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Introduction 

As a participant and as an audience member, I have often been sitt!ng in 

the high school auditorium awaiting the annual "Winter Wonderland" concert. On 

the walls are posters wishing, "Merry Christmas," "Happy Chanukah," and 

"Happy Kwanzaa." After a beautiful four-part rendition of "What Child is This?" 

"Silent Night," and "Hark How the Bells," what follows? A unison "O Chanukah, 

O Chanukah." Is this how our rich musical tradition is portrayed? I am no critic 

of timeless unison melodies. That this genre is usually what is seasonally 

programmed to represent the entire corpus of the Jewish musical tradition is not 

only an understatement, but also a misrepresentation of Jewish musical tradition. 

In order to present an acceptable alternative to this scenario, I must ask a central 

question. What is the role of Jewish choral music in a public high school 

assembly? If I ask this question, I must be assuming that there is a role for 

Jewish choral music. This is based on the understanding that in a multi-cultural 

society, such as the United States, public schools must strive to reflect the value 

of embracing diversity. 

In a progressively more culturally diverse society, it is important, indeed 
necessary, for young people to have the knowledge, attitudes, and skills of 
inquiry and interpretation to be able to make their way effectively through 
such diversity. The achievement of social goals is more likely if a 
grounding in cross-cultural understanding through education is first 
established. 1 

Judaism represents one ingredient in this pool of diversity and, therefore, 

should certainly be included in any curriculum which is grounded in a cross-

1 Graeme Chalmers. Celebrating Pluralism: Art, Education and Cultural 
Diversity. (Los Angeles: The J. Paul Getty Trust, 1996), ix. 
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cultural understanding. Although we have long extolled the virtues of learning 

about other cultures. there is also a tremendous amount that we can learn about 

our own culture by learning about the other cultures. Some argue that in schools 

with less diverse populations it is all the more important to teach multiculturalism. 

Once we have established the importance of teaching multiculturalism we 

must propose how to teach it. To define the scope of my study, we will be 

looking at multiculturalism taught through the arts and more specifically through 

music. UMusic is the perfect medium to bridge the gaps often found in 

classrooms throughout the United States." 2 

Many children. are initially exposed to music of different cultures in their 

homes. Those who continue to pursue their musical talents may choose to be in 

the high school band. orchestra or choir. Here they may continue to be exposed 

to music from different cultures, but in many cases they are not. One study in 

art education teaches that most art taught in the classroom is taught through a 

Western aesthetic criteria.3 Non-Western art is often judged by Western 

aesthetics. In these classrooms students with diverse backgrounds often do not 

feel validated, and it is only Western art systems that are taught, therefore 

misrepresenting art as a homogenous, exclusively Western phenomenon. 

Many immigrant and native children and adolescents in North America 
practice the traditional art of their cultures or origin. This art often does 
not fit standard Western aesthetic criteria for high art and is usually 
excluded from art education classes. Thus, students in general have little 

2 William J. Anderson. Teaching Music with a Multicultural Approach. (Virginia: 
Music Educators National Conference, 1991 ), vii. 
3 Lynn M. Hart. "Aesthetic Pluralism and Multicultural Art Education... Studies in 
Art Education: A Journal of Issues and Research Volume 32, Issue 3( Spring 
1991): 145-159. 
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opportunity to learn that there are entire art systems and ways of thinking 
about aesthetics that are different from Western ones.4 

Where in the school curriculum is it most appropriate to teach about music 

of different cultures and possibly create models of diverse communities? It is in 

the band, orchestra and choir. These ensembles function similarly in that 

participants must work together toward a group goal while developing 

themselves as individuals. In this way each ensemble, the band, orchestra and 

choir, becomes a community for the time that its constituents are engaged in 

their common goal; be it preparing for an upcoming concert, competition or 

evaluation. The bonding that takes place in the process requires communication 

and understanding, pride in the self and appreciation of the other, and a certain 

give and take. I have experienced this personally through my participation in 

many ensembles. In the process of preparing for a concert the ensemble 

becomes a cohesive unit. Each ensemble is unique, in that it is comprised of 

individuals who bring different skills and challenges to the ensemble. In all of 

these ways the ensemble resembles a community. This is particularly germane 

to our discussion because it is this model of creating a diverse community that 

we are trying to embrace and learn from. 

At this point, I would like to limit the discussion of the ensemble music to 

that of the choral music. The choral tradition spans the globe and covers many 

time periods. Many criteria go into the decision-making process for selecting 

music for the choir. Music that is representative of many different cultures is 

important because students need "to understand that many areas of the world 

4 Ibid., 159. 
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have music as sophisticated as their own. Until recently, peoples of both non­

Western and Western cultures thought that Western classical music was 

'superior' to other musics."5 By studying music in its "multicultural 

manifestations" students may "come to realize that many equally sophisticated 

music cultures are found throughout the globe."6 

For this thesis I will concentrate on the role that the high school assembly 

has in including music from different cultures. Specifically I will be assessing the 

role of Jewish choral music in the assembly. The assembly can bring together 

various religious and ethnic traditions. The school assembly, like the ensembles 

performing, can be seen as a model for community gathering. It is often 

comprised of members of the school community, parents, teachers, students, 

administrators and guests, who come together and create a cross-cultural 

experience. In programs celebrating winter or spring holidays, Martin Luther 

King Day, or Thanksgiving, music serves a function of educating and exposing 

the participants as well as the observers to cross-cultural experiences. How 

different cultures celebrate or commemorate an event is significant in gaining 

insight into those cultures. During the assembly, participants are sharing with 

one another and everyone is learning whether as an observer or as a participant. 

The demographics of the school, as well as the cultural and ideological 

implications of the assembly, can serve as criteria for how the different cultures 

are represented within these programs. 

5 William M. Anderson and Patricia Shehan Campbell ed., Multicultural 
Perspectives in Music Education. (Atlanta: Music Educators National 
Conference, 1989), 4. 
6 Jbid. 
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In this thesis I will closely examine three major areas. The first is the 

representation of Judaism. Barbara Kirshenblatt-Gimblett, in her book 

Destination Culture, Tourism, Museums and Heritage, asks the question, "What 

does it mean to show?"7 In my thesis I criticize the representation of Jewish 

music because it is usually represented or "shown" in a simplistic, homogeneous 

way. However, when deciding how Jewish music should be represented, I 

encounter a problem. Inherent in "showing" something are the questions: Who 

are we showing for? what are we showing? and how are we showing it? How do 

I choose how the entirety of Jewish music is represented in the span of ten to 

twenty minutes during a high school assembly? How is Judaism represented 

altogether? These and many other questions will be addressed. 

A second part of my study will be devoted to becoming familiar with the 

characteristics of the "high school choir." Teaching teenage singers provides its 

unique challenges. The performance itself is only an end. The greater part of 

the teaching happens in the classroom, in the rehearsal periods leading up to the 

program. The students learn about proper voice production as well as general 

musicianship skills. In addition, the learning of music from another culture, such 

as Judaism, provides another set of skills. First, students are introduced to a 

great variety of musical sounds. Second, students begin to understand that 

many areas of the world have music as sophisticated as their own. Finally, 

students can discover many different but equally valid ways to construct music.8 

7 Barbara Kirshenblatt-Gimblett, Destination Culture, Tourism, Museums and 
Heritage. (Berkeley: University of California Press, 1998): 2. 
8 Anderson and Campbell, 3-4. 
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A third general issue we must address is this fundamental question: Is 

Judaism a culture, a religion, or does it contain elements of both? In representing 

Judaism, is it possible to eliminate the religious elements or would this 

misrepresent Judaism? In representing Judaism it is inevitable to arrive at the 

question of whether it is appropriate to represent a religion in a public school. 

In addition, I would like to look at the "high school assembly." Why is the 

high school assembly ideal for representing cultures? What are the factors which 

one must take into consideration when planning a high school assembly? In 

addition, I will look at the role of the choir director in planning an assembly. I will 

also explore the possibility of the choral director working more closely with a 

cantor in the school community. How might this enrich the repertoire chosen and 

expand the knowledge base of choir directors and their singers alike? 

To support my thesis, I looked at the Hunter College High School and 

investigate the role of Jewish music in their assemblies. While looking at the 

music contained within these programs I asked: What guided the choir director in 

planning a program? What steps did she take? What role, if any, did Jewish 

music have in these programs? If they were interested, did they find Jewish 

choral music accessible? If not, what would make it so? Based on this 

assessment, I devised a series of repertoire recommendations that might 

address the needs of these schools. Finally, I put together a list of 

recommendations in the form of sample programs. This allowed me to be as 

specific as possible with my selections. In selecting the music I attempted to ask 

6 



the same questions which choir directors ask in planning a program. The 

resulting materials could also serve cantors as resources for future requests. 
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Chapter 1 

Multiculturalism in Music Education 

For centuries cultures have recorded their stories and their personal and 

collective experiences through the various art forms. By carefully studying these 

artifacts, be they paintings, recordings, or writings, historians, anthropologists, 

archeologists, and many others have been able to answer questions about 

cultures of the past. These artistic relics allow us to piece together the history of 

a culture, the values of a culture, as well as many other unique aspects of a 

given culture. 

Studying a culture's music can also serve as an aid in understanding the 

culture. "Music, though a universal phenomenon, gets its meaning from 

culture ... the way of life of a people learned and transmitted from one generation 

to the next."1 Language, accents, and diction can reveal the geographic location; 

rhythms and meter also help us to categorize the music. If a piece is sung, is it a 

single voice or many? Are the voices singing in unison or harmony? Is the 

harmony homophonic or polyphonic? Is the style "call and response" or is the 

solo integrated into the overall texture? What is the gender and age of those 

singing? Does the piece have words at all? These are only the questions for 

vocal music. Similar questions arise in the study of instrumental music. In 

addition, another set of questions arises if the music has been notated. What 

form of notation is used? Do we have a recording of the written music? If so, 

does the recording take liberties from the notated music or does it strictly fotlow 

1 Jeff Todd Titon, General Editor. Worlds of Music: An Introduction to the Music 
of the World's Peoples. Third Edition. (NY: Schirmer Books, 1996), 1. 
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the notation? In addition, how specific was the composer in his or her directions? 

How much liberty can or should the artists take in the performance of this work? 

Closely analyzing a piece of music can provide a deeper understanding of the 

culture that produced it. 

In addition to teaching us about the culture, the study of multicultural 

music can expand our general conceptions about music. First, students are 

introduced to a great variety of musical sounds from all over the world. 

Secondly, students begin to understand that many areas of the world have music 

as sophisticated as their own. Thirdly, students can discover many different but 

equally valid ways to construct music. 2 

In asking the above questions we must heed caution in the following way: 

Most of these questions naturally lead to categorizing the music in pre­

established categories. Although it is natural to categorize in order to better 

understand, danger may arise when we assume that everything can fit into our 

already-existing categories. Unless we make a conscious effort to create new 

categories, we may categorize erroneously. This is one of the compelling 

arguments for multicultural education. Studying the music of various cultures 

can also challenge us to stretch our paradigms. As Anderson writes, "Traditional 

education has approached music as a purely European phenomenon."3 As vast 

as the Western European influence is, music is not all Western European. By 

teaching only Western European music, we misrepresent music as a whole and 

ignore other prominent influences. Even teaching all music in relation to Western 

2 Anderson and Campbell, 4. 
3 Anderson, ii. 
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European music creates a hierarchy and promotes a historically inaccurate 

representation of music. 

