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ABSTRACT

In an attempt to find alternative strategies for North
American music education, this study investigates the music
education program devised by Dmitry Kabalevsky, composer and one
of Russia's leading twentieth century music educators. The
exploration of the Kabalevsky method outlines his emphatic use of
song, dance and march. In addition to these three elements,
there is an examination of the roles which the material and the
teacher play in the Kabalevsky approach.

The Kabalevsky model is measured against the methods of Carl
Orff and Zoltan Kodaly in a critical and comparative analysis.
The results show that Kabalevsky's music education program is
strong in the areas of choral work and music appreciation. The
apparent lack of attention given to music theory, polyphony,
rhythm, and instrumental play demonstrate that Kabalevsky's
apprroach to music education is not as complete as the two

dominant approaches currently implemented in North America.
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CHAPTER 1
INTRODUCTION

In recent years music education trends in North
American elementary schools have relied on the
approaches of two great innovators in the field, Zoltan
Kodaly (1882-1967) and Carl Orff (1895). Their
approaches are readily utilized in many music
classrooms across the continent and are very seldom
seen as needing improvement. According to research
done by Fisher (1982) and Noble (1982) the Orff and
Kodaly approaches are well-rounded and educationally
sound when synthesized and adapted for North America.
This fact leaves music educators quite content with the
direction of their music programs. Thus, they have no
need to look elsewhere for alternative music education
methodologies.

There were three purposes for this thesis. The
first was to examine the approaches to music education
of renowned Russian composer and music educator, Dmitry
Kabalevsky (1904-1987). This examination was intended
to explore Kabalevsky's philosophy of music education,

the theoretical and practical elements of his approach,



his objectives regarding music education programs, and
the pedagogical strategies which he employed in order
to reach these objectives. Secondly, this thesis
intended to compare and contrast Kabalevsky's
strategies with those of Zoltan Kodaly and Carl Orff.
When used in combination, the methods of Kodaly and
Orff are the prevailing choice of the North American
music education movement. This notion is further
confirmed in the writings of Wheeler & Raebeck (1977),
Landis & Carder (1972), and Nye & Nye (1970). This
comparison was based on ﬁriteria such as philosophies,
strategies, materials, and objectives. Thirdly, the
intent of this study was to analyze the educational
applicability of the Kabalevsky approach to North
American music education trends. Before this thesis
continues, three points must be brought to one's
attention:

1. HMusic educators in North America do not use the
Pure approaches of Carl Orff and Zoltan Kodaly. Orff's
method was devised specifically for children in Germany
and Austria. Kodaly's techniques were intended for
Hungarians. North American practitioners have adapted

these programs for North American schools using



translated and transplanted versions of European folk
songs in combination with the folk musics of this
continent.

2. Orff and Kodaly are two of the principal theorists
in the field, and, in combination compliment each other
and present an educator with the materials and
strategies required for a cbmplete music education
Program. Such a program leads children toward fluency
in melody, harmony, rhythm, movement, form, style,
instrumental play, performance, improvisation, and
appreciation of music.

3. This thesis does not suggest that there is a
unified Orff/Kodaly program. Research does not suggest
that there has ever been such a progranm. Studies by
Horton (1976), Landis & Carder (1972), and Waldie
(1992) suggest that educators employ elements of the
Orff program and the Kodaly program and assimilate same
into the design of their music education curriculum.

In discussing the Orff/Rodaly synthesized program, this
thesis refers not td a program which does not exist.

It does, however, refer to the assimilation which Orff
and Kodaly methodologies undergo when a music educator

structures his/her music curriculum.



The Soviet reservoir of resources for teaching
music to children has been virtually untapped by the
Western world in the recent past. The Soviets widely
consider Kabalevsky's bedagogical methods to be
indicative of what music education of children should
be like.

The writer of this thesis hypothesized that there
were elements of the Kabalevsky approach which made it
a unique method and set it apart from the practices of
Orff and Kodaly. The hypothesis was broad enough,
however, to make the claim that the pedagogy of Dmitry
Kabalevsky has many aspects in common with the pedagogy
of Orff and Kodaly. It was the belief of this
researcher that Kabalevsky's program is unique enough
to bring a new, refreshing, and revitalizing breath to
North American music education and yet with sufficient
similarities to the strategies of Rodaly and Orff to be
successfully applied to, and synthesized with North
American music education program trends.

The principles which Kabalevsky uses as a basis
for a new musical programme for the general schools and
for universal mass music education were discussed at

the eleventh gathering of the International Society for



Music Education during the summer of 1974. Kabalevsky
found it necessary to find a pedagogical conception
which was derived from music and deeply rooted in
music. This conception provided a link between music
as an art and music as an educational discipline. In
addition, this conception made a connection between
musical studies in school and life in general. While
establishing these conceptions Kabalevsky strived to
arouse the children's interest in music, enrich their
moral , ideological, and spiritual education, and
thereby showing signs of both a totalitarian
Perspective and an aesthetic dichotomy. Furthermore,
Kabalevsky aimed at making youth realize that music was
not a mere pastime, or some sort of 'fluffy'
entertainment which one can take or leave at will, but
an important entity of life itself. Would there be
anyone who genuinely cares about, and is in any way
involved with the discipline of music education who
would not support Kabalevsky's principles?

As an aside, it should be made clear that
Kabalevsky did not work in a vacuum. His writings
suggest that nationaliswm and patriotism were

considerable forces in his 1life. It can be stated that




he was affected by the Russian community and the
political goings on of his day. This concept must
serve as an undercurrent for all that is to be written

about Kabalevsky from this point on.

To examine the significance of this study is to,
firstly, agree that music educators strive toward the
enrichment of their students' musicianship, an
extension of music's force in North American existence,
and a strengthening of their own profession. With
these statements serving as our foundation we may begin
the process of justifying our search for new approaches
in pedagogy in music programs. When one looks for a
new technique he/she does so in order to make his/her
Pupils' musical experiences more comPlete and more
comprehensive. When one searches for a new
methodology, he/she does so with the intention of re-
evaluating and, possibly, changing his/her existing
Professional philosophy. When we begin searching for
new approaches in a country, specifically the Soviet
Union, which has a significantly different cultural
make up than that of Canada, we are faced with some

interesting considerations. For example, Leonhard &



House (1972) suggest that music is a symbol. TIf we
look beyond this claim and attempt to understand the
entire matter of symbols, it will be quite clear that
the most highly developed symbol system of a given
culture is that culture's language. This implies that
different dialects contain different symbol systems.
In examining Kabalevsky's approaches to music pedagogy
we need to take into account his and his pupils'
mothertongue and that language's innate and unique
symbol system which differs from the symbol system
inherent in the English language. If this thesis
intends to evaluate the applicability of Kabalevsky's
methods to the North American approaches to music
education such issues can not go by unconsidered.
Dmitry Kabalevsky is Russia's leading music
education theorist, practitioner, and pedagogue of the
twentieth century. His approach and his professional
status, world wide, as a specialist in the area of
music education serve as catalysts for this study. Let

us take a brief look at this man's career apogees.

Kabalevsky attended the Moscow State

Conservatoire, (a.k.a. The P.I.Tchaikovsky
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Conservatoire), where he studied composition and piano.
He later became a senior lecturer and professor at the
Conservatoire., He held a degree of Doctor of Arts, was
a member of the Academy of Pedagogical Sciences of the
U.S.S.R., and held the award of People's Artist of the
U.5.5S.R., and Hero of Socialist Labour of the U.S.S.R.
He was Secretary of the Union of Soviet Composers, and
Editor-in-Chief of the journal Muzyka v Shkole (Music
in school). Kabalevsky was Honourary President of the
International Society for Music Education, an Honourary
Corresponding Member of the Academy of Arts of the
German Democratic Republic. After his death, aside
from his plethora of musical compositions, the first of
which was published in 1927, Kabalevsky left behind

important creative writings regarding the field of

music education. They include "The Beautiful Inspires
the Good"™, "A Story of Three Whales and many other
things", "My dear friends", "Educating Mind and Heart",

the music syllabus for general schools, and more than
500 articles. It ié with these achievements in mind
that we look at Kabalevsky's work with great respect

and an interest to learn. On a personal level

Kabalevsky confessed in his writings to having a great



love for his motherland and her people. His cultural
heritage played an important role in his work.
Kabalevsky emphasized his interest in contributing to
the arts of Russia and the many generations of Russians
who will carry on its musical tradition. Nothing has
been documented regarding Kabalevsky's romantic life or

religious leanings.

DELIMITATIONS

This study is descriptive in nature. It is not the
intent of this thesis to closely examine Russian
educational policies and the politics with which they
are intertwined. It is not within the framework of
this study to compare Russian school systems to those
of North America. Nor is the purpose of this document
to discuss Kabalevsky's personal and professional
history, and his musical compositions.

Certainly there are approaches other than that of
Orff and/or Kodaly implemented by music educators in
their classrooms. I have selected the Orff and Kodaly
methodologies because they are the most prevalent and
widely used in North America. This is confirmed by

Vajda (1974) and Warner (1991). It is not my intention
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to discuss any of the other commonly used approaches to
music pedagogy throughout North America. TFurthermore,
limited attention is given to contemporary issues in
music education and their roles in society, and the
subject of interdisciplinary studies.

There is yet another considerable delimitation
which needs to be taken into account. One can not
evaluate the results of the use of Kabalevsky's methods
because his approaches have not been utilized widely
across the nation, or even in an experimental,
designated area. Furthermore, it should be stated that
Kabalevsky's methods have not been officially utilized
under his name the way that Orff and Kodaly techniques
have been, and are.

The second chapter of this thesis is a review of
literature pertaining to five areas of interest in the
field of music education; North American philosophies
of music education, Soviet philosophies of music
education, Zoltan Kodaly's approach to music education,
Carl Orff's approach to music education, and Dmitry
Kabalevsky's approach to music education. Chapter
three examines the main philosophies and components of

Kabalevsky's method. The fourth chapter consists of a
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cfitical analysis of the Kabalevsky approach. The
applicability of his method to North American music
education is discussed through a comparison of his
Program to the synthesized Orff and Kodaly model.
Finally, I proposed to outline the link between
Kabalevsky's music education strategies and the state
of music education today. This outline is found in

chapter five.
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CHAFTER 2
Review of Literature

The focus of this paper is on Kabalevsky's
approach to music education for elementary school
students. There is, hoﬁever, a considerable amount of
literature which concerns the philosophies of Western
and Soviet theorists and practitioners regarding music
education which needs to be reviewed in order to better
understand why these cultures arrange and organize
their music programs the way that they do.

North American Philosophies
of Music Education

The mission of music in the public schools has
been dealt with by many researchers and educators. The
twentieth century has been a time of several very
eloquent and powerful statements. Dewey (1934) writes:

Aesthetic experience is a manifestation, a record
and celebration of the life of a civilization, a means
of promoting its development, and is also the ultimate
judgement upon the quality of a civilization (p.326).
Parker, McConathy, Birge, & Meissner (1916) state:

The general aim of education is to train the child
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to become a capable, useful and contented member of
society. Music, because of its powerful influence
upon the very innermost recesses of our subjective
life, because of its wonderfully stimulating effect
upon our physical, mental, and spiritual natures, and
because of its well-nigh universality of appeal,
contributes directly to both of these fundamental
purposes of education (p.9).

