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FOREWORD

The initial impetus for the organization of the International Seminar
on Teacher Education in Music grew out of the fact that the International Society
for Music Education schedule¢ its 1966 meeting at National Music Camp, Interloechen,
Michigan. Associate Dean Allen P. Britton of the University of Michigan. School
of Music made application for a grant from the United States Office of Education
to make possible a meeting of music educators from many parts of the world, to
be held on the university campus prior to the August meeting of iSME.

The grant was veceived and the first plans for the International Seminar
were made when the Administrative and Planning Committee met at the University of
Michigan in February, 1966, The members of the committee, whose names are given -
on the previous page, were all Americans associated with teacher education in music»
and with international activities in music education. At this February meeting,
the committee members discussed aims and purposes for the proposed seminar and
outlined poésible Plans for organization and activities of seminar sessions. The
members of the committee were also able to suggest the names of possible seminar
participants from different parts of the world.

The work accomplished by the International Seminar was a direct product
of the generous support provided by the United States Office of Education. Special
recognition must be made of the invaluable advice and assistance of Kathryn Bloom,
Director of the USOE Arts and Humanities Program, and of Harold Arberg, Music Edu-
cation Specialist in that office.

In addition, recognition must be made for the backing and assistance of
The University of Michigan in making advance preparations and general plans for
the seminar, providing housing and hospitality, and arranging for the performance

of a series of excellent musical programs. The generous and kindly participation
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of Allan F. Smith, Vice-President for Academic Affairs, and of James B. Wallace,
Dean of the School of Music, was an essential factor in the success of the seminar.
The cooperation of School of Music faculty members and students is also gratefully
acknowledged. They contribuced through musical performances, as speakers and lea-
ders in sessions, as foreign language interpreters, and as friendly hosts whose
hospitality will long be remembered by the visitors.

One of the great contributi ons to the success of the seminar was made
by the eminent violinist Isaac Stern, who was the featured speaker at the opening
session. Mr. Stern's interest in and support of music education through his par-
ticipation, and the interest of the group in his address were important in setting
the tone of the sessions which followed.

Mention must also be made of the great assistance rendered to the semi-
nar by the International Center of the University of Michigan, with Director
Robert Klinger and his staff. They helped in countless ways to solve large and
small problems related to such an international assembly and t§ make the wvisitors
welcome, personally and socially.

Last, but not least to be recognized is the invaluable help and constant

friendly assistance to everyone concerned provided by Administrative Assistant

Andrew Smith.

Marguerite V., Hood
Administrative Director,
International Seminar on

Teacher Education in Music

Ann Arbor. Michigan
January, 1967
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CHAPTER 1
THE PURPOSES OF THE SEMINAR

Introduction

There were many purposes behind the organization of the Intermational
Seminar in Teacher Education in Music. One important purpose was to make it
possible for leaders in the field of teacher education in music to meet their
counterparts from many parts of the world and to exchange ideas with them. Such
a situation would allow these leaders to learn from each other, to improve music
teacher education in their various countries, and, as a result, to improve the
teaching of music to young people in the schools,

The seminar also had the purpose of facilitating attendance at the
International Society for Music Education conference at Interlochen, Michigan,
for some participants who might otherwise have been unable to come, It was the
United States Office of Education grant in support of the seminar which made
attendance at ISME possible for many of the seminar members, especially those
from the underdeveloped countries.

Added to these two main aims was als~ the desire to develop interna=-
tional understanding and foster international friendship by encouraging continuing
contacts between persons involved in similar work and facing similar probiems in
many different parts of the worid. An appreciation for the cultural wealth of
every group represented, and a vision of the fact that intelligent music education
activity is taking place in many widespread areas of the world, resulted from the
first contacts. This in turn should foster increasing respect for other educa~«
tional systems and a desive for an expansion of knowlwidge of other peoples and

their cultures.



Objectives and Responsibilities in Teacher Education

Oleta A. Benn

No doubt I speak for all of us when I express my appreciation to those
persons and agencies whose conbined efforts have made this meeting possible. Ve
are sbout to enjoy the luxury of having time to think sbout those things which
interest us deeply, free of our usual daily schedules and pressures, free of our
many vesponsibilities. We are about to enjoy the chance for an exchange of views
and the identification of common problems and common purposes. We are about to
make our own contribution to this Space Age, not only by reducing the distances
which may separate our minds, but also by illuminating those distences in such a
way that we are aware of the terrain through which they lead.

For such opportunities, we surely are indebted to our hosts, but they
and we are aware of our much larger debt to the children of our respective coun=
tries. If our experiences here in the next two weeks can result in a more
effective and rewarding education in music for our young people, this seminar
will have made an enormous contribution to the quality of life in this age. For
we, in this room, represent more then 155,000,000 young people in elementary and
secondary schools. The figure does not include college populations of our various
countries. What a responsibility and what an opporbunity this figure represente.

T should like now to call upon your imaginations in behelf of this first

session. Let us consider the whole of music education and even the work of the
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seminar itself as being a single great phenomenon contained within a circular

room. Each of us present has access to this room through a particular door. It
will be helpful if we can view the interior from doorways other than our own.

The different perspectives will increase our understanding of the phenomenon it-
self and even lincrease the number of openings availgble to us. And if each of us
returns home with a greater comprehension of music education than when we departed,
the effect upon the cultural health of our countries is obliged to be in positive
terms.

Since mine is the first door to be opened on the arena, I have chosen
not only to press my alventage, but also to be whimsical. My door is to be a
Dutch door and I invite you to peer through the uppef half with me and consider
the education of young people as they approach the turn of a new century. What
can we musicians give them which will be of value as they move through the remain-
ing decades of the twentieth?

It would seem that the answer requires a prediction of what those decades
will be like. Since I am not a prophet nor have I experienced revelation, deduction
allows a few general observations. If the remaining three decades of the present
century produce such changes as we have seen in the fifties and sixties, we are
certain of one thing at least-~that all of us must be prepared to acknowledge
change as one feature of life which is uttsrly relisble. Of course, all of us
have been taught this and have even learned it with mixed emotions, but we have
rarely embraced it with a thoroughly positive attitude, especially in our mature-
years. Furthermore, we have not yet become amccustomed to the increased number
and tempo of changes such as have occurred in the past ten years. It would seem
that the resilience which is a mark of the fine musician is an attribute which

could be useful to the general population. And knowing that all changes are not
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necessarily good in that they often are brought about by neglect rather than
care, it would seem too, that the development of a critical sense and the habit
of honest judgment should rank amoung the highest of educational objectives.

Our presence in this room this morning points up another truth that
we shail realize more fully by the clcse of the century: Geographical distance
has gone frca us. Its disappearance has given us great advantages. Mobility
is a highly desirable proof of progress, yet we can think of circumstances in
which it can be costly beyond all comprehension,

Commumications will surely  beggar our present imagination. Even now,
our apprehension of distant events coincides with the event i:self. 1In the present
state of satellite communications, we sit in the pleasant security of our homes
and hear the impassive voices of coumentators read off tales of human tragedy in
the same dispassion:ite tones in which they deliver the stock market reports or
tomorrow's weather. We see on television screens the holiday spirit of a
group of skienthusiasts and within seconds are plunged into the dreadful scenes
of some brutality or human indignity. There is scarcely time in which to react
to the human significance of either. They seem not to mean much. We are not
directly related, Moral and ethical distances seem to expand as miles and
minutes are reduced. Surely we must not disengage ourselves from human prob-
lems and become mere spectators to the events of our time,

And we have still another forecast of the future in the realm of auto-
mation, The modern cowputer is one of the major symbols of the decade. We see it
as both marvelous and monstrous, It is programmed to write music, to simulate
war, to devise our examination schedules, to investigate the creative process. Lt
is the object of jibes, the butt of jokes, the delight of cartoonists. But such
popular derision is not going to make it disappear any more than it caused Henry

Tord's old "Tin Lizzie" to disappear. We shall accept itj; indeed,
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we have already accepted it, but this far it is subject to the control of men.

One of my colleagues who 1s a pioneer in computer technology, recently
remarked that prolonged contact with the computer mskes him an incurable cptimist
as to what it can do, hut it also mekes him an incurable rzssimist as to the
effects of what it can do. He ended the discussion by saying that the computer
can be anything to man. It can be for good or ill.

It seems increasingly clear that in all the problems whick surround
us, the solution lies in the quality of men who must deal with them--the quality
not of a few, but the quality of many. Hanford Henderson once wfote:

"If Man is the highest product of creation, then

civilization must be judged, not by what man

produces, but by the manner of man produced."

We have arrived at a point in history where those things which we have produced
in this technological world are challenging our claeim to a position of supremacy
among the creatures of the earth.

I suspect that the source of grestest agony in our world is the un-
certainty which man now suffers as to his place in the universe. Is man the
highest procduct of creation? This is an unspoken and perhaps unrecognized fear.
To restore and rsnew man's confidence in his own high purpose--this is the sig-
nificant task of our age.

We are not the first to be challenged by such nesd. History abounds in
the records of the toll taken by political, social and economic upheavals. We
have read of the effects of inventions, discoveries, and new socigl and scientific
hypotheses on other ages. Men struggled to adjust to the benefits even as they
struggled to counteract the ligbilities. We are grateful for the geod which has
come from such struggle, but our gratitude is best shown in our critical appraisal

of our present world and the rejection of those elements which could destroy our
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hard-woﬁ progress toward truly humane ends. Man once was intimidated by the
universe. Now he faces intimidation by the products of his own mind.

Cur need is to develop perspective on our age and to assess the meaning
of each new element as it appears. We must work without hysteria, but nelther
may we dawdle. Ideally, all men should participate, but it must e undertaken
by those of us who are concerned with education. Ve must acknowledge and exemplify
our inheritance of courage, responsibility, good will, human decency, and service.
For, as Nathan Pusey, President of Harvard University, wrote not too long ago:

"Despérately as the worid needs knowledge, 1f knowledge does not

come to fruition in people of moral sensitivity who care and who

will stand, the world will have 1little good of it."

What do we want to happen in this world?

How to we want to use the inventions of our minds?

What is the strength of our will toward good?

Tet us not, for one moment. delude ourselves with the fancy that such
questions need not concern us in this place and at this time. The fact that we
are muisicians does not exempt us from the responsibilities of citizenship. The
fact that we are educators requires us to think well in behalf of all our students
who, in a sense, constitute the largest captive audience in éhe world. What can
we musicigns give to them which will msake & aifference? What does & good sduca-
tion demand for pupils in our schools?

First of all it means that those of us whose vocations lie in the
normative branches of legrning must take our responsibilities &s seriously and
pursue our work as assiduously as our colleagues in the empiricel sciences, not
because of any antagonism to the realm of science, but becesuse %o do less results

in a partisl and therefore faulty education. with factual kmowledge increasing

at an incredible rate, some part of education must teach students that values and
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evaluation will be necessary features of their lives. To render them helpless
in the matter of Jjudging is to increase the possibility of action without thought.

Further, our scholarly attention must be directed more and more toward
learning how to establish truly musical concepts in the very young. I acknowledge
the rewards one enjoys when dealing with high school and college age students, but
the rewards for those students could be much greater and their musical. compre-
hensions of larger proportion if the quality of their primary and eilementary music
provided a solid aesthetic foundaticn for such activity. Also, the elementary
grades have a far larger population than the secondary schools. If we are to
serve.widely, we must provide superior teaching for those who may not appear in
our high school classes or whose schooling will not extend beyond the elementary
level.

These early years are important for still another reason, for the
example of a sensitive and musically able teacher is a great recommendation of
the value which music can hold for a person. Children may not wholly understand
the value, but they do develop attitudes toward the subjects taught and more often
then not, their devotion to a sympathetic and interesting teacher will also be
given to whatever he teaches. It is quite late in our student experience when,
even though we dislike a teacher, we can acknowledge his ability and have respect
for his field. But if we never reach such a point, we can be left with prejudices
based on purely immature appraisals.

Good education must, of course, allow students to explore and use a
variety of communicative skills. Music is a medium which has universélly served
man's need for expression. Education in so unique a field would open to students

a form of knowing which, though non-verbal, has an unquestionsable guthertlcity




and whose range of ideas, already vast, continues to grow.

It also is demanded of education that it produce citizens who can
assess the value of events and conditions which flow around them. Artistic
activity is also subject to assessment by society and deserves a criticism which
is born of knowledge and experience rather than of ignorance and parochialism,
a reminder that our instruction must be musically valid.

We have by no means exhausted the list of benefits to be had from a
good education, but because each of you can add to the features already mentioned,
1 shall end this first portion with a final observation on quality education. If

education has value for us, it must give opportunity to know through £ir.st-hand

experience what resources we have for breaking cut of the T==iteness of our bodies
and to realize, as a result, the increased quality of our coasciousness; the re=~
sponsiveness and resonance of being, which come ZIrom contact with great ideas,
great men, great art and great spirit. We need contact wizr those things which
can inspire, with that which can reveal meaningfulness, tkac which will direct us
in hope to the humane, which will restore to us a respect for life and living.

We need high purposes.

A1l that has thus far been said refers to the role of music in the
total education of children., In my country, 'music education'" ag a term, refers
to that particular area of professional musical activity which de2ls with
instruction in our tax-supported or public schéol systems. It has another usage,
however, since it designates the major interest of those college students who are
preparing to teach in public schools., Thus we hear the terms "piano major', or
A“music education major". Perhaps you have such differentiations in your own
colleges. At any rate, I wish we did not make such fine distinctions for they
1end themselves to a separation in attitude and thinking that is unfortunate for

everyone concerned.
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It is at this point I wish to open the lower half of my seminar door,
that important half which is so necessary to the functioning of the household,
the portion which allows us to consider the education of teachers whose Job it
is to meke music a functioning part of that world we have recently considered.
For if we need high purposes, we also need high quality in those who help us to
achieve such purpcses.

The most fundsmental consideration in the preparation of g music
educator is that he be musically able, and by this I mean more ~than merely
adequate. Sometimes one hears arguments that the teacher candidate doe:s not
need the performance skill of the applied music major simce he will nowt be ex-
pected to give recitals, play in a symphony, or sing in an opera. But this is
not the woint. The thing to remember is that he will, of necessity, perform
for his students. He must demonstrate for them, he must conduc* them, he must
select music for them, he must criticize them, he must represex excelience o
them. Heightened performance gbility for the teacher is not for the purpose of
recital giving. It 1s for the purpose of developing the means ty which greater
musicianship and artistic insight are gained. It is to provide the teacher with a
masical norm by which he can Jjudge the effect of innovations and the range of any
variations be is called upon to make. If he is provided only with elementary
skill in a variety of instruments, as many of our candidates must be, how can he
demonstrate the kind of musical maturity his students need to observe? In what
does his authority as a teacher reside? 1In his contract with the school board?
In kis physical size? In his adventage in years? Alas, none of these can add
more than a temporary security. Puﬁils are quick to sense the limitations of

their teachers and their respect and attention are paid to the teacher who can "do."




It is highly desirable that performance skills be supported by a
thorough knowledge of the compcs: : tiona. contenz of the literature. For a variety
of reasons, counterpoint, analysis, orchestration, score reading and the like
are somstimes omitted from the requirements of the teaching major. thus making it
possible to be graduated only with an elementary grast of composiional devices
end styl=ss. This seems singul: ~ly inappropriate in az. age when so much expaeri-
mentaticn is going on in our ycunger genzraticn of «cowrposers. Today's high
school students have a right tc expect their teachers %o be well acquainz sed with
contemporary and avant garde conpositional features. Such manifestations of
musical thought are relevant tc our age and few young people fail to be incer-
ested in them.

Teachers must have =.tual acquaintance botln with the traditionel and
the contemporary if they are ¢ realize and teach the styles and techniquss
which characterize the major developments of our musical heritage. We heve a
few enthusiasts who attach nc value at all to anything written more than ten or
fifteen years ago but they are matched by those who believe that "All Breathing
Life" stopped with the death of Johamn Sebastian Bach. These extremes are quite
allowable to those whose occupation with music can remain individualized and even
private. Such inmocence is not allowsble for the music educator who must under-
stand and interpret both.

Such study must, of course, illuminate all performances of the teaching
major, not only his solo work but his experience in both large and small enserbles.
It is most unfortunate and detrimental when colleges camnot provide the richness
of such musical training, for the teaching majors will have been denied so much

of what they are expected to teach.
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But it is not music alone which the music educator must kmow. His
Primary contact with stvdents must be through the art but he i1s s=en as a teacher
and an example of an educste: man. This means that his knowledgs of psycholog;,
history, language and scies:= must increase his range of influence in the clasz-
roox: zs well as his competeiicz ac a citizen. Professional courszs, which have
received much abuse 1n i1ecent yezrs, should provide the techniqu:s and material.
by which the teacher can judiciously bring groups of children ir o contact witk
an &t which is not proQuced by children. Children are made sus .:eptible to those
elem=nts of which masterworks are madge. This 1s a process which requires much
patiernce, ingenulity and planning, real understanding of how children's minds anc
bodies develop, and an appraciation of the problems involved in -~eaching a grour
rather than an individusl. There is no doubt that in some cases, professiona.
courses for teachers have been proliferated to a point of sbsurdity, but the
faculties of most schools know that there is a limit to what can be assimilated
by a teaching candidate before he actually experiences a classroom situation.

For this reason, I feel that the student-teaching activity, which is a part of
any music education curriculum, is indispensable and holds the same relationship
to the educational part of his degree work as his performing experiences hold for
the musical.

There is, of course, much more to be said about the preparstion of
music educators and it will surely be brought out in the meetings of the next
ten days. But, in these closing minutes I wish to make an urgent plea that
admission into the field of teacher preparation be genuinely selective, not only
from the candidates viewpoint, but from the standpoint of the faculty's appraisal

of his potential as a musician and teacher. Patently, this cannot be done during
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<wo or t-ree days of rezistTatiiin at the beginning of a semester. Certain
hurdles shr.d be clesred t the student before he is allowed to embark upon a
career which can affect hund~eds, even thousands, of children. To prepare for
the public schools, compele <The satisTaction of many demands. One is that of
c¢epth in z.2s area of music 1 »erformauce, an area not merely of physical
skill byt =F total musizal comprehension..- Another is the analytical coupled
with the muzicological. Ancther is that which contributes knowledge of and
perspective in the grand asray of man’s attempts at interpreting his world.
Sti1l another is that of zractical end effective communication between pupil and
teacher. Tais is no progre= for the student whose abilities are modest or whose
interest in teaching is joh security. Furthermore, all of this preparation tekes
time. Skills are not develcped through force feeding, but our age is restless and
demands speed as well as coroetence. Perhaps we can achieve some of our ends with
greater proficiency and in less time, especially if research can give us greaterx
insight into how people learn and how they can be alded in acting creatively.
All tﬁings considered together, my personsl feeling 1s that a five-
year program is indicated for teacher preparation and everything in my long exper-
jence with such a plan has caused me to view it with increasing favor. I would
suggest, further, that the entire faculty participate in the selection of teacher
candidates and thus be fully aware of their particular responsiblility for the
preparation of such candidates as are musically able, intellectually able,
imaginative, and anxious to teach. It is a total faculty Job to give students
such depth of insight, such clarity of expression, such 1llumination and growth
in music that they in turn can challenge and excite the mwinds of their own students.
In closing, I believe this seminar will be obliged to consider to what
extent the children of our various countries can benefit from music in the schools.

Tt will surely need to consider the qualitles of the teachers who would give the
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instruction. t cenit avoid discussion of the value of sesthetic education

nor the question =7 & role which music education should and does play in the
vocational aspezts -7 risice In my own country, the practical question of the
supply of performi:: : rtists is not alone the province of the private teacher or
the conservatory :z: “hs development of a demand for their services largely rests
on the guality en’' .o%eomt of public school instruction.

Such quesi:*=z point clearly to the fact that whatever musical progress
we make will te as = re2sult of the common efforts of all who function in any wsy
in behalf of the a>.. .md that the quality of the instruction we give to the
young will be the :=_ Zating point of such progress.

Robert ULZ: ., in his book, The Human Career, sums it up well when he

says:

"There can be schools which no longer educate despite the desper-
ate attempts of devoted educators. There can be refined methods

of teachim; “hiich nevertheless breed barbarismi...Tliere can even

be ideals wi_ch mislead, rsther than lead. All our endeavors can
become schisvzments only when they grow out of a society where in
the reletions of man to himself, to his fellow men, his knowledge,
and his institutions are enriched by a sense of common belonging....
If education understands itself in its transcendent nature, 1t can
become the bilwark of mankind."l

This seminer must contribute tec that sense of common belonging and
in so doing, achieve a quality which is extra-ordinary, and the extrgordinary

is akin to the tranz: adent.

1. Robert Ulich, THE HUMAN CAREER, (Herper) p. 238.
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CHAPTER II

A SURVEY OF THE CURRENT SITUATION IN MUSIC EDUCATION

Introduction

Each group representing an area of higher education (music educa-
tion, musicology, applied music, etc.) and each group of professional misicians
understandably has well defined ideas about the preparation of teachers of
school music. Each of these ideas is impOortant and must be considered. In
addition, however, any discussion of these problems of music teacher education
needs to be preceded by a clear look at the schools where these teachers will
work: What ere the aims of the music instruction in the schools? What are
the situations in which the teachers vperate?

Examination of all of these areas is essential if we ere intelli-
gently to delineate the kind of educatiop a music teacher needs and to outline
a plan for providing it. This pecomes increasingly important when the scope
of the study includes as many different countries, educational systems, and
cultures as is the case with the International Seminar on Teacher Education in
Music. To make it possible for the Participants to be well oriented to all
these varying aspects of the problem; a series of pictures of different situa-
wlons in different parts of the world was presented. These were given in
general meetings which were followed by sessions of small discussion groups

where additional points of view could be expressed.



The Role of o Music Teacher in the CGermen Schools

Egon Kraus

Volksschule, elementary school. Crades one through eigh+%; in many
cases grade nine. Pupil age, six to fourteen or fifteen. Training of the Volk-
schul-teacher: Graduation from a high school (Hobhere Schule); six semesters
(three years) at a teacker training college (PHdagogische Hochschule).

Grundschule, the name for the primary grades. Grades one through
four of the Volksschule, which must be attended by all children. Pupil age from
six to ten.

Two hours of class instructicn are generally required in music in all
classes of the Volksschule, from grade three on. In the first two years (grades
one and two), instruction is of an integrated nature without division into separ-
ate subjects. Special hours are set aside for voluntary singing and instrumental
groups, usually two per week.

The class instruction in music is normally carried on by the regular
classroom teacher. There are very few special music teachers for the Volksschule.
up to the present time, but there is a trend in this direction.

In a very few Volksschulen, instruction in instrumental music is offered
(carried on by private music teachers). These classes are coptional and are usually
restricted to groups of three to six pupils. Volksschulen send their children
who manifest musical gifts to special music schoels for children and youth.

There are at present about one hundred schools of this type in Western Germany.
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Aims of music in the Volksschule. Music education in the Volksschule should

awaken, provide, and cultivate the natural joy of children in singing, meking
music, snd listening to music} it must cultivate the child’s taste and bring him
into an inner relationship with music.

Music *teaching in the Grundschule mostly means singing lessonse. Song
material: children's songs, old folk songs, songs of our time. In combination
with the pedagogic music of Orff, Hindewith, and Bartok this material constitutes
the way to an understanding of contemporary music. The methodology leads from
actual singing and playing (Orff instruments) to hearing and writing. The instruc~
tion in note writing and note reading is only one of many tasks which are presen-
ted in an integrated way rather than successively: voice culture, ear training,
rhythmic training, improvisation; folksong cultivation, instrumental accompaniment.

The most widely used method is the old tonic solfa method, revised by
Josef Wernz. It employs the solmization syllables along with the characteristic
hendsigns. Leo Rinderer has extended this method by including as a new methodo-
logical device, the Glocken-Tower, &n especially prepared glockenspiel.

Basic music instruction in the Volksschule is not restricted to singing.
I makes use of percussion instruments (rhythmic and melodic instruments), recorders,
fiddles, guitars, etc. A great incentive in this area has been the work f
Emile Jaques-Dalcroze and his pupil Elfriede Feudel (Eurhythmics), Carl Orff, and
Hens Bergese. From grade five on, stress is lald on the appreciation of or know=-
ledge sbout music (Musilkkunde). In close relationship with the learning and
performing experiences, characteristic excerpts from the llves and works of the
great masters provide for the pupils a living plcture of the exlstence and growth
of musical culture.

A great variety of song books and textbooks, teacher's manusls, hang-

books, a monthly periodical, and two special series of recordings prepared for
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music teachers in the Volksschulen help the regular classroom teacher to fulfill
his manifold tasks fcr which generally he is not adequately trained.

It is due to the lack of speciasl music teachers that there is only a
very weak instrumental program and that there are only a very few good choirs
and orchestras in the Volksschule.

Mittelschule, a kind of junior high school. Graades five through

sen. Pupll age from ten to sixteen; a school for those desiring seml-professional
training. Tralning of the Mittelschul-teacher: Greduation from ore of the high
schools (H8here Schule); six semesters (three years) at a university and academy
of music. Exsmination in (preparation for) two teaching subjects.

Two hours of class instruction in music are generally required; in
some cases only one hour in grades nine and ten. For choir and orchestra (electives),
two additional hours per week are set aside. The music teaching in the Mittel-
schule 1s carried on by special music teachers.

H8here Schule, Gymnasium or high school. Grades five through thirteen.

Pupil age ten to nineteen. A school for those desiring to enter a professional
career. Graduation (Abitur) permitis entrance to all Hochschulen (universities
and schools of collegiate r&u&). Training of the high schooi (HBhere Schule)
teacher: Graduation from one of the HBhere Schulen; at least eight semesters
(four years) at a university and academy of music. Exemination in (preparation
for) two teaching subjects.

In the past, music was a required subject for all students of the
HBhere Schule with generally two hours of class instruction per week through all
grades. Due to the continuously growing intellectualization of the German high
school, music has recently become an elective subject in grades twelve snd

thirteen. Chorus and orchestra have special hours allotted, gemerally two per



week each. On a purely voluntary basis students in grades eleven thruugh thirteen
can work in the fields cf music theory, literature, etc. This is particularly
recommended for those étudents who intend to enter a profession for which musical
training is a necessary, prerequisite; i.e., Volksschul-teacher, specigl music
teacher, professional musician, musicologist, etc.

Aims of music in the high school. Active listening and active doiag. Singing,

playing)and listening lead to a better understanding and in the upper grades to

a spiritual anaslysis of the art work. Such analysis concerns itself with insight
into the organization, the stylistic peculiarities, and the human relationship of
the art work itself.

The main task is to present the musical scene of our own time. A
complete presentation of the development of form end style as well as music
history is not the hask of high schools. The teaching staff is certainly at
liberty to make an occasional study of individual periods of mmusic history. But
the general music education concept expresses itself in a few characteristic
individusl works (exemplary learning!).

There is a frequent use of the comparative method, comparing art
works of different periods, linking the past to the present. From grade eight
onwards the menifold tasks of appreciation of misic, the knowledge of music
(Musikkunde, Werkbetrachtung) are predominant in the high school curricula.

In the first three years of the high school (HB8here Schule), grades
five through seven, the Ffollowing activitles are included in the cless instruction:

1. Singing -- cultivating the singing voice; extensior of song repertoire
{0ld and new soungs, canons of different epochs); developing skill in reading
music and in singing parts.

». Rhythmic activities (music and movement) in connection with playing
simpie instruments (Orff-Instrumentarium, recorder, ete.)

3. Listening to music == developing an understanding of -an appreciation
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for music in its totality, the old as well as the new; the spiritual as well as
the secular, dance music, and "house music"; folk music and art work.

Generally a German high school consists of twenty~six classes or
sections with about 500 pupils. In such a schoci two music teachers are employed.
They are both responsible for the same kind of general music instruction; one
conducts the orchestra (two hours per week), the other the choir (two hours).
The required number of teaching hours for a secondary school teacher is twenty-
four hours per week. With the exception of Bavarian schools there is no special
instrumental program for teaching the instruments of the orchestra in German
high schools; this is an out~of=school activity. Therefore only a few high
schools have a good, full size orchestra and almost none have bands.

There ace three main types of high schools: altsprachliches high
school or Gymmasium (stress on Letin and fireek); neusprachliches Gymnasium
(stress on modern languages, mainly English and Freich); mathematisch-naturwis-
senschaftliches Gymnasium {stress on mathematics and sciences}. A special type
of high school for music and the arts is just developing in several provinces.
Those schools include the public school students who manifest special musical
capacity.

General ProlLiwms

l. There is a feeling that there is no bridge between tradition and pro=-
gressive art, no balance between music as ars and usus, between foll music and
art music in the curricula of all types of schools, elementary and secondarye

2. Singing and song literature are stressed too much in the elementary
schools and the lower grades of secondary schools at the expense of instrumentsl
music.

3. There is a lack of instrumental program at all school levels.

k. Educators are convinced that a great variety of musical activities

&i; {.-,*
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chould be offered at each schonl level, elementary anG secondsry«

S. The aims of contemporary music educetion can no longer be fulfilled
by the regular class~room teacher. TFor each school level a ﬁell trained speci-
alist mucic teacher is demanded.

6. The promotion of misica’ talent seems tu T neglected, especially in
the elementary schools.

Te Public schools with a special stress on music education on gll
educational levels should be instituted. The Hungarien experiences should be
carefully studied.

8. Since there is a continuous giminishing of time allotted to msic
teaching at all levels, especially in secondary schools,; the advantages of music

as an elective subject should be seriously considered.




The Role of the Music Teacher in American Schcols

Charles Leonhard

The roie of the music teacher in American schools is many faceted
and complex. While his principal role involves instruction in music, he may
also play a variety of other roles: performer, musical jeader in the community,
musical adviser to school administrators, musical entrepreneur, and public
relations man for the music program and the school system.

The extent to which he becomes involved in the roles other than
musical instruction depends upon a variety of factors including the level at
which he teaches, his area of musical specialization, the type of position he
holds and his personality.

In this paper Y shall consider different types of positions at all
levels of the public school and the varying responsibilities involved. The
levels include elementary, junior high school, and senior high school . The
different positions include: in the elémentary schools, general music teacher
and music supervisor or coordinator; in the junior high school, teachers of
music classes, and choral and instrumental specialists; in the high school,
teachers of music classes, and choral and instrumental conductors; and, finally,
the administrative position, Director of Music.

Elementary School

The elementary schools of the United States exhibit a great variety

in the way the music program is organized and operated, but almost every school

system employs one or more music soecialists at elementary level. The twec most
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general types of position are teacher of elementary classroom music and coordin-
ator or supervisor of elementary school music.

The typical teacher of elementary school music carries on instruction
in general music from kindergarten through the sixth grade in classes of from
twenty to thirty-five pupils as part of the regular school prograis- The music
classes meet from one to five times per week for periods ranging from twenty to
thirty minutes each-

The teacher, almost invariably female, works on a rugged schedule-
She may teach from twelve to eighteen different groups of crildren every day
with no free period or with one period labeled on her schedule as "preparation
period", but which could be more aptly called "recovery period". While some
echools have music rooms to which children pass for music, the more typical
arrangement calls for the teacher to move from room to room bearing a load
consisting of books, instruments, recsrdings, record pleyer and other tools of
her trade. While some schools furnish certs as an aid in moving, the elementary
school music teacher without @ strong constitution and boundless energy hes
great difficulty standing the pace, especially when her schedule calls for her
to travel from school to school, as it often does.

In addition to their regular teaching load, most elementary school
music teachers conduct one or more upper-grade choruses during the noon hour or
before or efter school hours, prepare all~-school programs for Christwas, and
organize and conduct a Spring Festival. Fortunately, their responsibilities for
public perforinance, community leadershiv and public relations are usuamlly limited.
On the other hand, some schools expect an elementary school operetta each year
-gpd monthly performances at meetings of the Parent-Teachers Association.

The job of the elementary music coordinator or supervisor varies

principally with one factor--the extent to which elementary classroom teachers
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are involved in teaching music. Due both to the scarcity of elementary school
music sperialists and the lack of funds, many school systems rely entirely or
largely on classroom teachers to teach music in the elementary scho.l. In such
situations the elementary music coordinator plans the program, carries on in-
service education for classroom teachers, visits classrooms for purposes of
inspection and demonstration teaching, competes for money from the administration
to purchase books, instruments and other instructional equipment, encourages
incompetent or recalecitrant teachers and placates aroused principals. In some
systems the music cocordinator is iu reality not a coordinator but a traveling
teacher who gives children the only organized musical instruction they receive
in periodic vizits which may range in freguency from once every two weeks to
once in two or three months.

In systems where music instruction is entirely or largely in the
hands of music specialists, the coordinator has many of the responsibilities
mentioned previously, but can devote a mejor portion of time to systematic
curriculum development, to improvement of instrusction through supervision and
to systematic 2valuation of the program.

M™e coordinator of music is often actively involved in community
music and assumes & leadership role in the musical acuivities of civie clubs,
and parent, social and religious groups. He has major responsibility for
educating the gchool administrators concerning the purpose, value and scope of
8 gbod music program and for securing funds. Since he usually has no set
teaching schedule, he also has responsibility for keeping himself informed about
current developments and research in education and for passing relevant inform-
ation on to music teachers who work with him.

Junior High School

Music teachers at the Junior high school level share the somewhat

anomalous nature of the American Junior high school itself. The children are at
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an intermediate stage between childhood and adulthood, and the schocl, sharing
characteristics of both the elementary school and the senior high school, has

a shifting role and an uncertain identity. It is undoubtedliy significant that
few music teachers are prepared specifically to teach in junior high school.
They are usually elementary school teachers with aspirations to move up the
educational laddar or people Prepared to teach in high school who are using the
junior high school as a springboard to a more glamorous and higher status
position in the high school.

Teachers of classroom music in the Jjunior high school have an even
more difficult. instructional role than elementary music teachers. Music is
usually required in grades seven and eight, the children are &t a difficult age,
and some of them, having experienced classroom music for six years and rejected
it, have highly negative attitudes toward continuing it. Furthermore, the content
of music classes in the American junior high school has never been well and
clearly established.

The frequency of music class meetings ranges from cnce to five times
per week, and the length of period, from forty-five to sixty minutes. Classes
are usually organized on a heterogeneous basis with wide ranges in ability,
competence, interest and experivues. Class size ranges from twentv-tive to
sixty. Organizing and conducting instruction under the worst of these circum-
stances is obviously an almost impossible task. On the other hand, when the
situation is favorable, teaching w:sic classes at th.s level represents one of
the most rewarding positions in the grhool. Tne teacher of Jjunior high school
music classes usually has great freedom in planning instruection, bears only
minor responsibility for public performance and rérely is expecéed to play a

major role in community music activities.
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The junior high school choral director often combines teaching
music classes with conducting a variety of choral orgenizations. These inevitably
include one or more girls' choruses and girls' enseubles, often a mixed chorus
and, less frequently, a boys' chorus. Public performaences are ususlly limited
to appearances at assembly programs, & Chrisimas progrem and either 2 Spring
Concert or Festivel or, in some cases, 8 musical dramatic production. Being
rarely in the public eye, the Junior high school choral director often has only
minor responsibilities for community music leadership.

The Junior high school instrumental director always conducts a band
which typically rehearses five days each week for periods ranging from forty to
sixty minutes. Many Junior high school administrators discourage the development
of a marching band, but in some situations the Junior high school band director
is expected to simulate all the activities of the high school band irncluding
marching ani half-time shows at athletic events.

'The Jjunior high school bend director mey work in two Jjunior high
schools, or, more typically, carry on the program at the junior high school Hr
half a day and give class instruction in instruments in one or more elementary
schools during the remainder of the day- Orchestras, relatively rarz in American
Junier high schools may be conducted by the band director, or, more typically,
by a string specialist who comes from another school for one or two periods
each day.

Senior High School

The choral director in senior high school teaches chc_us classes and
conducts one or more choruses which always include a mixed chorus, a girls'
chorus and, less frequently, a boys' chorus. He usually has one status group of

mixed voices called a cholir which is selective in membership. Choruses and




c..orus classes typically meet five days per week for aa hour. The choral
director also organizes vocal ensembles including boys', girls', and mixed
trios, quartets, octets, and madrigsl groups which may rehearse before and after
scnool. Many of these small ensembles specialize in popular and semi-popular
music and, as a result, are in great demand to provide entertainment at public
functions.

The out-of-school scheduie of the high schcol choral director is
usually crowded. He often presents an elaborate Christmas program, & musical
comedy or light opera, and an ambitious concert at the end of the year. In
many schools he also takes his groups to compete in one or more contests in:
the spring. He is often expected to provide entertainment for civic and social
clubs and religious music for church functionss.

The high school choral director is freguently active in community
activities and is often engaged to direct a church choir or community chorus.

In school systems of small and medium size he may also serve as supervisor of
elementary school music or director of music for the entire system.

The high school teacher of instrumental music conducts one or more
maejor performance groups and may conduct a band or orchestra in a junior high
school or give beginning instrumental instruction in one Oor more elementary
schools in the system. He is likely to be actively involved in performances
outside the school and frequently assumes a major leadership role in the musical
life of the community.

The teacher of music classes in the high school offers such courses
as general music, music appreciation, music history and literature, music theory,
and composition all of vhich meet daily can carry full academic credit. While

only the large and wealthy districts offer a program of high school classes
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requiring the full time of one or more teachers, the teacher in charge of one
of the areas of performance activities often offers one course of this nature
each year.

The Director of Music

The Director of Music in a public school system is the principal
administrative and supervisory officer in the music department with overall
responsibility for the music education program. He provides leadership in pro-
gram development, participates in the selection and assignment of teachers,
inducts new teachers into the program, carries on & program of in-service educa-
tion, supervises instruction, represents the music department with the school
administration, promotes good public relations, oversees the scheduling of
performances by school groups, secures needed facilities and equipment, publi-
cizes the music program, and carries on programs of evaluation and research.

In addition, he usually plays a major role in community music activities. 1In
large systems the director of mmsic devotes full time tc his administrative and
supervisory functions and mey have one or more assistants. In smaller systems he
often teaches a reduced schedule of classes in his area nf specialization in
addition to his administration and supervisory duties.

The type and extent of responsibility of music teachers varies greatly
amorg school systems. In some fSystems for example, one teacher may give in-
struction in 81l phases of music (instrumental, vocal and general) in one school.
In other systems he mnsr teach only in his area of specialization in two or more
schools at the same or different levels.

This variety of responsibility pOSes‘a major problem for institufions
preparing teachcrs of music: Should the prospective teacher receive preparation

as a specialist on one areda of music to teach at one level? At more thar one




level? Or, on the other hand, e&s a musical generalist prepared to teach all
areas of music at all levels? While the situstion is constantly changing and
the trend in larse collegzes and universities is now in the direction of speci-
alization, most institutions have attempted tc solve the problem by a Judicious
compromise. Few institutiorns, however, have solved it to the satisfaction of
the music teacher education faculties, school administrators or prospective

teachers.




Musiec Education in Israel

Emanuel Amiran-Pougatchov

It is difficult to explain the system of music educestion in Israel
and its problems all in & few brief remarks. I shall to do my best, knowing
full well that I shall omit far more than I put in.

First a few words on the outward structure of the school system. The
entire system, kindergarter., elementary school, high school, 2nd vocational
schools, come unc.r the Jjurisdiction of the Ministry of Education and Culture.
The Minister of Educatic .n his capacity as chalrman of the highest educationsl
council, also influences the policies of higher education (universities, the
Technion, scientific institutions, etc.) There is free compulsory education for
all Israeli children--Jews, Arabs and Druzes--from kindergarten (age five) to
the completion of eighth grade of elementary school (six to thirteen). Today
there is some serious discussion with regard to changing the existing system of
eight plus four to the six-three-three system. This change when realized will
no doubt affect the substance of the program of studies. At present there is g
general uvniform curriculum for all elementary and high schools, but it allows a
certain amount of leeway for the different trends such as religious, vocational,
agricultural schools, etc.

Children of pre-kindergarten age can attend nursery schools, which,
wvhether private, public, or city-meintained, are also supervised by the Ministry.

In some places, nursery <chools for three~ and four-year-olds are free for



children from poor homes.

Al1l principals and teachers of elementary schools are appointed by
the Ministry of Education, and their salaries paid by the ministry, which is
also responsible for their social benefits: pension, sick leave, etc.

There is no compulsory education law for post~eliementary schooling
(fourteen to eighteen). The high school usually belongs to the city or local
council, or is public or private, and the teachers are appointed and salaries
paid by these local authorities. In some immigrant centers, high school educa-
tion is free, and gifted children are assisted with grants, bursaries, and extra
tuition. The Ministry gives uniform matriculation exsminations, held at the
sgme time, for all schools, and it approves the matriculation certificate, but
each high school has a wide latitude for its own choice of emphasis on different
subjects, beyond the certain few required subjects. Some high schools have she

‘same subjects taken by all students in the same faculty (arts, sciences..-) but
in others, tliere are only a few required subjects and the rest are electives.

A1l supervisors of kindergarten, elementary, and high schools of all
kinds are employeés of the Ministry of Education. Their reports are filed both
in their local office and in the head office of the Ministry in Jeiusalem.

This centralization by the State is firm, but on the other hand allows for
freedom of maneuvering, anda is well-suited to our educational aims, which have
their complications. It 1s sbsolutely necessary to give equal educatior to all
children in all layers of the population even though they may be of such different
ljevels due tc the widely-varied backgrounds of paren*s and children who are stilil
engaged in g physical and gpiritusl ebsorption in the new homeland and in & new

cu-lture .




A, Music Education--!'"The Frame',

Music education is a part of the general education program and is
influenced by it. The regional music supervisors are responsible to a head
supervisor attached to the regiomal body (such as Tel &viv Ares., or Haifa Area,

etc) in matters of administration--appointment of teachers, reports,etc. But

in matters of educational content, they are directed and instructed by the

directing supervisor of music education who is the special arm of the Central
Pedagogic Secretariat. The regional music supervisors meet once a month under

the guidsnce of the directing supervisor to clarify pedagogical and organizational
problems, and to decide on policies of music education. The directing supervisor
is also in charge of special music schools, such as the high schools of music,

the conservatories and academies, and the music teachers' training colleges,

and for the program of study for music in any teachers' training cr?lege. This
does not include the nusic faculties of the universities.

Today there are more than 250 teachers of music and rhythmics in
kindergartens, about 500 music specialists in schools, and 810 teachers in the
thirty-eight special music schools, all under the official supervision of the
Ministry of Eduzation. (There are additional schools beyond the thirty-eight
which have not asked for the Ministry's supervision, as there is no law that
requires them to do so.)

In kindergarten there are two half-hour periods pexr week of activity
with a pusic specialist. TIu the elementary school curriculum, two music lessons
per week are required, vut because of budgetary reasons, there is only one lesson
per week at present, a situation which we hope will be remedied in the near
future. The lesson is given by a music rpecialist from the fourth grade up
through eighth grade. 1In grades one to three the music lesson is given by the

general teacher, who is not properly trained for it, a fact which music educators
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and music supervisors strongly disupprove of, as it causes a most harmful set-
back from the earlier accomplishments in good music education which they received
in kindergarten. So we are striving to introduce music specialists in these
Pirst grades, too. In many schools the principal, of his own accord, and with
the assistance of the Parents Association, does employ teachers for rhythmics
and folk dances for these grades.

In the kibbutzim (agricultural collectives) where possible, they provide
music specialists in all grades.

In every school, two hours a week are allotted for choir, and if
there is an orchestra of any kind, the Ministry of Education particips:.. . .4
paying the salary of the instructor.

In my opinion, music education in grades one to three is our Achilles
heel.

B. Music Education--'The Picture": The Pedagogic Content.

1. Kindergarten. It is in the kindergarten that is is important to lay

a so0lid and healthy foundation of good music education. In addition to the daily
dancing and singing with the kindergarten teacher, the music educator gives the
children Dalcroze cirhythmics (a system we are ardent admirers of) during the
two half- hour periods a week, as well &s good musical instruction through folk
dances, musical games, percussion bands. The music educator sees to the contin-
ustion of the basis of wusic appreciation hablts and active participation in
singing and movement (despite the limited time that is given).

The principle of self-expre-sicn 18 preferred and encouraged, and the
subjects of holidaywu, plant and animel life, work and pley, are worked out as
improvisations, and sometimes, little by little, take on a permarient form.

Our problem of (20¢, proper singing is one ~¥ the most serious Anong




children, young people and adults for many reasons: the c._.imsgbe is hot arnd
moist in most of the country for a good part of the Year, and living is outdnors;
the mauner of speech of the different cultural commnities (guttural, nasal,
tl.. 3e who can pronounce all the twenty-two letters properly, and those who
pronounce each sound giving it the pronunciation of the country of their origin.)
LU ger a uniform musical sound is a work of art; indeed, it reguires sorcery

on the part of the music instructor.

2. Elementary School. There is an officiasl approved program of music

studies pro ded by the Ministry of Education which can be used by the school as
a desired curricwlum for grades one to eight. But this program permits the teacher
to use any method of teaching, as long as it will establish definite goals of
achisvement in the various branches of music eaucation. TIn general outiine, this
program includes singing, theory of music, ear-training and solfége, msic
appreciation, some chapters im the history of music, playing an easy instrument,
and an acquaintance with the musical instruments.

Because the schools are too small to engage additional #ull- or part-
“Jme vocal or instrumental speciglists in most cases, the same music teacner must
teach classes ahd conduct the choir and orchestra, both in school performances
and at inter-school gatherings. There are amnual gatherings of ~hoirs and orches-
tras in which pariicipating is compulsory, zxemptions granted by special per-
mission only. The gatherings are non-competitlive, but the judges submit their
evaluations of the performances, and the results are presented in un official
certificate from the Ministry to each choir and orchestra. After each gatherirg,
discussion: are held on the spot at which the yudg( ; can give their criticisms
and corments to the teachers and the teachers can explain or justify, if necessary,

their points of view. As a rrsult of these discussions, there have been vio-
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no.mced improvements in vocel performances doring the sixteen years thst the
choir gatherings have been taking place.

While striving for gocd vocality, we are at the same time trying
to irprove the unsatisfactory condition of the tesching of solfgge. It is clear
that in Keeping with the new melos, which is principally pentatonic and modal
(at any rate in our characteristic songs) it is impossible to0 teach the customary
major-minoy solfége. Some particular methods have been suggested, but this is
a subject In itself.

Within the sphere of the theory of music we want to give a pupil
who has completed eight years of school (in spite of the faults and hindrances
in grades one to three, the lack of time in the other grades, etc.) an acquaintance
with the fundamentals of rhythm, templ, dynamics, time; he should know the
structure of all the scales and intervals, and the basic forms of composition.
Tn ear-training and solfége it is very difficult to accomplish very mach when
there 1. only one leéson & week in crowded classes of 45 or more ywwils. But
nevertheless, in many places, with very good teachers, they do make excellent
progress. Actually, the main goal is to bring the child close +o the symbols
of music and the basic concepts, and to exorcise the common fear of this "secret
writing" of music.

Good rhythmic foundations have been laid with the shorthand notation
of Dr. Somervell, the English music sducator whose system I brought back with
me frow Englend in 1935, and which since has Jeen used successfuily in schools
to this day. T believe that this Somervell system is ¢ work of genius in its
simplicity; it 1s graphicelly logicel, easy to write, easily grasped by children

(even the retarded) whe feel as 1f it were their own inventlon.




Our difficulity in the teachiug ©f reading music is more in the mstter
of pitch; and especially so for those children from Oriental backgrourds, whoese
esrs are not aétuned to the l2-tone scale. In the process of integratic . of the
Eastern and Western cultures, there arises the droblen ¢ preserving the suthentic
folklore of the different communities; but where and how 10 do this is a subject in
itself.

Music -~ppreciation. Though the official program hints at defin:
lines, it gives the teacher freedon of chcicve of works suited to the class, the
school, the abilities of his pupils, and the general and musicsl level of the
children. The guiling policy is to give the children the opportunity to hear
considerable good music and to leara to enjoy it, ard in tir~, to becone int=li-
igent listeners at concerts and to broadcasts.

BEffor s are made to bring musicians in various forms of ensembles
to schools, and also to bring entire schools with teachers and principal to a
concert hall to hear good music accompanied by explanations. The gim is to have
approximately five concerts a year. In recent years this program has been carried
out with considerable success. Zven though in remote settlements, the schools are
too small to have regular programs as in the city schools, we try to give them as
meryy of such programs as possible, and plan in the future to help by having
regional "travelling teachers” to bring programs of music end films to small
settlements, like the mobile music units operated by the Ministry of Education
and the America~Israel Cultural Foundation with their programs for adults.
3+ High School (age fourteen to eighteen). Here there is consldersbly less
uniformity in music education than in elementary schools, and it is dependent

on a nuwber of factors: the general situation, the location of the school, and
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even the perscnality of the teacher. Choirs for three and four voices, bands,
and other instrumental ensembles are encouraged. Folk dance gTroups sre parti-
cularly popular st this age. 7Tn the city high schools, and ever more so in the
high schools of the kibbutzim (egrienltural corlectives)~-where the parents of
the students are members of the kibbutz and will make any sacrifice Ior the
education of their chilaren--stress is laid on music appreciation.

High Schools in the Kibbutzim. There are appro dmately sixiy

jnstitutions of junior and senior high level in the kibbutzim, where music edu-
cation follcws three main channels (after a good foundation *= music in their

earlier edacation):

a. Class lessons. Two hours a week in all six grades (seventh to
twelfth) rejuired, not elective. Content:
1) Music appreciation
2) Songs
3) Theory and solfége
4) Class choir

b. Instrumental orientation. Studying an instrument is encouraged.

Up to 80% of classes study some instrument: recorder, mandolin, guitar, etc.
Tessons are after school, privately and in groups. Talented children are provided
with serious instruments--bowed or wind--OT given access to a piano. Such child-
ren may start in fifth grade, They also may participate in regional music schools
poth in study end in orchestra or emsemble.

c. Social activities with musice.

1) Choir. I~ larger schools, there are eve. two, for younger
and older students. Participztion is not-selective; anyone wno wishes way Joia.

2) Orchestra or bemd. One Ci two.
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~noal, or combined; dncluding
chamber music.
Ly Fvening programs.
a) concert of records.
b) musical evening of cuiz, isames, etc.
c) periormances a% pustios and celebrations.
5}  Extra-curr’ mdlar study groups for solfgge and theory, con-
ducting, ant music appreciation.
6) Activating the children with responsible tasks in the care
gd meintenarice of the musical equipment.
7) Organizing and attendance at concerts.

d. Usual Eguipment

1) Record player and good basic record librery.

2) Tape recorder and tape library.

3 ) Central music room, classroocm, and practice rooms.

4) Avpcut fifty fretted iustruments for every 100 children;
gbout ten sericus instruments for every 100 children.

Growing orchestral activities on a lerge scecle, which are still quite
nev to us, have rcecently been urged more strongly by the Ministry of Educati
which to the best of its ability is trying to establish and develop bainnds aad
orchestras. Tho rain impediment is the high cost of musical instruments. The
lack of highly~-qualified teachers is anolther problem; goo. musicians are occupled
in professional orchestras and in their spare time are too expensive, if available.

4, Music High Schools There are three: two in Tel Aviv, and one in

Je.usalem. The graduates of these high schools are +the main material that flows




or. to the amcademies and music teacnhers® training colleges, according to their
personal inclinstions and mmsical apilities. In order to earn a mairiculation
certificate, in addition to the five required subjects as in any high school,
students of the music high schools must pasg examinations in sclf;ge5 harmony,
and history of musiz, and show the ability to play some instrument.

5. Training of Teachers. There are two music teachers' training

colleges: the State Music Teachers Training College in Tél Aviv, and the
Oranim Music Teachers Training College near Haifa. Graduates of these colleges
are qualified music teachers and can teach in any %indergzrten, elementary school,
or high schools. Graduates of the two academies (in Jeruselem and Tel Aviv) on
the other hand, who wish to teach in schools, must Pirst complecie special training
in music pedagogy and & few othor regiired subjects not covered in the academies.
The Ministry of Education, in cooperation with the Teachess Association
of Israel, conducits in-service courses during the summer holideys and at various
times during _ne school y_ar where teachers can perfect their krowledge in all
~jelds. ~hese courses are invaluable for new immigrants who a''e good musicians,
wno Tirst learn sufficient Hebrew, and then need only tc Le introduced to the
material taugh. and the methods used in our schools 50 they csn then be employea,
first os temporary teachers and then as permanent music teachers. Many musicians
in this category were absorbed into our educational system, though it was nc easy
matter.
The Department of Music Educeation puts oui a quarterly publication
for music teachers containing material of a generel pedagogic nature of interest.

Some of the Main Froblems.

a. Organizationsal.

1. Tack of teachers. Especially male teachers. Not only in

38

i
Ui



remote commmunities, but in the big cities, even though salaries are egquel to
those of general teachers, and the music izacher can augment his earnings out-
side of school conducting study groups, choirs, and orchestras.

2. Lack of equipment. This is necessary o good work-

A. M. L. I. ({(Americans for a Music Library in Israel), & voluntary orgarization
with headguar =rs in Chicago (founded by Mr. and Mrs. Max Tar of Chicago) con-
tributes lar~= quantities of musical instruments and cther equipment, has helped
and still helps tremendously. But however generous these constant donations,
the)” ~annot take the place of an official budget.

3. inck of music rooms vhich simplify the teacher’s~ job and

create a suitable atmosphere. (There are signs ¥ =z tendency to remedy this.)

L., Circulation of music books for teacher and pupil is compar-

atively very small, making books extremely expensive, discouraging both publishers
and writers. Therefore we do not have many books, but some progress is being made.

o

5. Obtaining a budget adequate for the many growing neads from

govermment sources, municipalities, or loecal councils, is not a simple matter.
Donations from private scurces are non-eixlstent as there is no income~tax deduction
fo Innations.

b. Substance.

1. Finding proper forms for teaching music in the fabric of the many
different cultural groups and to unify them without destroying the good and
original values of their long heritage. It is impossible for those of a Buropesn
background to listen tc and sing the Oriental microtones, and on the other hend,
since ‘the Orientals want to absorb the exlisting scale and fundamentals of the so-
called European music, we have ba: » < tudies on this for the time being.

This causes difficulties and ralses many prohlems.
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. The most difTicult proolem for our music teachers is the pro-
duetion of a mmiform vocal sound, especially in choir. One cannot permit &
choir to be composed of streeks of different types of voices, stranze to each
other, singing -:*h nasal, gutturel, open, etc. vocel habits, and in additiou
with seriou. -.1fisrences in pronunciation. Tt is =1so & Problem to preven’
shouting in speech an” i.. zinging, whick are the result of climatic conditions,
temperament and a nervois way of 1ife:-

3. Conducting a campaign against the spread of hits and cheap music
constently heard on the radio and in the cinems. To instil instead appreciatica
and iove of original songs and good music, Israeli sud foreign.

L. Preserving and deepering the pedagogical morale of music teachers
so that they do not become assembly-1line educators but meint.lin their artistic
and pedagogic aspirations, with the support of which they can do thelr WoOrg.

By the use of courses, seminars and individual care, we try to keep the fleme
alive and btright.

5. The broadening and strengthening of a net of instrumental groups

in all schools by overcoming all hindrances and handicaps.
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Music Educaticn in English State Schools

Arnold Bentley

Notes:
l. Because it must be brief, this paper mskes no mention of music educa-
tion in the private sector, that is the Preparatory and public schools, as they
are called in England.
2+ In England the law requires children to attend school from the age of
five to at least fifteen years of age. Priwmary schooling is from five to eleven,

and secondary schooling is from eleven to fifteen or older.

It is not possible to give a single, clear description of music
education in English schools for the following reasons:
1. There is no recognized, generally accepted or prescribed, syllabus
of work for the country as a whole, or even for smaller regions; the teacher is
free to teach what he/she considers appropriate for the pupils.
2. There is a shortage of good music teachers, especially in the primery
schools, but also in some of the secondary schools.

A. Primary Schools

Aims of Music Education in the Primary School in England

1. The aim of music education in Englana is %o introduce the child to
music as a live experience, and, according to his abilities, to assist him to
learn such skills as will ensble him to take an increasingly active part in music
making, and to become a more appreciative listener.

2. Music education is not mere entertainment in which children have to
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make no effort. It is nct the mere rote singing of unison songs, nor the Playing
about with pitch or other percussion instruments solely for the fun of the moment,
although immediate satisfaction at any stage is essential if further progressvis
to be made. Neither sre the children there merely to be used as choral-singing
or instrumental-playing material for teachers, or others anxious to exercise their
powers as conductors. School concerts and festivals have their place, but the
learning of items for massed performance in public is not (except in so far as

it is complementary to more important work) music education.

3. Enjoyment, both immediate and long-term, is of the essence of music,
ané real enjoyment arises from the satisfaction of achievement at the levei appro-
priate for each child. Linked with this, appreciation (or aesthetic satisfaction)
comes mainly through appropriate personal involvement in music making, which in
turn depends upon developing skilis.

L. Music education can make a vital contribution not only tc the life
of the school community but also to the personal development of the individual
child. Well done, it can stimulate the bright 'chiid to even richer personal ful~
fillment, and there is evidence that it can>0perate as a form of remedial treat-
ment for the more generally backward. Elementary musical skillé have only a low
correlation with intelligencz; they depend largely.ﬁpjh rote memory. These skills
can often be grasped and developed by the generally léss able children, who thus
gain in personal confidence, with the result thaf.their other work begins to
improve. |

In music, as in other spheres, children show a wide range of gbilities

‘at sny given chronological age. Thus their individual rates of progress will vary,

and not all will achieve as much as the most gble. However; both general and

specific objectives must be stated if the work is to procead on a steady course.

99 4 e



L
3
I
i
b
;
Fi
!
{
2

Some children may not achieve gll these objectives; others will need even
further stimuli and facilities in order tc stretch themselves to the optimum.
The general ainm has already been stated. It now remains o state specific
objectives for music education in the Primary School; i.e., what one could
reasonably expect the majority of children to be sble to do by the age of
eleven years, given adequate treining.

Objectives of Music Education in tha Primary Schools

l. Sing in tune with g pleasant tone.
2. Know by rote many songs:
a) Nursery rhymes, etc.
b) National and international folk songs
c) Songs by “"classical" and modern composers
3« Read vocelly from staff notation (or other sywbols) melodies, in-
cluding chromatic changes.
k. Write in staff notation (or other symbols) tunes that are well known
to them, and short dictated melodies.
5+ Play melodie instruments from staft notation, as appropriate to their
differing abilities and according the the facilities available; e.g. pitch per-
cussion, recorder, strings, brass.
6. ¥now some music through listening only, and something about orchestral
instruments and about their composers.

Te Creative work (improvisation) would Play an important part throughout.

8. Two~ or even three-part singing ig possible and desirasble, but success
in this depends upon some skill in reading (see objective no. 3 above).

Curriculum and Methodology

In Englend the general principle is that the classroom teacher (usually

a woman) teaches most subjects, including music, to her class. Only rgrely does
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one encounter a specialist teacher of musiec in our ﬁrimary schools.

Usually in a primary school there is at least one teacher, sometimes
several, who can teach some music; sometimes there is no ome. The time allowed
for music depends upon the ideas of the head-teacher (principal) and on the
availability of teachers, and might vary from half an hour to two hours weekly.

l. Singing. Lessons usually include some singing; very young children
sing nursery rhymes and play songs; as the& grow a little older they sing nstional
and international songs, folk songs and perhaps a few art songs. A daily act of
worship takes place in gll schools and this usually includes the singing of a
hymn. The quality of singing veries and depends entirely on the teacher. Some-
times the vest singing occurs with a teacher who cannot play the pianoforte, The
good pianist is often not a good teacher of singing; the not-very~good pianist
is usually even worse, as she s preoccupled with manipulation rather than
teaching the class.

2. Music literacy. In the nineteenth century John Curwen popularized

tonic sol-fa, a movesble doh system of music reading. Through this system children,
often from quite uncultured homes, were taught to read musi : that is, to.see
visual symbols and to reproduce them vocally, which is not : seme operation as

ir instrumental playing where the notation instructs the p.  =r, primaerily to
manipulate.

In education, fashions change in England as els where; the old is
discarded in favour of the new; and in the early part of the.twentieth century
tonic sol-fa became less popular. With the increased avallability of theigramo-
phone we had the "appreciation" movement; then there was the stress on the
teaching of rhythm, or perhaps more accurately note-lengths, through the pér-

cussion band movement of the 1930's and 1940's. So far, even if reading vocelly
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had becone neglected, a fair amount cf singing went on. More recently pitch”
rercussion instruments have been added, and we have also had stress on so-called
"activity” methods, as though this was something quite new. (I do not know how
one can take part in music without being "active'.

One result or these swings of fashion has been that children have
been less systematically taught the essentials of music reading than they were at
the turn of the century. A minority of teachérs still teach the foundations of
music reading through sol-fa, but very few teachers can themselves use this
simple system, and music reading, vocally, suffers as a result. At the present
time an attempt is beir.s maue by some music educators to revive g wider use of
sol-fa sylliatlies as an aid to reading the notation of music.

3. Instrumental playing.

a. Percussion. In the early years of the primary school there is a
good deal of percussion band Playing, and often note-lengths and rhythmic groupings
are taught by this means. As I mentioned earlier, pitch percussion instruments
have been added in more recent Years, and this is certainly an improvement since
it introduces the most characteristic feature of music, the pitch element. For
many years most good teachers have encouraged the creative element of improvisation
in their classes; more recently the teaching of Carl Orff has gliven a boost to
this aspect of the work. This is great fun at the time of doing it, and for that
reason 2 good thing: the improvisatory element is splendid and is easy when only
the degrees of the pentatonic scale are used. But some teachers get no farther.

I have read thet Carl Orff himsélf has said that his is an easy system to start
but that to carry it on requires a good musicisn. Some of our primary school
class teachers are good musicians; many are not, and that is not a criticism of

them. Unfortunately, new (and sometimes not-so-new) ideas are often inadequately
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grasped, even distorted, in an enthusiastic attempt to adopt them; and a "new"
stress on more instrumental work in class is too frequently responsible for a
neglect of singing and vocal music reading.

b. Recorders. For a long time the recorder has been a popular
instrument in the English school. Many of our teachers teach the pPlaying of
this instrument successfully, and there is much good music available for it.
When the teacner is sensitive, even if not a highly qualified musician, delight-
ful results can ensue. It is not uncommon to find a consort of descant, treble,
tenor and bass recorders in primary schocCls.

c. Strings, brass, woodwind. Other instrumental teaching is

usually ziven oy visiting perxripatetic specialist teachers to small groups of
children, to individuals. There is a considerable amount of string class teaching,
some brass, and occasionally woodwind. The teachirg of strings in small groups

of anything up to seven or eight children is an activity that has grown rapidly

in the last twenty years. The methods of teaching have been carefully planned,

and the results are often most gratifying, with good intonation and good style.
Brass playing often takes the form of small ensenble playing, duets, trios or
quartets, with one instrument to a part.

L, TFestivels. Throughout the country primary schools (1like secondary
schools) commonly combine forces, on an erea basis, for music festivals of singing
and playing, usually under the direction of the area Music Organiser or of s
guest conductor.

5. B. B. C. Music Broadecasts for Schools. I mentloned earlier that

occasionally there is no one on the staff of & primary school who can teach

music. In this situation the B.B. C.'s school music broadcasts profitebly help
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to £ill the gap. These broadecasts were prim-~ily intended to supplement the
work of the school teacher of music, but if there is no such person they may be
the sole means of music teaching. The B. B. C. puts out a wide range of sound

broadcuasts for children cf all ages, for instance, Music and Movement, Singing

Together, Adventu-es in Music, Orchestral Concerts Series, and so on. There

are also television music progrsms from both B. B. C. and I. T. V. Pamphlets
for teacher and pupils are availsble for all programs. It will be appreciated
that these broadcasts cover a wider age range than that of the primary school,
and some of them are desigmed for the secondary stege. I should aglso draw
attention to the B. B. C. Music Prozraem which provides concerts snd recitals
almost continuously from 8 a.m. to 11 p. m. daily.

B. Secondary Schools.

It is no less easy to generalize gbout music education in our secondary
schools than in our primary schools. There is much variation in quality and
quantity. Something like 80% of children attend secondary modern schools; about
20%, the most able intellectually, attend grammar schools. At present there is
& move to change this system to that of the comprehensive school, but this change
has not yet been universally accomplished. The greatest variation, and the more
acute shortage of good music teachers, is in the Sécondary modern schools, However,
there is something like a recognizable pattern in the grammar schools, and, as
this paper has tc be very brief, I shall‘now concentrate on these schools. Much
of what I shall say about the grammar schools will presumsbly apply to compre-
hensive schools, and in fact does apply, with approoriate modifications for the
generally less able pupils, in the relatively few comprehensive schools already
established in suitable accommodation.

Most grammar schcols now have at least one trained musiclan teaching
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music. He (or she) is expected to be a gereral practitioner, able to play a
keyboard instrument efficiently, and to teach all aspecte of music in vhe class-
room: singing, theory, history of music, simple instrumental playing, e.g-
recorde.. He is also expected to train and conduct choirs, orchestras and other
jnstrum ital groups, organize and direct ccacerts, and so forth. He must be
qualified to teach the more academic work (harmony, counterpoint, composition,
history, keyboard work, etc.) to those older pupils who wish to take music to
the various levels of the General Certificate of Education examinetions., He is
often ésked to give a general cultural course in music to older pupils of .
sixteen to nineteen years.

Instrumerital worl often flourishes in this type of school. One
usually finds both individual and small group teaching of strings, brass and wood-
winds, normally givén by visiting speciallst teachers.

Tt is common in the grammar schools for the children of eleven to
thirteen years to have at least one and more often two music lessons per week in
class. It is less common to find music as a compulsory subject from thirteen or
fourteen years onwards. At this stage pupils may be given the opportunity to
drop one or two subjects, of which music may be one, in order to devote a little
more attention to others of their choice. You may think this is a bad thing; I
am not sure that it is. Children who wish to study music more seriously and as
an examination subject with an eye on their future can do so. The rest are not
deprived of musical experiences even if they are not made compulsory in the class-
Iroome.

Here T would draw attention to the common and flourishing feature of
what we call extra~curricular activities, that is musical activities taking
place, outside the tﬁﬁe-table of normal lessons, before and after school and in

breaks. In many schools one find two or three choirs, small and large, orches-
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tras from small to sometimes full symphony orchestra, bre ss and other groups:

ané chamber music. This extra-curricular work can play a vital part in the life
of the school; it tends to unify the school community. An eighteen year-old may
be playing violin at the same desk as a thirteen year-old; an ~leven year-old
trumpeter way be glready a better player than the seven esn yvear-old at nis
side; in the chuirs the young trebles are just as important as the much older
tenors and basses. So whilst music may not always be a compulsory subject
throughout the curriculum, there is much lively music making going on in these
schools for every pupil who has the desire and the ability to take part.

The music teacher is expected %o be able to cope with all this, to
teach music in the classroom at any level, to organize it outside the time-table,
and generally to meke music a live experience in the school compunity. These de-
mands are reflected in the training we try to give those men anda women who will

become specialist teachers of music in schools. However, that is a topic for

another occasion.



Music Education in the Bolivian Bducationgl Establishments

Nestor Olmos Molina

In the Bolivian educational system, we havc two very well defined

areas: +the urban educational area (cities and provincial capitals) and the

rural educaticnal area (smaell towns and one-room schools out in the country) .

I. Urban Area.
The teaching of music education (in kindergarten, elementary schools,

vocational schools and high schools) is done according to a program, which
includes fifty per cent folklore themes and fifty per cent international themes.