Expanding our paradigms about music can help begin to bridge 

communication between students of different cultures within and beyond the 

classroom. Imagine the following scenario: Students in a music class are 

listening to Caribbean music, African music, Latin American music, Jewish music 

and they begin to understand that music as well as the people who produce it 

span the globe. If the classroom is a diverse environment, then the students 

begin to make connections between the music they have heard and the students 

from that country. If the class is fairly homogenous in its makeup, then they 

begin to understand that a world of cultures exist outside of the classroom. 

"Perhaps children who live in culturally homogenous societies need multicultural 

education even more than others,"4 Chalmers tells us. 

In 1990, the Music Educators National Conference held a symposium on 

Multicultural Approaches to Music Education. From this symposium emerged the 

Symposium Resolution for Future Directions and Actions5, which sets up 

guidelines for multicultural education through music. 

Whereas leaders in American education continue to call for all students to 
better understand different cultures both outside of and within the United 
States ... 
Be it resolved that we will seek to ensure that multicultural approaches to 
teaching music will be incorporated into every elementary and secondary 
school music curriculum. These should include experiences in singing, 
playing instruments, listening, and creative activity and movement/dance 
experiences with music.6 

4 Chalmers, 5. 
5 Anderson, 89-91. 
6 The entire Resolution may be found in Appendix D. 
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A number of other national and international organizations. including the 

Society for Ethnomusicology and the International Society for Music Education. 

have strongly endorsed the study of world musics at all levels of instruction. 

National standards for arts education also include a component of multicultural 

education. 

Students will develop an understanding of the personal and cultural forces 
that shape artistic communication and how the arts in tum shape the 
diverse cultures of past and present society.7 

An important approach to teaching multiculturalism through music is to 

teach the music as a product of a people and a culture. This may seem obvious. 

but it would be very simple to teach only the music and never make the 

connection that it is connected with a group of people, a region in the world, and 

a way of thinking. "In approaching art education, we need to see culture through 

anthropologist's eyes."8 This can be achieved by teaching a music-culture.9 

Music-culture is a group of people's total involvement in music: ideas, actions, 

institutions, and artifacts-everything that has to do with music. In studying a 

music-culture we uncover several ideas about both the music and the culture that 

produced it. We can ask key questions which reveal how a culture understands 

the aesthetics of music, in which contexts music is present, the history of music, 

the relationship of music and belief systems, and how divisions of musical 

behavior resemble social divisions within a culture. Among these questions we 

ask: What is muslc? Is muslc human or divine? When is song beautiful? When 

7 The National arts standards can be found in the appendix. 
8 Chalmers, 12. 
9 Titan, 1, 7. 
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should music be performed? What happens to music over time and space? 

These questions and many others can begin to help us construct a total picture 

of a culture as opposed to a simplistic misrepresentation of a culture. 

--=:--,---­~•·: 
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Chapter 2 

What is the Role of Jewish Music in the Public High School Assembly? 

We return to our central question, what is the role of Jewish music in the 

public high school assembly? If we support multicultural education then Judaism 

certainly falls under this category. In fact, Jewish music contains both Eastern 

and Western influences. Certainly this does not mean that Judaism should have 

a greater role than other cultures/religions. However, we do not need to be 

apologetic about wanting to include Judaism in the general representation of 

other cultures/religions. Therefore, there is a natural place for Jewish music in 

the public school assembly. In many schools Judaism is already being 

represented in the assemblies on the initiative of the music teacher or of the 

parents who have argued for its inclusion. As noted in the introduction, schools 

that have made the first step of including Jewish music in their assemblies, may 

need to re-evaluate what they are choosing to showcase as Jewish music and to 

re-evaluate whether or not these selections appropriately represent the plurality 

of Jewish music. In taking a closer look at many schools, often the same pieces 

have been done from year to year and they are only representative of one style 

and time period. The remainder of this paper will be devoted to dealing with the 

challenges of representing a culture, and suggestions for overcoming other 

challenges unique to public high schools, and high school music. 

13 
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Chapter3 

Representing a Culture 

began this paper by criticizing schools' programs for misrepresenting 

Jewish music. Representation is complex. Whether the represented are 

representing themselves, or the represented are being represented by others, 

similar questions arise. How societies are remembered in some cases depends 

on how others, at times the dominant societies, choose to remember them. In 

trying to understand how societies are remembered Cahan adds, 

When people choose to identify themselves in terms of a specific aspect 
of their identity, I think they do so because it is often the strongest part of 
their experience. Often, the aspect of identity that leaps out is the one you 
have been punished for, the most assailed part of your identity, and the 
one most singled out by others. 1 

In many societies, what is or is not remembered is a way of controlling what is 

recorded in the history books, written or unwritten as Green posits, 

Competing versions of history are about power and who owns history -
who owns the version that gets put in the books, who owns the version 
that gets put on the evening news, who owns the version that gets taught 
in the schools.2 

Connerton adds that throughout history, regimes "will seek to introduce an era of 

forced forgetting" in order that the new regime "deprive the old regime of its 

national consciousness."3 Historians find that piecing together histories of 

peoples is very complex and often historically inaccurate. These historians do 

1 Cahan and Kocur ed., Contemporary Art and the Multicultural Education, (New 
York: The New Museum of Contemporary Art, 1996), 41. 
2 Rayna Green, "The Texture of Memory," in Contemporary Art and the 
Multicultural Education, ed. Susan Cahan and Zoya Kocur (New York: The New 
Museum of Contemporary Art, 1996), 39. 
3 Paul Connerton. How Societies Remember. (Cambridge: Cambridge 
University Press, 1989), 12-14. 
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not lack historical integrity but are challenged by the historical inaccuracies 

recorded by societies. Museums and cultural displays also contribute to 

historical inaccuracies. "Anthropology has often defined ethnicity and culture in 

very static terms ... We (museums) take a piece of people's lives and we spray it 

and mount it forever.'"' The danger in this is misrepresentation. So too, in 

musical presentations we run the risk of misrepresentation. This may be 

because the same piece is done year-in and year-out, or because the range of 

pieces chosen only represents one musical stream within a culture. 

To further complicate the issue of representation, there is an issue of 

mythmaking. Societies produce myths, meaning in this usage, non-factual 

narratives to explain and justify beliefs and/or phenomena. Such myths become 

a part of their oral and written histories. These myths become a part of the 

communal and social memory and often make it difficult for historians to decipher 

social memory and historical reconstruction independent of social memory. 

Cultures are not exempt from mythmaking, in fact every culture has its own 

myths. David Lowenthal posits that, "falsified legacies are integral to group 

identity and uniqueness."5 These myths upgrade the past by updating it 

anachronistically: they jumble the past, and selectively forget. These myths 

should be taken into consideration when choices are being made about 

representation. Judaism is not exempt from mythmaking and these myths are 

recorded in the music and texts. 

4 Ibid., 41. 
5 http://iupjournals.org/history/ham10-1.html David Lowenthal. "Fabricating 
Heritage." History and Memory (Volume 10, Number 1.) 
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In addition, representing Judaism brings its own challenges. As with other 

societies, what gets represented depends largely on who is doing the selecting. 

There is certainly a difference between a Jew representing Judaism to another 

Jew. in which a common language and set of assumptions are the starting point, 

and a Jew representing Judaism to a non-Jew, in which a different set of 

assumptions are the starting point. In addition, we cannot make the assumption 

that all Jews share a common language. There are many ethnic subgroups 

within Judaism who have a variety of backgrounds influenced by the host culture 

in which they lived, and therefore do not share in one monolithic communal 

collective memory. As Connerton states, 

Participants in any social order must presuppose a shared memory. To 
the extent that their memories of a society's past diverge, to that extent its 
members can share neither experiences nor assumptions.6 

In addition, there is a phenomenon of the non-Jew representing the Jew. In a 

public school, all types of representation are in effect. In Staging the Jew, 

Hardley Erdman describes how Jews and gentiles performed Jewish characters 

on American stages in the last decades of the nineteenth century and the first 

decades of the twentieth. He writes that, 

Most of these theatrical characterizations are not flattering. Many are 
specifically anti-Semitic. Perhaps as a result, Jewish representation from 
this long era, falling roughly between the Civil War and World War I, 
remains a topic many today would prefer to ignore, erase or simply forget.7 

Although Erdman claims that the representation of Jews is negative during this 

era, he aims to show that, "in coming to power, Jews resisted, assimilated, or 

6 Connerton, 3. 
7 Harley Erdman. Staging the Jew: The Performance of an American Ethnicity 
1860-1920. (New Brunswick, NJ: Rutgers University Press, 1997), 4. 
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reordered images that a dominant culture constructed for them and then 

emerged embodying new performances of themselves . ..a 

In representing Judaism we are faced with the challenge of how to 

represent over 4000 years of a wandering people. As Luvenia states. "The 

Hebrew people. due to the many countries in which they have lived, have many 

cultures.119 Jews have spanned the globe at various times in history, absorbing 

influences from a variety of other societies and in turn influencing the societies of 

which they have been a part. In studying Jewish history and tracking the 

wanderings of this ancient people. we become aware of how eclectic Jewish 

societies have been. As Erdman states if "ethnicity is something that bleeds over 

boundaries. then much more so is that ethnicity known as Jewishness. "10 A 

natural extension of this can be seen in the variety of musical styles contained 

under the heading "Jewish music." We therefore return to our initial challenge of 

representing the entirety of Jewish music in the limited time slot allotted at the 

public school assembly. Representing Judaism or any society requires making a 

choice. What we do choose to represent, and who is chosen to represent it. are 

very important questions. 

In all of these discussions. we have been referring to Judaism as a 

society, delaying the central question of whether Judaism is a culture or a 

religion? Erdman states, 

8 Ibid., 5. 
9 George A. Luvenia. Teaching the Music of Six Different Cultures. (Danbury, 
CT: World Music Press Multicultural Materials for Educators, 1987), 144. 
10 Erdman, 7. 
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At times, it (being Jewish) has signified the member of a race; at times, it 
has designated the practitioner of a religion. At times, it has denoted the 
member of a nation; at others, it has indicated the member of a culture.11 

In the context of a discussion about representing Judaism in a multicultural 

curriculum it is clear that Judaism has elements of a culture and can be 

represented as one. However, we would be ignoring a central aspect of Judaism 

by not referring to it and teaching it as a religion. There certainly are Jews who 

claim to be 11cultural Jews"; however, in a discussion about Judaism can we 

exclude the central tenet of Judaism, belief in God? If we present the question, 

uwhat is Judaism?" we find that Judaism cannot be explained as a unitary 

system. In fact, "Jew has rarely meant the same thing to two people."12 

How, therefore, can we expect choral directors to answer this question 

and base their choice of Jewish music on this answer? For the purposes of 

pedagogy we must represent many aspects of Judaism and make clear that this 

is only a cursory study of Judaism. In some ways this plurality of definitions is 

not unique to Judaism: many other cultures encounter similar lack of 

homogeneity. As directors begin making decisions, they should consider this 

aspect of the task but not be paralyzed by a fear of misrepresentation. John 

Comaroff writes in Destination Culture that, "the appreciation of heritage is 

catastrophe."13 He warns that inherent in any attempt to exhibit a culture is a 

danger of misrepresenting the culture. I do not wish to discourage those who 

have not been representing this range of a culture for fear of misrepresenting it, 

11 Ibid., 7. 
12 Ibid., 7. 
13 Kirshenblatt-Gimblett, 8. 
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rather I wish to provide the tools or resources to help guide the decision-making 

process. We will pursue this decision making process further in Chapter 5. 

One final point about representation is about the language of 

representation. 