Nohavec Morgan (1947) extends this sentiment by
writing:

Throughout the ages, man has found music to be
essential in voicing his own innate sense of beauty.
Music is not a thing apart from man; it is the
spiritualized expression of his finest and best inner
self (p.iv).

Winship (1905) says that music's intellectual mission
-is to make intellectual activity refreshing and
graceful (p.632). Leonhard and House (1972) expand on
this by noting that music has unique qualities that
make it the most desirable medium of organized
aesthetic education (p.229). These qualities will be
dealt with in detail in the comparative and critical

analysis portion of this study. Schwadron (1967) notes
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that man's relationship to music becomes educational
when succeeding generations are assisted in becoming
critically intelligent about musical styles and forms,
about the organization and design of sound, and about
the social, emotional, and physical phenomena which
characterize music as an art form (p.5). Leonhard and
House (1972) add that music is not a specialty reserved
for the talented but, that it is universally important
to every human being and his culture (p.66).

One of the more penetrating views of the aim of
music instruction and the justification for music in
the curriculum comes from Foster McMurray (1958), who
writes:

By translation from the universal aim of general
education, the aim of music education may be explained
in this way. It is: to help everyone to further
awareness of patterns of sound as an aesthetic
component in the world of experience; to increase each
person's capacity to control the availability of
aesthetic richness through music; and to transform the
Public musical culture into a recognized part of each
person's environment... Music education is justified

because, when the more refined portions of our musical
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culture are communicated, the person to whom they are
communicated will find in music what he would not have
been able to find otherwise, thereby expanding his
environment and increasing his power to find a good
life through deliberate guidance of his behaviour and
its outcomes (p.l46).

Nye and Nye (1970) conclude that the aims of music
education and its justification rest on firm ground
educationally, culturally, and historically (p,5).

A multitude of statements exists regarding what
music is and what it means and contributes to the life
of every individual because there is a plethora of
concerns with respect to what music should be, where it
is going and how music programs in schools can
influence that motion. Mursell (1936) claims that a
music program should aim at the promotion of active and
intelligent musical amateurism (pp. 10-11). Morgan
(1953) writes:

Properly taught, music can provide a remarkable
exampPle of true democracy wherein both the individual
and society have due regard for each other. The
dignity and worth of the individual must always be

protected, and yet it is necessary that the individual
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feel his responsibility to society as a whole (p.2).
These concerns reach their climax at the most practical
level--the classroom. Tait and Haack (1984) suggest
that the ©basic music education processes of planning,
teaching, learning, and evaluating must proceed from
Principles that relate directly to the essential nature
of man, music, and education (p.l1). Cundiff and Dykema
(1923) suggest that for North America to become truly
musical, public schools must do their work during the
impressionable days of youth (p.3). Harper (1955)
takes this idea one step further by declaring that
moral and spiritual values will be found in music
education only if they are found in the music educator
(p.5). We can not overlook the fact that the music
teacher has a job because the public has come to want
music for its children, says Mursell (1943). Charles
Leonhard (1963) observes that some elementary schools
provide no more than a casual contact with music:

In many elementary schools, for example, children
dance, play games, and paint to music; they
sometimes listen to recordings but with no purpose
beyond that of immediate satisfaction and pleasure.

Teachers often use music for recreational purposes
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and for a kind of emotional catharsis. When
children are tired from concentration on reading and
arithmetic, bored, overwrought, or obstreperocus,
it's time for music. This use of music is
appropriate, healthy, and consistent with music's
great powers, but it does not represent a valid
music education program because it leads nowhere and
results in no significant musical learning (p.40).

Russian Philosophies of Music Education

A review of literature suggests that theorists and
practitioners in the Soviet Union approach music and
music education from a somewhat different perspective.
Mark (1982) writes:

Although music is well loved in the Soviet Union,
the reader will readily see that it, and the other
arts, are not allowed to exist for the sake of art
alone. More important than aesthetic content is the
use of the arts to educate and propagandize in order to
encourage support for the political system. (p.261)
Mark's words are reinforced by history. Stalin (1939)
firmly believed that the rise of this new, socialist
intelligentsia of the people was one of the most

important results of the cultural revolution in his
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country (p.367). In the same address Stalin
paraphrased Lenin in stating that music is a means of
unifying broad masses of people (364). Shostakovich
(1931) said that good music lifts and heartens and
lightens people for work and effort. It may be tragic
but it must be strong (p.x8). Some more contemporary
commentary is provided for us by Bader, Venrova, &
Kritskaya (1986) who suggest that one can not forget
the considerable aesthetic values of the arts. They
comment on music's capacity to transmit aesthetic
Pleasure to man and to draw in and overwhelm one with
its beauty (p.8). With regards to the music program
they write:

A music educator can not ignore the fact that
children at the upper elementary level are
characterized by widening capacities for knowledge, a
‘growth in interest towards life, and an increasing
awareness of the society to which they belong (p.8).
Abdulin, Kadobnova, & Tarasov (1980) extend this idea
by suggesting that music and the study of music grammar
faces educators with a wide problem of introducing
learners to the world of grand musical art, and

teaching them to love and understand music in all its
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splendour. In short, to engage the students' musical
enculteration in their spiritual culture (p.19). They
elaborate:

Musical literacy is the ability to interpret music
as a living art form. It is the feelingfulness of
music which forces one to personalize it on an
emotional level, separating in it the good from the
bad, the character of music itself from the character
of the performance, and the technical and compositional
elements with which one is familiar from those with
which one is unfamiliar (p.19).

Further review of literature revitalized the link
between music and politics. Hentova (1989) says that
creative musical exploits assisted in the struggle of
the Russian Communists (p.48). Tretyakova (1987)
claims that the fevolution, the great builder of
socialism, opened to the masses the doors of concert
halls and theatres, and by so doing reinforced the
public's experience with art (p.5) Kabalevsky (1973)
is not as politically concerned as are the above
writers. Evidence of this can be seen in statements
such as the following:

When dealing with the role and meaning of
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aesthetic upbringing of a child, I am convinced that
music can not be seen as some sort of secondary luxury
of life. Aesthetic education does not imply the
Pedagogy of a simplified, child-centred art form. It
does, however call for a systematic development of
feelings and creative abilities which enhance one's
appreciation of beauty (p.8)

In another work Kabalevsky (1977) writes:

Art is like a human being. Can you call a human
being a real human being if he is not capable of deep
thoughts and feelings? ©No you can not. The same rings
true for art. Real art must contain real thoughts and
feelings (p.8).

Kabalevsky (1989) states that art influences life. By
this we mean that art can move a mortal to do a heroic
deed. It can fill one with fear and horror, or
uncontrollable joy, sorrow and agony. It has the power
to energize or drain a man of energy and strength.
Everything depends on what type of art it is and our
reaction to it (pp.180-181). With regard to music
education in the education system Kabalevsky (1984)
writes:

In the last fifty years, Soviet public schools
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have gained considerable experience in the areas of
theory and practice of musical/aesthetic education of
students. Nevertheless, the current situation in this
field leaves many educators dissatisfied (p.4).

During my many years as a music educator I have strived
to find an educational philosophy which would be born
out of music and in music would find its support, a
Philosophy which would tie music as an art to music as
a teachable school subject to life. I strived to
Perfect strategies which would interest and motivate
pupils to learn about music. I have tried to bring
them closer to the beautiful art which has the capacity
to enrich the human spirit. My main goal was to call
upon an understanding and feeling of music by my
pupils, the kind of understanding and feeling which
makes clear the fact that music is not some type of
frivolous entertainment, nor is it an unnecessary
auxiliary tool for living a full 1life (pp.7-8).
On Zoltan Kodaly and His Approach to Music
Education

A statement made by the president of the Kodaly

Institute of Canada, Gordon Kushner (1977) is helpful

in appropriately beginning this portion of this thesis.



Zoltan Kodaly was simply committed and singularl
dedicated to helping seriously gifted people to find
the most sensible pedagogical approach to musical
literacy, to the whole panorama of music, and thus to
fuller lives (p.7).

Kushner's phrase 'seriously gifted people’ does not
support the philosophy of educators who employ the
Kodaly method in North American schools. They apply
Kodaly concepts to a learning environment where all
children, and not just the gifted elite, are educated
in the area of music. Furthermore, it should be made
clear that the musical literacy paradigm consists of
one's ability to read, write, think, and to a certain
degree understand and appreciate music.

Choksy (1974) claims that Kodaly wished to see a
unified system of music education evolve in Hungary,
capable of leading children towards love of and
knowledge about music from earliest nursery school
years to adulthood (p.15).

Russell-Smith (1976) suggests that although Kodaly's
Principles in music education have only recently had
any major international influence, it is fairly safe

predict that it will be no more than a decade before
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is universally recognized as probably the greatest
figure in music teaching since John Curwen, on whose
work so much of his own was founded (p.78). Choksy
{1981) says that what developed in Hungary under
Kodaly's guidance, was a life-permeating philosophy of
education. Choksy perceives Kodaly's educational
philosophy to be the following:

1. True musical literacy--the ability to read, write,
and think music--is the right of every human being.

2. To be internalized, musical learning must begin
with the child's own natural instrument-the voice.

3. The education of the musical ear can be completely
successful only if it is begun early (i.e. kindergarten
or earlier, if possible).

4. As a child possesses a mother tongue, he also
Possesses a musical mother tongue in the folk music of
that language. It is through this musical mother
tongue that the skills and concepts necessary to
musical literacy should be taught.

5. Only music of unquestioned quality-both folk and
composed-should be used in the education of children
{(pp.6-8).

According to Szabo (1948) Kodaly worked with the
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following philosophies:
1. The purpose of music is to understand better: to
evolve and expand our inner world.
2. Without music life can not be complete, nor is it
worth anything.
3. Music i1s a spiritual food for which there is no
substitute.
4. Music reflects the eternal harmony of the universe,
and shows people how they can fit in with it.
5. Music is not a recreation for the elite, but a
source of spiritual strength which all cultured people
should turn into public property.
6. Music must not be the exclusive property of the
few, but should be accessible to everyone.
7. Only where it is based on singing does a musical
culture develop.
8. Feeding on good art results in spiritual health
(p.4).
Kodaly himself said (1974) that he wants to stop
teachers’' superstitions according to which only some
diluted art substitute is suitable for teaching
purposes. A child is the most susceptible and the most

enthusiastic audience for pure art; for in every great
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artist the child is alive-and that is something felt by
youth's congenial spirit (p.122). He believed that
educators must lead great masses to music with
intrinsic value. Such music mainly exists in a
culture's folk songs.

Choksy (1974) sees the objectives of the Kodaly
approach as being twofold: to aid in the well-balanced
social and artistic development of the child, and to
produce the musically literate adult (p.15). This,
however can not be effectively achieved with a reliance
on folk culture alone. She adds that a child
developmental sequence, rather than one based on
subject logic, was developed to reach these objectives.
Choksy explains that the child-developmental approach
to sequence within a subject requires the arrangement
of the subject matter into patterns that follow-normal
child abilities at various stages of growth (pp.15-16).

