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CHAPTER I 

INTRODUCTION 

Statement of the problem. Throug h professional reading 

and discussion, activities of conferences and seminars, and reports 

of projects, it has become e v ident that a vast change within the pro­

fession of music education is now taking plac e . The profession is 

in the proc e ss of taking a serious look at its role in general education. 

This serious questioning is healthy in any field and in music education, 

is ve r y much n eeded. This change is taking many forms, each of 

which will ultimate ly affect the entire system of music teaching in 

the Unite d States . It is this which prompte d me to inve stigate this 

change . 

CHAPTER II 

AREAS OF CHANGE 

Philosophy. Change in education and edu cational practices takes 

place initially in theo r y rather than practice. There has been a change 

in the philosophy of music education which is now b eginning to affect 

actual music t eaching . When philosophy changes, there must be 

r e ason for this change, an impetus b ehind the change in thinking. 

There are v arious ideas as to w ha t has prompted this change in the 

fi e ld of music education. 
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O ne of t he m o st valid a nd most oft e n cite d r e asons for the chan ge 

in p h ilosophy is tha t scie ntific breakthroughs and achievements have 

fo rced Am e rican e ducation to take a long, hard look at its practic e s, 

e sp ecially the scie nc e s. Scie ntific adv ancement has been so fast that 

the world has become rapidly and instantly changing. To keep up with 

the chang e of pace, education was forced to examine itself. This 

examination resulted in various changes, including a change of 

philosophy, which in turn has resulted in one of the most significant 

of changes - - curriculum. 

The adv ent of Sputnik in 1957 ca used America to feel as if she 

had be e n shown up in the scientific field. The resulting change of 

emphasis in the curriculum to the sciences was America's attempt 

to g et ahead in the race. 

The sciences were not the only ones to examine their educational 

practices; the arts, too, went through an examination process. The 

r e sults in this area, including music education, were disheartening. 

An event such as Sputnik did not alert the nation to its shortcomings 

but, ne v ertheless, they were there. The arts, especially music, 

found that the success of their programs was not what they had 

thoug ht it to be. Once this fact was faced (and it has not been faced 

b y e ve r y body yet) a change in philosophy had already taken place. 



A l so the c ommunity h a s had a gr eat e ffect on the philosophy of 

m u s i c e duca tion. The pressure of the community to impress its 

c ultural standards upon the school music pro g ram has all too often 

b ee n g i ve n in to b y educators. 
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Anothe r r eason given for the changing philosophy of music educa­

tion is the adoption of many music teache rs of the idea that music 

sho uld r e quire no inte llectual effort whatsoever. This type of program 

l e d to the cultivation of extra-musical values as being the most impor­

tant values of music in the schools. This kind of thinking also con-

tributes to a performance-oriented program in which music exists as 

enter t a inment only. When this happens, the performance unit often 

has as its sole purpose that of serv ing as a public relations vehicle. 

If an e ntir e program is built on this kind of philosophy and music 

se r v es as e nt e rtainment only or as a public relations vehicle only, 

then music truly is a 11 frill 11 and does not deserve a prominent place 

in the school curriculum. 

In performance-oriented programs, music becomes a special 

art for a few p e ople . The motto of music educators for a long time 

has been, 11 Music for eve r y child, eve r y child for music. 11 This 

motto has b een g i v en lip s e r v ice only. Music as performance involve s 

only a select few a nd traditionally the remainde r of students have been 

l e ft foundering w ith no music training at all. One of the problems 
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e n c ounte r e d today is how to go a bout r eaching a ll chil dren, not just 

the 15 or 20 percent who are m e mbe rs of the p e rforming groups . 

There is a r g um e nt a mong e ducator s as to whe ther a ll childr en should 

b e r e ache d. For the most p ar t, music e ducators agr ee that a ll 

c hildr e n s h o uld r ece i ve some kind of e ducation in music. The 

diff e r e nc e s arise whe n trying to answer such que stions as what kind 

of music, what quality, and what quantity of music should be used 

with various p e ople. Of most importance, howeve r, is the fact that 

music teachers agree that some kind of education in music is needed 

b y all. 

