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ABSTRACT

Music educators currently face five major problem areas in the
determination of appropriate administrative, pedagogical and research
policies and approaches, namely, problems respecting the nature of the
musical symbol itself; socio-cultural issues; problems respecting the
pedagogical process and its nature; problems in music education
research; and the lack of a theoretical base in musical pedagogy.

The writer, therefore, develops three logically distinguishable
areas of focus in the analysis, i.e., structural or musical, socio-
cultural, and pedagogical. Each of these areas is composed of several
assumptive sets. In each case a review of the extant relevant research
and/or theoretical formulations precedes an attempt to evaluate these,
and where feasible, to offer alternate assumptions, which hopefully
will prove more desirable.

Resultant from the analysis are twenty propositions which in
turn address the five problem areas in music education which have been
identified by the writer.

The study constitutes an attempt to re-evaluate "the present
state of the art" of music education. In so doing, it represents a
first step in the development of a theoretical formulation which is not
only consistent with the evidence from extant research but tends fo be
internally and logically consistent. Further it is illustrative of
attempts to explicate the crucial role of assumptions, for in the
explication of assumptions, the roots of action, the logical premises
of behaviour are examined and evaluated.
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CHAPTER 1

INTRODUCTION

STATEMENT OF THE PROBLEM

Music educators currently face five major problem areas in the
determination of appropriate administrative, pedagogical and research
policies and approaches: namely, problems with respect to the nature of
the musical symbol itself; socio-cultural issues; problems with respect
to the pedagogical process and its nature; problems in music education
research; and the lack of a theoretical base in musical pedagogy. It is
the writer's intention to briefly review these problem areas, focussing
in each case upon various controversial questions which have been

raised by researchers and practitioners in the field of music education.

The Nature of the Musical Symbol

As this study is focussed upon the area of musical pedagogy it
is of prime importance to examine various problems which emerge in the
field of music education by virtue of difficulties arising out of dis-
agreements and misunderstandings of the nature of the musical symbol
itself. This is a fundamental consideration. In practise theré is a
wide variation as to what is regarded as "suitable" music to be
incorporated within musical curricula. There are the 'traditionalists'
who are oriented to the appreciation of music from the past and who
seek to promote only the use of music which is well-established. There

are also the 'avant garde' music educators whose orientation in musical




pedagogy is toward the music of the future and the experimental music
of the present day. Then there are the 'eclectics' who wish to promote
many different types of music ranging from rock music and jazz through
folk music to contemporary experimental music and the forms tradition-
ally promoted by music educators. Among and between the members of
these several categories of music teachers are those who argue that
there is a profound distinction between so-called 'art' music and 'non-
art' music and therefore that the range of music taught should only
include that music which is considered 'art' music. But no general
agreement exists on what kind of music meets which criteria of art.
This controversy evidences ﬁhe fact that the nature of the musical
symbol has not been well thought out.

Recently there has been considerable attention devoted to the
work of Susanne Langer, especially with respect to her analysis of the
nature of music and of the musical symbol. In the wake of a generally
accepted view of the validity of her analysis, a number of writers who
have claimed to base their work on Langer's thesis have argued that
music education is properly described as aesthetic education. A few
voices "crying in the wilderness" have attempted to stem the tide of a
wholesale acceptance of this viewpoint by pointing to certain weak-
nesses both in the understanding of the significance of what Langer
said, or by noting weaknesses in her analysis. Further, there is some
difference of opinion as to the nature of aesthetic education per se.
Is the aesthetic response a purely cognitive one? What is the extent
of involvement of affective response within a valid aesthetic exper-
ience? What is the nature of a valid aesthetic experience? What is an

appropriate set of standards for the evaluation of an aesthetic work?



These and many other questions have been posed but answers are left
begging.

There is also the related issue of the structural elements of
music. Is there a common structure to music, i.e., common to all music
irrespective of position in time and space? If there is such a structure,
can it be broken down into its component elements, and if so, how? More
fundamentally still, should musical pedagogy be concerned with musical
structure? There has been wide disagreement on these questions, partic-
ularly concerning the extent of the emphasis which should be placed
upon musical structure. There are those on the one hand who have argued
that there should be relatively little emphasis on musical structure
and that a premium should be placed on the "enjoyment" of music. On the
other hand, there have been those who have argued that musical structure
should constitute the only and entire basis upon which musical pedagogy
should rest.

If one examines the music education literature, it is apparent
from the sheer volume of space devoted to an examination of problems of
measurement and evaluation of various elements of musical experience,
aptitudes, and abilities, that there is a wide disagreement among music
educators as to the appropriate definitions of various terms and methods
of dealing with the empirical realities to which they refer. A number of
terms such as 'musicianship' and 'music appreciation' have been widely
used and yet remain vague. In consequence, considerable controversy is
generated.