Vajda (1974) elaborates on this type of
arrangement following Kodaly practice:

The first stage in musical literacy:

1. rhythm symbols, 2. handsigns, 3. sol-mi melodic
motive, 4. two-part games, 5. sight-singing from sol-fa

symbols, 6. new melodic notes doh and la, 7. teaching
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songs through handsigns, 8. part singing, 9. rhythmic
training: bar line, time signature, the two-beat bar,
10. new note-re, 11. four-beat bar, 12. singing with
simple rhythm accompaniment, 13. new motives doh-la-
doh, doh-la-sol, 1l4. the three-beat bar, 15. voice
production.

The second stage in musical literacy:
1. reading from rhythmic so0l-fa symbols, 2. vocal
Practice from written symbols, 3. practicing intonation
from written symbols.

The third stage in musical literacy:
1. staff notation, 2. two+tthree time in one piece, 3.
part singing from staff notation, 4. sight singing of
complete tunes from rhythmic sol~-fa symbols, 5. playing
the ®xylophone, 6. the top doh', 7. anacrusic start, 8.
four+three time in one piece.

The fourth stage in musical literacy:
1. absolute pitch, 2. doh, re, mi on the stave, 3.

doh', re', mi' in handsigning, 4. syncopation, 5.
dotted rhythms, 6. taking down dictation, 7. the
pentatonic scale.

The fifth stage in musical literacy:

1. Diatonic development: new note-fa, 2. new rhythmic
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motive-sixteenth notes, 3. improvisation, 4. eighth
note as the beat, 5. new note-ti, 6. half note as the
beat, 7. composition (pp. v-vi).

On Carl Orff and His Approach
to Music Education

Unlike Kodaly, Orff's music education program did
not stem from his desire to develop a comprehensive and
complete program for the musical education of young
children. His approach was given birth by the fusion
of music and dance for the theatre. Orff's compositions
leaned more towards the artistic rather than the
educational. He and his colleague, Dorothee Gunther,
broke music and dance down into their simplest
component parts. Through performance these parts were
mastered. They called this process 'elemental style'
and based the curriculum of the new school on this
process.

Selecting literature for review on Carl Orff was a
challenging task. His methods as a music educator are
no less important, influential, or plentiful than those
of Zoltan Kodaly. There is, however, a much smaller
quantity of literature available for review on Carl

Orff the music educator than there is on Zoltan Kodaly.



28
Many of the writings about Orff focus on his
compositions rather than his pedagogical strategies.

Horton (1976) suggests that there are several
misconceptions, of the Orff approach that need to be
mentioned:

First, the idea that the Orff method is based on
an instrumental approach to musicianship, with singing
thrust into the background, is entirely fallacious; in
fact, the Orff system, like the Kodaly system, is built
on the interval-relationship of vocal melody, on the
rhythms of natural speech, and on traditional rhymes
and songs. Secondly, no one who has grasped the
Principles of the Orff instrumentarium can subscribe to
the view that ﬁhe management of these instruments calls
for no technical expertise, rhythmic accuracy, or
musical literacy. The picture of an Orff session as a
free-for~-all orgy of indiscriminate '"bonking' is
ludicrously distorted (p.93).

These misconceptions are given birth by misguided
teacher application of Orff techniques in the
classroom. A community's poor understanding of the
advantages of the Orff approach acts as another

catalyst for such a misconception.
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Landis and Carder (1972) say that the central idea
on which Carl Orff based his approach to music
education is that music, movement, and speech are
inseparable. Furthermore, the most important principle
of the Orff approach is that rhythm is the strongest of
the elements of music. The most primitive and most
natural musical responses of the human personality are
rhythmic in nature and that the logical starting point
for education in music is rhythm (pp.71, 72).
Wheeler and Raebeck (1977) state the objectives of the
Orff program as being the following:
1. To use the speech and movement natural to the child
as the springboard for musical experiences.
2. To give an immediacy of enjoyment and meaning to
the child through active participation in all
exXperiences.
3. To encourage the feeling that speech, movement,
instrumental play, and song are one.
4. To give a completely physical, nonintellectual
background in rhythm and melody, thus laying the
foundation of experience so necessary to a later
understanding of music and musical notation.

5. To give experience in the component parts of the
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basic elements of music: in rhythmic experience by
beginning with the rhythmic pattern of a word, then two
words, gradually building complexity into the phrase
and period: in melodic experiences, by beginning with
the natural chant of childhood (the falling minor
third), gradually adding other tones of the pentatonic
scale, tones of other modes, and finally the major and
minor scales.

6. To cultivate the musical imagination-both rhythmic
and melodic-and thus to develop the ability to
improvise.

7. To cultivate individual creativity as well as a
feeling for, and the ability to participate in,
ensemble activities (pp.xix-xx).

According to Choksy, Abramson, Gillespie, & Woods
(1986) the Orff process at every level includes
exploration of space through movement, exploration of
sound through voice and instruments, and exploration of
form through improvisation. At each step of the
process the learners move from imitation to creation,
from part to whole, from simple to complex and from
individual to ensemble.

This sequence supports Carl Orff's ultimate goal of
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making music live for children (p.103).

In closing, a statemwment made by Warner (1991)
seems quite appropriate:

Although Orff-Schulwerk is one of the most
enjoyable ways to teach music, it is probably one of
the most difficult as well. This is so because we
constantly learn and create as we teach our children.
But creativity in teaching calls for discipline in
organization and planning (p.266).

On Dwitry Kabalevsky and his approach
to Music Education

There seems to be no better way to introduce the
work of Dimitry Kabalevsky than by quoting his
sentiments regarding aesthetic needs as they pertain to
schooling (1973):

The aesthetic enculteration of the people is
finding a place as one of the more pressing concerns of
our society with greater and greater frequency. Many
factors in the past few years suggest that there are
reasons for optimism, as we are getting closer and
closer to solving the problem of aesthetic upbringing
of students in our school systems (p.237).

The International Bureau of Education (1988)



32
proposes that Kabalevsky was a supporter of a
philosophy put forth by Suchomlinsky (1973) who stated
that music education is not the education of the
musician, but above all the education of the human
being (p.19). According to the IBE (1988), it appears
that Kabalevsky expanded and personalized this
philosophy. This is evidenced in statements such as
the following:

I have attempted to arrive at a concept of
teaching rising from, and relying on the music itself,
a concept which would naturally and organically relate
music as an art to music as a school subject, and that
would just as naturally relate school music lessons to
real life. I have attempted to find the sort of
principles, methods and approaches that could help to
attract the children, interest them in wmusic, and
bring this beautiful art, with its immeasurable
potential for spiritual enrichment, close to them
(p.21).

Kabalevsky (1984) says that there is a need for
methodology which will assist our field in the solution
of the fundamental problem found in music education:

How do we most effectively interest children, and lure
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them musically? He adds that by not solving this
problem we are not allowing the music program to be
as successful as it potentially can be (p.6).
Kabalevsky (1989) expands on this thought in the
following statement:

The interest and involvement in, and the love of
music are conditions which are necessary if music is to
share and its beauty with children, thereby
fulfilling its obligation to raise and enlighten these
youngsters. One who is genuinely interested,
involved, and in love with music 1s being controlled
by his experiences with music's overwhelming strength
(p.7).

To look at the origins of Kabalevsky's approach
one must regress in time to a period in Kabalevsky's
life when the young composer, who had just completed
his studies at the conservatory, (1926}, began visiting
schools and youth camps in order to assist Soviet
children in their music education. Pozhidaev (1970)
tells us that Kabalevsky, through these visits,
discovered that young people had a very small quantity
of their own songs which dealt with their own lives and

experiences. A short period of time had passed and



34
Kabalevsky had emerged with eight original compositions
for children. This signified the origins of
Kabalevsky's new direction as a composer (p.1l5).
Stretyakova (1987) declares that more than one
generation grew up with Kabalevsky's magnificent songs.
These songs were heard in youth camps and in civil
wars, where they evoked bravery and nationalistic
pride, and talked about the Russian people's love for
their motherland (p.105).

Kabalevsky (1977) writes about the underlying
theory which guides him in his work:

It is imperative that one understands and feels
that art penetrates one's entire existence and is, in
fact, an integral part of life. This very
philosophy should guide everyone in the pursuit of
making art accessible to, and available for every

individual (p.l19).
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CHAPTER 3

The following chapter of this descriptive study
explored the methodology of Dmitry Kabalevsky (1904~
1987) by dividing his entire approach into
compartmentalized and comprehensive sections. In
examining Kabalevsky's methods this writer drew from
the original writings of several Russian theorists and
practitioners, and curriculum guides for grades one
through ten. O0f greater import to this study, however,
are Kabalevsky's own writings, most of which have not
been translated. This study proposed to explore the
theoretical components of his approach as well as the
practical ones. This exploration serves as an
introduction to the remainder of this study as it is
followed by a comparative analysis whereby Kabalevsky
strategies are compared with the synthesized techniques
of the Orff/Kodaly methods. The comparative analysis
portion of this thesis is linked to a critical analysis
of the Kabalevsky approach. This study critiqued the
applicability of Kabalevsky's methods to the North

American state of music education, thereby, examining
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the usefulness of Kabalevsky's contribution to North
Awmerica':s and, morve specifically, to Manitoba's music
education programs.

The Methodology ¢of Dmitry Kabalevsky

Kabalevsky's approach stemmed from a growing
diszsatisfaction by society with the education which
their children were receiving. His intent was to
enrich the life of every individual by allowing wmusic
to become an integral part of every person's daily
existence. His philosophy suggests that art belongs to
the people, to all people and must, therefore be made
accessible to the lay man. Throughout Kabalevsky's
many years of experience in the field of music pedagogy
with students of different ages and different
backgrounds he has strived to find an educational
rationale which would grow out of music and, at the
same time, have music as its foundation,. The most
important aspect of this program is that it would
create an essential and undeniable link between music
as an art and music as a school subject. Upon the
creation of such a link music as a school subject can
be connected to every individual's real 1life.

Furthermore, Kabalevsky believed that with the correct
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methods, principles, materials, and tools he would be
able to entice and interest children to study wusic,
thus, bringing thewm closer to this wonderful art form
which, within itself, conceals an unmeasurable
potential to spiritually enrich each human being. This
can only be done, however, if educators can fascinate
their students with music.

The Three Whales

Kabalevsky's main objective was to make students
comprehend that music, like all art, is not a form of
frivolity or entertainment in which one may or may not
choose to engage. Music, rather, is a crucial part of
life itself. Those Russian methods, such as ensemble
exXperiences, choral work, memorization activities, and
aural development, which have stood the test of time
serve only to reinforce this mentality. In structuring
his new program Kabalevsky chooses not to reject these
older, proven methods of music education for this very
reason. Bringing art closer to society, and society
closer to art, is a serious and challenging task. Such
an act requires the education system to raise the
educational and artistic levels of the masses.