Music as a p e rformance-oriented subject can be seen as a 

natural evolutionary process by looking at the history of music 1n 

the schools. Music was originally introduced into the public school 

as an outgrowth of the singing school. A big change came about in 

the e ducational system in the 192 0' s with the advent of the Prog ressive 

Education Movement which gave increasing importance to the develop­

ment of the indiv idual. Instrument companies took advantage of this 

movem ent and b egan designing instruments that could be played by 

childr en and which w e r e in the correct price range for their con­

sumption. Instrumental playing became widely accepted as a means 

for d evelopment of the indiv idual. The contest movement was then 

launche d and a full- blown instrumental program with performance as 

the k ey objective had been born. This program is still in evidence 

today . 
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It w a s in the 19 3 0' s that music first b ecame l a b e l e d a "frill". 

Becaus e of a shortage of funds such frills as music and art were often 

e l iminate d from the curriculum or instruction took plac e in lar ge 

g r o ups only. 

During the 1940' s, as a result of a new application of educational 

philosophy, creativity and self-expression through creativ e activities 

b ecame important. This type of creative expression was still in 

t e rms of performance. Also, during this time, a shortage of teachers 

as a r esult of World War II, gave more responsibility to the classroom 

teacher. 

With the advent of the 1950 1 s there was an abundance of concerts, 

opera g roups, marching bands, etc. -- all performance groups. It 

was during this decade that music study as an academic discipline 

1 
began, howe v er, performance was still in the limelight. 

The rev amping of the curriculum as a result of Sputnik played 

hav oc with music in the curriculum. Emphasis was placed upon the 

sc i e nc e s and academic disciplines, which left little time for the 11 frills 11
• 

The se v ere strain on scheduling caused music to be given an insignifi-

cant place in the curriculum or to be placed outside the curriculum 

entir e l y . Music classes had to b e h e ld eithe r before school began or 

after it w a s o v er. This was an unfortunate situation indeed. 

1 Margue r ite v. Hood, 11 Our Changing School Music Pro g ram, 11 

Music Educators J ournal, XXXXVIII (Fe bruary, 19 62 ), 49-50/. 
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T he idea tha t m u s i c i s a frill, too, i s unfor tuna t e . It m u st b e 

admitte d thoug h that thi s con cept is partly the fault of music e ducator s 

the ms e l ve s. O ne thing which contribute s to this concept is the 

inad e quacy of music e ducators in the a r e a of d e finition of goals and 

obj ective s. To b e conside r e d a core discipline, a subject must b e 

abl e to justify its plac e in the curriculum. Music has not b een able 

to p r o v ide adequate justification for a si gnificant place in the curricu­

lum. This is not the fault of music itself, but of those who teach it. 

Most music t eachers, when asked to givy justification for music in 

t h e c urriculum, s eem to fumble around and mana ge to nev er really 

s a y any thing worthwhil e . They must b e abl e to define in concrete 

t e rm s a worka ble philosophy of music e ducation. If ev ery music 

teach e r could do this, then justification for music in the curriculum 

would not be s u c h a difficult t a sk. The y ar e , fortunately, becoming 

mor e a d e pt at this kind of thing , which is part of the reason for 

music I s occupy ing a more important place in g ene ral education. 

The justification for music in the curriculum has undergone a 

v as t c ha n ge . Traditionally the a r g ument was made in terms of the 

Seven Cardina l Principles of Education. Thes e principles w e r e s et 

fo r t h in 191 8 b y The Commission on the Reor ganization of Secondar y 

E ducation as a set of g o a ls to show that "complete liv ing" was the 
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pri m a r y desir e d outcome of educati·on. Th ey are: "health, c ommand 

of fundamental pro cesses , worthy home m e mbership, vocation, citizen-

h. h · 2 s 1P, wort Y us e of l e i s ur e a nd ethical character." A typica l jus tifi -

cation based on these principl e s is some thing like the one stated in 

The Function of Musi c in the Secondary School Curriculum. 

