. (1994). Dalcroze eurhythmicsin today’s music classroom.

New York: Schott Music Corporation.

Mey, J. L. (1993). Pragmatics. An introduction. Oxford: Blackwell Publishers.

Meyer, L. B. (1973). Explaining music. Berkeley: University of California Press.

Nierman, G. E. (1985). Therole of vernacular in assessing students
perceptive/descriptive capabilities of musical components. Bulletin of the

Council for Research in Music Education. 85, 156-165.

O'Brien, W. T. (1989). A comparison of the use of analytic language with the use

of acombination of figurative and analytic lanquage and their effects on

attitude and conceptual understanding of music among seventh grade

students. Unpublished doctoral dissertation, University of Maryland
College Park.
O'Brien, W. (1992). The effects of figurative language in music listening

instruction. Contributions to Music Education, 19, 20-31.

248



Ortony, A. (1993). Metaphor, language, and thought. In A. Ortony (Ed.),

Metaphor and Thought (2™ ed.). Cambridge: Cambridge University Press.

Page, R. (1990). A ‘relevant’ lesson: Defining the lower-track student. In R.

Page & L. Vali (Eds.). Curriculum differentiation: Interpretive studiesin

U. S. secondary schools. New York: SUNY Press.

Palisca, C. V., & Moore, B. J. (2001). Consonance. In S. Sadie (Ed.), The new

Grove dictionary of music and musicians (2™ ed. Vol. 6, pp. 325-328).

London: Macmillan.
Peterson, P. L. (1988). Teachers and students' cognitional knowledge for

classroom teaching and learning. Educational Researcher, 17(5), 5-14.

Petrie, H. G., & Oshlag, R. S. (1993). Metaphor and learning. In A. Ortony (Ed.),

Metaphor and Thought (2™ ed.). Cambridge: Cambridge University Press.

Piaget, J. (1963). The origins of intelligencein children. (M. Cook, Trans.). New

York: W.W. Norton.

Piaget, J., & Inhelder, B. (1969). The psychology of the child (H. Weaver, Trans.).

New York: Basic Books.
Radford, L. (2003). Gestures, speech, and the sprouting of signs. A semiotic-
cultural approach to students' types of generalization. Mathematical

Thinking and Learning, 5, 37-70.

Regelski, T. A. (1981). Teaching general music: action learning for middle and

secondary schools. New York: Schirmer Books.

249



Reimer, B. (1994). Thinking globally about a research agendafor general music.

General Music Today, 7(2), 3-12.

Reimer, B. (1997). Episteme, phronesis, and the role of verbal language in

“knowing within” music. Philosophy of Music Education Review, 5(2),

101-107.
Reyna, V. F., & Kiernan, B. (1995). Children’s memory and metaphorical

interpretation. Metaphor and Symbolic Activity, 10, 309-331.

Rodriguez, C. X., & Webster, P. R. (1997). Development of children’s verbal

interpretative responses to music listening. Bulletin of the Council for

Research in Music Education, 134, 9-30.

Rogoff, B. (1990). Apprenticeship in thinking: cognitive development in social

context. New York: Oxford University Press.

Rogoff, B., & Lave, J. (Eds.). (1984). Everyday cognition: Its development in

social context. Cambridge: Harvard University Press.
Rosch, E. (1978). Principles of categorization. In Rosch, E., & Lloyd, B. B.

(Eds.), Cognition and Categorization. Hillsdale, NJ: Lawrence Erlbaum

ASssociates.

Santrock, J. W. (1993). Adolescence: An introduction (5" ed.). Madison, Wi:

Wm. C. Brown & Benchmark.

Sommer, E., & Weiss, D. (1996). Metaphors Dictionary. Detroit: Visible

Ink Press.

250



Spindler, G. D. (1955). Anthropology and education: An overview. In Spindler,

G. D. (Ed.), Education and anthropology. Stanford, CA: Stanford

University Press.
Stellaccio, C. K. (1993). A conceptualization of alink between keyboard and
vocabulary instruction as a path to increased aesthetic realization among

early adolescents. Southeastern Journal of Music Education, 5, 106-116.

Sternberg, R.J. (1990) Metaphors of mind: Conceptions of the nature of

intelligence. Cambridge: Cambridge University Press.
Sticht, T. G. (1993). Educational uses of metaphor. In A. Ortony (Ed.), Metaphor
and Thought (2™ ed.). Cambridge: Cambridge University Press.

Stravinsky, I. (1970). Poetics of music in the form of six lessons. Cambridge:

Harvard University Press.
Stillings, N. A., Weider, S. E., Chase, C. H., Feinstein, M. A., Garfield, J.L., &

Rissland, E. L. (1995). Cognitive science: An introduction (2™ ed.).