In recent years there has been a resurgence of interest in
'creativity'. Teachers attempting to focus upon creativity and to

develop courses which they felt would develop 'aesthetic responsiveness'



among their students found that they were teaching for one objective
and testing for another. The issue turns on the question of how one
measures the quality of an aesthetic response or the quality of a
musical performance. The question of standards has therefore become a
central one. Where, then, were such standards to be found and how were
they to be developed? This question set implies a theoretical base and
a clear conceptualization of the terminology being employed. The
requisite theoretical base, however, has been lacking. In consedquence,
there has been a retreat into pragmatics. There have been those
teachers who have argued that there is a generally wide gap between
educational practise and theory anyway, and so the answer, they

claim, clearly lies in finding "what will work in the field" and
pursuing that.

It was clear to the writer that a theoretical base is needed
which would constitute a consistent point of departure by which ques-—
tions might be asked and in relation to which answers might eventually
be developed with respect to the nature of the musical symbol and
musical experience. Hopefully, such a formulation would also yield a
unity of thrust within musical pedagogy, both in theory and associated

research as well as in music education practise.

Socio-Cultural Issues

A second fundamental set of problems focusses in the area of
socio=-cultural issues. In fact, it seems quite clear that some of the
differences in perspectives within music education have arisen in
response to a variety of socio-cultural issues. In recent years in the

United States considerable attention has been drawn to the contribution



within American culture of "black" or Afro-American music in response
to pressure from those interested in the promotion of the increased
incorporation of ethnic music within music curricula. Similarly in
Canada there has been a growing concern for the inclusion of Canadian
folk music within music curricula in this country and a growing
recognition of the contribution of various ethnic groups to the
musical heritage of the country. However these materials are not yet
widely used within the schools in which the writer has had experience.
The issue of whether such a state of affairs is warranted and why, is
left begging.

A problem which appears to have been recognized over the
past two decades in particular, is that of "youth music". Music
educators in the field have experienced difficulties in communicating
with youth in terms of the traditional approaches to music repertoire
and instructional methods. Teachers have recognized the existence of
influences on youth tastes in music which have arisen outside the class-
room and which they have found difficult to counteract. Other environ-
mental influences, therefore, have had a tremendous impact on music
education.

Another associated problem is the question of 'musical taste'
itself and the derivative problem of changes over space and time in
accepted views as to what should be taught. How are changes in musical
taste most readily effected? Which agencies are most effectual in the
alteration of musical taste? Such questions as these reveal that the
matter of placing the pedagogical process within the context of a

socio~cultural perspective has been neglected.



Pedagogical Process in Music

A third fundamental set of problems here in purview focusses
upon the nature of the pedagogical process itself. It must be noted at
the outset that this study is concerned with the entire range of musical
pedagogy and not just with music education conceived as 'school music'
education. First, there has been wide divergence of opinion as to the
question of to whom music should be taught. There have been those
'‘elitists' who have suggested that music should be taught only to the
'musically talented'. It is essential from this perspective to find out
what degree of musical ability or musical aptitude students have, and
then screen out those students who rate low on the diagnostic tests.
This then means that the teacher can achieve much more with the talented
few. It also means that fewer students will be frustrated by a lack of
ability in music. The question here becomes one of deciding the minimal
level of ability above which the student will be allowed to proceed. On
the other hand, there have been those who have espoused a ‘'democratic'
philosophy; who have urged that all students should receive musical
education irrespective of their musical ability or experience. These
two differing points of view result in widely divergent musical programs
with corresponding differences in musical curricula, numbers of students
served, types of teaching staff recruited, supervisory problems genera-
ted, and related issues.

Another major area of concern in which wide disagreement and
divergence of opinion is evidenced is that of how music shall be taught.
This has traditionally constituted one of the main areas of concern in
music education. Firstly, there has been divergence of opinion as to

whether the music curriculum should be structured or non-structured,



and whether it should be centred around composition and/or improviza=-
tion, listening to performances of music, or engaging in performances
of music either exclusively or in concert. Recently, proposals for
learning music through various 'interrelated arts' programs have been
made. Considerable attention has been given to these approaches. Some
music educators have advocated that the curriculum in music should
commence with generalized interrelated arts programs and only then
progress toward specialized courses in music itself. Other music
educators have argued that students should have a firm foundation in
musical concepts first and then later proceed to more generalized
interrelated arts programs when they have demonstrated an understanding
of musical concepts at some generally acceptable level. Also, a number
of well-defined music education approaches such as the Kodaly and
Suzuki methods are prevalent within music education. Various proponents
of these methods propound the principles enunciated by their founders
in a vein similar to disciples proselytizing to their master's cause.
In consequence, having discovered "the faith" some minds are closed

to other alternatives. More generally, there is also an openness to
"faddishness" in curriculum construction and pedagogical approach as
one 'orthodox' doctrine follows another in comparatively rapid
succession.

