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KEYNOTE ADDRESS

Throughout history, people have questioned the role and value of music. Today we
most frequently encounter the skeptics in the education of young people, particularly as
they advance through school. At least in those communities fortunate enough to have
music education in their schools, the availability of music instruction declines as students
get older. Evidently, the importance of musical learning comes into greater question at
each successive level—from elementary to middle to high school.

It is reasonable to ask why these questions arise, especially when one begins to
think about curriculum development. We know that the arts have been a part of the lives
of all people from the very earliest times. For example, we have acted out the stories of
our ancestors, we have sung and danced for our children, and we have drawn visual
images of objects and experiences that hold great meaning. From the beginning of
civilization, these creative expressions have been basic in most cultures of the world.
Indeeed, they have been—and continue to be—an essential part of human nature.

We need to remember that these songs, dances, stories, and drawings were not a
luxury in the lives of ancient people. They were not considered to be frills. In truth,
they are not luxuries today. However, some unelightened education critics rigidly
consider the arts to be nice—but not necessary—in the teaching of their citizens. In many
of the world's nations, the arts are not taught in public schools, but are available only to
those who can afford private music instruction. In the United States, arts programs are
frequently among those to be cut first. Many arts teachers are on the defensive.

Unfortunately, the critics fail to understand the clear facts. Since the earliest history
of human life, the arts have provided two treasured values: first, they enable people to
find meaning. They help us to make sense of the world by connecting various concepts
and physical realities: time and place, mind and body, emotion and intellect, sacred and
secular, real and imaginary. As Bennet Reimer has written in the recent Vision 2020:
The Housewright Symposium on Music Education,
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"Many positive consequences grow our of the pursuit of musical meaning as an end.
To be human is to make meaning and to seek meaning. A life full of meaning, including
musical meaning, is a life fulfilled in one of its primary needs. The conseq.uences of such
fulfillment are a sense of wholeness, wellness, and staisfaction. Effects on individuals'
physical, emotional, psychological, and spiritual health are profound. These effects radiate
outward to the health of families, communities, nations, and ultimately, on the well-being
of their members" [Reimer, 2000].

A second prominent treasure the arts give us is their providing the world with a
unique record of mankind. In essence, they tell us who we are. They also inform us
who other people are and what they value. As written in the National Standards for Arts
Education for the United States, they provide "one of humanity's deepest rivers of
continuity”" [MENC, 1994].

The arts, especially music, provide a unique way of thinking and knowing. In
music improvisation and composition, for example, people learn to create original music
al ideas in order to express themselves through the medium of sounds organized in time.
No other human pursuit permits such activity. Unlike many other disciplines, music
provides endless opportunities for divergent, rather than convergent thinking. It encourages
us to move and it invites creativity. It helps us understand that not everything is black
and white. It teaches us that not all answers are absolutely right or wrong.

The unique intellectual habits and emotional responsiveness that develop from one's
involvement in the arts point to yet another benefit: the arts teach us craftsmanship. That
is, people learn to care genuinely about their creative endeavors. Musicians learn to refine
their performances. They learn to be accountable. They become experts in the art of
correcting themselves. They practice continuously to improve their musicianship and their
musical products. Remarkably, through this process, music enables people to cultivate
what the Carnegie Council on Adolescent Devevopment calls a "discipline of mind" and at
the same time, it provides continuous opportunities for uplifting the human spirit. Bennett
Reimer has called.this "thoughtful feeling" and "feelingful thought."

With all of these attributes, why do some people question the importance of the arts
in the education of their children? One reason is the cost: they require both money and
precious human resources. Another reason relates to community priorities. In most
regions of the United States, for example, where music often is taught during the school
day, other subjects invariably are considered to be more important. For example, in order
to be "globally competitive," many students in the USA are tested in what are considered
to be the "basic" subjects. In my own state of Ohio, we require "proficiency" testing in
reading, writing, math, science and citizenship for all students in grades 4, 6, 9, and 12.
The fourth-grade students must complete "high stakes" testing: those who fail the reading
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section are not permitted to progress to the fifth grade. In some communities, fewer than
half of these students pass. And in many schools, music and art teachers are required to
teach reading—mnot for curriculum integration, but to help students pass their fourth-grade
tests.