1. Music e ducation gives young people the opportunity 
to find a richer life through music, to guide into a 
b e tte r unde r standing of, and love for music, to teach 
the pupil through music. It emphasizes the values of 
human liv ing. It assists in d eveloping an integrated 
person who may take his rightful place in the world in 
which he live s. Music may be his career, his hobby, his 
r ec reation, or simply another experience in his life. 

2. Music education offers activities and studies which 
tend to d evelop the social aspects of life. The pre­
adole scent and the adolescent are gregarious by nature. 
Group activ ities in music in both junior and senior 
hi gh schools offer some of the most effective ways of 
d eveloping cooperation, discipline , personal initiative, 
indiv idual responsibility, and fellowship ••• 

3. Music e ducation contributes to the health of the student 
through the de velopment of correct posture, rhythmical 
d eep breathing, voice hygiene, and other health habits. 
It also contributes to the mental and emotional health 
which is known to respond to the stimulus of music. 
Music education exerts a refining influence on the emotions. 

4. Music e ducation aims to develop good work habits. 
It d emands and encourages discipline. Work habits 

2Butterweck, Joseph S., "Cardinal Principles of Secondary 
Education." Encyclopedia of Modern Education (New York: The 

P hilo sophical Library, Inc., I 943 ), P• l 03. 



which are r ega rde d a s the m eans to an e nd ar e d evel op e d 
b eca_u se the music its e lf and the desire to perform the 
mus ic_ as cr e ditably as possible d emand disciplinary 
experi e nc e . 

5 . Music e ducation aims to d e v e lop wholesome ideals of 
co~du~t~ Group p er formanc e encourages the m e rging 
of indiv idual efforts with those of others ; it d evelops 
proper resp ec t for the rights of others; it emphasizes 
human r e lationship and collaboration; it prov ides rich 
and significant experiences and activ ities in which many 
share; it encourage s the democratic way of life •.• 

6. Music education contributes to the development of 
citizenship by helping to produc e an integrated personality; 
by g i v ing students an opportunity to e xperience the demo­
cratic way of life which music groups demand; by teaching 
love of country, pride in its achievements, knowledge of 
its history, dedication to its improvement, hope for its 
future, and neig hborly regard for the people of other lands 
through the ir music. 

7. Music e ducation contributes to home life by encouraging 
the pupils to take their music to their homes. Not only 
are music g roup activities with the family a contribution 
to go od liv ing, but also important is the enjoyment by the 
famil y of the performanc e of one of its members, or the 
pleas ur e of the family in attending a school concert ••• 

8. Music e ducation aims to contribute to r e creation and to 
the fun of liv ing . Music is a means of recreation which 
g i ves p e opl e a sens e of relaxation, r e newal, and toge ther­
ness not only whe n they are in school but also throughout 

the ir lives . 

9. Music e ducation aims to discove r tal e nt. In discove ring 
an ar t, the pupil comes to discove r himself also. Music 
edu cation should give a dive rsification of musical experi­
ence calling for mor e and mor e ke enne ss of aesthetic 
insight, more and more technical equipment, m _ore and 
mor e interpretative subtlety , all of which contribu_te to 
the development of talent and thus lead to self-fulfillment 

and happiness ••• 

8 



1 o. Music ~ducation i n the s econda r y schools afford s a 
~oundation for vocational training fo r a ll pupil s who se 
inte r e st and a ptitude may wa rrant the ir pr eparation 
for a p rofess iona l car ee r in some phas e of music. 3 
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Music e ducation i s now in the proc e ss of mov ing away from the 