Kabalevsky suggested that the program with which these
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objectives would be most successfully and efficiently
reached i1s the "three whales' approach. Kabalevsky
claimed that this approach successfully fuses the
Proven music education methods of the past with
Kabalevsky's new techniques.

This approach stems from a legend which is a part
of Russian folk culture. This legend tells of three
huge whales on whose backs rests the entire planet.
Kabalevsky puts a twist on this fable and uses it to
his advantage when structuring a music education
program. The twist is a logical one. He extended the
fairy tale by suggesting that these three mammals carry
the entire world of music on their backs. This
technique, he believed, would bring children closer to
the entity of wmusic by enabling them to relate to a
concept through a tool with which they are already
familiar. Kabalevsky elaborated on this fairy tale by
stating that all aspects of music stem from, and are
based on three elements. In Kabalevsky's opinion these
elements are song, dance, and march. These 'whales'
are seen as the simplest and, therefore, most
accessible musical forms and genres. More importantly,

much like children begin to personalize the world of



39
music without ever having studied music, thanks to this
attered legend, they can personalize song, dance, and
march before studying them in a classroom setting.
RKabalevsky believed that there is not one child who has
not sung a song or heard one be sung by someone else.
Furthermore, there iz not one child who has not seen or
been involved in a dance or a march/parade. Therefore,
children know about song, dance, and march before they
step into the classroom. Thus, a foundation for music
learning exists before any formal schooling takes
place. Best of all, the whales are the most effective
tools in the areas of conceptual and theoretical wmusic
education, and aesthetic education. Kabalevsky doubts
that there would be any teacher who would not employ
this method in his/her classroom upon becoming
acquainted with it. Song, dance, and march are not
only important because they are accessible to children.
Their greater value lies in their ability to unite
great art with music in the classroom, and music in
every day life.

The most powerful aspect of this approach is that
it would be nearly impossible to find a person who has

never heard or sang a song, has never danced, or been



in some type of procession which contained music. It
is very possible, however, that there are people in the
world today whoe have never seen notated music, or who
are not aware of music's place in the professional
world as a career, who have never seen pPerformances by
dance troupes, orchestras, or musical groups. Children
have a musical foundation of which they are not aware
even before they step into the muszic classroom and have
their first formal, educational experience with music.
Most children have sung various songs on various
occasions, have seen people dance, or have danced,
themselves, have been to a parade, or have seen
marching bands in action. Within the first few music
lessons these children are pleasantly surprised when
they find out just how much musical knowledge they
have. Such discoveries result in a greater self-esteemn
and sense of self-worth. In addition to an increase in
their levels of confidence, pupils begin to develop a
positive rapport with their teacher and with music as a
subject. This rapport is based on feelings such as
trust. Such feelings and experiences rapidly instill

an atmosphere of motivation and creative interest.

Certainly students become excited when they find out
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how much they already know about song, dance, and
march. The greater excitewent comes from the various
combinmations of whales. Children's musical horizons
expand incredibly when they realize that song and
dance, for example, can coexist. Their perception
becomes more active and begins to function at a higher
level of cowplexity. Soon they discover that they are
not listening to just song, dance, or march, but to
music in general.

From this comes the skill of observing, experiencing
and analyzing a phenomenon. Pupils engage in
listening, actively participating, and thinking about
music.

For the three whales approach to be successful in
teaching music to students two very important
Prerequisites must be met; 1. the material used for
classroom instruction must be of high quality, and 2.
the instruction by the teacher has to be of a high
standard. In the following section, this study will
examine Kabalevsky's suggestions on the types and
usages of material within the framework of his program,
and the qualities which are to be possessed by every

educator who will be working within his system.
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The Material

The most significant point which Kabalevsky brings
to our attention 15 that any material employed must be
complete in itself. When the material is of high
quality it can function as a bridge between the three
whales and any other area of musical art. Furthermore,
a connection between music and literature may be
developed. Good instructional waterial will provide
the pupils and their teacher with potential links
between music and life. Here are several examples:
1. A parallel can be drawn between timbres and the
colours of an artist's palette. The major mode can be
compared with lighter and brighter colours, while the
minor mode can be associated with darker, heavier
tones.
2. Musical phrasing can be compared to human speech.
One can find similarities in the punctuation found in
verbal dialogue, and in the punctuation found in a
musical composition.
3. Melodic structure and shape may be compared to
construction of sentences in speech.
Material and instruction of high quality will motivate

students to focus on music outside the music classroon.



Student growth will be evident when they begin to
explore music on the radio or on television, and when
they begin to examine the multitude of sounds found in
the world around thewm (e.g. cars, birds, the wingd,
alarm clocks, pet vocalization, and so on). Such
exploration will lead to cowpare-and-contrast exercises
in which children will engage. These exercises are
very helpful in reinforcing newly learned material.
Finding the similarities and differences in any two
given entities is something that people, consciously or
unconsciously, do until they die.

Choosing works for the music class must be done
with great care. The most important considerations are
that the composition in question be educationally sound
(i.e., it should teach something that is necessary and
valuable to a student's reservoir of musical
knowledge), it should fulfil a definite educational
role such as helping to shape the ideology, morality,
and aesthetic taste of the student, it should be
appealing to the pupil, thus stimulating within him a
sincere desire to participate in the learning, and it
needs to have artistic and aesthetic qualities.

In choosing material, Kabalevsky suggests that
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educators focus more on those works which will assist
the teacher in making the =ztudent mwusically literate
than thosze compositions which have a lot to offer in
the areas of theory and the rudiwents of music. He
sees musical literacy to be far more iwmportant than
musical grammar. Kabalevsky sees musical literacy as
musical culture. Musical enculteration does not depend
on one's versatility in the field of musical grammar.
Kabalevsky (1988) makes the following observations
about musical literacy:

"Music literacy is receptiveness to music as a
living, figurative art, born of life and inseparably
bound up with it; a special 'feeling' for music,
involving its perception through the emoftions, and
distinguishing of good music from bad,; the ability te
identify the nature of music on hearing it, to perceive
the connection between its nature and the nature of its
performance; the ability to hear and unknown piece of
music and say who composed it, provided that it is
in a style characteristic of the composer, and of those
of his works with which the pupils are already
acquainted. The introduction of pupils to this

delicate sphere of musical culture needs care, a



consistent approach and great precision in the choice

of composers and works (p.32).
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In Kabalevsky's opinion, listening experiences are
the most valuable experiences for a child during the
first two years of hiz musical education. From
listening activities pupils will acquire a taste for
appreciating and, to some degree, understanding music
of high quality. They will be able to internalize the
styles of some cowposers. Furthermore, students will
be able to identify a composer by listening to music
which they have never heard before.

Kabalevsky sees good material to be folk and
classical music. The following is a short list of
composers whose music he deems to be a valuable tool in
the teaching of music to children. This list was
compiled by Kabalevsky and is presented in his 1984
thesis.

Tchaikovsky—-—-his music is filled with Russian folk
melodies, incredible melodic lyricism, poetic beauty,
and an obvious love for his homeland and its people.
Beethoven—--his music contains elements of emotional and

compositional power, heroic patriotism, and march-like

qualities.
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Chopin--his music 1s & celebration of the beauty of
Polish folk songs and dances. His compositions are
filled with ewmotion, wuch of which stewms from Chopin's
views on his country's struggles, the repressed Polish
people, and the longing for freedom.

Prokofiev-—-his music embraces the world of the child
with cowmpositions such as Peter and the Wolf, and
Chatter. His work can also be a study in
patriotism(e.g. Ivan 3Susanin). Prokofiev's musical
language is interesting to explore for its ability to
create vivid imagery.

Dunaevsky--his joyous songs are aimed at children.
Dunaevsky employs intricate rhythms in his composition.
Such rhythms would be useful in a class discussion.
Khachaturyan--his music incorporates many eastern
musical elements. For example, an abundance of
ornamentation, dance-like qualities, and distinctive
melodic inflection.

Kabalevsky places the folk music of the Soviet
republics in the same category for their high degree of
applicability and usefulness in the music classroom.

In studying such music one is inevitably guided to, not

only a growth in musical literacy but, also, to an
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examination of conceptual musical =lements such as
rhythm, harmony, melody, forw, dynamices, texture, and
timbre. The developwment of this type of knowledge
stimulates a growth in one's musical grammar.

Kabalevsky is cautious about introducing theory
into the music classroom. He believes that the only
way in which we can educate youngsters successfully is
to arocouse their interest in, and love for music.

Theory tends to diminish the captivating essence of
music as an art. Rudimentary work calls for drill
work, formulaic study, and tedious regurgitation. This
is not something that will appeal to most students, nor
will it create a desire within the students to proceed
with musical study.

In discussing the teaching of material, Kabalevsky
makes a stand against instruction by rote. Everything
can be learned by rote in any subject. Rote learning,
however, is quickly forgotten because it is not really
understood. Only that which is really comprehended can
be properly remembered. With music there is a greater
challenge which exceeds understanding. In our field
only what has been both really understood and

emotionally felt can be remembered. Music can fulfil
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its aesthetic, cognitive, and educatiocnal roles only
when students begin to really listen to it and think
about it. Kabalevsky (1988) states that real, truly
felt and thought-out perception of music is one of the
most active forms of introduction to music, because it
activates the inner, spiritual world of the pupils, in
feeling and in thought. Music as an art does not exist
apart from perception. It iz pointless to talk of the
influence of music on the spiritual life of children
and adolescents if they have not learned to listen to
it as an art with a content, that embodies human
feelings and thoughts, vital ideas and images.

In Kabalevsky's program listening is one of the
two essential elements. The other element is choral
singing. He claims that one can not be a good singer
if he is not a good listener. Students should be able
to transfer their listening from listening to external
sources to listening to an internal source-—-themselves.
In addition to feeling the composer's style and
understanding the music which they are performing,
children need to hear themselves, listen to other
members of the choir and the accompanist. Kabalevsky

breaks down choral work into two categories; l.choral
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singing as a compulsory and important part of school
muszic lessons for all chiidren, and 2. choral singing
as a non-compuisory form of musical self-expression by
children or adolescents. Creative movement grows out
of listening and singing. Teacher and students engage
in movement analyses and creative movement activities
as an educational alternative which doubles as a
reinforcement to the learning which has taken place.b
Kabalevsky does not deal with dance and march in great
detail. He does point out that they are beneficial to
rhythwmic learning and those aspects of music which deal
with coordination and physical self-awareness.

All of the materials which are implemented must
relate to, and correspond with the general theme of the
school term. Each school term has its own theme. The
Russian school year consists of four terms. There 1is
an internal continuity between all four terms. More
importantly, there is a continuity between all ten
school years. A theme is developed from lesson to
lesson, gradually increasing in complexity and depth.
The success and quality of theme development depend on
the type of material used in the music classroom.

