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Abstract 

A conceptual framework for the descri ption of the decision-making 
process in music education is sketched wi th reference to ex tant formula­
tions in education, management , marketing and economics. A list of 
dec ision-making phases in music education is proposed, each of which 
exhibits the characteristics of a social system and an historical example 
of each phase is described. 

Estelle R. Jorgensen * 

ON THE DECISION-MAKING PROCESS 
IN MUSIC EDUCATION 

My purpose is to sketch a conceptual framework for the systematic description of the decisi on­

making process in music education illustrated by means of historical examples. Decision-making 
is one of 22 social processes identified by Henry Zentner as applicable to all social systems; the 
process by which members of a social system determine their collec tive actions in the face of 
alternative, possibly competing courses of action. 1 

The analys is fo rms part of a line of research in the conceptualization of social processes in 
music education. 2 It is fo rmulated at a high level of generality and thereby prov ides perspective 
fo r empirical research in decision-making in music education at a variety of integrative levels of 
analys is (or causal complexity). 3 Also , it exemplifies a processual or dynamic approach based on 
assumptions consistent with conditions of imperfect knowledge and uncertainty among others that 
typify the " real world. " 

Three assumptions undergird the analys is. First , the actors (i ndividuals or groups participating 
in the decision-making process in music education) must make decisions on the bas is of imperfect 
information under varying degrees of uncertainly. Actors are not omniscient. They do not have 
perfect knowledge and they do not possess all the facts relevant fo r a particular decision . 4 

Typically, they must settle fo r a certain degree of imperfect info rmation and weigh the " cost" in 
time , effort , money and anxiety , among other fac tors , in securing the info rmation they deem 
relevant against the importance of that dec ision. 

Uncertainty is particularly evident in change-oriented social systems in which there is a lack of 
agreement on what constitute the appropriate goals , procedures and bases for decis ions. 5 Where 
change is evident , actors are uncertai n of the utility of past experience and of their information 
base in predicting possible future consequences that will flow from the ir actions. They are also 
unable to readily obtain the info rmation they need in order to make decisions . As the rate of 
change increases, the effective in fo rmation base shrinks and the costs of obtaining relevant 
information burgeon . This fue ls actor uncertainty and results in a spiral of progressively more 
imperfec t information and uncertainty . On the other hand , in tradition-oriented social systems 
there is a relative consensus on the decision-making process . Actors are able to predict future 
consequences on the basis of past experience with comparative certainty . Relevant information at 
lower cost may also be more access ible to them. As the rate of change decreases, the effect ive 
information base grows and the costs of obtaining relevant info rmation dec rease. This results in 
greater actor certainty and a spiral of progressively less imperfec t info rmation and uncertainty . 
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Second, actors make decisions on the basis of subjectively perceived expectations of events and 
their significance, i.e., on the basis of an expectation set or an "assumptive frame of reference. '' 6 

A variety of hi storical , cultural , social , psychological and physiological fac tors contribute to the 
development of these expectation sets . 7 In consequence, the view of each actor is an essentially 
unique one and is reflected in a variety of indi vidual motives, beliefs , attitudes and intentions. 
Further, the expectation set of a given actor is potentially more-or-less similar to that of other 
actors having similar assumpti ve sets, e.g . , those having similar ro les in the educational process as 
parents, teachers, students or administrators. 

Expectations may not always be realised and from time to time it will be necessary for actors to 
reevaluate their expectations in the light of experience . Some actors may have more realistic 
expectations than others , refl ecting such differences as their positions in the soc ial system vis-a-vis 
the power structure , the ir past experience and the degree of change in the system . Neverthe less , all 
actors find a greater or lesser disparity between their expectations and the events that actually 
occur. This results in an ongoing process of change in their expectations. 

Third , actors are variably constrained by soc ial expectations of them. 8 Not only are they 
members of various competing social systems (e.g., groups , institutions and soc ieties) in which 
their membership is contingent on an acceptance of social rules, norms, or mores but their 
decisions also affect other actors. This results in interconnecting chains of decisions that may 
spread in varyi ng degree through the system to other systems as well . The outcome of a particular 
decision-making process may involve either a change in actor expectation sets or an alteration of 
the social system and a change in the external constraints on ac tors , or both. 

These external constra ints may be manifested in various ways such as inst itutional affili ations, 
professional association rules, administrative polic ies and directi ves, curriculum syllabi or guides , 
public or common examinations , reference group expectations (such as those of family , friends or 
valued "others"), and personal interests and commitments outside music . 

Actors have varying perceptions of the degree to which they are constra ined in their decision­
making and varying reactions to perceived constraints on the ir choice. Their react ions to these 
constraints are reflected in the ir subsequent participation in the soc ial system . 9 

There are various prominent theoretical descriptions of the decision-making process extant , 
representing such fields as education, management , marketing and economics. I will examine five 
examples in chronological order , showing that all represent the decision-making process in the 
dimension of time and in the order in which events transpire as a series of stages or phases , each of 
which constitutes a process at a lower level of generality . 