concep t t ha t p e rformanc e is an end in itself. The trend now is towa rd 

the conc e pt that p e rformanc e is nec e ssary, but it should be conside r ed 

an o utgrowth of other specific areas of music. The basic premise 

of thi s philosophy is the teaching of concepts. Facts and knowl ed ge 

s hould b e a part of the program, but the central theme should be 

m a ste r y of fundamental concepts and ideas. The desired outcome 

t he n would not be performance in and of itself, but this thing called 

musicianship. The dev elopment of musicianship may lead to per-

formance or be exemplified by performance. With musicianship 

a s a goal, musical or intrinsic values of music are more likely to 

b e the one s considered most important. In most cases, exploitation 

of musical v alues make for a better program than one in which extra­

musica l values are considered most important. This change of 

emphasis from extra-musical values to intrinsic values of music is 

clo sel y ti e d up with the increasing importanc e of the arts, both 

3Music Educa tors National Conferenc e , The Function of_Musi_c 
in t he Sec ondar y -School Curriculum, (Published in Cooperati~n with 
t he Nationa l Association of Secondar y -School Principals.) Chica go, 

Ill i no i s, 1 9 5 2, pp. 5 - 7. 



nationally a nd l ocally . The inc r eased a ttention being given to the 

ar ts is in turn h elping music to receive a mor e prominent plac e 

in t he curri c ulum. 

A typical pr e sent-day justification for music in the curriculum 

would necessarily differ from the traditional justification based on 

th e Cardinal Principles of Education. There is, however, some of 

the traditional which still holds value in today• s society. More and 

more l e isure time is rapidly becoming available to the American 

citizen. Many people do not know how to and cannot cope with the 

extra time which is being afforded them. It is the belief of most 

music educators that music and the musical experience is a most 

10 

worthwhile use of leisure time. There is a general agreement among 

music educators as to the merits of music in education. The basic 

new ideas are centered around the theory that music serves as an 

aesthetic experience. It is impossible to go deeply into aesthetic 

theory, but the basic conviction involved is that music as an 

aesthetic experience can help man find and understand his place 

in the world. As this experience helps him see the world about 

him, it also serves to help him organize his experiences into a 

logical and ordered sequential pattern or form. It is this organi-

t . f · h "ch helps man to find happiness in this world za 1011 o experience w 1 

and which gi ve s him the capacity to find worthwhile meaning in life, 

th e r e by m a king it more than mere exiSt-ence. 
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Curriculum. A cha · th nge m e curriculum of music education as a 

result of changing philosophy is now occuring. This change in the 

curriculum is b e ing evidenced by a change in subject matte r and a 

change in methodology. Tea ching conc epts with a hopeful outcome of 

musicianship entails these basic changes. More than lip service is 

now be ing given to the organized, sequential el ementa ry classroom 

music structure which continues to general music in the junior high 

school and on to general music and humanities in the secondary school. 

The basic fundamentals of music must be taught. What was once 

taught as facts and knowledge only is still being taught but is organiz ed 

around such basic concepts as the use of melody, harmony, rhythm, 

phrasing, etc. Imperative to the comprehension of such basic con­

cepts is structure and understanding. With understanding as an 

integral portion of the basic subject matter, learning is likely to be 

mor e transferable, that is, what is learned in one situation may be 

transferred and used in another. For example, the principles of 

phrasing, if taught with understanding as an integral ingredient, 

can be used time and time again with different pieces of music, 

When this happens, understanding has taken place or the information 

could not be us ed in the new situations. This also indicates that 

l earning has not be en merely a rote process, Once basic concepts 

have b een mastered, they can be expanded by the l earne r in any 

. . d . and mor e compl ex situations. 
direction to be utilize 1n new 



CHAPTER III 

REPORT OF PROJECTS 

One of the evidences of chang e is activity. If a subject is b e ing 

discussed in seminars, workshops, professional magazines and 

proj ec ts a re being launched in its behalf, that subject is probably 

going through some sort of change. This is exactly the process 

through which the curriculum in music education is now going. 

The Yale Seminar of Music Education. A seminar on music 

e ducation was held at Yale University from June 17-28, 1963. 
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This seminar was supported through a contract with the United 

States Office of Education under the Cooperative Research Program. 