In this type of environment, the arts become relatively less important. In effect, we
test what we value, and we value what we test. Consequently, the subjects on the tests
command most of the available time and money. When we, the international leaders in
the field of arts and music education consider this challenge, how will we respond? A
cynic might say, "if you can't beat them, join them." In a sense, there is some appeal to
this idea, but a more politically correct way of stating it would be to look for ways to
"integrate" the arts into the so-called "academic" portion of the curriculum. As Liora
Bresler informs us, there are many ways to do this [Bressler, 1995]. And while knowing
the distinctions among the varied types of curriculum integration can be useful, it strikes
me that a preferred, general label for this process would be "connecting the arts to the
lives and studies of students." But how best can we make the arts connect with other
disciplines in an intellectually and artistically honest way? More specifically, where does
music fit when integrating it into other subjects in the school curriculum? And what is
the most efficient way to design the curriculum to enrich and subsequently to assess
students' understanding?

The recent history of arts education tells us there are many different approaches that
have been tried with varying degrees of success. Some of these fail to adequately interest
or engage the learner (often the chronologically-based historical approach), while others
actually confuse the student (a curriculum structured on the "elements of the arts" usually
falls into this category.) Still others overstep the bounds of reason (for example, "biology
in the arts.") So, what instructional process makes the most sense? How do we address
curriculum design to maintain a prominent role for the arts in the schools?

In order to answer the "how" question, my experience in the classroom tells me that
there are several more critical questions that need to be answered first. In fact, there is a
heierarchy of questions that teachers and curriculum designers need to ask themselves.
The first and most important at all levels of instruction is this: "what do I want my
students to accomplish?" This is where the published National Standards for Arts
Education [MENC, 1994], have provided welcome help to music teachers at all grade
levels in the United States. And yet, there is such a broad range of acceptable answers to
ths question—especially on an international scale.

A second question is "what musical or artistic problems do I want my students to

solve?" We need to remind ourselves that "telling" is not teaching, whereas posing
problems is what good teachers do on a regular basis. Once we answer these two
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questions of objectives and problems, we need to ask: "how can we create in our students
a need to know or acquire the skills that are imbedded in our objectives and problems.?"
Doing this, creating the need to know, truly reflects the art of teaching. And then, finally,
we can begin to address the question of "how" to best help students make connections.

I would encourage us to look seriously at the benefits of a "thematic" approach
because of its flexibility in facilitating the integration of the arts into other humanities
courses for teachers and students at all levels. When learners make important connections
through an integrated approach they will more likely find greater meaning in their lives
both in the arts and other disciplines as well. I will later provide several examples of
basic human themes to demonstrate the viability of this premise.

But first, I believe it is wise to consider the ways in which we might consider
changing some of the traditional emphases on school music education. It is my considered
opinion that at least in the United States, the greater good (and more students) would be
served by rededicating our efforts to develop aural perception skills. We need to put more
emphasis on perceptive listening as it relates to fundamental musical activities: listening
per se as composers, as improvisers, as solo and ensemble performers and as audience
members. In truth, listening is a basic life-skill that among all teachers, music educators
are best prepared to teach. This is a tangible benefit that we bring to an integrated
curriculum. Across the globe, listening skills are vital. In the USA, the Secretary of
Labor considers listening to be a basic skill in the workplace. As Aldous Huxley wrote:

"All our mental processes depend upon perception. Inadequate perceiving results in poor
thinking, inappropriate feeling, diminished interest in and enjoyment of life. Systematic
training of perception should be an essential element in all education" [Huxley, 1962].

In the context of renewed emphasis on perception, we need to remember that music
is something people do. It is an activity that reveals the nature of human feeling. thus is
has both a personal and a social context. According to the philosopher Suzanne Langer,

"The tonal structures we call 'music' bear a close logical similarity to the forms of human
feeling—forms of growth and attenuation, flowing and stowing, conflict and resolution,
speed, arrest, terrific excitment, calm, or subtle activation and dreamy lapses—not joy and
sorrow perhaps, but the poignancy of either and both—the greatness and brevity and
eternal passing of everything felt." [Langer, 1953]. \

With these ideas as a foundation for shifting our priorities, I believe music
curriculums would be stronger if we placed more emphasis on the social context of music
and less on historical facts. We need to give more emphasis to useful information and
less to abstract trivia. We would be well served to emphasize the natural, practical, and
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fun values of music rather than the technical and esoteric dimensions. We need to put
more emphasis on developing informed audiences and less on producing proficient
performers. We need to emphasize our academic credibility and relevance rather than
suffer low self-esteem in the schools. We need to put more emphasis on a transcultural
approach and less on the "multicultural” concept. Finally, we need to put more emphasis
on cultivating understanding and respect for music and less emphasis on appreciating and
liking it.