Cambridge: MIT Press.
Swanwick, K. (1999). Music making and music teaching as thoughtful action. In

M. McCarthy (Ed.), Music Education as Praxis. Reflecting on Music-

Making as Human Action (State-of-the-Arts Series No. 3). The 1997

Charles Fowler Colloquium in Arts Education. College Park: University

of Maryland.

251



Szego, C. K. (2002). A Conspectus of ethnographic research in ethnomusicology
and music education. InR. Colwell & C. Richardson (Eds.), The new

handbook of research on music teaching and learning (pp. 707-729). New

York: Oxford University Press.
Tait, M. J. (1992). Teaching strategies and styles. In R. Colwell (Ed.), Handbook

of research on music teaching and learning (pp. 525-534). New Y ork:

Schirmer Books.

Tait, M., & Haack, P. (1984). Principles and processes of music education: New

perspectives. New York: Teachers College Press, Columbia University.
Thiessen, D., & Barrett, J. R. (2002). Reform-minded music teachers: A more
comprehensive image of teaching for music teacher education. InR.

Colwell & C. Richardson (Eds.), The new handbook of research on music

teaching and learning (pp. 759-785). New York: Oxford University Press.

Thompson, W. F, & Schellenberg, E. G. (2002). Cognitive constraints on music

listening. In R. Colwell & C. Richardson (Eds.), The new handbook of

research on music teaching and learning (pp. 461-486). New York: Oxford

University Press.
Toris, C. C. M. (1995). Creating shared meaning: Metaphor frames and

pronominal bridges. Unpublished manuscript, College of Charleston, SC.

252



Toris, C. C. M., White, P., & Hughes, D. (1994, November). Figurative language
use in physician training groups. Poster presented at the Society of
Southeastern Social Psychologists, Wake Forest University, Winston-
Salem, NC.

Turner, M. (1987). Death isthe mother of beauty: Mind, metaphor, criticism.

Chicago: The University of Chicago Press.

Turner, M. (1996). The literary mind: The origins of thought and language. New

York: Oxford University Press.
Turner, M. (1998). Figure. In A.N Katz, C. Cacciari, R.W. Gibbs, Jr. & M.

Turner, Figurative language and thought (pp. 44-87). New York: Oxford

University Press.

Turner, M. (2001). Cognitive dimensions of socia science. New York: Oxford
University Press.
Turner, M., & Fauconnier, G. (1995). Conceptual integration and formal

expression. Metaphor and Symbolic Activity, 10, 183-204.

Utley, E. F. (1973). The development of amusical perception test free of technical

vocabulary for use in grades six through twelve. Bulletin of the Council for

Research in Music Education, 35, 44-52.

Van Dijk, T. A. (Ed.). (1985). Handbook of discourse analysis (Vols. 1-4).

Orlando: Academic Press.
Verbrugge, R., & McCarrel, N. (1977). Metaphoric comprehension: Studiesin

reminding and resembling. Cognitive psychology, 9, 494-533.

253



Vygotsky, L. S. (1978). Mind in Society: The development of higher

psychological processes. (M. Cole, V. John-Steiner, S. Scribner, & E.

Souberman, Eds.) Cambridge, MA: Harvard University Press.
Walker, M. E. (2000). Movement and metaphor: Towards an embodied theory of

music cognition and hermeneutics. Bulletin of the Council for Research in

Music Education, 145, 27-42.

Wertsch, J. V. (1984). The zone of proximal development: Some conceptual

issues. In B. Rogoff and J. V. Wertsch (Eds.), Children’slearning in the

“zone of proximal development” (pp. 7-18). San Francisco: Jossey-Bass.

Wertsch, J. V. (1985). Vygotsky and the socia formation of mind. Cambridge,
MA: Harvard University Press.

Wimer, J. W., Ridenour, C. S,, Thomeas, K., & Place, A. W. (2001). Higher order
teacher questioning of boys and girlsin elementary mathematics

classrooms. Journal of Educational Research, 95 (2), 84-92.

Wolcott, H.F. (1992). The current boundaries and the future directions of
ethnographic research. In M. D. Le Compte, W. L. Millroy & J. Preissle

(Eds.), The handbook of qualitative research in education (pp. 3-52). San

Diego: Academic Press.
Woods, P. (1992). Symbolic interactionism: Theory and method. In M. D. Le

Compte, W. L. Millroy & J. Preissle (Eds.), The handbook of qualitative

research in education (pp. 337-404). San Diego: Academic Press.

254



Yero, J. L. (2002). Teachingin mind: How teacher thinking shapes education.

Hamilton, MT: MindFlight Publishing.

Zbikowski, L. M. (2002). Conceptualizing music: Cognitive structure, theory, and

analysis. New York: Oxford University Press.
Zimmerman, W. W. (1971). Verbal description of aural music stimuli. Journal of

Research in Music Education, 19, 422-432.

255