John Dewey depicts five ' phases or aspects of re flective thought ': suggestion, intellectualiza­
tion, hypothesis, reasoning and testing hypothesis by action . He also suggests a sixth phase -
reference to the future and to the past. 10 Reflective thought , for Dewey , commences with a 
suggestion " in which the mind leaps forward to a possible solution" to a dilemma that is faced . 
This suggestion is more clearly articulated in the intellectualization phase as "a problem to be 
solved. " One suggestion after another serves as the hypothesis initiating and guiding an individu­
al's search for evidence. Reasoning (both inductive and deductive) follows as the individual 
prepares to test the hypothesis by overt or imaginative action and subsequently, to evaluate it in the 
light of pas t experience and expectations of the future. Dewey envisages that the order of the 
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phases may vary and each may incorporate distinct sub-phases. His view of individual reflective 
thought has been especially influential in the development of conceptual models of consumer 
behaviour in contemporary marketing theory. 11 

Herbert Simon depicts three phases of decision-making in management: finding occasions for 
making decisions; finding possible courses of action; and choosing among courses of action. 12 

The implementation of choice constitutes , for Simon , another series of decisions in turn , following 
the three phases above. His definition of decision-making as the process of making up one' s mind 
or reaching a conclusion on a given issue is more limited than a broader concept of the decision­
making process as one that also encompasses implementation or the translation of thought into 
action and the evaluation of that action . Notwithstanding the narrowness of his definition of 
decision-making, Simon ' s classification has been incorporated within subsequent analyses of 
individual and group decision-making that include implementation and evaluation as well. 

Brian Loasby describes a decision cycle of five stages , the first three of which follow Simon 's 
analysis : intelligence; search; choice; implementation, or the translation of choice into action; and 
control, implying the accountant's concept of an evaluation with a view to ascertaining if future 
decisions will be warranted and leading , in turn, to intelligence, and to yet another decision 
cycle . 13 Loasby sees each phase of the decision cycle as potentially containing " one or more 
decision cycles at a lower level of complexity." Also, he suggests that a partial definition of the 
problem presupposes "a series of redefinitions or partial solutions as new difficulties are discov­
ered" sometimes short-circuiting the cycle . He makes two important contributions: first , in 
explicitly recognizing the decision process as a cyclical phenomenon - a notion that is implicit in 
Dewey ' s analysis ; and second , in recognizing the distinction between choice and implementation 
- a distinction important not only in social organizations where policy must be translated into 
practice but also in psychological events where intentions must be translated into action . 14 

In his model of the buying process Gordon Foxall envisages four stages: development and 
perception of want or need; pre-purchase planning and decision-making; the purchase act; and 
post-purchase reactions and evaluation (with possible repeat buying). 15 Foxall like Dewey and 
Loasby envisages decisions as necessarily involving action and evaluation. A consumer buys a 
good or service, subsequently evaluates the purchase and decides whether of not to repeat the 
purchase. Unlike Loasby, however, Foxall does not distinguish choice and implementation. 
Rather , he views a consumer's choice as being synonymous with the act of purchase . 

The EKB model is an acronym for the three original proponents: Engel, Kollat and Blackwell. 16 

Drawing on a variety of extant models of consumer behaviour including the Howard and Sheth 
model as revised by Howard, 17 the EKB model is an elaborate flow diagram in which hypothetical 
relationships between variables are reduced to a set of equations that spell functional relationships. 18 

The model is predicated on the assumption of information processing, taking the analogy of the 
computer as a representation for the cognitive process . The EKB model depicts five phases in 
consumer decision-making: problem recognition , or "What happens to initiate the process?" ; 
search, or "What sources of information are used to help arrive at a decision and what is the 
relative influence of each?"; alternative evaluation , or "What criteria are used by the consumer to 
assess alternatives? What are the resulting beliefs and attitudes about the alternative? What is the 
status of purchase intention?"; choice, or "What selection is made from among the available 
alternatives?" ; and outcomes, or "ls choice followed by satisfaction or by doubt that a correct 
decision was made?" 19 In the EKB model as with Foxall ' s model, choice is synonymous with the 
purchase act but unlike Foxall ' s model, there is a discrimination between alternative evaluation 
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and choice somewhat paralleling Loasby's cho ice and implementation phases , respectively. Fur­
ther , the decision-making process is rather more open-ended than Loasby' s decision cycle would 
imply with the outcomes phase being more-or-less similar to Foxall' s post-purchase reactions and 
evaluation phase. 

I am proposing a list of decision-making phases in music education , as follows: problem, 
search , choice , implementation and evaluation . Thi s list is similar to Loasby's stages in the 
decision cycle with the first and last relabelled. The problem phase involves actor perception of a 
discrepancy between ex isting characteristics of music education and their expectations of what 
these would be, i. e., a difference between actor expectations of "some existing situation and 
desire situation." 20 The label avoids the re trictiveness of the term ' problem recognition ' in the 
EKB model and the lack of foc us in Loasby's term ' intelligence ' while still providing a suffi­
c iently broad labe l to encompass both problem recognition and formulation (incorporating Dewey's 
'suggestion ' and ' inte llectualization' phases). 

Problems may have varying importance for the actors and are of two types, alpha and beta; 
polarities on a continuum giving ri se to different decisional characteristics. 21 Alpha problems 
occur relatively infrequently and are therefore re lative ly few in number whereas beta problems 
occur more frequently and are relative ly numerous; alpha problems necessitate widespread search 
efforts whereas beta searches are more localized; alpha problems typically involve many variables 
and are relatively complex whereas beta problems involve few variables and are relati vely simple; 
actors have a relatively low degree of certa inty in approaching alpha problems and a relatively 
high degree of certainty in beta problems; so lutions to alpha problems are typically creative while 
those to beta problems are typically routine; and alpha problems invo lve relatively high solution 
costs whereas beta problems in volve relati ve ly low solution costs. 

The search phase involves actors in the formulation and elaboration of suppositions and in an 
active search for information , i.e., both an internal search (or " memory scan") and an external 
search (or a " motivated and completely volunwy decision to seek new information") with the 
purpose of deriving possible alternative courses of ac tion in order to solve a problem. 22 

The choice phase involves the evaluation of alternative courses of action and the selection of a 
particular alternati ve, resulting in a decision or intention to follow a certain course of action. By 
definition, it stops short of the implementation implied in Foxall 's concept of the purchase act, 
Dewey's notion of testing hypothesis by action, and Engel and Blackwell 's choice phase where 
choice and implementation are more-or- less synonymous, although in practice, it may be immedi­
ate ly expressed in action. 

