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1.0
INTRODUCTION
Since the beginning music has been fighting for its existence in the regular schooling curriculum. To date, literature has consistently argued the rational for the importance of music and its benefits as a transfer effect on other academic subjects. A reason for the lack of acceptance for music in the regular schooling curriculum according to Ferris (1993) can be traced back as early as 1852 where music was delivered on a fee-paying basis. Metcalfe (1987), Tellstrom (1971), Mark (1992), Ferris (1993), Elliott (1994), and others, indicate that because of the acceptance of music as a fee-paying subject it has stereotyped music as an extra-curriculum activity, non-academic, an elitist topic, only available to those who can afford it.

This essay will consider the philosophical and historical issues pertinent to music education. The discussion will firstly outline my current situation and standing towards the philosophy of music education. Secondly, a historical analysis of the past 150 years of music education will be investigated. Thirdly, philosophical arguments confronting music education will include an aesthetic investigation into music and music education, and finally, conclusions will be drawn on how these philosophical and historical issues in music education influenced my current practice in music teaching.

2.0
PHILOSOPHY OF MUSIC EDUCATION: A PERSONAL PERSPECTIVE

It is difficult not to consider my values on music education without returning to my experiences as a child learning music.  Looking back I can recall my favourite teachers and my least favourite teachers. Teachers that were better trained in the area of music and those that were not. However, these teachers were the ones to influence my interest in music and presented me with one important ingredient, a “desire” to learn music.  Primarily, our role as music educators is to facilitate within our students a desire to learn music.

As a music teacher in today’s environment I find myself constantly defending the value and importance of music in a student’s education. This is partly due to the fact that according to Kitano and Kirby (1986), Elliott (1990), Gallagher and Gallagher (1994), Braggett (1997), Bruce (1996), Jones (1986), and many others, music and arts education has always fallen under the umbrella as an extra-curriculum activity. Unfortunately, this perception has filtered within the education profession, the wider community and been embedded within the student environment for the past 150 years, making music appear unessential. The 1968 School Council Report Young School Leavers showed that music was voted top of the list as the most boring and useless subject by 15 year-old school leavers (cited in Metcalfe, 1987). It is this type of attitude that all music educators are confronted with on a daily basis; however, we must not complain too loudly, it is partly our own fault.

Metcalfe (1987), Tellstrom (1971), Elliott (1986), Cox (1993), and Ferris (1993), suggest the reason for the perceived attitude towards music education as extra-curriculum is primarily due to the inadequate training of music teachers. This is because, more often than not, music was taught by musically unqualified teachers, and the availability of private instrumental tuition played a significant role in down sizing the need for music in the regular school curriculum.

The challenge facing music educators in the twenty-first century is enormous. Music educators are constantly competing with information technology, computer games, sports, Internet, and the extreme competitive market known as “education”. The word education tends to be associated with the core academic subjects such as Mathematics, English, and Science. In addition, the core academic subjects are the primary requirements for students as prerequisites into higher education. Therefore, the Victorian Certificate of Education (VCE) Music is predominantly occupied by those students who have had the opportunity to study private music lessons, and will only benefit those planning to study music at university or in a post secondary institution. However, this is not entirely correct. The Australian Music Examination Board (AMEB) is the benchmark for standardizing entry into music courses at university and TAFE, and all music performance courses are based on audition. As a result the AMEB weakens the importance and value of the VCE music. VCE music serves a purpose for a limited and fortunate number of students in the school curriculum.

As a music teacher at both university and TAFE level, the reality is that higher education is consistently confronting the fact that not all students applying to study music at a post secondary level have undertaken any systematic music training. Two extremes are present, students with no systematic training and students that have undergone the complete AMEB examinations and VCE music. Gallagher and Gallagher (1994) indicate that this degree of imbalance tends to be present in lower socio-economic areas. Metcalfe (1987), Plummeridge (1991), Tellstrom (1971), Elliott (1986), Ferris (1993) and others, agree that the main reason for this imbalance can be narrowed down to three keys areas, 1) music being fee-paying; 2) music predominately being outsourced by parents from private music teachers; and 3) only schools in high socio-economic areas were in a position to offer VCE music within the regular curriculum. All current literature indicates this imbalance needs to be rectified but how we rectify the current situation requires further research. Currently, some TAFEs and Universities conduct Foundation Course, Summer Courses, and Introductory Courses to accommodate students entering music studies without any prior musical training. However, it is agreed further change is needed within the education profession, wider community, and Government.