Maxine Greene, the great scholar from Teachers College at Columbia Univeristy,
wrote in Teacher as Stranger that "the teacher will know that there is no final explanation
of any particular experience with a work of art; he will know that no one can bring about
appreciation or enjoyment in another, that he can only help make others see. Nevertheless,
he can try to make his students discern qualities they may have overlooked" [Greene,
1973], To me this idea of remaining open and noticing much with a disciplined mind is
one of the most persuasive rationales for using a thematic approach to curriculum design.
It fairly commands what David Perkins calls "generative topics" that are both accessible to
students and "connectable" to other disciplines. [Perkins and Blythe, 1994]. It helps
stretch perceptiveness and deep understanding rather strive for appreciation. It opens
rather than closes doors for students. And it enables arts teachers to reach out to both their

students and to their colleagues.

Just what is a theme? My friend and colleague Louis Lankford reminds us that a
theme is a concept, topic or subject that serves to unify or relate diverse material. A
theme can recur in many different artworks, thereby providing a common thread for study.
Themes often represent ideas, events, and relationships that are importan to individuals and
societies. Love, birth, death, justice, freedom, conflict, war, peace, the environment, faith,
family, good, evil, and overcoming adversity are examples of themes found in the arts that
can connect easily to other disciplines.

As one might expect, there are some very practical reasons to adopt a thematic
approach. First, it invites an atmosphere of inclusiveness in the school. It encourages
collaborative planning and projects across subject areas. It stimulates innovative
approaches to instruction and assessment. It allows arts teachers to demonstrate the
unique aspects of each art form while enabling them to reveal their common philosophical,
social and cultural dimensions. It just makes sense!

Let us look at a couple of good examples where both music and art can serve
individually and in collaboration to help illustrate a theme, thereby making a more
generative topic. . First consider this song as sung by a group called "Quilapayun": [
Play El Pubelo Unido here]. As you listen, try to solve three brief problems: (1) what
language do you hear the singers use? (2) what do you suppose this song is about? and
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(3) use your aural skills to remember the melody to sing it on the syllables "buh, duh."”
[AUDIO] If you now return to the first problem, and assuming you don't know Spanish,

go on to the second problem: what is this song about? Certainly you have some inkling:
What is its mood? Its message? Solidarity! It means "The People United Will Never Be
Defeated." And solidarity for what? What people? Defeated by what or whom? Well,
the answer is the people of Chile—and they sing and chant that they will never be defeated
by the oppressive, murderous dictatorship of Augusto Pinochet..

Just what, you may rightly ask, does this remotely have to do with any notion of
scholarship or curriculum? Well, certainly, Mr. Pinochet has been on the front pages of
the news of late, and this song directly addresses in a very culturally vibrant way a
passionate and musical response to political oppression. It fits perfectly with what the
late Ernest Boyer calls "the scholarship of integration,,” a thoughtful process where we
place what we know in a larger, interdisciplinary context in which several different
disciplines converge. [Boyer, 1997, p. 16]

From a purely musical perspective, you quickly learned the melodic structure of this
song well enough to vocalize it. And so did thousands of people in Chile. But how did
they learn it? Did some of the anti-Pinochet forces distribute hundred of copies of sheeta
music to the men and women singing the song? Of course not! So how did they learn it?
The same way most people on our globe learn music—by ear! And, as you will discover
in a few minutes, El Pueblo Unido offers us an even deeper example of the basic
foundations of music pedagogy: scholarship and artistry. After solving these problems,
what type of theme might you assign to this music? Perhaps "overcoming oppression” or
"addressing adversity" would be good themes. then begin to thuink of all the other
disciplines that might connect to this theme. And what other examples of music might

you use?

One interesting thing about this piece is the way it connects to additional themes.
One of these is the idea of "theme and variations." Let's test your aural perception to see
how well you can hear this Chilean melody in the following piano piece by Polish-
American composer Frederic Rzewski. [AUDIO]. One good question to ask is "how
varied are the variations—and how would you describe them?" Are there ways to connect
this idea to visual arts? Let's look at this slide by American artist Keith Haring. What
aspects of theme and variations do you see here?
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