Ivan Steiner has suggested three types of choice that may operate at the pyschological level : 
'evaluat ive', where actors compare the best ava ilab le option with their standard of comparison; 
' discriminative' , where actors compare two or more options , both of which are at least equivalent 
to their standard of comparison; and ' autonomous ' choice where actors compare the characteristics 
of two options, each complex and different one from the other on several dimensions. 23 

The implementation phase involves the translation of intentions into act ions and is di stinguished 
from choice on the assumption that there may be a delay between the time a choice is made and 
that at which it is implemented . There may also be a variable ability or willingness on the part of 
the actors to translate their intentions into actions . This implementation of choice varies both 
quantitati vely and qualitatively depending on the particular choice and its perceived importance 
for the actors . 
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The evaluation phase invo lves actor asse sment of implementation with a view to determining if 
further decisions will be req uired , suggesti ve of a cyclical decis ion-making process. 

Each of these phases represents a process that exhibits the characteristic dimension described by 
Henry Zentner as applicable to all social systems, namely , time, space, number, causation , ethic 
and aesthetic. 24 It is now possible to systematically describe each of the decision-making phases 
not only in terms of the dimension of time but also with respect to all the other aforementioned 
characteri stic dimensions. Such a matrix provides the framework for a rich theoretical description 
of the decision-making process. 

The questions raised in connection with each of the characteristic dimensions are similar for a ll 
the decision-mak ing phases, as follows: 

Time refers to the hi storical context and particular time in which a decision-making phase is 
manifested , the duration of the phase and the specific changes in the phase over time. 

Space refers to the spatial context and the particular place in which a dec i ion-making phase 
occurs at a given time , the area over which the phase is spread (e.g., localized or international in 
scope) and the difference evident in the phase over space at any given time . 

Number refers to the measurement and quantitative aspects of a decision-making phase and 
empirical evidence of its characteristics (e.g . , the number of actors involved , the amount of time 
taken , the number of particular instances cited). 

Causation refers to the causal a pects of a decision-making phase, for example, the particular 
dimension of music education invo lved, the specific characteristics of a dec ision-making phase at 
a particular time and place , the relationship of that phase to other dec ision-mak ing phases, the 
e ffec t of actor characteristics on the operation of the phase and the impact of that phase on 
subsequent actor attitudes , motivation and effort. 

Ethic and aesthetic refer to the spec ific ethical and aesthetic values or standards at a given time 
and place, the hi story of these values (including their longevity and the manner of their formula­
tion) , the spec ificity of their formulation , the agreement among actors about them, their variance 
in time and place , the 'zone of to lerance' or range of disparity from these standards that is tolerated 
and the sanctions that are imposed on actors for non-compliance . 

Each of the phases represents a theoretical type ordered for purposes of conceptual distinc­
tion . 25 In practice, the decision-making process may be short-circuited , resulting in the omission 
of phases. Also , a number of deci sion-making processes at lower levels of complexity may be 
subsumed within the decis ion-making process each of which may be analyzed at a lower level of 
complex ity. Not only may the order of the phases change but the actual boundaries of each of the 
phases may be blurred as one phase merges into the next. 

I will now describe an historical example of each decision-making phase in turn , illustrating the 
temporal, spatial , numerical , causal, ethical and aesthetic aspects of each phase. Examples have 
been selec ted on the bas is of ava ilable documentary evidence representing a varie ty of sponsoring 
institutions , historical periods, geographic locations and aspects of music education. 

Problem 

As an example of an alpha problem in music education , I c ite the problem underlying the Briti sh 

musical appreciation movement ; a curriculum reform movement in the first three decades of the 
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twentieth century emphasizing the importance of educating music listeners. This example is based 
on evidence provided by Percy A . Scho les , one of the protagoni sts of the movement , thereby 
reflecting his perspective on the problem. 26 

Scholes saw the problem as having been recognized by isolated individuals as early as 1789 and 
formulated by the editor of the Musical Times in I 896. Yet it was not until 1908 that it was 
recognized and fo rmulated more widely, and the Music Teachers' Association was founded , one 
of its expressed purposes be ing " to stimulate and maintain among teachers, a recognition of the 
important and often overlooked fac t that music i a literature , and should be taught and studied 
from that point of view. " 27 Other infl uential individuals spearheaded the movement including 
Stewart Macpherson, Ernest Read , Mrs. J . Spencer Curwen and E. M .G. Reed. By about I 925 , 
musical apprec iation had begun to be included in the course offerings of leading British conservato­
ries (e .g ., Royal Academy of Music , Royal College of Music , Guildhall School of Music , Trinity 
College of Music) and it later spread to wider school use. Indeed , Scholes ' ev idence suggests that 
the British musical appreciation movement was a political process involving the recognition and 
fo rmulation of the problem by a widening circle of actors and an increas ing momentum as events 
transpired with increasing rapidity. 28 

Scholes saw the problem in two phases : the establishment of the principle that musical apprecia­
tion is desirable and should be included in general musical instruction; and the subsequent debate 
on the methods that should be employed to implement this princ iple. While the need to educate 
music li steners was recognized in Britain , North America and on the Continent , there was more 
agreement on the general purpose of musical appreciation than on the procedures whereby this 
should be accompli shed (i .e. , the specific fo rmulation of the problem) . These methodological 
di fferences of opinion are illustrated in the debate between Stewart Macpherson and Percy Scholes 
over the appropriate qualifications for teachers of musical apprec iation. Macpherson believed that 
specialist training in music was a necessary prerequisite for school teachers of musical apprecia­
tion. Scholes thought Macpherson's insistence on music specialists fo r the teaching of musical 
appreciation to be " entirely wrong" . He believed that generali st classroom teachers could safely 
be entrusted with the teaching of musical appreciation. Indeed , not to do so would deprive millions 
of school children of musical apprec iation classes. 29 