3.0 HISTORICAL ANALYSIS OF MUSIC EDUCATION

Throughout the history of Western civilization the function and purpose of music has been for worship. According to Mark and Gary (1992), the most important aspect of music for the ancient Hebrews is the concept of each individual’s worth and his or her duty to “sing unto the Lord”. The beginning of Christianity (313 A.D) promotes a different value for the use of music. Mark and Gary (1992), suggest the Catholic Church controlled music and refused to make it relevant to the needs of society. In fact, Mark and Gary (1992) continue to indicate that throughout Western history, music and music education reflects an educational system for the wealthy and titled and for those who enter the service of the Church.

This division created by the Church as early as 313 AD seems to be the constant recurring theme throughout the literature associated with music education to this day. The lack of recognition towards the arts/music education is partly due to the identification of the arts “as a province of upper-class citizens, which has prevented it from being property of the common people” (Gallagher and Gallagher, 1994, p260). Cox (1993), Ferris (1993), Tellstrom (1971), Metcalfe (1987), Elliott (1994) and others, concur that music is viewed as an elite topic, stereotyped as an extra-curriculum activity and promoted as a user pay system. This is the stigma surrounding music education, perceptions and ideals that are over 2000 years old.

Music education in the Australian school setting can be traced back as early as the 1850’s (Ferris, 1993), and in America in the early 1830’s (Mark and Gary, 1992). During this period and into the 1900’s music education was delivered by singing masters. Singing masters were a group of teachers dedicated to music education in their time (Ferris, 1993). Ferris (1993), Mark and Gary (1992), Stevens (1993), Metcalfe (1987), and others, suggest that as early as the 1850s the singing masters were appointed to undertake the teaching of singing in schools. 

The essential element with the singing masters was the concept of group singing. Their views advocate similar ideals to the ancient Hebrews, where each individual’s duty was to sing. The implementation of singing made it possible for every student to actively participate in music making and learning.  Singing was considered as the primary vehicle for music instruction in the 1850s to the present day. It has been suggested that, “singing was also a vehicle for extra-musical communication through the words of school songs which, during the nineteenth century, were of an overtly moral, religious or patriotic character” (Stevens, 1993, p.57). An assumption can be made that the primary reason singing was employed as the vehicle for music instruction is because singing was the primary form society was able to relate to otherwise a remote subject area.

For the singing masters the Tonic Sol-fa method became the vehicle for vocal instruction. According to Stevens (1986) the Tonic Sol-fa was codified by an English Congregational minister, the Reverend John Curwen (1816-1880), who drew upon a number of earlier European and English music teaching systems. As a school music teaching method, the Tonic Sol-fa system was officially recognised by the English Department in 1860, and was adopted by Australia in 1867. Southcott (1997) indicates the first publication of The Adelaide School Vocalist in 1920 contains predominately folk songs and patriotic songs and all but two were printed in Tonic Sol-fa. Stevens (1993) states, music also fulfilled a role as a form of pedagogy for other school subjects, such as religious and music’s primary focus was performing and almost exclusively to vocal music.

Throughout its history, music education has had to constantly deal with a lack of support. Arts/music education programs tend to be first victims when financial difficulties present themselves within the curriculum (Kitano and Kirby, 1986). Gallagher and Gallagher (1994) state because many educators view music as an “extra” within the school curriculum rather than an integral part of the program, music/arts education has and will always be first in line when budget restrictions are present within the regular curriculum. Until this attitude is changed music and arts will always have to struggle for support from the regular curriculum. Ferris (1993), presents identical views stating from the years 1853 to 1892 various education authorities in Victoria were constantly torn between the value of music education and concern about the expense involved in teaching music.

Due to the financial expense involved with teaching music, according to Ferris (1993), when the education authorities employed the first singing masters in 1852 parents were charged one shilling per quarter. Due to the expense of maintaining the system, music and drawing were shifted from the core curriculum to become extra-curricular, fee-charging subject in 1864. Consequently, a trend commenced, which has continued for over 150 years and labeled music as the “optional extra,” only accessible by the wealthy in society. However, Ferris (1993) indicates that the approach to funding the singing masters varied. The employment of singing masters depended on the current state of economics, where during times of financial security singing masters were hired, and at times of financial strain, generalist teachers were used, leaving the singing masters either out of work or hired by those that could afford the extra cost.