In language. we use signs and symbols - whether they are sounds, 
written words, electronically produced images, musical notes, even 
objects - to stand for or represent to other people our concepts, ideas and 
feelings.14 

For this paper, our specific 11language" is music. We will be concerned with 

representation of cultures through the language of music. 

Once we have established that multicultural education is necessary in 

public school education and that it can be taught in music classes, we must 

explain the role of the high school assembly in representation as a space for 

communal education. An assembly is larger than a classroom and can integrate 

a variety of media for the process of education. Often the visual and aural is 

integrated because of the performance aspect. In many cases, the assembly is 

also interactive because of its participatory nature, therefore allowing those 

present to learn both as active participants and active observers. Speeches, 

dances, theatre, music, and announcements all take place during the course of 

an assembly. The assembly in many ways represents the school. It can show 

everything from the school's students and faculty to the school's "culture." If a 

school is committed to embracing diversity and to teaching multiculturalism then 

shouldn't this be apparent in the school's assembly? One way is incorporating 

14 Start Hall, ed. Representation, Cultural Representation and Signifying 
Practices. (London: Sage Publications, 1997), 1. 
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music that represents diversity. If the classes have been learning about the 

music of different cultures throughout the curriculum, then it is only natural that 

this is the music that would be showcased in the assembly. 

20 



Chapter4 

Teaching High School Music 

Teaching music in a secondary school offers unique challenges and 

requires methods specific to this setting. High school music teachers must either 

teach or reinforce their students' music reading skills, they must expose their 

students to proper vocal technique, and they must carefully choose the music 

they will use to teach the aforementioned skills. Vocal music, which in high 

schools often takes the form of choral music, presents its own challenges. 

Teenagers are often in the midst of vocal changes and must be exposed to 

proper vocal technique in order to maintain healthy instruments. In addition to 

teaching music skills for their own sake, choir directors must keep in mind 

upcoming concerts, competitions, and assemblies, which not only add time 

constraints but force the choral director to select music which will fulfill this 

variety of purposes. Selecting the repertoire, which would be most suitable for 

this age group, most marketable for the concerts, and most versatile to properly 

represent the schools, can be quite challenging. This should be kept in mind 

when thinking about how to incorporate Jewish choral music in the public high 

school assembly. 

The first teaching challenge to be dealt with is that of teaching teenage 

singers. Most teenage singers know very little about vocal technique. Teaching 

vocal technique in a choral class means teaching, in a limited amount of time, a 

group with various abilities, interests and levels. Charles Hoffer recommends 

that any method should meet the following criteria: 
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1. Be usable in a group situation. 
2. Be simple, direct, and as natural as possible. 
3. Be applicable to the music the group is singing. 
4. Be based on the fundamentals of good singing technique.1 

Many books have been written on the subject of vocal pedagogy; I will only make 

mention of them and not go into depth on the subject. I will say, however, that 

teaching vocal technique to high school students can not only enhance their 

desire to sing but can also begin to teach students a method which will enable 

them to sing beyond the classroom, which for most music teachers is an 

important objective. 

The teenage voice is in the process of maturation; and, therefore, needs 

to be understood and taught accordingly. Girts' voices at this stage are usually 

breathy and thin as a result of several factors: muscular immaturity, lack of 

control and coordination of the breathing muscles, and insufficient vorce 

development. The changes in girls' voices are marked by insecurity of pitch, 

noticeable register breaks, sometimes a decrease in range, inconsistent timbre, 

and a rougher tone quality. In boys' voices there is often a clear difference 

between the quality of the low notes and the high notes. Basses should be 

encouraged to sing (not shout) out in the low part of their range. Tenors should 

be taught how to smooth the transition from the head or falsetto voice to their 

normal voice.2 

Teenage boys and voice changes are synonymous. This area is fraught 

with differences of opinion about what should be done to help boys during the 

1 Charles R. Hoffer. Teaching Music in the Secondary Schools. Fifth Edition. 
tJorida: Wadsworth Thompson Learning, 2001 ), 102. 

Hoffer, 111. 
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time their voices change. Hoffer gives some general suggestions to guide 

teachers in working with boys whose voices are changing: 

1. Take a positive approach to boys with changing voices 
2. Never allow a class to laugh at the singing efforts of a boy in the 

throes of change. 
3. Check the range and quality of the boys' voices at least three to 

four times a year. 
4. Attempt to meet boys' vocal needs in general music classes.3 

5. Be especially careful in your selection of music. 
6. Stress correct singing, with its proper breath control and lack of 

tension in the throat.4 

It is important that in forming a choir or ensemble the choral director should 

properly classify the voices. This serves as a means of selecting singers as well 

as placing them on the right part. Balance of the different voices should be 

considered in classifying voices. It is not unusual that in a high school choir there 

will be a disproportionate number of women and very few true tenors. All of this 

will ultimately serve as a guide to help choir directors select music. The better 

the director knows the individual voices in the choir, the more adequately he or 

she will be able to select music and the more effective he or she will be as a 

teacher. 

The second teaching challenge is that of selecting the repertoire. When 

choosing repertoire, the suitability, marketability and versatility of the music must 

all be considered. 

3 Too often teachers in a general music class with thirty students teach as if the 
two boys with changing voices aren't there. 
4 Ibid., 113. 
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As was discussed earlier. the make up of the ensemble will determine the 

suitability of the music in terms of its technical and musical challenges. Hoffer 

suggests considering the following general points in selecting the repertoire. 

Repetition - if portions of a work are repeated, this reduces the amount of 
time required to learn it. 
Length - other things being equal. the longer the work, the longer it will 
take to learn it. 
Musicianship of the Students - some musical works demand much 
musical maturity to perform well. This is particularly true of works that are 
subtle and quite different from the music with which the students are 
familiar.5 

Other factors to keep in mind when selecting repertoire are the text. range, 

accompaniment, dissonant intervals. number of parts. and musical arrangement. 

The text should be made somewhat accessible to the teenagers. Songs in 

foreign languages can also be made relevant to teenagers, if they are taught with 

this goal in mind. Depending on the skill of the ensemble, range, number of parts 

and difficulty of the musical arrangement can be determined. Resources will 

determine the type of accompaniment, whether it is acapella music, music with 

piano accompaniment or a variety of accompanying instruments. 

Repertoire also should be marketable. In other words, the choral director 

should take into account the audience which will be attending the concerts. 

Without sacrificing the quality of the music performed, the music must appeal in 

some way to the audience. In programming multicultural music this point can be 

critical. Although this is another point altogether, it is significant to mention at this 

time that the concert should be adequately advertised. Many times, 

advertisement will determine the make up of the audience and their 

5 Ibid., 154. 
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predisposition. This idea of marketability brings us back to our previous point 

about the image of the school. If a school is committed to multiculturalism, then 

the assembly should properly reflect this. 

The final point about repertoire selection is versatility. Most high schools 

choir curricula are guided by certain parameters. In addition to learning musical 

skills determined by local, state and national standards6, the choir is expected to 

perform in school as well as outside concerts and to participate in yearly 

evaluations or competitions. Certain school districts provide significant pressure 

for excellence in competitions. This would certainly limit the selection of 

repertoire, if it must show the choir in its best light. Although pedagogues 

generally do not like to teach only to give performances7, the reality is that 

performances and competitions do affect their choice of repertoire. In choosing 

suitable repertoire, directors may be limited to specific music that is found on lists 

provided by the competition. Therefore, the music chosen must be versatile 

because no director has time to work on separate music for each of these needs. 

There is no reason why Jewish music could not potentially fulfill all of these 

requirements, suitability, marketability, and versatility. 

6 See The National Arts Standards for Arts Education in Appendix C. 
7 Hoffer, 195. 
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Chapter 5 

Challenges 

Incorporating Jewish music in public high schools has its own challenges. 

I have already mentioned the responsibility of representing a culture or religion. 

Not only is this challenging because of the difficulties of representation, but this 

becomes even more complicated when trying to represent Judaism. Judaism, as 

previously explained, is a culture, a nationality, a way of life, and a religion. 

Representing Judaism, or any religion, in a public school, raises several 

questions. In fact, many people when asked the question about "what is the role 

of Jewish music in public high schools?" respond, "Should it have a role?" 

Usually, a statement about the inappropriateness of religious content in schools 

follows this response. Then, usually they remember that Christmas music was 

always performed in their schools. Is this music not religious? Perhaps this is 

responding to a general feeling that Christmas music has become somewhat a 

part of secular popular American culture.1 In contrast, Jewish music is still 

considered sacred music by most. The Anti•Defamation League published a 

guide for Jewish Parents on Religious Issues in your Child's Public School. In 

this guide was the following case: 

Q: Eric is in the chorus at his elementary school. He loved the 
experience last year, but this year he has a new teacher. She is having 
the students rehearse for a winter concert. The program seems to consist 
exclusively of Christian songs with religious themes such as "Silent Night" 

1 This issue is discussed in more depth in the following article. Sylvia Barack 
Fishman. "Christian Holidays Described as "Fun," while Jewish Holidays are 
"Religious." Jewish and Something Else: A Study of Mixed-Marriage Families. 
(USA: William Petschek National Jewish Family Center of the American Jewish 
Committee, 2001 ): 4 7-48. 
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and "Come All Ye Faithful." Eric feels uncomfortable singing these songs. 
Is the program legal? 
A: To check the program's constitutionality, you need to determine 
whether there is a balance between the secular and the religious 
selections ... the criteria for selecting music should be on the basis of its 
musical and educational value, rather than its religious context.2 

Despite this lenient response, there are music teachers who altogether eliminate 

religious content in their musical selections for fear of being criticized or accused 

of prejudice. 

In some cases, teachers have avoided singing any music related to any 
religion and opted for "holiday" programs containing mostly lightweight 
commercial works. This is unfortunate because so much of the great 
choral music of Western civilization consists of sacred music. 3 

Many educational organizations concerned with the role of sacred music 

in public schools have published policies on the issue in order to provide 

teachers with a legal basis for their decisions to include or exclude sacred music. 

The Music Educators National Conference has published a policy on Religious 

Issues in the Public School. 

Does music with a sacred text have a place in the public schools? It is the 
position of MENC: The National Association for Music Education that the 
study and performance of religious music within an education context is 
vital and appropriate of a comprehensive music education. The omission 
of sacred music from the school curriculum would result in an incomplete 
educational experience. 

The first Amendment does not forbid all mention of religion in the public 
schools; it prohibits the advancement or inhibition of religion by the state. 
A second clause in the First Amendment prohibits the infringement of 
religious beliefs. The public schools are not required to delete from the 
curriculum all materials that may offend any religious sensitivity.4 

2 Marjorie Green and Tamar Galatzan. Religious Issues in your Child's Public 
School. (USA: Anti-Defamation League, 2000): 4. 
3 Hoffer, 154. 
4 http://menc.org/publication/books/relig0.html 
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Comparisons have been made between the study of art history and its inclusion 

in the study of religious art, and the study of music and its inclusion in choral 

music set to religious texts. Both are critical to their comprehensive study. In 

order to ensure that any music class or program is conforming to the 

constitutional standards of religious neutrality necessary in public schools, MENC 

suggests that the following questions should be asked of each school-sanctioned 

observance, program, or institutional activity involving religious content, 

ceremony, or celebration. 

1. What is the purpose of this activity? Is the purpose secular in nature 
that is studying music of a particular composer's style or historical 
period? 

2. What is the primary effect of the activity? Is it the celebration of 
religion? Does each activity either enhance or inhibit religion? Does it 
invite confusion of thought or family objections? 