The specific fo rmulation of the problem, especially in the method of its solution, was also 
affected by the available techno logy of the time - the player-piano and the gramophone . The 
invention of the ' Pi anola ' Roll and the ' Duo-Art ' Roll , fo r example , was fo llowed by the forma­
tion of an Advisory Committee on the Educational Use of the Piano-Pl ayer Roll and Scholes was 
contracted to prepare a musical appreciation course using piano-player ro lls . While the planned 
course had subsequently to be shelved fo r economic reasons it nevertheless represents an impor­
tant example of the impact of technology on problem fo rmulation in music education; an illustra­
tion of the fac t that a problem must be viewed within the particular contex t of the time and place in 
which it is mani fes ted. 30 

The problem was first recognized and formulated , in the main , by people outside the state 
school system; by such writers as E .F. Jacques, the editor of the Musical Times and London music 
critic; H.G . We ll s, writer and philosopher; Stewart Macpherson, Profe sor of Harmony and 
Compos it ion at the Royal Academy of Music ; and Percy Scholes , writer, music critic, broadcaster 
and lecturer. In consequence , these individuals had to rely on support they could muster from 
within the school systems. They did this by means of lectures and publications directed at 
musicians , educators (especially administrators) and the public-at-large. Their efforts were also 
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complemented by other developments outside the state schools such as Gwynne Kimpton's London 
"Concerts fo r Children " beginning in I 9 I I . 3 1 

Also , the problem arose as a result of comparisons with hi storical, external and imagined 
standards: from the recollec tion of past efforts to educate listeners of music (e.g. , those of Hans 
Georg Nageli and Francois-Joseph Fetis) ; 32 the observation of situations elsewhere (e .g. , Mi ss 
A. Langdale ' s observation of music education in the United States and her subsequent influence 
on Stewart Macpherson to become a protagonist of the British musical appreciation movement); 33 

and the imagined ways of educating listeners (e.g. , musical appreciation courses developed 
variously by Stewart Macpherson , Percy Scholes , and Thomas Whitney Surette and Daniel Gregory 
Mason). 34 Educators have hi storica ll y attached particular importance to external standards and the 
Briti sh musical appreciat ion movement appears to have been no exception. Witness Scholes ' 
citation of the various first-hand accounts of experiments and experiences with the implementation 
of musical apprec iation in various types of schools as a means of providing external standards for 
comparison by teachers and ad ministrators . 35 

At the time the British musical appreciation movement was underway, progress ive ideas in 
education were spreading on both sides of the Atlantic and ethical ideals of universalism rather 
than e litism were being popularized. Yet notwithstanding the efforts by the protagonists of musical 
appreciation there appears to have been considerable disagreement among musicians and teachers 
about the merits of mass music education and the methods by which thi s might best be accom­
plished . 36 Musical expectations of teachers apparently varied widely although the presence of a 
music supervisor in some districts reduced this variation by limiting the freedom of teachers to set 
thei r own curricul a. While different points of view were tolerated among British schools in 
general, evidenced by the co-ex istence of e litist musical programmes and generalist musical 
appreciation courses , a much narrower to lerance fo r divergence from institutional standards appears 
to have ex isted within any given school. 37 

Search 

As an example of the search process, I cite Carl Orff' s search for an instrumentarium , or 
instrumental ensemble as part of his approach to music education, based on his account of what 
happened. 38 Over approximately eight years ( I 924-32) while associated with the Guntherschule 
in Munich, he gradually assembled an instrumentarium that refl ected the gradual refinement of his 
ideas . Figure I illustrates the development of this instrumentarium . 

Orff's external search was more-or-less restricted to consultation with people he knew in 
Germany , such as: Doro thee Gunther, movement educator and colleague at the Guntherschule in 
Munich; Gunild Keetman , music educator and colleague, who provided invaluable ass istance in 
the development of the instrumentarium and the Schulwerk; Oskar Lang, friend , art historian and 
writer on music; Karl Maendler, harps ichord maker; and Curt Sachs, musicologist and Curator of 
the Staatlichen Musik.instrumenten Sammlung (State Collection of Musical Instruments) in Berlin . 39 

The specific direction of Orff's search changed over time as hi s ideas crystallized and broad­
ened . At first , in 1924 , he was preoccupied with exploring the possibilities of primitive and exotic 
percussion instruments , e.g. , jingles , rattles , tambours , tambourines and double-sided drums. 
When Spangenberg brought out his " He ine Tanzpauke" (tunable drums or " dance timpani " ) in 
1925 Orff added these instruments to hi s ensemble . The arrival of an African marimba from the 
Cameroons in 1926, sent by two Swedish sisters who had been introduced to him by Oskar Lang, 
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sparked a new search. He wrote: 40 

At one troke I had found what I needed for the further extension of my educational ideas and for the dance 
orchestra , an instrument that would supply those resonances that had prev iously been miss ing and upon 
which me lodies and ostinati of all kinds could be built. As I looked back at the earlier percussion 
experiments they seemed to me like incomplete, skeletonal sketches that could only now be meaningfull y 
perfo rmed. 