The folklore thematic materials are found at all the different educa-
tional levels, and include:

A. Regional folklore songs

1. Native themes with school lyrica.

2. Popular themes with schocl lyrics.

3. Rounds and musical. games.

1 B. Popular and native regionsl dances~-~Tenching of regional dsnces

with simple choreography.

¢ 1. Plateau (Altiplano)--various Indian and seasonal dances: huayno,

diablada, morenada, llameros.

2. Central valleys--dances For festivals, picnies, etc.: cuece,

bailecito, pandilla, zapateado.
3. Plains--dances for cernivals and fairs: tagquirari, carnavelito,

chovena.
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4. Southern valleys-~peasant dances with instruments: chapaqueadas,
(with cafias, erques, violin), villanciccs (Christmas carols).
C. Study of the work of Bolivian composers (biographies).
Biographies of composers of:
1. Cultural music
2. Religious music
3. Popular music
L. International music
5 School music (didactic texts)
D. Introduction to the use of native instruments
1. Pinkillos, quefias (flutes) and zamponas (pan-pipes).
2. Bombos (bass drums) and small drums.
E. cJhoruses with two, three and four voices using popular folklore
themes. (Characteristic at the high school level).
F. FPormation of small museums w*th local instruments and those from
u2arby places.
G. Radio hearings ar~” . ices gbout folk music
H. Dance Festival “« ~olk music choirs. (7 town squares and
open spaces. )
I. Interpretation of folk music by percussion bands.
IT. Rural Area
Small towns and country schools.
A. Practicing of native songs in Spanish and locsal language or dialect.
Be Practicing of regional dances (from the plateaus, valleys gnd plains.)
C. Practicing with local instruments. Formation of school bands and

misical groups.
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D. Regional dance festival and contests of performance on native
instruments.
Bolivian music is varied in character and sometimes is quite complex.
It includes:
1. Melodies (songs for vocal and instrumental interpretatién).
a. Two tore
b. Three tone
c. Four tone
d. Five tone
e. Six tone
2. Regional native and popular folk dances

a. Platesu~-~dances of peoples, occupations, seasons: huayno,

mecapaquena, pasacalle, baluyo, disblada, morenada, cullawas, tobas, llameros, etc.

b. Valleys--dances for special celebrations: cueca, bailecito,
chapaqueadas, villancicos, trenZadas,lchunchos.

¢. Plains--dances for carnivals and fairs: taquirari,
carnavalito, chovena, mach eteros, etc.

3. Instri ents--flutes, stringed instruments, percussion instru-
ments: quenas, pinkillos, charango, erque, pututu, cafia, bajones, bombos
{huancare) sicus or zamponas, caja, tarka, anata, Khoana, Jjula-jula, etc.

For each religilous festivity and in each place or region, there are
songs, instruments and dences. In the Department (equivalent of an American
county) of La Paz, there are more than 150 dances, with different costumes and
typical instruments. There is a large varlety of quehas (flutes): transverse,
beveled, pinkillos, etc. The varieties of sicus or zamponas also differ greatly

in shepe (single and double). The bombos or drums come 1n a large variety and

03 s2



have different names.

The means of collecting folklore datg are few and also the staff

working in that field is very limited. It would be desirabile for expert in-

vestigators to visit Bolivia in order to catalogue the auge musical treasure

of the Bolivisn territory.

Syncopation is the predominant rhythm in the Plateau music and the

6/8 rhythm is very common in the valleys and plains.
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The work done by the misic teachers would be more effective if they

could count on the adequate audio~visusl aids. We believe that most necessary

visual aids are the following:

composers, etc.

dances by area)

Qs
b.
c.
d.
€.
T,

e

h.

Movie projector

Slide projector

Photographs

Record-player teaching records.

Tape recorder and tapes of native and popular music.
Museum with instruments, costumes and danceq.

Illustrated textbooks sbout instruments, dances, musiec,

Research in folk music (cataloguing music, instruments and



Note: This address was illustrated with slides, tapes and the demonstration

of some dances and native instruments.
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The Music Man--Instrumental U. S. A.

What Characterizes a Successful School Instrumental Music Teacher?

Louis G, Wersen

The successful instrumental teacher in the United States has made
himself a man who wears many hats. He is a musiclian, teacher, conductor, cus-
tcdian, counselor, administrator, librarian, a composer-arranger, and a copyist.

Under those hats he is a man of diverse moods. He must be dynemic
and enthusiastic, humble and proud, receptive and creative, firm and kind,
serious and humorous, independent and cooperative, gregarious and energetic.

He has proven himself a person who seldom accepts the present, but’
rather is always seeking, accepting, and creating new horizons, new ideas and
new goals.

He is a man who has a definite purpose in every teaching act. He
knows his reason for being alive. He is here to teach children how to make
music.

He is a man who reads and studies, wonders and learnms.

He is a man who knows a great deal about art, literature, architecture,
the dance, and the theatre. There are times when he is a carpenter, perhaps
even g plumber.

He is a man who enjoys people. To do his job he finds that he must
know teachers, bankers, professional musicians, business men, artists, trans-
portation men, theatre personalities and stage craftsmen, military personnel,
newspaper editors, and football coaches.

He is a man impelled to be and knrow all of these. Yet he is and he
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does even more.

Above all he is an artist masician; a teacher who has a "musicians
ear." He cannot condone or sccapt mediocre or poor musical performarcze. If
he is a band director he is "the professor” who knows how to play and how to
teach the piccolo and flute, the oboe and English horn, the bassoon, the entire
clarinet family from the touchy EP soprano to the awkward contra, the hasie trio
of saxophones, the French horn, the trumpe%, th -rombone, the baritone and the
tuba. Even here, the list does not end. He knows how to teach the tympani,
the bass drum, the snhare drum, field drum, tenor drum, Scotch drum, bongo drum,
cymbals, crash cymbals, the suspended cymbel. The list is endless. If he is
also the orchestra director he knows the violin and viola, the 'cello and bass.
Tabulated, this lists instruments numbering well over two dozen, each with its
own problems, peculiarities and techniques. Thls presents an overwvhelming
numher of problems, but the successful instrumental teacher lnows not only the
problems, but he knows further how to help students overcome them.
If his students produce ugly or unusual sounds on a particular instrument, the
teacher's ear drives him into further study of the instrunent, or into consul-
tation with a professional musician friend who can give him the answers. If
this does not bring resulits, his ear ‘makes him'admit that his instruction is not
reaching the children and he arranges that they study private.; c., ac .east,
that he and the students receive some coaching on the troublesome instrument.

His musician's ear further tells him when and why harmonies are not
in tune, when and how chords are out of balance, when accompaniment overshadows
melodic line or when phrases are not being phrased, when dynamics are not being
observed, or when tempi are in a rut. He performs with his ensemble as if he

were a master musician playling an artist recital on his owmn major instrument.
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He never allows his ear to become so dulled and tarnished by the endless
barrage of student sounds that he excuses his own mistakes in training the
ensemble by saying, "After all, they're only kids."

His musician's ear tells him immediately and specifically whsat is
wrong in rehearsal. It is not enough when an ear can provoke only the comment,
"Something is wrong. Let's try again.” It is not enough wken the teacher can
only hope that something good will come of endless repetition. His ear must tell
him lmmediately what is wrong. From his training and his experience he must
find words to give specific advice to correct mistakes that students mske.

His sense of rhythm is such that he reacts immediately and accurately
to every rhythmic symbol and he is tenacious enough fo teach his semsitivity of
rhythm to his students. He knows that without proper articulation this can
never be reglized. He knows that awkward Phrasing upsets rhythm, that tempos
vhich he alone is responsible for setting, can destroy the pulse ﬁnd drive of
the composer's intentions. He cannot teach note values alone; he must teach how
notes, when combined with interpretive devices, make music.

His sense of showmanship brings polish agd artistry to every perfor-
mance. No matter how young the performer, no matter hov el_._zpntar. - —asie,
no matter how small the occasion, the performance must sparkle with style and
furpose. He teaches his s{udents how to enter, how to appear on the stage, how
to acknowledge applaiize, znd how to leave. Whether the performance is by an
individual or a larg: concert ensemble, he is as much concerned with the audierce’ s
reaction to the appesrsance as he is with the listener's sensitivity to the sourd.

Much of the success of instrumentsl music in the United Ztates must
be accredited to the agesntry of the smart stylistic marching bends developed

by a few men in midwes arn universities. The styling caught the ime gination of




band directors everyvhere and was emulated across the country with amazing
results. Communities and boards of education began demanding that tkheir schools
provide a music program that could fielc a marching band. Directors had littie
trouble in getting equipment, provided their band received outstanding ratings,
or even good ratings, in marching contests.

The successful band director either knows how to accomplish this, or
he very quickly finds a friend or strikes up a selfish accuaintance with a military
msn and talks him into drilling the school band in marching technigues. The flag
team, the rifle team, the drill teaw, the drum major and masjorettes, and the band
need careful coaching from someone who understands military order, style, and
procedure. The intricate marching and complex manoeuvers performed today demand
chat the director seek special instruction in this arees, or that he have a
specialist take over the field manoeuvers of his band. Should someone do this
for him, he must, however, remain the general., He retains commsnd.

Whether ca the field or in the concert hall, he is the musical direc "..
As the director, he conducts. The successful instrumentel teacher is a good
cond tor. He usually has naturel ability, is trained well, and polished by
experience. He thinks of the baton as his strongest ally or his worst enemy.
How he uses it, he knows,may result in success, mediocrity or failure. He thinks
of conducting as esn art. He knows that he has much to learn from the professional
conductor, but that as a teacher his conducting will be somewhat different. Gen-
erally, children ave immaeture as musiciaens, no matter how well they are trained.
They relax easily, are easlly distracted, and can quickly forget. The school con-
ductor knows this. He soon learns that he, even more than the professional con-

ductor, must literally lead his ensemble through the composition, almost forecing



the instrumentalists to Play more skillPully than they are individually capable
of Going. The school conductor smon begins to rely on degrees of overacting,
over-ewphasizing, over-phrasing. He is forever "on guard."”

Off the podium, he is also on guard, watching for occasions that
will permit him to improve his program, looking for opportunities that will per-~
mit his children to improve themselves. He is the man on watch who looks after
the equipment, the music, the uniforms. He is the man who looks after people,
into plans, and over things.

The successful instrumental teacher is, indeed, a man who sées no
end to what he needs to know, what he needs to do, and what he needs to be. To
the degree that he is diverse in his teaching and conducting abilities, his

friendships, his musicianship, and his personality, he is successful.
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Misic Education in Colombis

Margoth Arango de Henao

GCeneral Situation

To understand any problem related to my countyy--Colombia--it is necessary
+to know at least a Pew facts about ¢ :neral education in Colombia. They will be
the only standards upon which to evaluate the existing social and humanistic
realities. They explain by themselves a great many of the negative appearing
facts and the omissions that predominate in our culiviral programs

According to the last official census the population between seven and
eleven years of age was 3,032,000 children, out of which just 1,546,375 are
currently enrolled in school. This means that there is an illiteracy rate of
49% among Colombian children. The population between twelve and eighteen years
of age s 2,816,553 of vhich just 411,112 enroll in high school. This means
that just 14.5% reaches the high school level.

Tn relation to higher education (technical or university),just 2% out of
2,174,060 boys between nineteen and twenty-five years old reach this level.:

. These figures are eloguent enough in themselves to gulde us toward an
understanding of the educational-economic situation in Colombia. In part they
{1lustrate why the upper classes are so indifferent to music education; maybe
the real reason rests upon the fact that this very same group never had the

benefits derived from learning music in school.
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In 1963 a decree was issued by the National Ministry of Education
according toc which it is compulsory to include four weekly hours devoted to
aesthetic and manual education in the elementary school. The activities
described as valid toward the fulfillment of this program are: music, singing,
drafting, lLome economics and shop.

This lav has been of great significance because it includes music
for the first time in a school brogram. But if one carefully observes how this
official issue is being accomplished qualitatively and quantitatively, ;ne
arrives at the conclusion that an important step indeed has been taken but
actually it did no% bring sbout any apprecigble change.

The normsl schools, the public high schools, and the elementary
schools belng the institutions under higher official control offer a one-hour
weekly music class. These classes are limited to study of the theory of music,
scl-fa, and choral practice. The teachers charged with this teaching activity

§ are 90% individuals wko never had any formal musical education and never have
| had training in musical methods and redagogy. There are no official textbooks

for these courses which could be required or suggested, and as a consequence

everybody teaches according to his own iimitations and complete anarchy results.
The choral repertoire used is generally not only inepprcpriate for

the range of the children's voices but also unrelated to the themes and interests

that should be awakened snd cultivated in the child and the adoleseent through

singinz. There is no need to add that vocal technique in these cases is some-

thing totally unknown, and if by any chance there is a little instrumental

! bPractice it is limited to popular string instruments such as the treble guitar,
; the mandolin, the lyre, and sometimes the regular guitar. These are taught by ear.
In the private schools the situation is even more deplorable because

there is no such direct official control over them; the music class is replaceqd
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by choral practice which is as faulty and inadeguate as the ore deseribed

before.
The remaining 10% o.' the teachers who teach in the institutions men-

tioned and who have had formal training in the conservatcries or music schools
lack appropriate pedagogical training for teaching music in a more effective and

enjoyable way, thus nwakening in the chilidren a love for music instead of forcing

+hem to memorize signs and rules which are meaningless to them.

In the rrovincial schools music has not yet arrived. The teachers who

teach the *hree "R's" 1n these schools are generally untrained and have never

had any contact with music other than through the broadcasts of a wretched radio

station.

Opposed to this present situa’lon as described realistically hesis,

there exists an extensive, active movement in favor of an effective, serious

system cf music educaticn. It is true that the economic and educational condi-

tions are very poor. This explains why music sducation has not yet moved forward,

but does not in any way Justify this fact. The harder the means of survival of a
nation is, the more necessary the arts, and especially music, are, in order to

compensate for the extreme poverty by participation in a marvelous universal

heritage, the fountain of innumerable aesthetic pleasures.

It has been said that our people are sad and violent, and it is true.

But if our people would sing, the situation could be very different. In general

our soclety revresents a people very talented in music. Through the conservatories

one is sble to observe that the great majority of the students who errive there
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rather indiscriminately, without previous preparation or suiteble home surroundings,

nevertheless give a quite satisfactory performance.




Along the Colombian coasts, where there has been a noticeable mingling
with the Negro race, the people have excellent rhythmic qualities. Therefore
no one would welcome with greater enthusiasm than our children an appropriate
music education program or take better advantage of one. Becsuse of race, tem-
perament, social and economical traumatisms too hard to explain here, music can
£ill in our education an imponderable emptiness. Music should not be considered
Just a necessity, but a therapy which is urgently needed for a child or youth
vwho is surrounded by the most difficult of situations, but who nevertheless,
has a notable and unexplored artistic sensitivity.

Training of the Specialized Music Tegcheyr

There is a general understanding among the conservatories and schools
of music and the Association of Colombian Universities with respect to the
necessity of establishing programs for the appropriate training of music teachers.
The principal conservatories of the country have begun this program according to
their capabilities and their particular field of orientation, thus causing a
degree of diversity among the programs.

The conservatory of the University of Antioquia is the only one putting
into practice a Bachelor's Degree suggested by the Fulbright Foundation, which
offers to music teachers the opportunity to receive a degree equivalent to any
other type of university teaéher's progrgm.

We attempt to give the teacher a complete training not destined solely
for teaching on the higher levels but also to enasble him to teach music from
kindergarten to the university. Afterwards he will be able to sbecialize

sccording to his own personal inclinations or the requirements of the enviromment

in which he is working; nevertheless, the first graduates will have in their

charge a delicate and urgent piece of work, that being the training of new students

as teachers, especially in the normal schools that constitute the most important

objective in so far as activity and dissemination are concerned. To enter this




career requires that one be a graduate from a normal school or a high school
and possess certain aptitudes for music and teaching. The course lasts for

eight semesters and has a total of 172 credits distributed among the following

subJjects:
Sol-fa and reading Study of Repertoire
Applied theory Observation of teaching
Harmony Practice teaching
Melodic and rhythmic dictation Music appreciation
Analysis of forms History of culture
Music methods General phonetics
Vocal technique English
Piano General psychology
Optional instrument Educational psychology
Choir direction Spanish or Sociology

Philosophy of education

fhe intensity of weekly hours of instruction varies from 26 to 13
and after the second year the practice teaching is authorized and supervised
by the conservatory.

Experience has shown us that the effective study of music by young
people with some previous cultural training, but without basic musical training
and experience which was at all intensive or systematic, can produce excellent
results.

Even though the first degrees have not yet been granted, and although
this has not been & very popular career to enter and was practically unknown, we
think that there is a wonderful future in it for teachers and students.

Music Training for Elementary School Teachers

According to our very personal concept, music teaching will give the
best results if taught by a specialist. If we ask the teacher of other subjects
+to teach music it will be an emergency solution but he will not be able to do
the same job as someone who has a complete knowledge of the subject (music) and
who will devote all his time and capabilities to it. Any teacher can teach

geography; the only thing he needs is a textbook and a little bit of memory.
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To teach music there are so many qualities implied that the percentage of
capable teachers would be small. This screeﬁing of teachers should be done,
and the teachér candidates should be given appropriate training to prepare them
to do a good jocb in their classes. I believe it is worthwhile to mention here
the training givern by the Ward Method. This method is used in Paris by the ward
Institute founded by Justine Ward, a resident of the United States; and nowadays
it is directed by Madmoiselle Odette Hertz. 1In my city, Medellin, there is a
similar institute directed by Jairo Yepes, teacher in the Conservatory of the
University of Antioquia and a Ward Instivute graduate.

Maybe many of you have heari of tis method ard have wsed it. For
those who are not acqusinted with it, I will give a short explanation. I do
not pretend to be an authority on the subj=cty I merely have see: it applied
and I have seen the excellent results obigized.

The Ward Method is a teaching system which allows the child to acquire
in a simple and elemental way a great deal of musical knowledge not producing
any kind of traumatic experience which might affect his personality, but awakening
in him a progressive interest and enjoyment of music. The system includes the
most modern pedagogical methods oriented to develop auditory perceptiveness,
sight, rhythm, and visualization, the coordination of music with several established
gestures and the improvisation of small melodies. With this method the children
rapidly become familiar with the langusge of music. The voice is used exclusively.

This makes the method usable in any school and under very poor economic circum-

stances. For the teacher it means adjusting to a system created by competent

people and organizing a logical plan of studies, coordinated, systematic and

progressive. The instruction and exercises of this method should be observed

strictly to obtain the fundamental object of %he system: Unity.
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To the music teacher this method opens new paths to explore in
teaching. The teacher should know the method thoroughly to be able to utilize
it satisfactorily by itself or combined with other methods depending upon the
environment where he is working.

Radio and Television

The Colonbian National Broadcasting stc 'on has excellent orientation
and progrumming and accomplishes a cultural dissemd nat.lon worthy of the highest
praise. It is regrettable that there are not relay stai=ons : wroughout the
country and their equipment not strong enough to give z==d redieption. This
results in the fact that outside of Bogota the recepticn of p=ctgrams is extremely
poor. Consequently the audience throughout the courntry .3 onr g minority.

The l1ive and recorded music programs select=t rre oI =2xcellent
quelity. Prominent teachers have been guests on prcizzns: teachers with degrees
in history of music, music appreciation, folklore ressarch assistants, etc.

What most of the majorlty of people listen to is commercial broad-
casting which is on the lowest level and is culturally destructive. As an
example, in Medellin, which is a city with less than one million inhabitants
there are thirty-five cqmpeting broadcasting stations with programs produced
in extremely bad taste, tending to lean toward the sensational.

Television, even though it is state owned, has a great majority of
programs planned and performed by the same publicity agencies which preduce
the radio programs, so the artistic quality of the programs cannot be of a much
higher quality.

In the educational television programs, sponsored by the Ministry
of Education, there is a music class which has been broadcast since last year,

esprecially for elementary school. At present Just the first two levels are
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covered, but a marvelous job is being done. This program is planned and
presented by Amalia Samper, who with her musical talent and her communication
dbilities has become one of the favorite personalities with Colombian children.
The Alliance for Progress has provided television sets for meny schools and
about 300,000 children are taking advantage of this music class. Miss Szuper
prepares the notebook-guides for the school teachers. These notebook-gu les
have the complete class program procedure for severasl months. She trains ‘he
teachers in how to prepare the students to obtain the best possible results
from the music class. The teachers teach the students the weords for the songs
that are to be played on the programs and discuss with the students the forth-
coming episode regarding program characters, in this case a donkey and a cow,
which are humorous characters. Periodically the TV-teacher travelsc to the
different cities where she holds interviews with the teachers who cooperate
with her in the music classes to answer their questions and to obtain impressions
from the students.

This program is the favorite broadcast on educationsgl television. The
most modern musical methods are combined in its execution with the ingenuity
and humor of Miss Samper.

Conservatories

The Colombian conservatories are institutions which are supposed
to cover everything from the basic introduction to music corresponding to the
first yeer in elementary school, through the completion of the studies of a
concert pianist, violinist, etc. They have for s large part very small budgets
and have only risen to their present level as a result of certain SPecial resourc-
es and through counting among their staff at the conservatories in Bogota, Caliz,

and Medellin personnel of both national and foreign origin, There never have
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existed unified programs although now at present there is suitable environment
for unification sud a great need to unify. UNevertheless the work whieh has
been done in attempting to unify the programs in the respective clties is
commendable. It has been an extraoriinary plece of labor to keep alive this
interest in the cultural medium.

Independent of the ccnservatories it is worth mentioning the work
done by the Student Singing Clubs in Music Appreciation, wcrking largely in
Colombian universities and sponsored by the Fulbright Foundation.

First Seminaxr of Music Education

The First Seminar & Music Education was held in Colombia last June.
It was promoted and sponsored by the Colombian Association of Universities and
the Commission for Educational Exchange between Colombia and the United States
(Fulbright program). ‘The Seminar was held at the Conservatory of the University
of Antioquia. There were present the directors of all the conservatories of the
country and some individuals particularly related in one way or another to music
education in the schools. The reporis pPresented were a good gulde in Judging
the poor development of this activity which until today was placed at a low
level of importance. The purpose of this meeting was not to make an analysis
of the accomplishments, because there are practically none so far, and it would
be absurd to pretend to evaluate them. The main purpose of this Seminaxr was to
make clear before the directors of the institutions of music, which have the
responsibility to plen the music education of the country, the urgent need to
create and encourage music education. A complete understanding of the situation
was reached and the basis was set to achieve, within a reasonable time, the

integration of music, competently taught in Colombian education.
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Mugic Educ tion in Italy

Johanna Blum

If a young person in Italy wants to study music seriously or to hecome
a career musician, he will study at one of the fourteen state conservatories
until he passes a state examination there, The conservatories (Conservatori
Statali di Musica) are Italy's highest and most representative educational
institutes for music. They are under the control of the Educational Ministry
in Rome and are =--in contrast to other countries~-~in organization and study
plan like each other. The cities which can boast of one of these conservatories
are: Rome, Milan, Florence, Bologna, Venice, Parma, Triest, Bozen, Turin,
Pesaro, Bari, Naples, Cagliari, and Palermo, There are no academies and music
universities in Italy if one does not consider the Academia di Santa Cecilia
in Rome, whose master classes are only open tuv talented young people who
can prove they have already completed a course of study in music. The Academia
di Santa Cecilia is state run, while the Academia Chigiana in Siemna, which is
well known for its summer courses, was founded by Count Chigi, a. great patron
of Italian art, who died only recently.

The fourteen conservatories which are spread throughout the entire country

are not the only music schools. There are nineteen Licei Musicali Pareggiati,

that is, music lyceums equal to the conservatories. The equality results
from the 1right of the lyceums to grant diplomas, Along with these institutes
which are especially privileged there are numerous smaller music schools which
are supported by communities and private groups,

But back to the conservatories: The first buildings of this name had
appeared in Naples already in the sixteenth century, Along with the conservator—r=-
from Latin conservare (to preserve)--was designated an orphanage at that time,
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a type of city kindergarten in which the city of Naples had its wards
instructed in singing and the playing of instruments. These gradually

grew into true schcols, indeed into very famous schools because of the
significant musicians who came from them or studied there. Italian song
culture had its beginnings here, and Italy's glorious musical high flowering
was closely commected with the influence of the conservatories which were
founded soon afterwards in other Italian centers. It is therefore no wonder
that these institutes, remembering the epochmaking past, have preserved even
into the present something of the old spirit. They are very conservative and
are only slowly and hesitantly adjusting to the music education demands of
the present. The conservatory was always a technical school for a talented
elite and has remained so. The length of study depends on the choice of
major and the talent of the student, For many branches, like composition,
organ, piano, and string instruments, the time of study as a rule lasts

ten years, for wind instruments seven, for solo singing five years. The
prerequisite for entering the conservatory is proof of successful completion
of the third class in the secondary school.

What happens to the young musicians who leave the conservatory after
attaining a state diploma? What chances do they have, what paths are open
to them? Among the gra&uates of the Milan Conservatory '"'Giuseppe Verdi"
who received diplomas in 1953 and 1954, a questionnaire showed the following
facts: 125 diplomas were granted in both years, 42 to boarding students and
83 to private students. About half of them took the final examination with
piano as a major, a number that gives us something to think aboutl' The
others were divided in the following manner: composition 2, chorus directing
and chorus music 11, violin 3, viola, violoncello and contra bass each 1,

clarinet 1, flute, oboe, and bassoon each 2, trumpet and bass tuba each 1,
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organ, harp, and instrumentation each 1, singing, 5. Of the 125 graduates,

35 possess further academic titles, 19 have a '"Matura", 5 a university
education, and 10 various other titles from further study., Musical activity
is practiced as follows: composers 3, orchestra directors 1, concert work 25,
orchestra musicians 17, singers 3, teachers 89, Of the last group 10 teach
in music schools, 11 ir primary schools, 18 in secondary schools and 45 as
pPrivate music teachers, Of the entire test group, 86 have music as their
major vocation, 39 as part-time or not at all, We conclude from this that
the majority of the test group turned to mﬁéic e&ucation, and from this group
half are private music teachers. A smaller percentile teach at music schools.
In reality it is not easy to obtain a position as music teacher at a public
institute or indeed a teaching position at a conservatory., A completed music
course of studies does not suffice for it. The applicant must be able to
prove along with titles from studying (diplomas, attendance at master courses,
concert activity, prizes in competitions) also teaching activity at other
institutes. Naturally, exceptions confirm the rule and young talents can be
called up by the conservatory director without regard for these regulations
and can receive a teaching assignment,

The pumber of hours which a professor at a conservatory teaches varies from
nine to twelve hours a week, allowing him to tarry on concert activity at the
same time, or to be active as a concert musician. At our congervatory in
Bozen several internationally known artists teach, among them two members of
"Trio di Bolzano", the organist Luigi Ferdinando Tagliavini and also until

recently the pianist Arturo Benedetti Michelangeli.

Unfortunately there is not much good to report about the music education
in Italian elementary and secondary schools, Music plays a minor role or is

not taken into consideration at all, At pedagogical institutions music
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instruction is granted only a modest place. Since the end of World War 1T,
however,the voices and powers are increasing that fight for the inclusion

of singing and music instruction in the curricula of schools. Also the new
school reform which went into effect in all of Italy three years ago has brought
a small light with the introduction of an obligatory music class in the new
three-class unified secondary school. Unfortunately, the subject, music
instruction, is still an elective in the second and third classes; but the
battle to spread music instruction as a required course to all three classes

is being contiuued unrelentingly by many circles.

An interesting innovation in the framework of the school reform is the
secondary school of the conservatory. Since several years ago, pupils who
feel themselves drawn to music and want to learn an instrument at the conser=
vatory, can also take part in school instruction there. The curriculum of
the conservatory secondary school is identical with that of the new unified
secondary schools, with one exception: instead of work, music is taken-~three
hours a week music instruction and two hours instrumental instruction, This
innovation has been tested three years now; it embocies various advantages.
The difficulties of coordinating instruction between school and conservatory
disappear because the children receive school classes as well as music classes
in the same building. If the musical talent of a pupil is not sufficient for
the continuation of his music studies, the change to a normal unified secondary
school is easily possible and thus a later course of study at every higher
secondary school is also possible.

Also for the conservatories a basic reform is being worked out. Three
education levels are planned in their framework:

1. The secondary school for eleven to fourteen vear~olds lasting three

years. The course of studies has a noticeable orientation character.
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2. The actual conservatory education lasting five years,

3. The upper school of the conservatory lasting two, three, or four yvears,

It would be going too far here to go into the individual points of the
reform, Worth mentioning is the inclusion of new subjects in the curriculum,
which will place the instjitute on a much broader basis. The educational path
of a composition student, which up until now has been scmewhat narrow, would
in the future look like this: composition instruction, piano, instruction
in a string instrument, Latin, a foreign langurage, score reading, music history,
Gregorian chant, organ, chamber music, chorus direction, and conducting,

An innovation of great meaning is the planning of a course for music
education lasting three years where an attempt to improve the music pedagogical
education of music teachers of all types will be the aim.

Many things have been placed under attack in recent years. A wealth
of good beginnings permits us to hope, but, in contrast to other countries,
many things are just in the beginning stages with us. However, the revital-
ization of the musical life appears to be becoming a national desire. The
voices which want the cultivation of contemporary music are no longer silenced
in recent years but are also being heard. To them belong not only men of
Iralian music, but also the leading heads of T4alian intellectual life, I
would like to name a few of thems: the composers Goffredo Petrassi anc ‘!iocomo
Manzoni, the musicologists Massimo Mila and Riccardo Allorto (the editor of
the new magazine "Educazione Musicale'), Giorgio Fasano, Director of the
Conservatory Santa Cecilia in Rome, Ellore d'Amico and Andrea Mascagni,

a nephew of Pietro Mascagni.

Just recently in Rome, Mascagni held a lecture which caused a sensation

and in rather hard words he spoke about the scanty role which music plays in

the framework of Italian education. He placed his finger mercilessly on var-
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ious wounds, Mascagni contended it is not enough to try to reform the
conservatories, but new imstitutions must be created through which a
substantially broader mass of the population could be introduced to music.
‘lso there should be schools not only for music specialists but schools

for lay persons interested in rwsic, If this thought takes hold in Italy-~~
up to now there have been no folk and youth music schools with the exception
of Bozen, where several youth music schools have been focunded by the German
speakir g population=-if the thought of youth and lay music education also
becomes popular in Italy, meetings with other peoples, international study
sessions such as this one in Ann Arbor can best help to strengthen this
initiative, Thus it is valid to hope for the raising of the general musical

niveau of the Italism people who love music so.

=
i
P

)

ERIC 91, .

oo v b

oo g AT AT I

v

g—



Full Tt Provided by ERIC.

Music Education in Brazil

Anna Queiroz de Almeida y Silva

I am very honored to be here with my colleagues from all over the world.

My country, Brazil, offers very little in the way of training music
educators, therefore, I cannot make a great contribution to this wonderful
seminar. I can just say sométﬁing about the private school that I have
organized in Sao Paulo.

I am very excited about all the developments in other countries. We in

Brazil have so little.... The colleges and conservatories have no music

-teacher education courses. This is reflected in the education program because

music is not in the curriculum of the public schools.

In helping to work out a music teacher development program in my school,
I note the strengths and the weaknesses of my staff very carefully. I try
to develop the teaching program by matching the teacher's strengths to the
age and stage of the childrens' needs. This takes quite careful planning.
When the school program is under way, I work with the teachers individually
and in small groups. I have no prescribed course for teachers, nor do I have
a course outline, but I try to help the music specialists to become teachers,
to be able to motivate children, to be patient with them, to develop techniques
of teaching children who have never had any formal music education or are not
really musical in talent. We work on techniques of awakening interest.

With the general tegchers who are not music specialists, in a way it
is not so difficult, for they know something about teaching and work on

developing strength in their knowledge of music and music techniques.

I do not have any material for enriching the teaching program. We
have no tape recorders. We have very limited numbers of instruments--
we have only a few that the school makes available to the child. The school
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lends the instruments to the child. Piano is generally the instrument

in each home. It is a heritage from grandparents. We have to break the
TABQOO that it is ugly for girls to play the flute or other wind instruments.
Imagine in this day and age to have to battle against girls playing a
variety of instruments!

The parents do not buy any instruments, so we beg and borrow instruments
from anyone who can spare them for us. Naturally, this is a difficult problem
in teaching. It is not exzgy, believe me, and it takes a lot of courage to
fight lack of interest and material.

All this should tell you how happy I am to bc hore, to get inspiration
and reinforcement to go on with my effort outside of my own school. It is
so difficult even to help teachers when materials are too scarce and too
costly and we have no subsidies for this purpose.

Many of our most gifted teachers caanot even locate the instruments
they need in Brazil. My friends in this wonderful country had to send
tonettes, melody bells and xylophones from the United States. Otherwise
we could only improvise some native instruments. Teachers of music in our
country must be very inventive and courageous.

There is evidence of growth among the music teachers after they
have had some training on the job, and now some of them want better materials
with which to work and I well understand this.

It is very thrilling to me to be able to talk with you about our
problem. Perhaps I will go back with other ideas which may help us to solve
this unhappy situation. I have taken your time but it may be that some of
my colleagues from musically undeveloped areas have similar problems and

perhaps we can help each other. It has been wonderful to talk with you and

to listen to you. 1 thank you from the hottom of my heart.
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The Principal Characteristics in Hungarian Music Education

Elisabeth Szdnyi

In a speech to students of the Budapest Academy of Music at the
end of the academic year, Zoltan Kodaly once defined what he meant by a good

musician. His starting point was a work called Musical Maxims for Home and

Life, written by Robert Schumann a hundred years or so ago, from which he

quoted certain passages. "Aural training is absolutely essentigl...Try and
recognize notes and keys as young as possible...However small your voice may

be, try singing from written music, without the help of an instrument. Tt will
sharpen your sense of hearing...You must learn to comprehend written music too...
Do plenty of choral singing, choosing chiefly inner parts. That will mgke you
an even better musician...lListen carefully to folk-songs; they are s treasure-
trove of beautiful melodies, and through them you will gzt to know the national
character of many peoples...Practise reading in old clefs, for without them many
treasures of the past are inaccessible to you."

In the course ~% his lecture, Zoltan Kodaly discussed these maxims
at length, swmarizing thereby the essence of Hungarian music education. In
Kodaly's view a good musician can be.summed up under four heads. He has 1) a
trained ear, 2) a trained intellect, 3) a trained heart, and 4) trained hands.
These four need to be developed simultaneously, and kept in constant equilibrium,
Trouble is caused if one is overdeveloped or neglected. Training in the first
two--and and intellect-~is achieved through sol-fa, to which is linked the

study of bharmony and form. |,
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During the last few decades these principles have been more and
more vigorously applied in Rungarian music teaching. ZEar-training is as
important for a child as learning to play an instrument. A state of equipolse
between the two must be achieved if the child is to receive an all-round
musical education.

In Hungary the state orgenized teaching of singing in schools and
has a past of a hundred years to look back upon. Out of this span the past
fifty years are the most valusble for us because the tours in the course of
which Bartok and Kodaly collected folk songs and the elaboration of these
tunes, the discovery of the Hungarian folk song brousst about a é=welsive
change in the whole of Hungarian music temching. Al<ibzzmizzh this development
took quite a few years, by now we have realized our rZeavors and zchieved that
point where the teaching of music in Rungery is basex m the Hunzarian folk song.
This pedagogy is accessible to everyone, 1% is adjusted to the separate age
groups of children and can provide com, -ehensive know.:ige both for those
training to become professional musicians and those from é%ng whom the music-
lovers of the future are to be recruited. As the teaching of music 1s basedon
the Hungarisn folk song, it has numerous interesting characteristics that mark
1t off from the musical education of other peoples in the same way as the Hungarian
folk song is different frcm that of other nations. Without going into a deeper
analysis of folklore, I should like to indicate some characteristic features of

Hungarian folk music Jjust to make my polnt more egsily understood. These are

the more important elements that can be followed throughout Hungarian music

teaching as distinguishing marks.

e,

The pontatonic scale brought from the east and the terraced quint-

shifting structure are the most characteristic fegtures of old Hungarian folk

songs. In No. 66, of the second volume of Bela Bartok's Microcosmos this appears.




An o0ld Transylvanian folk song in the parlando rhythm shows g similarity to it
both with respect to scale and to strueture. Another Oriental fesgture of
Hungarian folk music is the type of psalmsdizing parlando tunes, the characteristic
scale of which is also Pentatonic; however, its structure is not descending but
rather moving about the tones do~re-mi. The tunes ending on Phrygian modss

reflect Arsbian and Turkish effects and constitute a separate group of Hungarian
folk songs. There is g song, with an accompaniment by Zoltan Kodaly, representing
a transitional style on account of the Phrygian tume and the sequentiality which
shows =z western influence. This song was published ip the collection entitled

Twenty Hungarian Folk Songs published in 1906, in which Bartok anc Kodaly tried

to popularize the rich material of their collection of folk music, tunes they
had discovared not long before.

These passages and tunes sre organic parts of our music teachng an?
are mentioned here as specimens only. They are included in the c.ricula with
an ample material and are; in fact, the backbone of the subject matter of music
teaching.

Since its rebirth Hungarian music teaching has provided the pupils
with a more comprehensive tuition than before, its aim being, in addition to s
pProficiency with the inétrument, a cultured hearing and intellect. The basis of
this is the teaching of relative solmization. This method of teaching music in
schools was revived in the middle thirties. As a supplement to the song~book
entitled Singing ABC published in 1938 (Magarkorus) by Gyorgy Kerenmyi and

Benjamin Rajeczky, the authors in 1940 published a score, or text~book called

Singing School, which was relative sol-fa as compared with editions in which the

names of notes were given. Jeno Adam's Systematic Singing Teaching (Tural, 19u4L)
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set out the basic principles underlying Zoltan Kodaly's book A School Collection




of Songs, I, II (1943). The Hungarian folk-song forms the basis of the method,
since it is the natural musical language of Hungarian children. It is taught
by means of relative sol-Za. A few years later ewen saw a change in the
subject-matter of sol-fa teaching, which had been introduced side by side with
instrumental teaching. The basic features of the system alsc emerge quite

clearly in my books: Metnwds of Sight-Singing and Notation, I, TT, TII (Editio

Musica, Budapest 1953) and in many publishied sets of e-arcises and practical
guides. Use is made of th: letters of Guido d'Arezzo, hand-signs of John Cur-
wen's Tonic Sol-Fa System, Jean Webar's principle of the shifting place of

Do, E. M. Cheve's use of .rabic numerals to indizate the degrees of the scale
(Methode Galin-Cheve-Paris), and & few nractica’ passages from Fritz Jode and

Aznes Hundoegger's Tonika-Do Lehre. On Zoltan Todaly's initiative, 211l these

elements were adepted tc Hungarian folk-music. Many.outstanding Hungzrian
musicians developed and added to them with contributions of varying significance
and originality, so that they now form the backbone of Hungarian music teaching.
The absolute names are limited to the names of notes CDEFGAB, etc.
The sol-fa names indicate the functional position of the notes, which is
identical and relative in all keys, Do being the starting-note of every major
scale. Before this method was introduced into Hungarian music-teaching, the
notes were alphabetically described, according to their absolute pitch. Today
every child begins sighf-reading by means of the relative solmization, and
connects the pictures of the notes with the letters of the ABC only when he
has mastered singing in sol-fa. The sol-fa names used in this country serve
to express at the same time interval relationship, degree of the scale and

tonality. A child singing in sol-fa sees not only the note in front of him,

but will look for its function, and define it as well. He will look at this
key-signature and the last note, then search for Do in the melody, so as to

be able to find his bearings in all keys or modes. This can be dor= by children

Q at the end of their first year of learning an instrument, or at about the age
of ten in school singing classes. , 4:
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It is with a descending minor third that we begin to make children
conscious of tones. The descending minor third occurs most frequsntly in the
child’'s spcntaneous singing as well as in his stock of tones and :range of
voice. It is the most frecu=zat variation of gncient, primitive times to be
found in children's songs. 1= can be found in children's songs i: East and
West alike, just like the mujcr pentachord or hexachord. The mir :r third is
a muh more musical starting point than the scale, which after a’l, is nothing
but =. mechanical building o seconds ons upon another. Let us cz:l this intervel:
so-m- in any pitch, wherever it suits the child's range of voice -“est. When
singing alone, children can decide for themselves where they want to sing the
songs and where they want tc determine the relation. Without the support of
an instrument the sﬁall voices, adjusted fo cne another, will get used to clear
singing much more quickly and will learn to observe the smoothness of singing
together. After the tones so-mi, the changing note of so, the la can follow.
Again, we can find a wealth of melodies; it is a typical tur:: of children's
songs. As the musical elements of the songs we use evince, they contain not
only the notes of the melody but also the elementary knowledge of rhythm we
can expect from children of this age.

In 1943 the 333 Reading Exercises from Zoltan Kodaly were published,

a work which actually is still today the ABC through which the Bungarian child
learns his musical mother-tongue. The first sentences of the methodical advice
again illustrate the principle of Kodaly's conceptions: '"Cur ever-increasing
pedagogic literature still does not know any reading exercises. We are still
unable to read, as I said before. Nevertheless, note-reading brings music

nearer to us than would an opera-subscription or a popular musical-aesthetics."

Later Kodaly writes: "If someone is able to guess the most important intervals

B

well or nrt so well, it does not mean thathe can read; he can only spell.

§
.

Reading must be a global reading; a whole word must be understood at a glance,
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then incrozsingly more; snt from tha understood whole the details must be gone
into. We must accustom ovrszlves to putting together the melody mot from the
tone but by swiftly glancing over it from the beginning to the end as we would
with a maz. We must underszaz i and experience it as a whole before we begin
singzng <. 'ud, so thaz sicce:s will be more sure." Through the 333 Reading
Exercises =he child will get to know the pentatonic scale, with its falling
atructure, it is the ancient basis of the Hungarian folk~-song, which should
become the possession of evary child.

These are cth: Zirst steps. The first:and second classes of the
general schools deal with “hese musical elements. By means of simultaneous
hearing the pupils master —he melodies, which, connected with the methodical
material to be gradually built up later on, will open up to them further stores
of musical knowledge. The _lphabetical names mean the absolute pitch of a
note, which is always connected with identical frequencies.v Slomization means
the relationship between tones irrespective of absolute pitch, or within it at
any pitch whatever. Learning the absolute names of tones takes place parallel
with learning of an instrument. Again, I am quoting Kodaly: '"Pupils taught in
this way will read easily and quickly: they will not be surprised that the Do,
when put into different places must be given different names; why, people too,
have two names. Do-C, Do-F defines the tone in the same way as John Brown the
person. In itself C- or Do- only conveys as much as John or Brown would"”

(Ricinia Humgarica, Vol. I).

Musical illiteracy can be abolished and the reading and writing
of music can be learned--as Maestro Kodaly envisaged it--in the most direct

way by means of the instrument accessible to everybody: the human voice. Any-

body can sing and by singing can get closer to music, can understand it and

come to know it. By active music-making anybody can find his way from the
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barren soil of a pas::. & listening to music fo the rich garden of music. The
path has been Zcum: «: is open to everybody; we only must know how to avail

ourselves of the opp. :rmities. 1In the general schools children are taught to

sing on grounds cZ :-i: relative solmization. In 2ll the eight classes there
are two singing los: . per week, in the general schools specializing in
music--there are z: 1 r:.2nt a hundred and eight schools of this type operating
in Hungary and thezr =mber is rising--there are six singing lessons s week.

In music schools tiws== ire two solfeggio lessons on all levels, and at the music
conservatorins as we-l.. the pupils of the Academy of Music, too, learn solfeggiq.
By then they have reacizd the difficult sight-singing exefcises in seven keys
and with changing ki which are included in the curriculum of the Conservatoire
de Paris course, and dictations in several parts belonging to the domain of
modern music. On this highest level sight singing with relative solmization
means that the pupil ki3 not only to sing the given melody but mustbalso be
able to indicate in each case the deviations in the key, the modulations by

i means of solfeggio variations.

f In the seciondary school classes, the course of study includes in

an increasing measure Tas pupils' listening to compositions and their getting
% 2tquainted with them. While training music teachers we are trying to find the
most efficacious way -.. whcih the child's active music-making should be re-
tained but his listeming to music recorded on tapes or gramophone records
should also be included in the curriculum. We have found a most useful method

by introducing the child to the themes of the composition to be played-~this

could provide the material for singing, too--to the compcsers, to the circum-

stances under which the work was born, to its period, etc., and play for them

e,

the composition only after this has been done. Anyhow, this can take up only
a part of the lesson, ‘o= time must be left for active music-making and singing.
Here the higher musiczl ‘nowledge of children who attend music schools and

O
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their knowledge of an instrument can enrich the material of singing lessons in
ordinary schools. Possibly the teacher can play a composition on an instrument.
Thus, the experience becomes mole jmmediate than it would be if only prov:.ded
by recorded music or any other technical media.

in the past fifteen years we have had in Hungary the opportunity
to see the character-training forces of music education in our new type of

schools: the general schools specializing in music, the singing-schools. 1In

the first four classes of these the pupils have a singing lesson every day, in
the upper four they have four singing lessons a week plus two hours of school
choral singing. From the second class onwards pupils can learn an instrument,
too, if they want to: the piano, violin, cello or the recorder. Thz great
educational power of enhanced music studies--as it was the case with the ancient
Greek where a widespfead music education and active music-making were the founda-
tions of a humanistic culture--is evinced already with very small children.
The academic results achieved by pupils of the schools specializing in music
are higher than those of pupils cf oxrdinary schools, although the former have
a greater number of lessons per week. They are particularly good in the learning
of languages, in mathematics, gymastics and drawing. They work tidily and
precisely--in a music-book a little difference causes a different tone. Musical
expression enriches thé fantasy and thus they are better in their penmaunship:
their ability for performing is fuller. Choral singing increases the feeling
of collectivity and success achieved by common work requires self-respect
and discipline.

In the subject matter of singing lessons in general schools and

of solfeggio lessons in music schools folk music and art music play parts of

equal importance. The subject matter comprises folk music, passages of classic
compositions, special etudes written for the given subject and a significant

part of vocal polyphony: Kodaly's exercises in omne, two and three parts,
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singing exercises of Angelo Bertalotti, the Biciniae of Orlando Lasso and

numerous other collections published for this purpose.

The music teachers of the future, destined to realize music education

in Hungary, are trained in different institutes. ©Pupils of teacher's training
colleges are given regular musical training. They themselves have to give music
lessons in rural schools. Students of the Academy of Pedagogy are given
comprehensive tuition in music enabling them to teach music in the higher grades
(fifth to eighth class) of the general schools. The conservatories provide for
the training of solfeggio teachers who are then qualified to teach in music
schools. At the department for secondary school singing teachers and for choir-
conductors at the Academy of Music in Budapest, éuch teachers are trained to
fulfill the educational tésks of all these fields. They are also qualified to
teach at the secondary schoolsg specializing in music any of the following subjects:
solfeggio, musicology, theory of music, folk music, analysis of compositions,
choral conducting etc., or else they are entitled to teach in the general schools
specializing in music; a considerable challenge indeed.

I started by quoting Schumann and Kodaly. But before winding up
what I have to say, I must again point to Kodaly's pedagogic compositions and
the guidance he has given in words, the foundation of our whole musical education.
He pointed out that the peculiar pentatony of Hungarizn folk music is of Asian
origin. "We shall gain a knowledge of the wide world of music and we shall
understand our own musical language in the light thrown upon it by other musical
idioms," he writes in 1947. '"The world is getting wider and wider and art
restricted to one people only is practically losing its meaning. We are nearer
to the realization of world-music than to the world-literature imagined by
Goethe." All basic features of our muzic education have sprung from Zoltan

Kodaly. His pedagogical compositions, the guidance he has given in his writings
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and in his lectures form the foundation of our work. ''Let music belong to
everybody! ' he said, and this is the desire of all of us: of singing teachers

in schools, solfége—teachers in music schools, oi all music pedagogues. If

music has found its way to everyone because thanks to the efforts of teachers,
anyone who got acquainted with it in his childhood and youth will preserve his
love of music as an adult too. The entirety of our manysided music education
serves the purpose that a sound foundation be given to the musical culture of
future generations. By this the performing artists of the future will be
received by audiences exacting in their ta:tes and responding to what is really
good. It is our fervent desire to rear by means of genuine art, good and

decent people.

UE



CHAPTER III

BASIC MUSICIANSHIP FOR THE MUSIC EDUCATOR

Introduction

School music clgsses vary in different parts of the world. The
objectives of the music teacher, the music curriculum content, and the
teaching materisls andg equipment are seldom the same. This 1s becguse
all nations differ from each otler, not only in cultural heritage, but
also in aims, in hopes and in ambitions.

In all countries which are linked to Western musical ideass,
either predominantly or in pPart, there is a basic core of musical know-
ledge and skill which is considered essential for every teacher of music
in the schools. This includeS‘understanding and facility in the use of
fundamental traditional Western music theory (solfeggio, harmony, dictation,
study of musical form, analysis of music, and cther relgted subjects), music
history, and the litersture of music. In some parts of the world it is
considered adequate if music educators have g thorough preparétion in these
aress deeling only with traditional music. More and more, however, there
is widespread recognition of the importance, in fact the necessity, of a
sound education in both music of today and traditional music. This includes
the theoretical study of the new techniques of muisical expression, the
development of understanding and apprecistion of contemporary music, plus
a constantly expanding ability to =valuate new compositions intelligently.

One of the great challenges in music education today is to satisfy

these constantly changing requirements in teacher education.
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Preparation of the Muslic Educator to TUse the Music of His Cwn Time

Rosz Marie Grentzer

The subject for discussion, the preparation of the music educator
to use the music of his own time, is one which might be termed a "eonscience
problem.” As teachers we have the development of musical tastes of future
generations on our hands. The genius will succeed in spite of us, but the
masses depend on us for the exploration of new music and for guidance and
insight into an art which, *n this century, is diverse and somewhat confusing.
We need to remind ourselves that the children who arc in the schools today will
be the audience of %i: twenty-first century and they should be schooled as such.

gince T have termed the study and performance of contemporary music
as a "conscience problem" there is probably no better way to begin than by
examining our conscience. What are we doing as individuals or as an organ-
ization to bring the musical idioms of this century to our students? Are wve
catholic in cur tastes or are we permitting only emotional preferences to
govern our choice of muslc of this period? What are some of the problems we
face in the study of the twentieth century?

Before we begin our discussion let us define what we mean by the
music of our time or contemporary music. It is music eharacterized by new
tonalities--tone rows, artificisl scales; new timbres--electronic sounds,
varied use of percussion; great rhythmic variety--unusual use of accents,
polyrhythms, syncopatiom, irregular and changing metersj and a kind of
harmony which sounds complex~--bitonality, tone clusters, polychords to
mention only a few of the techniques. The combination of these elements
results in a musical texture which is unfamilier and confusing to ears trained

in eighteenth and nineteenth century harmon}es. It poses fewer problems for

K

young listeners. [jés' jii}ii
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Many music educators with little experlence with contemporary
1dioms have very definite reactions to the twentieth century compositional
techniques, psrticularly the changing tonalities. They subconsciovsly sbsolve
themselves of any responsibility for the understanding of these techniques
on the basis of personal tastes and aesthetic Judgment. They consider
themselves in the main stream of the centuzy-becaﬁse they are dedicated to
& few composers who are popular and whose techniques mske them easily under-
stoed. Actuslly this type of writing is not new, and it requires 1ittle or
no reorganization in auditory perception or aesthetic apﬁreciat;on to listen
to this music. On the other hand, the unfamiliar tonalities and musiecal
textures of some of the twentieth century compositions are a foreign language
to their Mozartian and Schubertian trained ears. The fact that any of what
they refer to as "cacophoni: soundc” could have an emotionel appeal is regarded
as heresy. History records that every zeneration regards new music in that
light.

Our basic problems iz in the kind of musical training which we
give teachers in their undergraduate and graduate programs at the college
level, and in the in-service training we give teachers who are already in
the professiuti. May I point out that in the United States, the music teacher,
in fact all teachers, are required to continue their education more or less
throughout their careers. This continuation is in the form of advancad degrees,
additionsl course work taken at colleges or universities, speecial courses
given by the scheool systems. There are no uniform practices and the amount
of tralning required, and the intervals at which it occurs, vary with the
requirements of each state or city. Thus the responsibility of the prepara-
tion of the teacher and the continued training rests with the music educators

in the colleges and the music supervisors in the schools. First let us
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consider the musical training which vw= give te.chers ss undergraduate students
at the college level.

Students' attitudes toward music are shaped by their experiences in
music. In most schools they have cpportunities 92 hesr contemporary music,
but there is no itime to include any formal study of t. conLcmporary idiom in
their programs. If we examine required courses in music we i.nd that in most
colleges, music theory is limited to the study of eighteenth and nineteenth
century techniques. In the field of musiec literature we find a commendable
trend--the teaching of literature with emphasis on the analysis of musical
styles and texture. While literature courses seldom include the study of any
musical styles beyond Debussy, the technique of analysis is a valuable tool
wvhich can be applied to the further study of all music. The required ‘sclo
repertoire for the major instrument usually includes musi: of contemporary
idioms, but in many schools, teachers do not encourage students to perform
these works because the teachers themselves feel uncemfortable and inadequate
and even unsympathetic to the music. One has only to examine the prrgrams of
music performed by the ensembles, large and small, to realize that, for the
most part, the contemporary composexrs of already established reputations are
not represented. The reason for this may be that most schools have composers-
i{n-residence and it is their works which are being performed. This is a
healthy'situation, and I do not wish to imply that it should be changed.

There are an increasing_number of contemporary music festivals in colleges and
universities, particularly in the midwest. These have been stimulating
musically and have been a training ground for the performer, particularly

the instrumeritalist. Faculty recitals are also a good source for hearing
contemporary music. But hearing alone, and an extremely limited experience

in performance, is not enough to acquaint students with the contemporary idiom.
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The undergraduate program in music at the college level must be
revised if we are to train music educators to take their places in the
contemporary world of music. There are some healthy stirrings of reform in
this direction, particularly in music theory. Whether or not the time is
right for some sweeping changes remains to be seen. Contemporary music must
be a part of the totel music program and not relegated to specigl courses.
In the meantime, we as musicians have an obligation to future generations and
must therefore find ways of making the twentieth century music idiom a part
of the teacher's musical education.

Ax: 1desl solution is to have s composer introduce students to the
contemporary fdiom. At the college level a composer on the faculty is almost
& necessity in any music departrient, but the composer's talents are usually
devoted to teaching composition and to his own creative work. Masic
educators seldom receive any special assistance and what is more the composer
i1s usually not interested in their problems. Recently, through a grant of
the Ford Foundation and with the cooperation of the Music RFducators National
Conference, young composers were assigred to live in communities and work
with the music organizations in the high school. This was an interesting
experiment and produced some excellent results. Two Years ag0 under the same
auspices two pilot projects in creativity were initiated, this time in the
elementary grudes.

Two school systems were selected. A composer, who served in the
capacity of teacher-consultant was assigned to each system. The composers
held seminars for the teachers to explore the compositionsal techniques used
in contemporary music. The teachers in turn worked with pilot classes of

chlldren. The results astonished teachers and administrators.
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Through bodily movement, use of percussicn instruments, pitched
and non-pitched, children were able to improvise, to execute complicated
rhythmic patterns, to respond %o change of meter and unusual accents. New
tenalities were explored, new scales were discovered, tone-rows were composed
by checosing bell b;ocks, scrambling them to make a tone row and playing
melodies on them. Tone clusters were used for accompaniment to melodies,
songs were composed using various scales, muslcal forms were explored and a
whole new world of music was opened to the teachers and the children. The
programs of both projects are described in the publication Expsriments in

Musical Creativity published by the Music Educators Waticnal Conference.

Tt is my hope that this project will serve as & springboard for the development
of a new curriculum in music for the elementary grades. I was so enthusiastic
over the results of the experiment that we added to our staff ore of the
composers, Emma Lou Diemer, and one of the m&st successful elementary music
teachers. |

In both pilot projects conducted by the MENC the musicel exploration
was done through listening to recorded‘music and playirg on instrumients. The
auditorv and instrumental experiences with ccntemporary idioms were rich. The
experiences in vocal music were somevhat limited. This is partially due to
the fact that many of the compositional techniques of this century are
instrumental. But vocal muséic is being written and it can be sung.

Since the subject of thic diséussion is the preparation of the
music teacher to use fhe music of his time I would like to become extremely
practical and share with you some experiences we had tﬁis past summer in a
graduate class in eleumentary vocel music. The premise was th%t twelve tone
music can be sung. Our experiment (not sciemtific) was to find out how long
1t would take us to acclimate our ears to serial music and to memorize a
ghort song composed on a tone-row. We were 8ls0 inferested in how other

teachers would reasct to this music. We worked on this for one week.

"% 109



7 o e g e

¥
t
i
7
E
;
¢
i
3
)
H
i

Menbers or the seminar had had from one to seventeen years of teaching
experience. One had had a course in contemporary music; another, a pro-
fessional accompanist, was familiar -ith most contemporary idioms. Some
members of the group were very skeptical about the musical value of serial
music, and declared that they could not stand "that kind of wusic.” T could
not promise them that after their first experience with a twelve-tone melodic
line that they would go away whistling thre tune, but I was certain that
they would enjoy the experience and that it might even prove to be a musical
one for all concerned. iie proceded somewhat as follows.

The first sixteen measures of the si:xth movement of the Berg
"Lyric Suite" were played and the teachers were directed to listen to the
music and move to it as children might. We discussed what qualities of
music the chiidren might perceive in the composition--musicsl timbre,
dynamics, contrasts, legato, staccatc. A xylophone had “een prepared using
the tone row just heard. The class experimented with the row through
improvisation. They even added other percussion instruments while rlaying
the r™w and made up an orchestration. The tone row from the "Lyric Suite"
was then giver. to the class and they were directed to find a text Por the
row and write a song uot longer than sixteenr measures. The results were
mest iateresting. The next day as they sang their song they actually went
out of the class whistling the tune.

The next assignment was to compose their own tone-row snd set to
it a.poem suitable for children in the elementary grades. Ae a class they
made up tone rows and discussed elements which are desirsble in arranging
tones. The text for reference was one which I highly recommend, Twentieth

Century Music Idioms by G. Welton Marquis, Prentice-Hall, 1964. After

strugeling to write & tone row the class returned with a new appreciation



for a well constructed tone row. We learned the songs composed by the
members of the class and at various stages of presentation tried to sing
them from memory. We found .hat after threse or four rcpetitions we had a
grasp of the melodic line and could repeat it as a group and also as indivi-
duals. We invited another class of teachers to join us to share our experi-
ences with the music and also to observe thelr grasp of the matériéi. They
memorized the songs after four repetitions. Since the experiment was not
scientific I will not go into details. The result was thét the class was
extremely enthusiastic over the musical results. They found that the songs
they sang really began to haunt them and that tonality was not really a
problem.

Each teacher has been motivated to experiment this coming year in
presenting the tuwelve-tone music to children beginning in the first grade.
The school systems they represent include children with a wide variety of
sociological and ethnic backgrounds. We have plans for meeting during the
year to compare notes and to share music materials. There are practically
no twelve-tone songs available for children. I have encouraged the teachers
to have the children wite the text so that it will be child~like and also
avoid copyright probtlems. At the niversity we are plamning to initiate a
long range experiment in the elementary grades in the use of contemporary
idioms in singing. If this proJect materializes it will be carried on by
the Music Education faculty along wi' - a composer and other members of the
staff, as well as statisticians. We hope to acquire scientific information
for study from whét we hope will be a Vvalusble musical experience for the
children.

In conclusion I would like to make a special plea for sn exam-

instion of conscience to make sure that none of us has the idea that under-
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graduate students, music teachers and children are not sufficieatly
sophisticated tc experience and understand contemporsry techniques. They
are as sopblsticated as their teachers; they will explore what the teachers
can lead them to explere. Ve must rid our teachers of the idea that bzacause
they are schooled in the historical practices of the eighteenth and nineteenth
centuries that cannovt readily understand and enjoy the music of the twentieth
century. 1T am not minimizing the advantages zud the necessity of a thorough
knowlédge of one theoretical system, but I am concerned about college teachers
and music supervisors with narrow and limited views sbout subjecting students
and teachers to other theoretical systems.

No teacher sznts tc be old, and most teachers are interested in
new iceas and new techniques. What they fear mos* in the twentieth century
idioms is their own confusion as g result of the mass of new music msterials
before them. If we can lead them to discover that they do have basic
techniques for musical analysis and discrimination, and that with even an
introductory study of compositions they will slowly arrive at an understanding
Cf new idioms, they will welcome an opportunity to be a part of the stream
of the twentieth century.

The forecasts for music instruction in the last part of the twentieth
century are very promising. There are those who see musical training to be
an educational cuntinuum from secondary school through graduate school, the
continuum to be worked out by close cooperation between all professional
musicians, performers, theoreticians, historians and music ecucators. I see
signs that thié might come to »ass. I would like to see this continuum
begin in the elementary grades, and I trust that we, first as musicians,

and then as muslc educators, will work together to bring this about.
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The Musical Experience in Contemporary Education

Grant Beglarian

From time to time there appears & spontaneous and universal need to
evaluate and chsnge existing theories and practices in edn1cation, musical or
otherwise, according to realities of today and expectations for the future.

T believe we in the United States are living through such a period. I assume
that in other couniries a similar reconsideration of educational procedures
has been or will be taking place.

There has been a great desl of debate in this country in recent
years rbout educational aims and procedures. Music education has not been
smmune to this debate. Unfortunately, most of the discourse, at least in
music, seems to be centered around the mechanics of music education rather
than its purposes. We have spent a great deal of time discussing the relative
merits of brand-new gadgets, statistical studiles, surveys, snd polemics.
while these matters may be of some interest; I would rather leave their
consideration to others more qualified than I. Instead, I would prefer to
examine the content and context of music study in the evelving contemporary
education.

To me the principal purpose of music education is to make possible
the occurrence of the musical experience. I regret that I have to use the
word "experience', which was fashionable many years ago, but now is in sad
disrepute through indiscriminate use. I am afraid other valid terms: "cre-
stivity", "discovery”, emong them, have (or scon will) become meaningless words

in the vast Jargon of educationese. I use the word experience to denote

an active and intense involvement in the musical process, idea and event.
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The word should not imply only encounter, familiarity, and, that old stand=by
apprecigtion. T firmly belisve that the study of music in a general educa-
tional setting fulfills its function only when its diverse activities are
aimed towards developing individuals capavle and in need of this active and
intense involvement in the musical process: the musical experience.

In the United States, the preparation of =a large majority of the
aspiring musicians takes place in general purpose public schools. In slmost
all school districts music is a required subject in the elementary grades.
The structure of our public schools--their aims, course offerings, caliber,

extent of instruction, and so on--is a matter for public policy, decision, and

action. Thus, changes in the parts or the whole of this structure may be affected

in response to publi: and popular demand. I do not equate popular demand with
wisdom; the impetus for the demand may be valid or not. T sm veminded of the
wonderful liberating effect of John Dewey's thought on public education mars
Years ago as an example of the former, and the more recent feverish Jjueggling of
the curriculum to produce mindless button-pushers in the name of science as an
example of the latter type. We, in the United States, survive excesses of one
kind or another, and flourish despite them.

The present re-examinaticn of educational processes provides the
music education profession with a unique responsibility to examine itself as
critically as possible if it is to influence the structure of contemporary
education. Such a sel’-examination is now taking place through th: Music

Educators Nationsl Conference Contemporary Music Project for Creativity in

Music Education under its two programs called Composers in Public Schools and

Institutes for Music in Contemporary Education. Thic MENC project was made

possible through the financial assistance of the Ford Foundation. The project



has been in existence since 1952. Initially it was administered by the Foundation,
and in 1963 MENC assumed that responsibility, I would like to trace the development

of th= project for the pertinence it may have to our discussioms.

The project began in response to certain inadequacies in the
professional life of our composers. In this context, the initiators of the
project were not so much concerned with the composer's income, celebrity, or
institutional and social standing, as they were concerned with his intense
coummitment to his procfession, a commitment both artistic and ethical which
underlies any creative act and which sooner or later is communicated to those
capable of perception and in need of such musical experiences. It was felt
that by placing young composers in selected public secondary schools, these
young professionals could grow and fulfill their artistic aspirations and in
the process contribute to an expansion of musical horizons in our schools.
The project was formslly established in 1959 with the cooperation of the Na-
tional Music Council on the basis of ideas Tormulated by the American
composer, Normsn Dello Joio, who has been chalrman of the project since it*s
inception.

In the school year 1959-60, the first group of twelve composers
took up residence in schools in large and small communities throughout the

country. I was a member of this first group. The personal experiences of

i ny colleagues snd myself heve been repeated every year since then. With the
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1966-67 group, similar opportunities and responsibilities have beenshared

by some seventy composers and teachers in our schools. T will not dwell on
the accomplishments of this progrem which are numerous and highly exemplary.l
Instead, I shall concentrate on the unique experience made possible by this

progrem and its connection with my central point.
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Perhaps the most important aspect of this program has had to do
with the artistic-educational enviromment it has created, for in this
situation all involved are engaged directly and necessarily in the musical
process. Thus, the composer can function directly on parts of the musical
processe. usually outside of his control. The music educator, on the o
haund, has to contribute to the process his own sense of professional respon-
slbility as a musician, instructor and guide. The students, too, perhaps
for the first and only time in their lives have to take an active part in
bringing a new work to life through rehearsal, study, performance and re-
flection. In short, the musical experience becomes possible in an educationsl
setting.

The essenti»l ingredient in this process is the element of risk,
the same risk that axists in -~ artistic thought and action. To me, aside
from all other values the program may have, the necessity created in this
situation to take calculated risks, to live with uncertainties, to interpret,
to make value judgements in a liberal spirit and not in rigid absolutes, was
and is the most significant aspect of the program. In such a sltuation,
obviously, the music educator occupies a crucial position. He has to rely
on his own musical background and'experience——textbooks, audio-visual aids,
one-day clinics have limited application here. He has to think and act as
a musician-teacher, make‘artistic and aesthetic decislions, and engage his
students in this musical experience. Unfortunately, with same remarksble

exceptions, few of our teachers are prepared to take such risks. This kind

of a musical personalityl}s not commonly fostered in our teacher-training
institutions, universities, and conservatories. And this cobservation applies
to teachers Just as much as it applies to musicians of all kinds, whether
super-stars of international concert world or work-a-day practitioners.

The MENC Contemporary Music Project was established in 1963 partly
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in response to inadequacies of our music teachers, The-:erm "Creativity
in Music Education" in our full title attests to our expanded correrns.

Under this Project two new programs vere added to the Composers in Public

Schools program. The first had to do with the establishment of several
short-term seminars, institutes, and workshops Ffor teachers who wished to
increase their competence in contemporary musical practices. These activities
were as successful as any such enterprises usuglly are. That is to say, the
attending teachers could be stimulated and guided to the extent of thelr own
general musical attitudes and capacity for acquiring new knowledge. These
efforts were admittedly remedial, concerned with the removal of symptometic
gaps in the music education of the teachers. These seminars rarely hbrought
forth permanent cures.