3. Does the activity involve excessive entanglement with a religion or 
religious group, or between the schools and religious organizations? 
Financial su~port can, in certain cases, be considered an 
entanglement. 5 

In addition, the use of religious music in public schools has come before the 

courts on several occasions and they have consistently upheld the use of such 

music provided that two conditions are met.6 

1. The intent of singing the music is to educate the students, not to 
encourage or discourage any religious beliefs. 

2. The result of singing the music is educational and does not affect 
the students' religious beliefs.7 

Within these guidelines, there is a place for Jewish music to be represented. The 

program must be put together carefully, asking these questions along the way. 

5 Ibid., 2. 
6 For a more complete discussion of the legal history see Ibid., 2. 
7 Hoffer, 155. 
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Although this is the policy, many music directors are uncomfortable about 

inclusion of religious elements in a secular environment. Therefore, one must be 

cautious in the advertising of the assembly and the representation of Judaism 

and other cultures/religions. 

Another challenge of including Jewish music is its inaccessibility. Jewish 

music is not usually available through the most common publishing houses. For 

those who are familiar with the Jewish music world the publishers are accessible. 

For the remainder, however, something as simple as a name and phone number 

or e-mail address is difficult to acquire. In addition, most choral directors order 

music from local distributors and it is these distributors who must be familiar with 

the various Jewish publishers. 8 

Jewish music may be in English, Hebrew, Ladino, or Yiddish. 

Transliterations often vary from publisher to publisher and lead to 

mispronunciations. In order for choir directors to feel adept at teaching these 

pieces they should familiarize themselves with these new sounds and, if 

possible, defer to a local expert. In addition to the much valued but rare breed of 

ethnomusicologists specializing in Jewish music, cantors are well versed in 

Jewish music. They not only have a familiarity with the scope of Jewish music 

but also with the texts and uses of the music. A cantor could help a choral 

director in a variety of ways. First of all, the cantor could offer suggestions for 

Jewish music according to the specific needs of the group, the time of the year, 

and the theme or focus of the assembly. Second, the cantor could be a resource 

8 A partial list of publishers of Jewish music can be found in Appendix Bas well 
as http://www.zamir.org. 
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assisting the choir with pronunciation, providing translations as well as 

background for the music, and teaching the unique style of the music selected.9 

In addition, a cantor could be a guest soloist, lecturer, or specialist Invited by the 

choir to share his or her insight about Jewish music. 

With a commitment toward multicultural education and given the 

appropriate resources, choral directors can and should find a role for Jewish 

choral music in their public school assemblies. 

9 See appendix A for an example of one way a cantor can be a resource. 
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Chapter 6 

Case Study: Hunter College High School 

In an effort to understand what the role of Jewish music has been in one 

high school, I conducted an interview with Linda Bell, the high school choral 

director at Hunter College High School. . Hunter is a public high school in New 

York City. The students are required to take a minimum number of music 

classes, including music theory and music history. In addition, many of them are 

in band, choir, or orchestra. In order to understand the role of Jewish music in 

the choral program of this specific school, I forged a relationship with one of 

Hunter's choral directors. Linda Bell has been at the high school for twenty years 

teaching choir as well as many of the music theory and music history classes. My 

hope is that this connection will not only open dialogue about Judaism and its 

role in public high schools but that she will think of me as well as other cantors as 

a resource when programming Jewish music.1 In an effort to assess what the 

role of Jewish music was in the Hunter College High School choir, I asked her 

the following questions: 

Have you ever considered programming Jewish music into your 

curriculum? Yes, because many of my students are Jewish. 

How did you program it? 

I used mostly holiday music, that is, Chanukah music. In addition I programmed 

many rounds on themes of peace or general praising of God. I try to stay away 

1 Linda Bell, choral director of Hunter College High School, interview by author, 
27 December 2001, New York City. 
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I 

from "specifically'' religious music. We have also done Salomone di Rossi's 

Bar'chu. 

That's interesting because the Bar'chu is our call to prayer, did you know 

this? 

No, I just heard it on a CD and thought it would be a good piece to do. 

Have you received feedback from parents? 

Yes, some parents have criticized my choices of Jewish music. They said, "Don't 

choose it just because it's Jewish, but because it is good." In other words, they 

thought I was being "too P.C." 

Do you teach about Jewish music in the classroom, not exclusively for 

performance? 

Yes, in the 8th Grade they have an ancient/medieval music class. In this class 

we learn about Jewish chants and how they are similar to early Christian chant. 

In addition, sometimes I have asked the Jewish students to share their 

knowledge of Jewish music notation (trope). 

How did you learn about Jewish music? 

Mostly from my own library research, whatever I have found time to do. In 

addition, a former student once gave me the Harvard Hillel songster and I own a 

book of Jewish rounds. Many of the mothers of the Jewish students want to help 

because they would like more Jewish music. 

Do you find Jewish music accessible? 

No. The music catalog I order from is Pepper music catalogue and most of the 

music is Chanukah music. 
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How do you feel about sacred music In public schools? 

I have gotten a few complaints but not many. I try to not do "specifically" 

Christian music, lots of mentions of Jesus Christ. I also try to not do an all 

religious program, mainly because it does not speak to the students. 

Did you know that the Music Educators National Conference and the Anti­

Defamation League have published policies about religious music In public 

schools? 

No. 

How do you choose repertoire for your ensembles? 

1. Music can we learn and perform on short notice 
2. One more difficult work that we could work toward performing. 
3. First semester I choose more "serious" music. Second semester is more 

"fun" (Broadway or rock and roll). 
4. Pieces with solo opportunities. 
5. A balanced program. A couple of pieces in each category. 
6. I think about balance and the voices of the ensemble, especially tenors!! 

Do you take your ensembles to adjudications or competitions? 

No. Individuals do go to NSSMA and AU-state but not the group. I am not 

interested, I think it puts too much pressure on them. 

In their music classes, do they learn about the background of Jewish 

music? 

No. They already are required to take music history classes and therefore do not 

need much background. 

Do they learn about Jewish music in their history classes? 

Some in their ancient/medieval class. although there is never enough time to 

properly cover Jewish music or any other world music. We need a world music 
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class. Non-western music is not taught well. In the 8th grade ancient/medieval 

class they have to do a report and sometimes they choose a world music topic. 

Have you ever heard of Hazamir, the Jewish children's national chorus? 

Yes. I think a couple of years ago I had 2 students who were in Hazamir. 

Have you ever been to a concert of theirs? 

No. When are they? 

Every year in the New York City. 

Other great resources to consider are: http://www.zamir.org 

Hebrew Union College - JIR School of Sacred Music 
Transcontinental Music 
Sacred Music Press 
Cantors Assembly 
Local cantors and rabbis 
Jewish students and their parents 

Given that this interview is only of one high school choral director in one 

school I will not draw any sweeping conclusions. I will however, offer the 

following observations. First of all, I was very pleased that Linda Bell was open 

to including Jewish music in her curriculum. How is it, though, that a high school 

choral director in New York City appears to have so little exposure to Jewish 

music. Many resources exist, especially in New York City. Some of the major 

publishing houses of Jewish music, institutions of higher learning of Jewish 

music, as well as year-round concerts and Jewish music festivals are located in 

the New York area. In addition, I was surprised that she had no knowledge of 

the policies existing on the issue of religious music in public schools. In certain 

instances they could protect her from false accusations. 
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When I began to meet with Mrs. Bell, it was as if a world of resources 

which had long been kept a secret were now revealed. In the spring, we will be 

collaborating in the preparation of some Jewish music for her various ensembles. 

I encourage Cantors, wherever they are; to reach out to the local music teachers. 

I also encourage music teachers to seek out the Jewish music resources in their 

synagogues, libraries, internet, and universities. 
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Chapter 7 

Sample Repertoire 

In this section I suggest sample repertoire. I have not included an 

exhaustive list of repertoire but focus instead on the criteria by which the pieces 

were chosen. How I chose to represent Jewish music in this section is obviously 

a reflection of my own criteria. I wanted to represent Jewish music as it is has 

been in various parts of the world over many centuries. I also wanted to 

represent a variety of styles, language. and instrumentation. The music is 

arranged according to the public school year calendar (Thanksgiving, Winter, 

Spring, Holocaust, Israel, Peace.) Schools do not generally do all of these 

programs but these are all possibilities. The following, obviously, are only a 

sampling of the total Jewish music selections. They could be inserted throughout 

the general programs as they fit thematically or musically. A list of publishers 

and distributors of the selected Jewish music as well further bibliographies on 

Jewish music can be found in Appendix B and the bibliography. 
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The Thanksgiving program could include music with harvest as well as 

general Thanksgiving themes. In Jewish tradition, the Halle/ is recited on most 

holidays. It is comprised of various psalms which offer thanks to God. There are 

a great many arrangements for the psalms from which to choose. The selections 

I chose to highlight span from the seventeenth to the twentieth century and 

include a variety of styles reflected by the instrumentation. Solomons' Pitchu Li 

has a Klezmer sound enhanced by the solo clarinet while Lazar's arrangement of 

Amen Shem Nora represents the Sephardic style by incorporating the Arab 

drum. 

The winter program can include Chanukah music or simply music with 

themes of light and darkness. Many of the songs tell of the miracles that are 

associated with Chanukah. The selections in this section represent both the 

Sephardic and Ashkenazic styles. The Haneyros Ha/awlu by Lewandsowski is of 

German origin while the Mi Zeh Yemallel is of Morrocan origin. 

The spring program can include music from the Passover Haggadah 1 or 

from the biblical book Shir Hashirim (rhe Song of Songs.) It can also include 

music from the holiday Purim. Some of the Passover music presented here is 

taken from the Passover Seder, a traditional meal eaten on the first night of 

Passover, and includes themes of freedom and redemption. Shir Hashirim is 

generally read on Passover and contains themes of spring. Both Braun's Shir 

Hashirim and Cohen's V'higad'ta L 'vincha are larger works; they can be 

performed in their entirety or in parts. 

1 A book detailing the Exodus from Egypt. Many Jews read it yearly during the 
Passover seder, a traditional meal eaten on the first night of Passover. 
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The Holocaust program can be its own program or can be programmed 

along with the theme of religious persecution or oppression. Another way to 

insert the Holocaust program is within a program about the use of music for 

survival or sustaining hope. Much of the music produced at from this time was in 

Yiddish, a language of the Eastern European Jews. In addition, some of the 

music that was written in the concentration camps has survived. Davidson's I 

Never Saw Another Butterlly is a large work with narration and orchestration. 

Davidson set to music the poetry written by the children of concentration camp 

Terezinstadt. Both Bachuri Le Antisa and Tsen Briderwere composed during the 

Holocaust. 

The Israel program contains music which is both native to Israel and which 

has been written about Israel by foreigners. This music can be embedded within 

a program about other worfd cultures or can stand on its own. Jerusalem has 

been a theme for many Jewish composers as in Shemer's popular Jerusalem of 

Gold. I specifically chose Braun's arrangement because of his haunting setting 

which serves as an unusual commentary on this familiar melody. 