As well , Orff recalled the ancient roots of the xy lophone; its primiti ve development in South-East 
Asia and Melanes ia culminating in the Gamelan orchestra of Indonesia, its development in Africa 
and subsequent incorporation into the indigenous fo lk music of Latin America and its use in Slavic 
and Germanic countries since the Middle Ages . 4 1 

In his search , Orff was he lped by colleagues and by unexpected events. The search fo r a 
prototype xy lophone for the instrumentarium led him to consult with Curt Sachs who advised 
against the reproduction of African models and suggested , instead , the inclusion of recorders . A 
consort of recorders was then ordered fro m Peter Harlan a friend of Curt Sachs. In the meantime, a 
" Kaffir piano" arrived from Hamburg . It had been sent by a student of the Giintherschule who 
had purchased it from a sailor recently returned from the Cameroons . Thi s instrument provided the 
prototype fo r the soprano and alto xylophones made by Karl Maendler in 1928. 42 As a result , the 
range of keyboard percussion instruments was subsequently increased to include those listed under 
the lnstrumentarium circa 1932 in Figure I . Later , other early instruments such as the portative, 
spinet, fi dels and viols were added to complement the ensemble. 

Orff pursued the search fo r an instrumentarium with purpose. While his search was directed 
. toward specific ends fo r evidence that tended to support his ideas rather than to contradict them 

(i.e. , toward verification rather than refutation), his collaborators and he wished to test their work , 
to " submit it to proof , and to make it more widely known ." To that end , they held numerous 
public demonstrations. 43 

Orff had a high degree of contro l in his experiments at the Giintherschule . He wanted to develop 
a new approach to music his way , from an arti stic rather than an educational starting point and his 
pos ition at the Guntherschule enabled him to develop his ideas relatively free of interfe rence. 44 He 
came from outside the state school system; from the world of composition, conducting and 
musical theatre. By dint of his infl uence and statu re as a musician he was free to develop an 
instrumentarium of his choice and more generally, his own approach to music education. 

Orff won the support of Eberhard Preussner, Director of the Music Department of the Cental 
Institute fo r Education and Training in Berlin , for his approach to music education. This led to an 
invitation in 1932 by Leo Kestenberg , Minister of Culture, fo r Orff to introd uce the Schul werk 
into the Berlin schools. His work also received the approbation of musicians and public alike. In 
particular , the performances of the various instrumental ensembles of the Giintherschule, espe­
cially the dance group and dance orchestra led by Gunild Keetman and Maja Lex received 
international critical acclaim. 45 

Choice 

As an example of the choice phase in music education outside the milieu of state school 
systems, I c ite the case of the Orpheus Choir of Glasgow, an amateur choir that achieved an 
international reputation over its fi fty-year life ( 190 1-5 1 ). This analys is i based on accounts of 
events by its sole conductor, Hugh Roberton. 46 
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An important instance of choice occurred at the time the Orpheus Choir was fo rmed as an 
independent organization. Until 1906 , it was known as the Toynbee House Musical Association, a 
part pf the Toynbee Men's Social Club . Roberton sketches the events that led to this change. 47 

There was grow ing agitation among the members, especially the women, that the choir needed to 
be independent of the club. Its freedom of action was challenged on various occasions especially 
as the choir became an economic asset to the parent association and where financial decisions were 
to be made. While the men were constrained by social ties to the Toynbee C lub , the women gave 
their entire loyalty to the choir. Stri fe resulted . The women made up the ir minds that something 
needed to be done . The choir needed another home. Without consulting the conductor, Elsie Hall , 
a member of the soprano section, independently enlisted the aid of her employer and secured the 
Collins' Institute as a rehearsal venue. The fi nal choice to leave Toynbee House was expressed by 
the members during a choir rehearsal one evening in January, I 906. By then the opt ions were 
clear. The members had to make a choice between remaining as the Toynbee House Musical 
Associat ion with constraints on the ir freedom of choice or forming a new choir that would give 
them autonomy. Four-fi fths of the e ighty members of the Toynbee House Musical Association 
chose the latter alternative and fo rmed the Orpheus Choir. Choice appears to have fo llowed soon 
after Elsie Hall ' s successful search for a rehearsal venue and to have been of relatively short 
duration in comparison with the problem phase that had previously extended over several years. 

The express ion of choice and the sense of freedom to make the ir own decisions had a positive 
impact on the morale of the members. Roberton describes the euphoria that gripped the members 
the night they left Toynbee House and became the Orpheus Choir. 48 

The choice to break with Toynbee House was an informal grass roots movement and it may be 
contrasted wi th the much more fo rmally organized choice made just before the Orpheus Choir 
ceased to exist. 49 At a choir meeting in June, 1950, the choir president (in the chai r) upon 
receiving Roberton' s resignation moved to dissolve the choir at the end of the fi ftieth season - a 
motion unanimously endorsed by the members. At that point there were two options: continue the 
choir with a new conductor, or disband . When confronted with these alternatives, the members 
chose to disband . 

The fac t that the conductor and choir chose to continue a partnership fo r fi fty years illustrates a 
compatibility between the characteristics the singers desired in a conductor and those the conduc­
tor des ired in the singers. The choir members , for their part , were obviously enamoured of Hugh 
Stevenson Roberton. so They wanted a dynamic leader; a musician who demanded their respect, 
be lieved in them, expected them to achieve a high standard of musical performance and inspired 
them to work toward this ideal. The conductor, for_his part , wanted people who would fo llow him , 
who could become the choir he envisaged , who were willing to work hard and to learn , who were 
willing to take the time to rehearse and perfo rm and who were loyal and support ive members of the 
choir. 5 1 

Amateur choirs have historically had a written constitution or an unwritten understanding of the 
power and prerogatives of the conductor, officers and members, more-or-less restricting their 
freedom of choice. Choirs have d iffered in the specificity of their rules and regulations and in the 
relative concentration of power with the conductor. In some choirs, a democratic process has 
prevailed and the conductor 's role has been more limited while the members have assumed greater 
responsibility. In others, the conductor has assumed the prominent ro le . The Orpheus Choir 
represents the latter case. Roberton 's prerogatives had been established and consolidated over a 
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fifty-year period , reflecting his belief that a great cho ir is formed around " the personality of some 
inspiring leader." 52 

Prior to 190 I , before Roberton became the conductor, the cho ir , as the Toynbee House Musical 
Associat ion, had been constrained by the val ues and rules of the Toynbee Men 's Social Club. At 
that time , musical va lues were an adj unct to the predominant social values. Under Roberton 's 
leadership , however, musica l va lues came to assume greater importance for the members espe­
cia lly fo r the women whose only affiliation with the club was through the choi r. Eventually, the 
va lues of the parent organization and its musical progeny collided. For a time, the di sparity of 
values was within the zone of tolerance of the choir and the club . By 1906, it exceeded the zone of 
tolerance of the choi r women, necess itating a complete break between the two organi zations and 
provoking a choice. 