As a result of fluctuating monetary support for music education, music has struggled for survival within the schooling curriculum. However, research has revealed that the arts/music education has an important function in the development of perception, intellect, and the emotions of the students’ overall education. Elliott (1990), Kitano and Kirby (1986), Tellstrum (1971), Plummeridge (1991), Metcalfe (1987), Rainbow (1989) and others, indicate that music schools have a commitment in developing the total person and arts/music constitutes a substantial portion of the elementary and secondary curriculum. In 1959 the American Association of School Administrators indicated a concern over the imbalance in education and endorsed a balanced curriculum wherein the fine arts could be accepted on the basis of equality with other areas (Tellstrom, 1971).

During the first half the of the twentieth century, Metcalfe (1987) states, the 1902 Regulations for Secondary Schools made no mention or reference to music as part of the curriculum. Almost ninety years later the State Government continues to disregard the value of music when, in 1989 no mention of arts was listed as part of the national goals for education (Gallagher and Gallagher, 1994). However, music education has attempted to expand its curriculum to accommodate the activities of listening and moving to music as well as performing through singing and playing of classroom percussion instruments and recorders (Stevens, 1993). Furthermore, throughout the 1960s music education came under the influence of the so-called creativity movement, which had its origins in the methods and genres of contemporary artists. Music educators such as Carl Orff encouraged music composition chiefly through improvisation. Other influential music educators such as Kodály and Dalcroze played a major role in the direction of music education in the twentieth century and to this current day. In addition, resources became more available during the second half of the twentieth century and music became more accessible as a subject area for teachers to teach. 

Today more than ever, the greatest challenge music education is confronted with, is not only the historical perceptions, financial restraints and concern of delivery, but the issue of segregation. Since the beginning the discussion of music and music education has been an isolated topic in relation to the regular curriculum. Another reason for concern is music education has also been “brain washed” by historical events, believing they are different, special, more “elite”, a perception placed on music by the Catholic church. Music education must operate in a manner that is equal to other curriculum subjects, be more accessible and accommodate the total student environment and society. Music education cannot continue to expect the curriculum and society to rise to the level of music. Stevens (1993) indicates that the current tide of thinking appears to favour integration within arts education. Metcalfe (1987), Elliott (1994), and others agree and believe the future for music education will rely on music’s ability to conform with the regular curriculum and society. Until music education gets off its high horse it will remain the way it has been for another 2000 years.

4.0 PHILOSOPHICAL ARGUMENTS IN MUSIC EDUCATION

Throughout history numerous philosophers and psychologists have attempted to explain the nature of music and music education. Much of the current work has resulted in representing music and music education as an aesthetic process. Philips (1993) states aesthetic education is to be more the process than the product of an education in the arts and applies to the process of music education, the teaching and learning of music. According to Hanslick (1974), Elliott (1994), Metcalfe (1987), and Philips (1993), aesthetics has to do with the concept of value and beauty. Hanslick (1974), suggests the beauty of aesthetic value in music lies not in its effect (expression or the arousal of sound) but rather in that which makes music, music’s internal structure, which he says is its essential nature. Elliott (1994) suggests the essential nature of music is a matter of humanly organised musical sounds and silence in the sense of deliberately designed melodic, harmonic, rhythmic, timbral, dynamic and textural patterns. 

In regards to the term “music education” Bentley (1993) suggests the main focus of music education is the subject, “people” (younger and older), and its the contribution music can make to the education of these people and their interaction with music, that should be placed first. However, Philips (1993) suggests, that if the aesthetic experience is the only justification for studying music, we severely limit our argument for music’s importance in the curriculum, and we ignore the many and important contributions that music makes to life. For example, music has been classified as a distinct type of intelligence. In fact psychologist Howard Gardner suggests six types of intelligences exist: linguistic, logical-mathematical, musical, spatial, bodily-kinesthetic and personal (cited in Plummeridge, 1991, p. 37). 

The common theory is that music education is an aesthetic education. Primarily, philosophers such as Reimer, Langer, Leonhard, and others, maintain that music education is the education of feelings. Furthermore, they claim, “the primary value of aesthetic experience (and music education) is ‘knowledge’ of human feeling – an extrinsic benefit” (Elliott, 1993, p14). Metcalfe (1989) presents similar views stating that music education is the education of human feeling through the development of responsiveness to the aesthetic qualities of sound. Furthermore, the purpose of music education involves the enrichment of the quality of people’s lives by enriching their insights into the nature of human feeling (Elliott, 1993 and Bentley, 1993).