The selections for the peace program can be inserted throughout the year 

because they speak of universal themes of peace. The search for peace has 

been significant to the Jewish people but has also been embraced by many 

others. lsaacson's Hand in Hand includes both English and Hebrew texts and 

speaks about Israel's ongoing struggles for peace. Bloch's May the Words is a 

contemplative meditation that comes from his Sacred Service. 
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Thanksgiving 

Title Comooser Publisher Notes 
Halleluyah Salamone Rossi Broude Bros. SATB, 17'" century. Italian origin, a setting of one of the 
(Psalm 146) Hebreo Psalms from the Pesukey Dezimrah, the verses of song, the 

begin the morning svnagogue liturav 
Hal'lu Benjie•Ellen Schiller Transcontinental Soli; SA TB or SAB, tof, guitar, 20m century 
(Psalm 150} Publications 
Pitchu Li Robert Solomon HaZamir Publications Clarinet, piano, SATB, soli, 20m century 
(Psalm 118) Arr: Josh Jacobson Clarinet part, has Klezmer style part 
Amen Shem Nora Arr: Matthew Lazar HaZamir Publications Unison chorus, T solo, piano, Arab drum, 
Yehalelu Shemo 201h century arrangement, Sephardic 
Shecheyanu Rachelle Nelson Transcontinental SATB, solo, piano, 20"' century, Hebrew and English 

Publications Prayer recited to thank God for havina reached this moment 

Chanukah 

Al Hanissim Dov Frimer Transcontinental SATB choir, clarinet, piano, 20m century 
Arr: Joshua Jacobson Publications From liturgy added on Chanukah 
and Hankus Netsky Thanks God for miracles of Chanukah 

Maoz Tsur Benedetto Marcello Transcontinental SA, 17u' century melody, 20u' century arrangement 
(Hebrew part Songs Arr: Stephen Richards Publications Italian origin 
and Rounds 
Light the Legend Michael Isaacson Transcontinental SATB, piano. 20'" century, Hebrew and English 

Publications 
Mi Zeh Yemallel Morocan song Transcontinental SATB div., barit. Solo, tamborine, clay drum, 

Arr: Joshua Jacobson Publications 20th century arrangement, Morrocan origin 
Haneyros Halawlu Louis Lewandowski Hazamir Publications SATB, organ. 19111 century,Gennan origin 

Part of Chanukah liturgy 
Ocho Kandelikas Flory Jagoda Transcontinental SATB, Ladino, 20'" century arrangement 

Arr: Joshua Jacobson Publications 
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Passover/Purim 

V'higad'ta L'vincha Gerald Cohen Oxford University SSA, piano, 20m century, Hebrew 
(Passover Cantata) Press Text from Haaaadah, book used for the Passover meal 
Shir Hashirim Yehezkel Braun Transcontinental SATB, 20m century, Israeli composer, influences of Gregorian 
(chapter 3) Publications chant,Text from Shir Hashirim, Song of Songs, recited on 

Passover 
Purim Madrigal Herbert Fromm Transcontinental SATB, early 20m century, Hebrew 

Publications Sung on Purim 

Holocaust 

Adonai Roi Gerald Cohn Transcontinental SATB, piano, 201n century 
(Psalm 23) Publications Universal text 
I Never Saw Another Charles Davidson Ashbourne Music SSA, piano, 20m century 
Butterfly Publications This is a greater work which can be done in its entirety or in 

parts. It is also orchestrated and contains narration. 
Bachuri Le'an Tisa Gideon Klein Eliska Kleinova SSA, 20m century, written in Terezinstadt, a concentration 

camp during the Holocaust 
Tsen Brider Martin Rosenberg Transcontinental SATB, 20m century, Yiddish 

Arr: Joshua Jacobson Publications Written during the Holocaust 

Israel 

Jerusalem of Gold Naomi Shemer Israel Music Institute SM, piano, Hebrew, 1967 
Arr: Yehezkel Braun Israeli origin. haunting setting of a well-known melody 

Jerusalem Medley Carlebach, Noe, Transcontinental SA, piano, 20m century 
Sirotkin Publications An uplifting medley of well-known songs about Jerusalem 

Yorn Zeh Leyisrael/ Arr: Joshua Jacobson Hazamir Publications Unison, T solo, piano, Arab drum, 20m century 
Yismach Moshe Sephardic 
Shalom Rav Erik Contzius Transcontinental SATB, solo, piano, 20'" century 

Arr: Sonia Shur Publications Pao style 
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Peace 

Hand in Hand Michael Isaacson TranscontinentaJ SATB, keyboard, English or Hebrew. 20m century 
Shir L'shalom Publications Became famous with the assassination of the former prime 

minister of Israel, ltzhak Rabin 
Sim Shalom Max Janowski Transcontinental SATB. solo, organ, 201ft century 

Publications Cantorial solo 
Lu Yehi Naomi Shemer Israel Music Institute SSA, solo, Israeli in origin, 20--in century 

Arr: Gil Aldema Hebrew version of Let it Be 
May the Words Ernest Bloch Broude Brothers SATB, piano, 20m century, Hebrew 
(Sacred Service) Limited Part of a areater work but can be done alone 
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Appendix A 



Example of Performance Notes 

This page was created by a cantor to assist the choral director with the 
translation, pronunciation and performance practices of this particular piece. 

Maoz Tsur 0 Mighty Rock (Rock of Ages) 

Translation: 
0 mighty rock of my salvation 
To praise you is delight 
May the house of prayer be established 
And we will bring there a Thanksgiving offering. 
When you have prepared the slaying 
Of the blaspheming enemy, 
Then I shall complete the consecration of the altar 
With an exalting song. 

Suggestions for lengthening the piece: 

1. Sing twice through A, A', B -A, A', 8 (second ending) 
2. Sing first time unison melody all then second time with parts 

Pronunciation guide: 

Don't overemphasize [z] on maoz tsur 
Ch as in German [ach] 
G is always hard 
Tz as in boats 

No diphthongs on vowels except: 
L'shabeach ➔ beyach 
Bet➔ beyt 
N'zabeach➔ beyach 
Matbeach➔ beyach 
Hamenabeach➔ beyach 
Hamizbeach➔ beyach 

A=ah 
E= eh (except in above cases) 
I= ee 
O=oh 
U=oo 
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Appendix B 

Selected Publishers of Jewish Choral Music 

Ashbourne Music Publications 
425 Ashbourne Road 
Elkins Park, PA 19117 

Broude Brothers 
141 White Oaks Rd. 
Williamstown, MA 01267 

Hazamir Publications 
(Distributed through Transcontinental) 

Israel Music Institute 
(Distributed through Transcontinental) 
www.aguanet.co.il/vlp/imi/index1 .htm 

Oxford University Press 
www.oup.eo.uk/ 

Sacred Music Press 
(Distributed through Transcontinental) 

Transcontinental Music Publications 
838 Fifth Ave. 
NY, NY 10021 
www.eTranscon.com 
800.455.5223 

Websites for Jewish choral music 

www .zamir.org 
www.jewishmusic.com 
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The Arts 

Stmiciard I: Students-will actively engage in the processes that constitute creation and performance in the arts 
(dance, mu_!ic, !h~atre, and visual arts) and participate in various roles in the arts. 

Elementary 

Theatre 
• ldentily and uee, in individual and ,croup 

experiences, aome ol the roles, processes, and 
actiona uaed In perf'ormin& and compoalng mualo 
or their own and other• (a). 

• uae creative drama to eommunicato idone and 
feolinc• (a) 

• imitate exporienee• throuch pantomime, play 
maklnc, dramatic play, Blory dramatlzntlon, 
story telling, and role playinc (b) 

• use lancuage, voice, gesture, movement, and 
obeervatlon to expreas their ezperiences and 
com.municato ldou and feelings (c) 

• uae basic propa, aimple Mt plecea, and coatume 
piocae to establish place, time, and character !or 
the panlcipante (d) 

• Identity and uae in Individual and group 
experlencoa aome of the role■, procea1e1, and 
actlone for performing and creating tboatro 
piece• and improvieaUonal drama (e), 

Visual Arts 
• experimont and create ari works, in a variety of 

medium (drawing, palnthatr, aculpturo, 
ceramic., printmaking, video, and computer 
craphlc.il), baaed on a ranee of Individual and 
collective eJq>erloncu (a) 

• develop their own ideu and lmngea through the 
exploration and croatlon of art worke baaed on 
themoe, a1mbola, and event& (b) 

• undaratand and uae the element& and principles 
of art Qlne, color, textul'e, abape) in order to 
communicate their ideaa (c) 

• reveal through their own a.rt work 
undontonding or how art mediums and tech­
niques influence thoir creative decisions (d) 

• identity and uac, in individual and gNUp oxperi• 
enc:Otl, aomo of tho rolaa and moon• for dcalgning, 
produeinG', and exhibiting art works (e). 

lntermealate 

Theatre 
• UN lmprovlutlon and ,culded play writlna: to 

communicate Idea. and teellnp (a) 
• imitate varioue e.periencea tbrouch pantoml.me, 

pJay maklna:. dramatic play, atory dramatlzatio~ 
atory&elllng. role playfna:, lmprovlaatlon and 
plded play writlnc (b) 

• UH Jana:ua10, voice, eeeture, moyement and 
obeol"\l.otlon to crooto character and Interact 
with others in lmprovieatlon, reb.eanal, and 
performance (o) 

• create props, scenery, and coatumea through 
indlvidwi,l and group eltort (d) 

• identity and uae, In Individual and poup 
experieneee, aome olthe rolea, proce .... , and 
aotlon.e for perlorminc and creatlnctheatre 
pieces and lmprovieatlonal drama within the 
achool/community, and dl•u• way• to Improve 
them (o), 

Visual Arts 

• produce ■ eolloatlon or an worb, In a varloey ot 
medium,, baaed on a ranee of lndMdual and 
collective experiences {a) 

• know and UN a variety ol sourc:N tor cleve!oplng 
and conveying ldeu, imagu.-tbomee, aymbols, 
and eventl in their cireatlon of art (b) 

• UM the elements and prlnelplee_ of art to 
communicate apeclfic meaninp to otben In 
their art work (c) 

• during the creative procesa, reflect on the 
eff'eetlveneea or ,elected mediums or technique■ 
to convey intended meanlnp (d) 

• idontU'y and uee, In Individual and group 
experience,, some ol the ro1- and means for 
designing, producing, and exhibiting art works 
and diacuu way• to lmprovo lhom (e). 

Commence111ent• 

Theatre 
GENERAL EDUCATION 
• write monolop .. and ,conea to eommunlcate 

Idea• and feelln1• (a) 
• enact experience• tbrou1:h pantomime, 

lmprovi.allon, play writlna:, and -.:rlpt 
analyst. {b) 

• ueo lanpaee, techniques ohound production 
(m:tlculatlon, enunciation, dlc&lon, and 
phra•l~), technlquea or body, movemen', 
poawe, •tance, &••hire, and tadal apreulon 
and analy•Ja of 11Crlpt to personify cbaracter(a); 
interact with other■ in lmprovlaatlon, reheanal, 
and performance; and communicate idea• and 
leellnp(c) 

• de■lcn. and build prep-, ..... and COH\lllle• to 
comaawucate th• intent of the producdo11 (cl). 

• make actJnr, dlrectlnctand d•Jcn cholCH that 
aupport and enhance the intent oltbe clue, 
achool, and /or co.mmwdty productions (e). 

Visual Arts 

GENERAL EDUCAftON 
• create a eollaoUon of art work, In a variety ot 

medium•, baaed on lnttnict1onal aulcnmente 
and lndlvldual and collective experience• to 
o.plore pervept!om, Idea, and viewpoints (a) 

• cHate art works ln wbloh they \Ille and evaluate 
different kinda of medlum.e, subjects, thomfft 
symbol-. metaphora, and imagoa (b) 

• demomt.rate an lncreu1na level ot competence in 
ualnc the elementaand princJpl• et art to eNAte 
Art worka !orpublia exhibition (c) 

• roRect on their developlna: work to determlno 
tho effectiveneH of eolected medium.a and 
technique• for conveyinsr moaninr and adJu•t 
their docialona aceording-ly (d), 

• Thl11 condon11od version doa11 not lm:ludo MAJOR SEQUENCE performnnco lnclh:nlon which nre Included in lho c:omplotml vcndon, ARTS I 



< ·, 

The.Arts 
Standard 1: Students wilf actively engagein the processes that constitute creation an<f perforniance-inllie arts 

(dance, m1!_Sic1- theatre, and visual arts) and pa!i;icipate in various roles in the arts. 