The second new program had to do with the establishment of exper~
imental projects principally in elementary schools. The emphasis in these
pilot projects was %o allow young chii’ven ito develop musical sikills and
concepts through their own expressive needs and creative urge. We felt that
the children's auesome imegination and zest when gulded by a competent
teacher could produce not only musical response but the cgpaclity to want to
be engaged fully in the musical experlence. The situation required making
choices, value judgements, commitments; taking artistic risks, if you will.
Our idea was not to produce a generation of wunderkind composers, but to
instill in the young that music 1s man-made, created through human imagin-
ation and skill, subject to declsions, changes, and intgrpretations.2

The results of these pilot projects were rema:."gble on many counts.
I suppose we could have codified a closed system of teaching, called it

creative (currently comsidered a must), published four-color pict -~ bocks
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with background music, congratulated ourselves for being innovators, and
closed our shops and minds foreve:r. We did not do these thirzs. Our job

had Just begun. We were told and we knew that without a teacher on the

scene who is competent t> assume the demanding responsibilities of creativity
in music educetion, no method or device, however good, could possibly work.
Cur quest for some answers led us inevitably to the consideration of the
general musical preparation of the teacher in our institutions of higher
learning. And this brings me to the present phase of the project, and the

formulation of the principles of comprehensive musicianship and their

implementation in our new program entitled Institutes for Music in Contem~

porary Education.

In April 1965 we organized a national conference at Northwestern
University involving representatives of virtually =11 music discinlines and
levels of educational concern. is was the Seminar on Comprehensivec
Musicianship. Our purpc.e was to halp develop ideas for actions needed to
update many archaic proeedures in m:iic education. This was definitely not
another gathering to prescribe the cure for all musical ills. - The
participants presented a variety of views on the subject of musicianship--
the capacity to experience music fully-~-which we considered as our central
issue. The most important festure of the event was the discovery and
affirmation of common concerns shared by all. The statements and recommen=-
dations of the seminar have to do with the content of courses in early college
music curricula which 3n this country bear the generic ngme, basic musician~
ship. These courses include ear—tréining, sight-singing, harmony, some
analysis and counterpoint, history and sc sn; in short, the required
sequence of theory and history courses taken by all music degree candidates.
It was felt that by enacting needed changes in the technical ang conceptual

content of these courses; the level of musicianship of all aspiring musicians




could become more relevant to current raisical, educational, and human
conditions. The seminar took issue with the lack of relationship among
various musical skills and ideas fostered in rigidly separated departments.
It took issue with the narrowness of the musical perspective of those
courses whose temporal limits begin roughly two hundred years before our
times and end one hundred years later. (This, despite the fact that in the
next few days we will enter the last third of this century.) And most
importantly, the seminar took issue with the closed-end character of formal
education, as if learning can take place cnly in the classroom, in front of
‘a professor, using approved texts three days a week, and giving the "Yes-
No" answers so dear to our educational bureaucrats. A% the ceaclusion of
the seminar, there emerged what we colloguially call our "motherhood" state-
menits, the principles of comprehensive musicianship. I cannot wossibly cite
here the specific recommendations of the seminar.3 For our imuedliate purposes,
I only wish to dwell on the basic premise underlying these principles.

To me the significance of the seminar snd our subsequent actions
is that we now consider the study of mu.sic as a study of relationships
amoung component parts which make up the whole of the musical experience~=~
its initiation, communication and response. 1t goes without saying that the
degree of penetratini and intensivy of this experience depends on the
thoroughness of our knowled  of its component parts. In addition, we cannot
assure that any one part necessarily precedes, fcllows, or excludes another.
For that matter, we cannot assume that & perspective is gained by re-living
systematically our tribal history, or assume that educztion consists solely
of taking prescribed courses of ore kind or arother to pass s test, or assume

that music education conslsts of mechanical exercise of our fingers and lungs.
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No specific knowledge is complete unless we understand its rzlationship to
other facts and ideas.

To implement these working premises we have established exploratory
and valuative programs in regional cooperative groupings of universities and

public schools. The title of this program is Institttes for Music in

Coueriporary Educatigg. The mechanics and description of the pProgram in

detail need not occupy us at this time. Tk~ project has a press releasse on
the subject.h

The xploratory and evaluative programs to be carried out in each
participating institution will take two yYears. The compesite of these programs
should produce, we hope, specific ideas and techniques applicable to vsrious
situations. Based on these resulis, the music profession may then consider
the totality of music education processes according to criteris relevant to
itself and to the contemporary educational structure. And if, as & result of
this re-examinetion, the structure is found o be insdequate for the musical
experiences we propose, then the struccure itself must be changed. But before
that; ve must be sbsolutely convinced tﬂat the musical experience in this
context is a necessary and central part of contemporary education~~necessary
in its own right, on its own terms, and as an integral part of what we
consider the humanistic +tradition. If I percelve correctly the direction
of recent educational thought, I believe that tiie humanities and the arts~-
musie, specifically--will and should have a crucial function in the ceaning
educational revclution. This functicn transcends the terminal goal of producing
mugical technicians and enters the realm of the hvwuan —ind and spirit.

And it our techmolugical and organizetional marvels scmehow do not
fulfill our human needs, as our scientists and philosophers state (anda
becarse of which they ask our understeading), let us not assume that all we

have to do is give them some snappy marches or a titllliating extravagoinza of

‘ 120y

IToxt Provided by ERI



wisical acrobatics to £ill the terrible void of idle hours end seiile mirds.
The audiences, those who wish and need to be engaged in the misical experience
I have outlined, are our responsibility, toco.

The human capacity for vision and imegination is our domain. We
can pacify these human attributes with temporary trsunquilizers and synthetic
stimulants; we can immunize them against artistic commiltments or aesthetic
risks, against the wusical experience; or we can make them soar.

Ours is the choice.

NOTE:

(Publications of the Contemporary Music Project may be obtained from
the Music Educators National Conference headquarters in Washiagton, D. C.)

1. For more details see Contemporsry Music for Schools; A catzlog o works
written by composers participating in the Youmg Composers Proj::it--
195 -196Lk-~sponsored by the Ford Foundation and the National Music
Council. Washington, D. C., 1966. 88pp, $1.00.

Also see "Memorandum to Composers and Music Supervisors/Composers in
Public Schools Project.-" Washington, D. C, 1965. T pp.

2. Experiments in Musical Creativity; A report of pilot projects sponsored
by the Contemporary Music Project in Baltimore, San Diego, and Farming-
dale. Washington, Ds C., 1966. 87 pp, $1.50.

3. Comprehensive Musiciarship-~the Foundation for College Educaticn in
Music. A report of the seminar sponsored by the Contemporery Music
Froject at Northwestern University, April 1965. Washington, D. C.,
1965. 88 pp, $1.50.

L. Mimeographed Special News Release (Juue 9, 1966) uuvwouncing the estab-
lishment of five regional Institutes for Music im Contemporary Educa-
tion. Released on June 1k, 1966. More detalled descriptive literature
is being prepared and should be available in winter 1966.
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Musicology and the Future of pMusic Education

£lexander L. Ringer

American exponents of oducetionist theories have generally been so
preoccupied wiu.. "the whole child,” his level of aspiration and potential ror
achievement, that the academic formatiou of his teachers has received, at least
until quit= recently, relatively little ettention. Worse than that, the all-
consuming concern with problems of juvenile adjustwent and psychological warfare
fostered some strange notions indeed, including the my:h that a high degree orf
personal sophistication might interfere with a teacher's classroom effectiveness.
The resulting intellectual poverty of teacher education curricula and their
eroding impact on the "educational wastelands" stret ‘hing from the nineteen
thirties to the immedisgte post=-Sputnik ers are too well known, or rather too
sadly remembered, to require further elsboration. Happily, the gradual
reorientation of educational goals, characteristic of the last fifteen years
or £0, has brou-h+t in its wake not only the long-overdue socio~economic
rehaebilitation of teaching as a profession but also a haird new lcok at the
intellectual standards of teachers and the quality of the subject matter they
teach. Thus, those responsible for this educational revolution-in-the-making
were quick to reaslize, for exrwple, that the "New Math" would in the end be
only as good as the men and women chosen to teach it.

Though obviously less in the limelight than the sciences and so—‘;
called lunguage arts, schoo.' music, too, is currently subject to vide-spredd
reappralsal. But unfortunately mont attempts to do something abouat the
pitiful state of nusical literccy among our youngsters somehow get arrested

at the sens:-ic stage, whether in the form of pious proncuncements or timid




admissions of pest failures, =nd hence never face up to the real need Ifor
an entirely new image of music in the schodls, an image that willi have to
be shaped by bright young artists fully aware of the totelity of the world's
musical heritage at all levels and from all cultures and historical pericds.

Nea2rly thirty years ago, the American composer and poet, Paul Bowles-
remarked that the American people tended to regard music as a “rform of
@ecoration" rather than "= system of thought." If amazingly little has
changed in this respect, it is largely because our music teachers have been
similarly conditioned. Unguestionsably, American education, ¢ ~trolled as it
is by local boards, is oftenrn »t the mercles of poorly educated ..xpayers
footing the by no means inconsiderable bill. By the séme token, the mewbers
of our supposedly free scel xmic communities responsible for the ertistic and
intellectual preparation of music teachers have done shamefully little to
counteract the whims of a citizenry accustomed to identifying music almost
exclusively with commercial forms of entertainment. Instead of providing
their students with the means necessary to breek this viclous circle, operating
to the cultural detriment of the entire nation, they have in many instznces
actually reinforced it by ¥yielding meekly to the lowest possible cormon
denominator, obilvious to the truism that in education at least the quality
of the §upp1y necessarily determines the nature of the demand.

As the general educational cliuate repidly improves, however, a
genuine desire for ''the pursuit of excellence" is beginning to animute greater
numbers of responsible music educators as well, even though £heir institutions
weighted down with vested interests may seem distressingly &’ ow in accepting
desirable changes. Especially with regard to the potential role of musi<ologicts,
those egg-heads of the musie world, suspicicy is still deep seated. And vet,

where else could our young men znd women £ind knowl .dge and undsrstanding of
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magic ¢ o “gystem of thought"if not ameng the tangiblie products of those
who have labored for so many decades to makc availsble the musical tressures
of the past and present, of the siaple people as vell as lezrned composers?
How else, if not through the study of its hisiory ang ethnography, are thez
expected to become sensitive o the aesthetic valunes gssocianted with muss -
through the ages, let glone its respective roles in different sccieties?

The frequently misunderstood function of the musizologist may be
profitably compared to that of the sclentist engaged in baszic rather than
eprliea research. While he is the one whose prolonged agonies make ultimate
application possible, he ordinarily pursues uis work with 1little councern for
1ts "practical" value. Such at least has been the general orientation of
musicologisté operating within the basic froma of reference inherited irom
nineteenth century Europe. And it was this traditional orientation which
designated them as virtual outecests in the eyes of a soclety that tests
human achievement as g rule by asking simply: "will it work?" There is no need
to expatiate upon the proven dangers of pragmatism ao w5 educational or, for
that matter, political philosophy. The daily newspalers are sufficiently
instructive, as far as that goes. But it may be worth while to reiterate that
the present impasse of.music education in America is largely the result of an
attitude that evaluates even doctoral disseriations in terns of thelr immediate
relevance to "prob.em.solving.” In this respect alone, musicology can provide
a perfect counterweight forcing fuature teathers to adopt a properly balasnced
cutisok with regerd to both thelr chosen Field and life in general. WNeedless
to suy, the apparent non-relevanc. ot nmusicology is intimately related to an
empha: *s on man's cumulative past, gquite beyond the reach of herec-snd-nos
directed studies of the soelal science variety. In short, well unde.-stood
misicology has & substantial contribution to make towad the rorration of the

"whole man" or woman as well as the "whole teachor.”
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In this dey and e3e, tc be sure, musicolegy is fully aware of its
respousibilities to the present and t:e fubure no less than the past. As a
ratter of fact, few of the young men and women now sitting ir our seminars
intend to beccme research musicologists. Most sre seel"ing the necessary
background and equipment to function as transwitters and distrivutors, indeed
popularizers, of the scholsrly products of the minority jedicated to scholarly
investigation. Quantitatively, the "ivory tover" musicologist is becoming the
exception rsther than the rule. Moreover, musicclegy is now a truly many-
splendored thing. Once largely dedicgted to the musical history of westerm
man, it makes increasingly extensive and intensive forays into the musical
heritage and customs of a3l mankind. Then, too, recent technological
developnents, especially in the computer field, have led to a new and welcome
concern with basic concepts of an analytical nature, giving a significant
boost to systematic musicology or, if you please, musical theory in the
true sense oi the word (as ¢, posed to the mere concern with musical skills
which we often tend to associlate with theory, at least as generally taught in
our schools).

The suggestlon that musicology become fully engaged in the compli-
cated process of preparing compe;ent music teachers for the public schools is,
of course, prredicated on the idea that the ultimate aim of music education at
all levels is the promotion of universal musical literacy, literacy, moreover,
in the broadest sense of the term. Even verbal literacy is all too ofter
1imited to the mere ability to read and write, and that only passably. In
other words, the concern with mere sklils obscures the principal purposes
for which such skills ought to be acquired;, in this case the intellectuslly
and psychologically profitseble engagement of young pecple in the study of men's
literary heritage and their gbllity to communicate effectively in the higher

realm of ideas. Literscy, as envisaged here; involves the notion that
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educatlion presumss to develop above all the critical Tacilities of our

Tture citizens, guite "n contrast to the rreveiling ideal of training for
the execution of presecribed practical tasks. Surely, on the verbal lewel
literacy of this type imposes itself as a matter of sur/iwval in a world like
ours, raecing daily a3 hidden, ever wore complex tomorrow, vhile mmsical
literacy, divorc:d as it is from concrete rga’ ity even in its sywecolic
language, remsiis unmatched in the promotion of purely conceptuzl modes of
thinking as well as & healthy respzct and receptiveness for experiences that
errich the individual and society in terms of a good life ratiur than a
comfortable living.

There 1s, of course, 1llttle in these view “Shat has not been
Previously stated by other weli-inmientioned educators. But zction has been
indefensibly lagging. Time anrd aggin, in discussion of the need for curricular
revisions in teacher preparation thocce loath to change retreat behind the bogey
of certification requirements, even though our larger institutions of higher
learning, especially the state universiti~s, have both the povwer and the duty
to promote certification reforms whenever called for by changing cultursl
cong. *“~ns. Several years ago T had the good fortune of receiving an invitation
from The Hebrew University in Jerusalem, Israel, to set up a music .urriculum
In accordance with its basically humanistic tradition and outlook. Unimpeded
by the encumbrances of established grooves of educetiondst behavior, T was
able to propuse and implement en integrated three Year undergraduate program
of musical Lk.story, theory and ethnology, covering the fll range of styles and
structural trocedures from simple chants to the most complicated serial
compositions of our time. Undergradur’ - -’ 1de.ts 8t The Hebrew University
concentrate on two major subjects. Tho.oe sishing to teach rusic in the public
schools may. therefoie -acsse a parallel course of stuly in pedagogy and

thus develop a specific methoaclozgy ir line with their own respective temper-
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aments and tslents, drawing upon ithe total pvedy of knowledge gadned in ﬁhe
course of their undergraduate efforts.

soatttedly, conditions in Isrzel differ considerably from those in
the United Stete.L. Following the Burcpean exsmple, Israeli high schools put
far greater ' =oiasils or lurzuages, history and literature than is customary
in this country: Morev:er, .msically inclined students often supplement thelr

ready rigorous high sche 1l studies wi'h additional werk at local conservatories

ot music. Thus it was possiLle to en icst a freshman cisss that had already
gained a substantial amount of basic musical es well as verbal llteracy.
Eventually, American high schools, too, will have to take charge of this type
of preparation. In the meantime, the vicious circle, produced by an inadequate
high school education which impedes the kind of high level college program
needed in turn to produce teachers equipped to remedy tkhe hih school situetion,
w11l have to be broken, as it weve, from sbove, that is at the colege level.

Realizing this cruclal fact, the University of Illinois School of
Music, encouraged by & preliminary grant from the Ford Foundation, 1s now
initiating on an experimental basis an abridged version of the curriculum
already in operation in Israel. Beginning Septenmber, 1967, a small group of
volunteer freshman of supericr academic qualifications will be exposed to a
two-year program of cocrdinated music history, literature and theory study,
five times a week two hours & day. A year later, when this first group enters
the sophomore stage of the program, & second group selected this time at
rendom will begin an identical course of study, permitting the eventv 1
comparison of results. It is our hope that this experiment will set a pattern
of team teaching by composer-theorists and misicologicts and will lead to the
permanent establishment of a basic curriculum devoted to the thorough exnlior-
atio% o? msic as & system of thought on the part cf all undergraducies in

music. Gretifyingly enouga, this project has the unanimous and enthusiastic




support of the music education division of our school.

The potential benefits of the University of Illinois plan are easily
imegined. For one, many a student having decided at fifst to major in music
simply because he enjoyed playing in his high school band may thus discover
before it is too late that music as a serious form of art fails to hold his
interest. TIf for no other reason than to eliminate the many prospective
teachers who do not rezlly belong in any ciassrocm, such a program of high-
powered initiation would seem to have undenisble merit. On the positive side,
students who are prevented by current curricula from studying any specific
facet of music in depth will be able to do so in their Junior and senior years,
fully prepared by this early sustained exposure to music in all its aspects.
Having unlimited confidence in the basic soundness of mind and character of
our undergraduates, provideé ﬁhey are given an opportunity to prove themselves,
we expect considerable increases in enroliment in such advanced elective
courses as Music in the Renaissance, Contemporary Music and Music of the World's
Cultures.

Far be it for me to suggest that any such Program deserves to be
regarded as a panacea for the ills besetting music teaching in America's
public schools. It will not improve performsnce skills_nor spark necessarily
new methodological developments. But executed properly, it should make an
invaluable contribution to the personal, intellectual and musical growth of
the individuals to whom our children will ultimately be exposed. It will give
future teachers of music at the very least a sense of belonging to one of the
greatest traditions known to mankind and hence, hopefully, glso & sense of
mission now so sadly lacking in most cases.

For decades music educators have accusingly pointed to musicologists
as self-centered and/or exclusively sﬁbject;centered academicians unconcerned

with the realities of the classroom. Todey a new generaticn is not merely

123



willing to extend a helping hand; it actually demands the right to be heard
as well as the opporctunity to demonstrate that no gimnicks, no pedagogical
tricks and no commerical methods of production can replace thorough knoﬁ-
ledge and the concomitant personal pride in the teaching of an art whose

full educational potential remains yet to be uncovered.



The Theoretical Preparation o a Music Teacher

Tuis Sandi Meneses

A teacher of music for our public schools must first of all be
an educator whose field is music since his essentisl goal will be, not to
teach music, but to educate his students musically. No one wants all the
students in the country to be musiclans; rather, they want them to be able
to enjoy music.

An educator in the field of music nmst be s complete musician.
He, for example, must know solfége as well as a composer or as an orchestra
conductor does and dictation also as well as the conductor. Harmony,
especially keyboard harmony, must be mastered so well as to emable the
music teacher to improvise at the piano and to accompany melodies of any
kind or any style properly. He must study harmonic analysis, formal and
stylistic, of the occidental musical culture up to the present time. He
is not expected to study counterpoint and composition and these subjects
should be elective courses to be taken only by those who Feel the impulse
to compose.

Solfége, dictation, harmony and analysls are the courses that
I judge to be essential and to be sufficient to complete the musical pre-~
paration and knowledge of a music educator. This amount of theory may seem
very little. It is, on the contrary, too much if these courses ares 211
taken with the seriousness and the depth that they require. TIn solfége

there must not be anything that the teacher does not know or that he is



incapsble of doing: intervels used in contemporary music, measures with
any kina of shifting or changing meter, either in the numerator or the
denominetor, irregular subdivisions of time and of measure, poly-rhythms,
interpretation of the notes of ornamentation and of the abbreviations of
the seventeenth, eighteenth, and nineteenth centuries.

Tictetion must enable the teacher to find any error that occurs
when he is conducting polyphonic works, even atonal or dodecaphonic;-
Harmony must enable him to play accompaniments by improvising at the piano
and to write accompaniment music to any melody in the fundamental styles:
renaissance, baroque, rococo, romantic, post-romantic, and modern through
polytonality and atonalitye.

The analysis must make the teacher able to understand the typical
masterpieces of the most diverse z2pochs so that he is familiar with the
particular characteristics of Monteverdi's madrigals, Bach's fugues, Haydn's
sonatas, Mozart's symphonies, Handel's oratorios, Beethoven's sonatas zad
symphonies, Chopin's small works; with the Italian and Wagaerian opera;
with the lied and the impressionistic movement; with national’ m, serialism,
and with concrete znd electronic music.

Said in so much detail, the requirements fér an edv .sor in music
which I feel to be necessary may seem not only eXcessive but en pedantic.
T will try to Justify all these exigenciles.

There 1s no doubt that people in general can enjoy music even
though they are acquainted with only a very limited repertory: a little
baroque end rococo music, & little of the music of the nineteenth century,
especially of the beginning of the century and a lot of romantic music.

The only thing that can counteract these definite limitations

people have is learning to enjoy music of other cultural epochs. And
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especially the only thing that will fil1l the gap that separates the peocple,
the audience, from the composer, is music education in the publje schocls.
However, the teacher of music will never be sble to educate and interest
others to enjoy any kind of music in which he himself is not interested,

Or any particular composition which he is not technically prepared to
approach. Only if a particular masterpiece does not present any difficulties
10 him, if he can aralyze it so desply as to discover the logic of its
structure, can he enjoy it himself and lead his:students to enjoy it and
eventuglly to play it. | |

Preparation of the Teacher of Music

The education of the teacher of music must agree with the goals
in music education of the school administration of a country. Since today
specialization and technical knowledge seem to be major concerns in every
country and in every field of knowledge, music, among all the arts, requires
a great‘déal of attention. Modern man in this technical specialized world
is in danger of becoming a great powerful mechanical monster, who can
perform the most hazardous tasks or build the most complicated structures
but who ignores what culture and srt mean. Unless education at least
tries to save man in these times in which we are living and emphasizes the
values of humanities, the mechanical monster will dominate mankind eni our
civilization will be finished--it will murder itself.

One of the most important roles in this needed renaissance of
humen values can be played by the arts: development of enjoyment of
composing ang of reading good literature; the appreciation of painting,
sculpture, dance and music. Music can no longer be considered to be a
mere time-wasting entertaimment. Now, music can prevent the destruction
of the most important human quaelity: the spirit. Music can be a quiet

refuge in this agonizing time of uncertainty and war; it canh have cathartic
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value and remove the bitterness resulting from so many unsatisfied desires;
it can be a soothing discipline, a lightly refined entertsinment and a
source of inspiration.

The edveator cannot be contented if his students only learn
how to read music, hovw to play an instrument. or even how to sing in a
choir. He must not feel satisfied if his students know who Bach was or
recognize simply by hearing a piece of music who the composer was. The
teacher of music should reach the students' hearts and implant in them
forever the love for music. Perhaps some teachers' students éannot read
music, cannot play any instrument or sing well in a choir; they do
not remember when Beethoven was born or they camnot recognize the composer
when they hear a piece of music. If, however, that teacher has been able
to get those séudents tc listen to a masterpiece every day and has Iinspired
them to sacrifice®a daily treat like ice cream or candy in order to buy a
ticket for a concert, if the students are enthusiastic because a goud
performer is going to visit their town, if they know how to select = good
musical program on the radioc, that teacher of music was a real teacher.

So, the fundamental thing in the education of the teacher of
misic is to give him (or her) a well-grounded sincere knowledge of his

goals and of the role that music sheuld play in the education of man..
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Training in Music Theory

Olavi Pesonen

When thought is given to the guestion of what musical studies snd
their extent should be ircluded in the curriculum of music teachers, there is
reason to examine first of all the domain of music theory.

Ilmari Krohn, Finnish music researcher, has published an exiensive,

five-part work entitled A Course in Music Theory. This work has appeared in

the Finnisi language only. The first volume is entitled Rhythm, the second
Melody, the third Harmony, the fourth Polypho s and the fifth Foxm. The

sixth volume of this course planned by the late professor of music of the

ﬁniversity of Helsinki, that on Instrumentation, was not completed.

I woulé like to be permitted to give a brief explanation of the
contents of Professor Krohn's work, unknown outside Finland. The first volume,
that on Rhythm, deals in particular detail with the rhythmic structure of music.
It begins with the smallest unit of rhythm, corresponding to the foot, and
progresses to different kinds of phrase structure, which, according to Krohn,
are t o, three, four, five and six beat. Then it continues further to miniature
forms of music in which phrases group themselves into successive periods,
creating an epic effect, binsry, lyricelly effective, or ternary, providing
drematic emphasis, and into larger "liedfcrms", formulated in accordance with
the same structural principles. These miniature forms of music also appear in
monophonic music.

In the second volume of the course, that on Melody, Professor Krohn.
concerns himself with the properties of tone from both the physical and
physiological aspecte. Various kinds of tonal systems, developed in the western

world and elsewhere, are accorded minute elucidation. The melodic phrasing of
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unison comnositions is associated with the rhythmlec structure of the mini-~
ature forms of music treated in the first volume.

The third volume of the work, Harmony, should not call for explan-
ation. It is based to 2 great extent on Hugo Riemann's harmony theory:
harmoniec . are understood as being of tonic, dominant and sub-dominant effect.
The functions of these harmonies form the foundation for cowbination of these
one with the other, as well as in the ratios and modulations of mpsical keys.

Krohn's fourth volume relates to polyphonic music. The ideal fugal
style is regarded as being that followed by Johann Sebastian Bach.

In the first volume of A Course in Music Theory, Professor Krohn

expounded on the rhythmic structure of the miniature forms of music. The
f£ifth volume, Form, constitutes a continuation of the introductory rhythm
theory, dealing with broader rhythmic units. Krohn's form theory is a concise
and unbroken presentation of the structural principles and structure of
compositions. According to what he says, in certain of Wagner's operas, for
instance, each act corresponds to a form unit of symphonic dimension. Broader
structures include suck dramatic series as Aeschylus' "Oresteia", and Richard
Wagner's Nibelungen tetrslogy.

It is a pity that this Finnish expert did not complete the last

volume of his comprehensive work, that on Instrumentation, which would have

been concerned with instruments used in the performance of music, such as the
human voice, musical instruments, song and harmony ensembles, choirs, and
orchestras. This volume would almost certainly have contmined performances
from media which occupy an important place todsy, reproducticn equipment,
radios, graﬁophonea and tape recorders.

As 1s well known, the various spheres of music theory are linked

one with the other. Questions of the aesthetics in music come to the fore in
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each vvolume of Professor Krohn's work, which is no more purely scientific
than literature in general on music theory, Lut serves practical purposes as
well. Tn music training, and the education of music teachers, the primary
question of music theory is its application in pedagogical practice. It is
often divided between training the ear and under the zcneral nomenclature of
music study. Thus, in the training of music teachers, solfeggio is prictised
in accordance with a definite system, and music study is taught as a different
subject. And we are well aware that what occurs in the training of teachers
is repeated later in the classroom.

In my opinion, the question of wha% aspects of music theory should
be included in the teacher's training, and their extent, should be handled in
conjunction with the aims to be set up for musiec instruction. Tt is obligatory
to limit the broad sphere of music theory to such knowledge as is needed, and
_s practical application as is required in music instruetion in schools.

Music practice, singing and Playing, naturaslly form the most
important part of music education. However, during recent decades, technical
equiprment has made it possible to include more music listening in music instruec-
tion than before, with & view to the achievement of familiarity with music
which comprises a part of general culture. Then it can be shown how closely
the history of music is associated with the teaching of music theory. The
ground covered is altogether too narrow if, say, the medieval modes, the
mejor-minor system, chromatics, polytonics, microtonies, twelve-tone music gnd
electronics are explained purely in theory, divorcing these compositional
techniques from their historical connections. Furthermore, the general
cultural development of historical periods in the spheres of painting, sculpture,

architecture, dancing, the theatre and poetry support the corresponding periods

of style in music. I enJuyed reaiing Joseph Machlis's work The Enjoyment of Music,

as in this matters concerned with the theory of music are combined with its history.
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As regards Practice in singing and playing, which better scolves

the problems

involved in spending leisure time than listening to music, the

possibilities differ in warious educational institutions, dependent upon the

circumstances. As for what is required of the teacher as an instructor in

music, this becomes clear in the proposal put forward by James L. Mursell

end Bjornar Bergethon in 19uk:

The training program should equip the student to meet the following

standards of

what may be called theoretical competence:

To modulate at the keyboard from any key ‘o0 any key.

To transpos=z at the keyboard material of the level of simpie
song accompaniments from any key to any key.

To extemporize material of the level and general type of simple
song accompaniments at the keyboard.

To notate from dictation material of the level and general type
of the creative melodies of children.

To rearrange the parts of a vocal ensemble to secure more ready
and effective performance by groups of young singers.

To arrange for performance by instrumental ensemiles of varied
types and components the type of material found in collections of
masic for high school use.

To reorchestrate and rearrauge standard instrumental works for
effective performence by small, ill-balanced, or unusual
ensembles.

To write effective descants.

To write effective piano accompaniments for vocsl numbers.

To take compositions of the type likely to be produced by high
school and college students and correct and improve them for

effective sound.
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- To compose work of the type of school and assembly songs, simple

marches, and the like.

= Tc work freely in the idiom of the pentatonic scale.

- To analyze by ear compositions of the level of the Haydn and

Mozart piano sonatas, indicating their main structural elements
and identifying their type (somata form, rondo, etec.).

- To analyze similar compositions repidly from the score, making

similar indications.

- By dint of more intensive study, to identify the harmonic and

contrapuntal content of music of this level of complexd. ty.

In my opinion, these requirements concern the music teacher's
comand of practical theory and are not of minor importance. What one knows,
one should kmow well. Undoubtedly there are music teachers who have good
commané of these requirements: but for others they present dirficulties, at
least as far as Finland is concerned. At times, it appears as though it would
be better to leave composing tc the composers, and instruction about the
compositions to the music t~ " This is especially the case if, say,
technical command result. 5 »n of the theory cf hrrmony, but not of
the style. 1Indeed, it could often be wished that the teacher would take more
interest in printed scores--whenever they are worthy of interest-~rather than
in his own arrangements.

One question I would like to put to those assembled here: Could we
not start following the lines indicated by the development of musical history
in the teaching of rhythm, melody, harmony, counterpoint and orchestration?
For instance, the elements of the harmonic idiom, such as have appeared during
the evolution of western music, and appear today in the music of some peoples,
could be exercised in the training of music teachers. Moreover, many old

compositions are ruined by tieing them to the limits of the major-minor system
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of harmony. Should not in fact the moderate pracbicy of counterpoint presume
harmonic theory, thus also following the way showt Py the history of music?
What we teach to music teachers, they wili teach Yy oplldren. And a sense of
harmony--to dwell on thils point--is known to devglv? in young people only

when the voice breakse.



Contemporary Music and Its Use in Music Education

Carlos Sanchez Malaga

~Is the music of the present moment appliceble to the training of
future teachers of music whose work will be reflected at all the various
levels of the common schools? This is the guestion that I consider to be
important to answer here. The answer is yes! Contemporary music is appli-
cable to teacher education in as much as it identifies the sensibility of the
students with the time in which they live. However, such an answex», which may
give an impression of strong emphasis and pressure, leads also to "buts" and
to contradictory reflections, pro and con. Such opposing ideas oblige us to
consider contemporary music by setting up relative types of criteris.

In the first place it is necessary that we all agree %o use accepted
terms and to call those who will be in music education in the future "MUSIC
EDUCATORS" or "PROFESSORS OF MUSIC" instead of "TEACHERS OF MUSIC". The
reasons for this are obvious if one takes into consideration the fact that
the nmission of these people is of a formative nature, to shape the =~ ~~~nr
musical attitudes of the pupils at the various levels of music education.

The title, "Master", or "Professor of Music", because of its specific, technical
character, has -~ distinctive, easily understood meaning when 1£.1s applied to
education in any specialized area within the radius encompassed by schools of
misic, conservatorles, or universities.

Once the function of teaching is clearly defined, there is one

adi .ltional question to be answered if we are to define exactly the role which

1468w



contemporary music should perform in the development of music educators:
Should the music we are discussing include all of the coamplex proliferation
of "isms" like atonalism, poiytonalism and dodecsnism? Should it also include
creative experiments with concrete music and with the systems and schools of
electronic music and aleatory music? My answer to these questions is definitely
yes, with the requirement +that this is done by using ordiginal musical creations
to provide teaching materials as well as illustrations of the culture of the
time. The music used in music education need not follow any special trend.
Any type of contemporary music, well written, can provide the necessary
material. Information sbout, illustratiomns of, and listenirz to current
musical creations are imperative in mueic education, understanding always
that contemporary music shall not be used exclusively. Traditional music
with its rich color is also valuable and it has, thr-ugh the centuries,
fulfilled its aims and continues today to achieve 'is educational purposes.

The universities, conservatories, or scho:’'s of music are entrusted
with the training of music educators to teach in the basic schools and they
are thus the main organizations responsible for i suring that there is
opportunity for development of appreciation of music of all contemporary styles.
However, one small exception must be made: There are some pseudo-composers
with fantastic ideas, who mock us by thelr sly Jokes and who _ouse the kindli-
ness, the ingenlusness, and the tolerance of the public with trické which are
wickedly planned and in poor taste. We will not take these charlatans into
account but rather will be forewarned to develop preventive measures to
restrain their growth. For example, this will apply to the creators of rock
and roll which is a by-product of slchemlsts and schizophrenics.

Due to the dangerous atmosphere which surrounds meny of the basic
ideas of contempurary music (since through it infiltration of harmful and

negative factors into music education may occur, we rust have criteria that



are highly selective and carefully set up for choosing the music we will
use. For example, would it be wise and good educationally to accept compla-
cently a "Poem with Thres Movements: Prelude of Silence; Toccata of Yawns;
and Musical Fugue"? What we might really have would be no sound at all;
three movements which are downright tricks although they pretend to be
vanguard compositions. On the other hand, we must recognize the existence
of artistic, educational values in the traditional conservative systems and
in the musical creations of a nationsl or a folk character. We ought not
to deny the importance of such compositions or the educational value of
musical creations which are closely related to human feelings and sre not
in agreement with that growing dehumanization of art which was studied and
analyzed so completely and magnificently by Ortega y Gasset a number of Yyears
ago.

The major attention of those who have to deal with the Problem
of selection of music for these educatlonal purposes should ~enter on
quality. This in turn should help us find a middle ground between the two
extremes or tendencies; to apportion in the educational process the r. .ements
which are essential to the maintenance of artistic quality in both the opposing
poles: traditional music and new music. In our position as educators we
should in no way coﬁsidér ourselves as either creators or partisans of one
tendency or the other. We must eliminate our own personal inclinations or
preferences in order to serve dispassionately and to provide s rich musiecal
experience which meets the needs of the student body, in order to open
pathways to the students and not to confine them or direct them in a dicta-
torial way to accept, without discrimination or argument, only a certain
exclusive type of contemporary music. Those who teach and educate do not

have the freedom to expose their convictions or musical preferences. Instead,
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the students are free to select the course they wish to follow, according
to thei: likes and dislikes taking the path they prefer; and, most important,
they mist learn to do this without bleming someone else for their n’stakes.

We must also not consider the subject of the use of conterporary
music in music education from the point of view of only the producers and
aistributors, technical schools of music and professors of music edunation.
In order to understand the exact results of o planms to use contemporary
misic we should give attention also to the consumers, the student boedy
in the schools. Here we must take into account the diversity of cultural
backgrounds within the various distinct educational levels, recognizing
always that in all of this gamut of positions, no one can escape the powerful
effect of contemporary music. Our common schools inelude groups of students
who are scheduled almost exclusively for passive music experiences; this is
the situstion in which we attempt to mold the human personelity and attitude
as well.

For various reasons, in almost all of Latin America, and especially
in Peru, the playing of musical instruments in all of the years of the basic
schools is restriéted to the small groups which receive instrumental in-
struction privately in academies or conservatories; as may be assumed, the
technical requirements for performing contemporary music caruo. JemCuely be
reached by this kind of training. Choral music, on the other hand, forms
an active part of education. In the last twenty years this phase has
developed excellently. We must, however, recognize tbat the typical school
chorus is not at present in the vanguerd in so far as the new and contemporary
music is concerned.

Contemporary music cannot be used at the school levels we are
discussing as a means of developing music appreciation except where there

are fully conceived creations, didactic in character, which attain a definite
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Pedagogical standard.

In summary I want to emphasize my ctatement that the use of
contemporary music is relative and depends on several factors: the educa-
tional level, the cultural resources and the proper environment. Its
indiseriminate use would be as harmful as the uncontrolled use of analgesics
and antibiotics.

But art cannot be legislated; if this were attempted, correctional
courts of justice would have 4o maske their Judgments in the confines of
a mad house! And so this Qemonstrates that we will always be exposed
both to the great benefits of invention and to the great calamities these

carry with them when they are misused.

s
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Educating the Music Teacher to Use the Music of His Own Time

Antonio Iglesias

The training of e music teacher has to be as thorougn as possible
and, of course, cannot be solely based on the specialized study of pure
musical subject matter. In other words, the concept of a teacher who has
studied only music, however extensive his training in that field might have
been, a concept so frequently met with in bygone days, must be completely

disg.rded. The efficiency of his teaching will be proportionate to the
breadth of his general background cn a university level. He must know one
or two languages besides his own even though he may never come to master
; them or to speak them fluently. He mwust be solidly grounded in the history
of music, in amesthetics, in the humanities, the plastic arts, and art history in
genesral. And, what is most important, he must have felt the need to teach
| those who do not know, meaning that he must have a firm pedagogical calling
which, though it may well be innate, could also be started, gulded, and
reached through adequate cultural and musical training.
So then, the casg under discussicn regarding the possibility that
young musicians who will be music teachers in the schnols should be sble to
use music composed in our time, deserves to be studied seriously and demands
that much thought be focused on it. It cannot be doubted in the least that
today's young music teacher must be acquainted wilth every type of music

theory however recent it may be. To put this in definite terms, if we base

! our decision on our demand for a broad cultural training (end thus not for
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Just musical training any longer), our present day teacher must know in
clearly defined terms the twelve-tone technique end its theory and the
whole train of consequences derived from it, such as concrete musie,
electronic music, random sampling music, etec. However, let is be under-
stocd that 1t is one thing to know all of this, and it is another guite
different thing to apply it in the teaching of music in primary, elementary,
and upper schuvol systems.

If we insist on a teacher having depth to his knowledge of the
music of every time and place and on his having the very best cultural
training, it is because we believe that it is impossible to be s good nmusie
teacher'without an enormous ahalytical cepability. And in order to be able
to analyze, in whatever subject it may be, it is essential that one has to
know. And so why should a music teacher turn his back upon contemporary
rusic? Considering this from a pract.cal point of view, that is, looking at
«ne teachers' intrinsically pedagogical function, we have to state in all
sincerity, that he will have few occasiors for using present day music.

This is due actually to the fact that, because of its enormous complexity
and because it is something so recent, right at our sides and developing
sinultaneously with us, we cannot know it as thoroughly as we know the music
which has always been taught, the so-called "traditionel" music.

Today records and tape recordings are powerful auxiliary means
within the young music teacher's reach. He will make use of them constantly,
with a great deal of selectivity based on an aesthetic criterion, in order
to 1llustrate his teachlng, confronting the students with these aids at the
eXact moment when the teacher's words become insufficient. He will also,
of course, make use of such efficient, effective means of sound production

in order to tape the examples which the students themselves bring into him.
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But the guestion is: How can one ure the music of ocur time Zor
such a pedagogical purpose? - We consider it obvious that the student must
become acqusinted progressively with &ll the contemporary theories of
composition. Examples of vhat the contemporery composer produces for us
cannot be discarded systematically from the musical training of studsnts
any more than what sixteenth century polyphonists did or what great move-
ments emerged from romanticism or impressionism can be discarded.

We have used tbe verb "to know" in this connection, but that must
not be taken to mean "to practice", or "to use as one's starting point".
The music teacher must learn to use contemporary music gradually after
having gone through all of the music prior to that composed todasy. This
statement is the result of strikingly clear evideuce: If the poor teaching
of solfeggio and music theory is the real cause underlying the frustretion
of the greatest number of nstural musical talents, because the aridity
of antiquated methods discourages the bravest, what could not we say ebout
the learning of the various and complex methods of writing musical scores
; that our composers use today! These are strange to the music teacher
himself, strange to the performers, and very often very easy to confuse
with a panorama of doubtful pasticity. The study of them cquld entail
essentially adding to the discouragement that the routine study of snlfegglo
used to generate everywhere. Whebther the first stages of a child's musical
training should rely on traditional methods--brought up-to-date of course--
oy on methods consldered to be modern, reinforced by percussion methods of

whatever kind they mey be, for the acquisition and development of & sense of

rhythm, and supplemented by easy and entertaining mmsical instruments of
;. different timbre for the progressive mastering of tonality, has nothing
to do with the preceding paragraphs. All of this is a subject very different

in nature from the oue with which we are occuplied: Teacher Education in Music.
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Let us insist on this point: The young music teacher needs a
knowledge of contemporary music. Applying it in his pedagogicel sphere of
gctivity must be considered as complementary, never as basic, and still
less as essential. |

In support of our previous poirts let us state our firm‘belief
that musical training, rexlly very complex and extremely delicste, must
essentially stem from chorsl singing. This is the reverse of what our
teachers of bygone days used to do. TIn those days they used to teach us by
means of the accursed solfeggio all of the sterile ana useless elements of
music theory (we sre thinking in this case of children, of children's minds):
the staff, the notes, the clefs, or the inmmersble measures. And only
when ve found ourselves tired and lust in the veritable maze, coupletely
trained in all of the solutions to the real puzzle music was becoming,
would we move on to ainging and Playing. 72his situation is what one must
t'ight against in every possible way; this is what we must eradicate from the
training of the young masic teacher. Why should the knowledge of the music
of his own time be harmful to him? Why should he not use it even in the
exemplification of something which, because it belongs to the present or
because it makes itself keenly felt, pulsates with the very cultural devellop~
ment of our own age?

To come back to what was said in the preceding paragraph, what
really matters is to reverse the earlier method as we have Leen denanding:
The child, perhaps even before singing, thanks to the mechanicél methods of
sound recording (records and tape recordings), can develcp musically in
the most natural fashion possible. And, in addltion, one must not pass over
the opportunities for live interpretation, by and for him, when ever they
are available. He must sing, and keep on singing, starting with the

easiest and most "eatchy" songs, in order to achieve breadth in
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his education (not simply musical education eny more, but zeneral education)
since thic bresdth end simplicity can be found in choral singing es lon g as
it does not include great polyphonic complications.

And, since vhat has “een said before 1s ow' most genuine belief
es to how the teaching function must be carried out, we do not see any
reason for having the young music teacher reject rs useless the knowledge
of the music of our own time, nor sny motive for coneldering this knowledge
as essential. It is essential in terms of &1l the knowledge it pressupposes
of something which, without any doubt, he cannot and must not ignore,
turning his back upon it systematically, to the detriment of that vast and
solid training we vere demandiag for him at the beginning. It is not
essurtial any lorger “n the unfolding of the teaching process itself.

Finally, to conclude these thoughts about our given subject,
thoughts which we are the first to recognize, have been dealt with in a
rudimentary fashion (ir view of the fact that they would provide material
in plenty for an extended and sericus study), we wish to make clear a
necessary distinction between the music teacher who will dedicate himself
to the training of musicians, and the pedagogue who will teach music in the
elementary, intermediate, and upper classes of our system of cultural
training. We think that is both cases one heas to start with the same basic
rules for teaching the materials of music. But ciearly, in the first
of the two cases, musical training has to be clothed in great complexity
and a more technical garb. In the second case, in so far as it deals
with the music teacher who must try to impart an authentic love of music,
who in truth must creste the musical public of th: future, his work even

though delicate to the highest degree is simpler than that of the teacher



first considered. We almost dare to think that in the second case the
sole help of the mechanical means which we find today within our resch
(pius their gradual use in terms of the historical evolution of msic),
might be deemed sufficient. And within this evolution, why downgrade
the musical message bestowed upon us by the composer of our own times?
We say in Spain, "There is always more room for knowledge." Ang eveﬁ
though this may sound somewhat exsggerated, we continue to profess it

nevertheless.
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The So=Called Popular Music in the Basic Schools

Ivan Polednak

Even in the most recent past a man belonging to a specific
milieu was almost exclusively confronted with music produced by this
milieu. As a consequence, it was relatively easy for him to understand
this music. Modern technical civilization, however, has brought about a
change in these conditions. The present-day man comes in contact not with
a single, but with a whole series of cultures, and vhat is more, within
these cultures further differences are evident, namely a multiplicity of

functions-~there are new types, new genres, new ctyles.

A negative concomitant of what is otherwise a positive development
is the approach to music made by contemporary man with an inadequate appreci-
ation of its structure, the lack of a firm basis for evaluation and in
% connection with certain phases of civilization, the tendency to place inter-

est only in a particular music genre which comes to be known generally as

modern popular music. Despite the efforts of traditionally oriented music
education, the majority of persons do not come in contact with what might
be called "artistic” music trends, and find no real aesthetic value even in the
non-traditional music areas such as modern pPopular muslic. As a result we find
that the older forms of educational organization, the earlier methodologies,
the former musical systems which serve music education, are presently no
longer sufficient.

From these facts one can draw some conclusions: that the school

can no longer force only the previous traditional selection of music upon
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its students; that the students are now arranging their own lives and making
new contacts with different music, and that their interests can and will be
concentrated in these areas. As a result, it is necessary within the frame-
work of these possibilities to mske use of this development and to give it
proper direction.

It is apparent that music education in the general schools of
today cannot possibly introduce the student to g1l musical areas, but a
Proper plan must always be provided so that the fundsmentals and the informe
ation necessary for an understanding of wariows musical types are included.
I am of the opinion that tre over-all pl=an witiadn which music educa=ion
wo. %5 must include tha following three iters:

l. Basic features of the music of rast :lassic, romantic, etc,)

2. Basic examples of the later additional development of the musical
culture

3. A key to modern popular music and at the same time to extra-
European or non-Western music.

At first glance the third item, which when viewed from a social
standpoint is the most important and the most uncertain, might seam g bit
strange and unrelated to the other points. Actually, however, there is an
area of music which, at one and the same time can séfve>as &8 model for non-
Western music as well as for modern popular music. Here I have Jazz in mind.
Jazz arese as a product of the mixing of influences of extra-European music
cultures and European musiec itself and today through 1ts creation, per=
formance; and use, it has achieved a certain measure of relative indepen-
dence within the European or Western music culture. Jazz is closely
connected to the wider area of modern popélar mgsic. Although it is a

contimiing stimulus to it, we cannot identify Jazz with popular music.

132 135 ket ©




By means of jazz pupils can be made aware of the special social
functicns of music as well as some of the specific technical and formative
methods used in the organization of music. In jazz we are concerned with
the special problems of rhythm as well as with such subjects as the signifi-
cance of instrumental virtuosity and the special relationship of creator and
interpreter. Through such study pupils can also =~ ~ome conscious ~f new and
varied possibilities of musical expression. From & Dpeuda;gical poin. of
view using such music provides an advantageous situs—ion in t# it Jazz is
recognized by students as an interesting musical expz——i=rrce an< a rather
emazing phenomenon in the school. At the same time jazz invoizx=s many
aesthetic values which are rather unusual in the largazr iZeld < popular
music. So we can use jazz as a key to the language oF ~hLis leT=zer area, as
a rather sophisticated model. In this manrer the posi-ive features of the
broader aspects of popular music can bé used and the megative ones played
down. The integration of this teaching material reduces the danger and the
great tension between the real musical content of the pupils' milieu (family
and society) and the conmtent of music instruction. The pupil is given the
opportunity for =z better and wider understanding of the unity and differenti~
ation of musical expression in conmection with its social functicn. At the
same time there is also the possiblity of taking theientire musical experi-
ence of the pupil into consideration and therebhy orienting his further
musical development more precisely and effectively. Further, we can influence
the views and tastes of the pupil in the light of his own personal selection.
That is to say, we can participatez in important processes which otherwise
the schools deny or would deny. It is basic, then, to offer the young

people a key by which the funiction of the technical-formetive means of this
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music can be understood and to give them an opportunity to orient themselves
in velues of music thét is their own and that they like. Above all, it is
necessary on the one hand, to have certain specific knowledge and on the
other hand, certain definite skills for elementary analysis and really
aesthetic relevant evalustion of this music.

+ would like to try to outline some rules for methods vhich are
practical and basic in doing this. In the first place, the relative valuc
of this teaching material must be accepted as self-evident- The teacher
must not‘over= nor under-estimate this musical area--the worth of music is
not determined automatically by the musical type or genre tc which it belongs.
It is not our goal to wean our pupils from listening to popular music, but
rather to give guldance for listening to it in the proper msnner. Young
people ar= very actively interested in this style of music and therefore
the teacher should be well prerared in it so as to know more and be more
capabie tnan the pupils. It is questionable whether our young teachers are
sufficiently prepared for this responsibility. Naturally, what we are
speeking shout is not only a matter of required knowledge and capability
but also of a need ifor 2 certain positive relationship with this music.

This does not in any way preclude a critical consideration of Jjazz and of
popular music in general, but rather presupposes such & critical attitude.
One must work with this music as an accepted part of the teaching material,
bring it into the instructional plen and never present in in an unprepared
manner.

T would like to say that it is very possible also to make use of
the spontaneous stimuli and interests of pupils. By means of spontaneous
discussions the possibilities of directly influencing the orlientation and
sensitivity of the pupils comes to full realization. I do not think it is

useful to use examples of popular music which have low gesthetlc value.
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In fact, the method of using negative or questionable examples is not only
objectionable but dangerous from both pedagogical and psychological stand-
points. One would do better to spend the time in a positive way. As far

as might be necessary, more as an exception than a rule, ore can use contrast
as a living example but one should select contrasting differences of real
value.

The new concept of music instruction in the several schools of
Czechoslovakia and the new teaching program adopted beginning with the school
year 196C-61 already mirror to a certain degree the tendencies outlined here
by including in the higher classes of the nine-year basic school, teaching
material from the area of popular music. In the eighth grade attention is
psid to the traditional style of popular music. In the ninth grade
attention is given to the music which is more or less related to jazz, but
swphasis is given to jazz itself. The results up to now can be listed as
follows.

The concepts and the teaching program have been accepted by the
public in a positive way. In practice many difficulties arose which were
more a result of insufficient preparation of the teacher, lack of sultable
teaching méterial, end lack of methodological and other experiences, than
anything else. Despite these difficulties it has been shown that this newly
attempted path is possible and could be useful to music education.

In conclusion I would like to mention one of the cardinal questions
always arising in a discussion of music education, namely: What is the
obJjective of music education?

One could formulate two contrasting answers as follows:

1. To make man sensitive to music and to meke him consclous of music

as a necessity.
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CHAPTER IV

A LIBEAL EDUCATION FOR THE MUSIC TEACHER

Introduction

The term "general educaticn" as used here in the discussion
of teacher education in music refers to the core of studies to be required
of all prospective teachers and which may be distinguished from specialized
study of music on the one hand, or of education, on the other. It is the
area traditionally referred to as "liberal education".

Music requires its students to make constant and intense efforts
toward the development of special skills. Because of this, constant atten-
tion is necessary to keep a healthy balance in the prospective teacher's
education as a whole. Every teacher in the elementary and secondary
schools influences the cultursal development of the next generation of
citizens. The impact of the music teacher, however, is especially potent,
both because of the nature of music and its inter-relationship with other
cultural areas and because of a certain special influence the music teacher
frequently has on the lives of his students. A music teacher neede to be a
well educated musician and a skilled teacher, it is true. He should also,
however, be a person with knowledge, understanding, and appreciastion of the
many other facets of man's culture and the expanding areas of human know-
ledge. He will not be a specialist in these other subjects, but, if he
is basically well informed and interested in them, his work as a mmsie

teacher will be enriched.




T RER A ey

General Education in the Training

of Music Teachers in Jugoslavig

Pavel Sivic

In Yugoslavia all educational institutions, like all undertakings,
are neither private nor public. They are nationalized, socialized. They
are therefore subject to a broad autonomy with respect to course content,

administration,and finance.

Generally, for thé profession of an educator, the minimum prerequisite
is what is known as the completion or "leaving" exemination (Msturitits-
priifung) or an Abitur, which is the final examination taken at the end of the
high school course and which permits nne to continue his studies at a
university. The educational system requires at least the completion of high
school for an appointment to a teacher training insititution.

There are three valid reasras why a question about the general
education of music teachers anywhere is very difficult to answer:

1. The answer depends greatly on what special field of activity the
future music teacher will work in and what kinds of diverse tasks awalt him.

2. Such training is more or less directed toward the public school
system, which is not only different all over the world, but also continuvally
changes and has to adjust to new political, scientific, and pedagogical movements.,

3. The answer must take into account the fact of the enormous increase
in the wealth of our knowledge and of the teaching materials to be mﬁstered and
the necessity for familisrity with completely changed or new scientific and

artistic aresas.
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In all the countries of the world, and especially in those countries
with underdeveloped cultural conditions which after ¥World War IT wanted to draw
the broadest possible segment Oof the population into the cultural enlightenment
process, the music teacher has t0 carry on more than the misic instruction in
the elementary or secondary schools. Along with the school music, in places
which are distant from the few cultural centers (for example, in parts of
Yugoslaviz), he is the promoter of all artjentertainment, and folk music in his
community, whether it be basic music instruction, lectures, chorus.direction,
instrumental ensemble;or dance music. This, I maintain, makes his task a double
one and demands more than just an advanced pedagogical and methodological
education. If he is to obtain adequate recognition for his activities, he
must not be inferior in education to his colleagues in the same institution,

He must also be sble to give evidence before his pupils of the quality of his
background, including the ability to make the necessary connections between
the art of music and the materisls of other related special subjects.

Very soon after the end of the war, the elementary and secondary
schools énd the universities in Yugoslavia were clearly separated from each
other. Music was withdrawn from the status of a subject for private study and
an attempt was made to fit it into the school system. As a result of this:

a. General music schools were founded which run parallel to the
general elementary schools and ever. beyond them. These music schools have
attempted lately a kind of parallelism with the regular gchools in order to
make better cooperation possible and to achieve better selection of musically
talented children.

b. It has come to bhe realized that in the music secondary schools
(which are viewed Primarily as vocational schools), the material to be mastered
by the pupils, especially in instrumental music, is so great that parallel

courses of study in the regular school and the music secondary school often
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hinder the progress of the developing artists. For this reason they are now
offering in the music secondafy schools the study of general educational subjects,
but the levels required are not as high as in the reguler high schools. It is
also possible now to finish the requirements for the completion examination in the
music secondary schools, Further, these music schools have a department of music
pedagogy which offers intensive instruction to train the more mature students as
music teachers for the fourth to the eighth elementgry school classes. For this
reason, the teaching of general subjects to these students is extremely important.
The somewhat belated introduction throughout zll elementary and secondary
school classes of required inmstruction in the arts (bacsic concepts of music, painting
drawing, etc.), has presented the musiE/séhools with new problems. Should the
music secondary school education be rounded off right there, entrusting entirely
to such schools the training for teaching music at the elementary schoollevel,
or should this training be left to a teachers"college? From the analysis of
the newly introduced system of using profiles, i* should be possible in the
future to decide what kind of training and education a music teacher on the
elementary level and on the secondary level should have.

In the meantime, the departments of music pedagogy in the music
academies and the musicology departments in the philosophical faculties of the
universities are attempting to f£ill in the gaps in the skills of mmsic teachers
in elementary and secondary schools. The course of study in musicology places
great value on education in two subject areas (for example, music and language
or art history), while the music academies attempt to bring together the hknow~
how" in music pedagogy and a knowledge of performence practices.

From the following facts it will be seen thot, either the general
education leaves much to be desired, or the music education does not utilize
musical activities, old or new, enough. I assume, for example, that studying

and anaiyzing works and meking all the necessary deductions, froan the most
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primitive to the most complicated, should not be limited to the art between

the Rococo and the New Romanticism. And, vice versa, the explanation of an

acoustical demonstration cannot ignore the basic tenets of acoustics because

of a lack of knowledge of physics.

Special Facts about Gemeral Education for Music Teachers in Yugloslavia

1. Music secondary schools include the following general

education subjects in their curriculum:

Nationel language, foreign language, history 4 years--2 hours

Geography, natural science (biology) 4 years--2 hours

Art history, pedagogy, sociclogy, philosophy 1 year--~2 hours

Rhythm 4 years

It is to be noted that these subjects are required in all sections of the

music school for students not in regular schools. An attempt is being made to

broaden this curriculum, especially in the departments which train music

teachers. In line with the previously mentioned rounding off of the curriculum,

mastery of factual (scientific, non-music) subjects will also be required,

2. In the pedagogical academies, which have two-year courses of

study, instruction for music teachers 11 the elementary schools fluctuates

between a curriculum for music alone and one Ffor music and langusge. The

following general education courses ars required, based on a foundation insured

by high school graduation:

General pedagogy with historical introduction 2 semesters 3 hours

General and child psychology 2 semesters 3 hours

!
!
!

Didactical and pedagogical psychology 2 semesters 2 hours

Language or mathematics, chusen as a teaching subject

subject
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3. The department of music pedagogy at the Academy of Music sets
up prerequisites of a rounded musical knowledge, a proven general education
and high school graduation. Alone with music subjects, the curriculum
especially emphasizes music pedagogy, didacties, psychology, sociology,
and art history. Seminar papers and supervised work are included. The lack
of a foreign language in this curriculum is becoming more and more noticeable.
Because the Yugoslavian Academy of Music recruits its students almost exclusively
from ;raduates of music secondary schools and in much smaller numbers from the
general music schools where regular high school graduation is also completed,
considerable difference is obvious when a comparison is made with a typical
vestern music academy or conservatory.

Comments and Evalwu: “ionsz

Many talented music students take their basic music work privately,
and complete it with distinction, but still hardly master the reduced general
education subject reguirements of the curricwlum in the music secondary schools.
There .are still many serious reservations regarding the introduction of a
unified curriculum of general education subjects into the music secondary
schools, despite the many advantages which have beer mentioned above.

1. Such instruction must be well thought out and carried through.

2. For unusual conditions it must slways be adapted to the milieu.

3. It must not hinder the rapid growth of great talents.
Additional conslderations:

4, Because of age differences it is hardly possible to evolve

unified class levels,

5. TIf a youth's talent does not develop as expected, all
faculties of the university remain open to him without examination, altﬁough
there is still the consideration of the great amount of energy which the

young artist has put into his studies up to the time he changes.
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6. It has been proven in many cases that, despite the great
amount o: time which perallel courses of Study at the regular school and the
misic secondary school require, gradustes of the regular high school work
better at the Yugoslavian Acailemy of Music and master the material much more
easily than others. This may be because of a better thought process, of
greater self-control, of more disciplined work, of more intensive‘familiar-
ization with the stylistic traits of g work of art. The enormous normal
modern program in the music curriculmm, the mastery of technique, the
previously ascquired understanding of artistic expression truly require

great intellectuel maturity and elasticity. Should ome therefore conclude

that the means of procuring a genersl education is not yet correctly perfected?

Unfortunately, in Yugoslavia we have not yet come to terms with the
two possibilities for combining general education and music study. Music as
an elective does not exist in the regular schools. And, a regulasr school
which specializes ia music is unknownp. In these directions we still lack

experience.



The Ceneral Education of the Music Teacher in the U. S. A.

Edmund A. Cykler

It seems important to include here a few general statements by way
of introduction to this subject. First it must be understood that every one of
the £ifty stateé of our Union has exclusive control of the school system within
its borders. While there are substantisl basic similarities between all the
school systems there are also definite differences, especially in detail of
organization. The control of the school system by each of the fifty states
means that each state sets up the requirements for licensing or certificating
its teachers. While some requirements are generally demanded in all states,
specific requirements are often different, DMoreover, institutions of higher
learning which are responsible for the education of the teacher and the presenta-
tion of the specific requirements demanded by the state, often use these require-
ments as a minimum and make further demands upon the prospective teacher. As a
result the curricula for teacher education may differ not only between the states
but between the teacher education institutions as well.

A word about the school system for which teachers are aducated,
Basically the public school system is divided into elementary, secondary, and
higher education. The elementary system is, ox has been, normally eight years
in length, the secondary four years, and the college or university four years
to the baccalaureate degree, with an additiomal year for a master's degree and
a further two years to a doctor's degree, Generally compulsory-schooling Lagts

untll sixteen to eighteen years, differing among the states, or until graduation

from the secondary or high school,




The elementary system can be contained entirely within an eight
YVear elementary school, the secondary within the high school. However, a more
common division of the schools is that of the six-yeer elementary school, a
Junior nigh school of three years which contains the last two years -of the
elementary system end the first year of the secondary, and finally a senior
high school of three years which completes the secondary education system.

This organization of schools is not universal among the states or
even within some states, but it is generally used. It must be noted that the
system of schools within the United States does not provide an elementary
school system and a secondary system which have different educationsl objectives.
All of our children, including prospective music teachers, go through the entire
elementary and secondary system. Only within recent Years has there been some
differentiaztion made on the basis of educational ability and this is made
within the individual secondary school, usually the senior high school, but
not between schools. Our system is a monolithic, ladder-like system up which
the pupil cap ¢limb &s far as his gbility allows.

There ar~ several categories of teachers responsible for the teaching
of music 1n the public schools. In the elementary school, whether six or eight
years, the general classroom teacher is often solely responsible for the music
teaching a&s well as for all the other subjects. In many school systems, however,
speclal mugic teachers are provided whose sole duty it is to teach music at
every claids level from the first through the eighth grade. In some school
systems a consultant teacher, a music specialist, is provided to aid and
assist the classroom teacher in her music lessons. Such a consultant will
have from ten to twenty schools in which she works. Obviously she can only
assist thé classroom teachers occasicnally in the actusl presentation of the

music lesson. She may, however, conduct in-service training for the classroom
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teacher. In the junior and senior high schools all music teachers are
specialists. While in small secondary schools the music teacher may teach in
limited amount another subject than music, the teaching of music is In the
hands of specially trained music teachers.

The generzl classroom teacher who might be responsible for the
teaching of music is the weakest link in the music education program, and this
is because her education requires a very minimum of musical education and
gbility. In some cases the study of music might be entirely absent. The
education of the elementary school teacher is undertaken at colleges and
universities. These schools of higher education provide cizriculs for
elementary school teachers in departmentior schools of eduzz=<ion. State
requirements for certification or licensing of such classircon teachers gy
or may not stipulate a certein minimm of music study. PF=z~ Seacher =cducation
institutions require courses beyond the stipulsted minimu.

Most teacher training institution- require from ==z to two semesters
of music education for their general classroom teachers. However, if the
prospective teacher enters the teacher education curriculum with little or no
musical background as is often the case, such a minimum of music education
will do little more than introduce her to the subject. It can scarcely give
the musical education needed to conduct & successful music education program
in the first years of the elementary school where it is so badly needed. Far
too many of our present school systems are still depending on the classroom
teacher to teach music in the elementary grades. The results in many cases,
are by no means even nearly ideal.

The music education of the speclal misic teacher, both elementary

and secondary, is also conducted in the college and universities. Sometimes



the music education curriculs are offered in departments of music which are
Part of the liberal arts faculty, sometimes in the department or school of
education, but in many cases music education is one department of a school
of music agttached to and vart of a university.

In all such cases the music specialist "majors" or takes work in
the field of music as his or her main emphasis. Most institutions of higher
education which offer a major in music universally require certain pmsic
courses as basic for all music education curricula. This is especially %true
Oof these schools of music which are members of the National Associztion of
Schools of Music, an agency which sets standards for the education of music
studants a2nd acts as an accrediting agency in the enforcement of these
stendards. Of course, not all departments or schools of music are members of
this association. On the whole, however, its minimum requirements for its own
menbers set a goal toward which most schools aim. These basic coi_~ses
are designated in terms o* requirements for the baccalaureate whlch is the
minimm degree required for teacher certification. The baccalaureate degrees
normally completed in four year institutions for those wﬁé are training to become
special music teachers are of various types. The following degrees gre offered -
in this field, sometimes one or more in the same institution: Bachelor of
Arts, Bachelor of Fine Arty Bachelor of Science, Bachelor of Education, Bachelor
of Music, Bachelor of Music Education. Some differenceslare found within the

various curricula which might be included within any one of these degrees.

Basic to all of them, however, are certain general requirements of

the college of university as well as the special requirements of the department

5 or school of music. Every student studying for a bacealaureate degree in musie

education must satisfy some general education requirements of the college or

university in which he is studying. These general requirements are demsnded
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in the attempt to achieve the liberal education which American higher educa-
tion feels has been neglected, or at least inadequately given, in our
secondary schools. These general requirements usuglly demand a rather equal
distribution of work in English, general arts and literature, science, and
the sncial sciences.

In the departments and schools of music there is generally a basic
core of courses that is required of all students pr=paring to become special
music teachers. A minimum ©: two years theoretical study includes harmony,
ear training, =nd keyboard hurmony. The content of zll these so-called theory
courses naturally varies fro- the traditional four-part harmonic studies to a
consideration of more experimental styles. Comsiczrable attention is now being
focnzsed on the use of teaching machines and listering laboratcries in the
teaching of theory courses. Music history and literature is often satizZied by
a single survey course of one year, sometimes to be followed by a seconi year
devoted to more detailed study of speclial genres, periods, or composers. The
extension of history and literature study beyond a year's course is often the
result of a particular institution's desire to broaden the musical background
of the student, and sometimes meets with difficulty due to demands of general
university requirements or departmentsl requirements of performance and metho-
dology.

Performence or, as it is often called, 'applied music", is a basic
requirement for every degree, but in varying smounts. For all curricula
falling within the Bachelor of Music degree, performance study on a major
instrument or voice is required for all four years of the program. For students
in music education a secondary performance medium is generally required as
well as gsome general work in all instrumentel areas: wood-wind, brass,and

strings. Private individual instruction in instrumental and vocal performance
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must also be accompanied by performsnce in emsembles: orchestra, choir,

band, charber music groups, etc. All music education students must attain a

specified level of schievement ir individual performance in order to qualify

for their baccalaureste degre2. This level of achlevement reflec s the specifi~

cationas laid down by the National Association of Schools of Music. (Classes

in corducting are regularly part of the music education student!: program also.
A third and final area of reguirements is that of the irofessional

courmes ir pedagogy and methodology. Many of these courses are crfered in the

depar-ment or school of music, for example, Music in the Elementa -y School, -

Music in the Secondary School, Choral Materials for Schools, Wood-Wind

Materiasls for Schools, ete. Other PeGagogy and methodology courses are

offered in the department or school of education, such as Human Growth and

Development, History of Education, Philosophy of Education, Practice Teaching,

ete.

The general education of a Prospective music specizlist teacher in
the elementary or secondary schools can then be outlined as follows:

1. Eight years of elementary education;

2. Four years of secondary educationj

3. Four years of higher education.

In the elementary and secondary schools the prospective music teacher
will undoubtedly have participated in the mmusical program which consists
largely of class instrumental instruction, performance in enczembles, orchestra,
band, chorus, and some smaller chamber organizations. The instrumentalist
especially enters the college or university music department or school with a
considerable amount of technicsl proficlency and some general musical knowe .
ledge.

At the university level the program of study can be divided into the

following areas with an hour signifying one hour recitation or lecture per week
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for one semz=ster:
T. General universzity requirements: Approximately thirty to
thirty-fivs hours. About twenty-five vercent of the total program.

I, Music studiss inciuding all courses in theory, history,
literaturs. individual =nd enrsmble parformance, and music education: Approx-
imately ei.-ty semester acurs c= about sixby tc seventy percent of the total
program.

TIT. Professionzl courses in education including psychology:

Approximaizly fifteen to twemiy hours or fifteen percent of the total program.

The totsl requirsment for a baccalaureate degree in music education
is approximately one hundrec twenty to one hundred thitty semester hours.