The r e were thirty representatives taking part in the conference. 

These representatives included musicologists, composers, music 

educators, performing artists, performing jazz music artists, 

school administrators, music education administrators, ethno­

musicologists, conductors and music critics. This group of people 

represented a cross section of music interests. The thinking of 

the people inv olved with the seminar was channeled such that their 

discussions and re commendations were directed toward the role of 

music for all students and advancement of school music with 

reference to contemporary life and culture. 



T he sp e cific a r eas in w hich the semina r concentr a ted ar e : 

1. Music r e ading as taught through the writing and 
making of music; 

2. Enla r gem e nt o f rep e rtor y of p e rforming g roup s t o 
include things d is c over e d t hrough r e c e nt ethnolog ica l 
and h i s to r i cal r esea r ch; 

3. Musica l under s tanding as d evelop ed by study of 
m usic as lite r a tur e; 

4. Utiliza tion of compos e rs-in -re s i d e n ce; 

5 . D evelopment o f new e ducational media; 

6. D evel o pment of materials for us e by gifted students . 4 

In light of the six specific areas of study, the recommendations 

of the semina r were : 

1. D evel opment of musicality with special emphasis on 
creative activities as a sur e m eans of developing 
musical ity. 

2. Advancement of repertory to include music of other 
cultur es , contemporar y music , etc., so that the music 
be ing us e d would be in line with current advances in 

musicolo gy and contemporary composition. 

3. Mus i c as literature should be given a higher plac e in 
the music curriculum today. This can be accomplished 
through a s e ries of guided listening experiences as a 
means to acquaintance with and under standing of the 
so call ed 11 monuments 11 of music . 

411 s e minar on Music Education, 11 Music Educators Journal , 

L (September , 1963 ), pp . 86-87 . 

13 



4. A balanced program of p e rformanc e activities should 
b e offe red with most emphasis b eing given to thos e 
g roups with highest s tandards of p e rformanc e and thos e 
with a repe rtor y of highest musical value . 

5 . Advanc e d courses in theory and music lite rature should 
b e offered for consumption by gifted students. 

6. A program of bringing musicians, • composers, and 
scholars into the school to serve in non-teaching capacities 
would help e liminate alienation of music from American 
life. A program such as this would include such facets 
as musicians-in-residence, visits by touring concert 
artists, programs presented by musicians who are 
m e mbers of the community, etc. This would provide 
in the school a link with dev elopments of the music 

world at large . 

7. Much greater utilization of community resources is urged. 
For example, much benefit could be received by the school 
if certification requirements could be relaxed somewhat 
so that community musicians would be free to teach some 

classes at the school. 

8. The greater utilization of national resources would be a 
wis e mo ve for the school to make. A move such as this 
would afford more opportunities for advanced study in 
music. This advanced study should be made a v ailable 

to a variety of groups of people. 

9. A much greater utilization of audio-visual aids which 

scientific technology has made a va ilable for use. 

10. Essential to the success of the curriculum revision 
r e commendations of the seminar is an extensive scheme 
of teacher educalion whereby teachers would constantly 

be r e - educate d. 

SM · • Schools A Search for Im.provement, (A Report 
us1c 1n our , 

of the Yale S e minar on Music Education, Washington, D. C.: 

U. S. Government Printing Offic e , 1964) 

14 
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One of the main justifications for thi s s emina r is that finally t he 

musi c e ducat o r a nd the profe ssional musician wer e brought togethe r. 

F or many years it has b een r e alized by m a ny that the re has b een 

exi sting a gap b e tween these two areas of end e a v or. Ne ither g roup 

ha d been able to p enetrate the other I s field. This breach was 

r ec o gnized by many people as b e ing a possible reason for the failur e 

of the music pro gram of the public school. The Yale Seminar on 

Music Education was an attempt to bring the worlds of the music 

educator and the professional musician to gether for a short period 

of time , hoping to lessen somewhat the ex isting dichotomy. 