Aside from developing musical literacy and



learning wmusic grammar fromwm song, dance, and march,

is very important to encourage

ot

Kavalevsky feels that i
and nurture pupils' creativity. This can be done
through composition and improvisation. When children
become creators of music they also become active music
makers. Without composition and improvisation students
tend to be passive music consumers who can not fully
appreciate music as a craft. One can notice a child's
creative capabilities an early age. A student's
creative potential should not go unexplored.
Improvisation serves as a catalyst in the development
of creative fantasy. Secondly, it helps to bring out
the feeling for intonation and harmony. An educator
can begin an improvisatory exercise with students by
asking them fto complete a melody which the teacher had
begun. The students may be asked to finish the wmelody
in a certain key. At more advanced levels of
improvisation pupils may have to take the melody into
keys which have distant harmonic relationships with the
tonic key. This may be done with the use of applied
dominant or diminished chords. Such an exercise
requires the students to be fairly well versed in the

areas of music theory and music harmony. With such



gccomplishments, however, comes an incredible musical
freecdom and creative potential. We can expand creative
horizons by improvising with mode mixture, tewmpi,
dynamics, styles, and execution. For this type of
activity to be productive and beneficial, the teacher
needs to be quite comfortable with the subject area of
improvisation. Because there is no formal training for
teachers in the field of ifwprovisation, however,
improvisation can not be considered a compulsory part
of the music program.
The Teacher

Let us now examine the teacher's role in
Kabalevsky's approach. An educator must be his/her
students' guide through the world of music. He/she
must be a good facilitator who, through his/her love
and understanding of music, can help his/her pupils to
love and understand music, also. After all, how can
youngsters be expected to appreciate music if their
teacher does not. A teacher has the power to be an
incredible influence on his students. He must
comprehend that the art of teaching is the art of
speaking to the human heart. Kabalevsky (1984) sees

the educators in his program as people who meet the



following list of qualifications:

1. must be able to play the piano or the accordion,

2. must be able to direct a choir and to sing,

3. must have training in the areas of music theory and
music history,

4. must have adequate accompanying skills,

5. must be able to play by ear to some degree,

6. must have transposition skills,

7. must be able to play the role of facilitator rather
than answer-giver.

8. must be able to bring together all the elements of
the lesson and subordinate them to the main thewme of
the lesson, the term, the entire school year, and the
syllabus, without losing the specific logic in the
development of each separately considered element.

9. must be able to bring the lesson to life, to display
music's profound thoughts and feelings, and to go
beyond the shallow view point that music is just
entertainment.

10. must be able to convey to pupils the atmosphere in
which it was written.

11. must look at long term objectives (i.e. study of

song leads to study of opera, study of dance leads to



study of ballet).
In Kabalevsky's opinion, the educators working in his
program must be musically trained teachers.
Furthermore, it i1s crucial that children notice how
important it is to be able to make music. This will
not be sufficiently dewmonstrated if the teacher can not
play an instrument and sing. To meet these
qualifications an educator must be strong enough to
acknowledge and overcome his own musical shortcomings,
and be committed enough to rise to such challenges.
Kabalevsky depicts his ideal teacher as being the
perfect educator. To become such a pedagogue 1s quite
an undertaking. Kabalevsky challenges universities,
colleges, and conservatories to upgrade their standards
in order to produce perfect teachers. Only then will
there be a hope of raising the quality of music
education in his country. Only then will there be a
hope of producing a generation that appreciates and
understands music, and makes music an integral part of
its daily 1life.

In addition to the above teacher requirements, the
educator must consider several curricular issues:

1. choir is a compulsory part of the music program in



zchools,

2. wmost classes will centre on listening, discussing,
vocalizing, and performwming,

3. an educator can expect to see a class once per week
(one must consider that 1t takes three music classes to
learn and perfect a song ~ pacing 1s crucial).

In analyzing Kabalevsky's philosophy regarding
music education we notice that he relied on the view of
B.V. Asafiev (1965) who suggested that when we consider
music as a subject to be taught in school, the first
thing that we must do is categorically to reject
questions of musicology in this context and say to
ourselves that music 1s an art, is a man-made
Phenomenon, and not a scientific discipline to be
taught and studied (p.52). Kabalevsky strongly
supported the definition of the role of aesthetic
education put forth by N.K. Krupskaya (1959) who said
that through art we must help the child to think more
clearly and feel more deeply (p.317). The principles
and methods of Kabalevsky's approach are aimed at the
musical upbringing of all school children in his
homeland. They are general enough to be applicable to

all fifteen republics (most of which are no longer



member:s of the Union of Soviet 3Zocialist Republics).
Furthermore, this approach is flexible enough to
undergo any creative wmodifications which educators orv
curriculum makers wish to insert. This program 1is
based on the fundawental thought that wusical
education is not the education of the musician, but the
education of the human being. Firstly, in Kabalevsky's
opinion this program is successful because it reflects
the iwmportant characteristics of the Russian culture,
and.considers its past and present. Secondly, the
program's success lies in its dependency on folk and
classical music. For Kabalevsky, the main aim of music
education is not so much the teaching of music for its
own sake as influencing through music the children's
inner world and their moral character. Music is not
simply an art. It teaches mutual understanding,
inculcates humanitarian ideas, and helps mankind to
safeguard peace. RKabalevsky (1988) writes:

"Art does not disappear among the complex
contradictions of our life but, on the contrary, it
becomes more and more responsible in the education of
the new generations. A privileged place must be

reserved for music, an emotional art above all others,
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CHAPTER 4
Comparative Analysis

The intent of this chapter is to compare and
contrast the Kabalevsky program with the synthesized
Orff/Kodaly model, as it is adapted for music education
in North America. The reader is reminded of the
observation made in chapter one which states that there
is no documented evidence which would suggest that a
unified Orff/Kodaly program exists. When this thesis
speaks of a synthesized Orff/Kodaly design it refers to
the fusion of elements which Orff and Kodaly
methodologies undergo when a music educator constructs
his/her music education program.

Having briefly examined Kabalevsky's ideology and
rationale in chapter three, certain issues clearly
require our attention. His approach has both
similarities and differences in areas of philosophy,
pedagogy, and technique when compared to the
synthesized approach of Orff and Kodaly. In attempting
to determine the probable effectiveness of the
Kabalevsky approach in the North American wmusic
education setting we must outline and discuss the

particular points of contrast and similarity. Such an
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outline, containing general observations only, is

presented in the following chart. A more detailed

analysis will follow.

The synthesized approach of

Carl Orff and Zoltan Kodaly

Dmitrey

Kabalevsky

1. The aesthetic experience
is important because it is &
reflection and a celebration

of man, his development, his

quality of life, and the society

of which he is a part.

The aesthetic experience

is important because it

has the power to educate
and unify the masses, and
to allow the individual teo
have a clearer understand-
ing of the society of which
he is a part. Furthermore,
such experience has the
ability to propagandize

to support the country's

political system.

2. Music education is valuable
because it assists in making
an individual a more capable,
useful, contributing, and
well-rounded member of
society. It enables one to

express those emotions and

Music education is of great
value because it is a medium
which enhances one's
appreciation of beauty. Such
appreciation is not a luxury
of life reserved only for the

elite.



feelings which cannot be 29

transmitted through linguistic

mesas .

Music stimulate's one's mental, Muszic is a part of every
physical, and spiritual nature. person’'s dally existence.
Through music an individual can It 1is a tool which can
voice higs own, unique sense of help one communicate in
beauty. Music and man are two a non—-verbal manner.
separate entities which fuse It exists in parallel,
together. For such a fusion to be and contributes to
of high quality, music education other elements of one's
must commence in early childhood life. The teaching
and must have clear objectives. A of music must begin in
Focused setting of goals will help early childhood. It
any educator to strengthen his/her must be accompanied by
music preogram, the state of music clearly outlined objec-
education in his her community, and tives and philosophies.
the state of his/her own profession. Such an outline will

These objectives must correlate with contribute focus and

broad educational aims of the direction to the music
education system, and with each program. Furthermore,
educator's personal set of beliefs, it will assist an
standards, and values instructor in the

selection of appropriate

materials and their
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sequencing. These

objectives and philo-

sophies must move

must move parallel to

of th

T

the expectations
society, the
administration, and the

party.

4.

The important elements of a

music education program are

as follows: the use of good

quality music (i.e. folk,

classical), a well gqualified

teacher, vocal and ear work,
instrumental play and

performance, creative movement,
ensemble activities, improvi-
sation/composition, musical
literacy, and musical

grammar.

The dmportant elements of a
music education program are
as follows:

the use of good

quality wmaterial (i.e. folk,

classical), a well qualified
teacher, extended vocal work,
listening activities, class
discussion, creative movement,
improvisation and composition,

Performance, and wmusic literacy.
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To adequately compare the approaches used in North
America to those proposed by RKabalevsky, one's
exploration must reach far deeper than the points which
are set out in this chart.
Exploring the Differences

The Orff method, as does that of Zoltan Kodaly,
has its roots in Europe. According to the Kodaly
Institute of Canada (1977), and Choksy, Abramson,
Gillespie, & Woods (1986)the Orff/Kodaly synthesized
approach is adapted for, and employed in North America.
This, of course is the geographic area with which North
American theorists and practitioners are primarily
concerned. North America is a vast, multicultural, and
democratic community where people have the right to
exercise freedom of speech. With this freedom each
individual lives with the knowledge that he may base
his lifestyle on his personal philosophies, morals,
beliefs, and value systems, as long as they are in
accordance with the law. Thus, each person is free to
live the type of 1life which he or she chooses within
the limits of our legal system. Such is not the case
in Russia. Russia is, also, a vast, populated land

which, as the Union of Soviet Socialist Republics,
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consisted of fifteen republics and, therefore, can be
considered a multicultural area, too. During the time
of Dmitry Kabalevsky, Russia, unlike North America,
however, did not exercise democracy. In many wa}s it
displayed totalitarian and dictatorial tendencies
within its political structure. Kabalevsky designed
his approach in a pre-glasnost country where freedom of
speech was not every person's obvious right.

Certainly, in many ways Russian attitudes have altered.
The freedom of expression has broadly expanded its
horizons for hundreds of thousands of Russian citizens.
Nevertheless, the hierarchical mentality of the
industrial community and the socioeconomic classes has
not changed. The country is in a state of virtual
economical and political collapse and those at the top
of the hierarchical order are afraid that any further
change will inevitably bring only more damage to their
system.

The education systew is one of Russia's few real
hopes for an optimistic future. It is of utmost
importance to the government that school systems follow
rules which politicians feel are appropriate and
necessary in order to make children into the types of

citizens which, in the past, made Russia strong and
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powerful morally, economically, and politically.
Another very obvious difference between the two
methods is that Orff and Kodaly use instrumental play
considerably more than Kabalevsky does. In fact, in
Kabalevsky's method there i3 no instrumentarium for
children. He does not suggest the implementation of
pitched or non-pitched instruments within the framework
of his approach. A program which lacks instrumental
play by a child is a program which neglects to focus on
that child's manual dexterity and coordination skills,
experiences with performing in an instrumental
ensemble, encounters with a vast variety of textures,
timbres, and sound-making capabilities of different
instruments in various combinations. Furthermore, an
instrument such as a xylophone or a glockenspiel acts
as effective visual reinforcements for the locations
of, and spacing between notes. Instrumental play can
turn a dry and monotonous music learning experience
into one filled with learning that is refreshing and
enjoyable. It is a teaching tool for the teacher and a
learning tool for the student. Instruments c;n make
the venture into the area of improvisation and basic
composition quite accessible. Kabalevsky relies on the

voice and the piano to be the main catalysts in
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improvisatory skill acquisition. While the voice and

the piano can be employed effectively in this area of
muszic education they prove to be more time-consumning
and less educationally sound than pitched and non-
pPitched percussion instruments.