From this very brief and sketchy outline it will be moted that
there are two implications which cause continuous and serious discussion
between those who desire that the teachers of our children be well educated,
cultured persons, with broad liberal education, and those who Teel that the need
for special subject matter, in the case of music teachers, musical subject
mattter, must be stressed. One party says, "How can we have good teachers if
they are not liberally educated?” The other says,."How can we have good music
teachers if they are not well educated in music?” And there is no clear
division within these two parties. There are some educators who feel that we
must reduce the amount of music subject matter in.the educetion of our music
teachers. There are music educators who believe that the amount of student
time devoted to performance is out of proportion to the amounit of time devoted
to learning how to teach, Music scholars feel that too much time is spent on
methodology and performance. The music educstor who teaches in the performance
area Teels that too much time is spent on music theory es well as pedagogy and

methodology.

The healthiest sign of all this is that everyone is thinking about
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the problem. Perform:.-- :2 recognizing the need of knowledge about music;
music scholars ara res_.i: =g the need for music education; and music educa-

tion professors are nc .. ager satisfied with dry methodology. From my

frequent visits to E= = =nd observations there, I believe that T can say
that we are all cau;tt -7 The same discussion, and that an exchange of ideas
on an internstional t:.' : :hould prove extremely fruitful in the solution of

our individual problems.
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CHAPYER V

PERFORMANCE AND TAE MUSIC EDUCATOR

Introduction

One of the prime requisites for any individual specializing in
music is the achieving of a certain level of performance in some area
related to his particular field. For the music educator this requirement
takes on added significance- He needs first of all a major area oOf
performance (piano, voice, conducting, violin, ete.) ciOSely associated
with the demanas of his profession. This should be an area in which his
skill is on such a high artistic level as to enhance his teaching. It may
also add to the musical contributions he makes outside of school to his
commmity as a private teacher, a performer, or a conductor of instrumental
or vocal groups.

The music educator also needs additional performance skills some~
times designated as "secondary" despite their importance to his professional
success and to the lasting artistic influence of his work. These are
performance skills (1like conducting, piano accompanying, or the playing of
inssruments on which he has achieved basic but not advanced skill), which
are often indispensable to complement his msjor performance area as he
teaches. The development of these "secondary" performing skills provides
one of the most difficult challenges to meet in the education of the music

teacher in all parts of the world, as can be seen from the following reports.
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The Music Teacher and His Performing Skill

Hans Sittner

When George Bernard Shaw in his characteristic malicicus way made
the remark, "He who can, does; he who cannot, teaches,” he was criticizing
a situation that is unfortunately rampant, in so far as teaching in concerned,
both inside and outside of our schools. This situation, to be sure, is due
to many different causes. Sometimes it is related to the question of music
teachers who educate professicnal musicians. In other cases, however, the
teachers in charge of music education in the elementary and high schools are
under consideration.

In the former case the teaching profession unfortunately is still
considered the last refuge of musicians whé, for lack of talent, the right
sort of training, health or application to their work, have suffered shipwreck
in their careers as practicing musicians (e.g., as concert soloists, chamber
musicians, orchestra musicians), or who had to give up such a career on
account of age (as often happens in the case of singers) or or account of
some other circumstances. Furthermore, it is still relatively rare that a
bedagogical talent is recognized from the very begimning, or even from an
early moment on, or that a student feels called to tﬁe profession of teaching
or, during his years of training, envisages himself in an artistic pedagogical
career, although there are special departments sverywhere for uvraining in
music education.

The situation is guite different in the second case. In the ele-
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mentary schools the question is one of preparing teachers who, without
sufficient training, must teach music in sddition to other subjects, and

who, above all, do not have the performing skilis which are so important at
this stage of children®s development, to set an example for them and encourage
their imitation. In high schools things are usually much better, but even
here theoretical kncwledge is frequently mcre in evidence than practical
masical ability.

And now this vitzl subject is being discussed in a seminar in
the United States of Americes, a country in which music has expanded in an
unheard of way in the last hundred years, and in which musical training in
the schools has been promcted on a very broad basis. It is to this vital
discussion that I would like to make a few contributions from a Europeari~
historical point of view, and then to sketch, since I was especially asked
to do so, how things are at present being handled in the country I come
from-~Austria.

Tn the medieval monastic and cathedral schools of Central Europe
the ccmbination of practical musicianship, espeecially in singing, and music
theory was so emphasized that the Austrian musicologist, Dr. Othmar Wessely,
regards this combination as practically a realization of the ideal of
encyclopedic education.

There was something similar in the Latin Schools, supported by
cities and states, which were created by the Reformation of the 16th cemtury
in ac much as they provided for required singing instruction once a day,
and instrumental exercises once every week. The cantor, in rank next to
the rector of the school, was to equal degrees a theorist and a broadly
trained practical musican. The instruction he offered was regarded as

completely on a par with that, let us say, in arithmetic and geometry.
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After the tempecrary decay of organized education, it was in Austria
that the so-called Theresian school reform of the year 1774 reestabiished
required music teaching in all types of schools. As a matter of fact,
the musical knowledge and practical abllity of an aspirant were, at that
time, even more important than anything else for appointment to a teaching
position. 1In the year 18Tk the acquisition of such knowledge and such
abllities was intemsified by the introduction of the fields of singing,
elementary theory, violin, piano, organ, snd later on also of choral singing,
chamber music, and orchestra practice in the required training of teachers
in all the schools of higher learning. All this as a matter of fact, reached
such a degree that the musicologist Greeflinger was able to designate the
house of an Austrian elementary school teacher of the 19th century as a real
"village conservatory of music.” TFranz Schubert and Anton Bruckner came
from such surroundings.

The first half of the 20th century, by way of contrast, experienced
a decline in music education caused by the rising emphasis on polytechnical
subject matter for whose absorption the teachex hed to invest more aud more
of his time. A% present we are in the midst of a struggle for expanded and
intensified musical training witkin the framework of general education. To
validate our demands we stress three points:

1. The very emphasis nowadays being laid on technicel and economic
aspects in youth education demands a counterbalance in the cultural stbjects
to be established, above all, by music.

2. The modern family, in which formerly music was widely cultiveted to
a large extent, no longer exists \at least this is so in 40% of the cases in
several of the Austrian states)or it fails; the tasks of the family must be
taken over by the schools.

3. 'The modern mass media, such as radio, recordings, films, and TV

endanger the practical, i.e., active, approach to music, unless the right
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sort of foundation has been laid in the schools.

This foundation in the schools, the experts ang the publications
concerned are agreed, is to be 1laid bty practice in singing and instrumental
music, introduction to the theory or misic, and introduction to the works
of the great masters. Moreover, in the latest Austrian school curricula
the promotion of an understanding of musical questions of the present age
is demanded as an additional aim of instruction.

In Austria, as is generally known, there are four years of 2rade
school training, followed by nine years in schools of higher learning {the
Gymnasium) which lead to entrance to the university. .

In the schools of higher learning, there'are Special teachers for
music, who, to be sure, alrfo have degrees aside from music in some cultural
Subject, usually in history or some foreign language, so that they can be
fully employeqd. The;s are educated in one of the three Austrian music.'
academies in g four-year curriculum and have to attend at the same time
courses in philosophy, Pedagogy, and in the minor field chosen in the
"Philosophische Fakultat" (School of Literature, Science and the Arts).

At the music academy in practice they study singing, Piano, Blockfi8te
(recorder), guitar, violin, 'cello, or g wing instrument, in addition to

-f the usual theoretical subjects. They mst, however, also learn how to
direct a choir and a school orchestra, and how to arrange music for these
Purposes. As g Tundamentgl Principie, every music teacher in such a school

must be educated up to an average concert maturity in gt least one instrye

ment, usually the pigno. we have, however, also many graduates who have

students in teacher trainiiig study singing, some instrumentsl subject, or

composition at the same time. They do this in the Special professional
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departments of the academy along with their pedagogical training or afterwards.

In as much as the Academy in Vienna provides preparatory classes
outside its regular program for especially talented children of seven to
seventeen years of age, these children,gpart from their instrumental
training in piano, violin or 'cello are slso organized in a youth class of
choristers, in which the future music teachers must carry on their practice.
Many of our graduates, apsrt from their teaching assigrments in schools of
higher learning, are active also as concert artists or composexs of
disfincfion in public musical life.

The training of teachers for the grade schools is at Present
undergoing a complete renovation. Until 1938, testing for musical talent
‘was Vefy strict even when a prospective grade school teacher was to be
admitted to a teacher training program. Later on this‘testing unfortunately
was relaxed on account of the growing lack of néw.recruits'for the teaching
professipn.

Af the last reckoning, thcre w’sted normal schools with five
grades. Singing and music theory were taught two hours per week, practice
onvthe piano or violin, or guitar, likewise two hours per week, all,this.
in small gréups of gbout six puﬁiis- A second instrument, choir pfactice,
‘and orchestra training was recommended but not dbligatory; Gradugtes of g
.non-pedagogic school of higher learning were permitted to maké up the same
subject-matter in two-year courses in concentrated form.

From next year (1967) on, prospective teachers in grade schools
will be prepared for their teaching assigrment in four-semester pedagogic
academies, provided they have graduated either from g genersl nine-year
school of higher learning (Gymnasium), or from a cultural-pedagogic "Real-
Gymnasium" such as are now being established. These cultural-pedagogic

"Real-Gymnasia" are five-year special schools which continue from the

lovwer level of a general school of higher learning.
O
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In the general schools ~7 higher learning nusic is taught in the
fourth grade one hour per week; in the remain’ng grades, with the exception
of the ninth srade, two hours per week. In tue cviLtural-pedagogic "Real-
Gymnasium," there will regularly be twc hours ber week Tor singing and music
theory, and one hour per week for instrument prachic in piano, vinlin or
guitar, all this in groups of three or four pupils. In addifion, there is
provision for instrumental instruction on a second and third instrument,
for choir singing, and for orchestral practice, but not on a required'basis.
All this is not regarded by us as sufficient, and we are still endeavoring to
raise the allotment of hours as well as the mumber of subjects in all types
of schools. The regulations in the schools for women teachers for kinder-
garten, and in schools in vhich a very strict testing of talent is provided
are the only truly satisfactory ones.

To round out this presentation, I must also mention the remaining
curricula offered by the Academy of Music for special rmusic teachers 0
will serve in schools of music of all kinds, in private life or in popular
commnity educational systems. For the two former, the goal is at least
average artistic concert maturity on one instrument or in singing. For
preospective teachers in musical adult education also, popular instruments
are included, but the demands are developed in scope rather than in perfection.

The highest level of training in music pedagogy at the Academy
which in the future will be required of the music teachers in universities

and in the topmost professional schools, is the "Major Seminar" (Hauptseminar).

This extends over four years, during which complete artistic maturity in the
major subject is to be reached and a faii-sized written report or essay is to
be presented.

In general, it may be said at this stage of the Austrian school
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Fewexr and fewer young people show any inclinétion novadays to
undergo the long training requiredrfor the most important instruments in
music education, such as piano and violin, with daily hour-long practicing,
etc. The availability of perfect music of all types and et any place
through the modern mass media has, to be sure, not destroyed the inclination
to play one's own instrument in its entirety, but it has promoted a type of
self-sufficiency which counteractsthe unselfish willingness to shoulder the
labors of several years of training. This is exactly the situgtion in
which the personal example of the teacher himself, as good a musician as
can be found, can contribute infinitely more than exhoriations and good
advice can, according to the old principle "Verba ascent, exempla trahunt'.
(Words teach, examples show the way.®

In Austria it has become evident that in institutes providing also
room and board, i.e., in schools where the Pupils are under supervision
when not in class, and where they are in close contact with each other all
the time, musical life develops far more intensively than in other sehools.
Student orchestras and school bands sometimes appear here on a respectable
level.

Undeaiably, of course, in schools which %rain teachers for non-
professional music education, it will be neccssary to replace many obsolete
methods of instruction by more modern ones. This can only be done if we
abandon altogether the traditiénal endless and inane finger-exercises,
vocalizing, and musically stupid etudes with their rules of mechanical

repetition which are by no means in accord with modern psychological under~

- standing and show poor musical taste. They should be replaced by new

directions toward a concentrated practicing that appeals to the mind agnd is
above all imbued with enjoyment. Modern music must be built in at an early

date, so as not to have to smooth out, at a later time, too deeply embedded.
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reform which is still evolving, that the chances of music training for the
general schools have become slightly better, that instruction in the kinder-
garten field could be decidedly improved in quality in the schools of
higher learning, while instruction leaves much to be desired in the grade
school field. This area in particular will therefore have to attract con-
centrated attention in the future, in as much as the grade schools, more
than ever, will have to lay the foundation of our total national musical
life. TMis can be accomplished by:

1. Arousing a sense of music appreciation as such.

2. Rejuvenating the cultivaticn of music in the home .

3. Making sure of a concert-going and theater-going public in times
to come,

. Ferreting out special musical talents and directing such talents
into professional education.

Wherever possible, the goal must therefore be to replace the class-
room teacher who is not alwayYs musically talented and teaches other subjects
besides musicy, by the special teacher who is talented and teaches nothing
else, as is already the case 1in the schools of higher learning. Such
teachers, it way be expected, will then also have to demonstrate more highly
developed performing skills than are to be found today. All this pre-
supposes that an increésing number of young people can be interested in the
teaching profession. Here we are confronted with the most difficult problem
of all, a problem which cannot be influenced through regulations and
curricula, and which therefore constitutes a much more serious concern for

the future if we also want to have enough properly trained teachers to

provide that reinforced musical instruction of our youth for which such a

hard battle was fought.
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tonal and cadence-functional tracks. In your own country (the USA) there
appearcd a yea: ago & most interesting article outlining a curriculum in
vhich from the very beginning, simple art music is inciuded in the
instruction, apart from the usual over-extended drill in folksong and folk
dances, which have nothing any more to offer to our present-day youths
because sociologically their daily habits have changed completely. In
Austria we are of the same persuasion and there are #slready some very note-
worthy instrumental books of instruction which are intended to facilitate a
more accelerated technical advancement as well as musical mastery of the
Practical teaching material through music that wlll develop good taste.

In the last analysis, all will depend on the particular teacher.
The teacher is df far greater significance than the pest book of instruction,
the most appealing curriculum, and the strictest regulations. The other day

in Vienna I observed the principal of a kigh school in a performance at his

school. He conducted an orchestral plece, then accompanied a student at the

piano, Jjoined in the singing of the choir, and finally, when some cther
student did the conducting, joined his pupils in the orchestra as a 'cellist.
Everything is in prime condition at this school.

Such teachers will create enthusiasm for music ancng the young
people. Of them it might be said what Goethe in the Second Part, final
scene, of his Faust has the Chorus of the Blessed Boys sing of Faust as he

ascenas: "Bet this man has learned--he will teach us."
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Performance and the Music Educator

Rose Marie Grantzer

There is a basic difference between the training for performance
in a professional conservatory and the training for pefformance in the pre-
paration of those destined to teach in the public schools. ?roficiency or
even mastery on one instrument might prepare a person for a <arz2er as a
concert artist but would limit the same artist in a public school environ-
ment. It is tru: that most conservatories require some proficiency on the
piano of every instrumentalist or vocalist. The reverse, however, is not
always true. A budding concert pianist is not often required to learn to
play the violin or cello, nor is he required to take a course in vocal pro-
duction or to learn to solve the problems of voice placement or choral direc-
tion. He csn well become a world famous concert artist without any of this
supplementary instruction. I d2 not mean to imply that most concert artists
are not weil-rour_ed musicians, but I present the case I1n this somewhat
exaggerated form to emphasize basic differences between the requirements for
various professionse.

The problems and objeci -2s of training the music teacher for
performance are guite different. In the United States, as in many other
countries, we proceed on the democratic basis that we must instruct every
child in the field of music, not only those who indicate an interest or who
are musically gifted. In our schools we offer a very wide range of musical
activities. This presents enormous practical problems in the training of

teachers. One solution would be to have available for each school a team
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of music specialists in every area of instruction, in ¥ielin, trumpet, oboe,
French horn, as well as in piano and voice, with a music educator coordin-

ating the efforts. This is obviously impractical in a country of this size.

The music teacher in =zmsll comuunities is frequently the only source of musie

instruction and he must be trained to meet the demands of his situation.

I do not wish % imply that we have solved our Problems with com-
plete success. Such an enormous program of mass tr2ining always incorporates
problems of some compromise with standards. At present, we in the United
States are engaged in a strenuous effort to review these standards so that
the mass production of methods we have developed may ve applied to the best
music available. We are constantly evaluating our teacher training programs
at the college level and in the schools in order to weed out any mediocre
compositions and practices which may have been widely distiibuted. We are
constantly working for the most effective means to make music a part of the
life of every individual.

Turning now to the specific problems of performsnce and the music
educator, it is obvious that the ideal curriculum has not yet been gevised.
We all agree that every music educator should be proficient in one instru-
uent; this he usually studies throughout his four years of college. He must
also become proficiert in Playing ofher instruments which we comonly refer
to as secondary instruments or supporting instruments. This means that these
instruments are secondary or supporting his major instrument. It is that area
of performance which I have been asked to discuss.

In most college curricula there are three areas of speciglization
for the music edueator——instrumental, vocal, general. The general major pre-
pares to teach both voeal and instrumentsal music. Regardless of which program
a student folluws he must study other instruments. The main instrumental

skill he must acquire is the abllity to play the Piano. Each college sets

N
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winimum standards which the student must meet; these vary with schools and
within the various majors. For exsmple, one university requires that all
students gttain a level of Grade IV piano which means two years of study.
Other schools requi:sz vocal mejors to study piano for two years; instru-
mental majors for one year.

Instruction in piano as a minor instrument may be given as private
instruction or in group instruction. If a student studies privately he
receives a one-hour lesson weekly for two hours of credit. After two years

of private study one university requires the completion of Bertini Studies,

Op. 29; Loewschorn Studies, Op. 66, 169, 170; First Lessons in Bach, Bk. I%j
sonatinas by composers such as Beethoven, Clementi, Mozart; Grieg's Lyrical

Pieces, Op. 12; Tansman, Ten Diversions for the Young Pianist. The technique

requirements are also listed such as: major and minor scales, harmonic and
melodic to be played hands together with the metronome marking J equals 80 in
the following form: one octave in quarter notes, two octaves in eighth
notes, four octaves in sixteenth notes. All diminished seventh arpeggios,
major and minor triads in inversion are to be played in similar patterns as
scales with the metronome marking J equals 120. In many schools the beginner
in piano has the same teacher as the advanced piano student.

The class instruction in piano is planned as a course to stress the
specific keyboard techniques which we believe are most useful in teaching. The
group ususally meets four one-hour periods a week and receives two hour;.of
credit. Technique is developed, piano literature is covered, but there is
special emphasis on keyboard harmony, sight reading, improvisation, playing
of accompanimenté and on the memorization of patriotic scngs and widely used
commnity songs. This type of instruction is what we call "functional piano

training" because it develops techniques which we have found useful to the
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music teacher in the school and community. Many schools require the piano
major to have one or two semesters of this type of training. A complete out-
line of four semesters of work of this type is available for distribution
upon request.

A special studio is needed for thic type of instruction. (lasses
range from four to eight students depending on the equipment which is available.
Some schools have classrooms with four to eight pianos, others have only one
piano and the teacher is required to use dummy keyboards for the class. Many
schools are using electronic pianos. The tone quality of these instruments
are not of the same timbre as the piano but the instruments have the advantage
of being electronically controlled. A teacher can have eight students
Practicing an assignment and not have a sound in the room. She can tune in
any piano by pressing a key. FElectronic Planos are not as expensive as the
regular instruments. Group instruction in Piano can more nearly approximate
a classroom situation than can private instruction- The Iroup can sing while
individuals take turns in sight reading or improvising accompaniments.

Another musical skill required of all music educgtors is basic
vocal skill. The amount of instruction required depends on the curriculum
which the student is following. The instrumental major is often required to
have one or more semesters or training; the vocal major, whose main instrument
is piano, must have two or more years of vocal training. In basic training
the student is taught correct tone production and the besic quality of vowel
sounds and thelr importance in singing. This is done scmetimes through
vocalization, vocal exercises, but mainly through the study of repertoire.

Voice, like piano, is taught through private instruction or in class
instruction or a combination of both. The class voice instruction, in addition
to developing individual vocal techniques, assists the students to diagnaose

vocal problems encountered in singing; it also provides them with the oppor-
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tunity to cbserve s master teacher correct vocal problems such as breathy
tone quality, lack of uasal resonance, oral resonance, limited range, and
problems of poor intonation due to voecal difficulties. The training in
voice class should prepare them to develop good tone quality and vocal
ability in their choral groups as well as furthering their own vocal
development.

We have found no magic formula to develop the faculty of the
music educator in voice and piano. Our biggest problem is to find
specialists to teach these subjects. It takes a highly skilled and
experienced voice teacher to be apble to diagnose snd suggest effective
remedies for all types of volices, and it tekes a patient and skilled
musicien and pedagog to teach clast piano.

Tn the instrumentsl program each person is required to know
something about each instrument in the orchestra and band. He mast attain
a fairly good proficiency in the playing of cornet, clarinet, and violin.
In addition he must have a knowledge of all other instruments; a concept
of what is good tone quality and how this quality is produced; an under-
standing of the technical intricacies of the instrument, of the Tunction
of the embouchure, of the problems of articulation; and the ability to
snalyze the problems encountered in playing and to suggest methods for
corracting these difficuities. For the most part this training is given
in group instruction~classes of strings, wood-winds, brass, percussion.

Instruction on orchestral instruments usually begins the first
semester the student is in the teacher educaticn progran, and continues
eor six to seven semesters. The student must demonstrate his knowledge
of the instruments through performance and this must be accomplished before
he begins his student teaching. This is a rigorous and demanding program

for the instrumentalists, but many of them become quite proficient in
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thelr second and third instruments and some even play these instruments
in the major performing groups.

Students who are majoring in vocal music are requlired,in most
colleges, to take one semester of instruction in violin, clarinet, cornet,
or string class, woodwinds and brass. This varies with the demands of the
individual college curricula.

It must be remembered that our four-year curriculum in music
education is not a terminal program. Professional standards are constantly
being raised by our state departments of education. Music teachers gre
requirei to continue their education in order to maintain their profeissional
status and to be eligible for salary increments. Some states now reguire
the music educator to have a Master's Degree or the equivalent course work--
about thirty-four hour. --before he can receive a permanent certificate for
teaching. A music supervisor » earn additional hours of credit beyond
his Master's Degree. Tnis is true of my own state, Maryland. The teacher
does not stop his education when he leasves college; he begins his training.

In closing I would‘like to stress that music education in our
schools is a very comprehensive program. In addition to requiring vocal
music classes for all students from kindergarten through sixth grades, we
have, in the elementary school, class instruction in strings, woodwinds,
and brasses. We have string gquartets and choruses. In the Junior high
school, in addition to the reguired course in general music classes for
grades seven, eight and in some schools ninth grade, we have courses in
music appreciation, music theory, class instruction in instruments, bands,
orchestras, choruses of ﬁixéd, boys', girls' voices and small ensembles;
instrumental and vocal. Iﬁ the senior high school we offer courses in music

theory; music aporeciation; humenities; chamber music ensembles, vocal and

Y
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instrumental; band; orchestra; and all t,..> u: choruses depending on the
size of the school. 1In sddition we give operetiss ani mm:sicals and have
marching hands.

Tt is Pcr this comprehensive program in music that we train our
music educators. We have developed a tremendous progrzwm in the schools
through mass education. Our musical audiences have increased and one has
only to look at tﬁe sale of recordings of gond music to realize thatv some

our efforts have been in the right direction. Each year the students who

come to college as music majors and non-music majors are musically more

sophis%“icated. We hope that they are receiving better instruction from the

teachers we are training.
We realize that there are shortcomings in our prugrams, but we

are aware of them and are workinz together as individuals and through our

professional organizations-to improve our teaching. Our meeting here is an

example. We would like to think that we play some small part in the develop-

ment of a musical culture in the United States.
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The Music Teacher as a Performer: The Necessity for Skill and Artistry

Philip J. Britton

Although T am speaking in my personal capacity as an individual
misic educator, my words will be about what is happening, or what is practiced,
in South Africa. Any personal obsevations will not be dogmas or opinions, but
some thoughts, comments and even possibly a forecast.

What I know about this matter of the performing skills of teachers
is gathered'from equriences and from research. I have spent twenty-one years
as a music organizer in schools of various education departments over a vast
area of territory.

There is a good deal that ¥ need not tell you, because it is paral-
led almcst exactly in many countries throughout the world which either are,
or have been, menbers of the British Commonwealth. I am referring to the
teacher diplomas in music issued, after examinaticn, by the Royal Academy of
Music, the Roysl College of Music, the Associated Board of the Royal Colleges
of Music, the Trinity College of Music, the Guildhall School of Music in
England. I meuntion these as some of the best-known and most esteemedo The
standard of their examinations is such that any holder of their diplomas can
be accepted as a thoroughly “rained and competent teaclier of elther the
voice, or an insﬁrumentj or of class muslc in general. Many of our students
in South Africa take these diplomas and then proceed to teach either privataly
or in schools or colleges. I must add, last you should charge us with cultural

snobbishness in running to "Foreign'" bodies for our diplomas and
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indeed for our standards, that we have our own University of South Africa
{a non~resident institution in Pretoria, the capital of South Africa) to
conduct examinations of about an equal standard through the medium of

whichever official language (English or Afrikasans) the candidate prefers.

Who in South Africa demands these standards?

Obviously, the parents of prospective pupils have a say in the
matter. The possession of a certificated diploms means something (perhaps
too much, sometimes) in the gyes of a parent. A vast array of letters after
a name may of course mean nothing more than that their owner was keen on
passing examinations and had a knack of succeeding in them. Contrariwi.
so~called "unqualified" teachers may be some of the fines. in the world.

But on the whole, these are the exception in South Africa today.

Next, the teachers themselves are vigilent. The S. A. Socisty of
Music Teachers watches to ensure that high standards of teaching and of pro-
fessional etiquette are maintained by its menbers, and it has a large member-
ship-

The education departments ~f the wrarious provinces mske their
appointments, and base their saleries (which vary according to individual
qualifications) on t’.e possession of a) diplomas and cer.ificates, b) ex-
perience of a full-time nature.

University faculties and deparvments of music, &nd conservator.es
of music, appoint in a similar way to education Zepsriments.

Fineally, the pupil, of whatever age, lacks confidence in a teacher
who 1s hesitant in giving a skilled performance of the music to be learnt.

Now, you wil. ask, what exactly are the peforming skills demanded
of' a teacher?

Let me read to you fron the prospectus of the 1L -~ ‘—ent of Muz) -
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at one of our leading universities, the University of Cape Tow.: "Ths

B. A. (Music) Degree interests students intending to become teachers of
school music, especially in secondary schools, and the upper standards of
prims~y schools. Students not taking Piano or singing as principal practi-
cal subjects, must satisfy examiners in their fourth year that their know-
l.d~e of piano and singing is competent for teaching purposes.” (We shall
discuss later the phrase "competent for teaching purposes’.)

"Teachers' Licentiate Diploma. The course includes, in practical
study, two principal subjects (i.e., instruments and/or voicez)elementary
keyvoard harmony, aural trasining, sight-singing and choral classes, as well
as the method of teachirg class music in schcols....”

In both the above diplom~ courses students receive a great desl o°
practicel classy som experience.

1

That phrase "competent for tezthing purposes" is surely the nub

of the matter. How often has one heard a singing teacher achieving splendid
results in the training of children's “>ices but quite inccupetent in »laying
the accompaniment to a beautiful song! (This assumes that we cannot afford

& sepsrate skilled accompanist.) This is clearly an important need in the
classroom--a need, however, which is solved in South Africa and all over the
world by singing teechers who are also excellent all-round musicians ard
accompanists.

Now what haprens, in the field of music education in South Africa
to these qualiiied possessors of degrees and diplomas? Ani what demasnds are
made on their performing skills?

We ha . : several very different approaches to music cducation
work, in (ifferent schools and under different school systems. I shall

classify them: Some provincial education departments, pariicvlarly in the

Cape and the Orange Free State, concentrate on supplying small rural towns



(and some of them are very smail in South Africal) with qualified piano
teachers, to meet the needs of pupils who would otherwise be starved of
opportunities. Such a teacher is clearly in 2 key position to do good or
harm, beingzg ofen almost alone in his or her field in the community. It is
easy to imagine that the demands made on the teacher's time and the lack of
occasions of hearing first-rate pizno playing, could soon have a bad effect
on the teacher's personal skill and artistry. (We shall return to this
later.) Tn the sbove situation, the general class-music sometimes sufTlers
from teachers who "can play the piano” and know little, or perhaps faulty
things}about the voice. Rarely are such teachers well-gualified musicians.
2. Other provinces, particularly Natal where I now work, stress

general class music and leave individual piano tuition to private teachers.
We consider that our work is in group instruction as it is in any other
school subject; it would be up to the class teacher to spare time for in-
dividual guldance and assistance to a talented pupil. Our poiicy tas had g

- keni.yz effect on Lhe supply of music teachers to the schcools, because the
public, the schools and the teachers still think that keyboard skill is the
first and almost the only basic necessity for a good class music teacher.
(Berhaps they are right? But we are trying to move them in other directions.)
We demand, in our teachers of primary school "general music", enough skill at
the piano to be eble to accompany both folk-song arrangements and some of the
simpler art and contewmporary songs; enough vctal artistry (but not necessarily
a beautiful solo voice) to serve as an evample to young singers; a good
general knowledge of the music education repertoire (greatly helped by advice
from the music organiser or supervisor in the area); and last, but perhaps
most vital of all, real "ove of music and of children.

T have seen enough of the ")half-baked", "jolly", comwunity singing
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kind of class music teaching o conivince me that there is no substitute
for genuine solid musicianship allied to a good degree of skill in perfor-
mance in the teacher. Briefly, music education in South Africa has beer
too much left to piamists at the expense of fresh, vi_ ™us, new, music
education.

But a new generation of teachers is arising who have skill in the
recorder, someiimes in stringed instruments, and great enthusiasm for chor:.’
singing of high quality. We have far t. g¢ in orchestra and band playing as
en integral pari of school music, but South Africa is making up lee-way and

looks forwerd hop~ftully to +i.. development of a truly musicael nation.
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192+



Basic Regquirements in Performinz Skills for Teachers in Chile

Prunilda Cartes Morales

According to the new structure of the school system in Chile, there
are two established cvcies of elementary education. The first cycle consists

of nine vears of genera® education in the elementary school which hopes to

serve the Chilean childrer between the ages of six, seven ox ‘-t years and
the ones between fourteen, fifteen and sixteen. The second cycle is at the
intermediate level *+o allow the studen’s who had completed the cycle of
general education a choice {with parental help or with the orientation
service) of two ficslds: professional training in a scientific=technological
field, and a training course -7 scientifiec-humsnistic orientation on a »Hre-
university level.

The general education cycle as well as the intermediate cycle is

inspired by the assigmment given in Chilean education to protect the harmonic

development of all aspect . of the personality of students, according toc thelr

talents and interests, and in this way to contribute to facilitating snd tc

hurcying the process of social and economic development of the country. Whilie

the purpose of the first cycle is to provide the student with a general tack~
ground, not specific, the second hopes to prepare the stvdents to follow one
of two directions: the technologically orlented to perform Jjobs of a techni-~
cal-professional type on th. intermedinte level, or 10 continus= higher studies
of tecnnological character; and those in the scientific-huranistic field to
continue academic studies or to be iniiiated into profession l university

careers or an intermediate or higher level.
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Tt will te noted tha®t the distrivutive rFunc ior of Lhe first cycle
is done according to the Future activities of the students either in their
Jjobs or in their further studies, vhile in the intermediate education, the
distributive function is dore selectively, resting upon the interests and
aptitude shown by students, faunily preferences and the results of the
orientation proczess.

The necessity of endowin, ishe whole population of the country with
a minimum level of education that will guarantee the accomplishment of the
purpose of education, imposes upon the state the responsibility of securing
for all children in the country aceecss to gensral education and.not Jjust
the minimum requircments of the compulséry education cycle. Besides achieving
this minimsl level, the state also assumes the responsibility of providing
educational oppditunities beyond the compulsory cycle thet will be deter-
minedi by two eséential factors: the Laleht of the students and the needs of
thercoﬁntry in social; cultural and economic development. The state also
looks after the education of adults who were forced *o give up their studies
and who wish to continue them. And tle state concerrs itself with inereasing
the opportunities for professional improvement and for culcural extension. |

According te this plan, music education, like any other subject of
the curriculum, should contribute to the fulfillment of the assigned
objectives of the "hilean education. Considering its essentlally artistic
character music education has oriented ita Job toward the objc.tive of the

spe.ial development of the emotional, szocial and sesthetic aspect of the

student's personality, taki.ig inteo consideration his aptitudes, gbilities

and mvsical interests, developing his creative and expressive talents gnd

creating in him s favorable attitude toward muric.

'This objective plar .s the curriculum of music educaticn in both of

the two cycles of education. In the first one the vurpose is to expose the

-/

194™



child to the language of music through musical experiences by means of
singing, playing msicel iastruments ‘if there are any), of bodily exprés—
sion and auditory training in music. The subject, oriented by this ob-
jective, has caused the vanishing of the theoretical area as g end in
itself~~the kinds Of courses where the student works only with theoretical
concepts, performing an essentially intellectual activity. The practice
of music precedes any systematized theorztical study. Aspectis such as

length, notation, intervals, etc. are not treated as an end which has to

be accomplished, but as s means to attaln a greater expressive capacity,

a better musical sense and a greater aecthetic enjoyment of music. The song

is the basis of any kind cf music education. 1Imn it is ccatained all the
knowlecge neceded 0 attain ti:e progessive corntrol of the language and reading
of music. In it are found rhythm, in its different aspects; the expressi'e
melody; the theoretical krowledge belind the intervals, the higher and

lower keys, the staff, snd “hererading Of tone groups; harmony: and the
principies of -esthetic appreciatidﬁ of form and style.

In this cycle the teacher makes use especially of the song. His
volce is used as are the voices of his students, since neither they nor the
school always have at their disposal, a piano or any other kind of musical
instrument. Music education has been so far, because of this, essentially
vocal. As a result, choirs have been formed since they provide the richest
means of music expression. Since 1945 the Association of Music Education has
organized yearly choir festivels which have influenced enormously the
improvement of this activity. The qualitative aspect as well as the quanti-
tative aspect hsve improved in both mass and selected choirs.

Tn the second cycle, scientific~humenistic, the puspose of music
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education is to expose the Students to musical forms and styles, styles
that are the expression of g particular epoch, that flow Ffrom a philosophy,
from a social and political movement. At the same time it offers to the
student opportunities to establish a relationship between music and the
other different arts, literature, sculpture, architecture and painting
which, like musi:, have been the expression of 2 definite historical
period. The teacher prepares lectures which he will illustrate with
slides, literature and auditory aids. The way in which this is Presented
is planned with tiie students.

How do you tra..: the teacher who iz expected to execute these
duties and responsibilities? |

In Chile the music teacher is trained in two different kinds of
institutions: the normal school, which prepares the teacher for the ele~
mentary school, and the school of science &nd musical erts, together with
the schools of philosophy and education that will prepsre the teacher for
music education in the high school.

The preperation for the elementary school teacher takes nine years.
The first six years are general training and are equivalert to the three
last y<ars of general education and the three of intermediate educat’ on that
Were mentioned at the beginning of this paper. These six years include
subjects in the humenities, social and natural sciences, physics and methe-
matics. Afte: this comes the professional preparation which lasts three
years with an :lective subject curriculum ofering the teacher the possibility
of specializing in one subject for six hours weekly. The teacher with
aptitude and interest may take advantage of such a program. In this cage

the curriculum of music educaticn in the -+ormel. school is the following:
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This ¢ ~iculum is divided into the following subJjects: theory and
music appr.ciaton; folklore; instruments (piano, violin, guitar, accordici.)
with a total of 9€0 I.mi -s.

The preparatic: obisined in nisno is the minimum required to accom-

pany by piano a choir of s*udents; and is equivalent to a minor.

The preparation in guitsr is thc level required to accompany *“the

students when they sing follk songs. The preparation in violin is the most

advanced one; it allows the pirospective teacher te take active part in
strineg ensembles during his studies &t the school and later .n to enter the
Teachers! Orchestra which is supported by the Ministry of Zducation. The
elementary school students cannot tzke advantage of thils instrum-mtal rre-
paration vhich the fteacher has, due to the fact that there are not enough
violins to begin this activity. Better results are being obtained by the
guitar students. Every day folk groups which sing and dancs to Chilean and
Anierican folk music are accompanied by gultar and are becoming more cowmon-
place.

The preparation of musical educators for high school takes place
at a university level. As was said before, this preparation 1s assumed by
the School. of Sclence and Musical Arts (music major) and the Schools of
Philosophy and Education (professional training). The requirements to enter
in this career are: completion of nine years of general educstion and the
three of intermediate education (scientific-humanistic), completion of

theory and five years of piano or any other instrument. If the prospective
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teacher has already completed his general education, the career takes
four years and is divided into two fields: music major and professional
training:

Curriculum in Music, the Major Area (School of Sciencs and Musical Arts)

I IT IIT v
Harmony 2 2
Analysis of composition 3 3
Music in history 3 3
Comparative history of art 3 3
Rhythm-auditive education L 4 L y
Vocal education 2 2
Choirs 2‘ 2 2 2
Direction of choirs 3 3 2
Folklore 2
Special methods by L
Pedagogical practice 2
% Applied psychology 3
; Seminar L

Curriculum of Professional Training (Schools of Philosophy and Education).

Introduction to philosophy L

Sociology and history of culture L
General psychology L

Fundamentals of education L

General didactics L

Psychology of the child and the adolescent 4

Problems of high school education i
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Statistiecs L
Orientation L
Seminar L

Every prospective teacher should study piano for five years,

because this will ensble him to perform his job successfully. As it was
explained before, music shares the aims of general education of the student.
In piano the following composers are studied: Rameau, W. Bird, Handel,

Bach (23 Easy Musical Pieces, Minuets, Tmprovisations), Scarlatti, Haydn,

Mozart, Clementi (sonatinas), Beethcven (minor variations), Schubert

(Musical Moments, danzas and contradanzas), Schumann (Childhood Scenes),

Mendelssohn, Bartok (Children'g Pieces), some Chilean composers such as

P. Humberto Allende (Tonadas), Alfonso Leng (Doloras) etec. In general,
with this preparation the teacher is able to accompany, improvising with
the piano in his classes egnd using this instrument as a means of exXpression.
Another way of expression which is cultivated is singing. The
prospective teacher should have good vocal preparation, his voice being
the instrument that he will so often use. On more than one occasion he
will find out, during the performance of his functions, that he will have
no means of expression other than his voice, which he will have to use to
teach his students in the best way possible. For this reason, as it wes
shown in the curriculum, there are two weekly class hours of choir groups;
two years with three weekly class hours of choir direction and one year
wlth two weekly class hours devoted to the practice of thig activity.
None the less, there is awareness Of the shortcomings implied in
offering music education in which instrumental music is mlsslng. This

absence is explained by one reason only~~the sbsolute lack of means to
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buy the instruments. It is natural that there cannct be any type of
exploration of aptitudes, interests and musical abilities if it is not
Possible to offer the students the opportunity to experi_ .ent with dif~
ferent instruments. I hope, sincerely, to find a solution to this problem
at the Inmé;national Seminar here in Michigan.

To close T wish to make note briefly of measures that have been
adopted recently with regard to the training of the music teacher.

It is necessary to point out that nowadays there is a great
demand for teachers in our subject because of the new structure of the
school system which has recognized the importance of music education in
the process of preparing the student for higher education. Under these
circumstances, the School of Science and Musicsl Arts, through the Depart-
ment of Pedagogy, decided to:

1l. Not demand as an entrance requirement completed studies in theory,
nor five years of training with musical instruments, but instead a prepar-
atory year in which the tescher could acquire the'necessary theory and be
initiated into the study of a musical instrument. With this arrangement.,
the course will take a period of five years, but.this does open the door
to a larger riumber of candidates.

2. Intensify the study of guitar, as a complement to the piano,
enlarging the possibilities of musical expression.

3. Cooperate with provincial universities--Talem and Chillan--in
order that candidates be admitted on the basis of the preparatory year,
so that the education of teachers may increase. The lack of teachers is
seriously affecting the music education of the country.

I believe a point'of interest to mention is the initiative taken

by INTEM (Inter-American Institute of Music Educaticn) in including the
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study of recorder as a means of increasing the musical expression of
children.

T believe that on the basis of a common musical education for
every Chilean child, the moment will come when it will be possible to
offer all students the chance to be initiated into learning to play a
musical instrument.

T wish tc thank the organizers of this International Seminar for
the opportunity given to my country to explain its situation in relation
to "basic requirements in performing skills for teachers” which is in its
initial period. I can assure you that among our educators there is a
firm desire and good will to push forward toward this richness of musical
expression, and to be able one day to use it in the same way that has.
been done by other countries, among them the United States, vhich in such
a generous way invited us to start this cordial dialogue, sbou one of

the most fascinating topiecs--Music Education.
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Performing Skills Needed by Music Teachers in Denmark

Henning Bro Rasmussen

The performing skills needed by a music teacher must principally
be of a kind that allow the teacher to teach his pupils freely and in a var-
iety of ways in - musi~al and inspiring way. That 1s to say, if the msic
teacher wants to teach his pupils to sing beautifully, he mmst himsel” he
able to produce singing tones of a musical value, worth being imitated by
his pupils. Furthermore, he must be able to accompany the pupils' singing
on an instrument in such a way as to be a musical inspiration for the pupils
to sing well; he must play with a technical superiority that allows him to
listen to and to supervise the singing. This is to say that he must be a
g00d performer on his instrument, he must be a good sight-reeder, good at
improvisation, at transposition, and at harmonizing vy ear, if he plays the
plano or other harmony instrument.

Furthermore, the teacher, in teaching vocal and instrumental
masferpieces of music, must be able to demonstrate solo compositions for
the pupils which he wants them to know and to appreciate. A Beethoven
- sonata played well or tolerably well by the teacher is a great experience
for £he rupils and is better than the best performance on a record or on a
tape.

In facﬁ, this all seems to demand a special music teacher educated
at a consarvatory. I understand, however, that we are talking about teachers

in the school and I will concentrate on that. In Demmark most teachers in
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the compulsory primary schools are trained for their jobs at the teachers'
training colleges. Therefore I will speak about the vocal and instrumental
education of prospective teachers at the teachers' training colleges.
I will be able to explain the training of the music educators at
our conservatories, if wanted, at another meeting. These music educators are go-
ing as of today, mainly to be private teachers. They teach children, youth and
adults to sing and to play instruments through private lessons paid for by 7
the pupils_themseIVES. The educators gc ordinarily to music schools that
are supported by public funds and to every kind of school and institution of
higher education to teach singing, playing and the appreciatior: of music. I
suppose tha., in considering the special music teachers educated at the
conservatories, we in Demmark have an exceptional position compared with
other countries.
The teachers for the upper secondary school or the grammar school
are educated at the universities.
I am not saying that I find this situstion satisfactory, but that
it is the fact we have to face. There are certain circumstances that
indicate that we will have to involve the holders of diplomas from conser-
vatories in music education at compulsory schools. That is a problem I
am going to tell about in a lecture at the coming ISME conference.
At the Danish teacher training colleges we teach in accordance
with an Act passed in 1954 and revised in 1962 that allows the prospective
teachers:
1. To eliminate music as a major subject.
5. To choose vocal music as an ordinary subject taking three lessons
a week for three years.
3. To choose music as a special subject that gives every prospective

teacher six extra music lessons weekly for two years.
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If I am going to explain what w= want these students o be able
to sing and play, I must give a twofold statement. One refers to the
ordinary "little" education, the other to the "bigger" special educstion.

Before I do this I will have to teli you that, owing to special
circumstances such as historic tradition and lack of teachers for the broad
fan of orchestra instruments, the Danish teachers up to today are only teught
to play the plano, the violin, and the recorder. I do not consider this
satisfactory either. Two months ago, however, the Danish Parliament passed
a new Act on teacher training. According to this new Act, the whole educa-~
tional system at the training colleges is being rerormed. Among the remark~
able details is the freedom given to prospective teachers to choose whatever
instrument is relevant to the schools they prefer. We expect in the Puture
instrumental training to find most of the classic orchestra instruments and
many of the folk music instruments.

I return tc today's work and to the requirements of the student
following the ordinary music curriculum.

The Ordinary Music Curriculum

The training of the voice aims at developing the student teacher's
voice so that he is able to sing lightly with intensity, distinet articula-
tion and s musical feeling for melody. This training is given in classes
and is mainly based on group instruction. Private lessons are impossible
because the students are so numerous and the teachers so few, the time so
short gnd the money so little.

The Act on teacher training that we follow at the present demands
no exemination in muéic; this is also true in mayy other subjects. Only a

mark is given to show the proficiency acquirasd. What is required at the
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time OF dismissal. from the teacher training college is voice coﬁtrol and

a small repertoire of Danish songs and hymns. During the educaticn a

broad repertoire of Danish as well as foreign songs in unison and in parts
has beer. nresented, but the students proficiency is estimated on the basis
of his € .lity in singing a restricted repertoire of Danish songs and hymns.

Regarding the piano-playing, we want to develop the students'
general abilities to play this instrument. The education is glven through
private lessons or in classes with only two participants. The general
training is given through playing pieces arranged progressively from easy
to difficult. Moreover; we want the prospective teachers to be able to
accompany the pupils' singing. As the students begin at very different
levels of profieciency, the results are very different, some students being
very clever and some being very poor and many being just passable pianists.
The average peforming skill in this g-oup of students will at the end of the
study, be performsnce of eaty pieces of piano music, the performance of the
accompaniment of a Danish sbng in the key in which it is written and the
performance of a song sccompaniment transposed up or down a second. A
repertoire of accompaniments will have been practised during the students'
time at college. From the best students we want furthermore, to influence
their proficiencies in sight~reading and in playing by heart. Many experi-
ments have been made in developing the students' skill in playing by ear or
harmonizing given melodies.

The prospective teacher who has chosen to play the violin must on
his instrument be able to plsy an easy piece of violin music with firm
technic; in tune and with musical expression. Moreover, he, like the pianist,
must be able to play melodies and to accompany the pupils' singing.

For the students who have chosen the recorder as their instrument,
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the same reguirements are set up. On the recorder the prosective teacher
must be able to perform an easy solo piece or to participate in an eng:mble.
He must be able to play melodies and to accompany the children's singing.

As there is no examination in playing an instrument, I am not
able to present you with fixed requirements for the perfo.wing skills on
the piano, violin or recorder of the ordinary teacher in training.

Tne Special Music Curriculum

Three years ago a committee of Professors at teacher training
colleges set up the aimsg in performing skills needed by the prospective
teachers who he’ chosen music as a special stbject. I will in the following
quote suggestions concerning the required performing skxills in singing and
playing instruments.

Following the tradition of the Danisk schools, we nominate
singing as the most important discipline in the curriculum of music.

1. Singing as a subject in the educati._i of the special music educa-
tion student shall promote the students' skill in singing with the purpose
of giving them usable voices such as are indispensable in their future Jobs
as music teachers and choir conductors in the schools. The main purpose,
therefore, is to develop the voice and musicality of every special music educa-
tion student and to extend his repertoire of songs.,

2. Education ought to be given privately or in groups with three
students as a maximum. Singing classes should be given once a week during
the entire time of study at the collegs.

3. 'he aim for the education is to develop the breathing, and to
teach good vocalisation, correct articulation and a musical way of singing.

4. To reach the afore-mentioned aims the pfospective teacher will
have to practice vocal exercises and singing, sing vocalises and practice

singing a repertoire of songs in the following sequence:
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Older Italian arias
Danish and GCerman songs from the 19th and 20th centuries
Duets and trios. !

During the instruction the anatomy and function of the voice
should te discussed in order to train the teachers' faculty of evaluating
their own voices and thoze of other people.

5. At the end of the imstruction they should be able to show their
skill in singing by performing two or three songs out of thelr repertoire.
Of these, at leasc. one should be sung in Danisn.

Concerning training in playing an instrument, a similar committee
has stated that a teacher needs an instrument:

1. TIn the regular c.asses, wrzre he should be gble to play and
rehearse new melodies, to accompany and to give ear-training lessons,

2. In choir classes.

3. 1In the classes where knowledge of musical masterpieces is given «

k., 1TIn the elective classes in music, if he is skilled enough to have
a Jjub there.

The main instruments are the piano, the violin and the recorder.
We want to give half an hour imstruction weekly to every student in every
instrument he plays.

The piano and the recorder are compulsory for =all special music
students. It is recommended that training be given in other instruments too.
The required skill in playing an instrument is decided by the demards made
in its use in teaching.

In piano the standards can be set up as follows:

Bach: 2 part Inventions
Beethoven: Sonata Op. 49, G minor and G major

Schumann: "Spring Song", from Album for the Young
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Bartok: Volume 1, Nos. 13, 14, 15 from For Children

Carl Nielsen: Humoresque.
in violin the aims are:
A solid knowledge of the three first positions
Handel: Sonata in F major
Haydn: German Dances
Pleyel: Duets Op. 48
Bartoks: | Volume I from 4k Duets
Kaysers Etudes, Volume I
For the recorder the requirements are:
Munkemeyer: Recorder School for Deseant and Alto Recorders
Handel: Sonata in G minor
To t'is is added a suitable amount of music such as songs and
hymns for all three instruments.
The chief required standards listed by this committee for practical,
Pedagogical guidance in tesching the instruments are:
l. A- technieal musical'le"~‘ of Aavelopment of the students on the
instruments,
2. Sight-reading
3. Transposing
4, Playing from memory
5. Playing by ear

6. Playing accompaniments.
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Technical Training of the Music Teacher in France

Aline Pendleton-Pelliot

France is a country of individualists; this characteristic had
already been denounced in antiquity by Julius Caesar. The present-day
tourist who admires the Versailles Palace must know that this grandiose
structure owes its existence to the genius of one man alone.

In the domain of music, also, the individual reigns. During the
eclipse of French music in the nineteenth century, one man, Berlioz, kept
the torch bequeathed by Rameau burning, and passed it on to Saint-Saens and
Gounod.

Musical education responds to this deep-rooted tendency; it
addresses itself more often to the individual rather than to the mass, and
aims to make of the individuwal, a "star". Our orchestras themselves are
composed of virtuosi who will submit to a conductor cnly when this latter
possesses an ungquestionat” 2 radiancy-

In the review Internationsl Music Educator of October 1962, Pierre

Auclert, State Inspector of Cultural Affairs for France, published a detailed
article on music education in France at that time. Let us review the
gquestions pertinent to today's program, and I shall describe what has been
worked out since, and what are the plans of our new Director of Music in
France, Marcel Landowski.

There are in France forty-eight national conservatories and as many
municipal ones. Each of the latter depends solely upon the town or city which

founded it, and which prefers to remain free to direct it without state control.
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Ameng the more celebrated of these are the conservatories of Strasbourg,
Bordeaux, and Marseille.

Municipal schools, however, tend to give way before the expanding
national schools in which the State appoints the director and the pro=-
fessors, and in exchange, guarantees them decent salaries. Any music stu=-
dent, who so desires, may enter trese free schools without a competitive
examination, and start from the very beginning of his studies.

At the top of the conservatory-pyramid is found the National
Superior Conservatory of Paris, which is reserved for future professionals
in music, and which selects the admissible students by a difficult, compe~
titive entrance examination.

The Professors

To the question on the program of this seminar as to the performance
skills demanded of instrumental teachers ir France, we make two replies:

l. In tha Paris Conservatory, the professois are virtuosi who divide
their life between concert Playing and teaching. Their pupils, likewise,
are destined to become concerf artists. These professors are appointed
according to thelr titles, and following the recommendations by a superior
committee, by the Minister of Cultural Affairs.

2. In the provincial conservatories, the professors are appoint- "
competitive examination. As for example, in pisno teaching:

The candidate must play by heart two required works, and a

third "ne of his own choice; all of a high technical level

such as the "Fourth Ballade" of Chopin, "L'Isle Joyeuse" by
Debussy, "Scarbo" of Ravel, etc. The performance counts g
maximum of 20 points.

The second test consists of a difficult sight~reading
examination; +this mey be counted 10 points. The candidate
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wno wins a minimum of 15 points so far, may undergo the
third test, which is counted 30 points.

During a half hour, the future prcfessor is presented
with pupils in various stages of development to whom he
is requested to give "concentrated lecssons”. If he totals
a minimum of 45 points out of a maximum of 60, his name is
presented to the Minister.

The French school of woodwind playing is well known; but higher
still, perhaps, is the present standard of organ playing. In the Stras-
bourg conservatory there are four prqfessors of organ, seventy-nine stu-
dents of organ, and six instruments:‘ four study organs and two concert
instruments. The annual competitioa is held in the st. Thomas Church
where Mozart once played. The technical standard is very close to the
transcendent level established byJMarce? Dupre at tae Paris Consexrvatory
where improvisation equels execution.

; Each professor teaches only one instrumeni. There are student
orchestras in many conservatories, but no one pro: .ssor is required to
guide the debuts of the whole group-=-woodwinds fo: :xample. If a pro=-
fessor does not have a full schedule, about 12 hours per week, he may be
required to complete it with lessons in solfége.

Solfége is one of the specialties in France. To be a good exe-
cutant, and a good teacher, one must be a complete musician, have a trained
ear, be a good reader, and have made a deep study of harmony, counterpoint,
form, and style,

The examination facing a candidate for teaching solfége comprises
dictation of extreme difficulty in one and in several voices, harmony
reglized in four clefs and without the aid of an instrument, an exercise

in counterpoint, singing by sight in seven clefs, and a pedagogical lesson.
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Every child studying in a conservatory is required to pass through
& class in solfege, whatever his ulterior orientation may be. On the
professional plane, this subject is thoroughly developed; on the plane of
musical initiation, many improvements are under way sbout which I will
deal later. '

Outside the conservatorics there exist semi-official schools of
value. In Paris we have, among others, the SCHOLA CANTORUM, founded in
1896 by Vincent d'Indy and directed now by Jacques Chailley; the ECOLT:
NORMALE DE MUSIQUE founded in 1920 by Alfred Cortot, and today under the
direction of Pierre Petit. The instruction requires tuition and is
recognized by diplomsas.

Finally. there are‘certain private teachers who automatically find
themselves at the head of a "school". Let us remember Zesar Frank followed
by his "band" of disciples, and today, we refer to the indefatigable Nadia
Boulanger, well~known to Americans.

In the domain of instrumental teaching, some valiant professors
attracting up to 100 or more pupils fight desperately against the crushing
of musical studies by the over-growing scholastic studies. They tzy all
sorts of ingenious methods to render worth-while the few minutes per week
that the pupil is able to devote to his instrument. But in France, as else~
where, "The good often hides itself and fears publicity."

Reforms

At this point, T imagine a question being raised in many minds.
"Why does France, furnished with more and more teachers and good schocls,
feel the necessity of reforming the organization of her music instruction?"

The first factors in the transformation of musical life have been

the recordings, the radio, and the television. These brimg into the
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ramotest village & musical experience which did not exist twenty Yyears
ago. The results of this intrusion were two reactions: First, the
amateur, discouraged by competition , closed his piano and puc his violin
aside. Then, th= next generation felt the desire to participate in this
m:sical life, and 40,000 children crowded to the doors of cur mucic
schools. However, only a tiny minority of them is destined to become pro-
fessional. The complex of the "star”, of the grc concert-artist, must
then be abandoned for the benefit of forming a very large nmumber of en~-
lightened emateurs.

The educational optics change: "Music becomes an integral part
of human culture,”

Approach to Music

Marcel Landowski wishes, first of all, to refresh the approach to
music. The most favorable years for artistic awakening are found before
ten years of age, when the child, plunged into a world of sensitivity, lives
among sounds and colors, and exprzasses himself quite naturally in music. The
so-calied active methods since Montessori and John Dewey have proven their
wcrth; upon them were built the new teaching methods of André Gédalge,
Maurice Martenot, and Angéle Ravize.

A voyage to Saliburg and Budapest made last winter by -~ =~ L. ..~
of professors (of which I was privileged to be a member) permitted us to
observe the Orff and Kodaly methods in action. Intrusted with en experi-
mental class in the Boulgne Conservatory (Just outside Paris) I witnessed
the joy with which the children approached music through its most spirited
elemeﬁt: rhythm. Parents shared the lively interest of their children.

More such classes will open, beginning in October.
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Pilot Conservatories

A new experiment will begin this auvtumn. Scholastic courses
will be somewhat lightened to allow the Pupils to devote seven hours per
week to music instruction. The experiment will not only give more time
to music, but will prove that, thanks to the study of music, essential
faculties such as sensitivity, attention, keen hearing and seeing,
artistic taste, and a sense of equilibrium, may more readily be developed.
When further refined, these faculties will serve the csuse of general
education, and effect the parallel growth of the child, intellectually
and artistically.

A Diploma for the Enlightened Amateur

To sanction this new type »f study, new diplomas are under con-
sideration. At the close of the gemeral studies, an "artistic" baccalaur-
eate would include a musical examination. At the close of the musical
studies, the diplomas would include three certificates:

An instrumental certificate, including execution and sight~reading.

A chamber-music certificate.

A musical humanities certificate, implying the tu® of fc_ ,ies,

history of music, accusties, arndi narmony.

To prepare this fan-like spread of knowledge, richly cultivsted

teachers would be nc¢cded. The piano student, for example, while tackling
the technical probl'.ms of a sonata by Beethoven, will refer to the sonata
form; works will be 1econsidered according to their historical significance,

thei.r harmonic langusmge; tvheir style will emerge more clearly, and the
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executant will fow.d his interpretation upon precise ideas.
France, being the zountry of Descartes, we, her children, without
subsiding into pure th:eory, pour into our methods the classification and

clarity of design required by our spirgt-




Skill in Orchestral Conducting for the Music Educator

Elizabeth A, H. Green

Many fine thinzs grow and develop from the international pro-
fessional contachts that we make in meetings such as this. One of the most
valuable is the opportumnity to hear something about the outstanding books
that have been published in our several countries concerning our field of
endeavor.

Two years ago, in the United States, a little book made 1ts

modest appearance under the title, Behind the Baton. Its author is Charles

Blackman who will become associate conductor of the Dallas (Texas) Symphony
Orchestra in September, 1966.
The logic in this book is superb. It centers around the theses
that the function of the conductor is communication; that the existence of
% the conductor has grown from the need of “he orchestra or chorus for unified
guldence , which means that the conductor's chief duty is to help; and that the

conductor's authority springs from the written music of the score.:L

Before the twentieth century the prevalent philosophy was that
conducting could not be taught-~that if a conductor kmnew his score thoroughly
and had some innate telent he would be able to lead the musicians effectively.

During the twentieth century, however, we have come t0 realize
that a conductor who does not understand, with his mind and consciously, pre-
cisely what his hands should do and how to build his manual technique, is

not equipped as he should be for leading his musicians. Such a conductor,
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in his ignorance and technical carelessness is a frustrated leader, blaming
the musicians in the orchestrs for the resulting inaccuracies of the perfor-
mance vhen these have actually been caused by his own technical shortcomings
(deficiencies). In other words, since conducting is communication, this con-
ductor is unable to speak clearly and precisely the language of the baton.

A discipline cannot be effectively taught until its subject-matter
has been thoroughly analyzed as to its content, and the way in which that
content functions. Thereafter this information must be set intc a logical
Sequence from its most elementary beginning to its complicated and ultimate
end, making it thoroughly teachable.

It is only in the twentieth century that this process has been
completed and the knowledge made availabie for teachers of the art of con-
ducting. It was through the life-long work of Nicolai Malko, arn Ukrainian,
that the teaching methods finally materialized. 1In addition to conducting
th- ~~at orchastras of Europe, 4sia, North and South America, Dr. Malko
also devoted hic energies to analyzing the conductor's technique as such, in
order to put it into teachable form. Malko died in Australis in 1961. But

2
his book, The Conductor and His Baton,  was published in English in 1950.

This superb work laid the foundation upon which our modern conducting text~
books now buildn3

During the next thirty minutes I shall try to outline for you
certain essential features of the teachable baton technique, as originated
by Dr. Malko. These are the most elementary and basie things that are so
often overlooked in the conducting Process, but which must be studied ang
practiced until they are clearly discermible in the baton and have become

habitual for the conductor if he is to exercise an easy and musical control

over the players.
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1. The baton should be held in such a manner that the tip (point)
of the stick is clearly visible to all members of the orchestra. It should
not point in an exaggerated manner toward the left because then the players
on the right cannot see it. The tip of the stick should point to the front.
The orchestra and the conductor meet at the tip of the stick (vaton). Correctly,
the heel of the stick is placed in the paim of the haad under the base of the
.thumb, and the ring finger (the finger next to the little finger) holds it
in this position. Notice that when the heel of the baton lies under the
little fingei', the tip points to the left and the players on the conductor’s
right cemnot see it, cannot see what he is saying to the orchestra. The
stick, above the grip, should contact the Tirst finger somewhere along the
side of the finger.

2. The palm of the baton hand is toward the floor, the finger-knuckles
are toward the ceilirg, so that the wrist can be flexible in its most natural
direction-~the hand able to swing up and down from the wrist. Only when such
wrist. flexibility develops can the conductor deliver his intentions precisely
to the tip of the stick.

3. TWvery time~beating gesture has three parts: the preparation, the
ictus (the exact instant of %he beat), and the rebound or reflex after the
beat.

i, There are two basic types of gesture: the active gesture calls

forth sound from the musicians; the passive gesture requests the orchestra

to remain silent.

5. The ac-ive gestures may be classified as follows: the legato, the

staccato, the tenuto, and the gesture for controlling responses after the

beat, which gesture we term the gesture of syncopation. These gestures must
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be dealt with in the following manners:

The legato gestures: This gesture is a smooth, flowing connection

from ictus to ictus (from best-point to beat-point).

The staccato gesture: This gesture shows a complete stopping of

all motion, momentarily, in the baton, after the reflex.

The tenuto gesture: This gesture shows great heaviness in the tip

of the stick. The baton proints downward at its tip, and the hand hangs down-
ward from the wrist. The motion is more ~ondensed, slower and heavier than
the legato, and the orchestral sound becomes intensely sustained.

The gesture of syncopation: This most valuable gesture is used to

bring musicians in after the Teat instead of on the beat. To perform it, the
baton stops its motion one full beat before the gesture itself is to be stated.
The baton stands perfectly still until the takt (beat-point) arrives and then,
without aly preparation or warning motion, states the beat itself suddenly and
Gefinitely. This quick motion, preceded by its stop, clarifies the exact
moment of the takt and the musicians play autcmatically and with fine security

inmmediately after the beat. The Precise timing of this beat is one of the

conductor's most valusble skills and comes only with intelligent and ccanscien-
tious practice.h

6. The passive gestures are two in number: The Preparatory beat (before
the first played note at the beginning of the riece, and after fermates, ete.),
end the "dead" gesture that is used to show tutti silences (rests). The

former must show the musicians what is about to happen (the takt that will

come, the dynamics, the style). The "dead" gesture states the passing of

B e U

silent beats. As such it must be lacking in active impulse of will. To
perform it, the baton's tip moves in perfectly straight lines, showing no

f curve, no "musicel or rhythmic interest" as sveh. The gesture is ususlly
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small so that it does not distract the audience from the intensity o the
silence it is vortraying.

A completely develoned DLazton technique means that each of the fore-
going gestures must ve skillfully performed and that the conductor must be gble
to move from one type te arother in smooth fashion, as the music requires,
vithout upsetting the rhytkmic precision.

One word about time~beating in genersl. Trouble starts for the
orchestra players when the conductor shows carelessness and lack of control
in the height of his rebounds {reflexes) after the beat. In time-beating in
One-~to-the~bar the rebound should proceed instantly to the top of the beat.

Ti1 all other time-beating patterns, the rebound, especially after the first
beat of the measure, shoulu not rise higher than half way to the top.

When the rebound of any beat goes too high, the time-beating becomes com-
pletely unreadable to the playecrs.,

Finally, let us mention phrasal conducting and the left hand. A
conductor can combine {"meld") two or more time-beating gestures into one
longer tenutc gesture that encompasses z comparable amount o time. By this
means he can show phrasing and phrasal contour instead of stating each beat
within the phrase. The left hand can also help by speaking independently of
the time-beating hand. .

Thereﬂis not time enough to now go into the independent development
of the left hand. Suffice it to say that it should speak = langusge other
than time-beating. Time-beating is the province of the right hand. The left
hand should be used to show cues, warnings, dynamies, phrasal contour, and
changes of style for one zection of the orchestra in contrast to the other
sections.

The conductor communicates with his musicians through his baton,
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his left hand, and his facial expression. If his technique is not fully
developed, he cannot commmnicate as effectively as he might wish. If he
has technical faults himself, he should not blame the orchestra for mis-reading
his intentions, nor for performing the errors that his hands have indicated.
The conductor also communicates the ideas of the composer to the
audience. In so doing he must KNOW the score thoroughly~~not just the notes
that are on the page, but 2lso the hidden meanings that the composer cannot
write in notation, the subtleties that make a great musical performance. All

of this he must clarify for the audience, through intelligent dynamic

balancing in each performance and for each orchestra he mey conduct, and this
by means of his skilled interpretive gestures.
The conductor should always remember, as Mr. Blackman has said,

that the score slone gives him the authority 'to conduct.

1. Blackman, Charles. Behind the Baton. New York: Charos Enterprises
Inc., International Copyright, 1950 by Charles Blackman. (Carl
Fischer, Inc., New York, sole selling agents.) Used by permission.

2., Malko, Nicolai. The Conductor and His Bs-on. Copenhagen: Wilhelm
Hansen, 1950.

3. The ensuing outline on gestures is drawn from the material in the following
book:
Elizabeth A. H. Green, The Modern Conductor. () 1961 by Prentice-
Hall, Inc., Englewood Cliffs, New Jersey. By permission. '

4. When the conductor wishes to control a reaction very late in the beat,
the gesture of syncopation may be transferred to the rebound of

the gesture, the baton stopping on the principal beat instead of
the preceding beat.
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CHAPTER VI

PREPARING THE MUSIC ETUCATOR TO USE THE MUSIC OF HIS OWN AND OTHER CULTURES

Introduction

We live in & world where it seems that new nations are continually
emerging, and at the same time distances are constantly diminishing. A satis-
factory adjustment to the exdsting situation requires all cultural areas of
education to face two types of special problems: +the problem in esch individual
country of building and maintaining knowledge of and pride in its native culture
and the problem of developing tolerance and understanding of unfamiliar cultural
forms.

Teachers of music in the schools have an important paft to play in
solving these problems. Nations depend greatly upon their schools to foster
in the coming generations a knowledge of their own indigenous music and a
determination to prevent its weakening or extinetion through over-emphasis on
other idioms that have a special passing fascination for youth. At the same
time, the responsibility also rests with music educators to meintain a responsible
balance between the indigenous and the foreign musical influences. In today's
world the intelligent and tolerant understanding of other peoples can often be
greatly erhanced by a well=plasmned introduction to their musiec. To prepare
teachers to do these varied and difficult tasks demands that they be well-
oriented not only to the music of their own and otner cultures, but also that
they develop the interest and skill to use such music successfully in the

schools.
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Teaching the Music Teacher to Use the Music of His Own Culture

David P, McAllester

One's first reaction to such a title is to think "What nonsense,
what other music does a music teacher use than that of his own culture?" Then,
on reflection, one remembers hearing that mich of the music learned by school
children in Japan and India is Wesern ‘ropasn, and cne thinks, "hat a pity
t’’ey do not do more with <heir own rich resou -ces of native music.. after all,

i 1s theirs!" As : matter of fact, Anance Toomaraswaemy in The Darice of Shiva,

written more than forty years ago (192L4) mac¢- an eloguent plea for Europeans to
learn the arts of India not only for their intrinsic value, but glso because
they were being forgotten in India and he hoped that they might be preserved
and carried on by Europeans!