The Co .n t emporary Music Project. The Contemporar y Music 

Proj e ct for Cr e ativ ity in Music Education is supported by a Ford 

F oundation g rant which amounts to $1, 380, 000. The project is an 

exp a n s ion of the Young Compos e rs Project which was initiate d in 

1959 b y the Ford Foundation. The original project clearly indicated 

that a working r e lationship between composers and music educators 

is a valua ble a sset to the public school music e ducation program. 

The Contempor a r y Music Project is a dministe red by the Music 

Educa tors Nationa l Confer e nce and will cov er a p e riod of six years--

1963 - 69. 



"!he general a im of th e project is to bring about con-
ditions favorabl e to the creation s tud a d f 

1 y , n p e r ormance 
of c ontempor a ry mus i c . The project is found e d on the 
pr e mise that the existenc e of liv ing musical culture 
d e p ends not o_nly upon the pr e s e r vation of past h e rita ge s, 
but a lso r e quir e s constant r e juvenation and creation of 
its own h e rita ge a s w ell. The activ ities of the project 
have b een focused primarily in the field of composition 
and n:iusic. e ducation in the belief that a clos e working 
r e l ationship b e tween the two will, in time, prov ide the 
standards and v alues needed in our contemporary musical 
life . 6 

16 

The proj e ct has sponsored twenty-thre e (23) seminars, work­

s hops, and pilot projects. It has placed seventy-three (73) promising 

young compos e rs in s eventy- seven (77) school districts for at least 

one yea r. The se composers have written over a thousand compo­

sitions which were studied and played by high school students. 7 

One of the most noted seminars the Contemporary Music Project 

has sponsored is the Seminar on Comprehensive Musicianship- -the 

Foundation for College Education in Music which was held at North-

weste rn University in April, 1965. The purpose of this seminar 

was to examine the content of college music courses which are 

d e sig ned to be used for development of a general knowledge which 

will late r b e used as a foundation for specialized study and to deal 

6Comprehensive Musicianship, (A Report of the Seminar sponsor e d 
b y the Conte mporary Music Project at Northwestern Univer sity, April, 
1965 . Washington, D. c.: Music Educators National Conferenc e , 

1965}, p. 3. 

7 Beth McLellan L a ndis, "Expe riments in Cr eativ ity, 
11 

Music 

Educators Journal, LIV (May, 1968), PP• 4 1- 43 • 
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with th e tota l curriculum as it is r e lated to public school musi c t eaching. 

It w a s m eant to be an open forum in which the exchang e of well­

informe d ideas would hop e fully lead to common inte r ests among the 

particip ants. The 41 pa rticipants wer e r epresentative of various 

intere sts and disciplines- -composers, theorists, conductors, 

. 1 . d 8 
mus1co o g1st s , an educators. The Northwestern Conference is but 

one exampl e of the many worthwhile projects being carried on by the 

Contemporary Music Project. 

The basic premises of the Contemporary Music Project as a 

whole are: 

1. That music used in the schools should include all kinds-­
music of all places and times including the present; 

2. That music education will benefit from direct contact 
with practicing musicians, especially composers; 

3. That the primary aim of music education should be 
comprehensive musicianship and that this goal can be 
achieved by the development of three kinds of skills- -
critical and perceptive listening, reading and perform­
ing music, and understanding and using techniques of 

the past and present. 

The Tanglewood Symposium. A fifty-member symposium with 

the the m e of "Music in American Society" was held from July 23 to 

8 M . ·ansh1'p op. cit.• P• vii. Comprehensive usici ' 



August 2, 1967 , a t the summer hom e of the Bo ston Symphony 

Or che s t ra , Tangl ewood Es tate in Stockbridge , Massachusetts. 

It was s ponsor e d by the Music Educators Nationa l Conference 

a nd was convened in conjunction with the Theodore Pr e ss e r 

Foundation, the Berkshire Music Center and the School of Fine 

and Applied Arts of Boston Unive rsity. 