Elementary 

Dance 
• ld.,.tlly and demon.nrata movement element& 

and ak.llle {auch aa bond, twlat, elide, aklp, bop) 
(a} 

• damonatrate way• of movinc 1n relation to 
people, object-. and enYironmenta ln aet danco 
forma (b) 

• create and perform simple dances baaed on their 
own movement ideas (c}. 

Music 
• create abort piece11 conalatinc of aoundafrom 11 

variety ottradltlonal (e.g., tambourine, recorder, 
piano, voice), electronlo (e.g., ke1board), and 
nontradlllonal eound source■ (e.g,. water-filled 
gla.ues) (a) 

• sine .onp and play lnstnunonts, mnlntalnlng 
tone quality, pitch, rb,thm. tempo, and 
dynamlce; perform the music expreulvely; and 
sing or play simple repeated patterns (oatlnatos) 
with fandllar aonga, rounds, partner songs, and 
harmonldnc part. Cb) 

• read aimple standard notation 1n perf'ormance, 
and follow vocal or keyboard ecora 1n listening (c) 

• In perform.inc en.1embles, read very eaay/eaay 
mualc (New York State School Music Aaaoclation 
(NYSSMA) level I-D)1 and reepond appropriately 
to the ce11turn of tho conductor {d) 

Intermediate 

Dance 
• Jmow and demo...cntea ranpolmovCIIMllt element.a 

and~<-ahubllo.noe.ailpmenl,.i.v.tlon,llnd 
Jandina:) and bulodanae.tepe, poeitlons. and 
pottems (a) 

• dance a range of forma from free Improvisation 
to etru.ctured choreo&rapbJ (b) 

• create or improvlee dance phrase■• .tudlee, and 
dancu1 alone and/or ln collaboration with 
othen, In a variety of context■ (c) 

• demonatrate the ability to take variowa roles in 
pup productlona and performance• (d), 

Music 
• compoee elmple place■ that reflect a knowledge 

of melodic, rhythmic, harmonic, llmbrel, and 
dynamic elemen&■ (a) 

• •Inc and/or play, alone and in combination with 
other voice or lnatrument parts, a varied 
repertoire of folk. an, and contemporary eong-. 
from notation, with a cood tone, pltcb, duration, 
and Joudne■a (b} 

• Improvise short muelcal compoaltlou that 
exhibit coheaiveneN and mu■lcal ~reHlon (c) 

• ln pedorming BJINDlble■, read moderately euy/ 
moderately dlfllault mwilo (NYSSMA level m-JV> 
and reepond appropriately to tho gestures of tho 
conduotor (d) 

• identify and u■e, in individual and croup 
eq,orloncee, 80me of tho role9t proceaae-. and 
actions for performing and compo,lng mu■lc of 
their own and othera. and diaoUN waya to 
lmprove them. 

Commencement• 

Dance 
GENERAL EDUCATION 
• »mona aaov...au a,acl tl•IMMNI tbat NCL•IN 

demonatratloa of complex •Cepa and patterns 
as well a■ an undentandlnc of contvxtllal 
meanlnp(a) 

• create dance a&udle• and full choreop-aphlo• 
baaed on lclentified and Nlected dance 
movement vocabulary (b) 

• apply a variety of cboreoppblo procenea and 
•tnacture• •• approprlote to plan a duet or 
eneem'ble pertormance (c), 

Music 
GENERALEDUCA'11ON 
• compoH simple piece■ for at leut two modluma,, 

lncludln1 computen (MIDI) and other electronic 
lnetru.menta. (Pieces may combine mualc with 
other art for.ma such u dance, theatre, viaual 
arte, or ralm/rideo.) (a) 

• alng and/or play r.creatlonal instruments 
accurately, oxprenlvoly, and with pod tone 
quality, pitch, dura&lon, loudnoea, technique, and 
Celnslnc) diction (b) 

• UN common symbol• (notation) to perform 
music on recreational lnatrument.a (cJ 

• identity and deeorlbc the role■, proa1Mn, and 
ac&lona needed to produce profeaional concert. 
and aaaualcal theatre productions (d) 

• explllln the commerciDl-mu■lc role• of producer. 
recorduit, publlc relations director, roeording 
compan, executive, conh'actor, mualcian-. union 
otriclAI-. perlormcre, etc. (e) 

• Thia condensed voraion doee not include MAJOR SEQUENCE performance lndicat.ora which nre lncluded in tho completed version. AR'l'Sl 
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TheArts. 
Standard2: Students will be knowledgeable about and make use of the mat.eriala and resources available for 

partic;!pation in the arts in various rolea. 

!Elementary 

Theatre 
• "fSdt cbeal•e. tba■tn-nlaled taoUl&IMt •ndlo• 

tourlfta: companies to obaerve aapeat■ of 
theatrical production (a} 

• 11• the llbrar:,/snedla center of their achool or 
00DU1U1JU'7 to find story dramatization material 
or other thea&re-related m.aterlala and to view 
Yict-&apee of performances (b) 

• attend thea&rlcal performances la their achool 
and demeutl'ate appropriate audience 
behavior (c) 

• speak with theatre profeaalonala about how thoy 
· prepare for and pmorm. their Jobe (d). 

. Visual Arts 
• undontand the charaolerlatlce of vuloue 

mediuma (two-dlmenelonal, three-dlmenalonal, 
electronlo haapa) ln order to Nleet thoae dmt 
are appropriate for their purposes and Intent (a) 

• develop akUle with eleotronic media u a JDeana 
of ezprealng vlaual ldeu (b) 

• know about some cultural lnatltutlone (museums 
and plleries) and co11U11wdty opportunities (art 
featlvale) for looking a& orlpnal art and ta1kin1 
to vi■ttlna: artiat■, to lncreue their 
undentandlnc of an (c) 

• pve examplN of adult■ who make their Jiving• 
in the art• profeulo1111 (d). 

late: l•,te 

Theat1·e 
• ••• tbaatn • ...... a tulllt&Mt Jnel ....... Clle 

local hip ■chool faellltJ, and lntenct wldi 
prof8Nlonal. and lbe■tre atudenta to learn about 
tbaa&re teclmoloa (e.c., llptlnc, 11tathc, ao'WUI. . 
eta.)(■) 

• UH the aohool or coaunwdt:, llbral')'/medla 
centen and other re■ourcea to cleYelop 
Information on varioua theatre-related topics (b) 

• bow about 1oul theatriaal lutl&utlons, attend 
performance■ ln ■abool and In the oom.munltJ, 
and clemonatrate appropriate audience 
behavior (c) 

• dlaaae vocatlona'avoaatlam with theatre 
prof .. lonala mad Identity the ll1dU8 and 
preparaUon nocaeaary for theatre vooatlOJIII 
avoeatlo• (d). 

Visual Arts 

• deftlop ■ldll• wl&b a ~ety of an materlals and 
competanee in at leas& one mecllum (a) 

• UN die computer and other eleotronlo media u 
deafa:nlnr toole and to co1DD1unloate vJsual Ideas 
(b) 

• take aclvan&at:e of community opportunldu and 
cultanl institution■ to learn.from prot ... lonal 
artleta. look at orlcfnnl art, and increaH tbelr 
unclentandiag of art (c) 

• undentancl the variety of careen related to the 
vlaual art• and the •kW• neceuary to punue 
■ome of them (d). 

Commencement• 

Theatre 
GIIINIIIIALDUCNl'IOH 
• use theatre teahnoloa aldlla and facllltlee In 

anallnc a tbea&rlaal aperle11ee (a) 
• 11H IIObool and community reaource-. includlnc 

h"hr.,./m.edla cen&en, IIUINWU and theatre 
prole■elonala, ■- part of the ariletlo proc ... 
leadlnc to pnduetloa (b) 

• visit local llaeatrical lmtl&utlo1111 and attend 
theatrical perlormanoea In their Nhool and 
co1Dmunl&y Man lncUvldual and part of a 
p-oup(c) 

• undentand a broad ranee of vocational 
avocatlona in pertor.aatnr, produolrac, and 
promotlac theatre (cl). 

Visual Arts 

GENERAL EDUCATION 
• Nleot and uu medhuaaaad proaeu .. that 

communlute Intended ••nlDI In &heir art 
works, and exhibit compatenoa In at lead two 
medlu1119(a) 

• use &he oomputer and eleatro.nla media to 
uproa tbelr vieaal Weu and dem.oNlrate a 
variety of approachee to or&latJc ereatlon (b) 

• Interact with pnfeNlonal artl.&a and partlelpate 
ln school• and co1DD1unli7-spo1111orecl Pl'OCl'DIH 
by art orpnbatlom and cultural lmtl&11tlou (o) 

• undentancl a broad ranp otvocatlonaf 
avocatlone ha the field of visual arts, lnoludlnc 
thoae lnYOlved with .... u..., performln~ 
nhlhWll6 and promodq art (d). 

• This condonaed veralon doe• nol lncJudo MAJOR SEQUENCE parf'ormnnco indientol'II which nro lnch1do1I In tho oomploloil vorafnn. AltTS2 
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The Arts 
Standan:12: Students will be knowledgeable about and make use of the materials and resources available for 

participation in the arts in various roles. 

Elementaey Intermediate Commencement• 

Dance Dance Dance 
• demonatrale knowled1e or dance reaourc• in • demonstrate knowledce of •ourcea tor GENERAL EDUCATION 

video, photocraphy. print, and live performance undentamlln1 dance technolopff: live. print, • uae danee tecbnolopH without .i,nUloan& 
(a) video, computer, eto. {a) npervlalon (a) 

· • undemand the concept orllvo performance and • demon.trate knowledce of how human atrlloture • an familiar with teohnlqu•• otruearch about. 
appropriate conduct (b) and function afl'ect movement 1n pnrte- ot dance• dance (b) 

• demonstrate n knowledge or dance-related and dance• that they know or ba.,. • know about reclonal performance venue• whieh 
careers (e.g., dancer, choreosrapher, composor, choreoi:raphed (b) preaent dance and how to purcha.e ticket. and 
lighting deaigner, hiatorlan, teacher) (c), • demonatrote knowledge of audiBJ1celperformer acce• Information about eventll (c,) 

responalbWtlu and relotlonahlps in dance (c) • know about educational requirement. or dance-
• demon.irate knowled.:e of dlfforeneea In related careen (d) 

performance venue and the evenw preaented in- • idenllly major muaele• and bone■ and how they 
each (d). function Jn danco movement (e). 