It is true that in much of the world the accidents of history,
including several hundred years of colonization, have given Burcpesn modes of
education, and also European content in education, a weight and an importance
that are, perhaps, far more than they deserve. 1In a good many non~European
countries lively attention is being given to this fact in recent years. The
work of Nketia in Ghena, Maceda and Magulso in the Philippines, and a goscd
many others, show us that an era of cultural colonialism is drawing to a close.

However, this is not my problem at the moment. T am to consider
as a music teacher (and as an anthropologist) whether we, in America, are fully
aware of the resources of our own American culture; whether there are special
ways.in which music teachers might be able to leérn to make fuller use of the
music which 1s all around us in our daily lives.

Quite obviously, I would not be reading this paper if I thought
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American music teachers were meking full use of the resources of our music.
My purpose is to show that there are great areas of misic that are virtually

untapped, and that there are great areas of teaching method that are virtually

untried.

To begin with the areas--the kinds of music--it is no secret
that our music education places a tremendous emphasis on the giants of nineteenth
century European music. This is "classical” music, and a soornelation of it is
often thought to be the chief goal of American music educa—on. As 7 Or peror-

mace, few schools can attempt Beethoven's Missa Solemnis, ¢ = copprmise is

reached with some of the "easier" short works of the glants aic! the greatest
amount of time is spent on various art musics that are not so ~rffiezit to
perform but which still sound like nineteenth century classice ! ausic,

Out of this teaching tradition emerges the curixu: iact =hat the
great majority of Americamsare subjected in school to a mus: : that they hardly
pay any attention to outside of school! In anthropological terms, they are
exposed to a music that essentially belongs to another culture than their own.

In fact, to the anthropologist, there is a prevailing discontinuity in American

teaching that we rarely see in the simpler societies where we do much of our
research. In the smaller, more homogeneous cultures described in most anthro-
pology studies there is no such thing as a teen-age generation in rebellion
against the values of their elders, but rather a smooth tramsition of generations
tuned to the same values.

In the complex, rapidly changing American culture, we are not yet
fully aware of the cultural revolution we have on our hands., The fact that we do
not have a better term for our insurgent generation than '"teen-age" or the
frightened and derogatory "beatnik" shows how little reality the problem still

has for use.
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The basic fact of this revolution is that the young people zre

already possessed of a culture. They have a language, a dance, gosgls and

deals, a style of living, and, especially, a music, all of which are hardly
intelligible to the older generation. They learn this sub-~culture of theirs
from their young leaders (Kerouéc, Ginsberg, Farina, Dylan, Alpert, Bac:, Seeger)
and the fascinating thing for us; as music teachers, is or should be, &h S0

nany of these young leaders are musicians!?

Educators across the country are aware of the focrmidsble "prot iem"”
they have on their hands, but the fact that it is seen as a problem reveals
that we are not sufficiently aware that we are actually dealing with a full-~
scale cultural revolution. We still have a tendency to tell this new generation,
n a variety of vays, that their culture is just somethiﬁé for kids, that they
111 grow out of it, and that beyond their limited horizon the real, valueble
1dult culture is waiting for them, beckoning, and that its agquisition will
ring rich rewards.

In the area of music, the insurgent generation is told that they will
oon get tired of Rock'n Roll (as their parents were the moment they heard it),
hat the catchy TV commericals they love are "not art," and that the urbanized
olk music they sing is "not authentic." However, as we tell them this, more
nd more of us are coming to realize that we are merely voices in the wind--~
omehow, there is nobody nuch listening to this message, anymnore.

The adults who get through to the younger generstion these days,
re the ones who can learn the language--who in fact, bave come to the reali-
ation ‘that we are indeed dealing with another culture. They are the rare
2ople who are willing to learn what are the values of the insurgents, they
"e the rare people who can refrain from turning down the volume of the latest
*atles, or Bobbie Dylan, or Thelonius Monk record. There is coming into

d stence a whole profession of teen-~sge understanders-~they are almost & kind
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of social worker--they are in fact, enissaries to another culture. But most
music teachers are nnt among them.

The reason for the emissaries is that teen-age culture is beginning
to dominste many areas of the American culture-at-large. They have captured
the communications. Most of the record industry, the movies, much of TV and
radio are supported by teenagers. he grace and bouyancy of their style of
life has captured our ball-rooms and our fashion salons. After all, who doesn't
want to be young and beautiful, and up with the times?

But it is not all charm. Their strident voices have shouted down the
presidents of great universities and their deaths have shocked the United States
Congress into belated civil rights legislatiomn.

What we see today are two strong cultures ccﬁpeting for the attention
and acceptance of the sub-teen-agers. And (in the competition) the insurgent
generation has many advantages over us--the squares.

As a student of culture sees it, the youthful revolution in values
has created a new definition of education. Normally, education is part of the
process called by some anthropologists "enculturation" (the culture inculcating
its own values). The American situation today, in education, more closely
ressembles "acculturation” (a dominant culture imposing its values upon a
recipient culture). Enculturation is usually achieved by natursl modes of
emulation, motivated by clear rewards_all the way along the path. Acculturation,
on the other hand, is a very rocky trail, full of wresentments, surprising kick-
backs end reversals, and, often, uncertainties as to which is the dominant and
which the recipient culture.

My thesis here is that acculturation is not educatiocn at all and

that teaching in Amzrica must be brought back into the mode of enculturation.



17 the two cultures ~in be re-united irtc one, the normal and pProper moce of
t~aching can be re -med.

What CGoes all this imply for the music teachers?

Tral” .c on nineteentn century glants, they are for the mos:
part caught up in a world so far from "the scene”, that they have .0 idea
"where the action is." They are still sending missionaries to the teen-age
culture to preach earnest sermons to desf ears. If we are to teach the wusic
teacher to use the music of his own culture, he must face the fact, in Americe,
that his own culture includes not only his ancestors but also his children.
These children have suddenly grown up when we w;fen't looking, and have pro-
duced a culture of their own. We cannot ignore it, or wait for it to g0 away--
it shows every sign of vitality and vigorous growth. Soﬁ; of the "teen-age"
leaders are in‘their thirties and forties and are still leaders of a lively
revolution.
. I do not suggest that music teachers begin by abandoning the
nineteenth century giants. Whether the insurgents know it or not, or care,
! these giants are part of the culture. But I do suggest that the music teacher
must broaden his horizon to include the twentieth century giants. His perspective
must ihciﬁde current trends in all parts of his own cultuve.

If a certain kind of Negrc gospel hymn has broadened its function
to provide the music associated with the civil rights movement, the music teacher

must know about it. This is music that is stirring the hearts of a considerable

sector of our youth. The music teacher has the professional equipment, as

{ historian and analyst, to help young people make exciting discoveries gbout a
music they already love. The teacher can show ways, beyond the intuitive ones,
of discriminating between excellence and medioerity here as in any other music.

If the blues say something about the dilemma of modexrn man that
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makes young people listen, then the music educator must find out what it is

that they hear. He will have to climb down from his pedagogical platform and
learn quite a bit from the younger generation, but he need not fear for his

role as & teacher. His long years of study, his particular disciplines, have
given him something precious to impart. Many young people, perhaps most of
them, respond to blues, or jazz or Rockn' Roll without knowing why. In the
educational context they would welcome the opportunity to krow what is happening
musically. They have a great deal to learn about the history and social context
of these musics. So do most of us--the scholarship has Jjust begun.

These are what I meant by "great areas of music that are
virtually untapped,” in our culture. My point is that music education can no
longer afford to be precious in its definition of what is worthwhile in music.

As for "great areas of teaching method, virtually untried,”

I have in mind two in particular. The first of these is concerned with the
social relevance of music. Music taught solely as a progression of notes is

music taught in a vacuum. If we are tc teach the music of our culture we must

know its history in the broadest sense--not Jjust its chronoiogy but its meaning
as an intellectual force. The arts have such an immediate intrinsic interest
in themselves that we are tempted to forget that they arise out of the needs,
sufferings, and joys of people. But the moment we close the door on a compart-
ment called art, or music, we will find that any member of the younger genera-
tion is either in theré with us as a mere prisoner, or that he has managed to
slip outside when he saw the door beginning to close. This is a generation
concerned with social relevance; and they will not let us forget it.

I will never forget an experlence I had as an undergraduate
singing Cbrist Lag in Todesbanden" under Nadia Boulanger. She stopped us,
with an intense look, and said, "But you are young people, why are you singing

like little old men and women? Bach was young, too--he was yvoung until the day



he died!" Before that moment Bach was to me only Bach, z revered figure,
Since then he has been Young Bach--1 have thought, anyway, that I have a
special feeling for the excitement he can generate. What I mean by social
relevance is no more than this. Why did Brahms, or Pergolesi, or John Cage

or Charles Ives write that way? Were they young, were they angry, what moment
of history do they express?

Another relatively untried area of teaching method is in the field
of performance. We are still teaching ''note'", when such prophets such as
Marshall McLuhan are telling us that we are returning to the oral tradition.

As some of you know, there is a real crisis in musical performance today. For
example, not enough people are learning the violin to man our orchestras.

But the demand for guitars is so great that there are waiting lists
everywhere while the manufacturers try to catch up with them. A quick look at
the music of the insurgent generation will tell us that young people are more
musical than ever before, but that it is a music they are learning from each
other, not from their music teachers. It is a music with its own genius and
much of it cannot be learned from written notation. The accent has shifted
from harmony to melody, from fixed composition to improvisation and ornamentation.
Almost inevitably it is beginning to respond to the genius of the music of the
Near East and the Far East, which has developed these areas of musical expression
so strongly.

Here again, the music teacher is superbly equipped by his background
and training to recognize what is going on and to be a leader in it, if he can
develop an awareness of the meaning of our cultural revolution.

In particular he can identify the masters in this new music show young
people the difference batween masters and amateurs, and let great musicians of
éll'eras in our culture take their places side by side in the music curriculum,
And in the teaching of performance, if we can realize that some of the new modes
of performance are not msrely the abandonment of all 'standards," but contain
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new ideas capable of great sophistication, again we will have dropped some of
the blinders that have prevented us from recognizing a vital part of our own
musical culture.

Perhaps in the sessions to come we can develop more dialogue as to
ways and means to the unification of our culture. I hope T have convinced
you that there is a need and that there is little hope if we atempt a unifi-
cation based on competition or suppression. On the other hand, if we open our
eyes and ears to the full gamut of music in the on-going culture around us,

we have a prospect of much discovery and great excitement.
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Preparing the Music Teacher to Use the Music of His prLgplture

Salah Mahdi

I am very happy and very honored to address a friendly audience in
discussion of the problems we have encountered in the course of programs of
instruction in music, and the solutions that we have used in order to solve them.

You are not ignorant of the fact that, by its geographical location
Tunisia is a crossroads of occidental and oriental civilizations; because of
this, Tunisian musjc combines the intelligence of the occident with the sensi~
bility of the orient. It is the product of a fusion between the art of the
Berbers and that of the conquering countries. Tunisia has, in effect, received
in turn the Phoenicians, the Carthaginians, the Romans, the Vandals, the Turks,
and finally the Mussulman refugees from Spaln.

Since the accession of our country to independence we have established

a plan of work of which the principal obJjectives are: the safeguarding and the
blussoming forth of our national music by efficient means and the organizing of
instruction capable of giving to students « sufficiently complete musical culture.

The reorganization of the Conservatory was prescribed. ‘Tday 1t is
comprised of two sections: one section ofl occidental music and esnother of
oriental music. The completion of studies in the oriental divislon is certified
by the diploma of Arasbien music. The examinations for this diploma include
questions on all of the modes and rhythms, those of Arabian and Tunisian music
in particular. Each condidate is required to interpret a classic Tunisian song
in the rhythmant. He must also trenscribe in solfége a second song that is

dictated to him vocally. Equal stress is likewlise laid on the sight-singing of
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st111 another piece. Further interrogation concerns the history of Arabian
music and the meters of Arabian poetry.

The requirements in theory and solfege esre essentially the same as
those imposed on the students of the upper division classes in the occidentel
curriculum: to acquire s thoroush knowledge of chords and their inversions and
to read at sight in the seven clefs.

Fach candidate must be capable of playing with ease one of the
orienta) instruments,be it the Aoud (Lute), the Kanin, the Rebab, the §§i’or
the Violin. The occidental instruments of fixed pitch do not lend themselves
to divisions of pitch less than the half-tone so that the execution of most of
our modes thereon proves impossible.

In order to give you an accurate idea of these instruments, I shall
improvise for you a solo on the Lute (AoGd), then on the Nai, & kind of reed
flute.

The teaching of music in the secondary curriculum procures for the
student a general but not thorough culture. In fact, an hour of weekly instruction
is given over to this discipline. The progiam includes solfége, singing, ideas
on the history of music and musicians, and some listening to music, recorded end
explained, of which the selections vary from trs Bachraf (a piece executed by
all the musicians, like an overture at the beginning of a program) to the concerto
or tihxz symphony.

The pupils who show, by thelr attitudes and individual tendencies, a

talent for this art are directed by their professors toward musical training,

that is to say toward the Conservatory. There exists within each establishment
an academic musical association, the adherents of which form a small orchestra and
a chorale of essentially oriental music, as is foreseen by our plan., This musical

culture received by the pupils will have contributed tc¢ the formation of the aud-

iences of tomorrow, who will be open-minded toward good music, oriental or occidental,
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without prejudice and without any attendant complex.

The second question that I wish to take up is the method adopted
for research intoc ouwr musical heritage. The Secretary of State for Cultural
Affairs has organized three congresses which bring together the great experts
from all regions of the country. The recordings collected by word of mouth
from all of these masters have been translated into solfage. We are occupied
at present with publishing them with a view to a larger distribution, thus
completing the work of the‘association, “LA RACHIDA," "The Backbone". The
latter, founded in 1935, has as its purpose the gethering together of our
national musical heritege, its transcribing and its expension. It organized
courses end concerts. The recordings of these presentations are broadcast by
all the radio stations of the Arasb countries.

Another facet, the Seminar of Naghrebin (Far Eastern) Music, organized

by the Secrefary of State for Cultural Affairs, grouped together the musicologists
of the far eastern countries: Algeria, Morocco, Libya, Tunisia. A study on the
Nouba, of Andalousian origin, of these countries was established, thanks to the
presence in Tunls of their classical chorales. The modes and the rhythums,
employed in the scholarly music of eaéh of the four countries, were brought to
light through perfected reccrdings. All of these studies are on the way to
publication.

In the field of artistic decentralization, we have created branches
of the National Conservatory in the thirteen capitels of the territéries of
Tunisia, as well as orchestras, and folklore ensembles in each city and almost
all villages; always in this order of events the groups of wind instruments,
BANDS, have been reorganized and there have been pieces written especially for
them which do not contain the small divisions of tone so purely Tunisian in spirit.

This artistic renaissance is fathered by the government. In fact,
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competitions between the musical associations have taken place annuslly. A
tough elimination competition is held in each local region; the choser bands
participate thereafter in the national competition, and the best of these often
perform before Monsieur le Prasident de la Republique (the President of the
Republic), who is not miserly with his encouragement.

Thus I can say that our efforts have been crowned with success, since
we have succeeded in bringing about a rebirth of our music, and of giving it
once more its proper expression, for today it vibrates in all hearts.

We hope to see this evolve by the individual innovations that the
composers will bring to it. 1In this spirit the Secretary of State for Cultural
Affasirs proposes to give annually certain prizes for the best compositions and
songs for children and pupils in the primary and secondary schools, as well as
for the best pieces destined for academic orchestras.

The second stage will be realized by the imminent creation of an
orchestra for classical occidental music; we hope to see it come into being
rapidly, a symphony orchestra, thanks to the aid furnished us by the foundations
of patrons of music and the contributions of friendly countries. There is
envisaged also the creation of a certein mumber of orchestras for jazz and
light music.

The preservation of our own music having been realized, we are now
opening a window on the occident, without fear of other influences which can
now be beneficial because our music, already anchored in ourselves, is reflected
in our programs of instruction, in our vresentations, and in ouy life.

If there are among you any who would like to know this music a little
better I am at your disposal to present a course on these modes, these rhythms,

and certain of these forms.
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Teaching the Music Teacher to Use the Music of His Own Culture

Bernhard Binkowksi

L. Because of technical and political development the individual

cultural circles have come closer together in the last ten years and have, at

least in Western Europe, strongly influenced each other. This tendency can be
noticed with us especially in music; this applies to art music just as well as
to folk music. In this area foreign songs have such a strong fascination for

our pupils 2nd young teachers that their own cultural heritagg threatens to be
pushed int; the background more and more strongly.

II.

A. If one wants %o find ways to give the folk music of the German
speaking cultural circles greater meaning again, then one must recognize the
causes for it having been pushed into the background. I can give several
possible reasons as follows:

1. Our folk song has largely lost its connection with the everyday
affairs of present day man and has forfeited therefore a large part of its
topical interest.

2. BSongs that were earlier connected with certain professions,
circles of people, and situations are supposed to be sung in school by all the
children, often without any corresponding explanation and introduction,

3« There is a discrepancy between the language of our old folk
songs and present speech habits.

k. Polk songs are subject to a wearing out process.

5. Many of our folk songs are characterized more by melody than

LS
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by rhythm. The possibility of emphasizing feeling as a result of this seens
to be opposed to the modern trend toward objectivity.

6. The great variety of German folklore is upknown to many a teacher.

7. The teacher has perhaps never learned to recognize differences
in quality in the ares of folk music and decides to use inferior examples.

8. The teacher can also attempt too high textual and musical
demands for the age level and thereby perhaps get no response from the children.

9. The teacher interprets a song badly because of insufficient
singing technique or lack of connection with it.

10. The diminishing of childish activity result: In less rezdiness
to sing spontaneously.

11, The impulse of youth to go abroad leads him < prefer foreign
folklore.

12. Hit tunes (popular songs) have displaced fcilx eongs in tike lives
of our youth to a large degree.

B. If one wants to counter these causes, the teacher must know how to
teach-thg right song to a class at the right time and in the right form. In
detail T see the following pcssibilities for this:

1. Wherever it is possible, we should bring the song sung in
school into relationship with the life of the pupil: a morning song at a morning
festivity, a wanderer's song before or after an excursion. A song that is
dramatized will have meaning and function.

2. If, where professional and group activity songs are concerned,
this relationship cannot be presented directly, then we must in_troduce the
children to a situation corresponding to that out of which the song grew and
must activate their imagination so that they can identify themselves with it.

The younger the children are the easier the teacher will find this task.

3. The texts of many of our songs are characterized by simple, but
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appropriate choice of words, uncomplicated thoughts as well es imaginative
descriptions and comparisons. The juxtapositioning of these with overburdened,
confused, and cliché filled texts can awaken in the pupil a taste for originality.

L. It is the job of the editor of books of folk songs to test the
songs chosen again and again according to +their worth and suitability for the
age group for which they are meant.

5« The young people of today do not reject feeling in itself, but
only its over-emphasis. Such sentimentality may sppear also in good examples
Of Romanticism because of the type of interpretation. If the teacher ard ths=
class sing such songs simply and naturally, this will permit them to recognize
the magic living within.

6. The teacher, during the course of his training, must become
scquainted with and be able to sing many and varying songs. Singing =nd mak:i
music should, however, go beyond the narrow boundaries of being a sci ol subject
even to festivities, festivals, and excursions. It has been found especially
fruitful to sing the folk music of an area in which a musical "get-together"
takes place.

7. Quality is also of great importance in folk music, One acquires
bases of Jjudgment for a song by studying its indivigual parts. Characteristics
of textual weaknesses are plain rhyming, non-characteristic pictures, piling
up of adjectives and expletives or unfounded optimism as well as ideological
self assurance through the content. Weaknesses in melody are present if boredom
is caused by a uniform rhythm or by too many sequences, if individuel notes are
not musically logical, or if unsingsble intervals dominate. In a good song,
text and melody build a unity. Incorrect word mccent as well as varying
character of text and music in its totality or in individusl parts point toward

defective guality. A good means of developing judgment of the worth of a song
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is by the comparison of different melodies for the same text. Here the pupil
can first of all express feellngs and sensations for which he later will find
the reasons. Concepts like major, minor, rhythmical characteristic features,
tempo, melody development, singability, or formal comciseness can help to
clarify the stste of the music.

8. Among other tisings taste and the awereness of quality dspend on
the age of the youth and must be developed aiso in ccanectior with folk musiec.
The tescher must carefully co.:sider how great the technical difficulties end
the mental demands of a song «hat he wants the clasc to sing may be. He must
take into consideration the d.fferent developmental levels cf a child and meet
the preference for certain tyves of songs et the va-ious age levels as far as
he can do it in terms of qua_ity. Subjective valuss like the exXperience wvalue
of a song must not dominate choices., He must also consider that the wortizwhile
examples of folk music oftern do not appeal immediately, but need a certain amount
of time before they are accepted by the class. They should sing these types of
songs more often and for longer periods of time so that they can act further
on the subconscious.

9. The teacher himself has a variety of conditions to fulfill if
a song is to have an influence upon his pupils. He must be~-~with the agbove
mentioned limitations-~convinced of the worth of the song that he wants to
teach and be able to sing it technically correctly. He must also present a
folksong artistically and perfectly. In order to do this, he has to put his
entire personality behind it and experience the song at the moment of singing it.
For careful preparation of a song he should thoroughly work it through textually
snd musically. He must consider slso which tempo is fitting for the song,
whether he should present it with or without accompaniment, and how he should
introduce it to his pupils.

10. Activity and the readiness to sing are mainly dependent upon
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the choice of songs. The fact that boys snd girls today are influenced above
all by rhythm is to be teken into consideration. Rhythmically emphnasized move-
ment does not depend only or. fast tempo or strong syncopaticn, as .neny examples
from the Alpine area Prove,

1l. Foreign folkl:ra cam fruitfully influence one's owr if one,
for exmmple, compares a foreizn sonz to an indigenous one with sim lsr content
or makes a detailed study cf national characteristics through the r3sistance of
text z:d melody,

12. As opposed tc the meinly negative influences of hit songs we
must create counterbalances. A factual treatment of the elements of a hit tune's
text, malody, arrangement, anc interpretation will take much of its secret
fascination away. Working with songs should not be monotonous, but should be
varied. One should use wisdom in limiting the amount of tracing of theoretical
knowledge. The teaéhing of a sopg by singing it to 4the class and by having the
class sirg it after one is quite an acceptable means of teaching a folk song,

even if it is not the only method. An example will also win interest with
older pupils if ome helps to bring alive the iiving conditions or the spirit
of the age of its origin or if one in a given situation points out the
connection between folk and art music. Also the reproduction of a song
through performance by the class should be full of variations, I suggest as
possibilities: singing in unison in the e¢lass group; in groups whexre singers
lead the elass or with instrumental accompaniment; vocal part singing with or
without insﬁruments in chorus; the connecting of song and dance, or mimic-gesture
Presentation; and the-combinations of these possibilities within a song, The
reduction in the number of songs 4o be sung through seems %o me important.
These should be sung in cycles and can thus become a spiritual possession of
each individual. Finelly one must pay attention to the fact that folk music

is not bound to the school room. It will come alive above all on outings,
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excursions. camps, and school. recreation centers. Also folklore contests
between groups, classes, or zchools will work out well, especially if several
numbers are sung together.
I1I. The owerlapring of zultural circles in art music is especially
sonsprecusi: as the names ©f Ezxch or twhe Viennese classicists show. I shall
iimit myse.® here to z few poimis comcerning ways in which one can discuss
works of art music in school.. These are, I believe, generally valid consider-
ations which are derived fr«m the music of our own cultural circle.

A. What should be szudied? My answer is: o014 and new music, in
so far as it is s5111 "liviug" or already recognized. The historical music
of our cultural circle shows peaks that possess an especially great educational
worth and awaken a sense for tradition. The contemporary music helps the
student to understand the spirit of our times better. The existing quantity
of important works demands a careful choice of the most important "key works",
which may be considered as typical for a genre, form, period, or personality.
The choice should also be full of variety. Instrumental and vocal music,
absolute and program music, polyphonic and homophonic styles should be taken
into consideration. With large works one can limit oneself to individual move-
ments.

B. When should art music be studied in school? The answer: Fit the
music to the age of the puplls. We know today that one can begin with this
very early. In elementary school the children themselves play small models of
art music, among others from Orff and Hindemlth. An art song like Mozart's
"Komm, lieber Mai" can be sung already by nine-year olds. As preparation for
later successful wérk the children must be taken through a basic course of
study of music and in easy steps should attein the basis for a perceptive point
of view regarding music. The ten to fiftewsn year olds should be taken through

the art music of their own culture in a systematic way built upon the knowledge
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of tihe most importanz w...s of theory and form. The combination of word and
music which mskes thz ~¥r rgtion into the musical content easier, is especially

significant in this ag~ . -cup. Art songs like Schubert's "Heiderdslein",

ballades like "Prinz ! . =n"” by Loewe, and arias like "Schon eilet froh der
Ackersmann" correspcii i te well to the understanding of eleven snd twelve
Year olds. Vith pupi. =:rteen years and older one can, along with further

songs from the treasur: oo German Romanticism, go into the discussion of oper-
ettas and operas in ti:: = le of Mozart's "EnthfUhrung" and Weber's "Freischiitz".
With pure instrumental - ~.2 it is probably best if one begins with small
examples of stylized d«r .- music and program music. A study of form variation,
as that of the fourth mssment of the "forellenquintett" leads into the larger
forms of the sonata or the fugue. Characteristic anecdotes and the biography
of the composer, given fuily later, awaken interest in his work. The pupil
sixteen years or older shcuid then be introduced to larger forms and major works,
into the far-off music of the Mlddle Ages and of the early Baroque, and intc
the latest developments in contemﬁorary music. Now music history can illuminate
the meaning of the works zrder discussion through the evidence of contemporary
research. The performance: of original works Of one's cultural circle im chorus
and orchestra seems to =2 to be especlally fruitful. The higher the quality of
the work to be played th= greater its educational influence will be. The teacher
must therefore become acgmainted in the course of his studies with those works
which are suitable for school.

c. Finally the question of how one can introduce such muslc in a class
should be briefly outlined:

l. The goel of all methods must be to awaken and maintain the

interest of the pupil in & work in order to mske possible a very deep under-
standing of it. The patr lLeads from one's own music making, or, where that is

not possible, from liste=i: via an explsnation and via the werking through



(by the accomplishment of listening assignments) to the comprehension of
musical continuity. The instruction should be presented in an objective
manner free frcm all biase.

2. In vocal music we place worth on the student's learming
gradually to express in words the mood content of the music, the relation of
text, melody, ard accompaniment and the effect of preludes, interludes, and
postludes.

3. Small examples of instrumental music can first be inter-
preted in terms of feelings. The pedagogically fruitful questior of "why"
should be answered in terms of the music. The answer which at first is
general should become more precise and be based upon musical facts which can be
expressed objectively and correctly as the pupils become older.

4, The basis for a pupil's abilivy to give a well-founded answer
lies in frequent playing, singing, or listening to some model themes Or smaller
sections which have been sought out for this purpose. The same work can be
used in different age groups for different aspects.

5. Starting points for this are among others:

a) Directed impression of feeling. This method is especially
appropriate for program music like R. Strauss' "Till Eulenspiegel", if the
teacher explains the story without the music before the playing of the work.
Also this way is possible if, as in Beethoven's "Fifth Symphony', there exists
a c¢onnection between the personality of the composer and a work. The directing
of attention to secondary features of a movement like instrumentation, tone
color, sound impressions, or dynamics awakens interest with less talented or
young pupils.

b) The method which we use most frequently begins with the form
of‘a movement. We limit ourselves to the thurough treatment of several esgential

factors in a movement, such as theme, main motif, type of development, or
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contrapuntal work, so that the pupil can find his wey from here, with more
frequent lictening, into the entire work of art. The giving of listening
exercises like the characterization of a theme or the writing out of the formal
development in simple graphic terms reenforces this method.

¢) Further points of departure come about if one connects
a work to other contemporary happenings. I nsme as examples: musicgl works
and folk music from the Vienmese classic period; the work as an expression
of the spirit of the times in Beethoven's "Eroica"; or the work in connmection
with cultural history in Bach's Brandenburg concertos. Our pupils can also be
appealed to by a comparison of interpretations of the same work by different
interpreters. If the music of one's own cultural circle is made part of the

individusl in the manner discussed gbove, then the path into the brcad field

of international music is opened to him.
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How Vie Teach Japanese Children Our Traditionsl Musical Culture

And How We Train Our Teachers For It

Nachiro Fukui

1. The Traditional Music in Japanese Society, and the Organization of
Music Curriculrm in School Education.

Japan has been rapidly absorbing Western civilization ever since
about 100 years ago when it abolished its seclusion policy and started to
associate with the Western countries, Music is no exception to this, and
Western music has come to occupy an important place in the life of the Japanese
peocple along with the traditional Japanese music. According to the survey made
in 1955 by the National Broadcasting Corporation (known as NHK) the interest
shown in each different type of music by Japanese out of the total number of

people polled was reveaied as follows:

Traditional Japanese Music 13.0%
Western Music (Classic) 2h. 0%
Light Popular Music 39.7%
Popular Songs, Folk Songs TO.3%

(In this chart, "popular songs" employ the Western style music, but
are definitely based on Japanese meledies and emotions. )
These figures tell us all about the status of music in Japan. 1In
other words, Japanese style dresses have become unusual in our life in Japan,
Likewise, pure traditional Japsnese music except Japanese folk songs has become

n specirml type of music to us Japanese.

One of the reasons for this is that traditional Japanese music is

being isolated from the Japanese people's life which is being westernized. Another

ROy 4 1



reason is that music education in schools has, so far, been instrumental in
creating the interest in Western music améng the Japanese people.

Music education in Japanese schools has adopted from the very
beginning the organization and methods of Western music, and the curriculum
for music education in schools was based on the Western style of music.

2. Traditional Japanese Music in Japanese Music Education

Music as taught in Japanese schools is based on the Western style
five line music notes, Western style musical instruments, «nd singing by
solfége, and the materials being taught are as follows:

A. Materlals for singing (based on current text books)

Primary School Composition by Traditional Composition by
Japanese Melodies Foreigners

1st Grade 75.9% T.0% 17.1%

2nd Grsde 76.6 7.0 16.4

3rd Grade 62.C 5.6 32.4

kth Grade 4h.3 11.4 Lk.3

5th Grade k1.9 10.5 47.6

6th Grade 35.0 11.7 53.3
Total 56.9 9.9 3k.2
Junior High School

1st Year 22.4% 4,59 73.1%

2nd Year 19.7 6.5 73.8

3rd Year 39.6 6.2 54.2
Total 26.1 5.7 68.2

Namely in primary schoolls, 9.9% of songs sung are traditional
Japanese folk songs and children's songs, and in junior high schools, 5.T7%

of the songs belong to this category. Compositions by Japanese composers




are based on the Western style composition method, but naturally, many of
them contain Japanese melodies and Japanese feelings. For example, in the
major scale, materials lacking the fourth tbne and the seventh tone would
be the Japanese style melodies.

B. Types of Educational Materials for Music Education (phono-
graph records). The percentage of the traditional music smong records for
music appreciation.

Primary School

1st Grade 12%

2nd Grade 11.1
3rd Grade 1.1
Lth Grade 19.0
5th Grade 8.7
6th Grade 14.8

Junior High School

1$t Year 280 6%
2nd Year 28.0
3I’d Year 1""0 3

In other words, as shown above, in Japanese schools, more tradi-
tional Japanese music is being used in music appreciation lesscns. And, cf
course, for this purpose, pictofial materials‘and photographs of Japanese
musical iastruments are shown with explanation by the teachers.,

When Japanese children enter the school,, they learn Japanese
culture in music by singing songs or listening to the records of the traditional
Japanese scale wh;ch has been handed down to us for ages, and there are no
special teaching methods for traditional Japanese music, and the methods are
the same as the one used in teaching Western melodies. Besides, there are

"ereative singing gumes based on Japanese words and impromptu expression.
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activities, and out of these are born the traditional scale music experiences.
That is where the national languages and melodies have been naturally united
into one.

At this point, one may have in his mind one question regarding
the teaching of such music in schools. How would the children play traditional
Japanese misical instruments? Most of the Japanese children do not play those
traditional Japanese instruments but merely listen to their tone colors by
means cof phonograph records.
3+ Traditional Music in Teacher Training

One of the problemé Japanese music education is facing is that
teachers do not know too much about the traditional Japanese misice.

Music educacion at the teachers' colleges, like the music education
in primary snd junior high school; centers around Western music and most of
those teachers' ccolieges conly teach the his*ory and the uutline of Japanese
music as kunowledge.

Recently, however; sume universities have not only taught courses
emphasizing knoledge about the history of traditiqnal misic or the ocutline of
such misic, but also have started to teach how to play traditional instruments,
and it is hoped *hit many universities will follow suit.

4. Problems in Traditional Music and Possible Solutions Thereof

Japanese music educators are not satisfied with the percentag: of
the traditional music being taught in schools. They are beginning to feel
strongly thet the quality and the amount of trasditional musiec must be raised
to a certain level.

It is to be noted that the following problems exist in incorpor-

ating the traditional music into a Western music organizations
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A. Traditional Japanese music 1s so delicate in its melody
movement and rhythm that it can hardly bve recorded on the five line music,

B. Traditional Japsnese music grew up w.'-h the traditionsl
instruments and therefore is umsuitable to play with the Wesiern instruments.

C. Trediticnal Japsnese music was clcsely .onneniad:: with the
life of ancient Japan, and such a life has not been changed imch since then,

and therefore, such music is isolated from the life of today's Japanese people.

| (For example, lyrics.)

In other words, if we were to adopt traditionsl music in the
strict sense into school music education, there is no other way but to let
the students appreciste it by means of phonograph records, movies and TV pro-
grams. To further this trend, it is necessary for us to collect and organize
the traditional music remaining in various parts of Japan, and then select
something out of it which might be suitable for the schools.

Furthermore, in order for children to participate in traditi . .2l
music as part of the music education in schools we need:

(1) To srrange traditional melodies such as folk song
melodies sc as to be adaptable to the Western style of pcrformance.

(2) To compose entirely new music based on traditional
scale and rhythm. '

To achieve all these, it is better not to be preoccupied with

the Western style harmony or composition methods.
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Music Education in African Schools

A Review of the Position in Ghana

J. H, Kwabena Nketia

The organization of musical instruction by institutional methods of
the classroom poses peculiar problems for the teacher in Chana, and indeed many
countries in Subsgharan Afriea.

Az musie is traditionally practiced in African commnities &s an
integral part of sccial life, there is a danger that musical activities in the
classroom--an artificially created musical situation--mey be unrelated to experF
ience in society. There is & danger that the teacher might treat music merely as
an object if instruction rather than as something vital, alive and part of
experience.

It is the responsibility of the teacher, therefore, to make music live
even under classroom conditions. It is his responsibility to foster and maintain
the spontaneity characteristic of music making in Africa, to encourage and develop
creative periormance (including improvisation), to foster the virtues of oral
tradition (including the development of good ears and musical memory) while paying
attention to the acquisition of new musical knowledge and techniques. He must
of course never lose sight of the educational ends of nis activities in the
classroom, but it is his duty to organize systematic instruction in all fields of
music in such a way as to enhance and not hinder the cultivation of love for music
so characteristic of the African way of lifé.

There are many problems that must be tackled if the teacher of music

in African schools is to fulfill such e:pectations. The most pressing of these



are those arising out of the cross-cultural situation in which Africa now finds
itself, and which tends tc give undue prestige or importance to elements of
foreign cultures at the expense of corresponding indigenous forms. This is
particularly noticeable in music education, for before the advent of Western
education in Africa (introduced largely by missionaries, traders, and colonial
governments), the classroom situation did not exist. Music was a living expression
and the child learned the music of his culture in much the same way as he learned
his languaze--from the mother, the home, the community, from the total social and
cultural enviromment. Musie was not a theoretical subject. It wes something in
vhich one actively participated. One learned about or absorbed its procedures in
the course of making it. It was an avenue of expression, a particular form of
experience with varied aims and purposes-.
Formal schools of music similarly did not exist anywhere in Subsgharan

Africa as far as we know. There were systems of apprenticeship which offered a
basis for this and which required periods of attachment to master drummers and
other instrumentalists. There were various wethods of helping the individual %o
acquire his musical skills and knowledge of repertoire. There were nonsense syll-
ables, phrases and sentences fcr helping the child to learn to play particular
rhythm patterns. However, individual instruction wﬁere given, was largely un-
systematic, and the process of musical education, like other forms of encultura-
tion, relied more on siow absorption, on learning through participationr and exposure
to musical situations rather than on formal systematic teaching and training. For
the objectives of +raditional education in music were,

1. To ensble the individual to enjoy the music of his culture, and more
particularly the music of the social groups with which he was progressively iden-
tified by virtue of his sex, age, kinship affiliations or mewbership of voluntary

associations.
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2. To enable the individual tc participate actively in music as a form
of social activity or community expression.

3. To fit particular individuals for the special musical rol=s tney had
to assume in society or the particular musical duties they had to perform as
praise singers, wives of potentates, servants of the court, etc. For example,
among the Dagbani of Ghana, drummers of the hcurglass shaped drum (a double-headed
mermbranophone} are court musicians and praise singers. Dagbani custom mgkes it
cbligatory for the drummer's son to learn the art from him so0 that he can take
his father's place when he is too old to piay, or when he dies. A drummer's
deughter, not being herself eligible for this office, must send cne of her sons
to be trained for thils purpose. This obligation is enforced by supernatural
sanctions and one can only absolve oneself from it by following certain counter
ritual procedures.

Among the Ankile of Uganda, the king's praise singers are young men
recruited from the soquiof the prominent men in the kingdom, and have to be
taught their art. The principal musicians of the court, however, are recruited
from a particular distriect of Uganda, the Koki district, from among those who
have learnt to play the Baganda flute.

In addition *o fitting individuals for obligatory musical roles, the
objectives of traditional musical education sometimes included the idea of giving
the individual in rmesical families the basis for a limited professional or economic
use of music. On the whole, however, traditional African societies encouraged the
use of musical skills and knowledge for leadership, for service to the community,
rather than their use in the competitive economic struggie. Fmphasis was laid on
the acquisition of musical knowledge as part of the processes by which the individ-~

ual was integrated into his culture and socliety. Pecple were not educated for



music. On the contrary, often music served as a basis for education. 1 served
as a means of teaching the values of the soclety, as an avenue for literary ex-
pression, and as a means of cocial cohesion. Indeed the musician combined
several areas of.special knowledge. When he functioned as a praise singer, he
was expected to bz a chronicler, to show a good kuowledge of *traditional history
as well as a general awareness of the customs and institutions of his society.
He was expected to show a good command of languagejto possess the ability to use
the traditional store of proverbs and maxims of his society, and to have the
knack of saying the right things in his songs at the right moment.

African kings and potentates are known to expect a 1ittle more from
their musicians in addition to their music. 'Until the close of the nineteenth
century, the musicians of the court of the king of the Ashanti of Ghana were the
king's traders. ©Some of them were also expected to keep the house of the wives
of the king in repair. 1In addition to their musical duties, the praise singers
of the king of Ankile of Uganda similarly were expected to amuse the king by wrestling
and to follow him whever he went hunting.

Naturally the material used for educating the African musician,
informal and unsystematic as it was, vas traditional music together with related
; cultnral traditions. including ori.} iiterature. The advent of missicyury and
colonial education brought with it a new concept of musical education along with
a new set of objectives based on a new music of an entirely different kind with
no roots in the culture of the peop .

For the missionary and the colonial goverument, education was largely
E a tool of social change and music education was simply one aspect of this. Colon-
ial governments set up police and military bands in accordance with the practice

of their home countries. The purpose of these bands was not really to enrich the
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musical life of the countries in which they were established. Apart from the
limited military use of such bands, there was also the need for music for official
garden parties, entertainment for government officials, business men and traders
from overseas who understood rothing but Western music and who, therefore, found
the music of Africa intolerable, or at best "more pleasant to the eyes than to

the ears." '

In Ghana these bands have a long tradition. Tn the early decades of
the nineteenth century, such bsands consisting of African players accompanied the
troops that took part in the battles Tought between the Ashanti ard the British.
During one such battle which took place in 182#, a British general is reported to
have ordered bugles to be sounded in reply po the royal trumpet music which came
from the Ashanti camp. The British national anthem was played to show the Ashanti
the source of the authority of the attacking British force. But the Ashantdy
interpreting this music differently went on the offensive, defeated the Royal
African Corps and captured its British general.

Military and police bands have survived in independent Africa, and
thelr members are still taught to play Western music, this time not for the enter-
tainment of colonial govermments but for the entertainment of African presidents
anG prime ministers, besides performing for "march-pasts”, inspection of guards
of honour and so on.

When we turn to the Christian church which was for many years respon-
sible for classroom musical activities, we find that its objectives of musical
education did not coincide with those of traditiona) African societies. They were
geared to the musical require ments of Christian worship (and worship meant the
singing of Westerm hymns and antehms) and the religious and social life of

Christian converts. There were associated musical types which were introduced
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by the churches: music of the mass, the oratorio, the cantata became as much

a part of the Christian musical culture in Subsaharan Africa as the Western

hymn. And this wae the culture of the educated African, and to a limited extent
the culture of Christian converts who were, until recently, deliberately isolated
from the music and cultures of their own peoples.

Educators in mission schools, and more particularly in teacher training
colleges and secondary schools, not only sought to fulfill these objectives but
also to enlarge their epplication. Musical appreciation became an important
subject of the school curriculum and Gilbert and Sullivan offered an opening for
nev musical adventures. A trend towards literacy in music and indeed towards the
reproduction of the entire music curriculum of the West steédily gained ground.
Whatever was the current fashion in music education in England--whether it was
the movable doh, or teaching musical appreciation by means of gramophone records--
was also tried by "progressive” music educators in Africa.

The result of this process is still evident in many schools in Ghana.
The teaching of Western music, or the organization of musical activities in
primary schools based on Western music and concepts of music education still have
a stronghold in the educational system. The Associated Board of the Royal Schools
of Music, London, conducts musical examinations in a number of African ccuntries.
They have candidates in Ghanaian secondary schools, as well as a number of private
candidates who do not always have easy acecess to the pieces prescribed for secticns of

the examination. Even now, nobody can hope to pass his school certificate music

! examination unless he is well grounded in Western music.

This then is the cross-cultural situation in which the music teacher
in Africa finds himself. Na:ionalism and a growing awareness of African cultural
values are beginning not only to question this situation but to alter it. However,

the progress made so far is not substantial, for there are many problems to be

254 2



solved. So long as the school certificate music syllabus remains Western
oriented, the music teacher who must prepare his students for this examination
cannot ignore it no matter what he feels about teaching African music. It appears,
therefore, that one of the first problems to be tackled is the creation of new
syllabuses which would bridge the musical gap between the educated African and
his indigenous cultural environment, between music in schools apd music in com-
munity life, and which would make the music of Africa their starting point.

In 1959 the Ministry of Education of the Government of Ghana took the
first major step in this direction in the field of elementary school music educa-

tion. A new syllabus entitled Music Syllabus for Primary Schools (that is, the

first six years of elementary education) was published. It was a break-through
only in the sense that it attempted to bring African material into the activities
of the classroom alongside the Western music. Henceforth the singing of African
songs, drumming, and dancing hitherto frowned upén by the churches which controlled
most of the schools of the country, were to be officially encourz gzd. And this
has remained the basis of musical activities in Chanaian primary schools up to
the present time.

Although the new syllabus is transitional and by no means satisfactory
in all respects, it may be of interest to look at the prcvision it makes for a
new approach to music educatiosn. The work for each class is divided into four
sections.

One section i3 devoted to singing. Under this, two groups of songs
are listed as examples of what teachers might teach. One group is described as
"Ghanaian songs," and the other "English songs". For Primary One (first grade),

the English songs listed are: Ding Dong Bell, Baa Bar Black Sheep, Mulberry

Bush. For Primary Two, we have Little Jack Horner, Polly Put the Kettle On,
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T Had a Little Nut Tree. The songs listed for Primary Three are I Saw Three

Ships, O Dear What Can the Matter Be, Little Boy Blue, etc. Strangely enough ,

all these songs are intended to be learnt, sung and enjoyed by school children
whose mother tongue is not English. This section of the syllabus, therefore,
leaves much to be desired.

The second section of the syllabus is devoted to theory, including
notation and sight reading. Aspects of this are included in the syllabus for
each Yyear 3in the hope that musical literacy will be established, at least on an
elementary basis, by the end of the sixth and final year of the primary school
course.

The third section is devoted to rhytblmic movement and includes

simple naturel movements, games, action songs and dances. The main problem here
is5 the integratior of this section with the preceding sections. On this the
gyllabus does not provide clear directions.

The fourth section is devoted to appreciation. Fmphasis is laid not

only on the use of the gramophone but also on live performances including per-
formances by traditional groups to be invited from time to time to the school
as well as concerts by the children themselves.
There are notes for the teacher on methods of teaching songs, voice
production, the teaching of notation, and the organization of percussion bands.
Tt will be evident from the foregoing that while the new sylisbus
meets a pressing demand for reform as well as a gulde for teachers, it does not
go far enough, for its conception of music education and curriculum organization
is based on FEurupean, or more specifically British models, with the results that
the realities of the African situation are not fully m:t. The author of the

syllabus finds it helpful to tell the teacher when dlscussing percussion bands
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that "instruments made of the standard type are aveilaeble from Boosey and Hawkes".
Also that there is "plenty of published material chtainsble from music firms” in
England, while almost all the recommended "Background Books for Teachers' are
books written by or used by British music educators. Fifteen of the eighteen
recommended "Songbooks for Primary Schools" are English song books.

The provision of a syllabus thus offers only a partial solution to
the problem of organizing musical activities in the classroom. To be worthwhile,
it must be preceded by a search for a clear definition of aims and objectives so
that music education in post-cclonial Africa does not continue as a mere extension
of misslonary or colonial educational aims but something based on how contemporary
Africans see music education in relation to their society, remembering that music
education can be at once an instirument of change and a means of fostering and
preserving the musical mlues of a culture. The position of Western music 21§;§—
Vvis the music of Africa must : se reversed, at least in primary schools, so
that the music of Africa--the music of the child’s home environment--is made the
starting point of music educétion. Secondly, music syllabuses, however well
conceived they may be, must be backed by the right kind of training of those
whose duty it 1s to teach music in schools. Primary school musir teaching in
Africa will continue for a long time to be taught like all other subJjects by non-
specialists as a subject on the time table. Hence, music education in teacher
training colleges must be given the proper attention it deserves.

Thirdly, the music syllabus must be hacked by the provision of the
proper kind of material. It is not eﬁough to ihdicatevthat African folk songs
should be taught. The sorgs must be available in a carefully graded form. In
Africa this meané not oniy field collections of music but also the proper study

of such material by ethnomusicological methods. Ethnomusicology can be the
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handmaid of music education.

Fourthly, the music syllabus must be based i zound pedagogic
principles. These should not be merely principles based on Western practice
but principles based on:

a. Awareness of the African approach to music; and in particular the
musical procedures that are applied in Africén.music.

b. An understanding of the structure of African music and the learning
processes that it requires.

c. A knowledge of the psychology of African music, in particular a
knowledge of the musical background of the pre-school child in different African
environments, rural and urban, the level and extent of his capacity for dis~
crimination in pitch, rhythm etec.

These princ’ ples should provide the basis for syllabuses or for working
out detailed teaching programs based on such syllabuses.

In many of these areas, the music teacher in Africa is greatly handi-
capped. His problems are aggravated by the fact that he has no indigehous tradition
of music pedagogy of a systematic nature to guide him. His own upbringing may
not help him either, for more often than not, he is himself a product of accul~
turation and his training may show a bias of a type which it may now Tbe his task
to eradicate from the educational system.

. Moreover, the material with which he has to work is not always ready at
hand. <Ff he has to teach Afiican folk songs, he must search for his own material
and learn tp sing the songs himself. If he has vo teach African musical instruments
which he has never learnt to play himself, he must nov face the task of learning
to do so. Ia such a situation, Western music provides an easy way out for the
unadventurous or unimaginative-teadher, though not for the children; nor does it

further the cause of African music education to seek such a solution.



There is also the larger guestion of cultivating a broad outlook
in music or of widening one's horizon to include the music of other cultures.
Here two kinds of problems require attention. The first is the existencz of
different African singing stjles, scales, ete., which in Ghana, for example,
separate the music of the Ewe from that of the Akan or the Dagbani, the Konkomba,
etc. As ezch ethnic group has a musical peculiarity of its cwn, the school
child of contemporary Ghana must be given the opportunity of enlarging his musical
experience at some stage from the musical heritage of other African peorles.

The second problem concerns the use of non-African music in the music
education program designed for African children. As Africa stands &t the con-
fluence of musical cultures, both Islamic and western traditions, including both
art and popular music, are found in varying forms in urban and rural areas. While
there is a need to restore the proper place due to treditional African music in
music education, the teacher camnot affnrd to be insular in his approach. Nor
can he ignore the modern trend towards "i-musieality”. But he can only intro-
duce non-African music successfully intc Lis teaciing program without confusing
his objectives, if he has first consolidated the child's musical experience of
h*s indigenous musical cultures. This is why it is so important to make African
music his starting point so that the child can have a culturel foundation on
which to build other musical experiences.

-In Ghana the structure for implementing all these or for working out
solutions to problems already exists. Musleis one of the subjects taught in
teacher training colleges %n students. This is dore for the sake o0f the student's
own liberal education and the music lessons that they will have to teke when they

qualify as teachers who have to teach practically all subjects in the curriculum.
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Secondly there is a special te-.cher training college for training
specialist teachers in either physical education, art and craft, housecraft or
music. The general classroom teacher with aptitude for itusic can go to this
training college for two to four years of intensive training in music up to
diploma level. On completion of his trazining he may be posted to a teacher
training college or a secondary school.

Thirdly there is the School of Music and Drama of the University of
Ghana which offers diploma courses in music as well as the Institute of African
Studies of the same University which runs a two-yezr course in ethnomusicology
taken so far by teachers who already possess diplomas in music. These two iv
tutions which work closely together are turning out not omly treined musicians
but also much needed African material which can be adapted in the near future
for schaol use.

There are indications that similar institution for implementing music
education programs already exist or are in the proecss of being created in other
African countries-~in Nigeria, Uganda, Kenya and Sierra Leone-

What is needed both in Chans ¢nd other African countries is a new
orientation, an overhaul of the music education program in schools in new African
centered ways. The difficulties to be faced are great but the opportunities for
new adventures in music education are’also great and challeanging. And this applies
not only to Ministries of Eduv~~tion and Heads of music schools, and their starf
who have made & beginning in reforming their own programs, but slso to the
ordinary classroom teacher, for wltimately everything rest: on him. If he lacks
4nitiative ha can f£ill the hour with activities devised ."or children in other
cuitures without pausing to consider how relevant they may be. If he is imagin-
ative and sufficiently creative, he will face all these problems boldly, and the
masical activities of hls classroom w 11 show vigor, vitality . 3ense oF

direction,
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In the present circumstances it is not only how suct a teacher
functions in the classroom that is important but the preparaticn that be brings
with him into it--the quality of his training, the attitudes he has to his work,
the ki 7 of music that he has studied himself, his willingness to learn, or to
search for the right material, or the interest that he takes in the work of the
music logist. He can make use of the result of this research where,approﬁriate,
Graw on the resulting collection of songs for his teaching material or for
information that he needs to give as background to the African songs that he
has to teach in ~lass. However competent he may be as a teacher he must not, in
the present circumstances underrate the value of working in closeicollaboration
with the musicologist, for in the African field, music education and ethnomusicology
camnot afford to live apart if the & p between music in the classroom and music

in the community life is to be bridged.
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Folk Dances in Isrsel

Fmanuel Amiran~Pougatchov

The coming into being of az "wey of life" in the new-0ld homeland
for the tribes and tribes flowing into the country in wave after wave from all
corners of the world must, by its nature, be very complicated, and even, at
first glance, seem a very strange and unusual manifestation. The lznd of
Israel has become a magnet, drawing its sons, who, though they were exiled for
hundreds of years, never for a moment fo.yot her~-through all the bitter years
of their exile, they kept her spirit alive within thom as if they had Just left
her. This unique phenomenon must aecessarily leave its mark on the rebirth of
the nation.

To those nations whom Fate was good enough not to force zo wander
from “Weir i2ds, it may perhaps be difficult to feel, but they can surely com-
pruaend.

A nation such zs ours that was accustomed to sing much, play much,
and dance much, both in holiday ceremonies and in the Temple, ur just as an
accompaniment to their work in field or town,--such a nation was obliged by
cruel externsl forces to sever all. comnections with Joy in life and creativity,
to dissolve into small groups and disperse all over the globe; to live for hun-
dreds of years with no contact or commmaication with their brothers in religion
and spirit, and to bear the burden of a 1ife of servitude and sbasement which
no other nation in the world has ever suffered.

These circumstance~ are well known and need not be eliaborgted any
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further. But the point was mentioned because it is essentiel to zn understanding
of the renaissance which is taking place at present in substance and in spirit.

The return to a life uf agriculture and industiy~-to a life of physical
labor of all kinds, in city and villages--injected new v.0od; a new spirit, into
the builders of the homeland. Whether they zasme from Europsan cultural backgrounds
or Oriental backgrounds, as soon zs their feet touched the new soil, the new-~
coners immediatel felt that the era had arrived for s new kind of life that
needed other experiences and other melodiex. Instinctively, it was clear to
them that it wvould be different from what they had been accustomed to. Force of
habit and nostalgiua for the countries they came from (it is difficult to be
weahed from traditions and experierces rooted in childhood) rotwithstanding, “haeyr
began to adjust to the new lines of character, new ways of life, and taste, wiica
gradually change i their previous guise.~

Of course, it was the creative artists who were the pioneers in
sensing the "new" or newly-created in the light of ancient traditions; ip the
light of the sun~drenched landscape; in the light of scenes of the country
familizar and loved from a study of the Bible; in the light of the language re~
born and being quickly enriched with new exp?essions; in the light of the modern
reality.

Writers, poets, painters and sculptors, artists of the theater and
dance, and of course, the musicians-~all these, whether professional or amateur
to whatever degree~-were the first to feel the dissonance between what they had
brought with them and the new way of life that had come into being. And here
again, either intuitively or consciously, they realized the need to bridge the
chasm, and to stitch the rernt that Time had torn in the nation. There was and

still is the Peeling that the gap of time lost must be filled as rupidl:- as
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possible, and new links must be found to repair the chaia that was tornm.

There has burst forth a forceful stream of new expressions, iew
melos, new color, ard new movement. And so although to an outsider who does
not delve deeply into the matter it may seem artificial, synthetic, and cal~
culated, it is not so. It appears as if the folk treasury was hidden in *he
keeps of exiled souls, and was passed on from generation to generation just
avaiting the day when it could be unearthed snd revealed to the light of day
to be enjoyed. So it was in poetry and prose, 80 it was in music and dence,
and so it wss in everyth’ng.

And since our :wirject is folk dance, let us conceutrats on this.

In the 1920’s and 30's the need arose t:y express the joy of building
the country in a forceful dance. This dancing started spontaneously, usually
in the evening after a hard day's labor, by the people in the villages and
kibbutzim, by the road-pavers. by the building workers in the city. It is diffie
cult to understand today how these workers had the physical strength to endure
the effort; sometimes the dances continued all night without a break and glmost
merged with the next working day.

The principal d .nce in the string of first dances was and remazins
today~-though not to the same extent--the Hora. This dance is an imported pro-
duct, even to its name, but it quickly became naturalized, developed an individual-
ity, and feels itself to be a native product. It is danced in & perpetuasl circle:
a fey simple stepsi arms outstretched grasping neighboring shoulders. It is an
aggressive dance, syncopated and stressed, as if to burst the chalns ang free
itself from the bound feet 0¥ generations. Musically, there is a Very interesting
fact: The many composers who wrote dozensz of melodies for this dance (iﬁcluding

the writer ) wrote their melodies in 4/4 time, paying no atterntion to the fsct
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that the novement of the feet ig in 6/ time! Inverestingly, tco, the dancers
do not even notice this discrepancy--to this very day! Apparently, the twelve
beats of the three measures of music equalize the tvice-six of the dance steps,
and this total appeases the confliict during the dance. And pesrhaps therein lies
its magice.

Gradually, the generul settlinz~in and tekingz root in the country has
had a calming effect on tre flaming spirits of the early pioneers, and the dance,
too, has begun to express peacefulness and calm. In thils respect, in my opinion.
2 very strong influsnce was that of the Yemenite melodiess whose syncopation is
not so aggressive. Thus therse hawe appeared more and more melodies witlh a
steaiy, even rhythm of simple quarters, eighths, and halves. And so were born
many dances of stately mien.

But on the other hand, dances have bhecome much more complicated
choreographically, sometimes aven too much so. This is the fault of some ambhi-
tious choreographers who wanted to give their folk Jances more artistic and more
impressive forms. The result is that thz body movemeit: and even those for the
feet and hands in many dances are now almost suited o1ly for the young and very
talented dancers. This deviation is being felt, and once again we gre in searcl
of simpler and more modest folk dance forms. It is difficult to describe dances;
they have to be seen and judged from their apiearance.

To conclude: Today, of about 130 dances that sre in vogue, there are
aovout sixty per cent with an Oriertal influsnce, mainly Yemenice, and the influ-
ence of the Areb snd Druze "debka', and the rest show the influences of various
European folk dances.

The young Tsraell dancers also dance and e¢njoy internstional folk ~
dances. The "ssgbras” ’literally, frult of the cactus plant. Native Israeli

youngsters are so~called as they are presumably like that fruit: prickly
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on the outside, sweet, inside.) like +o dence the Hassidic dancss that their
grandfathers danced in +he Diespora ir eastern Furope. The wedling dance,
"Sherele" (the scissors) is the best known and 3Janced.

The initiators and creators of folk dances, . ho at first crested
their dances spontaneously, in 19L4 organized (at the time of the first large
folk-dance festival at Daliz) for the purpose of giving direction and guidance
to folk Jancers and fclk dance instructors, eud to influence compesers to write
sultable music, and choreographers to creete new dances.

They then undertook the training of instructors of folk dance, and
there was formed a special division withiu the Cultural Department of the
Executive of the Labor Fadevation of Israel (Histadruth), Here are a few figures:
There ar: thirteen instruction centers (ulpanim) with a course of study in a
three-hour class once a week for a period of %two years. In this course, the student
learns: the ¢ances themselwes; how to ta2ach a dance; music theory; lectures on
art, style, and folk~lore; and time is cdevoted to syiization of autieniic dances.

Therc are 900 instructors who have finished these courses and continue
their activities. There are hundreds of folk-dance groups in high schools, elemen-
tary schools, and in Youth clubs. Activity is at its height preceding holidays,
preparing for celebrations. Even in kindergarten simple folk dances sre intro=-
duced.

Some towns hold contests to judge the achievements of thelr art and
dance groups.

The special division mentioned abov: organizes regional dance gatherings
at which about two hundred dancers participate~~in the V.lley of Jezreel, the
Galillee, the South, etc. From time to time courses are held to prepare for
spécial events or holidays, such as the harvest festival, planting, IYndeperdence
Day,; etc.

We have learnéd from experience that the creations that are so-called
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products of artistic laboratories, if they are based on natural and true

foundations, soon become _he true national property. Like a life-giving in-
Jection into the body is dissclved into the bloodstream and has a beneficial
influence on its health, so this cultural "product" can be sbscrbed into the

bloodstream of the nstion and flow naturslly to fructify its spirit.
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Preparing the Teacher for Handling the Music of Nonfyestern Traditions

William P, Malm

I have been asked to ~r~mment omn our »Hrogram of world music cuvltures
at The University of Michigan and or. the problem of preparing teachers for
using non-Western music in general. Iet me first say that we have no special
program designed specifically with the educator in mind. However, we have a
one year survey of music cultures of tke werld plus a methodology course in
ethnomusicology on the graduate levei which, I believe, would serve t..e needs
of the educator rather well. The survey might te called a worldwide music
appreciation course liberaily salted with nomenclature and attitudes of the
field of ethnomusicology. The lectures are supplemented by weckly listening
to tapes so that a student completing the two semester sequence would have at
least some aural acquaintance with the major folk and art music traditions of
the world as well as a technical vocgbulary with which te speak about them.
Such courses fit well within the time limits and course raquirements of most
general education majors. For those interested in a deeper involvement in
the field the pro-seminar in =thnomusicology gives an opportunity to read
and discuss the majJor approsches to non-Western music studies as well as
obtain practical experience in transcription, analysis, tone measurement, an®
the handling of field and laboratory equipment.

Beyond these courses, The University of Michigan, like many of its

sister institutions, offers opportunities for actual performance experierice
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in non-Western traditions through so-called study groups which meet afier
hours as non-credit, extra-curricular orgenizations. Presently at Michigan,
performance opportunities are found in tws Japanese musie groups, one Indian
group, and 1a a Javanese gamelan. The degree to which such study groups can
be vsluable to the work of educators hinges, T believe; oxn the attitude of the
person vho is experiencing such an activity. This probiem of attitudes brings
me to the more general and essential aspect of this paper.

The most fundamental attitude we attempt +o lmpart to our students
is that masic is not an intexrmational langusge. A view of the total of
world music reveals a large number of equally loglical but different systems,
many of which are as different from each other as they may be from the more
familiar Western system. Some aspects of a given non-Western system may,
in fact; have a closer affinity to Western music than they do to traditiois
with closer historical and geographical connections. For example, the
ancient Chirese tone system based on twelve untemperad half steps to the
octave, along with Iits concomitant "Pythagorian" comma is more parsllel to
the Greco-Western system than to the geographically intermediate traditions
of India and the Near East with their multiple divisions to the octave. By
the same token, the complex Indian scalar-melody form called the raga and its
resultant musical tradition of guided improvisation has absolutely nothing
in common with the Japanese relatively simple twc scale tone system and
interest in mcecurate reproductions of set musiecal compositions. The latter
is much more akin in these respects to Western art music of the eighteenth
and nineteenth centuries than to the world of Indiesn music with which it

hzs more anclent historicel connections.

In 2 word, we simply camnnot teach one worldism in music because it

won't work. Playing music from around world on the pisne and "properly"

harmonized i not going to help us understend one thing sbout the music of the
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non-Western world except perhaps the fact that some foreign tumes can be
westernized so as to lose their original flavor almost entirely. Rather

we can seek to introduce into ocur teachgrs an aural flexibility which will
enable them ©to hear each music in terms of its own specisl logic and then,
hopefully, impart some of this logic into their students when the opportunity
arises.

At this point we come to the sticky question of how the teacher
applies his knowledge of non-Western music in a rocm equipped with a piano,
an auto-harp, western publications of "world" songbooks, and a record player.
My ansver to this question begins with the last item, the phonogravh. Find
a record of a native performance and teach the children aurally instead of
from notation. In this way they can pick up the tone quality, intonation,
and nuance of a non-Western melody by the most efficient and direct method
known, rote learning. Experiments mentioned earlier in this conference have
proved that children can imitate almost any sound if properly motivated to
do so. Those of us who are parents of young children can certainly add data
in support of this contention. I need only r?call one of my own daughters
who, while attending a Japanese nursery ;chool at the age of three, was able
to sing "Mary Had a Tittle Lamb" with a solid American midwestern accent and
also reproduce "Usagi" in an authemtic Tokyo style which even included
involuntary mouth and head gestures. The classroom teacher can hardly hope
for such authenticity unless we rise someday to the use of video tapes.
However, there are a sufficient number of commerical records of non-Western
music availsble today to supplant all our relatively unsuccessful attempts
to reproduce foreign musics from a Western oriented graphic notation. Through
their use we can give our children direct aural experience with authentic non-

Western sounds.
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Ve mentioned earlier the use of performance groups in our
university programs. They bring to mind an equally important question of
what one does when one wants %o deal nct Just with single line vocal music
but with more complex and, perhaps, more typical larger ensembles. Obviously
there is no public school system in the world which can have on hand sufficient
native instruments to make a Japanese kasbuki or Javanese gamelan orchestra
any more than they can hope to reproduce a western symphonic ensemble in
the classroom. Not only is such an idea a logistic impossibility but it is
also musically insne,

I think few of us would presume that we could hand out violins,
violas, and flutes to children, and within the time devoted to music in the
public schools, train them to play a Mozart symphony. How much more presump-
tuous it would be to expect children to perform instrumentally in a foreign
tradition. Along this same line I must add that I cannot agree with earlier
suggestions in this conference that we modernize our instrumental program in
the upper grades by forming jazz bands, stage bands, and other "kid-oriented"
ensembles. By the time teachers were trained anq instruments purchased the

particular style decided upon by the educatérs would be out of fashion among
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the students. 1In addition, the students might not aprreciate the attempts

of the adﬁlt;ﬁorld Lo invade their private musical grounds.

By now it should be obvious that I view the problem of non-Western
instrunmental music very differently than I do the teaching of foreign vocal

traditions. I think the only practical use of these instrumental traditions

is to teach different principles of organizing music. Thus, instead of
attempting to reproduce the "authentic" sounds as we sought in vocal music
we should use whatever resources we have at hand to iteach our children how

music can be put together in some perfectly logical and satisfying means
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Without the use of such Western time-honored elements as harmony.

Tet me illustrate. Let us say that you would like your students to under-
stand the principles underlying the music of the Javanese gamelan orchestra,
a group of some forty metalophones, gongs, and drums which may alsc include

a string, flutes, and a chorus. We have to begin with the presumption that
the teacher understands that there is a basic tune being played slowly over
which layers of elaboration are being constructed while the forward progress
of the music is being impelled by a set of interpunctuating gorgs which form
what has been cglled a colotomic structure.

Now the colotomic structure is a principle not exploited in the
west. How do we get our chiidren to understand its meaning and its power?
First, we ought to define it. A colotomic structure is any structure which
marks off music in temporal (time) units Hy the entrance of specific instru-
ments in a specific order at a specific time. Next we illustrate it. In many
gamelans it is played by four gangs. The smallest is called the ketuk because
it goes "ketuk". Fick out a group of children to be ketuks and have them say
a short snappy "ketuk". In a standard ¢ 3nese tune the ketuk would play on
the 0dd beats so that in a sixteen beat ucture they would play on 1, 3,

5, T, 9, 11, 13, and 15. The next larg - knobbed gong is the kenong. Have

a group of children mske a slightly lor 2:r sound "kenong". The "kenong"
places the "nong"'on beats 4, 8, 12, and 16. Next comes the hanging gong,
the kempul to which the boys can give a nice ringing sound by saying "kempul"
on beats 6, 10, and 14. Finally, we need a group of stalwarts to boom out

‘a deep "gong" on 16 when the big gong is to be played. Put them all together
and you have a colotomic structure. Show them how beat 2 is silent to give

the music a forward thrust at the very beginmnming. Note how the children



begin to anticipate the entrance of the next instrument for when they begin
to anticipate or predict what is happening in music they are sdddenly aware
that the music is indeed ﬁoving forward in time, driven by a force just as
artificial and just as effective as chérd progressions in Western music.

If you are brave, add a sixteen bar tune (preferably Javanese)
and perhaps some simple elsboratiorns above that to create the overall effect
of the entire ensemble. When you have finished you will have completely
perverted the proper sound and tone system of Javanese music BUT perhars
¥y¢ 'r children will understand through personal experience that music can be
put together in different but equclly loginel way~- TFor me. this egin -
worth the sacrifice, especially when other modes of authenticity can be
gained more economicaliy and immediately through the medium of vocal music.
Hopefully a combination of these two techniques will be found to be effective
given the limits of time and energy in any music education program. Either
technique would certainly be a step beyond the existent songbooks.