The fifty m emb ers who took part in the symposium represented 

a wide range of American society--musicians, sociologists, labor 

l eaders , scientists, educators, representative s of corporations, 

founda t ions, communications and government. The purposes of 

t he symposium were, 

"to r eapprais e and evaluate basic assumptions about music 
in the ' educative ' forces and institutions of our communities ••• 
to d evelop g r eat er concerns and awar eness of the problems 
and potentials of music activities in our entir e culture and 
to explore means of greater cooperation in becoming more 
effe ctive a s we seek new professional dimensions. 11 9 

Five basic issues w e r e derived from the central theme by 

approximately 800 musicians, consultants, educators, etc., at the 

18 

I 967 MENC Divis ion Confer ences. The discussions of the syn:rposium 

were structured around these five critical issues which are: 

9Robe rt A. Choat e , "The S:;ymposium, An Introduction, "Music 

Educators Journa l, LIV (November, 1967), P• 50. 



I. A p hil osop hy of the a r ts for an e m e r ging socie t y ; 

2 . Music of our time; 

3. Impact and potentia l of technolo gy; 

4. E c onomi c a nd community support for t he arts ; 

5. The natur e and n urture of creativ ity . 1 O 

The specific r e comme ndations of the symposium are varied and 

m a n y in number. The y ar e stated in terms of the following areas: 

I. Critical issue s--music in the inner city , music for all 
stude nts in s enior high school, mus i c for childr e n from 
3 to 8 y ears of a ge, and music for t eena gers; 

2. Implications for high e r education- -coll ege admission, 
t e sting and t he musically talented, r e l a tionships with 
othe r discipline s, music in the ge n e ral education of 
the coll ege stude nt, goals of a e sthe tic education, creativ e 
teaching of music n eed for highly trained specialists, 
m u s ic and libra ri e s, continuing educ a tion in music ; 

3 . Implications for m u sic in the curriculum--musi c for 
children, n eed for up grading the qual i t y of music teaching, 
m u si c curr iculum for a dolesc ents, othe r mus i cs; 

4. Implications for e duca tional proc e ss and evaluation-­
ide ntification and preparation of professional music 
e ducators, e ffe ctive utilization of n ew t e chnologies 
and approache s, improv ement of g roup instruction, 
m e a sur ement of musical behav ior, and indiv idual diffe r ence; 

lO " Bas i c I s sues , 11 Mus ic Educators Journal, LIV (Novembe r, 

1967 ), pp . 64- 67. 
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5. G e n e ral--the rol e of the music e ducator in the com­
munit y and corporate and g ove rnmental founda tions 
s upport. 11 

The bas ic ide a conc erning the selection of participants for the 

spnposium was an excelle nt one. The e nlistment of the thinking 

a nd di s cussions of people from all facets of American society would 

b e most valuable for the world of music education. The results 

20 

in this area, however, were not totally effective because the repre­

sentation became too unbalance .cl. The underlying structure of getting 

id ea s and basic issues from the MENC Divi sion Conferences is a 

most profitable way of designing a symposium such as this. It gets 

the problems and critical points from the so called "grass roots 

l evel" which is where the results would be implemented. 

At this time , the results of the Tanglewood Spnposium are 

somewhat disappointing. Very little evidence of implementation 

of the recommendations made can be found. However, as time goes 

b y and mor e information is made available, it is hoped that something 

concrete and beneficial to music education will develop. 

The basic ideas of these projects are quite similar. There are 

f h · t some of which are similar, many different facets o eac proJec , 

ff t It is the basic underlying ideas, and some of which are di eren • 

however, which are of most importance to this study. One of the 

11 1. · 11 Music Educators Journal, 
"Problems and R e sponsibi iti es , 

LIV (Nov e mbe r, 19 67 ), pp. 74-79. 