Music Music Music 

• uae cl81'8Z'OOD1 and nontradltlonal inltrumenta in • uae traclltlonal or nontradillonal sound aourcH, GENERALEDUCAflON 
performing and creatlna: mualc (11) lncludlnc electronic onea, ln eompoalnc and • IIH traditional, electronic, and nontraditional 

• conatruct lnatrumenta out of material not porformlnc •lmple plecea (a} media f'or compoalns, arrancinr, and podormlnc: 
commonly u1ed for mualcal lmtrumonta (b) • use &chool and community l'QOurcee to develop mu1lo (D) 

• uao cun-ent toebnology to manipulate 1ound (c) intor11111tlon on mualo and mu•lala.na (b) • deacribe and compare the Yllrioua..-vicea provided 
• Identify the various aettinp ln whlch they hear • u1e current technology to create, produce and by oom.munity organbatlom that promoto a:aualo 

music and tho varioua ruourcee that nre used to record/playback music (c) performance and llatonlnr (b) 
produce mu.ale durinc a typical week; explain • identify a community-baaed mu.teal Interest or • uae print and electronic media, Including 
why the pfll'tlcular type or mualo waa uaod (d) role and oxplnln the akilla, knowledce, and recordlnp, ln school ond commwuty librarh1• to 

• demonstrate appropriate audlenco behavior, roaourcea noceeaury to puraua Iha Interest OI' pthor ond report lntormotlon on mualc and 
includlnc attentive llatenlnr, In a variety of adopt the role (d) m1111lctau (a) 
mueical &ettlnp Jn and out of achoo) (e) • demonatrate appropriate lldenfnc and other • Identify and dlacuu the contributlou or local 

• discu•• waya &hat J11U1lo k uaed by var:loua participatory .re•p•m•• to mu.le of a nri~ of uperta in varlou• aspects of JDuale performance, 
member• or &he coJDmwdty (!). cenrea and culture• {e) production, and acholanblp (d) 

• lnve.Ugate some career optlom Nlated to their • participate u a dlecrimlnatlnc member ot an 
mualcal lntere&ta (f). auclience when liatenlnc to perfonnance• from a 

variety or genre-. forma, and atyle• (e) 
• undentand a broad ranee of career 

opportunitlee In the field of anusic, lncludlnc 
thoae involved wlth tundJnc, producinc, and 
marketing muaical eventa (l), 

• Thi• conclcnacd vcnion doe• no£ Include MAJOR SEQUENCE porformanco indicators which are included In tho completed voralon, ARTS! 



The Arts 
Standard3: Students will respond critically to a variety of works in the arts, connecting the individual 

work to other works and to other asp_ects of human endeavor and thought. 

Elementary 

Theatre 
• dlacu. their underst.ndlnc, Interpretation, and 

evaluailon of a tbHtrical performance, u•bl~ 
bulcs theatre lerm.lnolo;y (a) 

• idenill'y the UN of other art forms In theatre 
productlona (b) 

• explain the relatlomhlp of theatre to f"llm and 
video (c). 

Visual Arts 
• explain thelrreflectlom abou& the meanlnce, 

purpo~ and sources of work■ of artJ daaoribo 
&heir ruponae■ &o &ho work■ and tho rea■oDB tor 
tboae response■ (a) 

• explain tho visual and other Hnaory quolltioa 
(surface■, color■, ,exture■• abape, aizee, volume■) 
found in a wlde variety of art worka (b) 

• ezplain the themes that are found In works of 
visual art and how the art works are related to 
other forJU of art (dance, mule, theatre, etc.) (c) 

• uplaln how idea■• theme■• or concept■ In the 
visual aria are expreaeed in other dlaclpllnu (i.e,. 
mathematlca, science, lltel'lllure, aocial ahlclles, 
etc.) (d). 

-Intennedlate 

Theatre 
• UH tbe technique• and YOeabuluy of theatre 

critlcllm, both written and oral, to dleau,a theatre 
u:perienoea and unprove lndlvldual and ,roup 
perf'ormancea (a) 

• examine and di■cuu the uae of other an tor11111 In 
a theatre production (b) 

• explain.how drama/theatre expedencu relate to 
other llten117 and artlnlc event• (c). 

Visual Arts 
• dlR.-a and write their analyaea and 

· lnterpretallona of &heir own worka or art and 
the an ol o&bet'a, u■lnc approprlate critical 
lanpaace (a) · 

• ldenUfy, analyu, and interpret the viaual and 
NMory characterl.UC. that they dlecower in 
natural and human-made lorma (b) 

• compare the waye ldeu imd concep&a are 
coaununica&ed tbroush vimal art with the 
varioua waya that thoM Ideas ancl concept■ are 
manfteated In other art lonu (c), 

• compare the waya ideaa, lhemet, and concepts 
are communicated tbroucb the vlaual at. in. 
other dlKlpllnee, and the varlou• ways that 
tboaa lcleat, themu, and concept■ are manifested 
within the dleclpllne (d), 

Commencement• 

Theatre 
GENERALEDUCA110N 
• anklulate an unden&andlnc, interpretation, 

and evaluatlon of a theatre piece•• drama and 
u a realized producdoa., uelnar appropriate 
aritlcal vocabulary (a) 

• evaluate the UM of other an forms In a theatre 
production (b) 

• aplain bow a theatrical pnduclloa 
uempllfie■ major themaa and ldeu from other 
dlaclpllaea (c). 

Visual Arts 
GBNERALEDUCA'ltON 
• uae the lancua1• ot art crlclcialll by readlnc and 

cllHu•lnr; critical review• In nowapapen and 
Journal• and by writlnc their own crl&ioal 
rupon11es to worb of Art (elthu> their own or 
tbo■e of otben) (a) 

• explain the vlw.al and other •enaory qualltlea 1n 
art and nature and their relation &o the aoolal 
envlronm.en& (I,) 

• anal)'ze and Interpret the way• in wblch 
political, cultural, aoaial, rellciou-. and 
payeholoclcal concapC.. and theme• have been 
explored in vleual ar& (o) 

• develop connection.a between. the way• ldeu. 
theoae-. and concept■ are npreaaed throuch the 
vleual art■ and other cUaalpllnea In everyday 
Ille Cd). 

• Thia eondonacd voraion dooa not Include MAJOR SEQUENCE perfonnanc:o indicaton which oro included in Lho complctod version. ARTS3 
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The Arts 
Standard 3: Students will respond critically to a variety of works in the arts, connecting the- inaividual 

work to other works and to other aspec~ ofhuma!) endeavor and t~ht. 

Elementary 

Dance 
• demomtrate knowledge of word• and aymbola 

(klnetlc, vieual, tactile, aural and oltaetoey) that 
deacribe movement (a) 

• e:spnA to other& their undentandlnc ot epecifio 
dance performances, ualn,: appropriate language 
to ducribe what they have eeen and heard (b) 

Music 

• through lllltening, Identify the etrenpba and 
weakneuea of apacifio muical worb and 
performances, including their own and 
othara' (a) 

• deacribe the mu.ale in term.a related to buic 
element■ aucb aa melody, rhythm. harmony, 
dynamic■, timbre, Corm, lltyle, etc. (b) 

• dlacuu tho basic meana by which the voice and 
inatrumente can alter pltcb. loudneea, duration, 
and timbre (c) 

• deacribe the mu.ic'a context In term.s related to 
it• aoclal and paychological functloni, and 
eetdnp (e.g,. rolee of partlclpante, effect. or 
mu■le, uaa■ of mueio wi&h other event& or 
objecta, etc.) (d} 

• deacribe their underatandinp of particular 
piece• ol mu•lc and how they relate to their 
8UITOUndinp (e). 

lnterineillate 

Dance 
• demonstrate knowlodgo of the technleal 

lana:uace ued in dlacuaelnc dance 
performance• (a) 

• demoneh'ate knowleda:e of cboniop-apblc 
princlpln and proee•ae• (b) 

• expra• to othera thelr 11ndentandin1rof epeclfio 
dance "performance-. includlnc perceptions, 
deacrlptlona, analyae-. interpretation., and 
evaluallona (c). 

Music 

• throup llatenlq, analyze and evaluate their 
own and othen" pertormanoea, lmprovlutlon.a, 
and compoaitlona by idontlfylnc and co111parinf 
them with almllar works and event. (a) 

• uae appropriate term.1 to reftect a workin1r 
knowledp oftbe musical element. (b) 

• demonstrate a bulc awarenue of the technical 
akllle mueloiana muat develop to produce an 
aesthetically acceptable performance (c) 

• un appropriate terma to reflect a working 
knowledce of aoclal-mualcal tunctlone and uaea 
(appropriate choices of mualo for common 
ceremonle■ and other event.) (d) 

• UM bulc aclentific concept• to uplaln how 
mualo-related aound la produced. tranemitted 
,hrouch air, and perceived (o) 

• u■e &ermlnolo.17 from mu•la and other arts te> 
analyze and compare the atructune of muelaal 
and other artJ.Uo and literary work• (f). 

Commencemon,• 

Dance 
GENERALEDUCl\flON 
• make compari8one of the na,ure and principlu 

ot dance to other arta (a) 
• analyze and deacrlbe .tmllariti08 and cllllerence• 

1A dlft'erent dance terms and style• (b) 
• ducribe and compare a variety of choreocraphJc 

approaches med In the creation of dancu (c). 

Music 

GENERAL EDUCATION 
• throuch lletenin1, analyse and evaluate their 

own and othen•performance., improvfaatlou, 
and compoaitlona and euaest Improvement. (a) 

• road and write crltlquu of muelo that dlapla7 a 
broad knowledce of mulcal elemenh, pnru, 
and etyle• (b) 

• uae anatomical and other aclen&lflc terma to 
explain the mu•lcllll efl'ectlvenea• otvorioua aound 
Rurco.,_tnd1'lonal, nontncUUonaJ, and 
electronic (o) 

• UN appropriate teahnical and eoclo-eultural 
tenu to deacribe mualcal parformancu and 
compoaltlou (cl) 

• Identity and deacrlbe the contrlbutiona of bo&h 
locally and lnternadonally known nomplan of 
his)i quality ln Un major mueical C•nN• (o) 

• expla.ln how pertormu-. oo.mpoaen. and 
arrangen make anlatio deci■iona (0. 

• Thill condo1111ed voraion does not indudo MAJOR SEQUENCE pcrConnanc:e lndicoton which arc included in tho comploe.od vonion. ARTS3 



The Arts. 
Standard 4: Students wil I develop an understanding of the personal and cultural forces tliat shape-artistic 

communication and how the arts in turn shape the diverse cultures of p~~ J!nd prese_!lt so~ety_. 

Elementary 

Dance 
• identify baalo dance movement. tba& are typical 

of tho ~or world cultures (a) 
• explain the aot&lnp and circumatancea in which 

dance la found ln their llve• and thoae or olhera, 
both pa.at and proaent (b). 

Music 
• identity when llatenln.r, and perform from 

memory, a bule repertoire of folk aonp/dance■ 
and composed eonp from the baalo cul&urea that 
represent the people• of the world (a) 

• identity the title• and compoaere of well-known 
examples of claulcal concert mu ala and 
bluea/Jazz aelectiona (b) 

• Identify the prbqary cultural, geop-aphical, and 
blstorlcal aettlnp for tho music they )laten tc 
and perform (c). 

fot.rmedlato 

Dance 
• identity the major danee form• of apecifio world 

culhlrea put and proeent (a) 
• identity aome of the major dance artlate from 

dlvene culturo9 (b) 
• ahow how epecific dance forll\lJ are rolotod to tho 

culture from which thoy como (o). 

Music 

• identU')' the oultwal c:ontexte er a performance . 
or recordlnc and perform (wlth movement, 
where culturally appropriate) 11 varied 
repertoire or folk, art, and contemporary 
eelecdona from the bulo culture• that repraent 
the people• of tho world (a) 

• identify frem a performance or recordhts the 
title■ and compoeen of well-known example• of 
clMaical concert mualc and bluealjazz nlectlom 
(b) 

• dhicua the curnnt and paet cultwal, eoolal, and 
poJlUcal use■ for the mu■lo the)' It.ton to and 
perform(c) 

• In puf'onnlncenaemblee, read and per{orm 
reper&oh-e Jn a culturall.J authentic manner (d). 