In one way I have wandered from my éubject since I was supposed
to speak about preparing the <teacher rather than to suggest ways of handling
the students. However, the suggestions and examples I have used in this
short presentation may show you that my primary goals in preparing the teacher
are to give him & general aural experience in non-WEStefn music, provide him
with a vocabulary with which he can speak sbout non-Western concepts of
music to Western students, and instill in him a musical flexibility which
will allow him to listen to and enjoy each music of the world in terms of
its own logic and beauty. I am fond of saying that I like to create soft-
headed people whose skulls are malleable and capable of receiving new informa-

tion and taking on new positions and attitudes rather than being iron clad
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and impenetrable. I am hopeful that creative music teachers will Tind the
minds and ears of children equally flexible as théy seek to introduce into
the classrooms more of the strange and besutiful dialects of that non-

international language called music.
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Teachingig Music Teacher to Use the Music of Other Cultures Than His Own

Elizabeth May

I should like to rise and go

Where the golden apples grow;-
Where below another aky

Parrot islands anchcred lie,

And, watched by cockatoo; and goats,
Lonely Crusoes buildiﬁg boats; -
Woere in sunshine reaching out
Eastern cities, miles about,

Are with mosque and minaret

Anong sandy gardens set,

And the rich goods Trom near and far
Hang for sale in the bazaar; - ...
Where sre forests, hot as fire,

Wide as England, tall as a spire,
Full of apes and cocoa-nubs

And the Negro hunters' huts; -

(stevenson 1906)

In the nineteenth century Stevenson’s musical images conjured

visions of farawsy lands for children-=-and adults too. In the twentieth




century we are looking for more precise, though perkapis not ﬁore beautiful
means of introducing children to other cultures than their own in a world
in which we gggé increase our mutusl understanding. As musiclans of course
the means we consider is music.

How do music teachers learn to use the music of other cultures
than their own? The easiest answer is to say that they should take a ¢sllege
or university survey course in ethnomusicology, follow it up by specialized
study of techniques of recording and transcription and of the music and
general living patcern of cne or twc cultures, climaxing in visits to the
countries concerned. This kind of training is increasingly possible with the
rapidly mounting interest in ethnomusicclogy ir. institutions of higher educa-
tion around the world and the availability of scholarships and research grants,
but problems of locetion, time and money can make such a solution impossible
for meny wiople, who must then simply become oppcrtunists, learning and finding
wherever they can.

At the University of Hawaii there has been for the past several
summers a course for teachers on music and dance of the Pacific area suitable
for use in schools. More courses on music of other cultures for teachers
of children are needed, and will materialize, I am sure. There are already
beginnings. Such a course should be taught by an ethnomusicologist. It should,
in my opinion, survey the music of probably not more than three or four cultures,
stressing those whose music is most accessible to0 members of the class. Mode,
structure, snd forms should be described as simply as possible. Typical songs
should be taught, and the most characteristic instruments actually presented.
The students should master elementary techniques of playing them. They should

have the opportunity to try a Javanese Saron, an African mbirs, a didjeridu

or a samisen. There is no substitute for performance of a music in learning

275 258



to understand it. Also children delight in exobtic instruments and play
them easily. Then the class needs to learn the role of the music in a culture,
its relation to 1iving and dying. They need information on the art, mythology,
history and mores of the people. They should be supplied with bibliographies
of resource materisl for further study, including songs, dance, instruments,
filmstrips, films, literature, history, and general cultuwre.

iIf there is no introductory or specially designed course in music
of other cultures within reach;, there are books available to everyone: (I
am sorry to refer only to those in Engiish) Mantle Hood's "Music, the Unknown"

(Hood 1963), Bruno Nettl's Theory and Method in Ethnomusicology (Nettl 1956k)

and Folk and Traditional Music of the Western Continents (Nettl 1965) and

Alan Merriam's The Anthropology of Music (Merriam 1964), william Maim's Music

Cultures of the Pacific, the Near East, and Asia (Malm %o be published).

There are many record series of authentic music of other cultures, of which

the UNESCO recordings, Ethnic Folkways, and the Columbia World Library of Folk

and Primitive Music are a few. Most of these records are accompanied by

descriptive brochures written by experts. The magazine Ethnomusicology, published

three times a year, keeps one abreast of current research, books, and records.
None of these is too difficult for the intelligent amateur, snd beginning with
the elementary school level, a wise teacher is best fortified with solid
knowledge.

Also, in the United States, Australias, Fngland (to name areas where
ny knowledge is certain), and undoubtedly in many other countries, there are
not infrequent television programs on other culturec. There are superb
tra#eling performance groups such as the Kabuki sctors and musicians, the
Gagaku orchestra, and the Bunraku puppets from Japan; the Pallet Mexlico -
Folklorico; the Africa Dances Bgllet Company, which visited Austrelig last
year; che Philippine Bgyanihan Dancers; and a gemelan orchéstra from Bali.

Q
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Some of these groups may be slightly Jjazzed up for the footlights, but they
are basically authentic. At the performance there are often informative
brochures and recordings for sale.

I doubt that there are many communities anywhere where a little
scratching will not bring the sounds of ahother culture to the surface. People
far from their homelands cling to their own customs and music for a time, and
all over the world they are moving. Los fAngeles, where I live, is a gold
mine in this respect. There are many minority grcups, among whom perhaps
the Japanese and Mexican are the most colorful.

In the Japanese Buddhist temple festivals one may see karate,
the tea ceremony, bonsai trees, flower arrangements, and sumi-e painting,
and hear at least the koto. Ir an East Los Angeles temple of the Tenrikyo
sect, the instxruments of the ancient gagaku music are played as part of
their ritusl. The performers kindly gave instruction to a group of students
from Ue Ce. L. A. a few years ago. In college classes I have been successful
in finding koto players among young American~Japarese once they were sure of

my genwine interest and support. The father of one student lent me an

~extraordinary collection of recordings of shakuhachi music,

i ' Loos Angeles has the largest urban Mexlcan population cutside of
Mexico City. The most colorful Mexican festival with which I am familiar is
of course the Posadas, which marks the traditicnal nine-~-day pilgrimage of

; Mary and Joseph seeking shelter for the birth of the Christ child. The
touching religious section 1s followed by e gay fiesta with dancing, singilng,
and the breaking or the Efzhta. The music iz simple and attractive. During

the Christmes seasoa the Posgdas is enacted at Padua Hills, nesr Los Angeles,

{ on Olvera Street in the city, and in other places. It is often presented in




California schools. The music and directions have been published (Krone 1945).

014 Hebrew chants may be heard in some Ios Angeles temples also,
and there are Greek, Russian, and East Indian enclaves.

Los Angeles is particularly fortunste in having the Institute of
Ethnomusicology at the University of California-at Los Angeles (U. C. L . A.)
under the direction of Professor Mantle Hood, with suﬁerb collections of
instruments from Indonesia, Japan, Africa, and other countries. There are many
free conmcerts, and it is pcssible to take groups of children for demonstrations
and to see the instruments,

Here at the Universlty of Michigan, Professor Malm, whose book

Japanese Music and Musical Instruments (Malm 1959) is used constantly in the

Santa Monica schools, hasshown me one part of the stupendous collection of
instruments from arcund the world (the Stern collection). I hope some day
also to visit the Archives of Traditional Music af Indiana University, another
great resource.

Australia, where I spent most of last year, with her recent
influx of nv beginning to be in£erested in cultures other than
British. " ailan Broadcasting Commi. 'on, which dominates the concert
scene across the nation, presented the East Indian musician, Ravi Skankar, in
Sydney last year, with, I was told, some trepidation as to the interest of the
public. The hall was sold out. At the University of Sydney last Year there
vere several students studying ethnomusicology with the composer, Peter
Sculthorpe, cufrently at Yale University. At a seminar on Music of Other
Cultures for Children, three of these students presented music of Kbrea,
Java, and the New Zealend Maorl respectively, vzing both records and some of
the University's collection of ethnic instruments.

Mr. Terence Hunt, supervisor of music in the schools of New South
Wales, of which Sydney is the capital, was present at the Seminar. He has
Q 1
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since invited the group to appear before teachers® conferences in various
parts of the state. They have also appeared in a number of schools in the
Sydney‘area (Peart 1966). They also present compositions of their own
derived from the music they are studying.

. . Sydney University borders on Newtown, a predominantly Greek
cormunity within the metropolis. With the help of a Greek pharmacist, a
group of four young, recent immigrants was found who played Greek folk music
for this seminar, as an illustration of drawing on community resources. Their
music was a long wgy from what I, at least, had hoped for. What they called
Kitari turned out to be spelled guitar. They also played violin and a long
necked stringed instrument which they called a buzuki, and which I was told
came originally from Egypt. There was a distinct Italian influence in at
least one of their songs. Yet to the performers this was their folk musie,
known to two generations in Newtown and certainly it was music with a unique
flavor.

At the University of Western Australia in Perth there are several
hundred Asian students brought there under the Columbo Plan. I met students
fro.. India, Java, Hongkong, and Thailand. With the help and support of
Professor Frank Callaway, head of the music department, these students last
year presented for the general public a program of song, dance, and instru-
mental music of their various countries. I think that most of the audience
had not before realized that it was possible to hear such sounds in Parth.

There are instances of drawing on the resources of a commmity
for its nonindigenous music. They must exist to greater or lesser degrees in
most parts of the world. It just takes a little imagination and effort to
find them. |

In regard to the actual presentation of music of other cultures to



children, experience has led me %0 two conclusions: one, elementary school
children can absorb any music, no matter how foreign to their own and the
Yyounger the children the less Western conditioning there is to ovexrcome;
two, children gbove the primary level will not tolerate the presentation of
music in isolation from its place in the pattern of living. They subscribe
wholeheartedly to Professor Merriam$ definition of ethnomusicology as "the
study of music in culture" (Merrism 1964:6)

Nearly six years ago Professor Hood and T undertook an experiment,
the purpose of which was to agcertasin what problems American children have,
if any, in assimilating the music of a totally urfamiliar culture and whether
the age of the children makes any difference. Accordingly we selected g
class of six year-olds, a first grade, and a class of ten Year-~olds, a fifth
grade, in a Senta Monica school. The children were average, the teachers
superior. We chose to present the music of Java, partly because the scalic
intervals in that system are not equidistant as they are in our tempered
scale. A young Indomesian from the Institute of Ethnomusicology in his native
dress of a court musician sang several children's songs in Javanese and recorded
them on tape. Also with the help of a stroboconn, a set of fine tone bells was
tuned to the Javanese modes, the white notes to one, the blac® ~tes to the
other. The words of the songs were typed under the P- . -8, wuich were
indicated by numbers, o©One to seven, aud one to five, for the two modes. After
the initial presentation Dr. Hood and the Indonesian, Susilo, went to this
school two or three times, I went once a week and the teachers worked with
the children almost daily for several months. As we had antieipated, the
little ones accepted the songs without question and learned them with ease,
except fOf those who had not yet learned to carry a tune in any language.
The older ;hildren, as was also expected, had difficulty initially, we think
because of their longer exposure to Western music, but finally every child
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in the class learned all the songs accurately. Some learned to ply them on
the tone bells. They were rewarded by being invited to the university to
sing with the U. C. L. A. gamelan. It was this class which taught me that
children want more than just the music of a culture. They bombarded the
Santa Monica public library and digested the hoary old tomes provided therein
so well that when Dr. Hcod brought slides of Java to show them, they called
out the names of buildings and monuments before he could. This is only one
experiment, but certainly these children embraced an unfamiliar culture with
delight. They mastered songs in scale systems totally unlike ours, the six
year-olds with no difficulty whatever (hay and Hood, 1962).

In Perth last year, s~ the request of Professor Callaway, I worked
with Professor Trevor Jones, tnen at the University of Western Australia and
an expert in Australiian Aborigi-sl music, in introducing this music to a class
of ten year-old Caucasians. € mr return to California last spring, a brilliant
classroom teacher and I repeate.. the experiment with a fifth grade. Since T
shall describe these ventures at Interlochen, I shall only say now that they
were immensely successful.

In addition to these experiments with Javanese and Australian
music, I have worked as a resource music teacher with a third grade cu a trip
around the world, with fourth grades si uaying Japan and Bantu Africa, both
in the Californmia course of study, with performances of Las Posadas, with
American Indian music, and with sixth grades studying Latin America.

The third grade children enacted brief sketches typical of six
or seven countries and sang one scng from each. Among their scenes.were a
Cerman gymnasium class, a Irish Jig, a Russian horse with sleigh, and a Mesori

canoe full of native peddlers.
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Children studying Japan have learned a number of folk songs,
familiarized themselves sufficiently with the gagaku instruments to make
sketches of them, and have been taken by bus to the Institute of Ethnomusicology
for demonstrations of these instruments and of gagaku music. The classes have
also studied such topics as Japanese geography, industries, food, and dress.
They have written haiku and done beautiful sumi-e psinting. TLast spring the
Bunraku puppets visited Los Angeies. After attending a performance, a fourth
grade boy made a diorama, complete with chief puppeteers and their black
shrouded assistants, gorgeous puppets, a chanter and samisen player.

Children studying Bantu music can master fairly intricate drum
patterns in addition to the songs. Sometimes a group of nine or ten will
play different ostinati simuitaneously on ldiophones of varyi: gz timbre. A
young teacher and I, with the help of a physics student and a stroboconn,
construected a xylophone according to the table in Hugh Tracey's Chopi Musicians
(Tracey 1948:125). We now have his recently patente. likemba or mhira, some-
times called "thumb piano,” too. Although it is constructed in the scale of
G major, it has a sweet tone and can be Played by children with theinr songs.

I am of two minds as to whether we should use it or not. A group of children
visited U. C. L. A, for a demonstration by two master drummers from Ghana
who were at the Institute for two or three years.

The music of the American Indian has a great potential for use in
the schools of this country. Each year during the month of August there is
an Indian festival in Gallup, New Mexico, where Indians from all over the
southwest gather to perform thelr tribal songs and dances and to seil their
best pottery, Jewelry, rugs and musical instruments such as drums and rattles.
One can learn a great deal here, and then visit the Navajo reservation and some
of the pueblos in the area, where tribal ceremonies are still performed.. I

was fortunate to work on an Indian unit of study with a sixth grade teacher

.
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who had been principal of‘a little scbhool for Indian children near Gallup.

In projects such as these in which the music specialist acts as
consultant and resource, the classroom teachers is th. rock on which the
structure rests. A good teacher will find a way of teaching eny subject well,
and can interest children in anything. Without such a teacher 211 is lost.

If the music specizlist has complete charge of the presentation,
the Jjob is similar, Jjust harder. ‘n this case the specialist has to provide
the cultural setting also, an assignment in which the classroom teacher often
excels. In addition to adult sources such as those already suggested, the

'music teacher can turn to books and filmstrips now appearing for children
(Caldweil 1958-196L, Gidal 1956-6L, Bowmar Records and Filmstrips).

In junlior high schopl the music teacher will present both music
and background msterial. The difference in approach should be in degree and
intensity. The students can do more research themselves and pursue a study

in grester depth than elementary school children. In the Report of the Yale

Seminer on Music Education held in 1963, an interesting course on "Music of

the Peoples of the World" for junior high school is outlined (Palisca 196k:
18-20). Use of the material suggested here could be extended both downward
and upvard.

In senior high school, could not an introduction to music of
other culturees be part of a general survay course in arts and humanities?
In the already overcrowded college preparatory schedule, one must realisticallly
admit that it may be hard to find time for a separate course.. If time is
found, the course might be a modification of a college "Introduction to Musi-
cology", a survey of three or more widely sepérated cultures with the students

doing much investigation on their own.
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A masic teacher is fortunate indeed if he can call on the help
of an expert in presenting the music of another culture. But if this is
not the case, I think he should plunge in and do the best he can. He may
make mistakes, as I did with Greek folk music in Sydney, but he will learm
and he will be stretching his own musical horizons and sympathies ard those
of his students.

Thesz remarks have been necessarily based on my experience within
the American and Australian systems of education. I léok forward to hearing

the points of view and experience of people from other parts of the world.
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Teaching the Music of Other Cultures = Fhilippine Schools

Tucrecia R. Kasilag

At the outset, I should like to delimit my topic assignment to
the teaching of Eastern music to Western-oriented school children in the Philip-
pines. cfaradoxical as it may seem, this curious situastion exists in our couctry,
which has been raised in the traditions of Western music, not by reason of our
own choice but by force of historical circumstances in our national history.
Rather than lament this fact, I would point out that because of these histosrical
accidents, our cultursl heritage has enjoyed far more varied background than
could be said of our neighbors in Asia.

I would like briefly to delve into a bit of historieal reference to
elucidate my point. In addition to the aboriginal inhabitants of the 7,100
island archipelago of the Philippin=s, waves of Indo~Mmlayan jmmigrants came
over from Southeast Asia to settle in these islends, bringing with them their
respective cultural trsditions. Early trade with China, India and Japan further
increased the cultural calling cards left by foreign visitors to the Philippines.
In the succeeding four and a half centuries, the Spanish and American colonlzers
who brought with them Christiarity and democracy, respectively, introduced
Western civilization to the Filipinos who quickly assimilated and adapted
these influences to fit their peculiar needs. The acculturation resulted in
almost completely annihilating the indigenous roots.

At this stage in its tesk of natiom-building, serious reflection into

its ancestral heritage has occurred in every phase of life, specifically in the
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arts. A marked renaissance has enlivened the local cultural scene with the
current iniense soul-searching into national identity sparking our creative
thinkers and artists.

An appraisal of the concept of music education is being sought to
include the study and understanding of Philippine music and those of Asis in
the schcol curricula. Exposed to the traditions of Bach, Beethoven, Branms,
Bee~bop &rnd the Beatles, our schocl children have been nurtured in musical
systems patterned after those of Europe and America. Our musical experience
has been rather long on occidental music and very short on Asian music.
dowever, the evident cstrangement from the musics of Asia has been slowly and
gradually disappearing within the past decade. A little megsure of conscious-
ness of Asian tradltional mvsic has been awakenedi in the country with schools,
redio and television helping in engendering an appreciation of other cultures
then our own. The former resistance or even ridiculed embarrassment with which
our public used to receive strange cultures before, has given way to tnlerant
acceptance.

Intercultural presentations given by different national groups living
in the Philippines, interqational Programs giwven by forelgn students in univer-
sity campuses, performances by visiting Asisp artists and musical organizations,
traveling national wmusiec and dance companies like the Bayanihan Philippine Dance
Company have all helped very much in bridging the gap that existed between
Eastern and Western cultures. At the recently concluded International
Symposium on the "Musics of Asia"”, sponsored by the Nationsl Music Council of
the Philippines and UNESCO, world~renowned musicologiste and performing srtists
from the East and the West psrticipated in this international meeting to discuss

common problems of Asian music. The carefully planned concerts focused maximam
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interest ir the music of the East as performed by eminent Asiar artists.
At the same time, the discussions and concerts included contemporary novel
and svant~garde music which excited no iittle curiosity and prevocetion.
There is no telliing what speculéﬁive trend or zxperimental direction‘the misics
of Asia mey teke henceforth arter this history-breaking symposium!

What are we doing in our teacher~training schools to teach Asian
music to western-oriented children? It would be discreet here to say that
this program is at its inception stage in most schools. The teaching of
Philippine music is now recognized as hafing a place in the school curricula.
However, the lack of publiished materials and available recorded music presents
a mejor problem of teaching resourcese. Currently rescarches are heing under-
taken to meet the need fcr adequate instructionel materials. A few local music
textbooks on music education include an assemblage of folx musics of the world,
but the larger concentration is on Phillppine songs for grade school children,
although Silver Burdett publications are still used. The lesrning of the varied
regional fulk songs of the Philippines has been utilized as a means of wifying
the various Q;gments of our wide=spread country. The use of native instruments
1ike the rondalla string band, consisting of plucked mandolins and gnitars
locally produced, is a regular means of instruction. Annual rondalla contests
are held in the city schools of Manila to foster enthusiasm in this medium »f
music making. Native flute recorcers are being employed in the grade schools,
and the techniques of playing them are taught the prospective teachers in the
training schools. In-service training in teaching recorders is provided for
those actuaslly in the teaching field. Teachers are encouraged to use local
materials for instruments, in view of the prohibitive cost of importation of
Western instruments. One can buy three locally assembled pianos for the

price of one imported piano with the 200% customs duties!
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The Asian Music Program at the Philippine Women's University

At this moment, I would like to acquaint you with the on-going
program of listening, performance, creation and research which the Philippine
Women's University College of Music and Fine Arts haé pioneered in during the
last ten years. Besides regularly offering balanced professional courses in
applied music, composition, theory, and music education, the school has included
courses in Asian music taught on a broad spectrum, with emphasis on Philippine
music as a core of study and activity. Introductory lessons are given on
the musical systems of Chins, India, Japan, Korea, Indonesia, Thailand and
Malaysia among others.

Greatly reinforcing the Asian music seminar sessions at the Philippine
Women's University is the substantial collection of Asian musical instruments
which have been acquired through the years, not merely to be used as dead
‘exhibit museum pieces, but more than that. Vital living music has been pro-
duced from these instruments by the faculty, students and visiting artists.
Presently some LOO instruments have found their way into this rare collection,
either through donation, barter or purchase. Through its program of research
and field study trips, the PWU College of Music and Fine Arts in conjunction
with the Bayanihan Folk Arts Center of the University, has acquired a full
set of Philippine indigenous musical instruments and tape recordings of various
ethnic tribes in the country. One must remember to count at least 85 existing
tribes all over the archipelago.' In some cases barter meant the exchange of
bright coloured silk clothes, beads or even horses for these priceless instru-
ments. Lately, we were the fortunate recipients of the generous donation of
Professor Nachiro Fukul who left with us two Japanese instruments, the koto
and the shakuhachi flute during his brief visit to the Philippines recently.
One can be sure all these instruments are used in our "beehive"” center for
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varied perfcrming groups.

Trikal natives and Asian perfoimers regularly come to the school
for training sessions in the technique of playing these different instruments.
It is quite usual to hear an admixture of Eastern-Western sounds filling the
school music building where the straightforward sounds of the piano, violin,
voice, and the winds intermingle with the exotic modes of the Muslim gamelan,
the Inaonesian angklung, the Japanese koto or the Chinese sheng in a strange.
exciting cacophony.

Lecture recitals are held periodically not only in the university
campus. Invitations from other schools have %.ept both faculty and students
busy on the go, so to speak, invading other school territories, spreading the
infectious germs of Asian music in these schools, who are now slowly taking
the cue and the cure.

Guided listening to tape~recorded music and records released by
UNESCO, Ethnic Folkways, Monitor Records, and other materials obtainable from
the local embassies of the various Asian countries represented in the Philippines
has been most helpful. Semestral presentations by faculty and students have
featured our Asian heritage in music and dance. Making use of the different
nationals in the campus, or inviting the local embassies to cooperate in the
project has produced gratifying results in engendering mutual interest in the
various cultures around us.

Recitals featuring native Philippine and Asian instruments and Asian
compositions have been scheduled regularly. Composers among the faculty and the
students are enccuraged to write works wtilizing Asian themes, if not using these
instruments, to make such music more vital and meaningful to them. Children's
songs have been commissioned, based on native themes and materials. Discussions

of the basic scales used in Asia as well as the characteristics of each musical
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system are integrated into the theory classes. After undertaking a considerable
research and to £ill the dearth of publications on Philippine music, the
Philippine Women's University will soon publish a book on the "Aspects of
Philippine Music and Musical Instruments".

Through the practical four~fold program of listening, performance,
creation and research at the Philippine Women's University wﬁere an BEast-West
musical dialogue goes on consistently, we feel that sufficient ground has been
covered in sowing the seeds for enjoyment of the music of our culture and those
of the others. By studyirs and actually handling the characteristic gtyle and
values of the traditiocial —musics of eaca system as found in their sources of
“riglin, it is felt thati tie creative use of these musics, as part of life
itself and as a form of hrman expression, offerz greater hope for fostering
insight into the understanding of related cultures s0 essential for world
peace and harmony. Asian music, thus understood and integrated, could be
brought to a higher level of development~~but preserving its inherent spiritugl
quality=-~to meet the needs of contemporary living, to lessen the apparent
diversity between the West snd the East, and ultimately to reflect world unity.

In sumary, I would like to offer herewith a few suggestions for the
teaching of the musics of other cultures, such as we have experienced in the
Philippines. An exposure to such musics could be made by using records and
tapes released by UNESCO, by the national embassies, by the East-West Center,
and by commercial recording companies. Academic tralning could be provided
by established Asian institutes offering courses on Eastern music, and
regularly sponsoring professionsl performances by Asian artists, both local
and imported. With the cooperation of UNESCO and the national embassies,
such institutes could undertake exchange~visitor Programs underscoring East-~
West cultural interchange. The schools should provide listening and observation

experience through integrated music courses in history and theory. Educational

o S
292

275



broadcasts on TV, commercial television and radio programs advertising pro-
ducts of foreign countries with theilr music interspersed, are important mass
commnication media. Concerts and recitals with mixed Bastern-Western cultural
fare would be desirable in creoting interest in the music of different cultures.
There should be actual participation by singing the songs of these cultures, by
learning and by performing 1 “=struments of Jther musical.sygtems. The
students should be presented i 4.siz: recital series. Through rhythmic
activities, children can be given oroorti-:ities to observe and sry out the
fundamental steps of ethnic dan=:s =7 difi*srent nations. Zthnic groups should
be invited to perform in schools..

For further expansion. womposer: should be encouraged to wrize
chiliren'’s songs and instrumental -: ectizms for school use. Through research,
more instructional materials orn Zz:stern music should be made available. More
exchange of visitors and materisz’s msy be arranged through the embassies. On

the part of the larger community, a wholesome receptive attitude can be encouraged

through lecture-recitals before cultural organizations, parent-teacher associations,
schools, colleges and universities. And of course the underlying theme  of such
activities is certainly to capitaslize on the spirit of worid brotherhood which
demands more knowledge about our national neighbors. i

In conclusion, with proper adaptation to the regional needs of, and
situations inyeach country, it is hoped that the points herein outliined could
be artistically utilized and experimehted on to bring about the inclusion of

more Asisn music in the world's musical menul The musicologist, the composer

and the music educator are called upon to work hand in hand setting forth an

effective program of presenting the musics of other cultures in the school
curricula. Only through an open-door policy, with open minds and ears, can

the existing gap between these c:ltures be bridgsd and mutual understanding

be achievec.
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CHAPTER VII

THE PROFESSIONAL EDUCATION OF THE MUSIC EDUCATOR: THE TECHNIQUES OF TEACHING

Introduction

It 4is customary in most countries of the worl® for professions to set
up requirements for the preparation of thelir practitione 's. These requirements
may also be set by government regulation or as a result of public demand.

The teaching profession is no exception to this rule and the field of
music education as a part of the over-all general profession of teaching is
governed by two types of requirementss: those general ones set up for all
teachers and those which are special requirements in the area of music. Most of
these must be satisfied before a would-be professionsl starts hlis regular teaching
career. They are part of his preparatory schooling which in many countries leads
to compietion of a conservatory course or a university degree or perhgps both.

The individual who wishes to teach is usually required to meet specific standards
set for some kind of certificate ¢or license or credential.

In the case of required music skills the study must sometimes be
started when the candidate is a young child or the desired level of accomplishment
will not be attained before he begins his teaching. Experience in teacher educa-
tion has shown, however, that other types of training may be better done immediately
before the professional career is officially launched.

As in case of most types of work requiring special skills, changes and
advancements in the field require the practitioners in teaching to continue their
professional study from time to time while they are in service in the schools.
Sometimes this 1s done through attaining advanced university degrees; again, it
may be through special "in-service" courses taken in the evening or after school

or during vacation periods. Still another type of in-service training occurs
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in connection with professional conferences. The teacher of music can never
afford to stop learning and those involved in teacher education recognize the
importance of providing challenging experience for both the students preparing

to teach and the teachers in the field.
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Essentials in Teaching

Professor Frank GCallawes-~

Teaching is a moble calling and the office of & teacher i.s, at various
levels and in various ways, to teach not only the underlying princimles s.d
requisite skills of a subject but also (and quite as important:ly) t> aelp his
pupils develop as moral, social,and political persons. Although belnind the last
of these responsibilities may lie enormous complexities and difficu.tiles I think
it is likely that such a summary of a teacher's main functions woui:l He generally
acceptable. One the other hand, I think it is most unlikely that t =re would
be similar acceptance of the qualities of a good teacher, and even less agree-
ment still on the relative importance of these qualities. Views nfust undoubtedly
vary in the first place according to the concept we have of education, then to
the type of teaching and the subject we have in mind, and finally to the ages
of our pupils. The teachers of the very young, for example, require qualities
not essential to older students, and the teachers of adults demand qualities of
temperament and mental outlook different from those needed in our school class-
rooms. For many reasons then we should not expect nor want teachers to be cast
in the one mould, but at the same time I believe that there are some basic
requirements for anyone seriously undertaking the responsibility of a teacher.
And these qualities are much more concerned with what a teacher is than with

what he says or with whet he does. Or as I once heard it expressed, the
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influence of a good teacher is more likely to be the result of what is caught

from him rather than taught by him.

A famous Professor of Greek (Sir Samuel Dill of Queen's College, Reitast)

once exclaimed, "Sir, I am here to profess Greek, not to teach it!" but cne of
his students later wrote of him that "while one was in his presence, Greek was
no longer a dead language. One thought of him as a visitor from Plato's world
who had come with a message from the master.” Although this exsmple relates
to university education, I believe its message is no less applicable to other
levels of education.

It seems to me that initially there are two main questions to be
asked--first, what sort of person should a teacher be, and second, what sort
of influences are likely to be the most valuable in preparing him for his pro-
fessional work as a teacher? The answers to these questions should provide
guidance when selecting teacher trainees and indicate to those in charge of
teacher training how their influence might best be applied.

Professor W. H. Frederick of the University of Melbourne has
stated1 that when we refer to the sort of person a teach should be, we
should mean desirable personal qualities and qualities of character
(which are the attributes of any good citizen) coupled with certain
intellectual attributes (which again are by no means the prerogative

of the teacher profession). By personal gqualities Professor Frederick means

health and energy; force and will; distinctness of personality, individuality
and the stamp of difference; pleasant voice; poise and confidence; humour
(certainly as opposed to "grouchiness, stodginess, and chronic solemnity');

cheerfuluess and resilience; cordiality of disposition.

Qualities of character include: integrity; sincecity and

1Frederick, W.H. "The Qualities and Training of Teachers'" in The Challenge
to Australian Education, The Australian College of Education, Melbourne.
Cheshire 1961.
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decisiveness; self-control and even tempar; patience; tact; fairness;
forbearance and tolerance; kindliness and consideration; courage (a) vo
be different, and (b) to be hard in loyalty to a principle; thoroughness
and a disposition to take pains; dependability,

Thirdly, there are intellectual attributes of intelligence and mental

aleriness; sound scholarship; intellectusl integrity; width of interest; Judgment;
openness of mind; orderliness, system, and regard for logical procedure; power
with words (that is, lucidity, precision, and fluency). Further attributes
especially appropriate to teachers who are to influence the young are: love of
children, especially of the unsuccessful; sympathy and understanding, readiness
to praise; love of exposition; fonéﬁess of meny things that find a place in the
life of a school, outside one's own specisl subject area, and some proficiency

in some of them. Then surely any teacher must have an enthusiasm for his own
subject and, as an individual, he must have stability of character, reflecting

a clear philosophy of life and firmly held values.

I realize that this long 1ist of qualities could appear idealistic,
but T believe that teachers should be aware of all such considerations and be
anxious to achieve as many of them as possible, for it is probsble no one has
them all. In summary, they mean that any teacher in an educational institution
should be a person of wide culture; well-founded in the subjects he teaches;
competent in the clussroom; equipped to interest and move the minds of young
people; demanding and businesslike; sober and sensible; sble to handle disciplin-
ary problems; able to touch the life of the school or college at many points;
regular and industrious; in short g person whom students should and will want
to emulate.

But even that is not all, for to these attributes need to be added

two other especially important ones. The first is flexibility of mind with a
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disposition to be forward looking and adventurous, and a readiness to test any
new ideas and approsches that might contribute to the development of the pupil.
Today's emerging teacher needs to keep abreast of new knowledge and social change
in order to discover how best to prepare his pupils for a world which does not
yet exist. Then, finally, a teacher needs 40 be able to accept dissppointment,
for so much in the outside world might appear to be working against him that he
must be prepared to moderate his expectations and even not to see the fulfilment
of his work. There must be an inevitable imcompleteness gbout any teacher's
work for the reverberations of his teaching "spin forever downthe ringing groves
of change" but he is "seldom around to catch the echoes", as Max Rafferty so

aptly puts it in his book, Draw Up the Couch.2

It hardly needs to be said that education today means far more than
the acquisition of knowledge and skills, for it aims at the development of the
whole person to the fullest extent of his powers. If young people are to grow
to the full stature implied * s this aim, they must have teachers who are persons
of full stature, or are in the process of growing to full stature. Such a teacher
will respect his pupils for the latent powers he discerms in them as individuals,
each of whom has a life end importance to himself.

If we accept that it is possible to develop many of the qualities
that I have mentioned in the majority of teachers, we sre left to inguire how
this can be done within the period available for training. We are also confronted
with the problem of predicting success in teaching and this means establishing
satisfactory criteria and procedures for selecting students for training.
Assuming that selection procedures can select only those who have some prospect
of developing sufficient of the appropriate qualities, it has been suggested

that the task of teach preparation should involve at least four main con-

2Rafferty, Max. "Draw Up the Couch," Phi Delta Kappan, 38, Oct. 1955, p. 4.
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siderations:3 resbonsibility for behavior, personzl education, professional
understanding, and teach skill,

responsibility for behavior, personal education, professional understanding,
and teaching skill.

. Responsibility for Behavior.

By this is meant the provision of experiences which develop in the

teacher good standing as a human being in the kind of community in which he
will work; someone must know him well enough to be ab;e to certify to this, and
some of those who teach him must surround him with the kind of atmosphere in
which his responsibilities in this direction are clearly seen.

4
In the 1963 Yearbook of Education, there is an interesting reference

to the importence of the teacher's "standing as a human being". It says: "The
Passengers in a bus would not be unduly perturbed to learn that the driver had
a promiscuous sex life, was in arrears with his rent, and often travelled on the
railways with only a platform ticket. If the teacher of their children exhibited
the same behavior pattern they would most certainly expect his diemissal..There
are certain norms...which are universally applied to (a) teacher(s)...(and which
involve) his quality as a human being. This is a positive factor. Merely to
lead a blameless life is n-% sufficient qualificat: a to influence one's fellow-
men towards.a sensé of social responsibility...The teacher retains a degree of
roral authority, even if somewhat eroded."”

Clearly those who educate teachers must see that they become the kind
of people to whom the parents in the comminity will with confidence entrust

their children.

3Verco, D.J.A. "Preparation of Teachers-Whose Task?'" The Australian
Journal of Education, Vol. 8, No. 3, Oct. 1964, p.229.

4Russcll, C. "Tradition and Change in the Concept of the Ideal
Teacher". Yearbook of Education 1963, pp. 16, 25,
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2. Persomnal Education

A1l students preparing as teachers should receive courses of personal
education, liberalizing in effect but oriented to the strategic task of teachers;
they should hav> opportunities also to meet in planned experiences with students

aiming at other vocaticnal goals. Such courses and experiences need to be

planned by people who have studied schools and have a deep intecrest in and
understanding of the function of the schools in the community.

With regard to this question of pergonal education your distinguished
American educator James B. Conant once wrote: "If the teachers in a school
system are to be = group of learned persons cooperating togather, they should
have as much intellectual experience in common as possible, and any teacher who
has ot studied in a variety of fields in coilege will always feel far out of
his depth when talking tc a colleague who is the high school teacher in a
field other than his own. And, too, if teachers are to be considered as learned
persons in their communities...and if they are to command the respect of the
professioral men and women they meet, they must be prepared to discuss Aifficult
topics. This requires a certain level of sophistication. For example, to
participate in any but the m=st superficial conversations gbout the impact of
science on our culture, one must have at some time wrestled with the problems
uf theory of knowledge. The same is true when it comes to the discussion of

current issues.™

3. Professional Understanding.
Preparation should include the sound equipment of the “eacher in

knowledge of subject matter and in professionalunderstanding of the task of

5Conant, J.B. ""The Education of American Teachers'". New York: McGraw Hill 1963,

p. 93.
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teaching and the philosophical and sociological issues which surround it. The
preparation of the teacher in this regard needs to be undertaken by those who
have pursued study in the underlying disciplines of the study of edugation.

The teacher therefore needs more than just to 5e well equipped with
knowledge in the subjects he teaches. Through courses in the History of Education
or Comparative Education he learmns how educational problems have been faced in

other places in other times. Through the study of philosophy applied to educa-

tional questions he learns something of properly disciplined thinking relating
to his professional field as well as questions of wider humesn import. Through
educational psychology he discovers what can be known about his pupils, their

growth and behavior and the nature of the learning process.

After all, the teacher needs to have toc come to grips with many
important questions about his work: "What knowledge is of most worth?" "Why am
I teaching this?" "Are these pupils ready for this learning?" "Why does this
pupil behave in this way?" "How can I improve the learning of wy pupils?” 1d
! so on. To achieve professional stature a teacher of any subject, including music,
must be prepared to think his wey through to professional judgments on such
issues as these. |

4, Peaching Skill.

Preparation should produce teaching skill and enthusiasm for teaching;
this should involve the cooperation of teachers in schools, the guidance of tutors
who are experienced teachers, and close llaison between those in charge of

training and the cooperating schools.

So far I have made no specific mention of music teachers, yet all that
I have said is gs applicaeble to them as to those charged with the teaching of

any other subject in our curriculums. It goes without ssying that the effective

music educator needs to have as broad a background of musical experience as possible.




He should have music in his nature and he must have had a training which develops
his musical faculties, educates his taste, and gives him sources of inspiration
whereby he can grow and develop as a musician. He must have had adeguate

training in performance, as this is basic to any real understandiﬁg gnd love of
music. Though this aspect of his musical training need not be as highly specialized

as that of the professional performer, it needs to be quite as thorough in its

own way. The qualities of the teacher and the sensitive musician may not
always easily combine in one and the same persol. The good teacher is fre-
quently the patient person and certainly one who puts the good of the child
and the good of the school before all other considerations. The musician ,
however, in his role as an artist, instinctively tends to secure a means of
expression sincere to himself. The better he is as an artist the more he will
be tempted to devote his time and energy away from pedagogical considerations.
But if he is to Pulfil the role of a musiec educator adequately, it is vital that
he successfully resolve this nstural conflict.

Finally, when we are considering the essentials of teaching, do
not let us overlook the fact‘that teaching 1s, or should be, a profession.
Reflection on what constitutes a profession today underlines for us the extent
and nature of the challenge to teachers in whatever:special educational field
they work, and therefore the attributes essential to their success as teachers.?

First any profession involves a characteristic mode of life and the
acceptance of an ideal of public duty and public service which take priority
over monetary reward. In other words a professional man in his chosen sphere
may be a great man, but in a material senme he may also be a poor man. Secohd,
there is an ethical framework within which a professional man works, and the

nature of his professional duties involves him in personal and moral responsi-

6ganders,C., '"The Nature of a Profession', The Australian Journal of Education,
Vol. 5, No. 1, April 1961. p. 46,
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bilities, as well as Judgments, that are more significant than those which are
demanded in most other walks of life. Third, a profession consists of an
organized body or fellowship of people who not only practise the profession but
also endeavor to maintain its ideals and standards in a way that helps to
perpetuate the profession. Fourth, thzre is an art as well as a science in a

profession. The art is exemplified in its human practice, while the science

provides the body of knowledge om which the profession depends. Fifth, a
profession establishes guards and maintains its educational and intellectual
standards. In this way it guarantees its future, as well as the standing of
its members in contemporary society-.

Although teachers and teaching came on the human scene ages before the
emergence of the teaching profession, they have today clearly to fulfil a pro-
fessional office and for this they must achlieve certain essentialis in their
teaching. It will be on there "essentials" in relation to the way the job is
done that the status of the teaching profession--and that includes the music
teaching profession«-depends. As the health of the whole world of music must
in the final analysis be affected by the quality of our music education, it need
hardly be emphasized that those in authority should bend their minds and energies
to the production of teachers of the highest possible quality. Certainly no
true music educator, however good & musician, should be less than an educated

person.
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The Professional Education of the Music Teacher

Wiley L. Housewright

1. Authority for and Control of Higher Education

In the United States, the music teaching profession is not regulated
by a central governmental authority. Music is taugk* in such a variety of
settinzs and auspices that it is subjec: =o controlz emanating from s=veral
sources. The national govermment exerts mo dirsct control in the authorlzation
of music schools nor the licensing of s . drers, but in recent years its
influence has been f£=lt becsuse of a ser.. =c of laws which assure benefits to
schools which voluntarily participate fu rograms authorized by the legislaticn.
State governments license the colleges or universities and certify teachers in
the elementary and secondary schools. Voluntary, non-governmental agencies
exert perhaps the greatest influence on the profession because they have
been most aggressive in defining goals and devising plans for the improvement of
music teaching. In America we have no boafds of exsminers or music gullds
which award titles (excepting only the American Guild of Organists). A teacher
in the public school usually meets requirements for state certification during
his year period of professional study. If he attends one of the schools accredited
by the National Association of Schools of Music and the National Council for
the Accreditation of Teacher Education, cooperative non-governmental acerediting
agencies, his curriculum will follow a general pattern vhich hes Leen agreed

upon by these agencies.
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This general design consists of approximately 47% music studies,
33% general education, and 20% professional courses in education and music
education. To clarify the meaning of this formula, the terms will be directly
defined. If you will permit me to illustrate them by reference to the university
vwhere I am a professor, I believe we can be specific as to what we do and why
we do it.

2. Student Admission and Curricula

A student preparing to be a music teacher in our country usually
enters a college or university when he is eightesn or rineteen years of age.
Admission and induction to professional studies in music education is & complex
Process. The student is admitted to the curriculum on the basis of a high schcol
transcript, various test scores, and the policies of the University and the
School of Music. He may declare music education as hic major at the time of
admission, but his work is closely observed ané 1e is usually counselled either
to leave or to remain in the field at the end of his second year of study.

After admission, he is given classification tests in applied music
and theory, then assigned to a counselor who advises him on his program of

E studies and authorizes his admission to the courses of his curriculum. The

|

: curriculum may be a general one which rrepares the student to teach all phases
of music from the elementary grades through high school, or it may be designed
to meet the needs of the vocal or instrumental specialist. There are common
elements in all three curricula, though variations are necessary due to the

interests, competencies and professional goals of the student.

3. General Education

College students in Americs, regardless of their professional goals,
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are expected to engage in studies which are variously called general education,

liberal education, or basic studies. 'The purposes of these studies have been
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described by McGrath (Willis Wager and Earl McGrath, Liberal Educztion and

Music, pp. T-11, Bureau of Publications, Teachers College, Columbia University,
1962) as: First, to "acquire a broad knowledge of the various major areas of
learning--the natural sciences, tl:e social sciences, the humanities--inclucding
the fine arss." Second, "to cultiwate those skills end habits ¢ reasoning
which constwtute intellectusl compstence, the capacity to think Ingically and '
cl=arly, the ability to organize cme's thoughts on the varied sibjects with
which the «”tizen tcdsy must unavcidably concern himsel®." A tkird major
objective i3 to develop "attitudes, ideals, traits of personelity and character,”
or to give man a sense of directicm.

Cne area of stulies i:s :comprised of courses in mathemszz ecs, English,
and modern languages; another irciudes history, anthropology, enrnomics, govern-
ment and sociology. A third is comprised of the naturzl scienc:z:s and a fourth
of such humanistic studies as music, art, ancient or modern literature, spéech,
philosophy, and religion. If this appears to be a formidable list of non-music
studies, I hasten to add that only a year and a half to two years study is
required in each of these areas, only enough to avert the narrovness of studying
music to the exclusion of all other areas of human learning.

Whether it is better for the prospective teacher of music to study
music and other university disciplines simultaneously or whether one should be
delayed while the other is being perfected is a question worthy of debate, for
in it lies one of the greatest differences between the European and American
systems. In our country, we are geherally agreed that students should continue
a modicum of general studies while preparing for the musi¢ teaching profession.

3. Music Studies

Music performence is a substantial area of study for the prospective

teacher. Virtusnsity is not the goal but competency in a principal performance
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medium is reguired. Privete study in voice and piano or an instroment is
continvous duringz the undergraduate years. Half-hour lessons zre given
twice a week and the student's progress is evalucited by a faculty Jury at
the end of =zch semester.

Trrespective of his major instrument , the student st iias vcice
and piano until he can perform the music which i : customarily uv:=z by ele-
mentary and secondary school musicians. He mus” also pass clas:zz= in score
reading and conducting for both voczl and instrriental ensemblez. He is
required to sing or play in an ensemble every senmester. He may be assignec
to one of the large performing groups or he may choose to auditizr: for a
place in the more highly selective groups which require greate~ proficiency.
He usuglly has the elternative, too, of auditioning for membershir in a
chamber ensemble group or in an opera group. All of these grours give public
performances.

L, Professional Education

The student's first direct involvement with music teaching acs a
profession is in his sophomore and Jjunior years when under the direction of a
professor he visits school music classes being taught by their regular teacher.
He and his classmates observe the process, and then with the teacher and the
professor discuss the meaning of the experience. As issues are clarified and
procedures sharpened, students begin to assist the teacher in performing his
function. For lack of better terminology, we have called this Tirst course
Y"Field Experience and Observation." Later professional studies are intended
to acquaint the student with the field of music teaching and to prepare him for
his full-time practice teaching or internship experience which will come during

his senior year. Students value the opportunity to observe other teachers



working in a variety of situations so that théy mey bridge the gap bevween
the thecries of +teaching and the application of these theories in the class-
room. Ttey are also able momentarily to leave their preoccupation with devel-
opirsg treir own music skills and techniques as they observe the learning
prazasases of children.

Frofessional education courses are sometimes referred to as methids
courses,. “hough neither of these terms describes sdequately their purposes.

In generzl,; they are upper division courses designed to acquaint the student
with ti= profession of teaching and specifically with music teaching in the
elemenzery and secondary schools. It is in these courses that professionsal
obJjectives are defined and philosophies are examined. Studies in child devel-~
opment amd the learning process are studied, especially as they relate %o
education in music. Research in selected phases of music education is reviewed
and students read reports of activities in professional journals. The purgoses
and roles of various professional societies are examined. Curricula and the
administrative organization of public schools are described. In these courses,
too, the student makes a close examination of textbooks, recordings, teaching
aids, tests, the basic equipment needed to perform his duties.

He also reads and observes demonstrations of how music is taught and
then devises lesson plans himself. This phase of methods courses is not consti-
tuted of a bag of tricks guaranteed to assure success in teaching. It is rather
an opportunity to think through a teaching situation, learn how others have
reacted to it, and then make choices among the most promising alternatives.,

It is axiomatic that students have neither the skill nor the experience to mske
these choices without the throughtful guidance of a mature professor. It is
expected that a student will improve upon the teaching that he received as a

child, that he will develop the complex abilities required of a music teacher,



ars niac ae will be alert to recent developments vhich will enhance his
effet? :mess in the profession.

The culminating pre-professional experience of the student is his
irs=:- gaip or practice teaching. The administrative difference between in-
tznss. and practice teaching is that the former is g full-time assignment,
whilz The latter is part-time. Good arguments may be mustered for either of
thesz th:ans, but our purpose here is only to introduce the terms and define
ther. +~th are done wnder the joint supervision of the college professor and
the = _-zner of the children. The central purpose is to give the graduating
studz=_. an opportunity to develop his teaching skill yinder the guidance of
expe—:niced teachers and in a setbing similar to thnat in which he will be
employed. Practice teachers devote a part of the school day to teaching while
contimt’ng their final studies. Interns usually devote full time to teaching
for per-ods of time varying from eight to twelve weeks and then return to the
campts to evaluate their experience.

To close this general description of the undergraduate education «f
music T=achers, it would be appropriate to :cquaint you with problems facing
the profession and then to describe a few of the many creative projects which
will “mprove our understanding of how students learn. I shall resist the
tempwation to do so only because this assigmment will be carried out by others
dvrinog the course of these meetings. Of one thing, however, I am certain. o
matter how sweeping our curricular changes, no matter how many experiments we
conduct in learning or how sophisticated our mechanical alds, no matter how
many professional socleties we shall create, music instruction in the United
States will cling to the central purpose of developing the high potential of

the in@3ividual student through the media of musics of the world.
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The heritage you have provided us from cultures beyond the geographical
boundaries of our nation is rich. We have continued the traditions of Western
music because most of us trace our ancestry to Europe. 3ut our interest in
non-European musics grows as we become acquainted with them. We know that
music will change as the world changes. We know that students we teach today
will be teaching other students in the twenty-first century--~that they will be
teaching new music in a new world. It is our professional commitment that
they shsall understand music and that they shall transmit it not as a frozen

art but as a powerful constructive force of all mankind.
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The Training of Instrumental Music Teachers in the United States

Emil A, Holz

Instrumental music teachers in the United States are trained in a
large nuwiber of colleges, universities, and conservatories, each independent of
the others and free of federal control over courses of study and standards for
the earning of degrees. However, cextain common practices prevail throughout
the nation as the result of (1) state (as opposed to federal) certification of
teachers in public elementary and secondary schools; (2) national, regionsl, and
professional advisory and accrediting agencies; and (3) the conditions of enploy sent
for teachers of instrumental music in the public schools.

Certification requirements vary widely from state to state, althovgh
certain basic requirements zre common to all. Gemnerally, applicants for a teaching
certificate must show that they have received specialized training in the subject-
matter area or areas in which they will teach, that they have acquired a rather
broad perspective of history, letters, and the sciehces, and that they have galned
an understanding of the teaching-~learning process through courses in education,
psychology and directed teaching. State certification codes differ in their
requirements for teachers of instrumental music. gome states will permit a college
graduate with as little as twenty~four hours of training in music to teach vocal
and instrumentel music at all educational levels; others require a great deal of
training in music, and a few demand examinations of all applicants. Some state

certificates permit the holder to teach onily his specialty and limit him to
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elementary and secondary schools; some restrict certified teachers very little.
The increasing urbanization of the United States and the great mobility

of her people have created a neea for more standardization of the training of

teachers. While federal control of education is resisted, the work of voluntary

acerediting agencies that ignore state 1ines or that coordinate efforts to train

teschers in subject-matter areas has gained wide acceptance. Such organizations

as the North Centrel Association of Colleges and Secondary Schools, the Nationsal
Association of Schools of Music, and the National Council for the Accreditation of
Teacher Educetion (among many others) have fostered changes in teacher-training

programs by estsblishing standards and by withholding accreditatica from institu~

tions that fail to meet their criteria. Since an ‘accredited college is supposedly

gble to offer its graduates a wider choice of graduate schools and enhanced
opportunities for employment, the recommandations of these agencies carry great
weight.

The most powerful determinant of the content and organization of programs
for the training of instrumental music teachers, however, is that every teacher-
ﬁraining institution tries to prepare its students for the kind of teaching they
will be doing after graduation.

The teaching of instrumental music in the elementary and seccondary
schools of the United States is conducted in a manner perhaps unique to this
country. During most of the nineteenth century, instrumental music, when it was
taught at sll in public schools, was almost always offered as studio instruction

on the pisno or the violin. An occasional school might provide a bit of orches-

tral experience for ite student musicians, but in these instances the. orchestra
was small and 1ts instrumentation resembled that of the theater orchestra of the

period. Such student groupe mlight have rehearsed under the leadership of a teacher
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of music, but probably more often were supervised by students or by teachers of
other subjects who were amateur musicians.

Shortly after the turn of the century, school bands began to be
established. These groups enjoyed immediate popularity, and their numbers grew
rapidly. Competitions smong them encouraged the development of larger and larger
Organizations and created a demand for more highly trained instructors. Concurrently,
methods of class instruction were devised to ensble the teaching of beginners on
all instruments in elementary schools. Since instrumental music was not only
attractive in its own right but was seen too to offer a number of educgtionsl and
social benefits to young people, enrollments in instrumental music classes and
in bands and orchestras increased phenomenally. These developments created a need
for a new kind of music teacher and instructional progrems for their training.

The training program for instrumental music teachers that has evolved
may be divided into four broad areas--Genersl Culture, Basic Musicianship, Musical
Performance, and Professional Education. The area of General Culture embraces
those studies that are seen as contributing to the student's development as a
citizen of his sociaty, acquainted with the history of his civilization, the
workings of i*c socigl and political institutions, and the principles of its
Scientific and artistic achievements. This portion of the teacher~training
program greatly resembles the basic portion of the programs for bgccalaureate
degrees in all collegiaste curriculums.

Basic musicianship includes the study of musiec theory, ear-training,
sight-singing, analysis of form, counterpoint, and arranging or orchestration.
Essentially, this training is the same for the teacher of instrumental music as
it is for the teacher of vocal music, the blossoming young artist, or the future

professor of music.
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The heart of the program of teacher-training in instrumental music
is performance. The prospective instrumental music teacher is expected to attain
a high degree of artistry on his principal instrument and i develop his skill
as a performer not only by his work in the studio and the practice room but also
by playing in large and small ensembles. While not all prospective teachers are
able to match the performance standards of professional musicians, an amazingly
large nunber ¢f them become excellent recitalists. Indeed, every symphony,
motion picture, radio, or television orchestra in the country prooably includes
among its members musicians whose training was part of a program for prospective
teachers of instrumentzl music.

¥ost tescher-training institutions offer instruction on the principal
instrument throuch traditional studio methods and demand of their students at
least three years of work after matriculation. Some schools require a fourth
year of study; scme require a recital. The strong emphasis upon this part of the
teacher-training program is seen as the most effective way to insure that music is
taught by musicians competent to develop the musicality of young students r~nd to
maintain a steady elevation of the quality of student performance.

Very, very few public schools can assure an instrumental music teacher
; that he will be gble to limit his efforts to the instruction of students of his

principal instrument. The usual teaching assigmment involves group instruction
1 on a variety of instruments and the direction of one or more ensemble groups.

For this reason, the teacher of instrumental music is not considered prepared

until he has acquired considerasble knowledge sbout and experience with the

- e g g

other instruments of the band and orchestra. Hence, he must study most of the

sixteen instruments on which instruction is given in American schools amd which
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constitute the instrumentation of the symphony orchestra and the concert T .nd.
A number of schemes for providing this type of training have been devised.

Most teacher-training institutions limit the instruction on each of
the secondary instruments to a sirgle semester so that students may be able to
study as many of them as possible. A few schools permit students to concentrate
on the instruments of the family that includes their principal instruments. In
these programs, string players study all the stringed instruments quite intensively
but do not study the wind instruments; woodwind Plsyers concentrate on the wood=-
winds; brass players work exclusively with the brasses. Such programs, while
excellent for the training of teachers of.teachers and often of great value to
the student, fail tc meet the need for developing teachers who will conduct bands
an: orchestras of ybung rlayers, for such instruction must deal with the problems
of making music on &1l the instruments.

Probably the most prevaelen. organization of instruction on secondary
instruments provides the prospective teacher with fairly intensive training on
instruments conslfered basic in each of the famiiies with somewhat less intensive
training on several of the others. For example, a violinist might be expected to
study the cello twice as long as he studies the clarinet and the cornet, but he
will study all three and perhaps acquire some experience with the flute, the
cboe, the horn, and the trombone. A flutist might emphasize the clarinet and
the vidlin while gaining a basic understanding of the problems of the brass instru-
ments and the drums.

Instruction on secondary instruments israrely given privately in the
studio. §Since those who study these instruments will soon be teaching them to
beginners, they benefit by group instruction methods. In the cless, all students

are able to observe the difficulties their classmates encounter and the ways in
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which the professional teecher helps thes students to overcome them. Frequently,
these observations, ccineiding wi+h their own attempts to solve performance
problems, are among the most va.uable experiences they can have.

In = number of tes her~training institutions, instruction on the
secondary instruments is conduate sn classes of mixed instruments. Sometimes
this is done because of inadequate numi=rs of teachers or students. At other
times, this kind of instruction is offered because it provides the students with
experiences that will help them to tezch mixed classes when they begin working in
the public schools.

Performance standards on secondary instruments are, of course, lower
than those on principal instruments. In general, students are expected to be
able to produce a tone of good quality and to play well in tune. They are expecthed
to be able to play music of moderate difficulty with creditable artistry and
technical proficiency. They should understand the mechanics and the acoustics of
the instruments and be able to make minor adjustme_ .5 in the mechanisms. They
should also know the most cormon performance errors of beginning students and how
to correct.them.

Almost all teachers of iustrumental musie in elementary and secondary
schools are also conductors of student orchestras and bands. They must therefore
be competent conductors, éble to read a score accurately and to interpret the
score by means of the accepted conducting gestures. Hence, at least a year of
intensive work in the elements of conducting is required to all prospective
instrumental music teachers. The work covers time-beating, score-reading, the
interpretive gestures, and the discipline of the baton. The experience usually
includes the directing of student groups rather than the conducting of a pianist
or a phonograph. In tﬁé'best conducting classes, attention is given to the
problems of ensemble performance, rehearsal technigues, the relationéhip of the

conductor to the musicians, and the more intricate relationships among the musicians.
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During the last two years of their baccaiaureate training, prospective
instrumental music teachers begin to intensify their study of pedagogy--a study
thet cudmingtes in one or two semesters of student teaching. Iu addition to
courses in education and educational psychology, students study the methodology
of instrumental music instruction with particular attention to the problems of
class instruction in the elementary schools and the teaching of more advenced
students in the ensemble rehearsal. They also spend considerable time in cgrefully
reviewing the best teaching maoterials availsble for al11 the kinds of instruction
commonly offered by public schocls. Courses in methodology serve to introduce
them to the coming problems of student and professional teaching; courses in
materials help them develop evaluative criteria for the selectiion of music that
will be effective as a source of musical inspiration as well as sppropriate to
the several stages of the learning process.

Some teacher-training institutions also offer courses in the administra-
tion of musiec programs and in the repsir of instruments. These courses are
considered important because instrumental music teachers frequently are charged
with the ménagement of fuads and equipment for their departments. Instrument
repairing experience is invaluable for the young teacher in a community that has no
competent repairman.

During the period of student teaching, the prospective teacher has sn
opportdnity to apply gll he has learned sbout music and its teaching in a real-
life situation under the supervision of highly-skilled, experienced teachers.
Usually, he will be assigned to several kinds of classes during this period so
that he may acquire exporience at a1l instructional levels an@ with several. kinds
of teaching. His student teaching activities will embrace all *he sctivities
normelly considered r£s part of the instrumental music teacher's job. He will

teach beginners, lead orchestras and bands, adjust instrument mechuni sms, super-
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vise student practice, plan performances, snd confer with parents and fellow
teachers. He will also zpend a great deal of time observing his supervisors,
other music teackers, and teachers of other subjects offered inthe publi~ schools.
Throughout his student teaching experience, he will be shown how and why certain |
techniques are successful in meeting certain problems and will learn the most
effective ways of solving ordinary classroom teaching problems. His supervisors
will encourage his development and discourage those habits they feel will be
impediments to his success.

At the end of his student teaching period, if he has been a gocd
student and a competent misician, he is ready to begin =—eally to learu 4o teach.
His college teachers will have helped him develor musicisnship and scholarship;
his musical coileagﬁes will have inspired him and criticised his efforts; his
student teaching supervisors will have helped him modify his behavior and
attitudes s0 that the transfer from student stetus to teaclier status can be

smooth. His future success as a teacher rests in his own hands.
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Educating a Teacher of Music for tic Elemantary Schools

Maria Luisa Munoz

We have come together from many distsnt lands to discuss serious
matters pertaining to the music education program in elementary schools. We have
come together seeking for understanding and mastery of problems which are shared
by the majority of the delegates attending these meetings. It is the very fact of
envirommental diversity among us which will be most valuable in whatever decisions
we make for the enrichment of cur experience, the fulfillment of our knowledgesand
the development of future procedures to guide us in the attaimments of our goals.

The world in which we are living today is one of tremendous complexity
onein which normal behavior is very difficult to maintain, one in which positive
hunan values are very difficult to develop. These very important facts have to be
considered when formulating a2 philosophy of education, the general contents of the
curriculum, and the specific aims of each particular area--in our case the music
Program for the education of children at the elementary school level.

We need to define goals particularly applicsble to the elementary
musie education program; we need to specify the aesth=2tic satisfactions required
by children and the musical growth essential to their life; we need to realize
that our field of endeavor will be dealing with human beings living in a sersor-
ially impoverished enviromment, made so by the technological advancement of our
times; we need to understand that we will have the responsibility of developing
both the Intellectual capacity and the sensibility of the mind; we need to

remember that school is life in itself, not merely a preparation for lifej we
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need to recognize the absolute value of misic as an educational force capable

of improving our way of life; we need to accept both the extrinsic and intrinsic
values of music, those which have been merely scratched on the surface when
considering the principles of child growin and development; we need to further
advance the relation between The findings of developmental psychology and the
teaching of real musical concepts: tone, rhythm, melody, harmony and form.

211 such considerations should be the guiding light in our discussions.
They should bear influence on whatever decisions we formulate, on whatever final
recormendations we approve regarding the subject of professional and pedagogical
training of the music teachers.

A number of questions come to my mind. The are the result of many
years of experience devoted to the organization of a music program in the public
scheols of Puerto Rico, with very little success if we compare the results with
the magnitude of our efforts. We think that we have failed in developing a music
program toO inf%uence the cultursl growth of all our children and we have given
undue importance to specialized performance in secondary schools to the detriment
of the elemertary school muslc education programe. A thorough school music prcgram
for every c¢hild has not been encouraged by the school authorities and as a result
the importance of a musically trained teacher at the elementary school level has
been overlooked and not properly emphasized.

My questions will present down to eavth situstions which perhaps most
of you have :;perienced in your professional life as music educators, even in
countries occupying an avant garde position in the field of music and music
education.

1. Do the public education systems in our countries realize the true

importance of music in the school curriculum, or do they merely have a prograum
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printed in black and white as a pathetic excuse for whatever activities are
carried on in the name of music education?

2. JT& it advisable to demand a music education program of the highest
gquality when there is an insufficient number of teachers with first rate profes-
sional and pedagogical tiaining?

3. Ars we going to be satisfied with a mmber of minimum reguirements for
a music program to be developed in areas where facilities are still in a primitive
stage of organization and teacher training programs are completely unknown?

L. Is 2t correct to start g music educatirn program with whatever personnel
is available even if it is doomed to linger in its process of development, or is
it more advisable to wait for trained personnel?

5. Is it right to leave the music education of the children in the hands
of the regular classroom teacher with no training whatsoever, cor is it better to
wait until we have a specialist in every school?

6. 1Is the artist going to stay in his ivory tower ignoring the importance
of music education in the elementary grades, or is he going tO move to the control
tower in his field?

T What can the best qualified teachers do if fhey are not prbvided with the
proper school environment, with the books, materials, and equipment absolutely
necessary for the success of their educational task?

Such unfavorable congitions are affecting the decisitn of young people
who would otherwise ﬁe willing to consider music teaching as a career, thus
providing an inbalance between supply and demand for zompetent personnel.

There is sti1ll another question which I consider of greatest importance:

How can 20lleges and universlties meet their responsibility to most effectively




train teachers t0 become real leaders in the field of music education, and

equip them to cope with the many problems, difficuities and impediments along

the way and to succeed in reaching the final goal, which is 4o give children =
basic music education that could be not only a springboard to a musical career
for a talented few but a base for a lifetime of enrichment théfough musican under~
standing, appreciction and participation? We may further ask if there may not

be z role for the music conservatories to play in this field?

Let me first express my opinion as to what T considér the most
important qualifications of a music educator. Then I shall expand my statement
to clarify in detail my points of view. By vhatever name he may be known
(consultant, supervisor, specialist), the music educator should be a composite
personality with dual characteristics, that is, a sound musicianship and an
understanding of educational theory and practice. He nust blend artistic musical
qualifications with expertness in imparting musical instruction to the children
in the school system be it either privave or public. I believe that only a
conbination of these attributes will provide a solid foundation for a good music
educator.

A dynamic personality with an infectious measure of enthusiasm will
succeed in arousing a response to music, and in getting a child interested in
becoming a participating creator, only if these qualities are accompanied by the
mastery of instructional techniques and of profound knowledge Of music as an art.
We cannot deny that the artistic stature of the teacher will always be a challenge
to the child who is beginning his adventure into the musical world.

It is thus of utmost importance that music educators encourage the

selection of candidates who by training, talent, personality, end interest in
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the teaching profecsion are most likely to be successful in their work. After
the selection is done, it is necessary to provide the proper training in order
to form the best teachers capsble of leading the way and see their mission
fulfilled.

As to specific qualifications, I shall ennumerate some which I consider
very necessary. The music teacher shecvld have a "good ear”. No teacher should
dare stand before the children unless he or she has good relative pitch and is
gable to discern small pitch deviations. Otherwise he will be umable to develop
a proficient performance among his students.

BEvery musiz teacher should have musical sensitivity, a fine rhythmic
response, a good understanding of musical forms and styles, and should possess
the necessary slhills to perform on at least one instrument with a certain degree
of acceptability and distinction.

He or she should have a thorough knowledge of every aspect of music,
of theory, harmony, and elementary counterpoint. He should be agble to sight~read
and have a clear understanding of the keyboard. He should learn sbout rhythm
and bodily movements, about musical gemes and folk~dances; about the human voice

in all its stages of development. He should be famliliar with both a vocal and an

instrumental repertoire appropriate to the elementary grades. He should be trained

in the techniques of conducting, and in the techniques of teaching music. He
should understand children'’s psychology and should have ample opportunity to put
into practice all his theoreticel knowledge before starting his professional
career in the schools of the nation.

Being forged in an environment of optimlstic blessings, I would like
to write the detailed history of a most brilliant future for the music education
program aware of the nature of the present. Being an artist, I dream of a time

when music will no longer be a luxury but a stark rieed of +he modern age.
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Being a teacher, I hope For the day when the professicn will be indispensable
in shaping and developing the musical culture of the human race.

It is because I constantly live struggling to see such ideals come
true, that I have great hopes in the results of meetings like the one we now
celebrate under the auspices of the School of Music ¢f the University of Michigan;
in the decisions that were taken in conferences celebrated in Puerto Rico and in
Santiago, Chile a number of years ago; in every possible effort made by professional
minded educators tou meet the challenge and the magnitude of an unavoidable tesk:
that of conceiving a new curriculum for training music teachers to carry on the
Let's heope that our final

music eGucation program in the elementary schools.

decisions have a positive and a practical value.
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Musi . BEducation in Chile

Cora Bindhoff de Sigren

The Chilean Educational Reform initiated in the present year presages
a radical change in the orientation of music educat’on. Education based on the
traditional educational patterns of the old world‘now is directed toward the
development of the student sultsble to the needs of our time and in the direction
of the eduecationsl goals which are realistic for us.

"The new teaching techniques and the incorporation of the most scien-
tifi. methods are also among the goals 6f our present government.

" setting up of objecti&es for an educational reform that tries to
integrate modern teaching techniques into our programs, places special emphasis
on the teacher. The quality of the education reflects the quality of the teacher,
and the new structure of the educational system will cause a revision of the
orientation of the curriculum and methods of tuacher training.