Upon a closer look one begins to notice another
major difference between Kabalevsky's music education
model and the Orff/Kodaly design. Kabalevsky bases his
method on the Three Whales strategy. As stated in

chapter three, these "whales™ are song, dance and

march. Kabalevsky emphasizes 'song' a great deal. It
is a vital and unavoidable part of his program. He
talks far less about dance and wmarch. Rabalevsky

believes that dance and march are of considerable value
to his approach because everyone has an idea of what a
dance and march are. Through dance his students will
be guided to the exploration of creative movement at
very basic levels. March seems to be used as nothing
more than a way to learn about beat and basic rhythm
patterns.

Orff and Kodaly followers see creative movement as
being a crucial part of the overall program. The
writer of this thesis wmust state that because Orff and

Kodaly are adapted for North American schooling one can
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not examine the methodologies of Orff and Kodaly in-

their pure forms. Instead, we work with the
methodologies which are derived by Orff and Kodaly
followers. Orff and Kodaly suggest advanced

exploratory activities which involve creative movement

and the choreography thereof. Exploration is followed
by improvisation. Such activities can not be
considered basic. Kabalevsky, however, discusses using

creative movement in more basic ways than those found
in the Orff/Kodaly model. For example, Kabalevsky
often talks about circle, chain, and other symmetrical
dances which stem from the march. Furthermore, Orff
and Kodaly successfully progress from eighth and
quarter note rhythmic motion to distinguishing between
beat and rhythm, to the exploration of dotted, tied,
and syncopated figures without relying on an entity
such as a march, an entity which Kabalevsky deemed to
be so important that he dubbed it one of the three
whales.

Orff and Kodaly emphasize the importance of a
program which progresses in parallel with the
developmental stages of a child. At no point in their
writings, however, do they identify or acknowledge

Piaget's developmental stages. Their program begins by
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exploring sounds found in the surrounding world and

moves on to observe the abilities of every person's
most natural and accessible instrument, the voice,
through speech and song. A study of rhythms, melodic
and harmonic motion, form, dynamics, style, expression,
and improvisation follow in a logical and strategic
manner within the framework of spiral pedagogical
techniques. Instruments, handsigns, and rote exercises
are used as teaching tools. Shortly thereafter
improvisation, movement, song, speech and instrumental
Play become inseparable elements of the overall musical
experience. Such an experience makes music an
appreciated and extremely valuable part of every
individual's environment, thereby allowing every person
to be a more complete human being.

Kabalevsky speaks out against rote learning. In
his opinion nothing that does not proceed beyond short
term memory is of any use. In addition, he believes
that children do not understand a lot of what they
learn by rote, thus, their learning experiences do not
exceed basic levels of comprehension. Kabalevsky's
opinion is well worth noting if one considers that
Kabalevsky's intention is to create music creators

rather than music consumers. Although Kabalevsky
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provides a considerably strong argument, he fails to
provide the reader with an alternative to rote
techniques. One of the reasons why North American
educators use rote so readily is because they work
within considerable time constraints. Teaching by rote
is very time efficient. This 1is one of its great
short-term advantages. A music teacher in North
America sees a class two or three times per week or
cycle. In Russia a music teacher sees a class no more
than once a week. If North American teachers find
their teaching time to be too limited it would be
logical, by transitive property, to suggest that
Russian teachers find their teaching time to be twice
as constraining. Yet, Kabalevsky rejects one of the
most time effipient instructional techniques that we as
teachers possess. He makes an admirable stand for
qQuality teaching rather than quantity.

The next important issue falls under the category
of musical literacy. In the Orff and Kodaly approaches
musical literacy is seen as the ability to read, write
and, to some extent, duplicate and create music. This
definition of musical literacy suggests that a child
will understand the basic structure and style of a

composition. In this model a child's inner world is
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expanded and one's appreciation for music is developed.
Kabalevsky's model of musical literacy differs in
several important respects. He makes a distinction
between music literacy and music theory. He
compartmentalizes the reading and writing of music as
being elements of music theory. Kabalevsky suggests
that musical literacy is achieved when a person
distinguishes good music from bad music by analyzing
composition, various aspects of technique, and the
character of the composer’'s style as well as the
composition's performance. In short, the ability to
listen to, think about, and discuss a work, is musical
literacy. Such a skill would enable an individual to
interpret music as a living and concrete art form. He
wants to educate the human being rather than educate
the student. Kabalevsky philosophizes that, like any
other program, to run a successful music education
program you must maintain children's interest in music
at a high 1eve1.. When they become disinterested in
what is taking Pplace in the music classroom they will,
simultaneously, lose interest in learning about music.
This situation perpetuates an unproductive learning
environment, and, in the long run, an unhealthy state

of music and a generation of musically disinterested
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and unappreciative individuals. Kabalevsky states that
the learning of music theory tends to be a tedious,
regurgitative, and drill-like activity which greatly
decreases one's interest in the studying of music. He
warns educators to approach music theory with great
caution and incorporate it with the music education
Program in moderation. After all, one who is poorly
versed in music theory and music history is not one who
is musically illiterate. Musical literacy is not
comprised of theory and history alone.
Exploring the Similarities

Many elements of Kabalevsky's approach and
philosophy can be found in the Orff/Kodaly model. All
three educators believe that musical training must
begin in early childhood in order to produce quality
results. All three composers state that a good program
will implement folk and classical music of high
standard. A child can personalize a musical experience
more successfully if the folk music of that child's
homeland is used. Such folk music has served the test
of time, thus proving its worth. Also, folk music
brings with it an element of familiarity. Orff, Kodaly
and Kabalevsky designed their programs for four

reasons. Firstly, they were a part of a society which
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wanted to make the world of music available to their
children. Secondly, all three believed that music was
every individual's right. This art form is public
property. It is not for the elite only. Kabalevsky,
Orff and Kodaly desired to make music accessible to
every person. Thirdly, they wanted to make one's
education as complete and well-rounded as possible.
Without music and the arts no individual can be
complete. Fourthly, all three educators suspected that
they could, through their contributions, improve the
state of music education.

Both models expect to have top notch educators in
music classrooms. Teachers need to be good musicians,
good pedagogues, and sensitive and rational human
beings. The values of an educator are easily
transferred to his/her students. If an educator falls
short of these expectations, the children's encounters
with music do not reach their full potential.

Both approaches suggest that a music education
program must be singing and rhythm based. Only through
a program which includes the study and performance of
folk songs will a musical culture developD. Kabalevsky
includes the political arena in cultural development.

In both models the voice is considered to be the
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primary instrument of each student. Vocal exploration
and ear training are the first stepping stones to the
entire world of music. Kabalevsky, Orff and Kodaly
place greater emphasis on practice than on theory, but
do not discount the importance of theoretical
knowledge. The most obvious goal that all three
educators want to reach is to arouse in their students,
a clear, fundamental understanding of music and its
value in our lives. This type of understanding will
reinforce music's place in society as being a necessity
rather than a luxury or mere entertainment.

In the music classroom Orff, Rodaly and Kabalevsky
encourage active student participation. They expect
music educators to be facilitators without playing the
role of answer givers. In the later stages of the
program, these three theorists expect students to
experiment with improvisation and become independent
music makers.

This chapter compares the Kabalevsky model to the
synthesized approach of Orff and Kodaly. Before this
comparison is concluded, certain distinctions between
Orff and Kodaly. Kodaly's philosophy lies closer to
Kabalevsky's thinking than does that of Orff. Szonyi

(1973) suggests that Kodaly was very nationalistic in
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his methods. He constantly comments on the need to
improve Hungarian music education and make Hungarian
children into more complete human beings. Kodaly very
rarely talks about children in general. Like
Kabalevsky, Kodaly believes that the strongest unifying
musical force of a nation is that nation's folk songs.
Kodaly, like Kabalevsky, suggests that folk music is
the strongest element in musical literacy. As stated
earlier in this thesis Kodaly's definition of musical
literacy is slightly different from Kabalevsky's
definition of the same term. Nevertheless, Kabalevsky
and, especially, Kodaly do not seem to give a lot of
thought to music that transcends cultural barriers.
RKabalevsky does talk about classical music, but he
examines the ways in which classical music pertains to
the Russian culture. He does not deal with classical
music's cross-cultural influence and usefulness.
.Kabalevsky gives nothing more than a passing thought to
children who are not being raised in Russia. Choksy
{1981) observes that Kodaly places a great deal of
emphasis on folk music and almost no reinforcement is
made in the area of élassical music. Folk music does
not cross cultural barriers. Such music is of

incredible value to any given culture within that
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particular culture. However, children in Brazil, for
example, will not find the same meaning or familiarity
in Russian songs that Russians find in those same
songs. The example when reversed holds true, also.
Classical music does transcend cultures. One cannot
make such a statement, however, without consenting to
the nationalistic nature of a large quantity of
classical music. Although every individual may
personalize such music in his/her own unique manner,
the appreciation and timelessness of classical music is
not limited to remaining within one particular culture.
This argument shows that Kodaly's heavy reliance on
folk music is insufficient for overall musical
literacy. In other words, musical literacy can not be
achieved through the study and use of folk music alone.
Kodaly's approach works extremely well with that of
Carl Orff. Kodaly's strengths lie in singing and
instrumental play while Orff's are found in areas of
rhythm and movement. Both are equally strong in the
field of improvisation and ensemble work. Initially,
the Orff method was intended for the world of elemental
dance while Kodaly's model was designed with children
in mind. Today Orff's approach is widely used all over

the world. Kodaly's program has not met the same
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amount of wide spread implementation or acceptance,

though. This may be the case because of his dependency
on nationalistic and folk themes. This type of
dependency is not as evident in Orff's program design.
Furthermore, it is this writer's suspicion that
Kodaly's methods are more elitist than Kodaly himself
would have wanted. This may be largely due to the
direction taken by his followers. Kodaly spoke of
music being the property of the masses and not an
availability for the elite only. In today's music
education environment we see that Kodaly followers have
an affection for selected choral and instrumental
ensembles. Selected groups, obviously, do not
incorporate all of the students who take music in a
school and want to participate. Such a mentality on
the part of these educators is elitist in nature. The
same is very seldom seen in the Orff method. It is not
the purpose of this study to explore the rhetoric and
hypocrisy which may be present within the Kodaly model.
In addition, this writer has no concrete proof on which
to base his allegations. These suspicions may be more
successfully explored in a separate thesis, and will be
dealt with in chapter five to a greater extent.

Nevertheless, with a great deal of confidence this
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writer is able to state that together, the Orff and-

Kodaly approaches have no weak links in the unified

model. They complement each other very successfully.