2 1 

m ost obv ious similarities in purpo se is the b · · t h of the ringing oget e r 

profe ssional musician and the music educator. This is a very impor-

tant phas e of these proj ects. If the n ew philosophy of music is going 

to b e implemented in the schools, thes e two g roups must work 

tog e the r, and not be at odds as they have been in the past. It is 

going to take cooperative effort on the part of both groups if any of 

the new directions which are being taken by music education are 

going to be significant ones. The attempts at the union of the pro­

fessional musician and the music educator may have far-reaching 

e ffe cts on the world of music. 

Another similar underlying idea of the three projects Ls found 

in their r e commendations. All have built into their recommendations 

a d e finit e emphasis on the widening of the repertory in public school 

music, with special reference to the us e of contemporary music. 

The basic concept inv olved here is that the music used in the school, 

thus, the school music program itself, should be in step with the 

time s. This is part of what has been basically wrong with our 

music programs--they have been anywhere from 20 to 100 years 

b ehind the times. What we have been experiencing is a kind of 

cultural lag. The world of technology has been advancing at such 

a fast rat e , e ducation has been left behind. We have been educating 
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o ur young sters for yesterday whil e we should have been educating 

the m for tomorrow. The r d · 
ecommen ations for the use of all k inds 

and types of music, especially contemporary, is an attempt to bridge 

this cultural lag . 

Another common focal point of these proj e cts is that an emphasis 

is placed upon creative activ ities and cr eative teaching. Creativity 

is fastly becoming a prized quality in young people. Traditionally 

the creative child has suffered because of his creative efforts, but 

the trend is now going in the opposite direction. Creative effort is 

now r eceiving more attention by educators everywhere. Inherent in 

the recommendations of these projects is that creative effort is an 

important step in achieving the goals of education. 

The last and most important similarity of all the projects is 

what is brought out to be the most valid outcome and the most 

important de sired goal of music education--comprehensive musician-

ship. The importance placed upon the development of musicality is 

a definite evidence of new directions for music education. This is 

a new concept which is in direct opposition with the performance­

oriented program. The performance-oriented program is still with 

th t d · s now going toward the develop-us to a certain extent, but e ren 1 

f · 1-t the most important aspect of the music program. ment o mus1ca 1 y as 



Most certai n l y the e m p hasis placed upon t hi s concept b y these 

pr o j e cts will h ave an i m porta nt e ffect upon the mus i c e duca tion 

of tod ay and tom orrow. 

CHAPTER IV 

SUMMARY 

Musi c e ducation is g oing through a process of change. This 

c h a n ge , on the philosophical plane, came first and was influenced 

b y many happening s--the most prominent of which was the adv ent 

of Sputnik. The curriculum is now in the process of changing 

whi c h is evide nced by activ ity in this area. Some of the mo st 

important and potentially the most far-reaching activ ities in this 

a r ea ar e : 

I. The Tangle wood S y mposium; 

2. The Yale S e minar on Music Education; 

3. The Conte mpora ry Music Proj ect. 

This activ ity in curriculum is an atte mpt b y music educators 

t o imp l e m e nt th e ide a that music is an e ss e ntial in the training of 

a ll p e opl e . That is, tr a ining which will allow the m to take a pro-

. 1 · · t Mus1· c e ducator s ar e attempting to duc tiv e p a ce 1n socie Y• 

f t . 1 c ompr e h e n s i ve cours e of study which o rmula t e a s e que n 1a , 
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takes into consideration the most r ecent deve lopments in r ega rd 

to the l e arning process . The idea of tea ching conc epts is b e ing 

taken up. To implement this kind of a program, J e rome s. Bruner 

te ll s us that w e must enlist the aid of the experts. Music is trying 

to do this b y bringing the professional musician into the classroom. 

T he union of the music educator and the professional musician, 

the increa s e d use of contemporary music in an attempt to bring 

music e ducation into step with present times, the increasing 

importance of creative effort, and the desired outcome of com­

pr ehensive musicianship as the basic objective of music education 

a r e all forward-looking trends. 

These trends represent an implementation of the changing 

philosophy of music education and the changing role of music in 

general education. 
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