"Teachers for the basic educational level (eight years) must be trained
in an extremely careful and rigorous manner and their tiaining should always be
open to those la%ger opportunities provided by a continuously improving process.
The type of man ﬁho educates others ought to be capable of learning to go on
learning and to transform his knowledge into action.

"There is almost unanimous agreement that the entrance requirements
for a teaching career should be placed at the highest level; that is to say that
all pedsgogical studies should definitely be on the level of higher education."

The above guotation was extracted from a speech by the P~ s;ident of
Chile, Don Edusrdo Frel, when he disclosed the fundamentals and the spir’t

behind the Educational Reform started in 1966.
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For the first time in many yeors an American government has formulated
such decisive concepts for an educational reform,; tliat for many reasons has been
needed so urgently. The opening of numerous cCoOurses and the estagblishment of =z
basic education in order tc meet the needs of an always inercosing nunber of chil-
dren of schoocl age, places Chilean music education at a crossroads. There is a

lack of: a) grade teachers with a satisfactory musizal education for the devel-

cpuent of a minimal musical program, and D) §P§pialized teachers who can assist

these elementary teachers in music activities in public schools. The number of
teachers of music in high schools (National Music Teachers) is also insufficient
to teach music at the medium and pre-university levels.

These are all problems that we hive to face without a loss of time and
with a new criterion. The educational reform of Chile (1966) has promoted the
formulation of a new idea as to what music education in the elementary schools
should be and what can be expected from it. Such education should be more
forming than informative, adjusted to the psyckological realities of the child
and to the requirements Of today's world, flexible to the imdividual needs of the
student and to the socio-economic and geographic situations that constitute his
environment. The subject of music has mot changed in essence; what has substan-
tially changed is the actual concept of the function it has in the integral devel-
opment ‘of the child.

‘ In my position as president of the technical team that at the present
time i; writing the curriculum for music education in the elementary schools in
Chile, I can inform you as to what this change in point of view is about.

Emergency measures, like six summer courses in 1966, to train the
teachers of the country, and to give them a preview of the obJectives of the

new program, ensbled us to introduce the teachers tc .ne new orientation and its
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working techniques. This kind of work will continue all throughout the school
Year and the coming summer sessions in the tuature during the time that the educa-
tional reform is being consolidated and the principles of a continuous perfecti;g
process for the teachers are being set up. The new orientation in music education
in Chile is tased on many different activities and a wide choral repertoire from
which we get the fundamental theoretical knowledge which is indispenssble in order
for the student to progressively comprehend the musical language.

Emphasis must be placed first on the musical experience that st
precede every systematic study of the musical orthography of a vocsbulary being
acquired; on the audition followed by comuentary on the musical culture that is
going to contribute to the formation of a musical language; on the development of
vocal and interpretive faculties in general; on the learning of simple instruments
that can provide a form of indirecct expression; on the stimulation and cultivation
of the aesthetic censitivity and the creative faculties by means of spontaneov:s
expressicn, improvisstion of forms, and melodie-rhythmic phrases and motives  and
free instrumentaticsa; and on the home manufacture of musical instruments easy to
handle.

The actual music education rest# on two principles: 1) the new
orientation given to the planning of the subject, and 2) the new methodology and
its working techniques applied in our case to the Chilean situation.

The activities inciude among others the acquisition of a beautiful and
varied chorsl repertoire, bodily and instrumental interpretations in different
"temp:i", rhythmic measurements and dynemic intensities, choreographies of regional
end other dances, systematic practice with percussion Ilnstruments, guitars, flutes,
harmonicas, marimbas, accordions, etc., as well as free interpretations and s n-

taneous improvisgations.
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These gctivities are based on the systematic and combined use of the
ways of musical impression and the means of expression of the student, i. e., his
hearing, sight, and neuro-muscular system; the exercise of the conditioned re-
flexez and the synchronization of the bedy for its total perception and realiza-
tion. Musical experiemce, in g1l its phases, must be physically regiscered
before the mind can receive it as intellectual knowledge.

Theoretical knowledge (such as, the symbols of duration and of the
differenﬁ figures and notes) will be taught always in relation to other symbol:s
and durations; in order that these are presented in a m. . .~ composition after
experiencing them through singing, percuss.on instruments, gnd stepping their
contents for understanding. Theoretical information is a consequence or result
and not a goal of the music education course. The gozl chould be the importance
of the developme..t of a musical sense, musicality,'fhe expressive and creative
capacity, and the aesthetic enjoymen* of music.

The center of the musical activity should be the song, source of
miltiple experiences, and “he expression closest to tha student in all stages of
his development. All the information needed to obtain the knowledge and to
deve .op reading and progressive mastery . the subtle musical language can be
found in a song. Also contained in a cong are: all the principles of agppreci-
ation; aesthetic, intellectusl. historicsl; form and styile; rhythm with is many
aspects; melody with its expressive lines; theoretical 'rmowledge concerning the
interpretation of length, symhels, nol=2s, rests and intervals; the graph of the
pentogram and the reading of tone groups; and later on the incentlve of harmoniza-
tion. The contents of a song {text and musical style) ensble us to place it in a
period and a country, and, at the same time, enable us to discorer its origin, use,

and possible sutl srship, if any. The so:u ~"mg the mean: 7 eollective singing,
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is the centexr of group activity that involves other aspects of the musical work.

The methods that we advocate are active, experimental, agile, and
imaginative, and they utilize very simple audio-~visual aids that change the
abstract and ephemeral sound into sowething elmost visible. Among others, the
universally recognized methods of Carl Orff and Zoltan Kodaly have been adopted
in some of their aspects to the living reality of the c¢ailean school.

Lacking technical resources in the elementary schools (such as movie
projectors, slide projectors, tape recorders, radio sets, television sets, or
<xpensive instruments like =a piano), w2 use the direct experience provided by
graphs, gestures, the blackboard, c ardboaxds with colored reproductions, per-
cussion instruments, the simple voice of the teacher accompanied by a guitar,
the use of the three primary chords, I, V, IV, in the musical scale, and melodic~
rhythmic activity accompanied by a flute, harmonica, "quena” o~ "pinguillo".

We cannot wait for the time in which all schools have modern eguipment for the
murical activity to be carried on., Time goes by fast and our children need, for
their more total development, the spiritual growth involved in artistic activities.
One cannot use the lack of ecuilomic means as an excuse to perpetuate an inadequate
metkodology. The new music education must achieve its goal by strongly activating
the imagination of children and adults as well as their faculty of expression,
while offering them lively exp«iences and the tools required for their advsncement.

When there are no manufactured materials to use in giving expression
to the world cf a chlld's fancy, the material can easily be found in the environ-
ment and without any cost. 1In the field of very simple school mw.si: instruments,
an attractive maraca sound can be .nade even wih seeds of lifferent consistencies,
pebbles, fineand coarse sand enclosed in a tin can, pumpkins or cardboard container s;
glass mariabss can be mede with bottles and glasses of water; drums can be made

out of flower pots covered with bladder skin, hollow canesg,etc.; triangles as



well as cymbals and xylophones can te made with pieces of iron or steel or
hard wood.

These instruments will be use d@ to produce group music. For this
each player tust know his instrument in order to make discrimineting use of it
to produce the cclorful contrasts that each composition requires. In this sense
the attitude of the youngster and his feelings for the world around him will
determine his capacity for giving life and ennobling the "materia prima" he
uses for his musical creations. Badly used,the most noble of the instruments
can be destroyed, while a good use can exalt humble materials. That is why so
mach emphasis is piaced on the‘right form in using the material.

The search for sound-producing_materials to integrate a group, and
their application in the explora@;on of musical invention is one of the most
satisfactory adventures of the cféative spirit and it constitutes a basis for
the education of the child's aesthetic sensitivity, fine perception, and auditory
discernment. Te¢ provide our children with thst experience is one of the main
goals of the program here presented. There is also a close and multiple corre=-
lation of music with the social sciences, plastic arts, physical education,
technical and manual education, Spanish, msthematics, and foreign languasges.

A special subject must be directed by specialized teachers. <Ccnse-

quently, it is necessary to provide the teacher with a new orientation and to
train him for better handling of the working techniques being used at present.
The flexibility of the present experimental curriculum allows a wide change of
activity without losing the basis of its formative structure. The distribution
of the subjects and their contents will be determined by the facilities offered
by the schocl, its geographical situation, its socio~econcuic leveir, the rate of

school attendanc., and f£inally, the number of qualified teachers.
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The elsmentary school music in the first six years should be en-
trusted to the grade school teacher, two hours weekly and in the following
seventh znd eigth grades it should be in charge of specialized teachers.

An outline of the new music curriculum “mecludes the following areas:

1. sic ir 211 its forms, the expioration of sound-producing materials
and their possibilities, musical creation in all its shades of projection, voeal,
bodily movement, and instrumsntal, constitute the new approach to music education
in Chile.

2., T 2 first sight-singing is started with early beginnings by means of
the functional Kodaly method, thus freeing the student slowly but surely from
musical activity by imitation.

3. Methods for listening to and commenting on music of all times, forms
and styles (including contemporary music) are introduced graduslly according to
the age and understanding of the stud 2nt wherever this is possible. This prccess
completes the program of music education that we are setting up in the Chilean
schools for the future. |

4. The situation of Chile in the field of music education is similar to
that of other Latin American countries. The basic problem 1s that the teachers
specialized in music education can take care of only a very limited number of
elementary schools. As a result, the basic music educgtion hss to be entrusted
to the grade teacher. Help from the television and radio stations, “owever, will
in the future reinforce thelr work in a systematic manner, resulting in a wider

area of action, we hope!



La Influencia De Los Medios Tecnicos Masivos Sobre

La Fducacion Musigcal En El Uruguay:

Eric Simon
. .t . K4 . . .
La implantacion de la radio, de las peliculas y de los discos produj»
L4 - . . . -
en la decada de 1930 a 1940, un fuerte declive en el estudio de los instrumer -0s
. ’ - .. . .
music~les, lo que se noto ante todo en 1. ’isis de los conservatorios particu-
) . . s . ’
lares dounle durante los primeros 30 afios del siglo, habian acudido gran numero
yé . . .
de jévenes para el estudio de instrumentos de toda clase, teniendo un lugar de
. . . 7/
prefercnciz el piano. Durante la década nombrada el descenso de alumnos fue
. . a
tan importante que muchos conservatorios apenas podian salvar su presupuasto
e . P . 7/
de maautencidén. Desde el afo 1945, sin embargo, ha habido nuevamente inter.s
. ,",
en el estudio de instrumentos musicales, bhabienduse motado descde entornces un
. ¢ . . . . — I
interes creciente en el aprendizaje de los instrumentos acompanantes: acordeodn,
guitarra, como también el piano. Se ha notado, sin embargo, un der timie nto en
los ams .eurs para dedicarse al estudio de instrumentios de cuerda, de viento ¥y
6 é . ./ . / . / .
percusidn. como también en le realizacion de conciertos de camara domesticos o
estudiantiles. A eso se agrega el elevado precio de todos 1lcs instrumentos que
. . 7 . . ./
integran la orquesta sinfonica, el costo enorme de un piano y la raduccion del
espacio en las viviendas modexrnas.
Los medios masivos han evidentemente cambiadc el gustce musical. Existe
lHoy . s . ' /. . /. ‘.
enorme PpU' lico para la musica folkldorica, misica de baile y musica de facil
entretenimiento. Por otro lado se ha notado una creciente capacidad auditiva
P . . . < .. 4 o
para distinguir entre la buena y m:'la eje~ucidn, exigiendo el publico un acer-
. s . ./ . . 7 . . .
camiento de la cajlidad de interpretacion y ejecucion a las ejecuciones oidas en

disco o pelfcula.

*This paper was received too late fo: translation.
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Lzas investigaciones folkldricas de Lauré Ayestaran han aportado un
valios{simo material de investigacidn. A pesar de ello, gusta la misica folk-
1drica editada o arreglada frecuentemente por misicos aficionados, lo que no
siempre representa una fuente &tnica auténtica. Los conjuntos musicales, intér-
pretes en actos pﬁblicof, carecen generalmente de ferm-:ily musical | ejecutan
"por oido" improvisando e invent-ndo combinaciones ritmicas y armdnicas. FEstos
conjuntos tienen una enorme difusidn en lis radios y televisidn uruguayas.

(Hay 28 estaciones de radio y * de televisidn sdlo en Montev<deo). Las esta-
ciones de radio con sus entradas monetarias relativamente bajas, frecuentemente
exigen la coleboracidn gratuita de estos conjuntos menores. La influencia de
estos conjuntos a traves del miicleo masivo de difusidn es enorme y provoca el
florecimiento de nuevos grupos aficiongdos que aparecen com hongos después de
la 1luvia. El contagio que ejercen es de deformacidn estética Yy seguramente
alejado de toda priéctica musical de fomento de elementos étni.cos.

Influencias Positiv's

Exisfen exelentes discotecas particulares como también una discoteca y
cintotena oficial perteneciente a fa radio del Estado. Los institutos de ensefi-
anza carecen generalmente del correspondiente maisrial debido cirevado costo
de su adquisicidn. Actualmente ya no se importan discos en el Uruguay y todo
estd reducido a la produccidn local. Lac firmas productoras tienen comtraios
con firmas europeas y americanas para la enisidn en el Uruguay, siendo la pro-
duccidn de mis_ca de entretenimiento de mayor importancia para el rendimiento
comercial de las empresas, en un mercado relativamente chico (el Uruguay tiene
2.500.000 habitantes).

Evidentemente, ha habidc un mejoramiento notable en la calidad de ejec-
u- 3T ¥y un erriquecimiento de la programacidh de Las orquestas sinf&hicas, reci-

tales. etec.
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Muchas veces los medios masivos interesan en .bras nuevas, tanto en lo que se
refiere a misica contempordnea como especialmente a obras preclésicas.

El medio téecnico ha adquirido una importancia primordial en la enserTanza
de la Historia de 1la Mﬁsfca, Apreciacidon Musical, ztc, por estar el educador
musical frecuentemente desprovistc de la habilidad t&cnica necesaria para efec-
tvar tales demostraciones.

En la Ensefianza sSecundaria se usa un 50% aproximadamente del tiempo ded-
icado a la enseflanza musical para audicidn por medio del disco. Excepcionalmente
por radio.

Existe en el pa{s programas musi ales para la ecucacidn pPrimaria y secun-
daria. En las zscuelas primarias hay un gran nimero de educadores musicales que
ensenan cantos, rondas, juegos por imitacidn. En la Enseflanza Secundaria se
ensefian bases de la Teoria Musical, Historia de la Mdsica y canto en conjuntos
corales. Para ello hay a disposicidn un grupo grande de profesores de misica
formados en un instituto especial dedicado en un cursc de 4 anos a dar un entre-
namiento. 1Institutos de Enseflanza existentes para la formacidn del Educador

Musical:

Ensefianza Primaria: Special Music Educator Institute and General Music Courses

for all tzachers.

Ensefanza Secund zia: Institute for High School Teacher Education.

« 7 . . .
En resumen: La educacion musical en el Uruguay estd establ:cida obli-
. -~ . . . Vs
gatoriamente en los planes de ensefianza primaria y secundaria del Pais. En la
ensefanza primaria se dictan aproximadamente 60 minutos de clase por semana, en
la secundaria 40 minutos semanales, tiempos evidentemente insuficientes para la
elatoracidn de un plan ambicioso. Crcn que los medios masivos puestos a dispc -
. s . e q . . . .
sicidn de las autoridades oficiales de enseflanza e institutos privados a nivel
. . . . . . e .
primario, secundario y universitario podrian provocar un cambio fundamental,

siempre que se modernice el plan actual esbozado.
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La Ensenanza Musical En La Esceula Superior

De Bellas Artes De La Universidad

Nacional De La Plata®

Rodolfo Zubrisky

En el curso ds la Sesidn General realizada en la mafana del 16 de Agosto
y presidida por la distinguida colega ElZzabeth May, de California, tuve el honor
de iaformar sobre la "ensemnanza musical en la Escuela Superior de Bellas Artes de

la Universided Nacional de La ...a"

y de participar en el "Panel discussion',
conjuntamentg con los profesores Wiley L. Housewrite de Florida, Emil A. Holz, de
Michigen, Maria Luisa Mundz de Puerto Rico, Eric Simon, de Uruguay, y Frank Callaway,
de Australia.

En dicha ocasion, expuse las razones que me impidieron enviar por escrito
el trabajo con la debida antelacidn y ahora al hacerlo a "posteriori', siento la
ineludible necesidad de referirme en primer término al Seminario Internacional de
Educacidn Musica, que se realizd en Ann Arbor, Michigan, del 8 al 18 de agosto de
1966 cou los auspicios del "United States Offic. of Education" and the "School of
Music of the University of Michigan''.

Han transcurrido 3 meses desde entonces y la decantacidn del tiempo me
asegura que no estoy escribiendo bajo la influencia de los estimulos que me han
rodeado durante la estadfa en Ann Arbor, sino que realmente expreso convicéiones
intimas que espero, reflejen en cierto modo, el pensamiento de todos los invitados

. o - . . . v
extranjeros que par“i-iaamos en el Seminario que constituyd sin lugar a dudas, la

. . oo, s ~ . 7 .
experiencia mas impcitantes de estos ultimcs aTlos en el campo de la Educacidn Musical.

#This papcr was received too late for translation.
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Quiero felicitar y rendir hcmenaje & las autoridades educacionmales dec los
E.E.U.U., quienss a pesar de haber votado en 1965 iina ley trascendental, creando la
. . . s .
Fundacion Nacional para las Artes y las Humanidades, con el propdsito de superar la
P . 7z .. . ; . )
instruccidn en estss dominios y reforzar la enschanza de las Artes en ics estableciw
mient-s primarios, secundarios y universitarios, funl’ando nuevous Institutos de
. 2 T . ) .
Formacidr Pedagdgica v apocyandc a los Institutos gque presentaban un caracter piloto
-
y d2 investigacidn, no titubearon en tomar la iniciativa de consultar a expertos
de todo el mundo para resolver problemas de orden general e ivterno, con esa sabia
mesura que la experiencia les ha dado a traves de las Conferencias Nacionales de
. 7 . . Red “ . . .
Educacidn Musical (que se realizan cada 2 dnos) y por la influencia del 'Music
Educator National Conferenca'", que constituy " con sus 53.000 socios, una de les
A - - ‘o
Asociaciones mas podercsas y de mayor prestigio en tcdos los ambitos de la educa-
cién en los E.E.U.U.
. . . . . .
En dicho Seminario, pendagogos, instrumentastas, compositores, musicologos
P4 . . . ¢ . . . .
y antropdlogos, distribuidos en 5 comisiones de trabajo, tuvieron diez dias para
. . . b d .
estudiar y analizar el tendmeno provacado en todo el mundo, con motivo del auge de
- . 7 . 1 . . . 7 . s
ia Edncacidn Musical, de acuerdo a las exigencias de la evolucion simultanea de la
7 . . P4 - . .
misica, la psicologia y ias tendencias sociales, para incorporarse como uno de los
I'd . . 7 1 g . . . .
elementos mas valiosos en la educacion del nino y como una disciplina esencial en
- . 7
ia formarion y desarrollo del ser humano.
. . . . . /
El alto nivel alcanzado por mis colegas norteamericancs, visto a Lraves de
la calidad de los trabajos presentados y los resultados obtenidos, la seriedad de
los planteos en sus inquietudes, la franqueza en denunciar lo negativo, sumado al
.7, : . A 3 {me {
espiritu censtructivo y patridtico que los anima en su busqueda por resolver los

. . 7 . , . . . .
crmplejos problemas de la Educacion Musical, testimonian el grado de eficiencia que

v

han alcanzado en €sta diff;il especialidad.
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El eminente colega Charles Leonhard, al hacer la evaluacicdn del Seminario
dijo: "Such a Seminar would have been unthinkakle ten years agon. Only recently have
we attained the degree of maturity necessary to face our problems and admit our
deficiencies with such candor and grace is we all have here. We all owe a great
debt of gratitude to the International Society for Music Education for its magnifi-
cent contribution to this maturity'.

En efecto, estamos de acuerdo en que la labor encomiable del I.S.M.E. desde
su creacidn, ha sido uno de los factores preponderantes que han hecho posible este
milagro y los que como nosotros, vivimos a muchos miles de kildmetros de los Centros
Europeos y norteamericanos, sabemos cuanto le debemos al I.S.M.E. y a travds de é1,

a Vanett Lawler y a Egon Kraus, quienes nos han apoyado y alentado en todo momento en
nuestro prop&éito de difundir y fomentar la Educacidh‘Musical en nuestro pais.

En mi informe sobre enseflanza de la Mdsica en los establecimientos secundarios
en Argentina; habia escogido como modelo, la experiencia realizada en estos ultimos
10 afios en la Escuela Superior de Bellas Artes, depexdiente de la Universidad Nacional
de La Plata, ciudad distante a solo 60 kildmetros de Buenos Aires ¥y que so distinque
por su histdrica trayectoria universitaria.

Esta Escuela tiene una estractura y caracteristicas muy especiales que le

. . . £ * . . P4 . g
confieren una situacion de privilegio, quizds dnica en nuestro pals, Por tratarse de

un Instituto en el cuil se impérte la enseflanza en sus tres ciclos llamados Basico,
Bachillerato Especializado y Superior.

El ciclo bdsico inicial es complementario de la escuela primaria y tiene por
objectivo explorar las aptitudes naturales del nifo para ayudar el futuro dessarrollo
de ellas. Esta fundada en la experiencia y la actividad "explorédora y expresiva del
nifio" que no debe encontrar otras limitaciones que las de sus propias aptitudes.

Se admiten en €1, nifios de 8 a 12 anos y cuenta con 300 alumnos que se reparten

. . 7/ . £ . . .
entre las dos especialidades: plastica y musica. Los de musica, reciben dos clases
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semanaless de Educacidn Musical y otras dos de iniciacidn instrumental ya sea violin,
piano, zuitarra o violoncello.

El segundo ciclo de 6 afios de duracidn ctorga el doble diploma: Bachiller
Nacional y Profesor de Mdsica de Escuelas Primarias, porque dste Bachillerato com-
pleto en cuanto a las materias cientf{ficas y humanfsticas y al cual asisten 400
alumnos regulares, permite seguir simultaneamente la especialidad en: Violfn, Piano,
Canto, Organo, Guitarra y Violoncello que se complementa con los estudios de Teorfa
y Solfeo, armonia, Piano Complementaric, Canto Coral, Morfologia y Andlisis y Coniun
to instrumental de Camara.

Este ciclo medio, implica un preciso estudio de materias culturales dada la
importancia que el factor cultural-humanfstico-cientifico adquiere en la formacidn
de los artistas y futuros profesores y coincide en cierto modo con el tipo de clase
aludido por la profesora Marguerite V. Hood, en su informe sobre las "Non-Performance
Classes in the Secondary Schools of the United States'", donde sefala el exito
obtenido en estos ultimos afios por las llamadas "Humanity Classes" cn los E.E.U.U.

Nuestros resultados han sido positivos y se ha progresado mucho sin haber
alcanzado todavia las condiciones ideales, al no haberse logrado derribar del todo
las paredes que separan a los especialistas que trabajan encerrados en sus propias
disciplinas ni cfe;r ain verdaderos equipos homogéhqos que tengan la visién de recon-
ocer la importancia de las otras dreas culturales.

Ademas hay exceso de horas insumidas en algunas claées, que esperamos puedan
reducirse a un nivel equilibrado para que el alumno disponga de sz tiempo y pueda
intensificar sus estudios en la especialidad elegida.

Ei Ciclo Superior esta formado nor cuatro Departamentos: Musica, Pléstica,»
Disefio y Cinematografia; pilares esenciales sobre los cuales se asienta la estructura

administrativa y_pedagééica de la Escuela Superior de Bellas Artes.



Para ingresar a este ciclo de nivel Universitario, es preciso tener el diploma
de Bachiller o Maestro v Tendir un examen de admisidon en la respectiva especialidad.

Al cabo de 4 a 6 afios de estudios se otorgan los titulos de Profesor Superior
de Composicid%, Canto, Direccidn Orguestal, Organo, Piano, Viol{h, Violoncello,
Guitarra, Histdria de la Mdsica y Educacién Musical.

Este ciclo que atienda a la formacidn de un calificado profesorado en el
campo de las Artes, dota a los futurcs artistas de claros y precisos medios para que
se desarrollen de acuerdo con su vocacidn Y preparandolos para una doble profesidn:

musical y pedagdgica.
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The Function of a Professional Organization in Teacher Education in Music

Karl D. Ernst

In the profession of education the mus;c teacher often finds himself
in a lonely position. More often than not he is assigned to a school where he
is the only music teacher. His science teaching colleagues will possibly find
six or eight other science teachers in the same school with whom he may exchange
ideas sbout science as a discipline and the various methods for teaching it. The
music teacher is also quite likely to face another situation which tends to
isolate him. The principal, head master, or curiculum supervisor for the school
is probably not nearly as conversant with music and music teaching as he is with
language, literature, mathematics, or even physical education. The music teacher
must, therefore, have other sources from which to draw creative ideas for classroom
use, and stimulation towerd artistic developme Many school administrators may
enjoy what they hear in the music rcom, but ar 1adequately prepared to nourish
the music teacher's growth.

Coupled with this problem is the fac that music 1s one of the most
comprehensive disciplines in the curriculum. It has a long and distinguished
history. It has a vast literature which cannot be embraced in a lifetime of con-
centrated study. No amount of tertiary or graduate level study can ever fully
prepare the music teacher for the magnitude of his task. He must continually
read, listen, study, and perform toward widening his horizons in this fascinsting

yet demanding and difficult art.
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In view of these brief observations, it is evident that the music
teacher must £ind resources to nourish his growth. A professional music organ-~
ization can provide some of these resources in nine different ways.

1. Through a planned program of national and regional meetings.,

Meetings for music teachers can be a msjor souvce of teacher stimulation
and growth. Professionel organizations in most disciplines must plan meetings
largely around lecture type presentations, even though the large group lecture is
limited in its effectiveness. For example, with no travel expenses and s
comparatively small expenditurs of time, the lecture may be read. A meeting of
nusic teachers will make only minimel use of the lecture. A music conference
will offer a varied program including discussions, demonstrations, participating
workshops, and performances. Few other disciplines have the potential for such
dynamic kinds of conventions.

An effective professional orgenization will plan a schedule of meetings,
on both a national and regional basis. The nationgl meeting is important because
it can give scope and prestige ¢o the profession.’ It 1s able %o provide spesakers,
demonstrators, conductors, and cliniciasns of great prominence and give recognition
to the profession. It can also plan for exhidits of materials and equipment
vhich support the teaching of music. The limitation of the national meeting is
its inability to reach meny of the teachers at the "grass roots" level. The
regional meetings, on the other hand, if established on a small enough geographi-
cal scale, can potentially reach every menber of the music teaching profession,
bringing to him soms of the inspiration of the national meeting, and involving
him personally in the program and activities of the national organizstion.
Professional meetings of these types are among the most potent means for providing
in-service growth 6f teachers. The exchange of ideas, the observation of skilled

teachers at work, the hearing of outstanding performance groups, the oppoftunity
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to come in contart with new music materials, instruments, technical alds, and
other equipment: These ars experiences which all music teachers ueed continu-
ously.

2. Through cormittees which initiate study and research.

A regular pattern of well-planned meetings will normally generate a
desire on the part of teachers with certain definite interests to correspond
during interim periods and to exchange further their progrems, syllabi, biblio-
graphies, and other curricular materials. It will also frequentiy leasd to the
recognition of a need for a more formal arrangement between a select group or
interested sons who might meet frequently for study and discussion, and report
at a later date to an elected body or to a conference. Inevitably when music
teachers get to know one another, they will find topics of matual interest
which need concentrsted study. This self-generating approach is the ideal way
to initiate study activities, because the problems which are selected will be
urgent, and the persons who work on them will be interested and responsive. The
profession of music education depends upon study activities of this kind in
order to keep abreast of the rapidly moving age in which we live.

3. Through a program of publications.

For reasons cited earlier, music educators must be personally respon~
sible for seekii. opportunities for professional growth. An active publications
program by a professional music educatior organization can assist toward this
end. Such a program should include a journal at the nationsl level which includes
pertinent materials touching all aspects of music education and at all levels.

It should keep teachers informed about current problems in music education,

experimental activities, new learning resources, opportunities for graduate

study, new books and periodicals, and people in the profession. Wwhere feasible,
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smaller publications at the state or regional level should be initiated.
These publications will be more informal and will emphasize program activities
in a particular region and news about its teachers.

In gddition to a Journal, the professional crganization has an
obligation to publish the results of the study and research efforts of its
comnittees. Such publications need not be formidable. Many of them will be
based upon action research and will usually aim at solving some of the pertinent
problems which music teachers face from day to day. Once a publications program
is initiated, teachers will realize its practical value, and will be encouraged
to participate not only as readers but as contributors.

&nother important dimension of the publications program is the
cbligation for the professional organization to develop reciprocal arrsngements
with other teacher and administrator organizations so tha’t articles written by
music educators will appear in their journals. In many ways this is the most
important part of the publications prcgram; for it grovides the best possibility
for increasing the understanding of music on the part of those persons who have
so0 much responsibility in determining the place which music will occupy in the
curriculum.

L. Through providing liaison with other professional organizations.

The previous paragraph has suggested a publications activity which
involves this kind of liaison. With the rapid increase in knowledge which must
be mastered by young pecple, those who teach and administer the schools must be
aware of the contribution of each subject in the curriculum. We are gradually
becoming aware of the possibilities for integrating some of the disciplines
through courses in the arts or in the humanities. There is some evidence of
including the arts in history courses. A professional organization for music

teachers has the responsibility of working with other educstional groups in
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order to foster mutual understanding, and to plan for reciprocal activities,
through both publications and conferences of appropriate prcfessional organ-
izations.

5. Through providing liaison with other music organizations.

In a @iscipline which has so many different facets, it is common %o
find that numerous specialized music organizations exist in order to meet certain
specific needs of music educators. Such organizations might include groups such
as the following: choral conductors, string teachers, voice teachers, musicolo-
gists, composers, piblishers, instrument manufacturers, music clubs or perfor-
mance groups,.and honorary organizations. All these groups are interested in
cultivating the performance and understanding of music. They are frequently in
nced of broad commnity and financial support. An organization of music educators
which includes all levels and which encompasses all the peforming specialtles,
is ia an exc~llent position to render an important liaison function both with amd
throuzh these separate and more specializeé music organizations.

6. Through providing liasison with govermment agencies.

Although each country will present a different problem with respect
to govermment and the arts, almost all govermments today exhibit some kind of
responsibility for the nurture and support of the arté. An active professional
organization of music teachers can be an effectual voice in informing government
sgencies about the status and needs of music education. It can also help inter-
pret to the profession, the problems which goverrments face in thelr efforts to
support the arts. Sometimes legislation such as copyright regulation is needed
which is important to the entire music profession and the industry which supports
it.

T Through acting as a spokesman fox: the professipp.

Several o7 the ways in which the professional organizstion might

serve as a spokesman have already been mentioned. An additional one is that of
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informing the public in general about music and its role in society. The
growing materiglistic nature of our world mgkes 1t necessary to keep the public
informed as to the place of music in our lives, particularly as it relates to
the education of children and youth. It it not enough to speak only to those
actively involved in the profession of education.

8. Through establishing purposes and goals for music education.

Each discipline is obiigated to formulate and to express its objectives
in an articulate manner. These objectives are important for the music teacher,
for they are basic to curriculum pianning, and to the teaching of every course
and every individual lesson.. Without long range purposes in mind, the teacher
is easlly side-~tracked into ephemeral matters. It is also mandatory that general
eduestors and the public be irnformed as to the obJjectives of music teaching. Ewven
though there will be variation in curricular Practices, the basic objectives
ghould be uniformly understood arnd applied to the practice of music education.

A music teachers' orgenization is the ideanl body to develop a statement of
objectives for the profession.

9. Ihrough furthering an understanding of the international implications

cf music.

Thoﬁgh certainly not an international languasge, music is able to
communicate with more persons than any other single spoken langvage. We have
not yet tepped all the resources which music and the arts provide for increasing
understanding among peoples. Professionsl music teacher orgenizations which
represent nstional groups are alrcady cooperating in vearious ventures through
the International Society for Music Education. This Seminar, thc six ISME
Congresses which have already been held; tpe International Music Educator, the
exchange of publicetions, planned travel gnd study arrangements by teachers on

leave, student-study~-abroad programs, cultural exchange programs-w-gll these are
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evidence of the potential for music as an ingredient in promoting bettar under-

standing among people of &ll natious.
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The Function of the Organization of American States in Music Education

Guillermo Espinosa

We are all aware that one of the leading characteristics of our
civilization has been the development of the various aspects that comprise
culture. We are conscious, also, of the prominent role that music has played
in the civilization of every age. This has been true, particularly, during
the current century, which has recognized music educstion as a leading element
in the formation of man's general culture, not only with respect to its value
and significant aesthetics us a basis for a concept of a world of beauty, but
also in terms of its contribution toward the development of the child's
personality and of a sense of cooperation, music being an art that involves
the participation of many. and reaches into all areas of society.

Thic " course, fundamental in the Latin American educational
system. Hence, wuu.y, the cultural activities of the Organizaticn of American
States, the oldest international organism in the world, music har been recognized
as a basic factor in the cultural program, and the Organization's recent attention
'to music teaching marks the beginning of remarkable achievements in its behalf.

Music in the Latin Amexrican nations followed a trend very similar,
though not equal, to that of the Latin countrieg of Europe. It was highly
esteemed during the congquest gnd renaissance periods, and incorporated into

the schools on the university level just as it had been in Spain. ILater on,




however, interest waned, and the art followed the same sharp'decline that it

had suffered in the Iberian Peninsula. For some time music activity remained
subordinate to the religious anmbience, and it was not until the nineteenth
century, following independence, that attention was again focused on it. However,
it soon became overshadowed by theatrical and church activities, delaying for a
considerable length of time the existence of a program in which music creation
and concerts were enjoyed on the wide scale that prevails today.

The Latin American conservatories finally developed systems of music
education on the elementary and scecondary school levels, which led in 194k to
a survey by the Pan—American Union of the status of music education in these
countries and reseairch on the principles and methods employed. With the aid
of the Music Educators National Conference of the United States, the Pan-American
Union put into effect in 1942 a project of cooperation among the American
republics in music education.

This pro-cultural activity followed in Latin America has matched that
observed in other parts of the world. National meetings have been held to study
the matter, and in 1953 several countries of the Hemisphere sent delegates to
the Wirst International Congress on Music Education in Brussels and to the First
Meeting of Directors of Music Conservatories in Salzburg. At each the stat
role and aims of music education were examined in the licht of the societic. .,
which we live and in relation to the general research studies that had been made,
as well as those corresponding to the particular specialized phases of music.

The crestion of an inter-American orgenism that would coordinaste and
review the status of music teaching in the Americas and develop broad inter-
American cooperation in that field was studied at the First Latin American Mus;q

Festival of Caracas in 1954. This was followed in 1956 by the inclusion in the




acts of the Inter-American Music Council (CIDEM), formed at the Council's
founding, of a fundamental aim to "convoke periodic meetings to consider problems
related to music education.” This in turn led to a recommendation at the
Council's Third General Assembly that the governments include music in their
general study plans, in some countries added to the educational programs for the
first time. In 1960 CIDEM called the First Inter-American Conference on Music
Education, which met at the Inter-imerican University in San German, Puerto Rico,
and brought into being the Inter-American Institute of Music Education, under
the sponsorship of the Faculty of Sciences and Musical Arts of the University of
Chile in Santiago.

Every consideration was carefully welghed prior to the decision to
place the Institute's headquarters in Chile. The primary reasons behind the

declision were the age and tradition of the country's existing institutions (the

National Conservatory, founded 1n418h9, and the University of Chile, inaugurated
in 1842), and the fact that the arts since 1929 had been included in the program
of higher education, thus allowing the benefits not only of a solid institutional
basis employing the very best available sténdards, but of the rich and traditional
experience of several generations, as well. The Faculty of Sciences and Musical
Arts, which was an outgrowth of the Faculty of Fine Arts created in 1929, placed
music in its own separate category when in 1949 it wa. - a part of tuae
finest educational institution of the country. Music education has been
encouraged in the country's regular-term schools and in those of the elementary
and secondary grade levels for nearly eighty years, and during the more recent
decades it has had 'a prominent place. The Ministry of National Education, in

. cooperation with the regular-term schools and with its own orgenisms, has




adopted the practice of training elementary teachers in music and of acquainting
them with the music plans and progreme of all of the schools of the country.

But it was the University that, more then twenty years ago, took the
initiative of organizing the Association of Music Education in ch~—ce of
trairing music teachers for the secondary schools, a program that is carried
on by joint cooperation of the Faculties of Sciences and Musical Arts and of
Philosophy and Educuticnal Sciences. Therefore, in view of these circumstances,
the Inter-American Music Council agreed upon the University of Chile as the
seat of the Inter-American Institute of Music Education, whose functions are
the technical preparation of futurs Latin American music educators, with the
training conducted in the native language and the development end coordination of
the various existing systems of mucic education. The Institute also acts as
advisory body to the various govermments in ngtters pertaining to the field.

The Second Inter-American Conferer -z on Music Education, held in Santiago, Chile,
in 1963, studied the advantages and prerogatives offered by the establishment

of the Institute at the Univefsity, and ratified the recommendation of the First
Conference held, as mentioned previously, in Puerto Rico.

Relations between the Inter-American Institute of Music Education and
the Organization of American States were established in 1965 by means of an
agreement between the OAS and the University ¢ Chile, whereby each would
provide technicsl and egonomic cooperation. The agreement includes the creation
of special OAS grants enabling students of all the Latin American countries to
study music education at the Institute. Steps are now being taken to arrange
the Third Inter-Americen Conference on Music Education and to organiie the
Tnter-American Society for Music Education, which wlll function as a regional

organism of the Internationsl Society for Music Education.
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The Rcle and Function of the Professional Organization

Of Music Education As It Relates to Teacher Education

Vanett Lawler

It seems to me that in an internstional seminar devoted to teacher
education in music, it is particularly fitting that we have some time to consider
the role and function of a professional organization of music education.

First of all, we should consider the following question:

Does the professional organization have a role and function in
tea her education in music? The answer is definitely in the uffirmative. Second,
what 1s unique that a professional organizeiion has to contribute to the advance-
ment of teacher education in music? There are many unique contrivutions of g
professiongl organizaticn. Here in the United States I think it is safe to say
that the professional organization, the Music Educators National Conference, has
been the nerve center in the development of teacher education. The MENC is now
in its sixtieth year, and throughout this long history the organizetion has stead-
fastly recognized that no part of its program has been more important or inde=d
as important as the training of teachers for the Schoolé. How has thls been
accomplished within the professional orgenization? Through many different programs:

(1) Through the columns of the official msgazine, the Music Educators

Journal vwhich is now being published nine times during each school yesar with a
circulation of more than 60,000. The magazine consistentiy includes articles by
distinguished music educators and general educators in :the field of higher
education.

(2) Through the publication of the MENC Journal of Research in Music

Education, a quarterly periodical devoted to scholarly articles and research
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principally in the field of higher education, with a circulation of more than
8,000.

(3) Through the MENC Masic Education Researclh Councii.

(4) Through regularly appointed committees or music in higher education.

(5) Through carefully plamnned workshops, seminars and symposia at
rational, division and state meetings dealing with in~service and pre-service
education of music teachers.

(6) Throvsh the organization in colleges and universities of more than
LOO MENC student member chapters totaling over 17,000 future music educators who
during their years of preparation for the field of music education have an
opportunity to become acquainted with the spirit of MENC, with its publications
and its services.

(7) Recently, through the establishment of a number of institutes for
music in contemporary education at universities throughout the United States--
- made possible throush a substantial grant from the Ford Foundation to the MENC
Contemporary Music Project for reativity in Music Education. Through these
institutes some forty universitles and public school systems in the United States
will undertake two~-year pilot programs aimed at musicianship education in depth
for all music students. The programs will explore ways of providiy, prFfer~lonsls,
teachers, or dedicated amateurs with a broad perspective of their field by helping
them relate various musical disciplines~-ccamposition, pedagogy, history , perfor-
mance, theory. It is anticipated that this particular project will have a pro-
Pound effect on the entire fleld of teacher education in musie.

I have enumerated only a few of the accomplishments of the professional
organization, the MENC, inthe field of teacher education in music. Many more

accomplishments could be mentioned.
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It seems to me that this enumeration serves to answer in the affirma-
tive the question whether a yrofessional organization of music education has 2
definite role and function in teacher education in music.

The second question raised earlier was: What is unique about the
contribution of a professional organization to teacher education in music? Some
of the answers to this question are:

(1) It is e unique contribution tecause within the professional organ-
iéation there are unlimited opportunities for voluntary contributions by experts
in higher education, both general educators and music educators.

(2) It is a unique contribution because within the professional organ-
ization there are unlimited opportunities for experimentation with the view always
to the improvement of the preparation of teachers.

(3) It is a unique contribution because within the professionsl organ~-
ization there are opportunities for the sharing of experiences not provided
through any other channels.

(k) It is a unique contribution because within the éfofessional organ-
ization there are opportunities for widespread disseminstf m of information.

(5) Tt 48 » - mtribution beciuse within the proressional organ-
ization there is provided a continuity frem year to year and cuer a long period

of yeers not provided in any other way.
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Report of Elcmentary Sub-Committee

Summsary of Information Secured Through Questionnaire
Questions and Answers
1. Teacher Training

a. At what kinds of institutions do you train elementary music
teachers?

At teacher *raining colleges ard ncrmal schools
At universities

No training provided

At conservstories

At conservatories or teacher training colleges
At universities or teacher training colleges

b. For how Jong?

Four years
The rest of the answers varied from no training

to six yesars.

2, What proportion of music specialists do you have?
Disturbingly small reported by all but three

3. Activities

a. Singing?

Much stressed. Indigencus folk scngs., follk songs of
other cultures, art songs, rounds and part singing
variously reported.

b. Instruments?

Rhythm band

Recorder

Orchestral linstruments
Guitar

Ethnic instruments

Orff instruments or similar
Ukulele

In conJunction with singing only
Tone bells

Autoharp

Too much piano and autoharp

ERIC Bub
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¢« Movement?

Folk dances 6
Musical games 3
Free movement 2
Especially in kindergarten and grades 1 and 2 1
Little, but want it 1
Only iu some schools 1
In connection with singing only 1
Burhythmics 2
d. Listening?
Records (Art nmusic and other cultures, folk music 5
variously reported).
Broadcasts 3
Concerts for children 3
Active listenlrg as opposed to passive 3
Tepes 2
Piano concerts 1
Music especdially crmposed o1 children 1
After grade 3 1
In conjunction with singing 1
€. Music Reading?
In relation *o other musical experiences 5
Yes 3
Poorly done or neglected 3
Experimentsal 1
After grade 3 2
In . 1
fe Ear Training?
Not well done or seldom S
In relation to other experiencses 3
Sometimes : ) 2
Well done in one school only 1
High level, with Pixed do 1
In connection with reading 1
From the begimning 1
g. Composition?
Very limited 5
No answey 2
In connection with ear training and music reading 2
Songs, rhythmic movement, and dance 1
In one school only 1

Through improvisation on a rhythmiec ostinato, or with
a melodic pattern as model, or at the beginning of a piece 1
Yes 1
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nib. When two respondents to the questionnaire from the U. S. A.
gave the same answer to a question, it was counted only once-
Scme people gave more than one answer t0 a question.

k. What @o you caonsider your greatest problem?
{Fhere were multiple answers to this guestion.)

Need for well trained music specialists and/or classroom
teachers trained in music

(It was not always clear which category was intended.)

Lack of governmental financial support '

Lack of teaching materlials and equipment

Lack of clerity in regard to objectives

014 fasioned or poor singing material

Lack of classroom teacherg traired to teach music reading
Tack of music rooms

Lack of time for music study in the schools

Need for a music specialist in each sckool

Poor instrumentations

Need tc¢ strengthen instrumental programs

Too w .ay competitions

Lack of sequence in curriculum

Cortrast between high degree of training of music
teachers and what he can do with little time 2llowed
or governmentsl support

Lack of supervision

Difficalty of finding the "proper forms for ethnic and
cultural backgrounds of children (Israel)

Need to combat. cheap music

Need to provide for artistic and professional growth
of teachers

Resistance to change

Lack of instruments

FhM HR H R HRERHREEEDDOD

Resolution
The education of the cliassroom teacher should include baslc
training in the art of music. The elimination of music from the
curriculs in some countries is noted with regret.
N.B. The above resolution was passed by a mejority vote of those
presant at the second meeting, but not without opposition.
Some people felt that a musically trained classroom teacher
would displease the speclalist.
Respectfully submitted,
Brunilda Cartes, Chalrman:

Elizebeth May, recorder
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CHAPTER VIII

SPECIAL AIDS FOR MUSIC TFACHERS

Introduction

The modern world with its many inventions and mechanical devices
has had a tremendous impact ca methods and materials for teaching music, The
International Seminar on Teacher Education in Music provided a display room
with exhibits from many countries of the world. These included books, pictures,
slides, films and filmstrips, recordings and programmed materials.

In addition to demonstrations of the equipment and teaching materials
on display, some regular sessions on the use of this equipment were conducted,
Along with the following presentations at these sessions, there were also
other descriptious of music teaching in various parts of the world, where such
equipment is usad. Included was a description of the TV teaching in the Phila-~
delphia schools given by Loﬁis G. Wersen, Director, Division of Music, Phila~

delphia Public Schools,



Inmovations in Teaching

Donald J. Shetler

For the past few weeks I have had an opportunity to watch progress
in action. Several carpenters are engaged in building z new hcme near by. OF
course; they use a hammer, a saw, a T-square and the required number of nails
end boards. Their work, however, progresses rapidly and in a highly efficlent
manmer chiefly becesuse of several power tools they have zvailable. Each man
knows how .0 use the eguipment and uses it frequently. Very soon the house will
be completed and the eqgulipment will be moved to another location where the whole
process will doubtless be repeated.

If music educators would learn to use their available power tools I
wonder if their "building process" might be improved in the s=sme manner. Current
teaching practices must be dictated by realistic awareness of massive change in
public education. During the past decade, school organization, educational philio-
sophy, and applied technology have all remarkably changed the teaching-learning
environment in which we are obliged to work daily. Iisted here are a few of the
most significant changes:

s. We have more schools, more students and larzer student bodies.

b. Facilities for teaching are improved, both at the elementary and
secondary level. More space is availsble. The functional utility, convenience
and attractiveness of new music departments is a remarkgble improvement over
facilities used for music teaching 20 to 30 years ago.

c. Since tﬁere is an increasing awvareness of the importance of arts

study for all students, more students are finding their way into the music



department.

d. The availability of new tools for teaching increases the possibility
for vitalizing the mechanics of communicating ideas at all levels of education.
Federal funds now support the purchase of a good deasl of this equipment in most
school systems and colleges.

e. Changes in scheduling practices require us to teach more students in .
less time. The curricular revolution presently going on at the secondary school
level calls for attention to the problems created by this situation.

f. Opportunities for teacher re~tralning are increasing. WNew directions
in combined teacher-performer careers are irdicated.

ge The impact of recent nationsl conferences and symposiums is beginning
to be fvlt at all levels of teaching and educational resesrch.

h. Increasing research in the area of concept communication through pro-
grammed learning, the improvement in the communication of this research to all
in music education; mekes available a wealth of new information.

The horizons for the lmprovement of the total music learning-teaching,
teaching=learning continuum are limited only by the imsgination and creativity of
teachers. Traditiongl barriers to change must be surmounted by careful study
and planning. Our goal of maximum effectiveness may never be attained unless we
work from basic obJjectives that must support any effort to improve teaching. The
hardware, instructional aids, or teaching machines are just machines. Although
they may emplify, clarify, dramatize, accelefate or substitute for feality, they
are at best highly efficient distribution systems. The teaching is the essential
1ink in this communications chein. We might ask ourselves these questions before

we attempt to use instructional media in our teaching: (1) Am I communicating

ideas to the maximum number of students at a maximum efficiency level? (2) How

can I bést use the media to advantage? (3) Can I operate the equipment properly
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and with ease? (4) Can I support the use or non-use of specific media in rela-
tionship to my general and specific instructionsl goals?

Here are a few of the new approaches that are being used now iun music
teaching and that merit continued study:

l. Programmed Instruction. Published materials are now available in several

areas of music theory with direct and supplemental instruction in performance skills.
Experimental materials are being developed for use in the teaching of form and con-
tent of music. These efforts are all based on operant theory and are being contin-
uvously refined and improved.

2. Films and Filmstripse. We are now able to bring examples of fine teaching

and curricular materials into the classroom via films and filmstrip. The use of these
aids has gone far beyond that of experiment snd basic research. We are now able to
supplement instruction in gll areas of music teaching by the use of films and film-
strips with high fidelity sound. Also availgble gre films or video tapes of locally~

; produced or commerciglly~produced television shows. Local school systems are begin-

| ning to build libraries of film; and filmstrips that circulate throughout the system.
Newly available are single concept films on 8mm. cartridges. Projection equipnment

has been remarksbly improved. It is now possible to feed optical sound tracks

through high fidelity amplifier systems and produce entirely satisfactory sound to
accompany films. -

3. Records, Tape Recordings. Examples of extellent musical performance are

available for all levels of music teaching. WelhaVe still not realized the full po-
tential of the use of stereo record playlng equipment. My recommendstion is that we
install such equipment in every music classroom. It is possible to cbtain highly
portable solid state record players and tepe recorders that will produce beautiful

% sound for use in music teaching. BSince music 16 an auditory experience we cannot
continue to reproduce music on poor equipment, improperly operated, and often poorly

programmed, for the curriculum. We should make extensive use of stereo tape to re-

N cord rehearsals, to document concerts, ov%cpnteSt Performances. An accurate image
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of recorded sound is important in teaching children concepts of

correct intonation and expressive tone quality. I have recommended that we
abandon the use of disc recordings in much of our music teaching and make
increased use of high fidelity tape recorders. Many publishers are now making
records of music published for both elementary and secondery classroom teaching.
Record catalogues list almost infinite series of recordings of the master works
of our nmusical heritage for use in the study of music literature.

k. Radio and Television. High fidelity multiplex FM radio is available to

residents of a large part .7 the country. It is not as widely used as it could

be for both in s:hiool emé’ cit of school listening ind study. Music teachers in
sone arees tell me that “aey nave recorded rarely —Herformed works on high fidelity
stereo tape for use in th= ==hools. If you do not presently have stere> or
multiplex FM broadeasting i: vour area, explore the possibility of the =stablishing
of such a station. The rasdio station WBBF-FM of Rochester, New York broadcasts
concert music Of all sorts twenty-four hours a day and recently won a major award
in broadcasting for its excellent programming. Hundreds of school systems are

now using closed circuit television or broadcasting television for enrichment or
direction instruction in many curricular areas. State-wide ETV systems are now
operating in s large part of the country. So far we have used educationsl TV to
supplement elementary music programs and in general music classes at the Junior
high school level. Certain school systems have made a more functionsl use of

this new tool in the area of rehearsal and teacher training. An important new
development is the availability of comparatively low cost portable video tape
recorders. Opergtion is simple and fidelity of both picture and sound is excellent.
Music educators are encouraged to support local efforts to establish educational
television stations and to encourage local use of educational TV throughout the

school system. It is possible that in the very near future we may be gble to
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mak: a wider use of commercially-produced video tapes. The NETRC music series
are now availsble, both on video tape and as 1l6mm. films.

5. Visual Systems. 35mm. slide projectors equipped with magazines and keyed

to high fidelity tapes offer an excellent presentationa? technique especially
suited to the study of music literature and history. Overhead projection is a
rapidly expanding field formerly used i~ other areas of instruction. Prepared
materialslare now available from seversgl Hukl..:.ers and rapid preparation equip-
ment, simple to operate, has become availe:le == rse¢ “ongble prices. Such wquip-
ment is highly recommended for use in all mmsic tealliing. Overhead transpar-
encies are especially useful in the study of muzical cheory and in making printed
scores available to large groups for study.

We must take a serious look at cxr —==thoé= for training teachers. Most
teachers tend to use the approaches and texmr.ques tliey learned in the pzucess of
their own training. Many schools and collecs departments of music 4o not zven
own basic high fidelity record playerz. The equipment mentioned above shoild be
availsble for use in music teaching methods classes. Many who are entering public
school music teaching have no knowledge of the potentizi this equipment has for
improving instruction and no skill in the developuent of materials or operation
of equipment. A possible approach to remedy the problem might be the development
of short term workshops either during the school year or durling summer sessions.
Such a workshop in instructional media utilization for music teachers was recently
held during the summer music project at Western Reserve University in Cleveland,
Ohio. Teachers developed entirely new approaches to the use of materials and
created their own instructionsl medis items for use at a8ll levels, from kinder-
garten through teacher fraining. Many utiiized a cross media or systems approach.

Both the instructional content and presentation technique of items produced was
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of a high level. DIemonstrations were presented at the conclusion of the work-
shop by several groups of teachers. A great variety of meéia was used most
effectively. ©Perhaps more important than the acquisition of operationagl skill
was the remarkable enthusiasm and interest in increasing their efficieacy that
all teachers exhibited. Undoubtedly, meny of the conec-r learred during the
workshop will be used in their classrooms during the yezr. If we are to keep
pace with the current developments in education each of . = must make an effort
to learn more about the strengths and weaknesses of educe:.ional technology. We
must be willing to experiment, to try to improve, and to discard safe but often
inefficient teaching procedures. It is my deep convictiom that such efforts can

only lead to a much improved efficiency for music teaching =t all levels.

[Mr, Shetler followed his address with a demenstration of a variety of equipment
useful in the teaching of music, iIncluding programmed learning materials, teaching

machines, films, slides, and other audio-visusl teaching devices.]




Festival of Song
The Radio Classroom in Elementary Vocal Music
From The University of Michigan

Ruth Dean Clark

Here in Michigan the problem of teachirg vocal music to iss__ated areas
has been solved through the Radio Classroom. The Festival of Song broadcast is
brought twice weekly to the rural elementary chilcren in Michigan from WUOM, our
University station.

Seventeen years ago there was no organized music program in our rural
schools. The need was there, but how could all these scheools be reached with
the minimum of cost and maximum effectiveness? A radio classroom seemed the
obvious answer. Radio alone was not enough , however. In order to be effective,
each child needed to have his own book and each teacher a lesson plan and accom-
raniment book. This was the dream of Orien Dalley as these were his thoughts.
Through his efforts, and those of WUOM, and Marguerite Hood of the School of
Musiec, 70,000 boys and girls from kindergarten through eighth grade now have a
vocal music program twice weekly in their own classrooms. The Festival of Song
has been crossing the alrwaves of Michigan for sixteen years. It is available
to county schools, city schools and parochiai schools, throughout the state of
Michigan. Any classroom has only to write to WUOM, our University station, and
materials will be sent. With a twist of the radio dial, Festival comes directly
to their clasérooms. In addition personal contact is made through irdividual
live festival programs at the end of the year. This I will cover later.

A total of 56 Festival of Song broadcasts, thirty minutes in length,
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le~. - WUOM each year. “hey encompass singing, rhythmic activiti <. music reading,
a .. "%“tle ear training, music listening, and this last year, than - ‘o cur instru-
mental students, a unit on the orchestra. In this unit each in: ument "7as
hea.d and discussed individually.
Before I cover the content of the program, perhaps it * 2uld be best
to talk gbout the staff and their responsibilities. The dire~tor . whom I prefer
to call the radio teacher, prepares the books during the summer. .She wr’tes the
scripts and teaches as well as accompanies during the broadcasts. She a..so answers
correspohdence in relation to the music class itself. In th-: spring she conducts
live festivals in the many areas. The consultant, Mr.Dalley, is svailable during
the broadcast season for suggestions and recommendations to the r=ii> teacher.
It is he who schedules and makes gll travel plans and arrangements for the
festival tour. Mr. Dalley is well acquainted with teachers, princ .pals, and
superintendents in the areas we serve, so that he is most helpful as a consultant.
His services are also available to the teachers during the school year. Four
; student quartet members sing and generally act as pupils in the classrcom during
the school year. They too accompany us on the tour. The staff at WUOM makes
itself available for consuitation, techmnlical, and secretarial services.

Books are furnished to the students at a cost of 25 cents a copy.

A These are usually paid for from school funds. As I mentioned before, these books
are compiled in the summer by the radio teacher. Looking at the song books, one

can see that an effort has been made to present music from as many sections of

the world as possible. The books include folk music for dancing and singing,

action games, humorous songs, songs by famous composers, less famous composed

songs, partner (two-part) songs, rounds, canons, and musical games.
I would like to talk for just a minute about part singing. ILooking
through the song book you will find many part songs. These are to allow for

growth in areas where the boys and girls sing easily in perts. Not all parts
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are taught on the air as we have kindergartners and first graders in the classes
too. Needless to say, rounds, canons, and partner songs are most commonly used
on the air. We do have areas where dancing is frowned upon, so the dancing and
more complex part singing are included at the end of the lesson.

The books contains sixty songs; four of these are review songs Prom
the previous season to start the new school year., This provides one new song
for each broadcast. In the original choice of materials, I think you will find
elghty songs and dances a necessity. Copyright and permissions are increasingly
a problem. If you start with eighty, this will insure sufficient materials to
print a book of adequate range. In my two yeafs; our total permission costs did
not exceed thirty dollars per year.

The teacher's manual provides the schedule and lesson plans for the
year. On page T, you will find in the left hand column that there will, for
example, be a program on October 15 carried by WUOM in Anpn Arbor and by the
Grand Rapids station. A master tape will be made of this and from it twenty-
four additional tapes which will be shipped to other stations and broadcast at
8 later date. 1In some cases we ship tapes directly to the school since there
are no local stations willing or able to give commercial time during the school day,
I believe there are gbout six such cases. It is of prime importance that we
have the cooperation of all participating stations. Each spring when we visit an
area,Mr. Welliver, WUOM Music Director, visits the individual stations to thank them
and to work out any problems incurred over the year. He is our goodwill ambassador
for the stations. It is no samll task to maintain a feeling of cooperation when
these stations all give commerical time. As you can guess we compete with the
World Series and varlous other programs of great public appeal.

The broadcasts theﬁselves are thirty minutes in length, and are given

e oSy, o désignated times., FEach time the singing quartet, chosen from the
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music students bere at the University, gather around one microphone, the
radio teacher is on another microphone at the piano, the announcer is at his
table for station identification, and in the control room are the engineer and
consultant. We open with the theme on page one of the song book and from there
the lesson begins. The radio teacher briefly greets the boys and girls and
gives them g brief schedule of events for the day. <She lists the materials to
be used as, perhaps, a triangle, drum and a pencil. With a slight introduction
to the moo& or setting the program begins with the singing of a familiar song
that has not been completely learned by the children. Then perhaps they play a
musical game vhich is a music reading lesson. Now a new song is introduced with
a little background. Perhaps it has geographical significance, or is interesting
from a social studies point of view. The radio teacher points out whatever is
significant in the hope that the classroom teacher may be sble to work it in with
her plans. The quartet usually sings the whole song while the children listen
and follow along in their song books. If the class is experienced, a section of
this song may be read. After the song is presented, it is taught phrasewiss oz
in some other sﬁitable way. Seldom is the music separated from the text unless
the words present a great problem, since this is one of the ways the classroom
teacher can help.

We may have a rhythm lesson, or phrasing lesson, dependihg'upon what
needs to be taught. Throughout the program we review songs with a variety of
approaches.and sometimes we learn a folk dance or have a listening lesson. I
found it best to limit each activity to five minutes and then have a change of
pace. Sometimes an activity may take only forty-five seconds: this is about
the timing for our musicel game. All scripts are written and timed in advance.

However, the program sounds more spontaneous if you work helf of the time with
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the script and half without it. Often our yuartet members, posing as children
ir the classroom, engage in a simple question snd answer dialogue with the
teacher. This adds freshness and reinforces the lesson. OQur rehearsal time-is
fifteen minutes for each thirty minute broadcast period. We rehearse new songs
and set up the questions for teacher and quartet. Often & familiar song needs a
new tempoy or some attention, but we do not rehearse the whole show as this takes
avay from the spontaneity. At all costs it must sound alive and enthusiastic.
At the end of the class the radio teacher suggests things to accomplislh on the
days between broadcasts. The children and teachers are thanked and encouraged.
On some occasions I close with a questiOn.. I think here it should be said that
you must teach on the air everything you expect to be taught in the classroom,
since you cannot be sure of what takes place between broadcasts.

Each spring the Festival of Song group leaves Ann Arbor to visit and
conduct live festivals in central and accessible greas for as many participants
as possible. On page 13 or the ter~her's manual you will f£ind directions for
the spring song festival. On the next page is the program for songs, dances, and
suggestions for costumes, etc. Finally on page 17 is the application for special
activities. This section is self explanatory. It might be of interest to know
that we make a record of the dances. The dance directions are on One side and
the music on the other. This gives the boys and girls an Oppbrtunity to rehearse
without using as much air time and bullds a permanent library of dances in their
schools.

The tour of festivals is spaced over approximately three weeks. We
travel in a university statlon wagon with three of the four quartet menmbers, Mr.
Dalley, the consultant, Mr. Wellever who visits the stations and the radio teacher.
While on tour, we have at least one live festival daily and when necessary two.

Tt is a most exciting experience. Sometimes wc have four or five hundred children,
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sometimes two or three thousand. It provides an opportunity to meet the groups
personally and hear vhat theygcan do. The quality of achievement is exciting and it
is often difficﬁlt to imagine that such results can be accomplished by radio.
However, the goals are achieved and the music taught and loved.

Whenever possitle, it is a great help to the radio teacher *to visit
& near-~by classroom vhile the progran (taped in advance) is onthe air. There
are so many levels of development and so many possible ways of teaching. Since
you are working with adults in the radio studio it is helpful to see and hear
different reactions. This gives you a whole new insight to your approach.

If ever there were a heartwarming experience, this would be it. To

see so many excited bright faces and to have such cooperation from both teachers

and pupils is an experience never to be forgotten.

8
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Mass Medim and Electronic Devices in School Music Teaching: Recordings and Tapes

Bessie R, Swanson

In the United States, as in other countries, we now find recorded dises
and tapes indispensible to a good program of music education at a3l levels. Such
resources engble us to put the direct emphasis on aural musical experlence and
analysis which are central to any study of music.

Every school district and county office with which I have been assoc=
inted in Csliforaia hes had a course of study for ﬁnsic that included listings of
musical compositions to be vsed in each grade. In small districts, and in a
county office providing direct supervisory service to a large number of small
schools, the music supervisor works with the gudio~visual director in the purchase
and distribution 6f.the necessary records. In large school districts the super-
visor of music makes recommendations to the building principal who controls the
budget for his school.

A%t the elementary level where a varlety of short compositions are
needed, we have been greatly aided by the publication of record libraries designed

especially for these grades. The RCA Victor Adventures in Music Series (ten 33 1/3

12-inch discs) and the Bowmar Orchestral Library (eighteen 33 1/3 RPM 12-inch

discs) are two collections that presently are widely used in Celifornia schools.
The selections are representative of musical styles from the baroque to the con-

temporary, and teaching notes that accompany each album show musical themes and

outline the more important features that might be studied in each composition.

3 Teachers use these basic resources and other selected recordings in

class lessons, and they often provide a "listening corner" in the room where a
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child can plug & headset into the record Player for individual listening. Such
opportunities within a classroom, or as part of school library facilities,

permit enriched; in-depth study by children who have specisl interests in music.
In teacher-training institutions the annotated record collections are used to

show the scope and depth of elementary music study and to show how related musical
activities can be incorporated into such a study.

Young people in the junior and senior high schools can consider musical
styles and forms in greater depth. Since class time for listening and study is
limited, single movements from representstive major works are selected. With
the wide variety and general avallability of good commercial recordings the
teacher has l1ittle difficulty in obtaining any deéired selection, providing he
has sufficient budget. In large school districts the course of study is laid
out by a staff of music specialists and the necessary discs and tapes are pro=-
vided by the central music office. Some of the song books for junior high school
music include short units of study with annotations and thematic excerpts. Music

in Our Heritage (Silver Burdett Co.) is one book, with related records, that

iicludes some pages of full scores for study by the pupils.
Other especially prepared commercial recordings are being made

available for use in secondary schools. The anthology, A Treasury of Music

(RCA Victor and Ginn Company), for which William Hartshorn is general editor,
provides recorded music and teaching notes for selected movements from concertos,
symphonies, and other forms. Music teachers frequently draw materigl from the

recorded historical collections such as Masterpieces of Music Before 1750, with

a related book by Parrish and Ohl ( W. W. Norton & Co.), and The Histogxlgg

Music in Sound, Gerald Abraham, general editor.

In addition to selected recordings which are representative of the




vVarious forms and styles of music in the Western European culture, teachers
in the United States make considerable use of annotated collections of folk

music such as the Columbia World Library of Folk and Primitive Music, Folkway

Records, and the Unesco Musical Anthology of the Orient. Many teachers have

their own favorite recordings of folk songs and dances from countries whose music
and culture are studied in special units.

Recordings of songs play an important role in elementary music educa~
tion in this country. At the present time most publishers of school music bcoks
provide recordings of all songs in each 8raaed book. A school music book. is
designed and used not only as a tool for teaching music reading, but as a collectior
of music literature representative of different styles appropriate to the singing
gbilities and listening interests of children of a particular sge. Although the
quality and appropriateness of recorded performences vary considerably, we find
the better recordings to be helpful both in the children's learning of songs
and in their study and analysis of the music.

Other song recordings include those used in conjunction with elementary

foreign language study. Music educators have cooperated with foreign language

specialists to provide recordings that are of good musical quality and yet are
essentially simple, with clear enunciation of the.words°

'In all schools with which I have been associated, a record player
has been a part of the permanent equipment in each primary classroom, and the
ratio has been one record player shared by no more than three classes at the
intermediate level (grades four, five and six). Special music teachefs at any
level are provided with good tape and disc record players. Several copiés of

recordings for the basic song books and a basic listening library have been




available in every school. I believe it 1s essential that we have mass pro-
duction of less expensive discs and tapes designed especially for educational
usee. ‘

Music teachers at all levels use tape recording equipment so that
pupils can hear and more objectively evaluate their own performances. Rehearsals
and concerts of prepared programs as well as improvisations and short works com-
posed in classrooms are recorded.

Tape recordings of the speaking and singing voices of teachers in
training aid 4in the self-improvement of the individual. Although recorded
singing voices occasionally are used to orient the prospective teacher to the
vocal problems to be met in work with children and young people, much more could
be done in this area. We have need for high fidelity recordings of different
problem voices as well as samplings of the variety of voice qualities to be
expected. Such recordings should be accompanied by pertinent commentary so
that young teachers will better understand the voices they must work with and
the objectives to be sought at all ages.