CHAPTER 5
Critical Analysis of the
Kabalevsky Method and its Applicability
to North American Music Education
The objective of this chapter is to take a
critical look at Kabalevsky's music education program
with respect to its degree of applicability to North
American music education., Furthermore, this chapter
will contain a summary statement regarding this study,
and recommendations for further study. Prior to such an
examination this thesis is obligated to explore the
writings of several North American music educators.
Fletcher (1987) defines the state of North American
music education by taking a look at what music
educators of this continent attempt to impart on their
students:
An awareness of the basic elements of music (i.e.
melody, rhythm, harmony, counterpoint, motor speed,
dynamics, timbre, voice production, instrumental
performance, musical notation, musical styles and

histories, and their diversity). Furthermore,

76
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individuals need to understand the links between art
forms, and have an awareness of the relationships
between musical history and social history. North
American music education aspires to fill each student's
musical schooling with all of the points listed above.
Of great import to this study is the current state of
public school music education in the province of
Manitoba. A study conducted in 1991 by Waldie showed
that general music, band, and choir programs were alive
and well in Manitoba schools. Furthermore, there was a
noticeable growth in the number of guitar and keyboard
programs in the province. String programs, however,
were on the decline. From this evidence alone, one is
able to observe a link between the state of North
American music education and the state of music
education in Manitoba. Waldie states that music
"educators in Manitoba must be much more assertive in
their advocacy for music education if they want to see
progress in their chosen field. Taylor (1979) suggests
the same to her colleagues in the United States. North
American educators and theorists such as Frazee and
Choksy are answering the call for assertive action by

adapting European programs of high quality,
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specifically Orff and Kodaly, for use in North American
schools. These methodologies have been examined in
this thesis.

North American music education programs function
with several purposes in mind. These purposes, or
objectives, provide music education with a sense of
direction and focus. Without purpose and direction
there can be a minimal amount of learning and no true
progress. Leonhard and House (1972) state that music
educators' main objectives are to enrich the
musicianship of their pupils, to extend music's force
in North American life, and to strengthen their own
profession (p.177). Such objectives are quite broad
and will not be met if they are not subdivided into
smaller, more specific goals.

Objectives stem from two areas. The first is the
investigation of what the pupils need, the community
expects, and the state of the arts calls for. The
second is each educator's personal beliefs,
convictions, and ideals regarding music education.
When faced with a list of goals such as the ones
summarized by Fletcher (1987) and listed at the

beginning of this chapter, a teacher will have a
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clearer and stronger link between musical instruction
and the broader aims of the school. Furthermore, such
a list will better equip an educator in planning
educative experiences, using the necessary methods and

materials, and conducting suitable evaluation.

North American music education programs should
function with objectives as their foundation. This
point is emphasized by Sunderman (1972). In assessing
the applicability of the Kabalevsky approach to such a
system of music education it is imperative that we
examine how well Kabalevsky's model will or will not
coincide with and compliment the adapted Orff and
Rodaly approaches.

Kabalevsky is quite thorough in stating his
objectives. He, like many Western theorists, organizes
his objectives into two categories - the general, and
the specific. The general objectives have been
explored in greater detail in chapters two and three.
RKabalevsky anticipates that through music education an
individual will become a more complete, appreciative,
receptive, and contributing human being who will have a

better understanding of him/herself, his/her universe



80
and extrinsic and intrinsic value of life and art, and
ifs aesthetic beauty on a variety of levels. Wheeler
and Raebeck (1977) confirm that Orff and Kodaly created
music education programs with the same philosophy as
their foundation. Kabalevsky's specific goals deal
with the elements of melody, song, rhythm, dynamics,
style, form, movement, and improvisation. The
Orff/Kodaly model is more complete. In addition to all
of the elements stated in the Kabalevsky program, Orff
and Kodaly methodologies also include speech, harmony,
and instrumental play. These three areas are too
valuable to a music Pprogram to be excluded the way in
which Kabalevsky does.

Kabalevsky's work is consistent with the broad
educational aims of his country. His methods, however
take into consideration the political aims as well as
the musical goals. This point is made clear in his
writings of 1973 and 1977. The selection of materials
and subject matter is influenced by political
philosophies of the government. Granted, it would be
difficult to find an education system, in our country
which would not be subject to political influence. In

Russia, however, according to Hentova (1989), the
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influence of the government is very evident. The
Russian education system serves as propaganda for the
Russian political structure. This is something that no
theorist or practitioner can escape when constructing
and/or executing any education program. Kabalevsky
designed his program with Soviet political viewpoints
in mind, making it difficult to consider application to
North American music education.

Kabalevsky provides very clear plans for educative
experiences and their presentation to the students by
the teacher. The presentation of material to students
is of such importance to Kabalevsky that he has written
a book titled; 'How to Tell Children About Music'. One
of Rabalevsky's strengths is that he is a skilled
presenter, organizer, and sequencer of material.
Unfortunately, his scope of material provides
incomplete musical experiences. Kabalevsky finds a
handful of selected activities to be necessary and
appropriate for the music classroom. These activities
are: listening, discussing, singing, improvising, and
exploring creative movement. Only singing and creative
movement are developed to be suitable for performance.

The Orff/Rodaly model is much more complete by
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comparison, with one exception. In the Orff/Kodaly
approach, as it is generally implemented, listening and
discussing play a lesser role than they do in the
Kabalevsky model. In two separate articles Levi (1982)
and Shehan (1981) anticipate that listening activities
will be emphasized to a greater extent in North
American music education programs than they are at the
present time. Listening experiences are highly
encouraged in the writings of Orff and Kodaly. Due to
a lack of confidence and expertise in the area of
listening, many music educators shy away from such
activities. This\is a weakness which must be
strengthened. It needs to be made clear, however, that
this weakness comes not from the methodology of Orff
and Kodaly, but from many teachers who bring their own
shortcomings into the music classroom. Kabalevsky's
‘expectations of his teachers must be praised. He would
not allow an educator with such shortcomings to teach
within his progranm. Regretably, neither Kabalevsky,
Orff, nor Kodaly can personally evaluate every teacher
who joins the profeésion. The problem of inadequétely
prepared teachers will not be easily or quickly solved.

All three music education models are very concerned
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with successful music teaching. Instruction of high
quality results in broad and lasting musical learning
which leads a person to musical independence and the
attainment of musical understanding, musical skills,
appreciation, and other musical learnings which are
associated with a musically educated person. In this
respect, the philosophies of Kodaly, Kabalevsky and
Orff compliment each other quite well. All three
approaches are rooted in strong philosophical beliefs.
Reimer (1990) states that a philosophy of music
education should be a systematic statement of music
education’'s nature and value. Such a statement must
come from an investigation of the nature and value of
music. If it is possible to present a convincing
explanation of the fundamental nature and value of the
art of music in the lives of people, it becomes
possible at the same time to present a convincing case
for music education's fundamental nature and its value
in human life (p.1).

Evaluation is a very serious issue for North
American educators. Practitioners and theorists read
books, write articles, hold seminars, and conduct

debates in order to make the subject of evaluation more
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clear and comprehensive. Kabalevsky, Orff, and Kodaly
rarely discuss formal evaluation. They do, however,
recommend evaluating an individual's progress on a
daily basis. All three individuals appear to believe
that if the teaching is of a high calibre, the learning
will inevitably display positive results. According to
Landis & Carder (1972), evaluation is quite important
in the Orff and Kodaly programs. The same is evidenced
in Kabalebsky's 1977 book which deals with his music
education design. All three innovators suggest that
student progress should be evaluated on a daily basis.
A teacher can clearly see how a child is progressing
with note name learning, rhythmic learning,
coordination skills, ear training, and so on from one
lesson to another without having formal testing every
second week. Children are evaluated in a normal
classroom setting as they work on daily tasks. There
are, of course more concrete testing procedures such as
rhythmic dictations, recorder playing, and concept
identification. As a student, a student-teacher, and a
teacher within the Orff/Kodaly framework the writer of
this thesis knows that both types of evaluation fake

place even though they are not talked about in great
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detail by Orff and Kodaly. The same cannot be said of
the Kabalevsky method with which this writer has no
personal experience and has not talked with anyone who
does. Therefore, discussing evaluation within the
Kabalevsky paradigm would be futile. The writer of
this thesis hypothesizes that in the evaluation
administered by all three educators there has existed a
common problem. When students must be tested, the
objectives are commonly forgotten and the pupils are
simply tested on their recall of what the teacher has
said and done. Monroe (1937) makes this issue quite
clear:

"There has been much discussion of the importance
of teachers formulating their objectives, and, in
response to the pressure of authority, they have spent
many hours in formulating lists of immediate
objectives, that is, the goals toward which the
students are expected to direct their efforts. Many of
these lists merit commendation, but their
influence upon students is minimal in comparison with
the influence of tests administered. Students direct
their efforts toward becoming able to respond to the

tests they anticipate” (p.32).
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Chapter three outlined Kabalevsky's philosophies
of music education. This thesis needs to address three
issue which were introduced in the third chapter. In
the paragraphs that follow, this writer will firstly
deal with Kabalevsky's notion of maintaining student
interest. Secondly, the topic of music literacy/music
grammar will be investigated. Thirdly, this thesis
will analyze Kabalevsky's reliance on the piano in the
music classroom.

One of RKabalevsky's main recurring statements
advises educators to create and maintain within the
students a certain level of interest in the study of
music. He believes that students who are not
interested in the subject matter are less motivated,
less attentive, and learn at a lower level of quality
than those pupils who are interested in the subject
matter. It is this writer's observation that while
that may be true it should not suggest that teachers
concentrate more on maintaining student interests than
on reaching educational goals and achieving pedagogical
tasks. It may be argued that with a high level of
pupil interest a teacher is able to reach objectives

and finish tasks more efficiently, but an educator need
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not be in a position of constant self evaluation
regarding the entertainment value of his/her class
presentation. Any teacher who extensively focuses on
the interest level of his/her pupils is bound to
overlook the pedagogical standard of his/her
instruction. In other words, one should consider
students' best interest. Should they be educated by an
entertainer or a pedagogue? Interested students are
willing and receptive students. An entertaining

teacher, however, is not always an educationally sound

pedagogue. A teacher's job is to teach, not to
entertain. Educators should be good facilitators
motivators, and innovators. Yet, they must be able to

distinguish frivolity from serious work. Kabalevsky
does not elaborate on his philosophy regarding this
matter. As a result, his opinions are not clearly

" established and supported.

Next is the point of musical literacy and music
theory. This point has a direct link to Kabalevsky's
suggestion to keep student levels of interest high.
Kabalevsky cautions.educators about the instruction of
music theory, saying that it tends to be a tedious

activity. Tedious activities, of course cause a drop
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in the level of student interest in the subject matter.
The topic of musical literacy and music theory has been
discussed in greater detail in chapters three and four.
What has not been discussed is an apparent flaw in
Kabalevsky's logic. Kabalevsky sees the appreciation
of a composition, its style, and its structure to be
one element which is an important part of a student's
overall musical literacy. An obvious question comes to
mind, though. How can a student truly appreciate a
composition and its structure without substantial
knowledge of music theory. ©Either the student will
have a very shallow understanding of the structural
elements of a composition, or he/she will have to come
in contact with advanced theory training and face the
risk of losing interest in the study of wmusic. Which
option is Kabalevsky referring to? What does he
suggest? Maybe his followers misunderstand his
approach on this matter? He does not devote attention
to elaborating on this issue.