The Orpheus Choir became progressive ly more e litist over the course of its fifty-year life. As it 
grew in prestige more singers sought admission and auditions became necessary. Later, the 
standard was such that by 1945 singers were re-examined every year whether or not they had sung 
before. 53 This meant that Roberton had increas ing choice not only of singers but of choral 
repertoire, concert venues , and broadcasts and recordings, among others. 

Not only was the progress ive elitism of the Orpheus Choir accompanied by increasing musical 
standards but the survival of both the Orpheus Cho ir and the Choral Union in Glasgow over the 
same period , indicates that there was room for the musical contributions of both choirs: the 
performance of major choral-orchestral works by the resident Glasgow Choral Union ; and the 
performance of national songs and shorter choral works by the touring Orpheus Choir. 54 

Implementation 

An an example of the imple mentation phase I consider the case of the introduction of vocal 
music into the Boston gramm ar and writing schools over the period , 1838-50 . 55 It took about nine 
years from November, 1829, when William Channing Woodbridge returned from extended travel 
in Europe to settle in Boston , hav ing chosen to ensure that vocal music was introduced into 
American common school s, until August 28, 1838 , when the School Committee of the ci ty of 
Boston voted to int roduce music into its " grammar and writing" schools. During that period , 
Woodbridge was the catalyst for a pol itical process whereby his choice came to be shared by 
sufficient numbers o f music ians, educators and the public-at-large to bring about partial imple­
mentat ion of his ideas - a strategy in several stages involving widening circles of actors and 
events occurring with increa ing rap idity . 56 Implementat ion commenced in September, 1838 , 
shortly after the School Committee's resolution to that effect. 

Implementation involved successive stages reflecting a broadening scope and it was still incom­
plete by 1850. For example , not a ll the fifteen e ligible schools received musical instruction at the 
outset. The resolution of the School Committee left the timing for the introduction of vocal music 
to the sub-committees of the individual schools invo lved. By 184 1 while thirteen of the schools 
were apparently receiving musical instruction two were not included until 187 1. Further , not a ll 
the pupil s in each of the schools in which vocal music was offered were included at the outset. It 
was not until 1848 along with administrati ve reforms in the schools , that the principle of providing 
vocal music for all the students in each school was established . 57 

Over the period , 1838-50 , there were also various changes in specific aspects of implementa­

tion , e.g., the administration , curriculum and teaching staff in vocal music that reflected a 
growing admini strati ve decentralization . At the outset, through his assumpt ion of the designation 
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Master of Music (a dual role of teacher and superintendent of music) , Lowell Mason exercised 
considerable power. During his initial superintendency the administration of vocal music was 
centralized. Mason was re latively free to hire teachers at fees he determined , dismiss them when 
necessary and select textbooks . In February , I 846, however, when Benj amin Baker and Lowell 
Mason were appointed dual superintendents of music , each responsible fo r vocal music in half of 
the schools , Mason 's powers were curtailed and the administration of vocal music was more 
decentra lized. This tendency toward increasing decentralization was extended in October, 1850, 
when the superintendency of music was abolished and each school was made responsible fo r 
hiring its own teacher of music. 58 

These administrative changes were also reflected in the curriculum , teaching staff and schedul­
ing of music classes . For example , Mason and hi s assistants used The Ju venile Singing School as 
their textbook until 1841 when it was replaced by the Boston School Song Book. 59 From 1846 , 
however, Baker and his assistants used Baker's Elementary Music Book. 60 Thus , while all 
schools initially used Mason 's system and textbook , by 1850 half the schools were using his book 
and half were using Baker 's. Also , Mason and Baker each hi red assistants of variable competence 
who more-or- less shared their respective points of view about goals and methods of vocal music 
instruction . 61 

The implementation phase was more specific than the choice phase . For example , the choice 
expressed in the School Committee ' s resolution of August 28 , 1838, specified: the music commit­
tee ' s responsibility to ''contract with a teacher of vocal music in the several public schools of the 
City"; the cost ceiling for each schoo l; the time at which vocal music would be introduced into 
each s·chool; the schedule for musical instruction; and the school masters' responsibilites . Left 
aside, were the specific issues of exactly how this was to be accomplished. For example , the 
ambiguity in the resolution left it possible for Lowell Mason to assume a superintendency as 
Master of Music , in charge of teaching ass istants hired independently of the School Committee . 62 

Lowell Mason played a central role in the implementation of the School Committee resolution 
of August 28 , 1838. The administration, curriculum, teaching method and textbooks in the vocal 
music programme bore the stamp of his ideas . 63 He also became the focus of much controversy as 
his power wa challenged by colleagues and local politicians in the Press and on the School 
Committee. The introduction of a dual superintendency of music in 1846 was a political compro­
mise in a difficult situation. Yet Mason continued in the school system notwithstanding the 
connivances of his detractors. 64 His experience illustrates the political nature of the implementa­
tion phase; the relative distribution of power among the actors that affects musical instruction, 
actor perceptions of others and external constraints on their freedom of action. 