However, a difference of opinion is at hand when discussing music as a language. Based on the views of Langer, Dewey, Cooke, Hindemith, and Scrimshaw, music cannot be a language other than in a metaphorical sense (Plummeridge,1991). According to the above philosopher’s music maintains no features of language, has neither stable connotation nor usual properties of language, possess no essential qualities and characteristics, such as dictionary definitions and syntactical rules. However, Hirst presents an opposing view suggesting music should be viewed as a “language game” (Plummeridge, 1991). They believe the concept of music as a language should not totally be disregarded, furthermore, Hirst believes the language theory of art is the basis of view of music as a type of knowledge. Knowledge is the rules and conventions applicable to music. Plummeridge states, “it is with knowledge of these correct uses that we make decisions and judgements as to what is right, wrong, effective, weak, and so forth, and when people can make and act on these judgements that they display a certain musical understanding” (1991, p. 31).

There are two different opinions at hand when discussing the aesthetics of music and music education: 1) an extrinsic experience and 2) an intrinsic experience. The extrinsic experience is associated with the way music arouses human feelings and the intrinsic experience is the elements of musical structure. According to Elliott, “Langer’s key claim is that the aesthetic qualities of musical works capture and represent the general forms of human feelings (e.g.,) tension and resolution, motion and rest, rise and fall” (1993, p11). However, the argument against music as an extrinsic experience according to Elliott (1993), is that while people’s experience of music may often involve affects in one way or another, so do many other auditory experiences, such as a baby crying. The main concern with music being an extrinsic experience is there are no grounds for the premise that music is a unique symbol that educates listeners about general forms of feelings. 
The problem with intrinsic experience is that not all music relates to the structural elements of music (rhythm, melody, harmony and so forth). Not all works of music represent the common typical features of musical structure. The argument against the intrinsic experience is that not all music would count as music or musical sound. However, the act of listening to music aesthetically provides listeners with a special kind of knowledge or insight into the general forms that feelings supposedly take, music and the other arts are the creation of forms symbolic of human feeling, and that art education is the education of feeling (Elliott, 1993). Reimer suggested that listening was the essential mode of musical experience supported by the activities of composition and performance. Also indispensable were the conceptual tools – the skills, techniques and a language in which to communicate – but these were secondary to the main thrust and purpose of an aesthetic education through the active experience of music, (Metcalfe, 1987, p111).

Elliott (1993) goes on to state that music is a form of human activity. Music is not simply a collection of pieces, products, or objects. More fundamentally, music is something that people do. Music is a process of 1) doer (musicers), 2) doing (musicing), 3) done (music), and 4) the complete context in which doers do what they do (1993, p.16).

5.0 CONCLUSION

Upon reflecting on the historical events in music education, the greatest disappointment is the constant segregation music has had to confront. In one way or another it is still haunting music educators today. As a music teacher in today’s environment, music teaching is very much an isolated experience, both within the school environment and more so in private practice. Although I do not advocate the standard of music teaching to fall in the hands of generalist teachers unqualified in the area of music, provision should be allocated to ensure generalist teachers in Primary schools have the opportunity to undertake some form of music instruction. Furthermore, the school community and private specialist music teachers must work more closely in harmony to establish a relationship so that specialist music teachers can become a focal part of the regular school curriculum.

The possibility of such a unity will not only benefit students but also begin to build a culture that music lessons outside of the regular school environment is still highly valued and accepted by the regular curriculum. In addition, provision for concerts, recitals, and instrumental students working together can become a regular schooling event. Such a unity will begin to reverse the stigma associated with private music tuition, and further, begin to express the value of music within the regular school environment and society.

The philosophy of music suggests music is an aesthetic education and music learners encounter the act of extrinsic and intrinsic experiences.  Although arguments for both sides are convincing, in my teaching I believe both ideals play an important role and furthermore, work together to complement each other. I have continuously endorsed the philosophy that music is a form of emotional expression and teach the concept of feeling and character as a process of musical performance. I also teach the importance of the structural elements that establish a musical work. Furthermore, since music maintains no distinctive features of language, Elliott’s statement that music is a form of human activity, something that people do, is fundamental to the art of music listening, making, and performing.

The influence philosophy and history has had on my teaching practice relates directly to the degree of imbalance within society and students access to music education. This is a constant hurdle I am confronting within my teaching profession and although I attempt to assist this imbalance with extra classes, tutorials, and tailored teaching methods, the Government must intervene to ensure all students regardless of location and class, have adequate instruction in music. However, change is only accessible when music education is recognised as a vital subject within the regular curriculum.

In conclusion, the underpinnings of the philosophy and history of music education has presented explanations for music’s acceptances or lack of in schools and society. Understanding the historical journey music and music education has endured is important to assess music in today’s current environment in order to establish a future that will ensure music education can and will survive in an environment of social perception and misunderstanding.
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