When we look deeper into the Kabalevsky music
class we observe that his method has several other
serious shortcomings. The main musical instrument in

his classroom is the piano. There are many advantages
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to having a piano in the wmusic room. An educator and
his students, however, should not be forced to rely on
the piano aloné. Many schools in the northern and
eastern parts of Russia do not have pianos. The writer
of this thesis has experienced music education in
Russia as a student. Living in a middle class,
suburban area of a major industrial city and attending
two different schools within a three year period, this
writer remembers one out of the two schools having a
Piano in the music room. If middle class suburbia is
not guaranteed a piano in every school, then there is
even less hope for low income area and inner city
schools. If a school does have a piano, there is no
guarantee that it will have a teacher who specializes
in music education, much less a teacher who knows how
to play Ppiano. Without a piano a substantial part of
the Kabalevsky method cannot be implemented.
Kabalevsky (1984) contends that choral and aural
elements of the music program are irreplaceable in his
methodology. One can still engage in listening and
creative movement activities in the music class, but
the choral element of the music program will fali very

short of Kabalevsky's expectations. A group of
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students will be able to sing without instrumental
accompaniment, but ear training is made so much easier
and more effective with the use of a musical
instrument. This is substantiated in the 1986 writings
of Russian curriculum specialists Bader, Venrova, and
Rritskaya. It is this writer's opinion that Kabalevsky
relies too heavily on the piano. In the Orff/Kodaly
system children have recorders and an entire
instrumentarium of pitched and non-pitched percussion
instruments from the use of which students reap great
educational and music-making rewards. Kabalevsky does
not discuss such instruments in his program.

The Orff/Kodaly approach employs many proven
techniques with children in their daily learning of
music. Here are several examples. Teachers are
constantly working with rhythmic and vocal canons,
ostinati and bordun patterns, body percussion,
handsigns, mirroring and imitations skills. These
elements of the North American music education model
are invaluable to a student. Canons prepare a child
for ensemble work and raise the students' attention and
concentration levels. Ostinati and bordun patterns

open the door to the study of texture, harmony,
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polyphony, coordination, and improvisation. This is
most successfully done through the use of instrumental
play. Instrumental play is not a part of the
Rabalevsky model. This writer observes that body
percussion alone displays more vitality than one of the
three whales in the Kabalevsky approach — the march.
Body percussion exercises do more in the area of
rhythmic study than any other tool possessed by a
teacher. When instruments such as finger symbols,
rhythm sticks, a guiro, a cabasa, maracas, a hand drum,
a triangle, and a tic-toc block,just to name a few, one
has many options when working with timbre, texture,
dynamics, polyphony, and rhythmic structure.

Kabalevsky does not talk about these instruments within
his program, either. Handsigns are very useful in the
study of pitches, tones, semitones, structures of
scales, and intervallic relationships. Rabalevsky does
not employ handsigns in his approach. Clearly, when
comparing the Kabalevsky method to that of Orff and
Kodaly, Kabalevsky's model seems to lack many important
tools which can only enhance music pedagogy and
invigorate the musical learning experience.

While in university, it is common for teachers in
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North America to gain some knowledge of the
developmental stages of a child as outlined by Piaget.
Another area of concern in the structure of
Kabalevsky's approach is that he seldom discusses these
developmental stages. With his sequencing of concepts
and materials it is obvious that he is aware of a
child's various developmental stages. The problem is
that Kabalevsky does not advise the educators in his
model to familiarize themselves with these stages. It
appears that Kabalevsky, through his many years of
experience as a theorist and a practitioner knows what
to take into consideration when developing a program
for children. Once Kabalevsky instates such a program,
however, teachers are expected to execute it with
nothing more than a basic understanding of what
Kabalevsky intended and why. In his writings
Rabalevsky talks at great length about how to teach.
To a much lesser extent, however, does he explain the
need to teach that way and what pedagogical options are
available with regards to a certain topic in the
curriculum.

The Manitoba Department of Education (1978) States

the following:
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"Music and the arts have been justified in school
programs in terms of fheir contributions towards social
development, creative use of leisure time, personal
talent development, language experience and the
appreciation of the finer things in life. The arts are
also, and perhaps more significantly, another way of
knowing about the world, and offer a unique way of
getting into and expressing human feelings. They
deal with a major aspect of the human condition--
subjective responsiveness, and music is uniquely the
art that deals in sound” (p.7).

In analyzing the Orff/Kodaly approach and the
Kabalevsky method it is clear that both models function
with this basic philosophy as their foundation. This
study can quickly point to the area in which the two
methods differ by looking at a statement made by LeCroy
(1992):

"Because of the role of arts in civilization and
their unique ability to exalt human spirit, it is
crucial that each child receives a balanced,
comprehensive, sequential, substantive and rigorous
program of instruction in the arts™ (p.21).

LeCroy speaks of a balanced program of instruction.
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Upon examining Kabalevsky's approach it appears that
his methods and techniques are somewhat incomplete.
The justification for this statement appears in the
previous paragraphs of this chapter. Rabalevsky's
program design is not as well planned or as well
justified as the design of the synthesized Orff/Kodaly
approach. In talking with several music specialists,
and through personal experience, this writer observes
that transplanting the Kabalevsky method to Manitoba
may not be as fruitful for the state of this province's
music education as it would be to keep the existing
programs. The adapted and assimilated elements of the
Orff and Kodaly programs receive support from many
Winnipeg educators and adwinistrators. Furthermore,
the contributions of the existing music programs in
Manitoba have been observed and noted. To the best of
this writer's knowledge, no attempt to adapt the
Kabalevsky model to North American music education has
been made. To compare adapted Orff and Kodaly methods
to unadapted Kabalevsky methods is to do a disservice
to this study and to Kabalevsky's model. It is more
reasonable to deal with the Orff, Kodaly, and |

Kabalevsky philosophies in their purest form, as was



95
done in chapter two. The approaches of Orff and
Kodaly, when synthesized and adapted for North American
music education, provide the music curriculum with a
complete and well-balanced structure. Are there any
deficiencies in a program which offers experiences with
speech, song, instrumental play, movement, dynamics,
style, form, performance, ensemble work, composition,
improvisation, creativity, melody, harmony, and
texture? The writer of this thesis contends that in
chapters four and five of this study it has been made
clear that the Kabaievsky approach is less
educationally sound than the combined methods of Carl
Orff and Zoltan Kodaly.

Observations and Conclusions

The objective of this study was to examine Dmitry
Rabalevsky's model of music education and compare it to
the readily used, adapted and assimilated models of
Carl Orff and Zoltan Kodaly. This thesis hypothesized
that it would find elements of merit in the Kabalevsky
approach which are not present in the Orff and Kodaly
approaches, By applying such elements to Orff and
Kodaly, as they are implemented in North America, one

would enhance the existing state of music education on
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this continent. It was expected that a celebrated
theorist and practitioner from a country which has a
vast musical heritage and history, a country which has
not been widely studied for its school music education
methods, would offer new approaches, techniques,
methods, or philosophies to those involved in music
education in North America.

Kabalevsky discusses his philosophies, strategies,
techniques, and tools as they pertain to music students
in his country. Kabalevsky places importance on
introducing music to children in early childhood. He
suggests that elementary music education is the key to
the success of all of the programs it feeds.

Kabalevsky places emphasis on choral and listening
programs, also. Yet, are the students in his model
being short changed by not having a string/orchestra
program, a band program, a guitar program, and a
musical theatre program? Instrumental programs stem
from elementary instrumental experiences. Kabalevsky,
when designing his approach, offered no instrumental
components other than rudimentary keyboard techniques.

When discussing Orff, Kodaly, and Kabalevsky one

must examine all three programs on the same level.
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This simply means that it is inappropriate to study
Orff and Kodaly as they have been adapted for,
assimilated, and integrated with North American music
education while, at the same time observing
Kabalevsky's approach in its pure and unaltered form.
Furthermore, the Kabalevsky model has not been utilized
in North America. It was designed with certain
government policies and philosophies in mind. To this
day, Kabalevsky's program exists in the same country
for which it was intended, and in which many of the
same Policies and philosophies have survived the test
of time. Initially, Kodaly designed his program with
Hungarian children in mind. Orff's program originated
in the field of dance. When we look at these programs
today, we examine geographically transplanted and time-
altered music education models that have, inevitably,
~lost the purity which they contained at their
inception. North Americans such as Choksy and Frazee
adapted Orff and Kodaly to the perceived musical needs
of North American children without concentrating on two
facts: a. These programs were created in the early part
of the century and are being used many decades later

when social and educational needs may have changed.



98
b. These programs took into considerations government
pPolicies and expectations of the European countries for
in which they were created and not North America.
Kabalevsky developed his program in a country which
differs politically from North America, Austria, and
Hungary. PFurthermore, his methodology was given life
during the sixties, several decades after that of Orff
and Kodaly.

Recommendations for Further Study

A study of the effectiveness of the Kabalevsky
method in various Russian republics oranstern block
countries would satisfy the need to observe the
Kabalevsky program at work in multi-cultural and multi-
political settings. Perhaps the Kabalevsky design
would be somewhat adapted for, for example, Poland. It
would be interesting to see how Kabalevsky's progranm
would react to change and adaptation.

A study whereby the Orff or Kodaly program can be
observed at work in Russia would lead to greater
understanding of Orff and Kodaly music education
designs and their capacity to contribute cross-
culturally to the field of music education.

An examination of governmental influence on



99
curriculum in general, and, specifically the music
curriculum in various countries would be a useful
undertaking.

Summary Statement

It is evident from the findings of this study that
Dmitry Rabalevsky's music education program has many
merits. Its greatest strengths lie in its choral and
music appreciation areas. His focus on listening to,
and analyzing music opens the door for students to
become active musical thinkers who gain knowledge about
style, genre, improvisation, form, and history. These
elements of Kabalevsky's methodology would be an asset
to any music education program which does not contain
those elements. Yet, when compared with the adapted
and assimilated Orff and Kodaly models, which are in
use in Manitoba, and throughout North America, one
notices that Kabalevsky's program is lacking in other
important areas. These areas include music theory,
polyphony, rhythm, and instrumental play. The intent
of this thesis was twofold. The first was to examine
Kabalevsky's music education program. The second was
to note the contributions which his method could make

to the approaches of Orff and Kodaly. Upon studying
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Kabalevsky's model one observes that he has very little
t6 offer to the approaches of Orff and Kodaly. The
elements of the Kabalevsky program which would be an
asset to any music program which does not contain these
elements are not assets to Orff and Kodaly methods
because the approaches of Orff and Kodaly contain and
utilize these elements already. A program which is
more educationally sound than that of Dmitry Kabalevsky
has very little to gain fromw his approach to music

education.
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