The implementation of vocal music instruction in the City of Boston Schools during 1838-50 
constituted an innovation. Standards were neither well-established nor precisely articulated. While 
there was essential agreement on some issues (e.g ., the appropriate inclusion of vocal music 
within the school curriculum and the necessity for competent teachers to provide musical instruc­
tion), there was disagreement on other more specific issues . For example , Mason treated his 
responsibility as a teacher of music in much the same way as an educational contractor would do 
today: he provided his own teachers, curriculum , textbooks and pianos and he guaranteed quality 
vocal music instruction in return for specified fees. 65 His critics saw things differently . Some 
wanted to ensure that musical instruct ion was controlled by the School Committee . Others wanted 
to have a variety of approaches to musical instruction within the school system. It was doubtless 
the lack of agreement on these issues that led to controversy over Mason 's superintendency of 
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music and later , in 1850 , to the School Committee' s resolution to aboli sh the superintendency in 

music and to decentralize control within the sub-committee of each school. Yet despite differences 
of opinion there was sufficient agreement to ensure the surv ival of music in the City of Boston 
schools over the period in question . 

Evaluation 

As an example of the evaluat ion phase in private musical instruction I cite Amy Fay ' s evalua­
tion of her teachers , based on her account of her studies with Karl Tausig in Berlin (February, 
1870 to August , 1870), Theodore Kullak in Berlin (August, 1870 to April , 1873 , and three orfour 
lessons during October and November, 1873) , Franz Liszt in Weimar (May , 1873 to October, 
1873) , and Ludwig Deppe in Berlin (December , 1873 to April , 1875). 66 

As with all her teachers , Fay ' s evaluation of Tausig began even before she had her first lesson 
with him and continued throughout the duration of instruction and after she had ceased to study 
with him . Her subsequent experiences modified her assessment of each of her teachers . After she 
had worked with Kullak she evaluated Tausig differently ; after she had studied with Liszt she was 
dissatisfied with Kullak; and after she had studied with Deppe she believed him to be better than 
Kullak and she saw Lizst in a different light. 67 

With the exception of a summer in Weimar with Li szt , Fay took most of her lessons in Berlin 

and her evaluation was based on what she saw, heard and experienced there as well as in her 
travels in Gemiany. 68 She also referred to her previous studies in orth America . 

Fay's evaluations of her teachers were quite subjective and consisted mainly of character 
sketches of them. For example , she believed that Kullak was not as " terrible " as Tausig because 
he was gentler and better tempered. Yet later , she commented that Kullak was a more " discourag­
ing" teacher than Tausig because while Tausig rarely played the piano in her lessons , Kullak 
constantly played to her. She thought that Liszt was a " delightful " teacher with a chari smatic 
personality who gave her ' 'freedom ' ' to interpret the music in her own way - a marked difference 
between Kullak and Liszt . Fay felt that Deppe had an analytical ability that Liszt did not have and 
that her progress was greatest under him. 69 

Fay was not entirely satisfied with Kullak while studying with him , yet it was not until she 
experienced lessons with Liszt that her dissatisfact ion with Kullak reached a point where her 
studies with him became unbearable . She then sought out another teacher and fo und Deppe. 
Although she had been free to leave Kull ak when she wished and he might also have dismissed her 
if he had wished , Fay had been constrained by her lack of awareness of other options . For 
example, she later commented that had she known of Deppe she might have studied with him 
much earlier. 70 

Fay's choice of her teachers was made on the basis of their reputations yet her evaluation was 
mainly based on their personal and musical qualities. She enjoyed a teacher who was kind , 
personable (even charismatic) , intense, and analytical; who encouraged di fferent interpretations of 
the music and who was willing to devote time to leisurely lessons. She felt that no individual 
teacher cou ld satisfy all the student ' s musical desires and needs. Each teacher emphasized a 
different musical aspect and it was therefore essential for a student to study with several teachers . 
With the benefi t of hindsight she later wished that she might have studied three years with Deppe 
followed by one year with Kullak and two seasons with Liszt. 71 
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Fay described the musical instruction she received from each of her teachers in considerable 
detail. She had private lessons (one or two a week) and participated in master classes (numbering 
up to 20 students with Liszt). The length of her lessons ranged from one hour per week (with 
Kullak) to three hours per week (with Deppe) and a marathon master class of fo ur hours wi th Li szt 
that left her feeling " more dead than alive. " 72 Her reperto ire varied and included studies, solo 
piano works , pi ano concertos and chamber music . 73 She practised five or six hours a day, 
regarding it as a ho liday to reduce her practice time to three hours a day. Before going to a lesson 
with Li szt she practised four hours in the morning. 74 Her experience indicates the variety of 
teaching methods employed by Tausig, Kullak, Liszt and Deppe. For example, when Fay went to 
study with Deppe, he assigned her Czerny 's " Schule der Gelagfigkeit (School of Velocity) " to be 
studied very slow ly, hands separately. Havi ng previously studied what she considered to be more 
advanced material , she regarded this assignment as " rather a come down". Further, each teacher 
required her to learn his system , a process that in Fay ' s observation took " full y a year" . 75 Yet 
while there were apparent differences in the musical and instructional standards by which teachers 
were evaluated, their instructional methods, the amount of time they were absent on concert tours , 
and the ir contractual agreements with the ir students, 76 there were evident simil arities as between 
them, notably a master-disciple relationship between teacher and students with the students in a 
subordinate role . This is exemplified in most extreme form by Fay 's depiction of Liszt 's relationship 
to his students as that of a monarch to hi s subjects . 77 