In this technological age I am sure teachers have need of more than
a pitch pipe for adequate programs in music education. We must insist upon gnd
expect school districts to provide funds for recorded materials and equipment.
Although we hope to find better weys of bringing in depth study of music to the
talentad, the education of the masses makes it essential that we draw more
teachers into the program through the use of well prepared published and recorded

materials.
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CHAPTER IX

RESEARCH AND TEACHER EDUCATION

Introduction

Music education as a relatively new professional field ié currently
the focal point of a considerable body of much needed research. For some years
the profession was regarded as an area of practical activity in which basic
skill and knowledge in performance and methodology were more important then
extensive study with an abstract scholarly :=mphasis. Az the field has increased
in scope and significance, however, and acg:=:rzd breadth of historical interest,
many of the inguiring mincs invoived in it " =zve seen tie importance of research,
historical, scientific, ethnomusicological, wnerapeutiz, ete. An increases in
the significance of scholarly study relatec 5 the problems of music education

is certain to be a mark of ti. . future of ths >rofession.
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Qutline Of Considerations Relating To
Research In Music Education

Allen P. Britton

Types of Research

Scientific
Medical
Psychological
Methodological
Mechanical

Historical
Musicological
Sociological

Survey: Information Gathering
Status

Opinion

Research Agencies
Graduate students
Teachers and professors
Music industry
Individual companies
Trade organizations
Teachers organizations

MENC-MERC"

U. S. Office of Education

Individuals

“
2
o
=

Institutions
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ERIC

Aruitoxt provided by Eic:

Research Reporting

Journal of Research in Music Education

Bulletin of the Council for Research in Music Educatioxn
étate journals (Coloraco, Missouri, Pennsylvaniz)
Journal of Band Research

i-iscellaneous musical, zcoustical, psychological jourrnals
“extbooks

‘pecial publications

“hio State University- JSOE projiect

Perplexing Problems

Needs

“.zck of coordination
Zmage of scientific research

Place of research in preparation of music educator

International Research Center
Translations of articles
Dissemination of findings
Tests

Folklore

Methodoiogy
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An Invesiigation of the Entrance Tests at the Royal College of Music in Stockholm

Bengt Franzer.

Introduction

The tuition at the Royal Collage of Music in Stockhnlm ic “ree of
charge. The number of students is limited and depends on the grant from tha
state. This year the number was 419, 126 of ther in the clas: “or school
music teachers.

A selection of the gpplicants is made each autumn with th= aid of
entrance tests. For the class of school music teachers they are. piano,
singing, siring instrument (mostly violin), harmomy, ear test and test of
teaching ability.

The aim of this investigation was to estimate the predictive power of
the selection procedure. On account of discussion among the teachers about
the ear test, which was considered not be be sufficiently refined; to be
unsble to measure more subtle musical abilities, some trials were made in
order to construct a new test of musical sensibility.

A preliﬁinary investigation was made in 1958 with the teacher's ratings

as a criterion. A more thorough design was carried out from 1959 to 1964

with the credits in the organist's examinations and school music teacher's
examination as criteria.

A. The preliminary investigation.

By means of a questionnaire, thirteen varisbles were selected in 1957

o for the teacher'’s ratings. My colleagues were sgked to make ratings in as
many variebles as possible. A matrice for one student is here reproduced as
861378
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an exsmplz {Tstle 1).

Table 1

Variable 1 2 3 4 5 6 T 8 9 10 11
Raters

Piano 2 . 1 . L . . . L 3
Singirsz L3 3 03 . . 2 . . L 3
String L 3 L 5 . L . . . L 3
Theory Lo . . « b . . . . .
Conduct, T
Ear tr' L] '3 . 2 L] 2 o L] - Ll

13 13 Meanrn 1-9

T 2 2.5
6 6 3.0
6 6 4.0
3 . k.o
N L -

L L L.L
. . 2.0

The <enominstions of the variables and the reliability figures and

the nﬁmber ot raters are found in Table 2. The computational method used is

described by Robert Ebel in Psychometrica, Vol. 16, December 1951, side 4, 2.

The matricss were not complete, as shown in Table 1. For instance, a student

who had finisned his studies in piano was not rated in this subject. There-

fore the number of raters is & sort of harmonic mean, the formula of which is

given by Robert Ebel.

Table 2.

Variable:

1. Musical sensibility 157
2. Sense of rhythm 112
3. Sense of intonation 9L
4., Facility in learning 1k9
5. Power to analyze by the ear 109
6. Ability to play at sight 63
T- Ability to sing at sight 57T
8. Creative musical fantasy 98
9. Ability to follow music with movements 15
10. Ability to concentrate 137
11. PFacility in relaxing 119
12. Alertness and scope of interests 176
13. Diligence and orderliness 17

+53
.l"l
.25
«59
«T9
.72
«T3
L3
.60
L7
.19
.58
3.7 .65

PPPPODLPOLDDLPE

VW oWmnnMn RWHPD

The figures in the last column are influenced by the relisbilities of

each rater (measured by reratings), the difference in the rater's mean and

standard deviations and to the extent that the variables are not the same in

different subjects. Variables 3 and 1l are good execmples.

Evidently the



seEnzz ¢.” Intonation is not the game in singing s in playing a stringed
ZnenTu at.

Taree teachers were asked %o rerate their students one month after
ths . r¢t rating. The correlations (prod. mom.) were .87, -95,and .88.

gt 1s the agreemenf betwesn the variables within each subject? The
raTiz.= :n pisno in variables 1, 2, 4, 6, 10-13 had an intracless correlation
of &4 and the corresponding figure for the vafiables 1, 2, 4, and 6 only
was =t

Zais indicates that the agreement between the variables is greater
thar . swween the raters in one variasble. Thus the hope to get some informa-
tion zuout the structure of the musical ability from the ratings was not ful-
filled. The correlation table from the means for each variable gave the same
disapncinting result: the figures were in general too high--gbout .60 to .80.

Zowever, a criterion could be extracted from the ratings. It consisted
of the means of the ratings in varisbles 1 to 9 for each individual. The
intrael=ss correlation was .68, which was considered as an estimate of the
reliabi’ ity of the criterion.

Concerning the reliability of the predictors only the ear test was
inves=igated. The coefficient of internal conmsistency (Kuder-Richardson)
was sicut «80.

The validity coefficients for the entrance tests are shown in table
3. The last row gives the coefficients corrected for deficiency in the re~

liability of the criterion.

Teble 3
Ear Singing Piano String. Harm. Teach; Organ Sum of
Test . Instr. Abil. Marks
N 182 148 182 ikt 180 140 T8 182
COI‘I'@ "38 ’oo 019 ’20 ‘27 '12 o32 039
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c .06 .08 .07 .08 .07 .08 .10 .06
corr. -
corrected L6 .00 .23 .2k .33 <1k -39 Tt

The highest figure 1is that for the eér test, the lowest for singing.
Probebly the judgments of the performances in the singing test are mainly
dire~ted towards the quality of the voice.

Usually validity coefficients, for instance between intelligence tests
and school success, are about .50. The figure .47 is therefore not unsatis-
factory, especially in respect to the fact that the applicants constitute a
rather restricted group.

B. The main investigation.

A trisl was made to estimate the reliability of the predictors. The
marks in the entrance tests are allotted by a jury after discussion. In the
autumn 1960 the members were asked to judge each applicant before the discus-
sion. The figures (intra-class correlation) were about .90 for a jury of six
persons. The teaching ability test with only two raters gave a figure of
.T8.

The following is restricted to the findings from the school music
teacher's class. The sample for the study of the inter-correlations of the
entrance tests was the applicants 1951-1960, all together 239. The correlstions
were computed for each year separately and then veighted together. The most

importeat figures are shown in table k.

Table L.
Bar Harm. Teach. Piano Sing. String Sum of entr.
mwarks
Age .0T .05 .03 -~.02 .03 -.1h -.06
Ear - 056 o26 036 018 ohl 98.1
H&mo - g 26 . 31 3 15 . 31 g 68
Teach. : - - «33 217 .60
Piano - o16 ¢01 o55
Singing - .13 .Sk
String - .6l

g 38‘}13‘364



A coefficient must be at least .1l to be significant. Piano, singing,
and strings have low correlations with one another. Also the correlation of
age and strings is of interest. The importance of the ear test is evident,

Another result from the study of the entrance tests was that applicants
with matriculation are superior to those without mastriculation in almost all
tests. The difference in age between these two groups was very slight.

In the final exemination as a school music teacher credits are
delivered in the following subjécts: piano, singing, string instrument,
harmony, music history, conducting, pedagogies and teaching ability. The
Juries for the first four subjects are the same as for the entrance tests.

The credits in teaching ability are derived from Judgments made by the super-
visors of the student's teacher training in schools, normally five per
student.

No estimiate of the religbility of the credits was made except for +he
credits in teaching ability. The intraclass correlation (30 students, three
Judgments each) was .62. It may be considered as a lower limit, since the
Judgments are based on different school situations for eaclh student,

The main criterion was the sum of the credits. The validity coefficients

corrected for restriction of range, are shown in Table 5.

Table 5

H si. Pi. Str. Con. Mh Pe TA, Sum
Age -.19 -.21 ~.34 - 25 -.11 -.09 =-.09 -.08 -.26¢
Ear LT 06 . .30 .39 .2 .12 .32 U2
Ham’ 052 007 018 023 033 -27 019 031 oll'o
Teach. A7 .29 .19 25 .36 .23 .13 .56 .43
Pianc 19 .10 «T1 .08 11 A7 .21 .13 .32
Singing .09  .TO .00 .12 «30 ~.02 =.21 .15 .19
String .34 .23 .18 .80 43 .11 .05 .31 «50
Sum of 40 L5 b2 .61 .55 <27 <15 L9 .66
entr.
tests
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The sample consisted of those in the entrance sample, who had passed
their exasminstion as school music teachers in the spring of 1964. The number
of cases was 152.

In Table 5 we note the negative coefficients with age. Piano and
singing are also here isolated varigbles., Stringed instrument playing has a
substantial correlation with conducting. The highest correlation with a
criterion: stringed instrument, followed by teaching abllity, the ear test,and
harmony.

In interpreting these figures we are confronted with the problem of
criterion contamination. It concerns mainly pianc, singing, stringed instru-
ments and harmony. The correlations between the entrance tests and the final
credits in these subJjects are probagly inflated, as well as the validity of
the sum of the entrance tests: .66.

Male students with matriculation are superior in all final eredits
except in singing and conducting. A co-variance analysis disclosed, that
thelr superiority in teaching ability is greater than can be explained by
their superiority in the corresponding entrance test.

The predictors are not welghted in the sum of the entrance marks.
Multiple correlations were computed but they gave no ground for any weighting.

The validity of the criterion, i. e.,the sum of the credits in the
exanination could be tested if we had a measure of success as a school music
teacher. This wlll be the next step in the investigation. A humble triel was
made. The supervisor of music in Stockholm rated 29 teachews in the wvariable.
A significant correlation of .T9 against this criterion was obtained for the
credits in teaching ability only. This result is open to question for many

reasonse.
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Summary
The reliszbilities of the entrance tests are satisfactory except the

teaching ability test. Its reliability can be improved by increasing the
number of raters.

The validity figures are satisfzctory except for the singing test.
Since singing ability is necessary for a school music teacher, the test cannot
be dismissed, but perhaps the raters should listen more to expressed musicality,
if there is any, than to the quality of the voice. The ear test has clearly
demonstrated its usefulness as a predictor. The same can be said of the teaching
ability test, which was introduced in 1952. This is interesting, since other
investigations on tests of the same kind give conflicting results.

The superiority of the applicants with matriculation 1ndica£es that
intelligence variasbles should bhe included in the selection process, waich has

never been done.
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Some Subjects Suggested for Research in Music 7 "ucation

This list of topics was the result o the combined suggestions of

Seminar members Arnold Bentley, Allen P. Britton, and Bengt Franzen.

Perception of Music

1. Absolute pitch--how is it acquired? When? Can it be taught?

There exists considerable literature on this topic, but as yet, we do not know

the answers. If we could fixi a way of teaching absolute pitch to young children
most sight singing problems would be solved--~especially those of some contemporary
choral music.

2. What factors are involved in music-reading?

3. Studies of the effects of different modes of hearing (listening)

on music education. For instance:

a. Hearing, or iistening, under circumstances of partial
attention, as at the theatre, the film, television, or the ballet. How effective
is this as a means of becomlng acquainted with, then familiar with the literature
of music? (Ask yourself: do you never listen to music under these circumstances
of partlal hearing whilst you are at the seme time occupied with some other taék?)

b. "Saturation” listening; i. e., & limited amount of music

attentively lictened to Trequently, sc as to become thoroughly familiar with
it; as contrasted with the once-only, or at most twice, hearing (vhich is a
common practice in the school classroom). Repertoire would be restricted, but

would such "study in depth" compensate for this restriction in terms of our
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pupils' education in music?

c. Listening witk a sccore, when the pupll is not already

skilled in note-reading {as is more often than not the case in the school class-
room). Does the visual factor in score reading (getting lost and trying to find
the place again, or giving up in despair of ever finding it) distract from the
actual listening? If the visual factor is to be used with children unskilled in
reading, or even following, notation, would siﬁpler visual diagrams result in
keener attention to, and understanding of, the music heard?

d. Sleep learning. What kind of attention is this? Might it

assist, for instance, (1) the acquisition of sbsolute pitch; or (2) the learning
of intervals; or (3) a reconciliation with the sounds cf music in an unfamiliar
idiom tThat might be rejected in the waking state of full comnsciousness?

4. Studies of children's reactions to different styles of composition

"Eine kleine Nachtmusik, on a very first hearing, might be just as jumbled and
incoherent a sound-mass as, say, Stockhauser or Boulez, to the youiig and
musically-incsperizuced child. What evidence can we discover concerning this?
The ;young child, or the musically-initiated, first hears, and forms an impres-
sion of, the whole (Gestalt), the mass of sound; it is on subsequent hearings
that he distinguishes more detail, i. e., becomes more analytical. If he accepts
the sound-mass of the contemporary idiom as happily as that of what we call the
"classical”, we may nead to revise our ideas of what we consider %o be appropriate
misic for the child, and how we gulde his development onwards from the early
stages. Plenty of people have opinions on these matters, but we need more than
opinion; we must have evidence from carefully devised and controlled research
before we can come to any reasoned conclusions. |

5. Again with’contemPOrgry composition in mind, what are the un-



prompted reactions of musically_inexperiemced children, in terms of pleasurable

acceptance or otherwise, to differenp_intervals, from the consonant, e. g., 8ths,

S5ths, etc., to the dissonant, e. g.., min. 2nd, maj. Tth, min. 9th; etec.

The Measurement Of Mus:ica. Abili*lec

6. The measurement of rusi -l at* .itles (or aptitudes, talents,

etec.). Much work aslready done by Seashore, ¥Wing and many others. If we can
measure even some musical abilities (or some aspect of musical ability) reiiably
then how much dc we know gbout the available tests?

T« Can we discover stages of readiness for certain musical skili:?
Compare stages of readiness for reading and numbers.

8. At any given chronological age there is an enormously wide range
of musical gbilities. Might there be some advantage--for both the most able and
the least~-if we were to "set”, "group", or even "stream” children for music?

9. Are there are "special” gbilities that we can discover and measure

(in order to avoid the present enmormous wastage of Time .arough trial and error)

for the writing of music, especlally when this involves combined sounds, e. g.,

harmony and counterpoint?

Learning

10. Sol-fa syllables work for interpretation of music that is tonic-
bound. Do they work for music that is not tonic-bound? If not, how can we modify
them? This 1s a practical problem because the earlier we teach intexvals the
better, and learning the intervals; via sol-~fa or otherwise, depends entirely
upon the note-memory for sounds.

11. Memorization of short tonal melodies is easy in Western musical

culture. A feeling for tonality seems to be well-established by seven to eight

years of age, if not earlier. What about the memorization of non-tonal melodies?
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If they were heard often enough would young children "pick them up"Aeasily?

If not, what are the problems? Is there something physiologically or biologically
fundamental in tonal tension and release? This is a problem for the Infant

School or Nursery School--before a feeling for Western music culture tonality

has been firmly established.

12. The Voices of Children

a. What is the naturél,easy range of children's volces? There

seems to be a difference in operative range when (1) rhapsodizing freely, alone
and unobserved, and (2) when singing a memorized tune, solo or with others.

b. Vocalizing techniques. Do we use them any longer with

children? If not, why not? Has singing quality gained or lost? Using appropri-
ete and simple techniques could we improve the resonance of very young children's
voices in singing?

c. VWhat shall we do.with "monotones'?

13. Eye movements in music reading. What is the optimum size of note
heads (and width of lings of staves) for given chronological ages?

14. What prior prepafatggg do children need before tackling the symbols

or staff ndtation, which is primariiy a set of instructionsto manipulate.

15. Programmed learning and teaching machines. How can they assist in

the development of musical skills, and/or memory?

16. Rhythm. Some people maintain that children should be introduced
to irregular pulse groupings from a very early stage (e. g., three pulses in
Cne measure, sevén in the next, four, eleven and so on}. This may be s natural
reaction against the doninace ofvfcur-square metidcal regularity. Should we start
from the regular and later introduce the irregular groupings, and if so at what

stage do we move from one to the other? Or should we adopt the oprosite approach?
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To answer such questions we need evidence from carefully controlled experiments,
" not mere cpinions.

17. Therapeutic value of sural training and music reading which is
much easier than learning symbols of the vernacular.

18. Constant and continuing practizal experimentation is needed in

order to make the optimum use of newly developing electronic and other aids in

music education.



CHAPTER X

MUSIC EDUCATION FOR THE CLASSROOM TEACHER

Introduction

As shown by the reports in Chapter IT on the current situation in
music education, in many cour.tries of the world the classroom teacher in the
elementary schools carries the burden of most of teaching music aiong with all
other subject aresas.

There are probably no accurate figures available on this situation,
but it is no exaggeration to say that tremendous numbers of children everyvhere
are entirely dependent on these teachers not only for their introdustion to the
art of music, but also for their total musical growth.

Sometimes this general teacher has the assistance of a music specialist,
but frequently he {or she) works alone, without the benefit of any kind of help.
Often there is little in the way of books or musical egquipnment for use in
teaching the subJect. For these reasons, no discussion of the sibject of teacher
elducation in music is complete without speecific attention to the musical training

of the classroom teacher.
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The Music Education for the Classroom Teacher

Lloyd H, Slind

At the University of British Columbia, the elementary classroom
teacher receives a total of two hours of musical instruction weekly in one
academic year. Unless he proceeds to specialize in music teaching, this is all
the training provided. After teaching a year or more he may, however, attend a
seven~-veek summer session course given two hours daily to supplement his previous

training. Many teachers are taking advantage of this course because they became

interested in their first course in music, and now with a year or two of teachiag

experience, rcalize the need for greater competency.

The regularly scheduled first iwo~hour course for teachers is divided

roughly into three areas:
l. A skills and fundamentals concentration.
2. The organization of a sequential music program in all its aspects.
3. Applicriis-i to observation and practice tesching.

Ve are fortunate at the University of British Columbia in that we
have quite awmple material resources such as sutoharps, melody bells and practice
pianos together with quite good facZlities for individual practice. In addition,
we require of each scudent teacher the ability to play. acceptably well the
recorder and the autoharp. Thlis ensures a minimum standard of reading ebility
and an alternate method, along with singing, of performing. Keyboard sbility in
using primary chords for accompaniment purposes is also stressed.

The fundamentals of musiz are taught, not in isolated fashion, but
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essentially for purposes of elementary composition, arranging, and accompanying.
The student seems to progess faster and to be more interested when he is treaﬁed
more maturely and less like a student, particularly a very young student;

Individusl auditions in recorder playing, singing, playing autoharp
accompaniments, and keyboard facility are held once or twice during the year.

A final exgmingztion may or may not be required.

It may be noted that there appears to be a greater emphasis on playing
than on singirg. To this, I would add, that whereas older students, many with
little or no background in musical sctivities, seem to be inwardly shy or self-
conscious when faced with singing-~at least alone--they are less so when playing
the recorder. This being a musically respected instrument, often played by adults,
and for which there is a wealth of exc~llent literature, soio and ensemble, it
offers a technical back door approach to music-making with singing happening
somewvhat as a byproduct. This, I feel, is a healthy reaction and perhaps a more
relaxed one.

Tﬁe time allotment for music instruction is, of course, most inadequate.
However, as long as there is s traditional outlook, not much can be done. The
only hope is for a fundamental change in outlook. Curreﬁtly, the'cfash program
of "back to the three R's", initiated by the appearance of "sputnik" and ité
aftermath, seems to be on the wane. The sentiuent behind the expression that
"even a machine has a high school education" ndw appears dreb and is, I think,
predictive of the disenchantment felt with a narrow ccientific apprcach. Our
love affalr with materialism may be coming to au end. If this meens that theé
arts are closer to becoming central rather than peripheral in the educational

scheme, the future looks good.
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General

It is not easy to generalize sbout this aspect for the whole of
Canada &s each province has its own unique problem. This is particularly true
of Quebec with its overwhelming French-speaking populstion. Though uniformity
is lacking in g statistical sense, it is a blessing culturglly. The mixture of
minorities, American, English and French, gives us a varied and ricli resource.
Suffice it to say that, on the whole, at least one hour weekly is prescribed for
all children from kindergarten through grade 7 (ages 5-12), and that classroom
teachetrs, with the help of as many speéialists as we can find, have the responsi-
bility for teaching music slong with other subjects.

When music is the concern of all children and all elementary teachers,
as it is in this context, the Carnegie Hall climate is very far removed. Certainly,
a humanistic rather than a narrow musicological approach must be adoptad.
Instrgctional techniques must be of a kind to free voices and fingers rather
than to restrict; they must be of a kind to release tonal promise rather than
of a kind to remind one. of innumerable musical shortcomings. Hopefulnmess rather
than fear and insecurity musf predomingte. For the classroom full of teacher
trainees (and this is not the right terminolcgy) as for the classroom full of
grade 4 or 6 children, it means certainly no less than any healthy laboratory -
atmosphere.

We might learn from new advasnces in the teaching of science, for
example, where it 'is not science that is taught but inquiry itself. Obviously,
this does not necessarily suggest using a madrigal or orchestra setting at once.
It is only a way of stating that the application of intelligence to musical
learning (exploring sound) and ways and means of organizing such excursions

certainly does not detract from the subject itself.



On the contrery, it msy bring about an acceptance, = healthy
acceptance, unfettered by nerrowly traditional (Bach-Bartok) or, equally, by
fly-by-night (Rock n' Roll) channels, of a more promising approach of a type
that would allow a kind of musical self-sufficiency for héightenea living and
for continued (post-school) learning. In any case, perhaps what I am trying
to say is to the effect that generationsto come will lests and less say "I

wish I had learned to play the pisno when I was yoimng."

377334 U



O

ERIC

Aruitoxt provided by Eic:

Music in the Elemerntary S<hool

and the

Musical Training of the Classroom Teacher

in the Netherlands

John Daniskas

In the music culture of a country, two sections can be distin-
guished: 1. the whole complex of performance, concerts, operas, and
so oné 2. the inner musical culture of the people and their own acti-
vities in making music, individually or in groups. Only when there
is harmony becrween these two sections, can we speak of a real living
music culture.

The first section does not belong to the topic of this paper.
it can only be said that after the Second World War, the geographic
and social spread of performances.of every kind has developed. In
the Netherlands, with twelve and one-half million inhabitants, fif-
teen fine professioal orchestras are in full employment. Magnifi-
cent choir performanqesg recitals, opera, youth concerts, and so on,
are heard in all parts of the country. Radio, television, and records
produce music for the millions; new concert halls and theaters have
been built. In summer we have the international glamour of the Hol-
land Festival with top level performances. The government, the pro-
vinces, and the cities pay many millions of guilders ever year to
bring about so many activities.

In so far as the second section is concerned, I must point out
that this area has not yet been brought into harmony with the situa-
tion inperformance, nor to the same level of quality. This is the

task of music education'and the base therefore must be laid in the
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primary school, first, because general music education must begin
very early, and second, because in *he primary school we have the
whole of the future generation together.

In the Netherlands children go to the primary school. from age
six to age twelve. During these six years they have one hour of
music each week--singing and general music education. The lessons
are given by the classroom teacher. Until 1951 the muéic lesson
included only training in the singing of romantic songs composed in
the nineteenth century. 1In 1960 an alteration in the education law
obliged the schools 2lso to include general music education. The
oldef teachers, accustomed to giving the singing lesson only, are
unable to develop their instruction in general music training accor-
ding to .he modern methods of primary music education. For the new
generation of c. .rocm teachers the training must be fundam>ntally
changed. Therefore, the teachers training colleges started with new
curricula. The whole system of instruction in these colleges is as
follows. There are three periods; the first and tne second last each

two years. This four years of training ends in an examination. For

music the students get every week two hours of instruction in several
aspects of music education in the primary school, in theory, folksong,
voice training, and so on, and one hour of instrumental training, to
play the recoxder in little groups.

The program for the final examinatién in music education contains

four requirements:

1. ability in sight-reading of.melodies in folksong style;
singing of unaccompanied songs chosen by the jury from the

repertoire of the student; composition of simple melodies;

O
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2. knowledge of voice training and the development of the
voices of children during tho «izmentary schoolyears;

3. practical knowledge of the elementary music theory;

4. acquaintance with modern ideas and methods for the devel
opmentof music education and tborough practical knowledge
of modern methods for singing.

When they pass the qxamination they are admitted as classrocm
teachers in the elementary schools, but not coﬁpletely qualified.
Therefore they must finish the third period of one year.

In the primary schools there is no specialized supervision. The
state inspector for music education works only in the area of profes-
sioral training and in the specialized music schools.

..s education in the Netherlands is methodically free, there is
a great diversity in methods and practice. 1In general the young
teachers follow the sam. methods they learn in the colleges. Some
of the leading ideas are:

- Every child is born with the possibility of learning to

a certain degree the language of music.

- If education in gemeral has the task io develop the whole

complex of spiritual, seusorial, bodily and other human

facultles. then we must state that the dewvelopment of the

orgain for music expression is an integral part of this
education.
- In the first two years the music lessons start from the

activity of the children in singing, rhythmics and musical

plays mostly developed from simple folksongs. Percussion
instruments may help them enjoy making music; some simple

instruments can be self-made.

357 o

i

|



N A

- In the third year they begin to learn music reading,
combined with simple ear training (intervals, scales,
and so on).

- Imprcvisation is of great importance.

- For the tone names they use generally the tonica-do
system and later on the absolute tone-names of the
alphabet.

~ Singing is always the center of the lesson and thecre-
tical topics must be derived from the songs.

In later years music listening is introduced and stories about
the great composers;

The development of this planning for music education is going on
now and the first results are obvious. You will understand that there
are great problems in vealizing all this completely. O.: of the fun-
demental questions is: 1Is it possibie to train all'the student class-
room teachers musically pifted ¢. non-gifted, so far thatAthey are
able to realize a justified music education? The experiences do not
me yet. Authorities in education are now working out a further devel-
opment of the new law so that the teacher training colleges must select
students in the area of art subjects.

More elaborate is the music education in the music schools,
spread all over the country. In these schools, by way of "sister
institutions" for the elementary schools, general music education is
also given for the children of primary school age, combined with
instrumental lessons of all kinds. They form youth orchestras and

ensembles and most of them now have good equipment.

O
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These schools are subsidized by the cities, the provinces and
the government. A city such as Rotterdam, for instance, subsidizes
this year, with more tharn two miliion guilders a music school with
seven thousand pupils, mostly of primary and secondary school age.

So we have many plans. Music education means full living and
for the future we hope to create a generation which harmoniously

cultivates all the faculties of spirit, soul and body.
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CHAPTER XX

Evzluation and Interpretation

Charles L.eonhard

I em confident that you have been impressed, as I have, with many
aspects of this Seminar and especially with the entbusiasm of thebparticipants,
witk their dedication and their wisdom. We have been delighted, inspired, and
~urormed, and our interest has been stiired by reports and demonstrations from
Ghana, Chile, Israel, Bolivia, England. Mexics, Australia, Japen, Tunisia,

The Philippines, Colombia, Canada, Sweden, Puerto Rico, Argentina, Uruguay,
Soth Africa, Yugoslavia, France, Denmark, The Netherlands, Czechoslovakia, Peru
Italy, Brazil, Hungary and the United States

Just as every public dinner traditionally must have an after dinner
speaer, 8o every seminar must have an evaluztor and interpreter. This role-=
and you surely recognize it as g difficult and unenvisble one--has fallen to me.
I have approached and even now spproach the task with pieasure and pride on the
one hand, and, on the other, with trepidation and humility. I undoubtedly feel
somewhat the‘way Adlai Stevenson felt when he lost the election for the presidency
of the United States and said, “;& hurts too bad to lavgh, and I'm too old to
cry." Ibp any case, I will neither laugh nor cry, but will face the task with
211 the ability I can muster.

At the close of every human endeavor intelligence requi.e: that we
< 'k two questions: (1) What have ve accomplishud? and (2) Whet sre reasonable
and desirable next steps?

matters of general import. First, one cannot avoid being mosi favorably improssed
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bywr the sense of mission and dedication that the warticipzats in this Seminar
have demonstrated here. This is signtficant because dedicsted and yital human
personality is without question the most important element 1n‘music education.
Music education is a signiticant force in the schools of the world amd in thé
lives of people in the world because people like you hrave givenr it “heir vitality,
their enthusiasm, their sense of mission and dedication. Governmental or admin-
istrative edict can never give the music education programAliving worth; only
dynsmic leadership can and does.

Secondly, this Seminar hss given convincing test mony to the fact
that music education has feached maturity as a profession. Only in maturity
could people from the East and West, people from old mations and eme;ging nations,
and people from nations exhibitiiig the widest possible variagtion in political,
ecohomic, and socliagl orientations have sat down and reasoned together, as we
have, on topics and problems of mutual concern and interest. ©Such a Seminar would
have been unthinkable ten years ago. Only recentl; have we'attaiﬁed the degree
of marurity necessary to face our problems ~nd admit our deficiencies with such
candor and- grace as we all have here, We all owe a great debt of grati;ude to the
International Society for Music Education for its magnificent contribution to
this maturity.

Third, I see this Seminar as a bgginn;ng of vhat might be called a
regl ecumenicsl movement in music education that points the way‘to the future.
Thig Seminar is timely and hai- real significance vecause we cannot escape the
Tact tﬁat modern means of commmicaticsn and the'sweep of contemporary political
and socigl history.is leading inexorably to the emergence of world man and

world cuiture. It is right, Proper and essential that music eduvuco? ors, working
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as we do 7ith a universally valued symbol of meanings and values of the human
spirit, should be in the forefront of that emergence.

While we have often glibly cslled music a universal langusge (which
it is not) we, as musicians and music educetors, have not utilized the full
potential of wmusic in the realizstion of the world man and the world culture.
As an cutgrowth of this Seminar, music can and mus%t operace in the mainstream
of world social and cultural history.

With ﬁhis preambie, let us now turn our attention to the first
question previcrsly posed~-What have we accomplished?

1. Ve have learned to know one another better and, as a result,
have gaiped an increased mutual respect 2zd understanding.

2. We have developed an awareness, on the one hand, of problems
tanat are common to our differsnt countries and, on the other hand, of essential
differences in culture, economic, and s-cial conditions that affeét the music
program 1ﬁ every country.

Among our cormcn problems are the following:

.A. The need for estabiishing a sound philosophical foundation for the
muic education program~~a foundation rooted in the nature of the art of muric
and in the culture. Only such a foundation can prowvide us with a definition of
the place of music and the role of music education in the contemporary wérld
seclety and in our respective countries.

B. The rced for change in the music teacher educat;on prograﬁ'to produce
a generatici of music educators with the brnad cultursl, musicael, snd professional
insights and the nusicel, social, and teaching skills that will enable our
profession to cssume its rightful role in preserving the humanistic tradition

and integrating it with changes that are inevitgble in a world involved in cultural



political; and social ferment.

C. The need fof a music program that has relevance toth today and in
the future for the world culture and the national cultures in which we 1livs and
work.

D. The need for unit& armong all persons involved prefeSaionaily «+ith musie
and other arts regardless of the level and area of specialization; |

E. The need for political and social action to eeeure a climate which is
conducive. to our high purposes. The artist, the musician, and ‘the' mu51c educator
have oftea ~perated on the periphzry of socie,, ve must learn to penetrate apdfhi:-
operate at its core. | | :

F. The need for decision as to what the elementary or basic school pro; -
gram should =chieve.. More precise deflnition of " the musical behaviors we should
teach is urgently needed. While common elemeatsrundoubtedly,shou;d exist amcng
the music programs of our different nations, @ach country's program:ﬁust‘be '
structurad to take advantage of its national musical-ana cultural lesources'and
to relate directly to the role of music in that country. While 2 broad view of
world music is desirable, choices must be made in terms of time and resc 28
available to the music program in the basic school. The altermative is almost
sure to Le a chaotic, disorganized musical and education stew, ragout, goulash,
or smorgasbord which will satisfy no one.

G. 'The need for realistic definition of the role of the classrocia teacher
in the music education program Tollowed by the initiation of a program at the
college level to train and (I use this word advisedly) the nlassroom tescher in
the limited ess untial skills, understandings, aad techniques required for her
to play the role we define. ur present expectations of the classroom teacher

are often either unrealistically high cr unnecessarily low and reflect, I believe,
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our own unceriteinty szbout what the clemsnber

o
%

or basic school music pnogram can
be and $nould be;’/ | 7
| H. rnhe peed for research iato-every aapect o” the music education program
Ai cicding muelcal responsiVencss, mu51~al learning, the selection of students for
advanced musical instruction, music teacher selection and svaluation, the
'effec+iveness of diffe*e"t methods of teaching, aznd the influence of mus*c pnograms
on the mu51cq¢ te.stes, musical skille, and musical understandings of children |
'Aand adults. . '
I. The need for imﬁreved meansAof ccmnunicgtion'and opportunities:for
dielogue emong mu%ic educatoré-within chntries en& throughout the wcrli..
Je The need for the more precise derinition of the phrase "music education.'
While other prdblems have undoubtedly emergeu from the Seminar, these
seem to me to be of primary importance in our current state of developmant,
I should like now to turn to the quest;on of next steps.
In my opinion the nost-important nexs step is the‘initiation in
 _some countfiee and the unificagtion ard strengthening in others of music educators
organizations 51l over the world. Trese organications shoald 1nvolve'nct only |
'school—music teechers but also college and.university;professors of usic, perfor-
mers, cOmMposers, and muéicians in 211 other areas of specializat Every person
interested in music professienally should Be led to realize tha® he has a stake
in th. muasic educefion program and  that he can meke a coniribution to it. The
strength.of the music education program in th United_states is due .in large'part
to the cummlative influence of the Music Educators National Conference over a
period of years. The success.of the MENC.and ot organizations in other countriel
gives comnvincing testimony to the worth of a comprehensive national organization.

2. VWhile it 1s a poralar trulsm that one conference leads to another,

we will be saggard 1n our duty if we do not take sdvantage of the momentu: snd
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progress ve have gained here through g second iicernational seminar involving

in so far as possivle the éame participahts.» The‘mutual understanding and

. rapport we have gained here is too prec_io-s-io'losec The developmert of means

and a continﬁing organizatioh for tue International Jaminer would seem to be an
appropriagte féspondibilify of the International Society for Music Education.

.'3. In view of the nzed for better communication, we should orgenize
an internationial éenﬁer ;ud natidngl centers for the exchange and dissemination
of materials, techniques and research in music educaﬁion;

Finally, we should involve ourselvas individually and wii: our
colleagues at home and abroad in seeking sc \utions to the .roblems we have
jdentified here and to other protlems as tney arise. In my opinion, these
problems can be solved only through continuing and systematic efforts in progiam
development, cvaluation, and research carried onr at all levels of the music
educaticr. progrsm--eliementary cr basic school, secondéry school, college and
university. In program development we should thiak in terms of the kind of music
program we should like to have in ten yéars and work systematically io achieve our
goals.

In closing I should like to say that thic Seminér will soon be history.
The decision as to whether the Seminar is merely a pleasant and stimulating inter-
lude in 1966 or the beginning oi a continuing challenge to bring about an enriched
musical life for péopies all over the world is in our hands. Never hcve a group
of music educators faced such a challenge. I am conficent that, with the wisdom,
spirit, and good humor you have displayed here, you can and shell meet that

challenge.

[Following hiz eddress, Professor Leonhard moved the approval of “he

following recommendetions bylSeminar participsnts. The recommendations were
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unanimouély approved. ]

I. Becausé of the importance of international exchange of personnel, ideas,
techniques, and materials in 1mproviﬁg music educatiod, we recommend thats:

A, An Iﬁtérnatienal Musie Education Exchenge Center be ecstablished
under the guspices of the International Soclety ior Music Educuztion.

B. ZEach particirating country establishk s nationsal ezchange center to
be ;ssociated with the International Center.
II. Because the childhoogd years represent a criticrl periocd in the development
of musl!"ality, we recomuend that each country establish a sequentisl program of

music education for every child from kindergarten through the elementary or

basic school.

L »ﬁ3§i(){3@i.3“



O

ERIC

Aruitoxt provided by Eic

APPENDIX

Recammendations of Small Groups, International Seminar on Teacher Education in riusic

A, Recomnendations of Group I

'1. The results of the International Seminar on Teacher Education in
Mus.c, boing held at the University of Michigean, August 1966, reconfirms the
impor..nce of inter.aational exchanges of ideas, techniques and materials to th=
strengthenizg of .ausic education processes in participating cHuntries,

it is our oelief that such exchanges should not be limited to occasiona
gatherings of this kind, but that a permanent center be set up with sufficient
rescurces to continue these funciions regularly according to the highest professional
standaxrds,

It is recommended that the intermational Society for Music Zducation
be given the responsibility for the administravion of the center, We wourld expect
that the center could provide the following services:

a. Provide techniczl and professional assistance through individue
and materials to all countries.

L, Coliect and disseminate significant contributions in the field
of music and eduacation.

c, Publish special morographs on subjects of intermational
interest in music education.

d. 1Initiate and conduct special projects in music education on
the intermational level.

2. Tt is recommended that professional and financial resources be
made available for the United States representatives to attend and éssiSt at the
international functions concerned with music education such as the Inter-American
Conference of Music Education, the Internationali Society for Music Education and

similar professional meetings.
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3, It is recommended that a glossary of terms used in the structure

of music education in various countries be form-iated and published in order to

" facilitate understahding and communicatior betwesen music educators internationally.

h. It is recommended that the Sa2minar consider the proposal that
each participant select 2 interesting folk songs Pfrom his (or her) country to be
compiled into a songbook and sent to each person attending this meeting. The

songs could be sent to Miss Marguerite Hood by October 1st.

Edmund Cykler, Chairman

Geneva Nelson, Recorder

B. Recommendations of Group IT

The members of group II recommend that the entire seminar discuss and
adcpt suitable resolutions pertaining to the following statements:

1. A valueble device for enhancing the prestige of music educators
while at the same time aiding the teaching of school ch.ldren and the teaching
of prospective teacher may be found in the creation of exchange teaching assigne-
ments between school music teachers and professors in teacher-training institutions.
Such arrangements would bring highly-skilled, experienced teachers to the college
and university campus in exchange for college teachers who would be gble once again
to experience daily contact with today's children. Both groups would benefit.:

2. Much more time must be devoted to the consideration of why musilc
is to be taught. Discussions of the topic should not be confined to seminars
like this one or to advanced graduate courses but should extend 1n£o the under-
graduate curriculum.

3. Music speciallsts are neeaed at every level of the educational
world. Specialists should be supported with galaries and other prerequisites com-
parable to those of teachers of ather subjects. The practice of employing

specialists only at the upper levels of the educational esteblishment reduces
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the effectiveness of all music instructior because it wmeans that the level of
learning is lowered throughout the educational process.

Lk, Universal four-year training at the level of higher education
(college or university) is essential for the training of teachers of music. The
entire profession should Join in efforts to establish the four-year program as &
minimm. Furthermore, at least half of the training time of prospective music
teachers should be devoted to the serious study of music.

5. Until such time as four-year minimum curriculums can be established
efforts of the profession should be direcied toward the in-service training of
musicians as more effective teachers and of teachers as more effecfive musicians.
While in-service training provides only temporary relief, it is the only means
whereby the increasing numbers of school children may be provided with instruction
ir. the art of music.

6. Music education in every country must be based on the musical
tradition of its culture, including its own current folk traditions and contemporary
musical phenomena. We encourage the selection and study of indigerous folk music
of quality from the native culture and from foreign cultures. |

Te "We urge that our respective govermments think in terms of creating
bilateral exchange of music educators ar.ong all countries and the inciusion of
misic educators in existing exchange programs. Expert leaders in the field should
be given these exchange opportunities primarily for the purpose of reciprocal
observation and consultation rather than for teaching assignments. '

8. Music and musical instruments should be included in governmental
and private aid progrems for developing countries.

- 9. The recommendations of this seminar should be sent to national
music education assnelations, arts councils, national and international sgencies
devoted to the arts (both governmental and private), ministries of education or

culture, and members of the seminar. Participants of the seminar are urged to make

byl
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the results of the seminar known th their colleagues.

10. Menbers of Group II from foreign lands particularly wish to express
their apprecistion tc the United States Department of Heslth, Education ana Welfare
for meking it possible for trem to attend the International Seminar on Tegacher
Education in Music. Th?y also wish to thank their hosts in the School of Music of
The University of Michigan for the courtesies they have extended.

Doneald J. Shetler, Chairmen

Emil Holz, Recorder

C. Recommendations of Group IIT

Members of the committee spent a considersble amount of time investi-

gating the possibility of recommending desirsble practices for the teaching of

music in the elementary schools. Practices in the preparation of teachers and

practices of teaching music, particularly in the elementary grades, were compared.

There was a diversity of opinion. Some members preferred to entrust the music

program to well-trained elementary classroom teachers under the suparvision of g

music specialist, others preferred to have a nusic specialist. Becguse of the

é ethnic, economic, sociological, and musical traditic.'s and development of each
country, no one practice could be recommended. The disrussion proved mutuslly
beneficial.

The committee, however, did concur that:
4 - 1. Every child in the elementary school in every country should be

given an opportunity to develop a good ear, a good volce, to learn to read music,

and to play an instrument.
2. The chlld should be taught by a qualified teacher.

3. There should be a specisal budget for music education in every

country.
They also concurred that all teachers in the elementary schools
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should have the following fundamental requirements in music:

3+« An understanding and knowledge of the child's voice ss an instru-~
ment for singing and speaking.

2. A basic repertoire of genuine and meaningful music suitable for
the child mind.

3. The gbility to bring music to life by singing, bodily movement
and playing, with melodie and rhythmic accuracy.

h, The gbility to play instruments suitable for classroom use--
recorders, bells, autoharp or other instruments of the country.

5. The abllity to improvise through use of instruments, bodily
movement, vbice.

6. The sufficient knowledge of music to expand the musical horizons
of the c¢hild as e listener.

>In order %o achieve these goals it was agreed thet some essential
principles ir music educaticn for children of all countries should be estsblished.
A sub~committee was delegated to draft a proposzl based on the "Declaration of
Human Rights" adopted by the United Nations, ar 3 the "Child's Bill of Rights"
prepared by MENC. This document, if approved; ould in turn be presented to
ISME with a recommendation for adoption.

The committee hoped that such a for 1lation of principles for music
education would serve a three~pronged purpose.

1. It would insure each child an artistic and musical education.

2. It would assist the schools to develop music a3 an essential
subject in the curriculum.

3. It would guide authorities in providing adequate teacher training

facilities.
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The following is the document presented by the sub-committee for

consideration:

OBJECTIVES FOR MUSIC IN GENERAL EDUCATION

Prelude

The Bill or Rights adopted by the General Assenibly of the United
Nations states that "the recognition of the equal and inalienable rights of all
members of the human family is the foundation of freedom, justice and peace in
the world."

Article XXVI states that: YEveryone has tﬁe right to education which
shall be directed to the full development of uiuan persona-.cy and ® sue strengthen-
ing of respect for human rights and fundamrental freedoms."

Article XXVI states that: "Everyone has the right freely to participate
in the cultural life of the community, to enjoy the arts and to share in scientific
advancement and its benefits."”

Applying these considerations to the field of music education the
International Seminar for Music Education (after the manner of the Music Educators
National Conference of the U. S. A.) at its Seventh International Conference held
at Interlochen, Michigan, U. S. A. in August 1966 adopted the following which it
believes should form the basis of the objectives for music as a part of general
education throughout the world.

I

s e

Every child has the right to full and free opportunity to explore and

develop his capacities in the field of music in such ways as may bring him happi-

3
&
i
<
|3
&

ness and a scnse of well-belng; stimulate his imasgination and stir his cremtive

activities; and make him so responsive that he will cherish and seek to renew the
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fine feelings induced by wmusic.
i IT

As his right, every child shall have the opportunity to experience
music through pef%ormance, and as a listener so that his cwn enjoyment shall be
heightened and he shall be led into Ereater appreciation of the feelingsz and
as_irations of others.

I1r

As his right, every child shall have the opportunity to make music
through veing guided and instructed in singing and:in instrumental music and, so
far as his powers and interests Permit, in creating (cémposing) msic,

v

As his right, every child shall have the opportunity to grow in
musical appreciation, knowledge and skill, through instruction equal to that given
to any other subject in all the free public education programs that may be offered
to children and youths.

AY

As his right, every child shgll be given the opportunity to have his
interest and pover in music explored and developed‘to the end that unusual talent
may be utilized for the enrichment of the individual and society.

Every child has the right to such teaching as will sensitize, refine,
elevate, and’enlarge not only his sppreciation of music, but also his whole
affective nsture, to the end that the high part such developed feeling may plsey
in raising the stature of mankind may be revealed to him.

In order to achleve the above obJectives, eGucation authorities in
our countries should provide teacher training facilities.

Frenk S. Callaway, Chairman, sub-comnmittee
John Daniskas

Salsh El Madhi, end Cora Bindhoff de Sigrer
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We believe that an artistic education i: of grestest importance to
children, and every classroom teacher should therefore have sufficient training
for music to be sble to play its full part in this vital aspect of general educa-
tion. Ve believe that this can be accomplished in a ressonsble amount of time

within the framework of the general teacher~training program.

The committee also recommends to ISME that UNESCC be esked to investigate
2 study and an investigaticn of sppropriate material for use in music education

for developing countries.



D. Recommendations of Group IV

1. Group IV recommends the estauiishment of an Information Center
on Music Education which will report developments in each country. Reports of
the center should include research in ethnomusicology, anthropology, and folk-
lore. Dissemination of this information would be a prime missicn. The recom-
mendation is for the establishment of a clearing house which would assenble
information on music education in each country, especially for the benefit of
music education in other countries.

2., Four Recc.mendations on Musicel Instfuments

We have learned from each other that the use of musical instruments
in music education at tﬁe elementary level is rare a'i over the world.

Though we reccgnize the very great value of teaching musical
performance through vecal experience, we have observed the special aptness of
instrumental %i ~aing for many students. We also note c¢hat, like vocel music,
instrumental rusic has its unlque qualities. Music training that neglects elther
can only be partial music training.

a. Our first recommendation, then, is that music educators be
impressed with the necassity for instrumental as well as vocal tralning at all
levels.

We are beginning to learn from each other the extraordinery
variety of instruments in the world inventory. Some of these, like the gong sets
of South Esst Asia are hardly known to EFuropeans, and yet every level of musical
sophistication cen be satisfied by the indigenous instruments of the various
nations of the world community. We have also learned that the exchange of instru-
ments between countries is prohibitively expensive, a problem intensified by

high import duties. From these observations come two further recomsendations.
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b. We recormend, in tne name of music education the world
over, that efforts be made at the highest levels of national and intermational
Zovernment to make a special exemption of import taxes on musical instruments for
educational purposes.

. W recommerd that music educators learn to broaden their
definition of "musical instrument" to include the world inventery.

We learned from our discussion the value of familiarity with
indigenous muisic and the use of relatively simple folk music instruments, especially
with yoﬁnger children. We also reccgnized the psychological value of learning to
make simple instruments increasing the immediate pleasurz to be found in music,
especially for younger children. At the same time it seemed to us that the use
of local and home-made instruments could help ease the problem of the availability
of instruments for teaching purposes.

d. Ve recommend that one aspect of teacher training in music
education be the development of imagination and ingenuity in finding indigenous
instrumentings or inventing unconventionsl instruments to meet particular needs.
We recommend the institution of special workshops for this k*nd of training.

David P. McAllester, Chairman

¥Wiley L. Housewright, Recorder

E. Resume of Small Group Discussions of Group V

The music education program of each country represen;ed in the group
was discussed with the following questions in mind:
1. What 1s the general philosophy of music education followed
in your country?
2. Is it carrled out in all of the schools?

2. Are there enough people to carry on the task?

n
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4. TIs there a concept of continuity in teaching musie throughout
the grades?

We agreed that s program of music education should provide each child
with the means to express himself in music and give him sufficient background so
that he is sble to make reasoned judgements egbout music. OF course each country
conducts its program of music education according to its own culture and envirorment

but some comnon concerns emerged from our discussion.

1. Theylack.of understanding shown by school officials and parents.
We must find a way to convince others that the development of musical understanding
is jmportant. We haven't been articulate enough to parents, to ministri .s of
education, bc irds ol education, etc. A lessening of this problem would help
solve many of the other problems.

2. The lack of time allotted for music in the school program. Very

frequently in this scientific, technological age, we £ind it difficult to secure
wdquate time for teaching tl.e art of music. Tt is important tc realize that in
this world of intellectual, factu_al pursuits, the children need the arts to
provide a spiritusgl dimension and a means of imaginative self-expression.

3. The lack of continuity in the development of the music program. Music

learning takes time and must be taught systematically. Too often those conducting
music clesses have no definite musical goals and 1little knowledge of an oxrderly -
teaching of music skilis.

L. ‘The lack of equipment znd maperials. While good teaching can take

place with meager equipment, and poor teaching can abound where the latest materisl
is accessible, the best tesching occurs where good, effective materials are used
wisely by musical teachers.

5. The lack of well-trained music teschers. Some countries are helping

themselves solve this problem by giving interestel private teachers a small amount
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of training and then allowing them to enter the schools. However, they often
" must teach at a lower salary because their years of study have beén less and they
do nc¢ have the academic degree demanded by certification laws.

In general, the ministries or boards o education of countries and
states have agréed that music will be taught through grade six or seven. The

question of whether music sheould be a required or an elected subjeét at the

secondary level was discussed. It was noted that in those secondary schools where

pupils must choose between music and fine arts, fine arts are 6ften preferred.

A suggeéted reason was that pupils studying art have a way of expressing themselves
and are actively engaged in doing things, while in music classes at the secondary
level, pupils are frequently allowe& to be passive listeners and are not challenged
to be involved with the music.

It was observed that all required music takes place in the early grades
vhere it is not always well taught. The suggestion was made that perhaps it would
be better to require music : 3ain for a year or even a semester during the last year
of secondary school when pupils have acquired a degree of intellectual and emotional
maturity.

An " svron considered by the ¢ "p was this: Is the music we're

teaching sufficient in meaning and relevance to really be effective in the lives

of modern youngsters? $School music is but a minor influence on the taste and

muslcal interest of most children as compared with radio and T. V.

The guestion of whether or not to bring popular music into the classroom
was discussed at some length. Some felt that populsr music could be used to
establish rapport with a class. Others would use popular music to open the door
to musical understanding. Still another believes that the teacher should neither
stand opposite popular music nor give 1t primary concern since children will
naturally enjoy and participate in the meking of it. Teachers need to expose

pupils to many kinds of music in order to develop understending and favorsble
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attitudes. Everyone agreed that there is bad "art" music as well as good

"popular" music.

The whole area of repertoire needs to be explored so that children
learn music of their own culture as well as music from other countries. A better
selection of all available material needs to be made so that children at each
grade level learn good and appropriate music.

Throughout all discussion, a recurring theme was the incompetence
of the classroqm teacher to teach music. Therefore, we should like to propose.

most emphatically that our future oal be music specialists for all elementary

for all elementary schools.

PR
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Until elementary music is taught by well-trained music speciaiists
who understand how to teach their discipline to children, our programs of music
education will continue to be inadequate.

To be effectively learned, music must be taught as a combination of
hearing, seeing, and responding. Only a skilled music teacher can successfully

carry out such a program.

Maria Lulsa Mifoz, chairman

Janice Clark, recorder
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PROGRA.M
INTERNATIONAL SEMINAR
ON TEACHER EDUCATION.

IN MUSIC
.

Monday, August 8, 1966

8:30 p.m.—OPENING SESSION: Rackham Lecture Hall

Chairman: Allen P. Britton, Associate Dean, School of
Music, and Project Director, International Seminar

Announcements and Introductions
James B. Wallace, Dean, School of Music

Allan F. Smith, Vice-President for Academic Affairs,
The University of Michigan

Karl Haas, Director of Fine Arts, WJR-Detroit, and
Chairman, Michigan Council of the Arts

Address
Isaac Stern

Tuesday, August 9, 1966

9:00 a.m.—FIRST GENERAL SESSION: Recital Hali,
School of Music '

Chairman: Allen P. Britton, Project Director, Interna-
tional Seminar

Marguerite V. Hood, Administrative Director,
International Seminur :

Harold W. Arberg, Music Education Specialist, United
States Office of Education

Andrew W. Smith, Administrative Assistant, Interna-
tional Seminar :

Address: Teacher Education in Music, Objectives and
Responsibilities, Oleta A. Benn, Pennsylvania

ERIC . 47420
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Tuesday, August 9 (Continued)

10:45 a.m.—~SMALL GROUP MEETINGS

Group I
Chairman, Edmund A. Cykler, Oregon
Recorder, Geneva G. Nelson, Michigan
Group II
Chairman, Donald J. Shetler, New York
Recorder, Emil A. Holz, Michigan
Group I
Chairman, Alexander L. Ringer, Illinois
Recorder, Rose Marie Grentzer, Maryland
Group IV
Chairman, David P. McAllester, Connecticut
Recorder, Wiley L. Housewright, .lorida
Group V
Chairman, Maria Luisa Mufioz, Puerio Rico
Recorder, Janice Clarx, -lichigan

11:45 am.—LUNCH: Neczt. Campus Commons

1:15 pn.—GENERAL SEs:. ON: Recital Hall

Chairman: Karl D, Ernst, California
Subject: The Music T ~cher’s Function in the Class-
room
Egon Kraus, German
Charles Leonhard, Illincis
J- H. Nketia, Ghana
Cora Bindhoff de Sigren, Chile

3:30 p.m.—SMALL GROUP MEETIl 3§

5:30 pm.—GET ACQUAINTED DINNER: North

Campus Commons

7:00 p.m.—~OUTDOOR CONCERT: School of Music
Promenade .

Musical Youth International Choir and Band

Lester McCoy and Jack D. Bittle, conductors
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Wednesday, August 10, 1966

9:00 a.m.~GENERAL SESSION: Recital Hall
Chairman: Wiley L. Housewright, Florida
Subject: Specialized Aspects of Music Education

Emanuel Amiran-Pougatchov, Israel
Nestor Oimos Molina, Bolivia

Arnold Bentley. England
Louis G. Wersen, Pennsylvania

10:30 am.—~SMALL GROUP MEETINGS

12:50 p.m.—LUNCH: North Campus Commons

1:45 p.m.~GENERAL SESSION: Recital Hall
Chairman: Edmund A. Cykler, Oregon

Subject:  Developing the General Musicianship of tie
Music Educator
Grant Beglarian, Washington, D.C.
Olavi Pesonen, Finland
Luis Sandi, Mexico

General Discussion

3:00 p.m—~LABORATORY SESSION: Exhibit Center

Exhibits of bocks, films, programmed materials, record-
ings, etc.

In charge: Andrew W. Smith

8:00 p.m.~PLANNING MEETING FOR THIRD INTER-
AMERICAN MUSIC EDUCATION CONFERENCE:

Chairman: Guillermo Espinosa, Pan-American Union

8:30 p.m.~CONCERT, STANLEY QUARTET:
Rackham Lecture Hall
Angel Reyes, violin
Gustave Rosseels, violin
Robert Courte, viola
Jerome Jelinek, cello
Benning Dexter, piano
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Stanley Quartet {Continued)

PROGRAM
Mozart Quartet in E-flat Major, K. 171
Mithaud Quintet No. 1 for Piano and Strings
Beethoven Quartet in C Major, Op. 59, N=. 3

Thursday, August 11, 1966

*9:00 2.m—~GENERAL SESSION: Recital Hall

Chairman: Donald J. Shetler, New York

Subject: Liberal Education for the Music Teucher
Alexander L. Ringer, Illinois
Pavel Sivic, Yugoslavia
Edmund A. Cykler, Oregon

General Discussion

11:00 a.m.~GENERAYL SESSION: Recital Hall

Chairman: Lloyd H. Slind, Canada

Subject: The Music Educator as a Conductor
Orchest.al Conducting: Elizabeth A. H. Gre=n, Mich.
Chorz! Conducting: Thomas Hilbish, Mich.

f 12:20 pm.—LUNCH: North Campus Commons

1:45 p.m.~GENERAL SESSION: Recital Hall

Chairman: Grant Beglarian, Washington, D.C.
Subject: Performance and the Music Educator
Keynote Speaker: Hans Sittner, Austria
Panel Discussion: Rose Marie Greni.. - ral.
Philip J. Britton, South Africa
Bruniida Cartes, Chile
Aline Pendleton, France
Henning Bro Rasmussen, Denmark
General Discussion

7:15 p.m.—INTERNATIONAL 3EMINAR DINNER

Chairman: Dean James B. Wallace, School of Music

Music: The University of Michigan Woodwind Quintet
Nelson Hauenstein, flute
Florian Mueller, oboe
John Mohler, clarinet
Banty Berv, French horn
Lewis Cooper, bassoon
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Woodwind Quartet (Continued)

PROGRAM
Florian Mueller *Quintet for Woodwinds (1965)
Allegro
Allegro vivo
Vincent Perischetti Pastoral, Op. 21 (1943)
Alvin Eder Quintet No. 1 (1955)
Andante
Allegro
Lento
Vivace

*Dedicated to the University Woodwind Quintet

Friday, August 12, 1966

2:00 am.—~GENERAL SESSION: Recital Hall

Chairman: ¥Frank Callaway, Australia
Subject: Preparing the Music Educator to Use the Music
of His Own Culture
Bernhard Rinkowski, Gt ma',,
o ‘u_:ui, Japan
Salah Mahdi, Tunisia
David P. McAllester, Connccticut

11:00 a.m.~FINAL MEETING, SMALL GROUPS

12:30 p.m.~LUNCH: North Campus Commons

. 1:45 p.m.—~CENERAL SESSION: Recital H::11

Chairman: Alexander L. Ringer, Illinois
¢ ibject: Preparing the Music Educator tc Use the
Music of Other Cultures
Keynote Spcaker: William P. Malm, Michi tan
Lucrecia Kasilag, The Philippines
Elizabeth May, California
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Friday, August 12 (Continued)

3:15 p.m.—MEETINGS OF NEW GROUPS IN SPECIAL
INTEREST AREAS

Elementary School Music

Chairman, Brunilda Cartes, Chilc

Recorder, Elizabeth May, Calitor nia
Secondary Schoo! Music '

Chajrman, Philip J. Brittor, South Africa

Recorder, Frank Callaway, Australia
Instrumental Music

Chajrman, Roger E. Jacobi, Michigan

Recorder, Vanett Lawler, Washingion, D.C.
Choral Music

Chairman, Eric Simon. Uruguay

Recorder, Lloyd H. Slind, Canada

Friday Evening: Opera, Theater

8:90 P.m.——THE UNIVERSITY OF MICHIGAN OPERA:
Mendelssohn Theater

Mozart Cosi Fon Tutte
Josef Biatt, music director and conductor
Ralph Herbert, stage director

8:00 ;..m.~YPSILANTI GREEK THEATRE: Eastern
Michigan University, Ypsilana

Aristophancy The Birds (with Bert Lahr)
Alexis Solomos, director

Saturday, August 13, 1966

9:30 a.m.—~GENERAL SESSION: Recital Hall

Chairman: Louis G. Wersen, Pennsylvania, President,
Music Educators Mational Conference
Subject: The Function of a Professional Organization
in Teacher Education in Music
Speakers: .
Karl D. Ernst; ISME President; MENC, Former
President

Guillermo Espinosa, Pan-American Union
Panel Discussion:
Vanett Lawler, Washington, D.C., moderator
Lucrecia Kasilag, The Philippines
Egon Kraus, Germany
Henning Bro Rasmussen, Denmark
Cora Bindhoff de Sigren, Chile
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Saturday, August 13 (Continued)

11:00 am~LABORATORY SESSION: Exhibit Center
In charge: Andrew W. Smith

11:00 am.—-PLANNING MEETING FOR THIRD

INTER-AMERICAN MUSIC EDUCATION
CONFERENCE
Chairman: Guillermo Espinosa, Pan-American Union

Saturday Afternoon: Theater, trips, efc.

2:30 pn.—YPSILANTI GREEK THEATRE: Eastern
Michigan University, Ypsilanti
Aristophanes The Birds (with Bert Lahr)
Alexis Solomos, director

Saturday Evening: Opera, theater

8:00 p.m.—~THE UNIVERSITY OF MICHIGAN OPERA:

Mendelssohn Theater
Mozart Cosi Fan Tutte
Josef Blatt, musical director and conductor
Ralph Herbert, stage director

8:00 p.m.~YPSILANTI GREEK THEATRE: Eastern

Michigan University, Ypsilanti
Aeschylus The Oresteia (with Judith Anderson)
Alexis Solomis, director

Sunday, August 14, 1966

8:30 p.m.~CONCERT: Rackham Lecture Hall

Jerome Jelinek, cello
Rhea Kish, piano

PROGRAM
Bach Sonata in D Major
Martinu Sonata No. 2 (1941)
Beethoven Sopata in A Major, Op. 69
Ginastera Fampaena No. 2 (1950)
409



Monday, August 15, 1966

9:00 a.m.~GENERAL SESSION: Recital Hall

Chairman: Geneva C. Nelson
Subject: Music Education for the General Classroom
Teacher
John Daniskas, The Netherlands

Margoth Arango de Henao, Colombia
Lloyd H. Slind, Canada

10:45 a.m.—GENERAL SESSION: Recital Hall

Chairman: Cora Bindhoff de Sigren, Chile
Subject: Mass Media and Electronic Devices i Scheol
fusic Teaching
Keynote Speaker: Donald J. Shetler, New York
Panel Discussion: Egon Krrus, Germany. moderator
Ruth Clark, Michigan, radio
Fouis G. Wersen, Pennsylvania, television
Bessie R. Swanson, California, recordin ;s and tapes
General Discussion

12:30 p.m.—~LUNCH: North Campus Commons

1:45 pm.—GENERAL SESSION: Recital Hall

Chairman: Arnold Bentley, England
Subject: Research in Music Education
Allen P. Briiton, Michigan

Bengt Franzen, Sweden

3:00 p.m.—~SPECIAL INTEREST GROUP MEETINGS

Elementary School Music
Secondary School Music
Instrumental Music
Choral Music

8:30 p.m.—-CONCERT: Hill Aunditorium

The University of Michigan Summer Choir
Thomas Hilbish, conductor
PROGRAM -
Beethoven Mass in D (Missa Solemnis)

4271



Wednesday, Auvgust 17, 1966
®

10:00 a.m.~GENERAL SESSION: Recital Hall

Chairman: Hans Sittner, Austria
Subject: Preparing the Music Teacher to Use tie
Music of Eis Own Time
Antonio Iglesias, Spain
Carlos Sanchez Malaga, Peru
Ivan Polednak, Czecheslovakia
Rose Marie Grentzer, Maryland

11:45 am.—~LUNCH: North Campus Commoﬁs

1:00 p.m.—~GENERAL SESSION: Recital Hall

Chairmzn: J. H. Nketia, Ghana

Subject ©: Music lnstruction in Brazil, Anna Queiroz de
Almeida e Silva, Brazil

Subject II: Special Music Scheols in kaly, Johanna
Blum, Italy

Subject III: The Kcdaly Method of Tcaching Music to
Children, Elisabeth Sz8nyi, Hungary

8:30 p.m.~SPECIAL CONCERT: Hill Auditorium

Ensemble Vocal Philippe Caillard, Paris
. and .
Singkreis Willi Triider, Berlin and Hanover

Philippe Caillard and Willi Tridder, conductors

ERIC a2 gpg



Tuesday, Avgust 16, 1966

8:00 a.m.~GENERAL SESSION: Recital Hall

Chairman: Elizabeth May, California
Subject: Professional Educati.n for the Music Teacher:
The Techaiqees of Teaching

Introductory Speech: What rze the Qualities of a Good
Teacher? Frank Callaway, Australia
panel Discussion: Acquiring Special Techniques for
Teaching Music )
Wiley L. Housewright, Florida, moderator
Emil A. Holy, Michigan, Instrumental Music
Maria Luisa Mufoz, Puerto Rico, Elementary School
Music
Eric Simon. Uiruguay, Choral Music
Redolfo Zibrisky, Argentina, Secondary School Music

11:45 am.—~LUNCH: North Campus Commons

1:00 p.m—BUS LEAVES SCHOOL OF MUSIC FOR
MEADOW BROOK SCHOOL OF MUSIC,
ROCHESTER, MICHIGAN

AFTERNOON: Visit Contempor: ry Music Festival re-
hearsals with Sixten Ehriing, conductor, The Detroit
Symphony Orchestra, and Robert Shaw, guest conductor

EVENING: Hospitality hour as guests of Detroit In-and-
‘About Music Educators Association, Hilda Humphreys,
president, and Meadow Brook School of Music, Walter &.
Cu'iins, dean.

No-Host Supper

8:30 p.m.~CONCERT: The Detroit Symphony Orchestra

Sixten Ehtling, conductor

‘ PROGRAM
*Milhaud Symphony No. 10 (1960)
*Frank Maxtin The Four Elements (1963)
*¥., A. Hartmann Symphony No. 8 (1963)
#¥Carlos Surinach Melorhythmic Dramas

*American premiere
#¢Werld premiere
Commissioned by the Meadow Brook Festival

El{fC‘ 529
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Spectal Concert Program (Continued)

PROGRAM
Chansons Populaires Francaises A
Roger Quignard Au son du fifre
‘Pierre Ruyssen Berceuse savoyarde
Joseph Cantetoube O houp
Chansons Etrangeres
Scandelli Bonzorno madonna
Lassus Matona miacara

Chansons Francaises de la Renaissance

Janequin Le chant des oiseaux
Costeley Mignonne, allons voir si la rose
Sermisy Ce ris plus doux
Passereau 11 est bel et bon
Mauduit Vous me tuez si doucement
Arcadelt Margot, labourez les vignes
Janequin Voici les bois
Janequin La bataille de Marignan
Chansons Modernes
Poulenc La blanche neige
Hindemith Un cygne
Debussy Hiver
Ravel Nicolette
Ensemble Vocal Philippe Caillard
Heinrich Schuetz Ich weiss dass Erloeser lebt
(Geistlichen Chormusik 1648)
J. S. Bach Fuerchte dich nicht, ich bin bei dir

Fuerwahr, er trug unsere Krankheit
(Geistlichen Chormusik, Gp. 12)

Guenter Bialas Danket ihm denn er ist guetig
(Schoepfungsgeschichte “Im Anfang”, 1961)

Johannes Brahms Wo ist ein so herrlich Volk
(Fest- und Gedenkspruechen, Op. 169)

Hans Leo Hassler Ach weh des Leiden
Johannes Brahms Hoer, Heissen sie mich meiden

Tummel dich, guts Weinlein
(Chorliedern nach alten Texten, Op. 33)

Carl Orff Ich wolt das ich doheime wer
(Weise um 1430)

Hugo Distler Um Mitternacht
Das verlassene Maegdlein

Der Tambour

Die Tochter der Heide
(Moerike-Chorliederbuch, Cp. 19)

Ernst Pepping Die beste Zeit im Jahr ist mein
Singkreis Willi Trider

838
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Thursday, August 18, 1966

9:45 a.m.—CLOSING GENERAL SESSION: Recital Hall
Chairman: Marguerite V. Hood, Michigan

Address: The International Seminar: Final Evaluation
and Interpretation, Charles Leonhard, Illinois

10:45 a.m.~FAREWELL SESSION

DEPARTURE FOR INTERLOCHEN

431
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