Within the field of pedagogical research itself, there is
little basic understanding of what takes place at a fundamental level
in the teaching-learning situation. A variety of teacher character-
istics have been studied to determine the impact of each individual
characteristic upon student learning but without conclusive result.

Further, a variety of learning and instructional theories have been



proposed with a similar divergence of result. We still do not understand
how learning actually takes place, why it takes place, and the precise
nature of the interaction between teacher and student. We understand
the peripheral nature of the problem and have theories about what
happens. But there yet remains, not only in music education but within
the wider field of pedagogy as a whole, a dearth of basic knowledge.
Many studies have examined some of the specific things that the teacher
and student do, while neglecting entirely the issue of what kinds of
persons the teacher and student are, in addition. It is obvious that if
decisions are to be made concerning how music is to be taught, some
fundamental considerations of the underlying pedagogical process must
be addressed. It is only when such a basis is formed that intelligent
decisions as to the merit of extant methodological approaches

in music education may be made. Otherwise we continue to be

swept about by "every wind of doctrine".

There is also the question of the administration and supervision
of music education. In the past this area has been largely ignored. It
has been assumed that a music teacher could go into a given school and
implement a satisfactory music program on her own. Therefore it has
generally been proposed, most especially here in North America, that
the individual teacher should be left largely unsupervised to develop
curricula and activities. On the other hand, there have been
those countries in other parts of the world, such as Hungary for in-
stance, in which it has been believed that the music teacher should be
closely supervised and should follow a nationally adopted program of
musical studies (allowing of course some room for individuality). These

two extremes have been evident and yet little attention has been paid



to the role of supervision and administration of music education, to
its likely optimal level of thrust, and to the appropriate methods and
approaches to be employed. While lip service has been given to the
necessity for some measure of vertical and horizontal integration of
music programs throughout a given city, province or state, or country,
discussions as to the appropriate level of this integration and the
methodology by which it may be achieved have been limited. In con-
sequence, there is confusion among music educators and administrators
concerning the direction in which musical pedagogy should be moving.

It is obvious that full, complete and systematic attention to
all these problems is outside the scope of this present study. The
writer attempts, however, to elucidate several significant issues
within pedagogy which may in concert provide some measure of direction
in the field, or, alternately, constitute a first step toward a
theoretical framework within which such discussions may be conducted.
Hopefully this may provide some unity of thrust both within the field
of research in musical pedagogy as well as that of music education

practise.

Musical Research

A fourth fundamental set of problems focusses in the area of
music education research. Traditionally, many music educators have
entered the profession because they wished to perform music, and not
primarily in order to do research. In consequence, there has been a
comparative lack of concern for careful research. That research which
has been done has consisted of two principle orientations: firstly,

research in the 'positivistic' tradition and reported largely in the
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research journals such as the Journal of Research in Music Education;

and secondly, research in the 'phenomenological' tradition and reported

in various of the professional magazines, such as the Music Educators

Journal. The latter principally constitutes personal reports as to
what has worked for a given individual in the past and of encouragement
offered to others to try the described procedures or materials for
themselves. The former, however, constitutes by far the greater volume
of reported research. Most of the studies are ex post facto with an
attempt to be as purely experimental (in the tradition of the "hard"
sciences) as possible. The majority of the studies are focussed at the
biological/physiological and psychological levels. The difficulty with
respect to the lack of clarity in definition of certain proposed
concepts constituting variables under investigation has been noted
above. Various investigators have taken certain "base-line" studies
for granted and built from there. And, in consequence, numerous
pyramids have emerged based upon these "base-line" studies. It is
evident, then, that when the emergent base-line studies are questioned,
the validity of the resultant ‘'follow-on' studies must also be ques-
tioned.

The concentration of studies at the physiological and psych-
ological levels has ignored the various other integrative levels of
causal nexii, in particular, the social nexus. Such positivistic
approaches tend to ignore the contributions of intuition. Further, as
will be more fully evident later, sequentiality versus simultaneity
of causal events, as one moves away from the bio-physiological and
psychological toward the social nexus, greatly restricts the validity

of the positivistic approaches to research. Further, investigators


































































































































































































































































































































































































































































































































































































































































