Fay referred to external musical and ethical standards in her evaluation of other teachers: in 
comparisons of concert performances by internationally acclai med artists of her day; in compari ­
sons of her teachers with one another and of herself with her fe llow students. As her know ledge 
and experience broadened , her basis of evaluation shifted from an external source (e.g . what 
others said of a teacher) toward an internal source (e.g., which teacher gave her personal sati sfaction). 
Citing the example of four students bes ide herself who had left Kullak to study with Deppe , Fay 
po inted to the sanctions on teachers who did not give satisfaction to the ir students, where students 
were free to opt out. She was also aware of the sanctions on students who did not give satisfaction 
to the ir teachers, where teachers might dismiss them, an experience that on more than one 
occasion she feared might happen to her. 78 

I have sketched a conceptual framework for the description of the decision-making process in 
music education with an historical example of each phase . Thi s analys is has implicat ions for the 
directions of future research . First , a systematic description of examples of dec ision-making in 
music education is needed , representing various sponsoring institutions (e .g., churches , state and 
independent schools, music conservatories, pri vate music studios, community music schools , and 
amateur performing ensembles), aspects of music education (e.g. , administration , curriculum , 
instruction, teaching and learning), historical periods and geographic areas, among other factors 
that might be inc luded in a comprehensive paradigm of decision-making in music education. 
Second , the examples c ited above represent situat ions where actors regard decisions as important 
(a lpha decisions) . It is also necessary to amass evidence of decision-making under conditions 
where decisions are of low priori ty (beta decisions) . Third , the conceptual framework as outlined 
may have a wider application beyond music education, necessitat ing research in other areas of 
education as well. 

The analys is also has implicat ions for the methods of future empirical research. The examples 
cited provide ev idence of interdependent phases in the decision-making process, indicating that 
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Figure 1 

The growth of the Orff lnstrumentarium 

lnstrumentarium ea. 1925 

2 timpani 
4 dance timpani 
I bass drum 
some tenor drums 
4 Chinese tom-toms in various sizes 
I Chinese barrel- shaped drum 
I double-skinned cylindrical drum 
I tambourine 
severa l wood blocks 
castanets 
triangle 
glockenspie l 
4 large cymbals 
I large tam-tam and several smaller ones 

lnstrumentarium ea. 1932 

Soprano and alto glockenspiels 
Chromatic glockenspiels 
Soprano, alto and bass xylophones 
Soprano, alto and bass metallophone 

Sopranino , soprano , alto. tenor and bass recorders 

Musical glasses 
Triangle 
Small cymbals 
Antique cymbals 
Dance cymbals 
Large cymbals 
Small and large gongs 
Small and large tam-tams 
Bells 

Castanets 
Wood blocks 
Cylindrical wood blocks 
Wooden bells 
Slit dru ms 
Rattles and strung rattles 
Jingles and strung jingles 
Claves (wood or bamboo) 

Tambours in various sizes 
Tambourines 
Chinese tom-tom 
Double-skinned drum 

Dance timpani 
Timpani 
Tenor drums 
Side drum 
Bas drum 

Portati ve* 
Spinet* 
Fidels* 
Viols* 
Double bass 

23 1 

Source: Carl Orff, The Schulwerk, Vol. Ill of Carl Orff/Documentation, His Life 11nd Works. trans. Margaret 
Murray (N. Y.: Schott , 1978), pp. 70, 135, 136. 

*First used in the dance orchestra after I 934. 



232 The Journal of Educational Thought, Vol. /9, No. 3, December 1985 

rather than j ust gathering evidence of each phase as if it were independent of the others, research­
ers might also select strategies that enable them to study the decision-making process holistically. 

Resume 

Sur la base de formulatins courantes en education, en management , en 
marketing et en economique, !'auteur esquisse un cadre conceptuel pour 
decrire le processus de prise de dec ision en fo rmation musica le . II 
propose une li ste des etapes de ce processus dans le domaine prec ite , 
dont chacune presente les caracterist iques d ' un systeme soc ial et illustre 
chacune a !' aide d 'un exemple tire de l' hi stoire. 
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·'" See Stewart Mac pherson, Music and Its Appreciation: or. The Foundations of True Listening (London: 
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(Mirror of Music, II, p. 622) that Macpher on " was strongly opposed by many conse rvati ve ly-minded 
professional music ians, but to a large ex tent he triumphed ." 

37 Scholes (Music, pp. 20, 21 ) quotes a published letter by Oscar Browning, Master at Eton ( I 860-75), 
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Works, trans. Margaret Murray (N . Y .: Schott , 1978); ·'Orff-Schul werk: Past and Futu re" , in Perspecti ves in 
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Music, trans. A. and H. Parkin (London: Calder and Boyars, 1966) ; Hans peter Kre ll man and John Horton, 
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40 Orff, The Schulwerk , p. 89. 

4 1 See Orff, The Schu/werk, pp. 89-95. 

42 See Orff, The Schulwerk, pp . 102, 103. Karl Mae ndler subsequentl y built a bass xy lophone , and 
soprano, alto and bass metallophones, ea . 1932 . 
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44 See Orff, The Schulwerk, p. 13; "Orff-Schul werk", p . 387. 

45 See Orff, The Schulwerk, pp . 198 , 199 , 202 , 203. Kestenberg was subseq uentl y removed from office 
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50 For a brief character sketch of Hugh Stevenson Roberton by F.H. Bissett , President of the Orpheus 
Choir fo r 34 years from 19 I 2 , see Roberton, p. 7. 

5 1 See Roberton , pp. 30-32; Roberton and Roberton , pp. 32, 33 . 

52 Roberton and Roberton , p. 30. 

53 See Roberton and Roberton, pp . 6, 228 . 

54 See Robert Craig, comp., A Short History of the Glasgow Choral Union (G lasgow: Robert Maclehose, 
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