Commencement• 

Dance 
GENERAL EDUCATION 
• explain tlut interaction of performer and 

audience ln dance Ma shared oultunl event (a) 
• ldenUt'y the cultural elements In a variety of 

dance• drawn l'rom tbe folk and claNlca1 
repertorl8' (b) 

• recocnJze ■peclflc Hnt.ribudou of dance and 
dancon to their own llvo• and to people Jn other 
tlmn and place■ (c). 

Music 

GENERALBDUCA.110N 
• ldenclly from pedormancu or reoonllnp the 

cultural contem of a further varied repertoire 
of folk, art, and contemporary ■eleotlona from 
the hulo culture■ that represent the people■ of 
the world (a) 

• identity from perfor.auuu, .. or recordlnp the 
tltl .. and eompoeen and dlecu• the cultural 
conte:lda of well-known example• of olaealcal 
concert m11alc and bluea/Jau aelectlona (b) 

• relate well-known mu.teal example■ from the 
17th century onward with the dominant aoolal 
and hl.torical evente (o), 

• This eondenacd version doea not include MAJOR SEQUENCE pcrf'onnaneo Indicators which arc lncludod In tho completed vonlon. ARTS4 
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The Arts 
Standard.4: Students will develop an understanding of the personal and cultural forces that shape artistic 

communication and how the arts in turn shape the diverse cultures of past and present societl'_. 

ElementlU')' 

Theatre 
• dramatize •toriea and folk tales from variou• 

culturea (a) 
• enpa:e In drama/theatre adlvltlo• includlnr 

mualc, dance, and gamea which refiect other 
culturaa and ethnic pvu~ (b) 

• diacu" bow claasroom theatre actlvll.lea relate 
to cheh- live• (c). 

Visual Arts 

• look at and dlecuA a variety of an worb and 
artifact. from world owturn to dlacover aom.o 
important ideas, lam-, and event. ot thoae 
culture• (11) 

• look at a variety of art worka and artifacts from 
divene culture• of the United States and identify 
so.me di.tina:ulablng oh.lU'actorlstlca (b) 

• crea&e art worb that show the influence of a 
particular culture {c). 

liitermacUite 

Theatre 
• improvise ecene• b&Nd on inform.aUon about 

varloua culture• (a) 
• create lntercultural celebration.a ualnc propa, 

aettlnp, and costume• (b) 
• explain how drama/theatre experiences relate to 

thelll8elve1 and other• (c), 

Visual Aris 

• demonetrate how art worlu and artllada from 
dlvorae world culture• reOoct aapecta of thoae 
culturea (a) 

• domonatrate tho waye In which ■ome plll11oular 
ari worb and artiracta reflect important aepect• 
of the dlvene culture• of the United State• lb) 

• Cll"OD.lo art woru that reflect. II panlcular hbtoric:al 
perloclo!aeulture (o), 

Commencement• 

Theatre 
GENERALEDUCA'l10N 
• read and view a variety of playe trom dlaerent 

cultures (a) 
• ualnc the baelc element. of theatre (e,c,, •peecb. 

,:eature, costume, etc.), explain how dlfrerent 
theatrical productions repl'Qent the oult.urea 
from which they coane (b) 

• artlculate the -.»olelal belief•, INuea and evonla 
of apecifio tbeatrleal production.a {c), 

Visual Arts 

GENERALEDUCA110N 
• analyze worlu of art &om dlvene world cukur .. 

and dllcue the ldea-. lnuea, and event& of the 
culture thal thOM worb convey (a) 

• examine worb or art and artlfaota from United 
State• cultures and place them within a cultural 
and hlalorical context (b} 

• create art worb that reOect a variety of cultural 
infiuencff (o). 

.,. 

• Thia condensed version dOl!I not Include MAJOR SEQUENCE parl'ormanco indlcotora which nro Included In lho completed voraion. A'D'1'0 A 
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Music with a Sacred Text 
Need speclflc lnfonnatlon aboul olher MENC ~lions? Contact 

Peggy Senko at CDRIY!tmonc,org) 
For infonnation covering a wide variety of music 

education topics see Inronnation. PJease! 

• Does music with a sacred text have a place in the public schools? 
• The First Amendment 
• Legal Histooi 
• Religiou~ly Neutral Programs 
• Suggested Bibliography 

Does music with a sacred text have a place in the public 
schools? 

It is the position of MENC: The National Association for Music Education that 
the study a11d performance of religious miisic within an educational conrext is a 
vital and appropriate part of a comprehensive music education. The omission of 
sacred music from the school curriculum would result in an incomplete 
educational experience. 

The First Amendment ... 

The First Amendment does not forbid all mention of religion in the public 
schools; it prohibits the advancement or inhibition of religion by the state. A 
second clause in the First Amendment prohibits the infringement of religious 
beliefs. The public schools are not required to delete from the curriculum all 
materials that may offend any religious sensitivity. For instance, the study of art 
history would be incomplete without reference to the Sistine Chapel, and the · 
study of architecture requires an examination of Renaissance cathedrals. 
Likewise, a comprehensive study of music includes an obligation to become 
familiar with choral music set to religious texts. 

The chorales of J. S. Bach, the "Hallelujah Chorus" from George Frideric 
Handel's Messiah, spirituals, and Ernest Bloch's Sacred Service all have an 
important place in the development of a student's musical understanding and 
knowledge. 

In order to ensure that any music class or program is confonning to the 
constitutional standards of religious neutrality necessary in public schools, the 
following questions raised in 197 J by Chief Justice Warren E. Burger in Lemon 
v. Kum.mam should be asked of each school-sanctioned observance, program, or 
institutional activity involving religious content, ceremony, or celebration: 

1. What is the purpose of the activity?Is the purpose secular in nature, 
that is, studying music of a particular composer's style or historical period? 

2. What is the primary effect of the activity? Is it the celebration of 
religion? Docs the activity either enhance or inhibit religion? Does it invite 

http://menc.or~/publ~cation/books/reli,gOJ1tpil ___ ·-·· ___ --·- _______ _ 



confusion of thought or family objections? 

3. Does the activity involve excessive entanglement with a religion or 
religious group, or between the schools and religious organizations? Financial 
support can, in certain cases, be considered an entanglement. 

If the music educator's use of sacred music can withstand the test of these 
questions, it is probably not in violation of the First Amendment. 

Since music with a sacred text or of a religious origin (particularly choral music) 
constitutes such a substantial portion of music literature and has such an 
important place in the history of music, it should and does have an imponant 
place in music education. 

Legal History 

In the first coun case that dealt specifically with music, Roger Aorey, the father 
of a primary student, challenged the rules set up by the Sioux Falls, South 
Dakota, school board. The plaintiff, an avowed atheist, touched off a statewide 
furor in 1978 when he complained about the use of the hymn "Silent Night" in 
the school's Christmas program. He contended that the use of the song violated 
the doctrine of separation of church and state. At a hearing on the plaintiffs 
motion for an injunction in December 1978, the motion was denied. The 
plaintiffs request for declaratory and final injunctive relief was denied in 
February 1979. The case Florey v. Sioux Falls School District 49•51 was 
appealed to the Eighth U.S. Circuit Court of Appeals in St. Louis. This court, in 
April 1980, upheld the Sioux Falls school policy, allowing religious songs for 
educational purposes. The Appeals Court said the policy was not promulgated 
with religious purposes in mind. 

In a more recent court case {1995), U.S. District Judge J. Thomas Greene 
dismissed a lawsuit (Bauchman v. West High School) filed by 15-year-old Rachel 
Bauchman over Christian songs performed by the choir at Salt Lake City's West 
High School. Ms. Bauchman claimed that the songs were sung prayers and 
therefore constituted a violation of the establishment clause. Rejecting this 
argument, the court said that music has a purpose in education beyond the mere 
words or notes in conveying a mood, teaching cultures and history, and 
broadening understanding of arts and that the selection of the music had a 
primarily secular purpose of teaching music appreciation.J 

Several other cases, most notably Brandon v. the Board of Education of the 
Guilderland Central School District,4 involving free exercise of religion, and 
Widmar v. Vincent,s involving freedom of speech, suggest that in the court's 
opinion, college and university students have the maturity to understand the 
religiously neutral role that public schools must play in dea)ing with the subject 
of religion, where younger students may not. Therefore, college teachers may not 
be required to emphasize this neutrality so much. According to the Brandon 
decision, "Our nation's elementary and secondary schools play a unique role in 
transmitting basic and fundamental values to our youth. To an i~pressionable 
student, even an appearance of secular involvement in religious activities might 
indicate that the state has placed its imprimatur on a particular creed." 

Teachers of young children have a special responsibility in treating this sensitive 



subject. Young students (and their parents) sometimes become confused and 
upset by what they view as contradictions to their religious teaching. It is 
important to communicate that music learning, not religious indoctrination, is the 
motivation in choosing repertoire. One way to reinforce this is to list the music 
concepts/sldlls associated with each song in a printed program. 

Religiously Neutral Programs 

With this volatile topic, music educators should exercise caution and good 
judgment in selecting sacred music for study and programming for public 
performances. During the planning phase of each program, the following 
questions should assist the teacher in detennining if the program is, indeed, 
religiously neutral: 

• 1. Is the music selected on the basis of its musical an educational value rather 
than its religious context? 

• 2. Docs the teaching of music with sacred text focus on musical and artistic 
considerations? 

• 3. Are the traditions of different people shared and respected? 

• 4. Is the role of sacred music one of neutrality, neither promoting nor 
inhibiting religious views? 

• 5. Are all local and school policies regarding religious holidays and the use of 
sacred music observed? 

• 6. Is the use of sacred music and religious symbols or scenery avoided? Is 
perfonnance in devotional settings avoided? 

• 7. Is there sensitivity to the various religious beliefs represented by the 
students and parents? 

Abraham Schwadron summarized the problems facing the music educator in the 
use of religious music in the public schools: 

Obviously, the key to an adequate solution rests ultimately with the 
sensitive and well-infonned music educator. Of singular importance is the development of 
the attitude that participation in actual perfonnance produces a better grasp of the aesthetic 
import of great music than mere listening or nonparticipation. 

If it is possible to study Communism without indoctrination or to examine the ills · 
of contemporary society without promoting the seeds of revolution, then it must also be 
possible to study sacred music (with pcrfonnance-related activities) without parochialistic 
attitudes and sectarian points of view. 

This position statement is not to be construed as finite. It cannot hope to answer all 
specifics. It docs give some guidelines to help the music educator. Like any issue with 
lesaI ramifications, the final answers often can only be found in a court of law. However, 
this issue involves more than just court cases. It calls for increased understanding and 
sensitivity on the part of students, teachers, principals, and the community. 
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It is hoped that with sensitivity to the issues raised, with careful understanding of Jegal 
aspects, and with consideration for personal feelings, educators will use the full range of 
mmic literature in an appropriate contextual setting. Noles . 

• 
• I. 403 U.S. 602,612 (1971). 
• 2. 619 F. 2d 1311 (8th Cir. 1980). 
• 3. 900 F. Supp 254 (D. Utah 1995). 
• 4. 635 F. 2d 971 (2nd Cir. 1980), Cen denied. 454 U.S. 1123 (1981). 
• S. 454 U.S. 263 (1981). 
• 6. Abraham Schwadron, "On Religion, Music, and Education," Journal of Research in 
Music Education 18, no. 2 (Summer 1970), 157-66. 
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